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Byron Peters and Jacob Wick

Scripting Misperformance,
Misperforming Scripts

Here's to the crazy ones. The misfits. The rebels.

The troublematkers. The round pegs in square holes.
The ones who see things differently. They’re not fond
of rules. And they have no respect for the status quo.
You can quote them, disagree with them, glorify or
o1lify them. About the only thing you can’t do is ig-
nore them. Because they change things. They invent.
They imagine. They heal. They explore. They create.
They inspire. They push the human race forward.
Maybe they have to be crazy. While some see them as
the crazy ones, we see genius. Because the people who
are cragy enough to think they can change the world,
are the ones who do. —Apple Inc. (1997)"

The recuperation of rebellious traits within the
logic of late capitalism is neither unconventional
nor new. That Apple should celebrate “the trouble-
makers,” those who would ostensibly undermine
corporations such as itself, is of course no surprise:
in a crude Sun Tzu-esque logic, any system seek-
ing to perpetuate itself might continually encourage
its own destruction. As Jean-Francois Lyotard has
written, such a regulatory, normative entity “can
and must encourage such movement to the extent it
combats its own entropy; the novelty of an unex-
pected ‘move’...can supply the system with that
increased performativity it forever demands and
consumes.”? The trend of harnessing the renegade
spirit toward a space for creativity and controlled
subversion runs deep in cultures of innovation and
entrepreneurship.® But the sanctioning of random
and disjunct behaviour possesses something outside
the mere romanticization of the individual creative
act that fuels the ideology of creative capitalism.

In this scenario, we also see the encouragement

of rebellion, the “crazy enough,” within systems

of control that allow such systems to reduce the
possibility of unexpected action, thereby ensuring
their ultimate survival. In the logic of resilience, the
unexpected is scripted into the structure of hege-
monic control: expect the unexpected.

‘Where have we heard this general sentiment
before? One might think of the function of the
carnival in sovereign societies as a sort of release
valve for a repressed populace, with the aim
of neutralizing the effect on the individual of a
repressive apparatus.* More recently, sanctioned
mass actions serve as a counterbalance to decen-
tralized power in disciplinary societies. In “Post-
script on the Societies of Control” (1992), Gilles
Deleuze describes this phenomenon in terms of
industrial production: “the factory constituted in-
dividuals as a single body to the double advantage
of the boss who surveyed each element within the
mass and the unions who mobilized a mass resis-
tance.”® Here even unions (“the rebels”) become
implicated when control requires the amassing of
fragmented socialities.

Describing a more contemporary harnessing of
the unexpected, Deleuze continues: “the corpora-
tion constantly presents the brashest rivalry as a
healthy form of emulation, an excellent motivation
force.”® We see this shift from “mobilization” to
“motivation” as a progressive reduction of the un-
expected by first centralized, then decentralized,
now distributed apparatuses.” For any system of
control, the unexpected presents a threat; as these
systems have matured, the containment of this
threat has moved from public spectacle to private
incentive. The security of a distributed system
of control depends on the willing participation of
its subjects: Apple’s “rebels” are well suited to a
thoroughly gamified® sense of possibility whereby
the production of possibility itself is co-produced
between sanctioned virtual and material spaces.

More broadly, Sven Liitticken has written of
the rapid solidification, from the mid twentieth
century onwards, of abstract thought into “opera-
tional concepts,”® concrete units of exchange that
gain currency through the programmatic repro-
duction of “commodified pseudo-symbols.”’® Un-
tethered from objecthood, the operational concept
is allowed to float freely as “the practically indif-
ferent bearers of transcendental corporate ideas.”™
Here operational concepts become the basic units
of exchange in late capitalism as abstracted lan-
guage and material, serving primarily to reproduce
themselves. In the form of brand names, currency,
or even—as Liitticken argues—certain forms



of art, these units operate much like a graphic
interface of a computer program (as in brand-
ing, architectural embellishment, etc.), serving to
obfuscate the machinations of the program itself,
including any data “input” by the programmer or
“interactive” user.

