a . couple seconds are considered problem-

Ev should.instantly take usto a

.--. ation,Every space isfilled with pure
“helmnﬁﬁa, ifyou’recomingba?to the house...can’ ‘} sant to 'tpértain and capti\‘l)ate,

you stop and get me a small cheesehurger... | want o letfuce: _; ' ening the transitory time and

~ = = dlomatoand pickles apd'siuffon it, just mustard and cheese. Get, paces void of pufe content. There is noin-

N “7= the smallest one yoi can get causel got $2 to,pay you back.. mation processing in adigital environ-

call me back... justmustard ‘dnd ¢Heese on jt... andt g .

thank you .... call me back... b e."b' .
. 0

; . HELLO, THIS ISYA MAMA . o age or feature, itg design is deemed un-

. %} intuitive- £eading screens for more than a
[AMELIA GATES] )

U s o b

Voicemail 3417

= o

.
NN

N volcomdias2e ° > ” (s ya mamaSwil you pR neou information being pro-
" = youwont answer your phofé
<a} me or something
a > . butwannah

.- . théfootball game:.
: ' me back.....” o
i . =
) Forthe pastyear, ’ngaceived voicemails frg
S %erately seeking ?ﬁnect with-her son. Despite
she has the wrong number, she remains pegsi
. continues to beg her son “baby cake§®to ca

In these voicemails, she also Shares gilimpse
games to attending jury duty, and momehts h% sh@'g'feéling unde

e, our cultural y
dominated by cetegorie of space rather
than by categories of time.” However, even

= sienal bursts of laughter.

' | often find myself p@@ i
he,.Does he, too, leave voice
%@s he miss her justas mu

by information access instead of b
we inhabit. Realmﬁpower, W

dents during the Paprika! Exquisite Palimpsest event, ad '%ion, home, and play are no longer

with just mlstard an G"e £< | ° -
<>\ Thei e below, createdihrough the collage technique, features only the em
. _%nd drawi s%)rof e

ng an‘artigtic\in staticfi-f this unusual connection I've forged through these voic spaces t&go to, bit instead are now plac
I > ° es’made accessible to us b schnology.
o O A Participation of ali parts of daily life can be

<SS : one remotely now. Nofongér contained to

Vg

>

logations, each sphere bleeds into the oth-
e a gaseous state, corating a society
hased in \movement with no destinations
during and between and to no end.

The fluidity of Deleuze’s ¢ontrol soci-
eties reminds me of Marcos Novak’s “Lig-
uid Architecture in Cgberspace” (1992),
which is an architecture that transf9rms
as its visitors and ideas evolve.

= of transitions “without doors ‘and hall-
(o4
T - it needs to be and what it needs to be.”
7 ’ This reactive shapeshifting environment
c functions similarly to ways that Big Data

~ DESTRUCTION OF LIMINALITY

INTHEDIGITAL =~ that caters to our needs and influences

our consumption @n relationshiﬁs to our
milieu based on the content, people, and

algorithms evolve rz?d present content

[ANGELONG] . 8"

Liminal &as'ifae breaks and
disruptions .of ulatory space and spa-.
tial experiences. Th trans S s

e e

are a place of bécoming with bo
that acknowledge the end of one thing

<Wide Web was launched to the public do-
main in 1993, and before it even became
dominated by user-generated content
around 1999, Novak wa% e to predict the

> D

In the digital, thefefs no dwelling or
liminal space—no place for rest and re-
flection. Nor does there seem to be aneed
for transition spaces anymore. Access to
everything is % ultaneous and instanta-

mechanisms of today’s/internet. Unbound
by physical limitation, the online networks
we interact with function lik€ liquid archi-

neous. do not go to things anymore; and beginning of another. Liminal space A ¢ A

rather, these places.are accessible to us  exists in between environments so thatwe ~ tecture. They are not OEW highly dynamic,

everywhere all theltime. We can deal with may%ﬁernally project onto it and interact  but also assume an accelerated terriporal
with it'to synthesize past experience into quallty that is linked to the Impermanence

finances, education, and socialization
- from e all in a few taps, and we can
be transported to somewhere across the

of non-physical digital ihfrastructure, em-

phasizing the come and go of ideas and
globe without physical travel. With t the structures that support it. .

winen for services, mﬁﬁ% Liquid architecture’s ] ultra-fluidity

Y ntertainment to be more efficient; stant and sought to be minimized by takesyousomewhere hew without travel. It

thresholds of our patience and wiIIingnesﬁpesigners of the interface’s architecture, S not the person who processes informa-

to exis@transitiéﬁ diminishes as well. If a Ul requires any embarking to accessa  tion, but the architecture that processes

o

causal models that are then tested and
reflected on.

