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Drama is ever in the resolution of relationships…

In the previous essay, 12I. Reflections on Travel..., one expression in this short essay, namely, ‘Contemporary’, stands out for having no explanation as to why it was capitalized.
 Elsewhere, I have conjectured that we are witnessing the advent of the Contemporary era as the post-post-modern successor of the Post-Modern, itself, the successor of the Modern age. Along with all the difficulties in formulating a seemingly valid history of the present let me now revisit this philosophical topic in the hope of being able to better articulate the imputation of a set of distinctive differences that would allow us to successfully make such a supposition.
 That such a revisiting of this topic is called for given my recent recognition of a ‘non-philosophical’ need to proffer a trans-economic appreciation of an economic reading of the intentional nature of phenomenological constitution given the unilateral directedness of both causation and intentional experience contra the circulated nature of the merely ‘economic’. Time’s metaphorical ‘arrow’ heads in one direction, and one direction alone, namely, towards the future, with both the past and the currently present never being able to be (actually, i.e., non-virtually) revisited! So, as much as we might like to talk about a temporal economy, consisting of the trimodal aspects of past, present and future, the phenomenon of time, itself, cannot be reduced purely to the circulation of an economy despite the fact that our experience of time must also be understood in economic terms of reference given that we can intentionally revisit the past and also make conjectures about what might happen or what might not happen in a future period of time. Indeed, such conjectures also play an important role in the formation of a consequential analysis without which there could be no moral sense of responsibility. Therefore, in the light of such concerns, given my recognition for a non-philosophical appreciation of the economic and subsequent reflections on the shifting nature of cultural phenomena, especially in regard to how we might better read the nature of Contemporary cinema, permit me to further reflect on this difficult question “are we witnessing the advent of a Contemporary era?”
 (0)


In the previous essay it was argued, analogically, that the irruption of the relatively-radical had a unidirectional sense of directedness that, to be adequately comprehended, also needed to be economic re(-)appropriated.
 In a vivid sense, implying that only in the reappropriation of a one quantum jump at a time can we hope to at least understand that same sense of re-direction and that, metaphorically, two quantum jumps would leave us without comprehension unless, sequentially, we could also reconstitute the apparent progress and reversal of such a progression. Hence a dialectic between, on one hand, the critical formation of incremental processes that spark the apparent chaotic-like advent of the radical, and, on the other hand, the critical reappropriation of the same that then would allow us to at least start to understand something of that radical nature of those novel innovations being reflected upon. Or, in language that Richard Rorty might well use under such circumstances, our recognition of the need, and apparent utility, of finding the formation of a so-called ‘final vocabulary’ that would allow us to at least start to understand what, previously, hitherto would have been impossible to have been thought.
 To starkly illustrate the necessity for this continual formation of novel language imagine speaking to a friend who had been in a coma, say, for thirty years, and has now fully regained consciousness. How would you get across to them the idea, say, of a ‘smart phone’. Perhaps you might talk about it as ‘a phone, that you can put in your pocket, that also has access to an almost infinite amount of information and images, a device whose use is also that of a camera, alarm clock, watch, encyclopedia, television, and so on...’ hence the appellation of ‘smart’ in order to both describe and differentiate such a phone from a more classical understanding of the ‘telephone’... (1)


Earlier reflections on the delineation of the imputatively envisaged ‘historical’ characteristics of the Contemporary era appear to have stumbled on how my intuition that this period in time might recognize an existential choice to be authentic, i.e., to positively instantiate both the sense and semblance of the existential, could be profitably modelled given, on one hand, a very rudimentary understanding of how we might co-opt a history of the present, and, on the other hand, just how might we better model the irruption of the existential as that which is both experientially and morally-radical. In other words, just how do we go about historically exploring current trends and innovations from an ‘historical’ perspective, and, just how do we deal with radical experience that at first does not seem to be ‘economic’ in extent given our existential permission to allow ourselves to travel in radical directions as if exercising a leap of faith through the placing of a profound trust in the mutual coursing of our relationships in the hope that in our acting on their behalf that they, in turn, would act on our behalf as well. Or, quite simply, how can we appreciate an apparent historicity of the present era, and, just how do we deal with apparent demands and imperatives of this imputation of an existential dimension given the somewhat radical nature of such a ‘calling’ that could be either ‘spiritual’ or ‘delusional’, or, indeed, an unhealthy simulation of both proclivities without any hope of unravelling the simulation of such a complex weaving of our ways... indeed before, no doubt, the addition of the potentially terrible and terrifying sight of others..?
 (2)


So, let me confront these two prior issues first before exploring a cinematic take on how the Contemporary era could well be delineated using examples from an exploration of the apparently distinctively ‘different’ nature of current cinema that better exemplifies these potentially indicative transitions and transformations in cultural expression and artistic expectations. (3)


In approaching the detailing of a history of the present I would like to utilize the following shortcut. In exploring an economy of intentionally directed enaction (involving either action, reaction, and/or inaction) I would like to invoke a trimodal economy of activity, passivity, and engagement. Now, in contemplating an active pattern of behaviour we could argue that we are being future oriented. In order to exercise a movement of myself, be that either in part of my embodiment, say, lifting my arm or smiling, or, in the entire shifting of my body, say in walking from point A to point B, I must first envisage in virtual terms my doing that in intentional terms of reference. Hence this temporal orientation towards the future involved in the contemplation of action. This being my intention to enact very soon such a pattern of behaviour. In a clear contrast, the nature of my receptivity to a current process of interpretation or some act of remembrance entertains both a certain passivity and a temporal orientation towards the past. In either situation, I either act and/or react to the ensuing nature of the intentional directedness being entertained from the perspective of my being an intentional agent qua being just an intentional agent. On the other hand, in some degree of existential involvement we entertain a process of engagement, be that through enacting a pattern of action, reaction and/or inaction, but where this time such directedness, ostensively, is issuing from the emergent perspective of the primary relationship in question. The degree a pro-relational attitude is being entered into being directly indicative of the apparent extent an existential orientation is being observed in the very ‘here and now’.
 Such observance, in this instance, being ‘engaged’ rather than being merely experienced in either active and/or passive terms of reference. The existential immediacy of engagement being observed in the living immediacy and unfolding, unique, concrete, historical specificity of the present. (4)


Now, from previous work done on delineating the different historical styles involved in detailing histories of the future, etc., I noted that a preoccupation with a history of the present is better spent noting the possible delineation of what I termed to be ‘non-continuities’, i.e., those chaotic patterns of behaviour that indicate relatively-radical shifts in direction through the demonstration of instances of sheer ‘re-direction’ rather than mere ‘direction’ or ‘redirection’ where both of the latter can be treated as a causal pattern of behaviour that appears to considerably conform to conventional expectations. E.g., the sort of difference between hitting a billiard ball well below its center of gravity with such a force that is it is propelled off the surface of a billiard table versus the requisite hitting of the billiard ball with the cue and continuing to do the same in definitively pursuing the end of that game, hopefully, in such a manner that would allow one player to successfully win. In a contrast, I noted histories of the future involved more the detailing of continuities, whereas, histories of the past would be more concerned with noting discontinuities. E.g., the type of difference to be found in our safely assuming ‘that people in the future will still need to eat’ (as an expected form of continuity) versus a recognition that in the historical records we will find ‘periods in time that might oscillate between plentiful harvests and terrible periods of famine, and where such surpluses and deficits, etc., have the habit of seriously re-writing the ensuing course of history’ (as expected forms of non-continuity). (5)


