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Byron Peters and Jacob Wick

Scripting Misperformance, 
Misperforming Scripts

+HUHśV�WR�WKH�FUD]\�RQHV��7KH�PLVƩWV��7KH�UHEHOV�� 
7KH�WURXEOHPDNHUV��7KH�URXQG�SHJV�LQ�VTXDUH�KROHV��
7KH�RQHV�ZKR�VHH�WKLQJV�GLƨHUHQWO\��7KH\śUH�QRW�IRQG�
RI�UXOHV��$QG�WKH\�KDYH�QR�UHVSHFW�IRU�WKH�VWDWXV�TXR��
<RX�FDQ�TXRWH�WKHP��GLVDJUHH�ZLWK�WKHP��JORULI\�RU�
YLOLI\�WKHP��$ERXW�WKH�RQO\�WKLQJ�\RX�FDQśW�GR�LV�LJ-

QRUH�WKHP��%HFDXVH�WKH\�FKDQJH�WKLQJV��7KH\�LQYHQW��
7KH\�LPDJLQH��7KH\�KHDO��7KH\�H[SORUH��7KH\�FUHDWH��
7KH\�LQVSLUH��7KH\�SXVK�WKH�KXPDQ�UDFH�IRUZDUG��
0D\EH�WKH\�KDYH�WR�EH�FUD]\��:KLOH�VRPH�VHH�WKHP�DV�
WKH�FUD]\�RQHV��ZH�VHH�JHQLXV��%HFDXVH�WKH�SHRSOH�ZKR�
DUH�FUD]\�HQRXJK�WR�WKLQN�WKH\�FDQ�FKDQJH�WKH�ZRUOG��
DUH�WKH�RQHV�ZKR�GR��������� ř$SSOH�,QF���ʔʜʜʚ�1

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-François 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.”2 The trend of harnessing the renegade 
spirit toward a space for creativity and controlled 
subversion runs deep in cultures of innovation and 
entrepreneurship.3 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 
RI�QHXWUDOL]LQJ�WKH�HƨHFW�RQ�WKH�LQGLYLGXDO�RI�D�
repressive apparatus.4 More recently, sanctioned 
mass actions serve as a counterbalance to decen-
tralized power in disciplinary societies. In “Post-
VFULSW�RQ�WKH�6RFLHWLHV�RI�&RQWUROŞ��ʔʜʜʕ���*LOOHV�
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.”5�+HUH�HYHQ�XQLRQV��ŝWKH�UHEHOVŞ��EHFRPH�
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.”6 We see this shift from “mobilization” to 
“motivation” as a progressive reduction of the un-
H[SHFWHG�E\�ƩUVW�FHQWUDOL]HG��WKHQ�GHFHQWUDOL]HG��
now distributed apparatuses.7 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 
WKRURXJKO\�JDPLƩHG8 sense of possibility whereby 
the production of possibility itself is co-produced 
between sanctioned virtual and material spaces.

More broadly, Sven Lütticken has written of 
WKH�UDSLG�VROLGLƩFDWLRQ��IURP�WKH�PLG�WZHQWLHWK�
century onwards, of abstract thought into “opera-
tional concepts,”9 concrete units of exchange that 
gain currency through the programmatic repro-
GXFWLRQ�RI�ŝFRPPRGLƩHG�SVHXGR�V\PEROV�Ş10 Un-
tethered from objecthood, the operational concept 
LV�DOORZHG�WR�ƪRDW�IUHHO\�DV�ŝWKH�SUDFWLFDOO\�LQGLI-
ferent bearers of transcendental corporate ideas.”11 
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 Lütticken argues—certain forms 
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of art, these units operate much like a graphic 
interface of a computer program (as in brand-
LQJ��DUFKLWHFWXUDO�HPEHOOLVKPHQW��HWF����VHUYLQJ�WR�
obfuscate the machinations of the program itself, 
including any data “input” by the programmer or 
“interactive” user.

Lütticken’s theorization of the operational 
FRQFHSW�FRPSOHPHQWV�$OH[DQGHU�*DOORZD\śV�
description of “protocol.” The operational concept 
is an abstract set of instructions (be they technical, 
FUHDWLYH��RU�ERWK��WKDW�FDUU\�UHDO�YDOXH�DFURVV�WKH�
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.12�)RU�*DOORZD\��SURWRFRO�LV�ŝV\QRQ\-
mous with possibility”;13 for Lütticken, the opera-
tional concept is “our horizon.”14 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 
FRPSXWHU��ZKLFK�UHJXODWH�D�ƩHOG�RI�SRVVLEOH�DFWLRQ��
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 
V\VWHPVřEH�WKH\�ƩQDQFLDO�PDUNHWV�RU�FORXG�
platforms—chance 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.