Liitticken’s theorization of the operational
concept complements Alexander Galloway’s
description of “protocol.” The operational concept
is an abstract set of instructions (be they technical,
creative, or both) that carry real value across the
transcendental corporate vista of late capitalism;
the protocol, meanwhile, is an abstract set of in-
structions that standardizes and negotiates chaotic
behaviour, human and otherwise, into the hierar-
chical structures that form the top-down skyline
of this vista.'? For Galloway, protocol is “synony-
mous with possibility”;'® for Liitticken, the opera-
tional concept is “our horizon.” The operational
concept and protocol are not synonymous, but are
deeply imbricated in one another: the former as
the unit of exchange in control societies, the latter
as the unit of management.

At the core of both operational concept and
protocol are circuits and language, human or
computer, which regulate a field of possible action.
In this article, we will be referring to this medium
as a “script,” a term that both alludes to the pre-
scriptive nature of such language and also travels
easily between aesthetics and technology. We are
primarily concerned with the scripting of random-
ness-as-intervention in aesthetic practice, a strat-
egy that ultimately serves to safeguard, rather than
undermine, structures of control. For algorithmic
systems—be they financial markets or cloud
platforms—cAance often plays the role of the in-
ternalization of crisis within neoliberal capitalism.
Indeed, within particular models—trends within
artistic production, data architecture, and national
security—we argue that such internal disruption is
increasingly welcomed, produced, and instrumen-
talized while decreasing the agency of the actors
involved. In this line of thought, if certain systems
of control embrace misperformance to maintain
their status quo, the scene is continuously set
anew for resistance to pre-scripted social forms.

A Certain Well-framed “Tacet”

Chance-based operations appear as a compo-
sitional strategy in the Western art canon roughly
coterminous with the advent of control society,
which Deleuze and Galloway place around the
end of World War IL."® Principal in this canon is
the figure of John Cage, who utilized a variety of
chance operations, most often the 7 C/ing, in scor-
ing his compositions. Chance-based operations—
utilizing the 7 C/ing, phone numbers, star atlases,
etc.—have appeared in innumerous performance
works since the advent of serial compositional
techniques in the early twentieth century.’® In
these “scripted misperformances,” a composi-
tional strategy located outside of the person of the
composer/artist source is brought in to disrupt or
intervene in the conventional ordering of a specific
composition, at their most humble, or society, at
their most brash. We will argue here that these
scripted misperformances, which package chaotic
or unpredictable action within known or predict-
able forms, occur parallel with, rather than counter
to, distributed systems of control in late-capitalist
society.

Emblematic in Cage’s oeuvre is his silent
composition. In this composition, performed
first by virtuoso pianist David Tudor in 1952, the
performer is asked to zacet, or be silent, for three
separate movements; how to differentiate the
three movements is not discussed.” Importantly,
the score dictates that “the title of this work is the
total length in minutes and seconds of its perfor-
mance.”'® The composition is thus based in the
body of the performer and 7oz an outside chance
operation. Further, the composition undoes itself
each time it is performed, abandoning its previ-
ous title, the total time in minutes and seconds
of its previous performance, for a new one, the
total time in minutes and seconds of its current
performance. In this composition, although the
score never changes, its script does, based on the
ultimately unanticipated decisions of its embodied
performer.

When Tudor sat at a piano in a concert hall
in Woodstock, New York, to perform the com-
position, he sat for three periods of 33", 2"40",
and 1'20", for a total of 4"33”. With the pianist



onstage sitting silently, the audience was left to
its own devices, expected by Cage to create an
aesthetic experience for themselves by listening
to the ambient sound of the room—an expecta-
tion that the audience, notably, was not aware

of. The audience was faced with what we would
term an “unexpected-unexpected”: an instance
of chaotic experience that could not have been
previously prepared for or guarded against. In this
unexpected-unexpected, the operational concept
“concert,” whereby the genius of the composer
is delivered via the virtuosity of the performer

to a passive audience, and its attendant protocol
of “concert-going,” a hierarchical ordering of
composer-performer-audience, was frozen, albeit
temporarily. The audience, confronted with their
implicit and unacknowledged participation in a
repressive apparatus, was scandalized within a
yet-unknown duration.