In other words, in observing current phenomena it is more worth our while to look out for moments of time in which the relatively-radical seems to be making an entrance and attempt to better understand how such apparent anomalies are being resolved through the relatively non-conventional manner of their social incorporation should that form of cultural uptake become more evident and perhaps more prevalent in its novel conventionalization. E.g., not too long ago, libraries would be places that prioritized all forms of silent behaviour, whereas, now, most people think nothing about answering their mobiles or watching videos without headphones, or having group conversations, and so on. So, in this regard, libraries are no longer as quiet as they once were although the practice of reading aloud has not yet returned as was once the norm, two thousand years ago, in the Greco-Roman period. (6)


In seeking to find such shifts in behaviour that might earmark our contemporary times as having the makings of this Contemporary era, we need to note these repetitions of such relatively novel behaviours as collectively indicating the evident existence of the apparent advent of this sense of a new ethos or zeitgeist. (7)


Now, let me attend to how we might better model our reception and experience of the relatively-radical given my insistence that repetition of the novelty of the relatively-radical might better help us to detail a history of the present. That in order to delineate the evident existence of this so-called ‘Contemporary’ era I will certainly need to point out just those distinctive characteristics that would allow me to make such a valid distinction. As previously stated, I will use my exploration of contemporary cinema as my initial entrance into this particular philosophical topic with the intention that such articulated insights will hopefully find an application to other areas of cultural performance from the artistic to how people may well be re-ordering the everyday manner of their interactions with others. (8)


In previous essays I have noted that the exercise of a critical approach is a quick avenue to take in incrementally setting up the chaotic advent of the relatively-radical. Of course, the appearance of the relatively-radical could occur through sheer happenstance, but, that through careful forms of deconstruction of logical non-conformity where such an occurrence of the chaotic-like irruption of the radical is better promoted. ‘Relatively-radical’ because the radically-radical is not something that can be comprehended. All such re(-)appropriation of the relatively-radical is both a sequential and an incremental process; where comprehension is only afforded step by step; just as our ability to walk from one place to another can only be exercised in exactly that same type of manner. That understood, how might we better model this paradoxical-like pattern of behavior? On one hand, we have the critically guided, sequentially conducted economic gestation of a chaotic moment that then immediately emits a definitive expression of behaviour that we could deem to be a ‘unilateral response of the last instance’ to echo the language of the non-philosopher, or non-standard philosopher, François Laruelle. The paradoxical appearance here, at least in superficial terms, is that we have the circulation of economic activity on one hand, and, on the other, we have the unilateral re-direction of behaviour that would seem to be anything other than circular in nature. Moreover, this paradox is further compounded in so far as this radical sense of re-directedness now needs to be further re(-)appropriated economically in order to be suitably comprehended. Metaphorically, a bit like being a frog being self-ejected from a pot of boiling water and then falling into the roaring fire of the open hearth... an inescapable migrating from one economy and being then re-incorporated into another... (9)


I would like to analogue this type of chaotic situation and its re(-)appropriation, first, along the unimodal lines of an ‘emission’; second, along the bimodal lines of a ‘current’; and, third, along the trimodal lines of some form of a more ‘systematic, economic process of contextualization’. (10)


In this first regard, we can treat the irruption of the relatively-radical as if it were an emission. As if a quantum-like emission that then can be reabsorbed given the propriety of its reabsorption exactly as if it were a quantum unit of information that precisely fits the exact manner of its reabsorption. Now, in this model, it stands to reason that the unilaterally re-directed discharge of that form of information in relation to its economy of gestation would have it take on the appearance of the relatively dissonant. Hence, we could term this dissonant phase of the emission as ‘the relatively definitive unilateral determination of the last instance’ (again to echo the type of language as could be used by Laruelle). However, in finding its re(-)absorption we would now perceive its reabsorption to be more along the lines of its ensuing ‘resolution’ within the contextual confines of that economy that re(-)appropriates that uptake of information. Hence in this respect, we might now like to refer to this latter phase of resolution as ‘the relatively definitive unilateral determination of the next instance’ as realized through this harmonically oriented form of re(-)appropriation. So, in leaving as a ‘unilaterally re-directed emission it is ‘relatively dissonant in the last instance’, but, in being successfully re(-)absorbed it can now be deemed to have entered a moment of ‘unilateral resolution in the next instance’. (11)


Another approach is to interpret this virtual progression from an emission and to a state of re(-)absorption as if it were like some form of a nuclear ‘current’ or ‘current of energy’, say, electricity. In this metaphor we must assume both a dialectical difference and a similarity in order for the manifestation of this ‘virtual current’. I.e., that a potential difference exists within the commonality of that field that permits the creation and reception of this metaphorical semblance of a ‘potential difference’. That difference envisaged as existing between the initial economy and the ensuing contextualization of that economy that successfully oversaw it ensuing re(-)absorption. In effect, contextualizing that potential difference in the wider context of an economy capable of utilizing that relative difference between the so-called ‘last instance’ and the so-called ‘next instance’. (12)


However, from either a unimodal or bimodal perspective this idea of a contextualization of that emission or current would then suggest its better representation within the invocation of a more systematic, more encompassing form of an economic uptake. That, in effect, the initial economy along with any semblance of the relatively-radical and its virtual re(-)absorption would suggest that such unilateralism is more fully contained within that more systematic economy of contextualization to the extent that the exhibition of a unilateral re-directedness is immediately cancelled out within the context of that more encompassing economy of contextualization. That, given such contextual encompassment, we might regard such definitive moments of both the last instance and the next instance to be both equivalent and analogically imputed to the very same extent that the circulated information in an economy, indeed, in any economy, is equally imputed, i.e., merely inferred along analogical lines and no more simulated or non-simulated than the manner of our perceiving “‘the experience of reality’ as no more phenomenologically different that the ‘reality of that same experience’.”
 (13)


That, from the results of such metaphorical machinations, in formulating a history of the present, in order to better differentiate the advent of those distinctive characteristics that might indicate the commencement and continuation of this ‘Contemporary’ era, we would note, hopefully, the apparent existence of those features indicative of ‘the non-continuities imputed to be those relatively-radical instances’ that would allow us to validly make such an ascription. Now, having set up such an equation, between the ‘relatively-radical’ and those imputed ‘unilateral, re-directed expressions of the last and next instances’ as distinctive ‘non-continuities’ that, then, this would let me argue that such ‘distinctive moments of experience’, upon close scrutiny, are being precisely entertained from a ‘pro-relational sense of perspective as moments with the complexion of a more systematically presented semblance of the existential’.
 In other words, such ‘radical non-continuities’ in question are being found to be experienced as ‘systematically oriented existential expressions’ indicative, no more and no less, than ‘processes of existentially oriented engagement’. That, in effect, the relative presence of such a surfeit of existentially oriented moments of engagement could be read as indicating a re-orientation towards the existential spontaneity indicative of an existential orientation at the imputed center of our pro-relational experience. That, arguably, such a change from a preoccupation with relational parties to relationships per se is now characterizing the perceived nature of Contemporary experience. Or, conversely, their relative absence, despite such expectations, could also be construed as the relative inability of Contemporary actors to act as if it were more true to type whilst discounting a return, or mere relapse, to either Post-modernistic and/or Modernistic patterns of behaviour. (14)


