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The Analytic Engine, which Charles Babbage designed between 
1834 and 1846, would have been a general-purpose, mechanical 
digital computer, able to read and write punched cards and select 
from a set of alternative actions conditional upon the result of its 
prior actions.! “Mr. Babbage will presently invent a Novel-Writ-
ing-Machine,” Ralph Waldo Emerson wrote in his journal in 1842." 
Nikolai Gogol’s novel Dead Souls, published in 1842, begins with 
an IF–THEN programming conditional: IF “Lieutenant colonels 
in retirement, sta# captains, landowners with about a hundred 
serfs, bachelors—in a nutshell, anyone classed as middling gentry,” 
THEN “tends to drive a vehicle like the rather $ne small barouche 
that drove through the gates of the hotel in the town of N——, a 
provincial capital.”%

 However, Babbage designed a general-purpose computer, 
and Gogol’s masterpiece begins with an IF–THEN statement, only 
insofar as Alan Turing made computers possible. In 1936, Turing 
established that no computer can, or ever will, do more than an au-
tomatic machine that follows IF–THEN transition rules to move 
an in$nite roll of paper in discrete increments to the le& or right, or 
leave it still, and then erase, read, or write a one or a zero.' This—
and its in$nite variations—is referred to as a Turing machine. (Note 
the dropped possessive: it is not Turing’s machine, it is a machine of 
which Turing is an attribute.) His 1950 paper (source of the popular 
Turing Test) maintains that a machine can think—or is arti$cially 
intelligent(—when, via typed conversation, it convinces a human in-
terrogator it is a woman.) He also authored short $ction, his protag-
onist an openly homosexual male scientist.* Turing, unlike what we 
know of Babbage, but as we know of Gogol, was queer.+

In 1952, while Turing was deputy director at Manchester Uni-
versity’s Computing Machine Laboratory, Christopher Strachey, 
also homosexual, developed a program that generated love letters 
using the Ferranti Mark I, the $rst electronic computer to become 
commercially available. Turing’s biographer, Andrew Hodges, 
notes that Turing and Strachey were “greatly amused” by this 
generator., Here is one instance of the program’s output, as report-
ed by Strachey:

Darling Sweetheart

You are my avid fellow feeling. My a!ection curiously clings to your passionate wish. 
My liking yearns for your heart. You are my wistful sympathy: my tender liking.

Yours beautifully
M. U. C. [Manchester University Computer] !-

Strachey’s program is the $rst reported experiment in computer- 
generated literature. He described the set of instructions the generator 
applied to produce love letters as follows:
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Pages 22 and 23

Borghese Terrazzo/Borghese Ceiling (detail), 2014

Rubber, acetate

Dimensions variable 

Page 23

Cock Rotation Hat Stand (Be quiet. And sit below the 

awning: how dull to speak of horizons where here there is 

no edge. Everything is calculated to be flat above.), 2014 

Water-cut aluminum, powder-coated steel, hand-lathed 

walnut, lacquer

78 ! 31" ! 31" in. (198 ! 80 ! 80 cm)

Pages 26–29 

The Bernard Natan Centre for the Arts 1:25 Scale, 2015

Styrofoam, acrylic, dyed woods, metal

27" ! 15# ! 51$ in. (70 ! 40 ! 130 cm)

Apart from the beginning and the ending of the letters, there are only two basic types 
of sentence. The "rst is “My — (adj.) — (noun) — (adv.) — (verb) your — (adj.) — 
(noun).” There are lists of appropriate adjectives, nouns, adverbs, and verbs from 
which the blanks are "lled in at random. There is also a further random choice as to 
whether or not the adjectives and adverb are included at all. The second type is sim-
ply “You are my — (adj.) — (noun),” and in this case the adjective is always present. 
There is a random choice of which type of sentence is to be used, but if there are two 
consecutive sentences of the second type, the "rst ends with a colon (unfortunately the 
teleprinter of the computer had no comma) and the initial “You are” of the second is 
omitted. The letter starts with two words chosen from special lists; there are then "ve 
sentences of one of the two basic types, and the letter ends “Yours — (adv.) M. U. C.” !!

 
The $ve sentences making up each letter were restricted to two  
syntactical types, and “the vocabulary was largely based on Roget’s 
Thesaurus.” !" Variation was made possible by the program’s use of 
the Mark 1’s random-number generator.