The effect of the original performance bears
striking similarity to what Giorgio Agamben
refers to as “a gag in the proper meaning of the
term, indicating first of all something that could
be put in your mouth to hinder speech, as well as
in the sense of the actor’s improvisation meant to
compensate a loss of memory or an inability to
speak.”® For Agamben, the capacity of human
gesture, “the sphere of pure means,” appears in the
gag as “a gigantic loss in memory, as an incurable
speech defect.”?° Following ancient Roman phi-
losopher Marcus Terentius Varro, Agamben posits
that action consists not only of acting (agere) and
making (facere), but also of carrying or carrying
on (gerere). This third category of action, which
Agamben inscribes as “the gesture,” “breaks with
the false alternatives between ends and means
that paralyzes morality and presents instead
means that, as such, evade the orbit of mediality
without becoming, for this reason, ends.”?! In the
gag, the sudden and unexpected forgetting of the
script—the annulment of both the actor’s acting
and the playwright’s making—causes that which
supports or carries the acting/making, namely the
being-in-the-script of the actor and audience, to
appear. In the case of the performance of Cage’s
as-yet-unnamed silent composition in 1952, the
silencing of the virtuoso David Tudor for an un-
anticipated duration within the formal constraints

of the musical performance made these constraints
appear in themselves, exposing the being-in-the-
script of Tudor, Cage, and the audience, and
opening “the sphere of ethos”—the preconditions
for the undoing of repressive scripts.??

An unexpected-unexpected does not strike
twice, however. Tudor’s performance, 4°33", has
become synonymous with Cage’s silent composi-
tion; indeed, the two are nearly indistinguishable.
In these reperformances of 4’33”, the insertion of
the “unexpected” into an eminently anticipated
format serves not to make apparent or resist, but
rather to reinforce those forms of elitism and
hierarchies of access already extant within the
protocol of musical performance.?® For Yvonne
Rainer, the silence of 4'33” merely allows the
prevailing order to continue as usual; here per-
formative silence operates as the presentation but
also re-enforcement of patriarchal order. Follow-
ing Julia Kristeva, Rainer states that the gagging
of the signifying subject causes “modifications
of discourse [to] become untenable.”2* While
initially Tudor’s silence might have been itself a
“modification” ironically allowed by the absence
of directed sound, the reperformances create a
system of well-framed unexpectedness, or, in other
words: pre-scripted faux-chaos, which basks in
the conditions in which it is embedded.

Not only does the silencing-of-voices-as-
composition follow the hierarchical logic of
classical performance, but the very fact that these
performances invariably present themselves as in-
terventions forecloses on more rigorous “modifica-
tions of discourse.” As a room becomes saturated
in floating signifiers, controlled by an overarching
rule of silence, it begins to resemble a repressive
social arena whereby signifiers without anchor
may inherently follow dominant logics of power.2®
Moreover, while the hierarchies between perform-
ers and audience members may be nodded to,
the event itself demonstrates centralized auratic
power (even on YouTube) through the spectacu-
lar framing of the event.?® For us, the ongoing
reperformances of Tudor’s 4'33” as “radical”
practice serve as an exemplary model of what we
are referring to as scripted misperformance, or the
inclusion of disruptive or entropic attributes into a
normative, regulatory script.

Scripted Misperformance: Netflix

[Chaos Monkey] comes from the idea of unleashing a
wild monkey with a weapon in your data center (or
cloud region) to randomly shoot down instances and
chew through cables—all the while we continue serov-
ing our customers without interruption.

—Yury Izrailevsky and Ariel Tseitlin (Netflix)

For Netflix—which stores its data on Amazon
Web Services, the world’s biggest cloud storage
provider, or the “Walmart of the Web”?’—the
expectation of the unexpected, or the deployment
of chance operations, might not operate in relation
to a Cagean strategy of egolessness or death of the
author?® (unless, of course, if one considers the
transfer of labour from subject to algorithm as an
authorial disappearance). Here, randomness-as-
intervention finds a different function from that of
stimulating creativity outside of centralized pro-
duction: it is instrumentalized precisely to ensure

the continuation of the very structures it threatens.