Now, let me state these arguments also in reverse in order to reveal my more basic intuitions about the envisaged existential nature of Contemporary engagement through its implicit emphasis upon the relational dimension and its more evident expression through the irruption and resolution of the relatively more radical aspects to be found in interpersonal experience, etc., and, as I would conjecture, are to be found represented and highlighted in Contemporary cinema.  (15)


That to appreciate the distinctive contours of contemporary experience and discern their temporal differentiation from other eras in time we would need to attend to noting the detailing of various histories of the present in order to focus on this feature of non-continuities so as to demonstrate the relative presence, or absence, of such a differentiation that would allow us to then point out and characterize, or catalogue, as well as confirm this imputation of the relative uniqueness of this interpretation of Contemporary phenomena vis-à-vis non-Contemporary phenomena. In this regard it is my tentative suggestion that in a psychic movement from relational parties participating in relationships to those overall relationships themselves, per se, that we would then witness this movement from relatively non-existential interpretations to the exhibition of either explicit and/or implicit interpretations with a more prominent existential tenor or complexion. Hence, in this regard, it would be my contention that we should observe a shift from either mere passivity or activity to a more existential sense of engagement, either through its highlighted presence and/or absence in which those relational parties experience and express either certain existential emotions, sentiments, insights, aspirations, and so on and/or the relative absence of the same. That in order to perform this form and degree of an existential re(-)orientation towards the relational we would need to both invoke and exercise certain rhetorical manoeuvres and tropes that would allow us to express either the relative presence or absence of such existential expectations, be they explicitly entertained or only implicitly enacted. Now, so much for theory let me explicate such ideas through an interpretation of their instantiations in a corresponding interpretation of Contemporary cinema, etc., that might support such a theoretical re-positioning towards an existential sense and semblance of such ‘contemporaneity’. (16)


I would like to note a recent podcaster and film critic by the name of Thomas Flight who has made a number of filmed essays on this topic of film criticism and is the author of the YouTube podcast Why Do Movies Feel So Different Now? In this essay he notes that a common comment made relating to the 2022 movie Top Gun: Maverick is that ‘they do not make movies like that anymore’.
 He attempts to explain this frequent observation made about this specific movie by noting that it could be classified as ‘Modernistic’ in its overall tenor. I.e., a straight forward telling of a story, not complicated by any prominent form of self-referential insertions, indeed, a simple narrative with no concerns and conflicts about the nature of its narration, its cultural emplacement, and our social embeddedness in little other than an optimistic universe, and so on. In such an optimistic world you persevere and you will succeed. Despite all the obstacles along the way you will inevitably succeed and all karmic-like debts will be duly repaid, and so on. This, the author explains, is very much a Modernistic attitude and temperament. But, in general, cinema has moved on to posting either Post-modernistic and/or Meta-Modernistic approaches to film making... and where this critic casts the latter as a Post-Post-modernistic approach arrived at through promoting an ‘oscillation’ between these former approaches of the Modernistic and the Post-modernistic that collectively contributes to a Post-Post-modernistic succession he terms as ‘Meta-Modern’ (and which I would equate with my nomenclature of ‘Contemporary’ [and perhaps also ‘Hyper-Modern’,
 etc?]). (17)


As a participant in this oscillation between modernistic and post-modernistic approaches we could define the latter as ‘partaking pronounced degrees of self-referential reflexivity along with an implicit or explicit commentary on the nature of the current artform being performed or art in general along with either implicit and/or explicit forms of commentary and criticism re the same, etc. That, where the meta-modern arises for this critic is in and through the sustaining of this process of oscillation. In this regard, to my mind, I would like to add that this oscillation can also become blurred with both modernistic and post-modernistic approaches being exercised simultaneously. The movie Beau is Afraid (2023)
 in a surreal second half ably demonstrates this last observation. Let me cite this movie... with the following spoiler alert... (18)


This movie, I was informed by a friend, had one reviewer referring to it as ‘one panic attack that was three hours long’.
 For me it was a series of tragic-comic sequences, each one piled on top of the other, and, where the optimism of the audience that the primary protagonist would be resilient enough to survive everything thrown at him, in a subliminal evocation of a modernistic optimism, was, of course, completely dashed in the final sequences of this movie.  As we progress through this terrible set of horrendous adventures this poor, benighted and wounded individual, having survived a car accident and a series of stabbings, among other forms of turmoil, stumbles into witnessing a play (within this movie) and where he mistakenly identifies with the central character as if this actor were portraying his life and his life alone. But, then, over the course of this identification we find the film patently deconstructing itself as this central actor considerably ages whilst the three sons in his family, that he has been on a quest to find, have barely aged at all. Moreover, after finding them at last, and after a long, impassioned embrace, he tells his sons that his father died in the very act of his procreation and that in the light of this familial disease he has remained a virgin. Who in the audience didn’t see that coming? The ‘sons’ then realize that this aged figure could not be their father after all... Now, we know that we have entered a play and that this landscape is surreal, but, at the same time, that it has an emotional intensity that belies its obviously simulated appearance. In this part of the narrative the audience has had to suspend the reality of their disbelief whilst also perhaps recognizing that they have done exactly that right from the very commencement of this movie. Scattered throughout this movie we will also find a wealth of self-referential-like references to the life of this protagonist along with the ongoing deconstruction of a host of classical tropes from killing both your mother and father, the slaying of monsters; and, thrown into the mix, the satirical use of Freudian motifs, the paranoid provoking or disconcerting stares of strangers, a bewildering invocation of a variety of emotional responses, and so on. All in all, quite a journey... that could not be explained in the integrated terms of a mere four-dimensional modernistic universe. (19)


So, now, the important question to ask is ‘how can such a performative approach, through either the oscillation and/or the blurring of both modernistic and post-modernistic inputs, etc., can actually contribute to the distinctive emergence of a Contemporary, or Meta-Modern, form of a non-continuity in artistic-cultural practice?’ (20)