In the digital, however, there-are no
breaks. If there are transitions, _they are

; - - ©
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D=§ 0 _
years-to deal with the police’6rde

< Jyiolence, physically m

support systems. T

ings, thoughts,and-si
years aré the main>-
sources | of“its~en=
ergy. Further on, it <
i vill cont uetqoffer%f
-9 its | accumulations—
to the “subsequent—
pratests.” The | Con-
deriser explores the
passibility of critical |
spate:making by <
bafflingits observ- |

erthrough its”odd <

existence, seeding
=——curiosity, over its

MK
generator

seemingly
experiences,
terviews

is void -

marks of not only/physical change but glso a Ruanced-struggle beta
{3 and the communal urge for self-expregsion. From the sms
grade, vertical additjons, balconies converted into internal use, or add

ertits identity.
ble decoration actually f?ects adeepers

the user and regurgitates néw information
to be repro ug}/d again, jcoristantly mor-
phing witho ing the a moment of

stillness. There is no friction between user
and environment, and thus, there is an
elimination of boundaries. o
Without bou‘ﬁdaries, there is no dis-
tinction between here and there, or e
ternal and internal. And without thes
pace-time fol

o ent, onlyinformatior:Only'the-computer  boundaries, there is no
isg nteﬁ%biliym process the infinite_ plationandactio vonly absorption.

By completely surrendering to the digital,
the exterior world becomes interiorized
and liminal space-disappears, killing the
generative ossi%long with/it. For
the moments that rtoward screens,
we exist dise bodied e psychophysical
connectioh is.cut and'we are rendéred un-
able to synthe¢size new ideas out of mem-
ories fr@

ou physic‘gl/’éxperie:;ce that we

were once able to in liminaf periods.

PN

[
Q

HY ARE HALLWAYS SO/ /*
AWKWARD” i

O
[TANY{MABHIA RAOF %
o 28RS

Y

e

Whefteverone is walking from one end
of a hallway to another, and one sees an-
other person on the other end, there is this
moment of an awkward social igteraction.
There is an acknowledgment offamiliarity
but no verbal action as the % nstruct
of that space does not necessatily-allow for
a comfortable situation for an~éxchange of
words. Further, there are also sitdations
when people pass each other in the hallway
ty minutes at least five

ip the span of tweg
imes; by thexthird\ox fourth time it occurs,

h
seems almyst foolish to acknowledge
oreé another’s pkesenge yet again. Some of
these types of interactions restlt in humor
and other times you ant the Earth to

ways, where the next room is always where  swaffow fou whole from the ground instead
I\ é s

aying.a forced “hi” again.
G%e we investigate the theory of
oircidences briefly and try to situate the

hallway within it. A coincidence is essen-
tially a series of synchronic events. So, it
really is just a questign of two individuals
making a choice to ;}%hysically present at

services we engage with. Before the World . a certain time and

lace that just so h
pens to be the exact same. It maﬁe inté
estin think of the hallway as a-physical
manifestation of this type of coincidences.
Historic‘hlly, before the hallway was, cre-
ated, people moved through rooms. If we
were to relate to something we &ll may un-
derstand instantly, it is like oving through
studio spaces demarcated by the profes-
sor running it. Today, the act &f going from
onespace to-another within a Ryilding has
been physically manifested into its own
space, the hallyay.

Througitthis system of connecting all

other spaces to one s%igh ic
zone gets created as it reqirés one to/al-
ways return to this space to get to the ngxt.

The shape and the size of the other spages

authorial purity

ce
i —extensions at

est chang

4

endeavor. Thel' ob- :
~servers-then, tinfold micro-narratives and
add ne z gs to existing @es. In
e parallels betweendts oper-
ples. and feminist storytelling
me-Vvisin:e. .

ere, architecture’s narrativesidentity

°

puts forwar;
to design
ical place
overlooke
stices of poli

o <D+
ap >
~ ' 0

OOPS—EUREKA IN REVERSE!

[EDMOND DRENOGLLAYA]
q

9 .