$�&HUWDLQ�:HOO�IUDPHG�ŝ7DFHWŞ

Chance-based operations appear as a compo-
sitional strategy in the Western art canon roughly 
coterminous with the advent of control society, 
ZKLFK�'HOHX]H�DQG�*DOORZD\�SODFH�DURXQG�WKH�
end of World War II.15 Principal in this canon is 
WKH�ƩJXUH�RI�-RKQ�&DJH��ZKR�XWLOL]HG�D�YDULHW\�RI�
chance operations, most often the ,�&KLQJ, in scor-
ing his compositions. Chance-based operations—
utilizing the ,�&KLQJ, phone numbers, star atlases, 
etc.—have appeared in innumerous performance 
works since the advent of serial compositional 
techniques in the early twentieth century.16 In 
these “scripted misperformances,” a composi-
tional strategy located outside of the person of the 
composer/artist source is brought in to disrupt or 
LQWHUYHQH�LQ�WKH�FRQYHQWLRQDO�RUGHULQJ�RI�D�VSHFLƩF�
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 
ƩUVW�E\�YLUWXRVR�SLDQLVW�'DYLG�7XGRU�LQ�ʔʜʘʕ��WKH�
performer is asked to WDFHW� or be silent, for three 
VHSDUDWH�PRYHPHQWV��KRZ�WR�GLƨHUHQWLDWH�WKH�
three movements is not discussed.17 Importantly, 
the score dictates that “the title of this work is the 
total length in minutes and seconds of its perfor-
mance.”18 The composition is thus based in the 
body of the performer and not 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-
SRVLWLRQ��KH�VDW�IRU�WKUHH�SHULRGV�RI�ʖʖŎ��ʕvʗʓŎ��
DQG�ʔvʕʓŎ��IRU�D�WRWDO�RI�ʗvʖʖŎ��:LWK�WKH�SLDQLVW�
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6FULSWHG�0LVSHUIRUPDQFH��1HWƪL[

>&KDRV�0RQNH\@�FRPHV�IURP�WKH�LGHD�RI�XQOHDVKLQJ�D�
ZLOG�PRQNH\�ZLWK�D�ZHDSRQ�LQ�\RXU�GDWD�FHQWHU��RU�
FORXG�UHJLRQ��WR�UDQGRPO\�VKRRW�GRZQ�LQVWDQFHV�DQG�
FKHZ�WKURXJK�FDEOHVřDOO�WKH�ZKLOH�ZH�FRQWLQXH�VHUY-

LQJ�RXU�FXVWRPHUV�ZLWKRXW�LQWHUUXSWLRQ�
ř<XU\�,]UDLOHYVN\�DQG�$ULHO�7VHLWOLQ��1HWƪL[�

)RU�1HWƪL[řZKLFK�VWRUHV�LWV�GDWD�RQ�$PD]RQ�
Web Services, the world’s biggest cloud storage 
provider, or the “Walmart of the Web”27—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 
author28 (unless, of course, if one considers the 
transfer of labour from subject to algorithm as an 
DXWKRULDO�GLVDSSHDUDQFH���+HUH��UDQGRPQHVV�DV�
LQWHUYHQWLRQ�ƩQGV�D�GLƨHUHQW�IXQFWLRQ�IURP�WKDW�RI�
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. 

,Q�-XO\�ʕʓʔʕ��1HWƪL[�RSHQ�VRXUFHG29 its “Chaos 
Monkey”30 software designed “to randomly kill 
instances and services.”31 This Chaos Monkey 
LV�D�YLUWXDO�HQWLW\�WKDW�WUDYHUVHV�1HWƪL[śV�H[SDQ-
sive cloud networks with the purpose of silenc-
ing random virtual servers on a daily basis. By 
performing this seemingly contradictory function, 
&KDRV�0RQNH\�WHVWV�WKH�ƪH[LELOLW\�DQG�HQGXU-
DQFH�RI�1HWƪL[�DQG�VXJJHVWV�ZD\V�IRU�LWV�HQJLQHHUV�
WR�HQVXUH�1HWƪL[śV�XOWLPDWH�VWDELOLW\��$V�1HWƪL[�
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” 
WKDW�1HWƪL[�KDV�LQ�PLQG�DUH�QRW�QHFHVVDULO\�PLQRU�
bruises and scrapes, either; Chaos Monkey is one 
part of the broader “Simian Army” framework 
WKDW�DOVR�LQFOXGHV�HQWLWLHV�VXFK�DV�ŝ&KDRV�*RULOOD�Ş�
which “simulates an outage of an entire Amazon 
availability zone.”33 We do wonder what social, 
environmental, or economic disruption Chaos 
*RULOOD�PLJKW�TXLHWO\�SUHGLFW��ZKDW�XQLPDJLQDEOH�

KRUURU�1HWƪL[śV�VHUYHUV�PXVW�ZLWKVWDQG�LQ�RUGHU�
for those with computer access to continue watch-
ing +RXVH�RI�&DUGV.34 Regardless of the nature of 
1HWƪL[śV�LPDJLQHG�DSRFDO\SVH��LW�KDV�GHVLJQHG�D�
protocol that internalizes its own destruction in 
order to avoid that destruction.35

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-
WLRQVŞ��SUHVHQWV�D�VFHQDULR�ZLWKRXW�WKH�PHVV�RI�
human subjectivity. But in the physical workplace, 
those employees who have designed the intercon-
nections between newly destroyed data, which 
IDLO�WR�SURYLGH�UHVLOLHQW�RSWLRQV��FRXOG�ƩQG�WKHLU�
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 
WKRVH�ZKR�ZRUN�HƫFLHQWO\�LQ�VWDWHV�RI�FRQVWDQW�
collapse? More generally, this example speaks to 
the logic of productivity within neoliberal capital-
ism: crisis and instability are not only internalized, 
but SUH�HQDFWHG. We see this as an algorithmically 
enhanced model of creative destruction:36 the 
establishment of greater vulnerabilities (to be capi-
WDOL]HG�XSRQ��SURJUHVVHV�DORQJVLGH�HYHU�HYROYLQJ�
needs for new models of security.

%XW�1HWƪL[�LV�SHUKDSV�EHWWHU�NQRZQ�IRU�LWV�
scripts not premised on non-human actions, such 
as its “recommendations” algorithm,37 or for 
VFULSWLQJ�QHZ�VKRZV�EDVHG�Rƨ�RI�YLHZHUVś�VWDWLV-
tics.38�+HUH�RXU�XVH�RI�ŝVFULSWŞ�ƩQGV�DQ�DGGLWLRQDO�
FRQQRWDWLRQ��WKH�PDWFKLQJ�RI�SHUVRQDO�DQG�ƩFWLRQDO�
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 
ŝƩOWHU�EXEEOHŞ39���WKH�GHQLDO�RI�DFFHVV�WR�FRQIXVLRQ�
presents itself as a colonization of the imagina-
tion through discrete and visible limits. Here the 
RSHUDWLRQDO�FRQFHSW�ŝ1HWƪL[Ş�ZRUNV�KDQG�LQ�KDQG�
with a delimitation of the possible by the “Simian 
Army” protocol to produce a resilient subject.

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. 

7KH�HƨHFW�RI�WKH�RULJLQDO�SHUIRUPDQFH�EHDUV�
VWULNLQJ�VLPLODULW\�WR�ZKDW�*LRUJLR�$JDPEHQ�
refers to as “a gag in the proper meaning of the 
WHUP��LQGLFDWLQJ�ƩUVW�RI�DOO�VRPHWKLQJ�WKDW�FRXOG�
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.”19 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.”20 Following ancient Roman phi-
losopher Marcus Terentius Varro, Agamben posits 
that action consists not only of acting (DJHUH��DQG�
making (IDFHUH���EXW�DOVR�RI�FDUU\LQJ�RU�FDUU\LQJ�
on (JHUHUH�. 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.”21 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 
DV�\HW�XQQDPHG�VLOHQW�FRPSRVLWLRQ�LQ�ʔʜʘʕ��WKH�
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.22