Here, I believe, that the resolution of these provocative forms of input, in finding a certain set-up mode of resolution, would effectively enact an existential-like ‘take’ on the simulation of such proceedings. Such a demonstration takes either the form of explicitly simulating an existential orientation through either the depiction of various existential sentiments and/or the implicit recognition of the patent absence of such forms of authenticity. So, in this movie, as already recounted, the intense love of the father for his three sons is totally unfounded given that he is not their father after all. Similarly, the ever-vocalized love of the mother for her son is demonstratively absent. When the son is finally able to make it to the faked funeral of the mother, and discovers his mother is not dead after all, despite his disheveled and wounded appearance she makes absolutely no enquiry as to why he appears in such a guise without the requisite suit as insisted upon as previously stressed earlier in the film. How can you evince an authenticity of affection for someone when you don’t even properly see them when they stand before you? Here the non-existentially oriented domination of the mother over the life of her son is palpably self-evident. A theme reinforced in the portrayed life of the mother, through a chronological set of photographs displayed at this fake funeral, emphasizing her success as a business woman, and, where the various products initially created by her company for the welfare of her son are displayed as important milestones in her business career all of which are duly advertised with images of her son. A very creepy, self-referential element that only reinforces this absence of an existential authenticity whose very absence, or very presence, constitutes this distinctive form of Contemporary cinema. Just as, in the same vein, the pronounced love of the father for his three sons is equally undercut by the fact that this protagonist thinking of himself as a ‘father’ is totally unfounded in fact, and very explicitly deconstructed by this movie. In effect, arguing that either the existential presence and/or the existential absence contributes to the impact of Contemporary culture given either this direct and/or indirect emphasis on relationships per se rather than just the mere machinations of individual relational parties going about their intentional lives as if they lived in either an atomistic or atomized world of individual agency, acting out on a landscape or mindscape with nothing less and nothing more! (21)


Throughout this movie, Beau is Afraid, the main protagonist, Beau, visually depicted as just an ordinary person, shows extraordinary resilience and perseverance. In the last scene of the movie, appositely immersed in a trope surreally invoking the proceedings of a ‘last judgment’ the protagonist is unfairly judged as ‘guilty’. The audience intensely feels the injustice of how these proceedings are manipulated given that a pre-ordained judgment is rendered on a short-sighted interpretation of very circumstantial evidence. Then, along with the demise of his defense lawyer, and where no evidence is taken from the condemned person themselves, it is obvious that such a religious and legal-like process is not being authentically engaged. At this point the last vestige of a modernistic optimism held by the audience for the successful survival of this protagonist is already dissipated in the recognition that these proceedings are heading to their only conceivable denouement, namely, an inevitable death, in this instance, by drowning. Still, to the very end, this ‘hero’ continues to struggle… but, finally, this succession of adverse circumstances has subsumed both this subject and the contents of this film. (22)


Now, this film could easily be written off as ‘nihilistic’, as just a visual essay in the pointlessness and futility of human existence; where all creatures are heading, each in their own way, to their own inevitable death, and, all else, is not much more than a postponement of this inescapable fate. However, elsewhere, I have made a distinction between a ‘negative nihilism’ and a ‘positive nihilism’. On reflection, it is my understanding that this film flirts with the former but practices and, therein and thereby, expounds a version of the latter. Let me explain. (23)


Invoking this idea of an ‘oscillation’ in Contemporary cinema, and other forms of artistic and cultural expression, we could say that the post-modernistic deconstruction of a modernistic optimism would naturally head us off in a direction that could be deemed to be negatively nihilistic. However, it is my contention that an ongoing recovery of an existential sense and semblance of relational authenticity will then re-cast this negative nihilism along more positive lines. In effect, this post-modernistic deconstruction of modernistic tropes is in turn deconstructed if only through ensuing forms of suspension entered into and realized through this ‘oscillation’ between or ‘blurring’ of a modernistic futural optimism and a retrospective post-modernistic pessimism. In the midst of an existential engagement, be that either with one’s own sense of self and/or with others the stage is then set for the positive transformation and consequences of such a more healthy and creative way of being-in-the-world despite the fact that our being-is-still-heading-towards-our-own-death (in this philosophical allusion to a Heideggerian use of language). At no point does our hero, presented as if an anti-hero, ever appear to be a person who is about to cease to struggle, or give up and just seek death despite the continual onslaught of a succession of horrendous events any one of which could well break the determination to survive of most people. I would like to argue that from this counterbalancing of a modernistic sense of a future optimism and a post-modernistic sense of a retrospective pessimism emerges an existential sense and semblance of the Contemporary moment that endures as a form of engagement wherein both passivity and activity are somewhat transcended through the immediate non-inactivity of the ensuing spontaneity of an apposite form of responsiveness and responsibility that irrupts and emerges from such suspended-suspensions. Hence, despite the near-overwhelming inauthenticity surrounding this protagonist this same person never seems to succumb to initiating and practicing forms of inauthenticity himself. As a case in point, let me discuss the following scene as it unfolds towards the end of this film in order to stress this observation. (24)


The Freudian psychiatrist is already set up as someone who this movie is obviously deconstructing. The couch is in the center of the room, the chair sits slightly higher than the couch, the couch has the patient tilted backwards. We get predictable dialogue, the psychiatrist has a strange, immovable smile, along with an unctuous manner, and so on. However, be that as it may, this does not mean that such a character, themselves, does not believe in the nature of their vocation and, as a professional, practices in full accordance with the understood standards of that profession. Given that he can write scripts for medication we must assume that he has been duly certificated in that regard. But, this rug of such expectations is entirely pulled out from under us when we discover that this therapist has recorded every psycho-analytical session and has shared them with the mother of the protagonist. Indeed, hundreds of them, noting especially number three hundred as a particular classic having been discussed by both his therapist and his mother. Yet, despite such an unprofessional attack upon the personal integrity of this individual, Beau, still continues to respond in such a manner that he obviously intends to survive such criticisms levelled at him through a misconstruing of his very own words once revealed in confidence to this obvious charlatan of a therapist. That, despite such inauthenticity from both his therapist and mother, and his own words being used against him, still, he continues to respond with a degree of strength that demonstrates, to my mind, his unwavering authenticity and personal self-integrity. Indeed, this chasm between the inauthenticity of the therapist and the patient is further reinforced in the psychiatrist writing down the single word ‘guilt’ which the audience well-knows is just a total misreading of the patient’s actual being-in-the-world… The film, in effect, is giving us a vital clue as to how to interpret the last scene, the surreal simulation of a last judgment whose existence and soundness of judgment we may well all call into question… indeed, so enigmatic and difficult to interpret that many people have wondered online what the meaning of that scene could be that it immediately comes up as a prominent topic for discussion in Google searches. There, I found the best interpretation to be that we should not overread it, just take it at face value, treat it as a classic trope concerning the unfolding of a ‘last judgment’ where the prejudgment of ‘guilt’ will play out its distorted and inauthentic commentary on the accidentally heroic life of this individual who deserves to survive but is condemned by those who have no true understanding of his predicament. Maybe, that we are doomed to be misunderstood, but, for all that, it is for us to better understand ourselves and both find and cultivate an existential sense of perspective throughout the trajectory of our own existence despite the somewhat distorted understandings of others. Recognizing, encountering and engaging those islands of authenticity we stubble upon through fortuitous forms of happenstance? (25)