Is Prishtina a kitsch? An \act of\mimes
is it an original work in itself? Is PNshtina a city
of mania for appearance? Refined? Toukistic?

0

: ° ‘ . They disrggard distine

the i
reco
fresh perspect
tectural elements.

engrgetic capital city, tells a tale of histor“y(a?g evolution-through its
i this narrative centers on the Modern-erabuitding t have
progresg and innqvation. As time marched on, these buildings «

nt, and sometimes ex¥ey
ansformation is underway, qne that netgnily
but also challenges conventiegtal-notions of
reative processes. g

fihres’and a

ision qf a

ness that has perseyered
They have no limitsg

and renewal,
/RS posses§ assimpliciby andvagueness,
immediatel

heing apandenedjto the rayages of time, they have besome the canvas upa e5e
emporafy-agists, architects, and.thinkgrs collaborate tecrgate something
and reimagifie the orjginal, and to doubtthe final creation.
The/question ofquthorial pufity 8nce stood as a bastiohp
from the thystérical tigle’s of change: The conventional idea}s that-held afchifecture in a
staté of detachmentffémthe y acades\ate_now gradually
givirgmay to néw’ways to call for protest. In the gase of Prishtina, they may, seem silent
but are res_olin their stance againstthe daily uffocation that the city 8ndures. Thg
Modernist movement in architecture;on a functionali i
ture that expiated history. In our context, it appe @e isfaking
ises ques-
al chpiges within the €ity

place, mirroring the principles of Modernisnx
9 fol gver their or' vision and design

eservingeardhitecture’

Nesis, |
‘.‘\ entjin Prishti
frontmerg compgsitions gfzresth

In % e of penewal,
eative \exo &t
ollaborative spi

oim-being Ja’sg 3 €

mime
fa

tions about the direction of yrlyan develop
as well as how an artist o Cregtor maintains ontinues-to writé
without significant altergtiohg or compromi ments fgad to brillian

In the midst of these quesiigns, shifting paradigms, andarchit ralndebates, the - gre mix -€dlture of the
city’s residents become both witngsses and participants in ftg tran ation. They are Ctioh andFthe/imitat
the ones who navigate the streets? 4and enegpnter visuél ¢ iness. B&t, in Pr- © N

—— ‘
b

B O rei

[@ N =

Fig. 1. Edmond Drenogllava, “Undressifig Prisétina,” 2021
Fig. 2. Edmond Drenogllava, “Rekel Yell,” 2021.
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Q

These produced i agoesthat emergg from this phenomenorelevataarchitectyre to
ng the boundaries betwge! j

Consumed? o "
- ¢ ’ \ o=
{73 Mhat on earth is Prishtina? ...heureka! It is a re-
ix culture. .
. Yes! Eureka. But, in réverse a representation of tr Y effeﬁ\i,vely blu
\ ighs between the @u

archangeability of cultyres and traditions, this approach offers an ‘oppo
sider the architectural ﬁb that have chagactetized Prishtina thus far, providing a
ive on o goincts by repurposing and reassembling existing archj-

These imdgeS essentially serve as femnants, €
n era that emphasizes the

int
, NO ﬁarie, and| no definition. The
deritualization of r wopld;-a'societyx deeply i mersed in its sontinuous transfordpation
aluing)botfrthe new and the ancig @m
i 4dppe ! ing both natural\and artificiat. They are

Pa siple thro concrete senspry experiences ye

;;ﬁ’%s:g"l'1 hey endure solély due to their capacity for metamorpho-
¢le of meaning and an unpredictable ripple effect of
sthesetransformations challenge the very essence of the original archi-
‘} They disruf)éty;stab ished|norm h“

s qlso toqﬁinterpret, thereby [altéxing QUI perce ti%n ofa hentic fvork.

is_tileme is an antidote to traditional notjo
chitects should'immerse themselves in thezgly's nagrativg. Through the technjdues of
e-ar 'ofim ".. and the embodiiment of spcietal issues and protesg-de>_
\ odern-e@cbuildingst anscends its conventional role. It evolves

hend and reimagine the
can thrivée in the fertile ground g
s-architectural history, it se
ons, preathing new vitality into the city’s architectural heritageé,
astand theqtesent, the/individual and the collective
ca’ moment, but one that unfolds in reverse.