An unexpected-unexpected does not strike 
twice, however. Tudor’s performance, ʗvʖʖŎ��KDV�
become synonymous with Cage’s silent composi-
tion; indeed, the two are nearly indistinguishable. 
In these reperformances of ʗvʖʖŎ��WKH�LQVHUWLRQ�RI�
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.23 For Yvonne 
Rainer, the silence of ʗvʖʖŎ�PHUHO\�DOORZV�WKH�
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 
RI�WKH�VLJQLI\LQJ�VXEMHFW�FDXVHV�ŝPRGLƩFDWLRQV�
of discourse [to] become untenable.”24 While 
initially Tudor’s silence might have been itself a 
ŝPRGLƩFDWLRQŞ�LURQLFDOO\�DOORZHG�E\�WKH�DEVHQFH�
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-
WHUYHQWLRQV�IRUHFORVHV�RQ�PRUH�ULJRURXV�ŝPRGLƩFD-
tions of discourse.” As a room becomes saturated 
LQ�ƪRDWLQJ�VLJQLƩHUV��FRQWUROOHG�E\�DQ�RYHUDUFKLQJ�
rule of silence, it begins to resemble a repressive 
VRFLDO�DUHQD�ZKHUHE\�VLJQLƩHUV�ZLWKRXW�DQFKRU�
may inherently follow dominant logics of power.25 
Moreover, while the hierarchies between perform-
ers and audience members may be nodded to, 
the event itself demonstrates centralized auratic 
SRZHU��HYHQ�RQ�<RX7XEH��WKURXJK�WKH�VSHFWDFX-
lar framing of the event.26 For us, the ongoing 
reperformances of Tudor’s ʗvʖʖŎ�DV�ŝUDGLFDOŞ�
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.
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5HVLOLHQFH

,Q�WKH�SHQXOWLPDWH�VHFWLRQ�RI�KLV�ʕʓʓʚ�ERRN�
%UDYH�1HZ�:DU, 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.”40 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.41 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 
RUJDQLFDOO\�HPHUJH�LQ�ZKDW�VHHPV�OLNH�DQ�HƨRUW-
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 5DGLFDO�3KLORVRSK\ (April 
ʕʓʔʖ���0DUN�1HRFOHRXV�DOVR�ZULWHV�RI�D�JHQHUDO�
WUDQVLWLRQ�IURP�VHFXULW\�WR�UHVLOLHQFH��+H�EULHƪ\�
traces the impact of this term on the concept of 
security, noting, for example, that 7KH�1DWLRQDO�
6HFXULW\�6WUDWHJ\�RI�WKH�8QLWHG�6WDWHV�RI�$PHULFD�
�ʕʓʓʕ���SXEOLVKHG�IROORZLQJ�ʜ�ʔʔ��RQO\�PHQWLRQV�
“resilience” once, whereas the 1DWLRQDO�6WUDWHJ\�
IRU�+RPHODQG�6HFXULW\��ʕʓʓʚ��LV�ŝREVHVVHG�ZLWK�WKH�
idea of resilience.”43 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.”44 
Moreover, documents such as the UK’s 1DWLRQDO�
6HFXULW\�6WUDWHJ\��ʕʓʓʛ��HPSKDVL]H�ŝKXPDQ�DQG�
social resilience” and “community resilience.”45 
Regarding the implications of the personalizing 

of resilience in relation to broader socioeconomic 
structures, Neocleous is worth quoting at length: 
*RRG�VXEMHFWV�ZLOO�ŝVXUYLYH�DQG�WKULYH�LQ�DQ\�VLWXD-

WLRQ�Ş�WKH\�ZLOO�ŝDFKLHYH�EDODQFHŞ�DFURVV�WKH�VHYHUDO�
LQVHFXUH�DQG�SDUW�WLPH�MREV�WKH\�KDYH��ŝRYHUFRPH�
OLIHśV�KXUGOHVŞ�VXFK�DV�IDFLQJ�UHWLUHPHQW�ZLWKRXW�
D�SHQVLRQ�WR�VSHDN�RI��DQG�MXVW�ŝERXQFH�EDFNŞ�IURP�
ZKDWHYHU�OLIH�WKURZV��ZKHWKHU�LW�EH�FXWV�WR�EHQHƩWV��
ZDJH�IUHH]HV�RU�JOREDO�HFRQRPLF�PHOWGRZQ��1HROLEHUDO�
FLWL]HQVKLS�LV�QRWKLQJ�LI�QRW�D�WUDLQLQJ�LQ�UHVLOLHQFH�DV�
WKH�QHZ�WHFKQRORJ\�RI�WKH�VHOI��D�WUDLQLQJ�WR�ZLWKVWDQG�
ZKDWHYHU�FULVLV�FDSLWDO�XQGHUJRHV�DQG�ZKDWHYHU�
SROLWLFDO�PHDVXUHV�WKH�VWDWH�FDUULHV�RXW�WR�VDYH�LW�46 

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,47 resilience applies not 
only to software, as has been discussed in regards 
to Chaos Monkey or Simian Army, but also to the 
VHOI��5HVLOLHQFH�MXVWLƩHV�DQG�PDNHV�LPPDQHQWř
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.