Now, let me restate the outlines of this complex argument whose basic premise is ‘that in Contemporary forms of cultural expression we are finding more an emphasis being placed upon the existential sense of the moment where through a pro-relational re-orientation from the relational perspective of our primary relationships per se there emerges a recognition, encountering, and engagement with a spontaneity of authentic involvement despite those elements of inauthenticity that might also mar, but, importantly, also contrast, such requisitely apposite processes of harmonization spontaneously arising over the course of such problematic exigencies to be found in our living-in-this-world with(-)others, etc.’ That, given this emphasis being placed upon ‘the living-moment’, ‘the eternal present’, and so on, hence the more prominent sense of the contemporaneity being brought to the fore in such cutting-edge expressions of Contemporary culture. (26)


First, in order to delineate a history of the present, from exploring a plethora of histories of the present, I needed to focus on what I have previously discerned as influentially distinctive in pursuing that form of historical research, namely, an identification of so-called ‘non-continuities’. I.e., those chaotic-like irruptions of forms of subsequent iteration that emerge from a creative synthesis of prior genres of behaviour and whose novel vocabularies, etc., need to be articulated in order to better appreciate the emergence of such relatively unprecedented patterns of behaviour, be they personal or social, be they cultural or technological, etc.
 (27)


Second, it is my contention that such non-continuities are relatively-radical expressions of behaviour and that a philosophical appreciation of such phenomena better utilizes a dialectic between economic and non-economic approaches that philosophically re(-)appropriates the latter once again within the wider contextualization of the former. That, in this instance, in our explorations of Contemporary cinema in particular and in Contemporary culture in general, I would like to argue that such relatively-radical innovations are primarily of an existential presentation and complexion. (28)


Third, that through an ‘oscillation’ between and/or a ‘blurring’ of both modernistic and post-modernistic attitudes and approaches, etc., an existential and authentic sense of contemporaneity can be simulated that intimates a positively nihilistic sense and semblance of value formation all the more highlighted when forms of inauthentic presentation are introduced in order to accentuate such an experiential contrast. (29)


Of course, the complexity of this overall argument would be better tested if other instances of Contemporary culture were to be both similarly explored and found to confirm the general drift of this form of argumentation. But, be that as it may, let this essay stand as an introduction to this difficult type of discussion given that we are attempting to understand the historicity of the present when more traditional, conventional historians would argue that this form of research can only be appreciated through a lengthy lapse of time. On the other hand, given the observation that films like Top Gun: Maverick stand out as an older-style type of film ‘no longer made today’ then we might well question the wisdom of such short-sightedness and seek to enquire just why films like, e.g., Beau is Afraid are seen instead as wonderful examples of Contemporary artforms that can no longer be subsumed under the lens of either a modernistic or post-modernistic take on cinema, and, as well, in the process be wondering if other similarly representative forms of current cultural and social expression are also contributing to the ongoing formation of a new ethos or zeitgeist that equally deserve this existential appellation of the ‘Contemporary’? (30)







      Noël Tointon, Wentworth Falls, 31.5.23.

A. A Series of Postscripts

I would like to add to this essay a small number of miscellaneous points. (31)

1.
This oscillation referred to (and/or blurring) mirrors the economic dialectic already present in my vision of the economic. That from a balanced interplay of foreground phenomenologically oriented focus and hermeneutically oriented background field I conceive the gestation of the non-systematic existential along with its simulated subjective sense and semblance of framing. Then, in turn, when all three of these moments are dynamically counter-balanced we move from a non-systematic existential orientation to a more systematic sense of the existential. Hence, in view of this modelling, we might surmise that the Contemporary era, in the advent of this relatively-radical shift towards the pro-relational, chaotic-like re-presentation of the existential, would be marked out, first, with an embryonic existentialism and, then later, with a more fully developed version of the same? (32)

2.
I agree with Thomas Flight that artists, be that in cinema or elsewhere, do not consciously say to themselves ‘let me create a post-modern work of art or a meta-modern counterpart’, etc. On the other hand, like the baking of a cake and following a recipe, some of these creative decisions might well take on a more deliberate process of instantiation along those lines especially when emulating previous artworks that were well-received. However, be that as it may, the incremental introduction of such features, such as focusing of moments of reflexivity, questioning the construction and reception of narratives, etc., may well head a text towards its more post-modernistic expression and along with its recognition as such. But, then, again the presence of such features alone does not make for this shift in either the ethos or zeitgeist. As a salutary reminder in this regard, one of the most reflexive texts, to my mind, is that of Don Quixote by Miguel de Cervantes, but, that that text, as influential as it has been, it did not spark an early form of a Post-Modern philosophy. That, what is needed to make this cultural transition or transformation is a slow incremental buildup of such elements that, in reaching a certain critical point, can then initiate and chaotically support the distinctive continuation of this overall sense and semblance of that type of a cultural transition or transformation. (33)

3.
As a point of qualification, I am not assuming that all instances of the relatively-radical are existentially oriented, and v.v. My contention, more, is the interpreted observation that this appellation of the ‘Contemporary’ embeds this existential insight that with an increasing emphasis on the pro-relational orientation we would be more inclined to meet an existential sense and semblance of this time orientation along with the other existential hallmarks I have argued co-occur in existentially oriented experience. (34)

4.
That, in discerning the distinctive features in exercising a history of the present, we should also ask ourselves as to what other distinctive features, beyond the mere focusing on non-continuities, might also be found relevant in the practical thematization of this type of research. That, given this connection with the existential orientation, we could surmise that a certain number of co-associated features might be found accordingly. (35)