Moreover, this logic of requiring internal disrup-
tion might not require humans to perform chaos or
silence after all, at least when the goal is resilience.
In July 2012, Netflix open sourced?® its “Chaos
Monkey 30 software designed “to randomly kill
instances and services.”' This Chaos Monkey
is a virtual entity that traverses Netflix’s expan-
sive cloud networks with the purpose of silenc-
ing random virtual servers on a daily basis. By
performing this seemingly contradictory function,
Chaos Monkey tests the flexibility and endur-
ance of Netflix and suggests ways for its engineers
to ensure Netflix’s ultimate stability. As Netflix
engineer Cory Bennett and executive Ariel
Tseitlin describe, “the best defense against major
unexpected failures is to fail often. By frequently
causing failures, we force our services to be built
in a way that is more resilient.”32 The “failures”
that Netflix has in mind are not necessarily minor
bruises and scrapes, either; Chaos Monkey is one
part of the broader “Simian Army” framework
that also includes entities such as “Chaos Gorilla,”
which “simulates an outage of an entire Amazon
availability zone.”32® We do wonder what social,
environmental, or economic disruption Chaos
Gorilla might quietly predict, what unimaginable

horror Netflix’s servers must withstand in order
for those with computer access to continue watch-
ing House of Cards.3* Regardless of the nature of
Netflix’s imagined apocalypse, it has designed a
protocol that internalizes its own destruction in
order to avoid that destruction.®

The algorithms of Chaos Monkey purge
continuously and without discrimination; for
it to function properly, risk must be distributed
equally among stored data. Here randomness (or
for Cage and his contemporaries, “chance opera-
tions”) presents a scenario without the mess of
human subjectivity. But in the physical workplace,
those employees who have designed the intercon-
nections between newly destroyed data, which
fail to provide resilient options, could find their
jobs at risk. Perhaps, unlike its popular image in
the blogosphere, Chaos Monkey is not a clev-
erly removed, non-human process, but rather
an employee roster-cleansing, embedded in a
scenario of imminent disaster. This raises a broad
question for the notion of productivity and labour
conditions in general: Are “good” employees
those who work efficiently in states of constant
collapse? More generally, this example speaks to
the logic of productivity within neoliberal capital-
ism: crisis and instability are not only internalized,
but pre-enacted. We see this as an algorithmically
enhanced model of creative destruction:3® the
establishment of greater vulnerabilities (to be capi-
talized upon) progresses alongside ever-evolving
needs for new models of security.

But Netflix is perhaps better known for its
scripts not premised on non-human actions, such
as its “recommendations” algorithm,%” or for
scripting new shows based off of viewers’ statis-
tics.®8 Here our use of “script” finds an additional
connotation: the matching of personal and fictional
narratives with social-algorithmic patterns in the
production of media content itself. In these recom-
mendations algorithms (reminiscent of personaliza-
tion within Facebook’s newsfeed, or the so-called
“filter bubble”3?), the denial of access to confusion
presents itself as a colonization of the imagina-
tion through discrete and visible limits. Here the
operational concept “Netflix” works hand in hand
with a delimitation of the possible by the “Simian
Army” protocol to produce a resilient subject.



Resilience

In the penultimate section of his 2007 book
Brave New War, titled “Rethinking Security,”
military theorist John Robb pins the survival of
the “global system”—distributed control soci-
ety—on its ability to “dynamically mitigate and
dampen system shocks” via a system of “Dynamic
Decentralized Resilience.”#? Robb advises that
security apparatuses decentralize and focus on
“ecosystems” and “sustainability,” focusing not
on an overarching security superstructure but
rather on local, transparent, open-source sys-
tems.* By focusing on openness, transparency,
and local concerns, security apparatuses increas-
ingly become naturalized within the everyday
existence of the locality they protect. Indeed,
Robb writes, by “building resilience into the fabric
of our daily life, our response to these threats will
organically emerge in what seems like an effort-
less way.”42 Here the hope is to sustain the “global
system” through the production, via consensus, of
a resilient citizenry that will maintain the system
through any unexpected event.