0LVSHUIRUPLQJ�6FULSWV

Resilient citizenship “demands that we ac-
commodate ourselves to capital and the state, 
and the secure future of both, rather than resist 
them.”48 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.49 This Habermasian view of consensus has 
been problematized as “outmoded and suspect” 
VLQFH�WKH�HDUO\�śʛʓV��LI�QRW�HDUOLHU��E\�/\RWDUG�
(whose focus on dissensus has recently and 
IDPRXVO\�EHHQ�SLFNHG�XS�E\�-DFTXHV�5DQFL§UH��50 
In “Co-autonomous Ethics and the Production of 

Misunderstanding,” Patricia Reed, drawing on the 
work of Rancière and of Simon Critchley, locates 
DUWśV�SROLWLFDO�HƫFDF\�LQ�LWV�DELOLW\�WR�FRQIRXQG�
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.51 For us, what 
Reed terms “the production of misunderstand-
ing” arises from PLVSHUIRUPLQJ�VFULSWV, or executing 
regulatory codes in ways that JDJ the operational 
concepts they support.

Laurel Ptak’s :DJHV�IRU�)DFHERRN��ʕʓʔʖ��
VHUYHV�DV�RQH�H[DPSOH��$�UHZRUNLQJ�RI�ʔʜʚʓV�
Marxist-feminist discourse toward highlighting 
the invisible, reproductive labour performed by 
Facebook’s one billion users worldwide, :DJHV 
could be seen as a redeclaration of social media 
in economic terms, whereby the social network 
H[SOLFLWO\�EHFRPHV�YROXQWDU\�DƨHFWLYH�ZRUN��(YHQ�
within the mere phrase “Wages for Facebook,” 
DQ�RSHUDWLRQDO�FRQFHSW�LV�EDƬHG�LQWR�VKRZLQJ�LWV�
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 :DJHV�IRU�
+RXVHZRUN (or some declarations of it, particularly 
that of Silvia Federici52���:DJHV makes a demand 
that is simultaneously tangible (everyone under-
VWDQGV�WKH�FRQFHSW�RI�ŝZDJHŞ��DQG�XQPHHWDEOH��
due to the expansiveness of the exploitative system 
being addressed. Further, :DJHV�ƪRDWV�DV�D�VHULHV�
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 
:DJHV�IRU�)DFHERRN, through which it would acquire 
VFULSWHG�YDOXH�IRU�LWVHOI�DQG�)DFHERRN��*DOORZD\�
has stated, “Protocol is a circuit, not a sentence.”53 
:DJHV presents itself more as a series of sentences, 
ZLWK�WKH�KRSHV�DQG�SDWLHQFH�IRU�D�GLƨHUHQW�ORJLF�RI�
circuit from a less-encapsulated position.

In settings where participation is thoroughly 
encouraged within distributed networks, the 
edges of productive activity are increasingly 

blurred; here the misperformance within :DJHV�
also demonstrates the consensually accepted para-
dox of wages and conceptions of productivity. In 
WKH�ʔʜʚʓV��WKH�FDOO�WR�ZDJH�KRXVHZRUN��DQG�FDUH-
JLYLQJ�LWVHOI��DOUHDG\�TXHVWLRQHG�ZKHWKHU�WKHUH�
ZDV�DQ\�GHƩQDEOH�SHULPHWHU�WR�ŝSURGXFWLYHŞ�ZRUN��
Similarly, to wage Facebook could imply a broad 
questioning of labour in general: it might demand 
wages for all “prosumerist” (simultaneously “pro-
GXFWLYHŞ�DQG�FRQVXPHULVW�54 activities: vacation-
ing, going to the cinema, tweeting (workers would 
EH�SDLG�SHU�ZRUG��ZH�DVVXPH���XVLQJ�$70V��HWF��
+HUH��RQFH�PLVSHUIRUPDQFH�IRUJHWV��RU��JDJV��WKH�
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.” 