¢

ea
entic\and the imitationy In aneran
unity to

bodying a_bmhg;r’.iélxo\hsciou -
portanck ckrémembran
¥ emerge as a result of the

2nt, the futureand the past. Theselimag-

also amenableé tethe

onsequences.

and this process servéshot only

of authporial pufi ,qnd Suggests that ar- .

ellaboratiop! As Prishting.

riginal, demaofstrati
ninder that unexpected pio

esasare

he orjgina-

o
—

> .thro

that surround the hallway usually requires
it to be unusually, uncomfortably long. It
creates a distance between two people
who are at opposite ends of this unnatural-
ly long and narrow space that only allows
for acertain typ acgeptable Socfal cues
such asaheadn r a bigwave. If'also is
a moment for eye contact being made fifst
before words are exchaiged. The antici-
pation of this moment can ke dreagful f

some. Again, it is the lengthof this spac

that catalyzes this fitual. 7
e ent%e fleefing’

However, these m
They finish before you |
ponder what has just happene@);That so-
called awkwardness is probably’a teach-
ing in disguise. Maybe hallways are just
a mundane _space teaching us how to be
more social, extroverted ‘bein s. After all,
the space is created for oneg‘,ust to pass

jh and not stay foiQ&o long. It may be
worthwhile to consider: should this expe-
rience be over-studied and.over-th t,
" as this Piece of writing has just done, or
should we just enjoy this a ardness as
a moment of teaching us How to latugh at

y even begin o

* - ourselves and move onagith lifé? -

SRV
J
¢

_THE CONDENSER

 [MELIKE BESIK]

The Condenser is an architectural
allegory device that spatially speculat
the 20th Feminist Night March in Istaribul.
It is an attempt at critical inquiry toward
both the power dynamics of space and the
spatiality of power dynamics in politically
charged spaces. The model is 40 cm long,
45 cm wide, and 36 cm high; and consists
of plexiglass, 3D-printed pieces, acetate,
fabrics, threads, and wooden pieces. It has
three main zones; the first one is Funfair,
which establishes the spatiotemporal nar-
rative of the March. Funfair is built upon an
eight-minpte audio recording of the Fem-
inist Night March 2022. Thus, the slogans

are the main notations that divide unequ
segments within the circle. Each s t
between slogans is eith ched or

compressed according to the affective
intensities~within the auditory data. The

second he Affects part which deals
with the preeminent feeling/affective lay-
ers of the protest. The affective layer can
be traced on the model through colored
threads and fabrics attached to pores and
hooks, each of them referring to a different
protester’s interaction with certain
ments of protest, such as sl M
and memories. Lastly, th
tor, which is in charge obh
solidarity takes place. This za
the past of the protest relates to the pres-
ent by centering the experiences of senior
feminists and protesters. Their tactics
and suggestions accumulated over the
d
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d the ship of
3 d, andre
. The alteration

construction knowledge, and
approximation of their essence.
‘ e relationship betweel

ami/dejty within
ities ga her, cis=

r |, nexthe river, nor
e Shipof Theseus
are the same as yesterday. Our iden-
tity is fluid, our composition changes;
- that is undeniable, But identity isn
* undermined solely by-the-co
“tion of oup parts-The material out of
~. Which thieship’is made is not the same
~thing as the ship, and the ship without
its planks isn't the same thing either.
There is identity beyond change.

DOSI-
-

! Viany of us spend our lives trying to
escape the thought that we are not eternal.
n pursuit of infinity, we transpose knowl-
edge from one vessel to the next. We have
ntermediaries, such as ships, shrines, and
bodies. We organize periodic transfers
of infarmation. We hide deities and gods
withikt things. But in the end, “the hand may
shape the flower, but it is still a flower.”?

" Donald Richie, Viewed Sideways (Berkeley: Stone
Bridge Pre 011), 43.
2lbid., 2



FROM The three drawings developed for this IMPERI AL myriad industrial applications, and it also ‘ widely influential books on Arabic archi- the 19th century saw considerable expan- ON layer in the architecture of our bodies: the are an open archive of our bodrIy hrstory,

issue were generated simultaneously bu appens to be a key ingredient in lithogra- ecture were produced by European archi- sion of the British Empire’s reach aroun ¢ < gkin inis a is generosi re o ami sidues that we wan