In a short commentary titled “Resisting Re-
silience,” published in Radical Philosophy (April
2013), Mark Neocleous also writes of a general
transition from security to resilience. He briefly
traces the impact of this term on the concept of
security, noting, for example, that 7/e National
Securiry Strategy of the United States of America
(2002), published following 9/11, only mentions
“resilience” once, whereas the National Strategy
Jfor Homeland Security (2007) is “obsessed with the
idea of resilience.”*® Regarding the latter docu-
ment, Neocleous notes the connection between
resilience of structural concerns and interper-
sonal, individual, and “community” application:
resilience is planned not only for “the system as
a whole” but also for “the American spirit,” with
the aim to “disrupt the enemy’s plans and dimin-
ish the impact of future disasters through measures
that enhance the resilience of our economy and
critical infrastructure before an incident occurs.”#4
Moreover, documents such as the UK’s Nazzonal
Security Strategy (2008) emphasize “human and
social resilience” and “community resilience.”4®
Regarding the implications of the personalizing
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of resilience in relation to broader socioeconomic
structures, Neocleous is worth quoting at length:
Good subjects will “survive and thrive in any situa-
tion,” they will ‘achieve balance” across the several
insecure and part-time jobs they have, “overcome
life’s hurdles” such as facing retirement without
a pension to speak of, and just “bounce back” from
whatever life throws, whether it be cuts to benefits,
wage freezes or global economic meltdown. Neoliberal
citigenship is nothing if not a training in resilience as
the new technology of the self- a training to withstand
whatever crisis capital undergoes and whatever
political measures the state carries out to save it.*®
Resilience, then, becomes the protocol of neo-
liberal citizenship, a means for capital to maintain
hegemonic control across political, environmental,
economic, and personal crises. In the manner of a
crowd-sourced biopower,* resilience applies not
only to software, as has been discussed in regards
to Chaos Monkey or Simian Army, but also to the
self. Resilience justifies and makes immanent—
even benign—a securitization of the self. The
resilient citizen not only internalizes the security
apparatus, but views it as desirable, welcoming
chaos and precarity into his or her life as necessary
and inevitable. In other words, the danger of re-
silience is not merely a making-sustainable of the
status quo, but an often unspoken internal process
of pre-enacted self-destruction toward prepared-
ness, a sort of Simian Army—within.

Misperforming Scripts

Resilient citizenship “demands that we ac-
commodate ourselves to capital and the state,
and the secure future of both, rather than resist
them.”%® Understood as a securitization of the
self, resilience is thus predicated on consensus, the
tacit agreement among a public that the rules of
participation in that public should be regularized
and reproduced toward a general freedom for that
public.#® This Habermasian view of consensus has
been problematized as “outmoded and suspect”
since the early ’8os, if not earlier, by Lyotard
(whose focus on dissensus has recently and
famously been picked up by Jacques Rancieére).50
In “Co-autonomous Ethics and the Production of

Misunderstanding,” Patricia Reed, drawing on the
work of Ranciére and of Simon Critchley, locates
art’s political efficacy in its ability to confound
consensus. Reed celebrates a “relational experi-
ence of other sensorial orders as an agency of
perception”—a recognition on the audience’s part
of their position within a regime of the sensible
that this feeling is other than. In this way, art
might work to unravel the “naturalized chain of
understanding that buttresses consensual regimes
of perceptibility” by producing a situation in
which it may be recognized as such.5! For us, what
Reed terms “the production of misunderstand-
ing” arises from misperforming scripts, or executing
regulatory codes in ways that gag the operational
concepts they support.

Laurel Ptak’s Wages for Facebook (2013)
serves as one example. A reworking of 1970s
Marxist-feminist discourse toward highlighting
the invisible, reproductive labour performed by
Facebook’s one billion users worldwide, Wages
could be seen as a redeclaration of social media
in economic terms, whereby the social network
explicitly becomes voluntary affective work. Even
within the mere phrase “Wages for Facebook,”
an operational concept is baffled into showing its
constituent parts: the reproductive labour respon-
sible for the constant remaking of societal image
and structure as maintained centrally and decen-
trally through hierarchical means. Like Wages for
Housewor# (or some declarations of it, particularly
that of Silvia Federici®?), Wages makes a demand
that is simultaneously tangible (everyone under-
stands the concept of “wage”) and unmeetable,
due to the expansiveness of the exploitative system
being addressed. Further, Wages floats as a series
of events and ideas, without requiring the desire to
embed itself into the logic encapsulated in misper-
formance. There is no Facebook group or page for
Wages for Facebook, through which it would acquire
scripted value for itself and Facebook. Galloway
has stated, “Protocol is a circuit, not a sentence.”%3
Wages presents itself more as a series of sentences,
with the hopes and patience for a different logic of
circuit from a less-encapsulated position.