5.
I have noted Thomas Flight’s use of the alternative expression for ‘metamodern’ namely, ‘hypermodern’ invoking some sense of a hyper-realism? Caputo also uses the same expression in his outlining of a ‘weak theology’ as a way of doing ‘radical theology’ (which I believe he would also equate with a ‘secular theology’).
 In seeking some form of an interdisciplinary comparison, perhaps through the mediation of the existentially oriented concept of the ‘event’, what might we look for in this apparent use of a possibly similar set of concepts?
 To begin with I perceive at least three uses in this expression ‘hyper-realism’ (and allied concepts like ‘hyper-modernism’). There is the visual artistic use where we find a focused visual emphasis upon detail that may well also invoke an intense cultural expression of identification for a certain audience. E.g., a landscape depiction divided equally between a vivid yellow wheat field and an intense blue sky would be read by a Ukrainian patriot as an explicit depiction of the Ukrainian flag. Now, if upon this depicted landscape we were to read the inscription ‘Crimea belong forever to the Russian Federation’ a Ukrainian patriot would read that message as intended in an ironic sense, whereas, a Russian, without recognizing the intended depiction of the Ukrainian flag underneath the inscription, would read it in a more literal sense. Or, in a similar vein, when the First Lady of the US attended the coronation of Charles III in a blue outfit and her granddaughter accompanied her in a similar yellow outfit this combination of colours was not perceived and interpreted as merely coincidental. A second and more philosophical sense can be invoked through referring to the use by Jean Baudrillard, say, around 1981 when he argued that the non-virtual, or (or that once treated as real) was being overlapped by the virtual to the extent that we were now finding it difficult, if not impossible, to disentangle such parallel inputs with an ensuing social confusion issuing both between and from the same.
 Third, I would also like to envisage a third ‘radical and metaphorical’ or ‘expectant’ sense, after Caputo, where the apparent reality of a certain topic was insufficient to do justice to our experience of that topic given our being able to be the potential witness to a superfluous excess of value (in an open, existentially received process of e/valuational formation) that emerges in [a suspension] of our suspended awareness of the living-contours of that same topic. Hence Caputo’s noting that the hyper-real transcends both real and anti-real, is experienced in and through an event, say, as a sense of a ‘call’ (and its being taken up as a ‘vocation’ through being so ‘called’) or found being formed or informed through the promise of a ‘promise’, and so on. Now, putting these three senses to together of the ‘visually-focalized’, along with both the ‘philosophical’ and ‘the radically metaphorical’, as just alluded to, how might we then re-conceptualized the sense and semblance of the hyper-real, and thence its portrayal of the hyper-modern in culturally distinctive terms given that one era or epoch will ever succeed another and that the Post-Modern would be naturally seen to invite a potential series of reactions against, say, its negative nihilism, non-integrated use or overuse or misuse of reflexivity, continually calling the act of narration into question when we cannot be other than ‘story-tellers’, and so on? Invoking a pro-relational existential reading of the ‘event’ I would also hazard the possible return to an optimistic sense of authenticity even if the course of our lives is such that we cannot be other than beings whose lives end in physical death but may well also contribute to a sense of social and cultural continuity through a direct or indirect remembrance of the example that we may have advertently or inadvertently set over the course of our existence with(-)other, etc.
 So, e.g., in returning to the visual use of an oil painting or photograph of ‘a golden wheat field under a deep blue sky’ as representing the Ukrainian flag, etc., a patriotic Ukrainian would more than likely treat that type of representation in an intensely experienced cultural uptake that could also proffer the sense of a possible future period of peace and prosperity, such symbolic abundance, and so on. In effect, experiencing such imagery in such a manner that that type of depiction could never be seen purely in the terms of a mere landscape, indeed, could only be read through a hyper-real lens where its reduction to the mere depiction of an agricultural landscape could barely be contemplated, in this instance, by that type of a culturally aware person in tune with its apparently intended symbolic representationalism, etc. Or, inserting such an attitude into the background of a post-modernistic critique of modernism we could surmise, perhaps, that a hyper-modernism, as a cultural overlay, could well take on the form of expressing sentiments of a more existential flavour to the extent, say, some represented examples of relational authenticity would be present, through either their relative presence or absence, in order to expose the non-existentially inauthentic behaviour of those individuals or organization, communities, institutions or nations that just behaviour in a non-existential manner, i.e., as representing those forms of agency that either contribute nothing to a relationship, or are parasitic on that relationship, or, worse, actively seek to undermine positive forms of e/valuational formation that otherwise might arise within the orbit of that same relationship in question. Or, more subtly, where forms of intervention could enhance other relationships in the relational proximity of that primarily relationship being considered in the first instance. Where, all in all, our interests and expectations are directed, if not radically re-directed, towards a more positive enrichment of those same lives, relational entities, etc., as being found represented in that specific cultural situation subjected to such in-depth patterns of exploration.  Where these aspects of the hyper-real, in their own way, are seen as contributing to an enrichment of the relationships as being reviewed in that ‘Contemporary’ setting..? (36)

6.
It is my intuition that an exploration of the idea of an ‘event’, e.g., as discussed by Jacques Derrida, John D. Caputo and François Laruelle, and others, could be a possible ‘clue’ in any discussion on this imputed changing nature of time perception that I believe is embedded in the existential contemporaneity of the Contemporary era (and one reason why I, and others, have chosen this specific appellation (with a capital ‘C’) for the imputed advent of this new era?). In this regard that the ‘event’, at the beating core of experience, is more existentially revealed or exposed through a relatively non-superficial form of deconstruction, etc., as might be exercised in a more theoretical, non-appositely constructed framework. (37)

7. 
I would also like to assume that there has always been this ‘blurring’ of the non-virtual in orientation and the virtual in orientation given a ‘pragmatic’ recognition that we cannot make such an absolutistical distinction in the first place (in either the first or last instance or in the next or future instance). Moreover, that it is the existential nature of the ‘event’, through a ‘recovery’ of a surplus of e/valuational formation, to more or less speak for itself through ongoing de-suspensions (as the suspension of suspensions) to the extent that those virtual and non-virtual contributions we make and those non-virtual and virtual contribution made by the event itself can all somewhat be self-delineated in and through an authenticity of experiential discrimination. Just as, in this movie Beau is Afraid, the audience seems privy to the ‘suffered authenticity’ of the main protagonist (Beau) in an apposition to the relatively ‘non-suffered inauthenticity’ of other participants (the mother, the Freudian psychiatrist et al).
 That I would like to propose that this ‘self-discriminating authenticity of discernment in the midst of the simulation of hyper-real experience’, in this regard, would be a prominent hallmark at the cutting edge of Contemporary cinema and all forms of Contemporary artistic and cultural endeavour, or, at least, that it be found in an embryonic form ready to be taken up by the audience should it be found to hand so to speak, be that either wittingly or unwittingly? Thence, in this regard, the possible return of an occasional, realistic, highly qualified form of optimism quite different from an all-pervasive, non-deconstructed modernistic use of such sentiments and expectations...? (38)
8.
Thomas Flight’s use of the concept and practice of ‘oscillation’ is referring to work first proposed by the cultural theorists Timotheus Vermeulen and Robin van den Akker in their 2010 essay, Notes on Metamodernism. There oscillation is not to be thought of as a balance; rather a swinging between 2, 3, 5,10, innumerable poles (where certain sentiments are being stressed and re-balanced through sentiments opposed to those being first promoted).
 Such ideas have been controversial with some people dismissing the idea of a ‘metamodernism’ in either whole or in part.
 From a personal perspective, it is my opinion that this type of controversy is a bit like disabled, unanchored ships stationed just off the sides of a rugged coastline in the middle of a violent storm where at the end of this conflagration all ‘craft’ will have been fatally beached. Instead, with some adequate anchoring, these ships will be tossed about but the movement of adequately anchored arguments will not be so fatally compromised if properly situated, and both critically and radically prosecuted. Or, in other words, without some adequate epistemological framing, conducted through both economic and non-economic lenses, such well-situated intuitions and observations, such well-constructed arguments and provisional conclusions will more than likely be superficially deconstructed with little or nothing to show for such a relatively fruitless, time-consuming endeavour. For me, this practice of oscillation neatly fits my previous expositions of an economic vision of a philosophical economy that is one-part phenomenal-phenomenological description (textually oriented); one-part hermeneutical prescription (meta-textually oriented); and one-part the simulation of a non-systematically formed existential proscription (non-textually oriented). That to dynamically balance these first two economic moments, whether you call it an oscillation (or a blurring) or a dynamically balanced (transcendental) suspension, the end result, through economic correlativity, is to call attention to the third economic moment of a relatively overlooked non-systematic existential moment. Then, I have argued, that the invocation of a suspension automatically invokes a de-suspension that then promotes an emphasis and thematization upon this third moment of the non-systematic existential along with its experiential characteristics of resolution, and that which existentially expresses the specificity of the historically concrete. Moreover, from a re(-)balancing of all three moments there is then the further induction of a relatively radical sense and semblance of the systematically existential where the emergence of existential e/valuational formation is continually re(-)invested in a prolongation of the experience of an existentially oriented sense of duration engaged to that extent such a surplus is continually being re(-)invested. Furthermore, this somewhat radical exposure of the ‘event’ must then be re(-)appropriated economically in order to then make supplementary sense of that semblance of that apparent revelation of the event being expressed through such existential openness (whose necessary precondition is the placement of a suspension that puts all ideological pre-configurements/disconfigurements out of action over the extent of that overall suspension). That in this instance, the once impossible is now ‘possibilized’ along with the further ironic extension of a so-called ‘definitive history’ or ‘final vocabulary’ (the latter as per Richard Rorty), and so on. However, in the midst of such critical economic and radical non-economic re(-)framing/s, despite the necessity for such an ongoing re(-)appropriation of the emergent experiential presentation of such events, the presentation, etc., of such events must still escape complete appropriation given their phenomenological presentation or hermeneutical representation or chaotically oriented existential re-presentation as stamped with the persistence of an ‘existential aura’ ever-declaring an eternal ‘je ne sais quoi’, which, at the same time, will also continually extend the apparent insightfulness arising from the ongoing deconstruction of a finite je ne sais pas…! (39)
   N.T., 7.6.23.
Blub for Discussion of this Topic On the Imputed Advent of the Contemporary Era?