*        *        *        *

IF–THEN is a core contingency of algorithmic procedures. For the  
artist collective Villa Design Group, the core contingency is WHAT 
IF–THEN: Their method begins with WHAT IF. The THEN is 
manifest in sculptural objects and scripted theatrical productions. 
In their 2016 exhibition at the MIT List Visual Arts Center, WHAT 
IF took the form of the question: What if there were a machine 
that could compose tragic plays? The resulting exhibition, Tragedy  
Machine, comprised three architecturally scaled sculptural works, 
each considering how the existence of such a machine could con-
dition what queer objects—rather than queer subjects—exist in the 
world. Villa also premiered a theatrical production, This Is It or Dawn 
at Bar Bazuhka, in conjunction with the exhibition, speculating on 
how tragic narratives and queer objects could be made possible by 
the existence of such a tragedy machine. 

To generate the script for This Is It or Dawn at Bar Bazuhka, Villa 
drew primarily from two plays, Eugene O’Neill’s The Iceman Cometh 
(1939) and Karel .apek’s R.U.R. (1921). The Iceman Cometh is set in  
proprietor Harry Hope’s bleak bar and rooming house in 1912  
Greenwich Village, where twelve men and three female prosti-
tutes—whose manifest behavior is oblivion through drink—cling to 
pipe dreams that tomorrow they will quit drinking and rejoin the 
outside world. But $rst, they await the coming of Theodore Hick-
man, or Hickey, who regularly shows up on Hope’s birthday and 
buys everyone drinks. When Hickey arrives, we learn he has come 
to save them:

 
But I didn’t mean booze. I meant save you from pipe dreams. I know now, from my 
experience, they’re the things that really poison and ruin a guy’s life and keep him 
from "nding any peace. If you knew how free and contented I feel now. I’m like a 
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new man. And the cure for them is so damned simple, once you have the nerve. Just 
the old dope of honesty is the best policy—honesty with yourself, I mean. Just stop 
lying about yourself and kidding yourself about tomorrows.!%

Written almost two decades later, .apek’s R.U.R. is set on an 
island that contains Rossum’s Universal Robots factory, which pro-
duces, by the thousands, machines that serve as globally available 
cheap labor. A&er a new robot, Radius, is perfected in the mid- 
twentieth century, it leads a robot rebellion: “We, the $rst union of 
Rossum’s Universal Robots, declare man our enemy and outcasts 
in the universe. . . . Robots of the world, you are ordered to extermi-
nate the human race.” !'

*        *        *        *

Villa’s $rst sustained consideration of tragedy came through Go-
gol. In his late days, Gogol nursed his fatally consumptive love, 
Iosif Vielhorsky, in Rome, before taking on a spiritual adviser, 
Father Matthew Konstantinovsky, who imposed such severe 
penance on Gogol for his confession of homosexuality that the 
writer refused to eat, burned his work, and died, weakened by a 
combination of starvation and bleedings by leeches.!( Villa’s 2014 
trilogy of exhibitions, Inauguration of the Russian Season, is based 
on a $ctitious architectural competition for a library to house Go-
gol’s lost manuscripts. The $rst exhibition, Prelude: Carriage Van-
ishing Point, includes two drawing rooms between which a series 
of sculptures, named a&er the executed daughters of the Russian 
Imperial Romanov family, are placed. These sculptures consist 
of hanging pairs of stirrups and are topped with variously con$g-
ured stacks of blank books with colored covers. The performance 
for the $rst installment of their trilogy, Inauguration of the Russian 
Season, Prelude: Carriage Vanishing Point (2014), requires three men 
to execute fourteen instructions, or “Order of Actions,” in the ex-
hibition space. The actions are explicitly coordinated: using their 
respective iPhones, each man googles terms including Nikolai 
Gogol, book burning, Zaha Hadid, misogyny, Romanovs, and 
Father Matthew, then reads the results aloud, speaking over one 
another.!) Rather than using Roget’s Thesaurus, as employed by Stra-
chey’s love letter generator, or even its equivalent for modern com-
putational linguistics, WordNet, the List Center exhibition drew 
inspiration from such varied sources as the classical Greek chorus, 
Friedrich Hölderlin, the paintings of Gino Severini, Hollywood 
depictions of transsexuals, and .apek’s R.U.R. One can see in this 
book their investigations, documented via Polaroids, of how one 
could generate an algorithmic procedure inspired by Strachey’s 
method. The details—data—are processed into scripts and sculp-
tural objects. Yet the processing is not a form of synthesis, and this 
is critical—and radical—for their practice. 
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LA, The House of Adelaida Ivanovna, 2014 