In settings where participation is thoroughly
encouraged within distributed networks, the
edges of productive activity are increasingly
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blurred; here the misperformance within Wages
also demonstrates the consensually accepted para-
dox of wages and conceptions of productivity. In
the 1970s, the call to wage housework (and care-
giving itself) already questioned whether there
was any definable perimeter to “productive” work.
Similarly, to wage Facebook could imply a broad
questioning of labour in general: it might demand
wages for all “prosumerist” (simultaneously “pro-
ductive” and consumerist)®* activities: vacation-
ing, going to the cinema, tweeting (workers would
be paid per word, we assume), using ATMs, etc.
Here, once misperformance forgets (or, gags) the
repressive script and exposes its contradictions, it
could expand outward as a sort of “pure means,”
setting the scene for the possibility of life without
dependence on the sheen of operational concepts.
Rather than being deployed as an intervention,
misperformance can call into confusion the script
itself and suspend its tendency to appropriate “the
troublemakers.”

Other misperformances (briefly described here
as thought experiments) could involve the positing
of regulatory scripts in inappropriate registers,
such as Danh Vo’s naming project, Vo Vosasco
Rasmussen (2002—), where the artist marries and
divorces people in order to add their names to his
own; Cassie Thornton’s Richard Serra Debt Tour
(2012), during which the artist gained sanctioned
tour guide status at the San Francisco Museum of
Modern Art and delivered tours describing Serra’s
drawings as phenomenological infographics and
charts of debt; or Monte Masi’s Residency on My
Bactk (2013), which employed the standard script
of the global arts residency circuit to ludicrous
ends.?® These undertakings do not utilize a uni-
form methodology, nor do they produce identical
effects. If there is a through line between these
projects, it may be their focus on the support, on
the carrying or carrying on (literally, in the case
of Masi) through an irreconcilable reframing of
structures. In other words, the script is replaced
with a separate, contradictory narrative or set of
demands.

More broadly, and outside of the particu-
lar scripts of art,?® one could also think of mass
mobilizations that carry seemingly impossible
criteria or operate without central goals: these



are formations that range from the opening stages
of the Occupy movement, to Los Indignados in
Spain, to long-standing networks of queer inten-
tional communities in rural areas of the southern
and central United States. Each particular misper-
formance of neoliberal scripts yields the possibil-
ity of new forms of being-together in contrast to
protocological norms and formerly naturalized
chains of understanding.

The lack of common identifying features
within these examples of misperformance may be
more of a strength than a weakness. Writing thirty
years ago, Lyotard stressed that “dissension...
must be emphasized” over consensus-based forms
of legitimation.5” As the support of resilience,
consensus carries within it the kernel of terror, of
“dehumanizing [humanity] in order to rehuman-
ize it at a different level of normative capacity” in
order to maintain the efficiency of the system.58
The dissension Lyotard writes of, though, may
not necessarily have to do with the act of dis-
sent, nor with the making of dissenting objects or
images, but rather with a method of legitimation
that emphasizes reasoning based on similarities
that imply neither sameness in kind nor in func-
tion. This method of legitimation, which Lyotard
terms “legitimation by paralogy,” would only be
possible in a situation where all actors are aware of
the language game—what we have been refer-
ring to as “script” and what Agamben refers to as
“the being-in-language of human beings”—they
are participating in and all of the possible moves
it affords them.5° If, as Agamben suggests, we are
inextricable from our language, and if, as we have
been suggesting, this language has been contami-
nated by invasive, regulatory scripts that serve to
depreciate human agency, we must do everything
in our power to see ourselves in language in order to
determine whose language we are in. Doing so will
not be a process of establishing newly normative
scripts, arrangements of like-things aimed toward
like-goals. The implication of Apple’s use of “the
crazy” at the beginning of this text is such that
there is a vast, opportunistic divide between those
who can be appropriated and those who cannot.
‘We should have the patience to be organized
enough to be rigorously irreconcilable together.
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Is Living in the Other: Hegel’s Early
Love, dOCUMENTA (13) notebook no.
066 (Ostfildern: Hatje Cantz, 2011);
Michael Hardt, The Procedures of Love,
dOCUMENTA (13) notebook no. 068
(Ostfildern: Hatje Cantz, 2012); Graham
Harman, The Third Table, JOCUMENTA
(13) notebook no. 085 (Ostfildern: Hatje
Cantz, 2012).