{THEEDITORS} i ted simult ly but h tobe akeyi dient in lith tect duced by E hi i f the British Empire’ h d Ki t that t

independently. As the event progressed, AUTO_M I M ESIS- phy. That is to say, this is a print of acacia tect-travelers who sought to publicize their the world, including the establisk A TN ESS fora atin ple sisa g‘@ﬁé} d the'yellow, brown and black

subcultures in drawing emerged influ- senegal produced using acacia senegal— grand tours across “The Orrent ” One such a protectorate in Egypt. One conseguénce The gay architectural literature oft of its. s-presents a repulsive palette

ON THE -enced by each respective site. From the LITHOG R APHY one might call it a kind of auto-mimesis: a hrtect wasOwen-Je of this new colonial occupation 1990s was prolific in analyzing the rela- made of universal elbements produced by
floor drawing emerged many traces of feet, representation of an object created by us- ul: ati j the expansion of a plantation economy- AR tionships between sexuality and surfaces. our o%ans. )

m the pit drawrng many sketches of fac- ing the object itself. f bra in i gum trees in the Kotdofan regionofS The bathroom was seen as a place of pro- By reminding hat there is no Self

duction of pleasure, and of reproduction of without a Body, fatis anti-modern par
-, gender divisions. This suspended space of excellence. The modern obsession with
"+ body physiology faces one of the hardest transparency and light has always strug-

es. <Fhese>were manrfestatlons of mimesis,

of cross=p developing cultures of
teratron,andrde 'on Visible ¢
. lf""‘ of the generati nt.

4
Prior to the development of lithogra- é

phy in 1796, illustrative printing was gen-

erally limited to engravings and woodcuts,

circumvehting the F

a time-intensive and laborious process. 9 ~ g architectural challenges, that is, to pro- gled W|th the body and its fat. Fat works

By_contras However, litho allo sa_r_F s to draw - . o 0 . tect the whole building from human fluids. |/ “against transparency. It is opaque, thick,

§r ed as a product of unforese or write directly e prinfing's , mak- 0 S . L % The increasingly complex system@ l&)lpes and anti-crystalline. There’s noth-

o joration. Unintended dialogues between ing for a simpler technical procedure-acr;g = . /DP f ?7 that brings clean water for body pufifica- |ng worse fog glass building, and, nothing
aces and feet ecame he subject of the amore refined, precise\lllustration. Rapidly - % ° . tion—mainly, superficial fat dissolution— more rrrltatlng to Apple/s minimalistic cre-
ork rela lonship % en_content | (and more cheaply) pﬂ&rable and fipel Ala .o T o ° and expels our excrement needs both ations, than greasytrarl&)n their surfaces.
develo Y dgpendent authors Su= rfetarled lithography was-of particula xhibition itself. B . . = i o to get as close as possible to our bodies But, |ron|caIIy enough, the most advanced
he content itself. The tension to colonial interests, expanding th gg— he Great Exhibition itSelf, 'of course, ’ (}o absorb |ts qurds ancb stay far enough gadgets | have added fat as a [ayier of infor-

tron and competition ©  pacity of Eurépean tist%rd scightists . is well’known as/ perhapg the |ngle most 5? e way that it cankeep it integrality’The ce- mation securrty What better way to-iden-

‘heauthors of this to prdduce and reproduce images 6bim- o — iconic nexus, of auto-miretie‘'modern-co- . S ramic membra ath o,m walis-is an tify ourselves than through fingerprints—

eseq‘atlonal qualities of> [onial practices: its expréess mission was to
it was uniguely eacpable of authorize“the British Empire\as a civilizing
handling complex ormameéntation, lithog- force for the world, even as £olonial crises

aterial culture \and ironmental
In otherwo , lithdgraphy was
timetic |mper|al technology

bl:a and unknowable. This is a | aphrc |IIus tion of;

nomic and rep
another layer acaciasenegal(ti .
ts presented ume of Medgicinal PI )

AT, ft by the geography of our
ediate the relatro sh g .