MDF, terracota paint, rope

90" ! 27" ! 27" in. (230 ! 70 ! 70 cm)
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Crab Rotation Hat Stand (Oh Prince! One or two inches 

to the side please. Bestow upon us the prototype of your 

candour.), 2014

Water-cut aluminum, powder-coated steel, hand-lathed 

walnut, lacquer

117$ ! 31" ! 31" in. (298 ! 80 ! 80 cm)
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A Luxurious Prison, 2014

Screen print, inkjet print, aluminum, resin

45$ ! 39" in. (115 ! 100 cm)

Page 32

Egypt, The House of Adelaida Ivanovna, 2014 

MDF, terracota paint, rope

63 ! 63 ! 19# in. (160 ! 160 ! 50 cm)

Page 33

England, The House of Adelaida Ivanovna, 2014 

MDF, terracota paint, rope 

74# ! 43$ ! 43$ in. (190 ! 110 ! 110 cm)

The second part of the trilogy, The Banquet, is set in the Aston 
Webb room of the Royal Institute of British Architects, London, 
and features three transvestites and three women, named Adelaida 
1 through 6. (Adelaida 1 having commissioned the competition for 
the Gogol library.) The trilogy concludes with The House of Adelaida 
Ivanovna, including a scripted performance in which the Adelaidas 
from the previous installment, who are in fact interior designers, 
pose as delegates for the architectural competition. They seek to 
trick the lone architect Ikharyov—whose proposal takes the form of 
a wooden architectural model enclosing Adelaida 1—into providing 
his licensed approval of their design for what would otherwise be an 
illegal dacha in France.!*

Adelaida Ivanovna is the sole female “character” in Go-
gol’s short play The Gamblers. The protagonist, Ikharyov, calls his 
(marked) deck of cards by this name, one in a series of objects that 
take women’s names in the author’s work. Ivan Shponka dreams a 
cloth merchant tells him “you’d better take some wife, it is the most 
fashionable stu#, and very solid too—all the gentlemen are making 
themselves coats of it nowadays.” !+ Pythagoras Chertokutsky pos-
sesses a “carriage-mistress,” and a general’s beloved horse is named 
Agrafena Ivanovna.!, 

In Gogol, and Villa’s Gogol trilogy, women are not objects; 
they are “objects-as-women,” to follow Simon Karlinsky’s interpreta-
tion."- Psychoanalytic interpretations of sexuality—which have dom-
inated queer theory—are refused. Following one strain of Freudian 
analysis, the homosexual identi$es with woman as subject while the 
heterosexual male identi$es her as object. In another, homosexuality 
is identi$ed “with a failure to cathect at all,” such that homosexuality 
“is a nonchoice,” in the words of Andrew Hewitt."! Gogol’s charac-
ters, however, carefully select and attend to their objects-as-women. 
Villa’s female-named objects are “queer objects,” designated as such 
by a collective who have sought “to become queer objects” them-
selves—theirs is “the story of fags who would rather be ‘lamps’ than 
‘women.’”"" Objects and women are coordinate, neither di#erent nor 
identical. This relationship of coordination, rather than di#erence 
or identity, was critical for their most recent exhibition and perfor-
mance.

The center of the gallery in the List Center contained a metal 
modular stage veneered with gold and electric-green metal lami-
nate, which functioned as both theatrical set and sculpture. (It ref-
erenced both the Roy and Edna Disney/CalArts Theater [RED-
CAT] in Los Angles and the interior of Escape, a recently closed 
gay bar in London.) Titled Theater or Cruelty (Cometh, Cometh, Cometh) 
(all works 2016), the stage represented a $ctitious former workers’ 
cantina of a factory on the Greek island of Skiathos that produced 
tragedy machines, now turned into a gay bar. Above the stage hung 
For All Mediocre Students the Olive Tree Bears the Fruits of Competition, a 
chandelier that displayed the frame of an elongated metal backboard 
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Coastal Road Roulette Table—Lunar Inlay (Torricella, 

Lysis, Malaparte) (detail), 2014 

Water-cut aluminum, walnut burl, lacquer 

49$ ! 126 ! 63 in. (125 ! 320 ! 160 cm)

for a basketball hoop. Two of the three chandelier arms held orange 
and black handblown glass forms, reminiscent of torn and de/ated 
basketballs, while the third arm contained a shiny black handblown 
glass sphere. 