19. Christoph Menke, Aesthetics of
Equality, JOCUMENTA (13) notebook
no. 010 (Ostfildern: Hatje Cantz, 2011);
G. M. Tamas, Innocent Power, dOCU-
MENTA (13) notebook no. 013 (Ostfil-
dern: Hatje Cantz, 2011); Etel Adnan,
The Cost of Love We Are Not Willing to
Pay, dOCUMENTA (13) notebook no.
006 (Ostfildern: Hatje Cantz, 2011);
Franco “Bifo” Berardi, Ironic Ethics,
dOCUMENTA (13) notebook no. 027
(Ostfildern: Hatje Cantz, 2011); Eduardo
Viveiros de Castro, Radical Dualism:

A Meta-fantasy on the Square Root of
Dual Organization, or a Savage Hom-
age to Lévi-Strauss, JOCUMENTA (13)
notebook no. 056 (Ostfildern: Hatje
Cantz, 2012).

20. Furio Jesi, The Suspension of
Historical Time, dOCUMENTA (13) note-
book no. 069, (Ostfildern: Hatje Cantz,
2012); Cornelius Castoriadis, untitled,
dOCUMENTA (13) notebook no. 021
(Ostfildern: Hatje Cantz, 2011).

21. Ayreen Anastas and Rene Gabri,
Ecce occupy: Fragments from conversa-
tions between free persons and captive
persons concerning the crisis of every-
thing everywhere, the need for great fic-
tions without proper names, the premise
of the commons, the exploitation of our
everyday communism..., dOCUMENTA
(13) notebook no. 089 (Ostfildern: Hatje
Cantz, 2012).

22. Mario Bellatin, The Hundred Thou-
sand Books of Bellatin, dOCUMENTA
(13) notebook no. 018 (Ostfildern: Hatje
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Were All Communists), dOCUMENTA
(13) notebook no. 070 (Ostfildern: Hatje
Cantz, 2012).

Page 77-83

Zarouhie Abdalian with Aaron Harbour
and Jackie Im
Having Been Held Under the Sway

1. Jens Hoffmann and Adriano Pedrosa,
eds., The Companion to the 12th Istanbul
Biennial (Istanbul: Istanbul Foundation
for Culture and Arts and Yapi Kredi,
2011), 86-87.

2. Jodi Dean, The Communist Horizon
(New York: Verso, 2012), 121.

3. Jasper Bernes, “Square the Circle:
The Logic of Occupy,” New Inquiry
Magazine, September 17, 2012,
http://fillip.ca/vald.
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Lene Berg with Jacob Wren
Contradictions and Paradoxes

1. Gentlemen & Arseholes examines the
ClA’s covert support for certain artists
and organizations during the ’50s and
’60s. It focuses on the literary magazine
Encounter, funded entirely by the CIA
front organization the Congress for
Cultural Freedom. Taking the form

of an exact reprint of the first issue
(1953), Berg has underlined relevant

or ironic-in-hindsight passages and
inserted photocopied articles, photos,
etc., about the Congress’s work and the
ensuing scandal that took place when,
in the late ’60s, the CIA’s involvement
was finally exposed. A related video,
entitled The Man in the Background,
tells the story of the Congress for Cul-
tural Freedom’s founder and head, the
cultural impresario and agent Michael
Josselson, and features excerpts from
an interview with his widow, Diana
Josselson.