From the Postmodern to the Post-Postmodern/Contemporary/Meta-Modern?
Just as the Art Deco succeeded the Art Nouveau, and the Postmodern succeeded the Modern era, it is natural to ask what will inevitably succeed the Postmodern? What indications, or evidence, is there that we might currently be moving beyond the Postmodern? In the posted podcast by Thomas Flight titled: Why Do Movies Feel So Different Now? the topic of the Meta-Modern is discussed through the lens of recent cinema. Noted in this same podcast, the idea of the Hyper-Modern is also mentioned. This topic of the hyper-real will also be looked at from a number of perspectives including comments made by the radical theologian John D. Caputo in an attempt to better understand if the imputed advent of the Contemporary era or the Meta-Modern era, as the successor of the Postmodern, is taking a different approach to the experience of time, relationships, personal and interpersonal authenticity, and is invoking both an existential stance and a positive nihilism (rather than a negative nihilism often associated with a Postmodern critique of narrative, subjectivity, etc)? In this structured discussion (also posted below) let us collectively evaluate the merit of such proposals, add our own observations, and attempt to see if we can reach some form of a working consensus on this controversial set of interconnected themes?
 (40)
Brief Outline of the Presuppositional Structures Enstructuring this Essay

1.
A reasonable a priori view that one epoch follows another.

2. 
How do ‘observe’ this within current patterns of textual production – artistic or otherwise? By conducting a history of the present! More correctly, ‘histories’.
3. 
Therefore, an invocation of an ‘observance’ of non-continuities, etc. By ‘etc.’, we can mention various aspects noted in this essay like, e.g., the proposal of oscillation/blurring of modernistic and post-modernistic orientations; an altered sense of time perception on the existentially contemporaneous; radical versus critical; identification of some forms of radical experience as positively existential; a pro-relational and re-qualified revisiting of authenticity, optimism, other (transcendental) sentiments and expectations; a non-economic reading of the economic and its economic re-contextualization, etc; a deeper, pluralistic reading of a hyper-real viewing of deconstruction, the ‘event’, positive nihilism, and so on…. (41)
     N.T., Paddington, 11.6.23. 

B. An Additional Postscript: Asteroid City as a Thoroughly Meta-Modern Text


Recently read online a review of the film Asteroid City directed and produced by Wes Anderson, 2023. In the review, if I can remember correctly, it said that this film was found annoying by some people and instantly recognized the possibility of a meta-modern or hyper-real text characteristic of my evolving imputation as to how the Contemporary era is characteristically defining itself.
 So, I made a mental note of going to see this film and from the outset try not to be annoyed by my pre-understanding that it is probably operating in a hyper-real domain. (42)

Having duly done so, in seeing this film, instead, I was thoroughly entranced but could easily see why some viewers might find its ‘oscillations’ could be disruptive (in our conventionally seeking a unified transcendental point of reference?). The ‘oscillations’ in question are set up between the working playwright (seen at the beginning of this movie), the empty theatre, the outline of a play about to be enacted, the quick segueing off into what looks like a film set and, by a stretch of the imagination, as a real locale (although that notion much later becomes disabused when one of the characters in this ‘film’ goes inside what looks like a rock to then find ourselves back in this theater in what we must safely assume to be the original theater cited at various times during this sci-fi adventure’ to then exit on a balcony opposite another theater also with a balcony over the street). But I put ‘oscillations’ in single quotation marks since once (these transcendental reference points for the viewer in) these settings are understood we seem to be continually reading them one after another as a play, as a film set, as a film, as a real landscape (although the latter is continually undercut by these shifting senses of a setting). Therefore, I would like to understand this movie as invoking my concept of ‘blurring’ rather than progressing through a series of clearly delineated oscillations, instead, in this blurred ‘vista’ it is now us, ourselves, that is continually oscillating between these various shifting forms of (transcendental) reference. The provocative nature of this film, in this regard, has us continually questioning whether we are seeing a play, a film, the portrayal of real events, and so on, and, where we are only mentally equipped to see one setting at a time even though we also know that the film, in terms of its possible settings, is all of the above. (43)

The point of this last postscript is to note the observation that if blurring is the primary mechanism for inducing a hyper-real re-evaluation (of our co-associated emotional review) of the text being presented then the mind will naturally oscillate between one (transcendental reference) point or perspective even if all points or perspectives are understood as if seemingly being blurred together. That, in effect, in blurring, we will do much of the oscillation without the text having to do as much. (44)
             N.T., 12.9.23.
*	A link to the latest version: �HYPERLINK "http://www.homestead.com/Noelshomepage/Noelshomepage6.html"��http://www.homestead.com/Noelshomepage/Noelshomepage6.html� 


� 	Pursuit, III.12I.0,6. Noting, respectively, the use of the two expressions, namely, a ‘Contemporary world’ and a ‘Contemporary philosopher’.


� 	Refer to recent essays Pursuit, III.7V, 7W, 7Y, 7Z, 12D, etc.


� 	Or, put another way, “am I allowed to capitalize this word’ contemporary’, or, are we merely attesting to no more than a continuation of the Postmodern era? Or, Modernism by another set of styles and name?


� 	This nomenclature of ‘(-)’ indicates a trimodal economic approach to the processes being referred to. In this instance of ‘re(-)appropriation’ that would be ‘phenomenal-phenomenological appropriation, hermeneutical reappropriation and non-systematic existential re-appropriation’.