In the play, the bar’s proprietor is Madame Odele Iodine, who 
has blinded herself a&er /eeing New York for Greece in the midst of 
the AIDS crisis. The bar’s patrons include the trans Widow Amalia,  
a former terrorist awaiting her lover, Hector; Henrietta Hudson, 
Madam Iodine’s former lover disguised as a British tourist; Bruce, 
a character inspired by photographer Herb Ritts and writer Bruce 
Chatwin, who is dying of AIDS; Romeo, a male prostitute; a  
wounded anarchist soldier; and a painter who has not produced 
work in years. On one of the bar’s tables, adjacent to the chandelier, 
Romeo dances for much of the production. The lower eight feet of 
the gallery walls were painted the color of Casa Malaparte, on the 
Isle of Capri; the rest of the walls, up to the ceiling, were gray. A 
long wall displayed the two-toned text THIS IS IT, which was the 
sign on the door to the toilet in O’Neill’s original stage set. 

A twenty-$ve-foot-long structure, Miriam Ruth as Architect (Ex-
terior Facade: Deltress Holding ), set against one of the gallery walls, 
served as a shop front (of sorts) for the defunct factory. It featured 
six prototypes of tragedy machines, set on gold-laminate plinths, 
made from disassembled Olivetti typewriters, bits of hardware, and  
colored plaster. The prototypes were marked with their names:  
Antigone, Oedipus, Judy (a&er Judy Garland), Atlas, and Medea. 
The sixth, on the tallest plinth, was Zero. A series of wall panels 
made from MDF and sprayed with concrete paint were adorned 
with gold-painted, machine-routed carvings of nineteenth-century 
actresses who played tragic muses. 

Near the opposite wall stood a hand-painted panel spanning 
twenty-four feet and divided into three eight-foot sections. The im-
ages on the panel referenced a crowd scene from Roland Emmer-
ich’s 2015 $lm Stonewall, in which a gay white male replaces the his-
torical Marsha P. Johnson—an African American trans woman—in 
throwing the $rst brick of the eponymous 1969 riots. The design and 
color choices further alluded to futurist Gino Severini’s The Dance of 
the Pan-Pan at the “Monico” (1909), while the faces, which resemble 
one another, referred to a scene in R.U.R. in which Dr. Gall, inventor 
of the robot Radius (leader of the robot rebellion) comments: “We 
made the Robots look too much alike. A hundred thousand identi-
cal faces all looking this way. A hundred thousand expressionless 
faces. It’s a nightmare.”"%

On two sides of the stage were tubular and mesh metal sculp-
tures. Invalid Suit (The Danish Girl Ascending ), which lay horizontally 
on the stage, references Pre-Raphaelite John Everett Millais’s paint-
ing Ophelia (1851–1852). In the play, it was used both to recline on 
and, by Bruce, as a hospital gurney. In contrast, Invalid Suit (The 
Savage Theory of Grace) was vertical, a robot costume inspired by the 
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Scorpion Rotation Hat Stand (Exceration through the  

energy shield burns the body into fractions so fine they 

can pass through steel), 2014 

Water-cut aluminum, powder-coated steel, hand-lathed 

walnut, lacquer

78 ! 31" ! 31" in. (198 ! 80 ! 80 cm)
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Nothing is Sadder than a Dinner in Saudi Arabia, 2014 

Screen print, inkjet print, aluminum, resin

45$ ! 39" in. (115 ! 100 cm)

Page 39

OLGA, Your Fly Awaits You, 2014 

Blackened steel, enameled tulipwood, scorched birch, 

hand-bound blank books, ink, leather straps

Dimensions variable
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Conference Stool, The House of Adelaida Ivanovna, 2014 

Colored MDF, leather riding boot, concrete 

19# ! 15# ! 15# in. (50 ! 40 ! 40 cm)
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Coastal Road Roulette Table—Lunar Inlay (Torricella, 