2WKHU�PLVSHUIRUPDQFHV��EULHƪ\�GHVFULEHG�KHUH�
DV�WKRXJKW�H[SHULPHQWV��FRXOG�LQYROYH�WKH�SRVLWLQJ�
of regulatory scripts in inappropriate registers, 
such as Danh Vo’s naming project, Vo Vosasco 

Rasmussen��ʕʓʓʕŘ���ZKHUH�WKH�DUWLVW�PDUULHV�DQG�
divorces people in order to add their names to his 
own; Cassie Thornton’s 5LFKDUG�6HUUD�'HEW�7RXU 
�ʕʓʔʕ���GXULQJ�ZKLFK�WKH�DUWLVW�JDLQHG�VDQFWLRQHG�
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 5HVLGHQF\�RQ�0\�
%DFN��ʕʓʔʖ���ZKLFK�HPSOR\HG�WKH�VWDQGDUG�VFULSW�
of the global arts residency circuit to ludicrous 
ends.55 These undertakings do not utilize a uni-
form methodology, nor do they produce identical 
HƨHFWV��,I�WKHUH�LV�D�WKURXJK�OLQH�EHWZHHQ�WKHVH�
projects, it may be their focus on the support, on 
the carrying or carrying on (literally, in the case 
RI�0DVL��WKURXJK�DQ�LUUHFRQFLODEOH�UHIUDPLQJ�RI�
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,56 one could also think of mass 
mobilizations that carry seemingly impossible 
criteria or operate without central goals: these 
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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.57 As the support of resilience, 
consensus carries within it the kernel of terror, of 
“dehumanizing [humanity] in order to rehuman-
L]H�LW�DW�D�GLƨHUHQW�OHYHO�RI�QRUPDWLYH�FDSDFLW\Ş�LQ�
RUGHU�WR�PDLQWDLQ�WKH�HƫFLHQF\�RI�WKH�V\VWHP�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 
LW�DƨRUGV�WKHP�59 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 VHH�RXUVHOYHV�LQ�ODQJXDJH�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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Bettina Funcke with  
Andrew Stefan Weiner
Intimate Cacophonies

1. For a list of all 100 notebooks and 
summaries of their content see “dOCU-
MENTA (13): Information,” http://d13.
documenta.de.
2. Annemarie Sauzeau, Alighiero 
Boetti’s One Hotel, dOCUMENTA (13) 
notebook no. 025 (Ostfildern: Hatje 
Cantz, 2011).
3. Mario Garcia Torres, A Few Questions 
Regarding the Hesitance at Choosing 
between Bringing a Bottle of Wine or a 
Bouquet of Flowers, dOCUMENTA (13) 
notebook no. 026 (Ostfildern: Hatje 
Cantz, 2011).

4. Mariam Ghani and Ashraf Ghani, 
Afghanistan: A Lexicon, dOCUMENTA 
(13) notebook no. 029 (Ostfildern: Hatje 
Cantz, 2011).
5. Jolyon Leslie, The Garden of Exile, 
dOCUMENTA (13) notebook no. 058 
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006 (Ostfildern: Hatje Cantz, 2011); 
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dOCUMENTA (13) notebook no. 027 
(Ostfildern: Hatje Cantz, 2011); Eduardo 
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notebook no. 056 (Ostfildern: Hatje 
Cantz, 2012).
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Historical Time, dOCUMENTA (13) note-
book no. 069, (Ostfildern: Hatje Cantz, 
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dOCUMENTA (13) notebook no. 021 
(Ostfildern: Hatje Cantz, 2011).
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everyday communism..., dOCUMENTA 
(13) notebook no. 089 (Ostfildern: Hatje 
Cantz, 2012).
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23. Nanni Balestrini, Carbonia (We 
Were All Communists), dOCUMENTA 
(13) notebook no. 070 (Ostfildern: Hatje 
Cantz, 2012).
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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 Yapı 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/v9ld.
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Lene Berg with Jacob Wren
Contradictions and Paradoxes

1. Gentlemen & Arseholes examines the 
CIA’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.

( 1, 2 )

( 3 )

( 4, 5 )
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( 6, 7 )

( 8, 9 )

( 10 )

( 11, 12 )

( 13 )

( 14, 15 )
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Further Illustrations

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. 

13. Giovanni Pietro Rizzoli (Giampi-
etrino), Last Supper, ca. 1520, after 
Leonardo da Vinci. Oil on canvas.  
4.6 × 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.

( 16 )
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