	 

	PRESENTATION OF HERVE FISCHER 

by Norberto Griffa 

To present Hervé Fischer , artist, sociologist and philosopher, French-born and educated, Canadian of Quebec by adoption, is in itself a journey through the last thirty years of Western culture, with its plains and accidents and even with its different geological strata. As we travel through his life and works we discover different levels of experience, thought and practices that reveal the unique problems of the 1960s and 1970s or lead us towards the development of an overwhelming contemporary quality, full of vitality as well as reflexive, inquisitive and perplex. 

There is a critical turning point in Fischer’s trajectory which describes an axis where two complementary fields are visualized: the idea of the demise of the vanguards and the idea that there is an artist in every person. 

Regarding the death of the avant-garde, Fischer said in the 80s: “the avant-garde artist is involved in this mission, this value: to be a pioneer, to discover and reveal knowledge, the artist says and the rest will follow. The avant-garde refers to the deistic myth of creation, of beauty, of good and evil, and of truth.”
The new, the novelty, or the big trophy of avant-garde engulfs creation, beauty, good as progress and truth as what is new, to the extent of the paroxysm of novelty. It is not possible to explain this substitution of the good for the new without the presence of the myth. Of course, this is the Promethean myth, man as creator placed at the center of the scene of production of culture. 

Within these ideological conditions, the avant-garde artists “have monopolized an exorbitant cultural power supported by capitalistic ideology which can be qualified as “cultural terrorism” in its strict sense. “It would be inexact to say that creation by man, as son of God, is the exact inversion of human representation of divine creation. There exist some modifications in the inversion. Man calls himself imperfect; he has not yet performed the perfection that has been referred to the end of the story. This also links him to evil. It is a characteristic of the Promethean myth and human creation to also give place to the aesthetics of evil and the strange ( Baudelaire .) This aesthetic of evil reminds us of Albert Camus ’ phrase when he said that the 20 th century art is an art branded by evil. 

On the other hand, Eric Hobsbawn in his 1998 work “At the rear” drawing a balance of the decadence and failure of the avant-garde movements of the 20 th century says: “… there is no denying that the real revolution in 20 th century art was not performed by the avant-garde modernists but it was located outside the sphere of what is formally recognized as “art.” That revolution was the result of the combined logic of technology and mass market, that is to say the equivalent of the democratization of aesthetic consumerism.”Without a doubt, the uneasiness Fischer expresses regarding the avant-garde is linked to this need of the “democratization of aesthetic consumerism” opposite an art derived cryptic and elitist thus establishing an insurmountable divorce between art and public in favor of absolute novelty. Therefore, one of Fischer’s works is titled “The History of Art is finished,” a new version of “The Art has died” that resounds from Hegel. What has truly ended is the history of art as novelty. “What has finished is its history as novelty” (Fischer.) 

Once the artistic phenomenon of the avant-garde stronghold has been displaced there is an opening; the “sacred flame” ceases to be a monopoly of the intellectual artistic ghetto and it opens itself to the masses. Art is within all of us. Creativity is the true capital of humankind. Each man is an artist, Joseph Beuys would stir, always disguised as Beuys in his taciturn version. 

Fischer, more recreational, in the limit between art and play, searched for another exit; during the 1970s he created a movement called “sociologic art” which gave origin in 1977 to his work “Theory of Sociologic Art.” The concept of sociologic art was from the beginning a critical concept, arisen from the reaction to a present situation and appealing to its transformation without knowing how or with what predictable term.”
The expression “sociologic art” appeared in the fall of 1971. The first manifestation dates back to 1972 published by Françoise Pluchart in the first number of “ d’Artitudes International ” ( co-founded with Fred Forest and Jean Paul Thénot .”) 

In the second manifest of sociologic art, it appears as “a practice founded on a return of the sociology of art to art itself and that takes into consideration the sociology of the society which produces such art.” If the artist creates an image of the world, at the same time the sociologic art questions the meaning of such image. It ventures to the exterior, the sociologic art establishes itself as a practice which reflects clearly in two events performed by Fischer and which define him by themselves. The experience of sociologic art that took place in Quebec in 1980 called “Citizens – Sculptors,” a sort of great city happening where the neighbors of Chicoutimi participated of a symposium and when from an important marketing campaign the neighbors handed in their works and projects on the architectonic, urban and sculpting possibilities for the city. At the same time the newspapers, television and the radio kept the population informed about those events. But it is important to highlight, as it was pointed out in one instance, that in the case of sociologic art the events were not quite as the monumental happenings during the 1960s but more about the sociologic and questioning sensitivity of the 1970s. 

In Mexico the imaginary social event called “Where does the street reach?” which took place at the Museum of Modern Art, opened (in 1983) the Museum Gallery as an open atelier, “… inviting the population to come to the Museum to paint, draw, express personal worries of everyday life, give opinions about what the Mexican society is for them; their past and their future; what they think about our world…”
The Museum was transformed into a great imaginary street. The big public became the center of the happening and the serious images of serious artists turned from contemplated into contemplating of this great collective creation. I believe they thanked the well deserved rest for once. 