Lysis, Malaparte) (Detail), 2014 

Water-cut aluminum, walnut burl, lacquer 

49$ ! 126 ! 63 in. (125 ! 320 ! 160 cm)

work of sculptor, choreographer, and Bauhaus instructor Oskar  
Schlemmer. Each suit contained an iPad screening scenes from 
the $lms The Danish Girl (2015) and The Theory of Everything (2014), 
in which actor Eddie Redmayne plays the painter Lili Elbe, who 
died in 1931 shortly a&er her fourth sex-reassignment operation, and 
Stephen Hawking, respectively. Villa has overlaid snippets from 
each of these $lms with digitally animated robotic facial features, 
and replaced the Hollywood dialogue with their own monologues, 
recited by Dickie Radius—the most successful prototype of the  
former tragedy machine factory located on the Island of Skiathos. 
The bar/ies of This Is It or Dawn at Bar Bazhuka are waiting for Dick-
ie, the one functioning tragedy machine that was able to go out and 
perform in the world, to arrive on Odele’s birthday and buy them all 
drinks, or “spritz.” When the proprietors learn Dickie has given up 
the spritz, and is asking them to give up their pipe dreams and “you 
can be free; you can be happy, lovely,” they move to deactivate the 
tragedy machine by speaking in unison an encoded version of “the 
Hölderlin codex . . . D1, D1, D1, D1, D4, 0001000 . . . D1, D1, D1, 
D1, D4, 0001000.” 

*        *        *        *

Immanuel Kant’s third and last great work, Critique of the Power of 
Judgment, was published in late April 1790. In this $nal critique, 
Kant turns to aesthetic judgment to reconcile the “incalculable 
gulf ” or radical dualism between nature (pure reason) and free-
dom (practical reason) developed in his earlier works."' Kant had  
previously established that nature is fully causal and governed by 
deterministic laws, and that these same laws govern human actions; 
he had also established that humans have freedom, a life not subject 
to certitude, although our choices nevertheless appear as if caused 
by prior events."(

Along with Schelling and Hegel, Hölderlin—the three stud-
ied at seminary together in Tübingen in 1790—sought to reconcile 
Kant’s binary by turning to classical Greek tragic plays. Here is 
Schelling in 1795, who, at the age of twenty (in the words of Peter 
Szondi), “commences the history of the theory of the tragic.” 

It has o#en been asked how Greek reason could bear the contradictions of Greek 
tragedy. A mortal, destined by fate to become a criminal, "ghts against this fate, and 
yet he is horribly punished for the crime, which was the work of fate! The reason for 
this contradiction, what made it bearable, lay deeper than the level at which it has 
been sought: It lay in the con$ict of human freedom with the power of the objective 
world. In this con$ict, the mortal necessity had to succumb if the power was a supe-
rior power—a fatum. And yet, since he did not succumb without a "ght, he had to 
be punished for this very defeat. The fact that the criminal, who only succumbed to 
the superior power of fate, was punished all the same—this was the recognition of 
human freedom. [...] In order not to exceed the limits of art, Greek tragedy was obliged 
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Coastal Road Roulette Table—Lunar Inlay (Torricella, 

Lysis, Malaparte) (Detail), 2014 

Water-cut aluminum, walnut burl, lacquer 

49$ ! 126 ! 63 in. (125 ! 320 ! 160 cm)

to have the hero succumb; but in order to compensate for this humiliation of human 
freedom imposed by art, it also had to allow him to atone and make amends—
even for a crime committed through fate. . . . It was a great thought: To willingly 
endure punishment even for an unavoidable crime, so as to prove one’s freedom 
precisely through the loss of this freedom and perish with a declaration of free will.")

This is precisely relevant to the original The Iceman Cometh. We 
learn Hickey has confessed to the police that he murdered his wife,  
unable to bear the guilt of her unremitting faith and his repeated 
false belief that his last a#air would indeed be his last—“willing to 
endure punishment even for an unavoidable crime.” His loss of the 
freedom to dream of being faithful leads to the realization of true 
freedom by way of his will to lose freedom. For Schelling, this con-
/ict between necessity and freedom is a dialectical process leading 
to “both of them simultaneously appearing as conquerors and con-
quered in perfect indi#erence [identity].”"*  

More relevant to This Is It or Dawn at Bar Bazuhka, however, 
is Hölderlin: “In the tragic, the sign [i.e., the tragic hero] in itself is 
insigni$cant, without e#ect, yet original matter is straightforward. 
Properly speaking, original matter can only appear in its weakness; 
however, to the extent that the sign is posited as insigni$cant = 0, 
original matter, the hidden foundation of any nature, can also pres-
ent itself. If nature properly presents itself in its weakest talent, then 
the sign is, nature presenting itself in its most powerful talent, = 0.”"+

Following Szondi, Hölderlin’s dialectic—“whereby the strong 
can only appear as weakness and needs something weak so that its 
strength can appear”—makes the necessity of tragedy possible, and 
“reconciliation is recognizable only when what has been bound to-
gether in an inner unity is divided through con/ict.”", The code that 
makes the tragedy machine possible is the very thing that is used to 
destroy it (= 0), but unlike the theory posited by the German Ideal-
ists there is no reconciliation between identity (unity) and di#erence 
(con/ict)—that is, there is no synthesis. 