tion to our own.skinlin this surtac

.li’s installation “Trans Fat” couldn’t make
it through the programmed three days of

war, we person

i§ ethos and of Also known'as th gt prgdicated on colo- . raphy was esp ially fatered b§)Orien- mounted throughout the9th century. Li- o * perfermance because of the unbearable| are always drggged in andexpelled from—doesn’texist, is a,ghost. Bodies and build-
retations, re- senegalgrows pl'lmaﬂ ¢a, and—ja apply'its, production, and ors<and arc@ects Notably, thography played &significant part in this 1. James LA, Wap Jr, Meigme%mem’y smell of fat spread on the floor and on the( the bathroom: = Qs ings fieed fat Fa&&ess is their very condi-
chror pplithograph history as well—illustratioyis of the Exhibi- gum Arabic trade and the British conquest of Saint Louis performers bodies. One ton of fat and four A clean bathroomis o%@e most i xistence. \

sCof/collective  was atthe fime on ary-sources ' s§ culturg’ that fed the
he next lay-  of gurii argbic, a highly valu%;dni:mmodgya petial expansion. duced multiscofor printing to  tion widlely circulated in the British press, ATh action enacted the existence of
er the words  in EWvope. |So heavily in was gum = entury saw an ex- phic process, was credited to  considerably extending its_influence be- 2. ofgider, T Inven at trans bodies, but also made a state-
acome a col- arabic thpoughout Euro the 18th een- plosron in the|pgroduction of priﬁ@lm- a printer reproducing architectural friezes _yond the already unprecedented physical oo Ay Yo he Rue 7 i e.of the thickness of fat in
IMESIS. tury that/entire imperial s were waged ;, ages #fiat circylated vistassof empire and .on Egyptian tombs.? Indeed, the introduc-  scale pfithe Crystal Palace. Though it is im- i plar
by the British Empire to usurp French colo-  the pldasures ‘and anxigties hat7 came’ 'tlon of color greatly accelerated architec- possiblesto quantify the Exhibitionsrele in

nial coptrol over its trade. unﬁbic has i 6

¢lling ambie! s a b an expe-
ience~The strong )&)Kﬁeach can
gyes, alongside the aseptic shine

- fense, mediation between the outside and
the inside. It works under and on the skin, a

{20 Q3), 178.
4. Ibkd., 175.

Q | em, due in large/part to'¥ turalinterest in the technology, and several  extending that mission, the second haifof
° ° . [ q ° ~ <
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EDlTORSd - RAPHICDES NEF DESM COORDINATORS 'ic' I ruins. The production of mor mehtsisithe economy,technology, and climate tefial and fiscal constaints. A trio o
(JO P d 5 i : tu@ onev d e tween weat nergy, and move 3 In i ly/ F oposals g:l omfbts;l tﬁa&on ) o= @m dug:x <

= Q is neo- u are-the absurd heroes>as ogram about fermitari- roes, an ex n of the Nationar(sallery, e ready-made ruin
S f ° ; ) heir’scorn of the monuments, mo oten ﬁ’ éverlap and a full Parthenon replica) were revived—ished monument requires

‘ ’ . H rrtor their metle on them that unspeakable pen- with the term ’.. F g er,must ‘“and rendere n digital soft-body geome=- of perpetyal repair: mendi

Erank DeBIaSﬁ - vt Das O Daed.alu.s Li Q, exerted toward accompll hing)nothing. The struggle  maintai tries under simu neumatrc press e, . structura analyses
Samantha Ong C " mu Qu ¢ LObbm LIU | grees Celsius.? Shiny* particle-sp ile gfl ion attempt

=i , / _ i Haa hictar 5 ﬂ base ati
@ ’ i Be useoftheeramatic di - > mound is reg- membra of whr%@ﬁ? * repatterning, meshes asisew
- uIatedt anarrowma Sing of coolingand colors o eflag of and since the16 slited PLA pint3, and
’ 3 i 2 te»complexs49 century—provr ed stark contrast to un-, gting variations i
L hree follies\—distant bros s?]r.
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ive air into the shafts

Paul Ltd, / ) _ - i ive exhaust ports vent |t

\ hat I[jw ain vertical shafts5 T -
turn topi and sto e-air;-@ssentially, the build ’ T T oY
4

, |lzzy Kornbla
Anna Kornee
EmmaSh
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050 3. Stephen Fox, |ce Unrversny: An Architectural Guj 7
ground-breaking was attended by George Bush an edication by Aar 0’3 h'a network of maso
o 4. See Henri Bergson, Time and Free Will: An Essay 2 « . F L. its’and machines work.i

. York: Macmillan, 1910), 232-34.
c. 5. The last paragraph is a rewrite of Albert Camus’s e
3 trans. Justin O’Brien (New York: Alfred A. Knopf: 1955),

be is produced industrially out-
usage. Instead, its standing as
zver In everyday life, one always
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