� 	Where the word ‘final’ must be understood in an ironic sense as never being really final, but, more that which ‘we have better arrived at in the last instance’ that, no doubt in time, will need to be revisited, once again, and so on (and, therefore, the appellation ‘best’ cannot be applied in the light of the envisaged pragmatics of a future need for an inevitable process of continual conceptual modification. Indeed, as a process ’grounded’ on a philosophical appreciation of the provisional nature of the ‘relatively definitive’ despite our treatment of the ‘apparently definitive’ as currently ‘definitive’ and thence the ironic nature of a so-called ‘final vocabulary’, a ‘definitive history’, the questionable acceptance of the seemingly immutable nature of a scientific ‘law’, and so on).


� 	I.e., ‘spiritual’ in the non-religiously denominational sense of mutually enhancing the value (e/valuational formation) of our relationships. ‘Delusional’ in the sense that we think we are operating on the behalf of our relationships when we are only misguidedly expediting either our own aspirations and/or the aspirations of others as we enter into uncalled for and unwarranted patterns of relational intervention.


� 	Where we can delineate and differentiate between an historical sense of the present and an existential living-sense of an enduring ‘here and now’ (hic et nunc). Most likely as an existential phenomenon realized through a re(-)invested emergent existential surplus arising from the systematic existential reinforcing this distinctive semblance of both contemporaneity and an apparently increased subjective integrity.


� 	I.e., alluding to my maxim that phenomenological reality better resides at the phenomenal center of its representative contragram. I.e., in this instance, between “‘the experience of reality’ and ‘the reality of experience’.”


� 	With the inference that not all such instances, memes, and innovations, etc., are necessarily existential in complexion. Rather, as prominent indicators of the Contemporary era it is my suggestion that they are existential orientations in those instances. ‘Orientations’ by virtue of the fact that, dialectically, the existential is realized through the relative existentialization of the relatively non-existential (and not the existentialization of the existential).


� 	Top Gun: Maverick is An American action drama film directed by Joseph Kosinski.


� 	Perhaps defining the ‘Hyper-Modern’ as an attempt to be super-realistic in the manner as to how cinematic details are to be focused upon and conveyed to the viewer in order to vividly represent either a super-real or surreal vision of an implied multi-verse as if it were merely detailing a vision of a more conventional landscape.


� 	An American surrealist tragicomedy horror film written, directed, and produced by Ari Aster.


� 	The duration of the movie was posted as 179 minutes.


� 	Although, more correctly, we cannot draw such a hard distinction between the advent of personal and social memes, between cultural and technological innovations, etc., given that all such inputs contribute to our overall recognition, etc., of the ensuing thematization of a new ethos or zeitgeist, and so on.


� 	John D. Caputo; The Weakness of God: A Theology of the Event; Indiana University Press, 2006. E.g., p. 9-12 in a section headed A Hyper-Realism of the Event. Explored by this author in Chapter Six: Hyper-Realism and the Hermeneutics of the Call, p.113-124.


� 	To my mind, potentially mirroring a similar understanding of an existential sense of time, i.e., as having an ahistorical sense of the historical in a sense of existential duration, but, also rooted in the immediate spontaneity of the unique specificity of a concrete sense of the historical?  


� 	As articulated, e.g., in his initially controversial book titled: Simulacra and Simulations, 1981. Such ideas were evolving before that date. Another way of defining hyperrealism or hyperreality is to argue that ‘this experiential attitude arises when there is an conflation or implosion between what is apparently representing and what is apparently being represented’ (although other would claim that such a differentiation between representation and the represented is an illegal manoeuvre in the first place given the deconstruction of the impossible philosophical notions of ‘external worlds’ and ‘internal worlds, etc.’ However, such a concept of the hyper-real could still be advanced if, pragmatically, a social confusion were to arise from a conflation of activities of qualified representation with their qualified treatment as referents, etc.).


� 	I.e., passively with(-)others, actively before(-)others, and engaged through(-)others. Finding a non-systematic sense and semblance of both an existential freedom and e/valuational formation through the latter, but, meeting with a systematic sense and semblance of both an existential freedom and e/valuational formation through a dynamic balance of all three economic moments where the latter takes on a radical complexion that then finds itself critically re(-)appropriated in economic terms of reference.


� 	We could provisionally define ‘authenticity’ as ‘the consequence of the ongoing resolution through de-suspensions of the working-representation of the primary relationship in question in its relational situatedness to that extent there is an observed engagement with either the creation, preservation, and/or conservation of positive relational enrichment of the e/valuational formation co-associated with that overall experience of that relationship in its relational situatedness by all the relevant relational-parties’.


� 	Refer to the article by Luke Tanner; Metamodernism: A Brief Introduction; January 12, 2015. Link: � HYPERLINK "https://www.metamodernism.com/2015/01/12/metamodernism-a-brief-introduction/" �https://www.metamodernism.com/2015/01/12/metamodernism-a-brief-introduction/� 


� 	Some ideas about this controversy and a series of critiques re this concept and practice of ‘oscillation’ can be seen in the article by Greg Dember titled: Metamodernism: Oscillation Revisited; February 27, 2023. Link: � HYPERLINK "https://medium.com/what-is-metamodern/metamodernism-oscillation-revisited-b1ae011abf3c" �https://medium.com/what-is-metamodern/metamodernism-oscillation-revisited-b1ae011abf3c� 


Similarly, the article by Jonathan Rowson; Is oscillation the beating heart of Metamodernism? If not, does it even have a heart? Posted March 8, 2021. Link: � HYPERLINK "https://systems-souls-society.com/is-oscillation-the-heart-of-metamodernism-if-not-does-it-have-a-heart/" �https://systems-souls-society.com/is-oscillation-the-heart-of-metamodernism-if-not-does-it-have-a-heart/� 


� 	These themes being, e.g., the advent of  a new ethos or zeitgeist (in the form of the Contemporary era with a capital ‘C’), history of the present, non-continuities; non-philosophy/non-standard philosophy versus economic philosophy, chaotic theory, the notion of the radical versus the critical; hyper-realism, the event, authenticity, negative and positive forms of nihilism, oscillation (and blurring as techniques for inducing the emergence of meta-modernistic readings/interpretations), suspensions/suspended-suspensions, reflexivity; a pro-relational, existential appreciation of time, the relational nature of relationships versus relational participants in a relationship, the formation of value; a realistic reclamation of a scoped, highly qualified semblance of optimism, etc?


� 	I cannot exactly recall this specific review that prompted this intuitive response. However, I see the Guardian has two quite opposed reviews that could be used to make a similar point, namely, some people will love this movie and other will be less moved by the sheer brilliance of its style. One criticism of mine is that like many texts it does not quite seem to know how to end on a high note, although, the refrain, being sung, that quips, “You can’t wake up if you don’t fall asleep” has the qualities of attempting to be a ‘memorable’ last line, more or less, of a play. Those two opposing reviews in the Guardian are: Peter Bradshaw; Asteroid City review – Wes Anderson’s 1950s sci-fi is an exhilarating triumph of pure style; Tuesday 23 May 2023; and, Mark Kermode; Asteroid City – smug Wes Anderson comedy falls to earth; Sunday 25 June, 2023.