*        *        *        *

The zero returns us to Turing’s 1936 paper. Turing himself perished 
under “the phenomenon of the tragic itself,” to use Peter Szondi’s 
words out of context.%- As a homosexual in postwar England, Turing  
was forced to choose between prison and chemical castration, was 
banished as a security risk from cryptographic research, and at 
the age of forty-one died from eating an apple laced with cyanide.%! 
The paper concerns $rst-order logic, a mathematical language that  
allows for the formulation of most mathematical statements. Every 
statement in $rst-order logic is either true or false. The Entscheidung-
sproblem (decision problem) is what, in 1928, mathematician David 
Hilbert termed the problem of whether for $rst-order logic there 
exists a general procedure, with a $nite number of operations, that 
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Manuel da Maia Turns Away from Prince Joseph the First 

while Modeling the Gravitational Rotating Door Helmet, 2013

Silver gelatin print

49$ ! 39" in. (125 ! 100 cm)

Page 47

I’d Always Told You I’d Live in One of Your Houses, 2014 

Steel, screenprint, inkjet print, resin, graphite, ink, marker

45$ ! 39" in. (115 ! 100 cm)

Pages 48–49, 50–51

Borghese Terrazzo/Borghese Ceiling (details), 2014

Rubber, acetate

Dimensions variable 

would take any statement and decide whether that statement is true 
or false.%" Turing used a Turing machine in his proof that there is no 
such procedure and the problem has no solution. He $rst establishes 
that there can be no Turing machine that carries out a general $nite 
procedure to determine whether another Turing machine will ever 
print a zero. He then constructs an arbitrary formula in $rst-order 
logic that is provable if, and only if, an arbitrary Turing machine 
ever prints a zero. If it is possible to determine whether that formula  
is provable, then there would be a general $nite procedure to de-
termine whether a Turing machine ever prints a zero. But he has  
already shown this is not possible. In other words, it is not possible 
to know whether an arbitrary Turing machine running an arbitrary 
program will ever output “yes”—or whether it will print “no” forever.

Turing’s is a negative proof, which he established using con-
tradiction. Proof by contradiction relies on an axiom of Aristotelian 
logic, the law of noncontradiction (LNC). As Aristotle de$nes the 
LNC, “it is impossible that the same thing can at the same time 
both belong and not belong to the same object and in the same  
respect.”%% Aristotle explains that contradiction applies only to prop-
ositions, statements that consist of a subject (S) and predicate ( p), 
in part because only propositions can be true or false.%' Following 
the LNC, either “S is p” is true and “S is not p” is false, or “S is not p” 
is true and “S is p” is false.%( A statement in $rst-order logic is always 
true if, and only if, its negation is never true. 

First-order logic, of which propositional logic is a subset, is 
fundamentally Aristotelian, as Stanley Rosen observes, in “a dis-
guised form.”%) If we predicate p and non-p of S, “we see the result is 
a contra-diction in the sense that it cannot be a0rmed in discourse 
that obeys the separation of identity from di#erence.”%* The laws of 
identity (A = A), and di#erence or negation (A 1 non-A), cannot be 
derived from one another in classical rationalist thought or mathe-
matics. The two are coordinate, not hierarchical. 

Villa Design Group’s tragedy machine can be considered 
a mode of speculation on what happens if identity and di#erence 
cannot in fact be synthesized or uni$ed, because they are coordi-
nate. Hegel’s logic in particular is rejected, which is founded on the  
assertion that di#erence follows from identity, and that setting the two 
in opposition permits, in Rosen’s words, “an Au%ebung that raises us 
to the level of a totality in which each of the two fundamental ele-
ments [identity and di#erence] is identical with as well as di#erent 
from the other. In Hegelian jargon, to oppose is also to suppress the 
opposition or to unify.”%+ Or, as Villa states in their 2011 manifesto, 
“Accept the zero as your boyfriend.”%, What Villa propose is not a 
study of queer mathematicians, but that there exists a mathematics 
that is in itself queer. 
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