The introductory text which compiles this artistic event comments “… cultural democratization is not the broadcast for everyone of the art of society’s privileged, the ones who “spiritually” establish and justify a political power. No. It is the access of everyone to the power of cultural creation and to the recognition of the dignity and creativity inherent to each human being by State institutions.”
There is another turning point in Hervé’s works in the mid-80s. In 1985 he was the co-founder, together with Ginette Major, of the City of the Arts and New Technologies in Montreal . The exhibit catalogue “Images from the future” results a bibliographical source for Frank Popper in his “Art of the electronic age.” In 1990 he creates the Telescience Festival. In 1993, the IMM (International Multimedia Market.) In 1995, the Electronic Café. In 1997, he is co-founder and president of the Association of Quebec Organisms of Scientific and Technical Culture “Science for Everyone,” and of the International Federation of Multimedia. In 2002, he is the Head Professor of the Daniel Langlois Chair of Digital Technologies and of the Chair of Fine Arts of the University of Concordia . Montreal, as well as responsible for the creation of the “Medialab Hexagram”, also in Quebec as a joint effort between the University of Concord and the UQUAM. 

In the mid-80s our Quebec man is fully installed with the topic of New Media and he explains it clearly in his work of 2000, performed specially for Internet, “Myth-analysis of the future”: the image of the world changes and art announces or witnesses it when today digital simulation and disrupting fixed-image speed acceleration are imposed upon us; it is the time in which the artist applies himself to decipher figures and hues while movement and multimedia installations dominate contemporary creation more and more. At the same time the ephemeral, interactive and inapprehensible sequential flow of digital arts is imposed and compels us to look for a “detention upon the image,” where the iconic and symbolic power has compiled and visualized the essence of marks, references, structures and ideological values of contemporary world and will come to propose the corresponding new artistic language…”
If the worries of sociologic art were the expansion toward the massive, the approach of art and public, the development of the creativity of the participants, interactive communication and feedback, the relation between art and the social as a live fact, I consider the combination of the media based on electronic support in the multimedia phenomenon and the ulterior appearance of Internet have exponentially elevated each one of these possibilities, and that is the reason why it is not strange to find Fischer right at the creative vertex of this electronic world. Moreover, the International Multimedia Marked created as from 1993, actually constitutes a real contemporary happening where art, technology, science and market are merged. 

“The crisis of avant-garde had created an insurmountable fracture between art and the big public. Digital art marks on the effect, the reconciliation of art with society, with the middle class, with the mass media, through multi-sensory social rituals… it is an interactive, playful and collective art which discovers the status of the work in modern art: not a collectible object, none of those unique labels, no market or possible museum for this kind of art; no “eternity,” no memory. Each work fades within the interplay of technologies which succeed and obliterate each other. No art criticism for an art of the event that escapes the system of fixed and instituted concepts.” says our philosopher Lucas Fragasso. 
; “… the technical reproduction ability of the work of art becomes a key problem because it is possible to corroborate the existential universe art pretended to transform has already been transformed by technique,” There is no doubt that everything solid vanishes into thin air whereas “… the battle of the new technologies is not going to be fought: it has been won. Their quick victories occupy the field of our human activities, at least in the rich countries…”
“Digital arte becomes standardized… science is, from now onwards, in the heart of our culture and the border between art and science disappears. Science and technology interpret the world, question and change it just as literature and art do. On the other hand, they contribute to forge our social conscience, our image of the world, our collective imaginary, our sensitivity.”
At this point, when our philosopher seems to acknowledge the absolute domination of techno-science and the appearance of a new species of man characteristic of techno-science, a sort of cyber-Prometheus, there is a noticeable shift in his reflections which begin with the basis of the creative reason for that techno-science. 

Fischer states “our weltanschaung is always mythical. It is our myths that ground our relation with the “real”, our interpretation, our inventions and our actions. Reason itself is a myth. It is through imagination and action that we think our world. For everyone a myth is a false story that is told. It is the world who is mythical for Myth-analysis.”
In truth, our philosopher artist gives a 180º turn and now observes the phenomenon he has contributed to create as a “father of multimedia in Quebec” he dives in this ultimate product of human reason as measure, precision and control leading off into the myth. “Beyond myth the world does not exist for man. That is why, under the title “The illusion of reason” there lies a shivering epigraph “ La raison me désespère .” 

The acknowledgment of the belief as ontology - ontological support of every rational system joins the mythical thought with the rational. In the relation between these two spaces it is possible to develop a “logic of the paradox.” “Nothing strange in the paradox being the power of the unconscious,” says Deleuze , “the paradox always runs through the in-between of the consciences, against the good sense or behind the back of conscience, against common sense.”
On this path it is not surprising that the last book by Fischer “ Le choc numérique ,” just translated and edited by the Universidad de Tres de Febrero (UNTREF,) is structured by this paradox logic which, immersing in the root of contradiction and holding it as such, allows to elicit a thought that constructs the present world in this interplay of science, technology, art and society. Let’s take as an example the Seventh Paradox Rule of the book which translated title states “The digital shock.” The cyberworld is presented as a symbolic space of apolitical, asocial and non-historical global connectivity but works in fact as a socially integrating virtual superstructure which gives legitimacy and power to the new middle class that expresses the image of the world and constitutes the dominant ideology.”
The construction of this paradoxical world places us in the possible world for mankind today. Each paradox hides a question, so Fischer maintains his interrogative social methodology through this paradoxical construction which in some cases resemble koans or even aporia. 

Within the plot of this discourse, art becomes topic but now it is an art born in the midst of technical hegemony, its allure lost as ars and understood as technê in its original sense, which struggles to establish itself from new paradigms and set forth its conditions for legitimation; a prêt-a-porter art, available to the big public, an art which, in order to arise, has had to break with a glorious past to include new social forms, other needs, a different constellation in the system of relationships. From all this Fischer has a lot to tell us. 
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