2. Jacob Wren, “Glad the CIA Is Im-
moral,” C Magazine, Autumn 2008.

3. Stalin by Picasso or Portrait of Woman
with Moustache is a project that circles
around a 1953 charcoal drawing
Picasso made of Stalin on the occasion
of Stalin’s death in 1953. At the time,
the drawing was condemned by the
Communist party for not portraying

Stalin heroically, and the original has
since vanished. The project consists of
three parts: a film and a book that tell
the story of the original drawing using a
series of collages and three banners for
the facade of a building. The banners
feature a photograph of Picasso, a pho-
tograph of Stalin, and, in the middle,
Lene Berg holding the aforementioned
portrait in front of her face. These
banners were extremely controversial
and have twice been removed against
the artist’s wishes, first from Folke-
teaterbygningen (the People’s Theatre
building) in Oslo and later from Cooper
Union in New York.

4. The Weimar Conspiracy is a film
examining locations in the German city
of Weimar. It shows historical sites—for
example, a statue of Friedrich Schiller
or the home of Johann Wolfgang von
Goethe—and asks what these monu-
ments and places really tell us about
these figures and how such knowledge
interfaces with the realities of cultural
tourism.

5. The Drowned One is a film about
paradoxes in our understanding of pho-
tography and some of the misunder-
standings created through our belief in
the truthful reproduction of reality.

6. Dirty Young Loose is a short film
portraying an ambiguous scenario.

In a hotel room late at night, a young
man is carried away unconscious on a
stretcher. A woman and a man remain
in the room, where all three of them
obviously spent some time together
and a hidden camera had ominously re-
corded everything. One after the other,
all involved are questioned separately
by two unseen interrogators watch-

ing the images from their hotel-room
interactions.
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Further lllustrations

1. Emily Shur, Mark Zuckerberg, 2014.
C-print.

2. Jerry Seinfeld, 1995. Seinfeld was
featured prominently in a thirty-second
version of Apple’s “Think Different”
commercial aired during the 1995
season finale of Seinfeld.

3. Steve Jobs, 1984.

4. John Cage, 1983. Photo by Betty
Freeman. Courtesy of the John Cage
Trust.

5. Maverick Concert Hall, Woodstock,
New York. Photo by Dion Ogust.

6. Second national conference of
Canadian Artists’ Representation/Le
Front des artistes canadiens (CARFAC),
December 1973. Left to right: Kim
Ondaatje (National Executive Trea-
surer), Jack Chambers (President), and
Tony Urquhart (Secretary).

7. Sandra Semchuk, Self-Portrait,
April 9, 1977, 1977.

8. Installation view of David Rabinow-
itch, The Wide Field Piece, 1967 in the
exhibition Heart of London, National
Gallery of Canada, Ottawa, 1969.

9. 20 Cents Magazine, November 1969.

10. documenta 1, 1955. Curated by
Arnold Bode. Work shown includes that
of Toni Stadler, Marino Marini, Auguste
Herbin, Fritz Glarner, and Frantisek
Kupka. Courtesy of Archiv Stadt Kassel.

11. Judith Butler, 2011.

12. Lene Berg holding a 1953 portrait of
Joseph Stalin by Pablo Picasso. In 2008,
this photograph was hung on the facade
of Cooper Union, New York, as part of
the exhibition Stalin by Picasso, or Por-
trait of Woman with Moustache. It was
later removed due to public pressure.
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13. Giovanni Pietro Rizzoli (Giampi-
etrino), Last Supper, ca. 1520, after
Leonardo da Vinci. Oil on canvas.
4.6 x 8.8 m.

14. Judy Chicago, Emily Dickinson
Place Setting, 1974-79. Porcelain with
overglaze enamel. Gift of the Eliza-
beth A. Sackler Foundation. Courtesy
of the Brooklyn Museum.

15. Lene Berg, Gentlemen & Arseholes
(Berlin: The Green Box, 2006). Modi-
fied reprint of the first issue of the
cultural journal Encounter, 1953.

16. Sara Rara at a Sumi Ink Club ses-

sion in the backyard of Eugene Choo,
Vancouver, August 18, 2012. Photo by
Jeff Khonsary.
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