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SCORES

Avrive Curist™MAs TREE

1. Take some Christmas decorations
2. Take your clothes off

3. Cover yourself with decorations

4. Imagine you are The Most Beautiful Christmas Tree

(For beginners: you can keep

your clothes on, too)
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Arive CurisTMAs GIFTS

1. Take empty boxes

2. Take some Christmas wrapping

3. Wrap the boxes with the wrapping
4. Put the box on your head

5. Imagine you are The Best Gift Ever
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Learnine To Fry #1

1. Stand

2. Spread your arms as much as you can
3. Close your eyes

4. Imagine You Can Fly
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Learning to Fly # 2

1. Blow up some balloons

2. Stand on the chair

3. Hold balloons and jump down
4. Imagine
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Felix The Cat on Air:
Introduction to artistic practice

TeEro NAUHA

In the beginning of my artistic practice, I had no theoretical know-
ledge or aspirations. I had neither skill nor even an idea why and
how to approach an audience. Performance art was a tool for per-
sonal expression. Through practice an interest and in necessity for
theoretical arguments became more and more significant. What
is this knowledge that practice produces and how can it become a
shared knowledge? If there is some singular or obscure knowledge
on artistic practice or subjectivization processes acquired, how is
this knowledge being utilized in cognitive capitalist value produc-
tion, as well? What kind of devices and machines performance is
able to develop or adjust?

For some 15 years I have had a performance practice of physical
or mental practices and experimentations, which has been a singu-
lar, tinkered and constructed practice but not a systematic inquiry
of knowledge. This knowledge is often acquired through contami-
nation, rather than filiations. Performance practice does not serve
as a cure for some individual difficulties, but it is a subjectivization
process, and in that, not contained in a singular subjectivity alone.
It does not emancipate or transform reality any more than playing
tennis or wasting your time in the arcade or pub. It all lies in the

intentions or intensity of such events. There might be no change in
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the everyday experience of reality, no matter how extreme actions
one goes through. An emancipatory desire for change is stated by
Dan Graham, when he says: "All artists are alike. They dream of
doing something that’s more social, more collaborative, and more
real than art.” (Simpson & Isles, 2009)

Cognitive capitalism exploits the social nature of human beings,
but seems to produce a tremendous alienation between people,
as well. Artistic practice is embedded in this incongruity, though
skills often acquired in specific performance practices, are not
transferable to another context, but remain in a certain region.
Practice is specific to a frame and difficult to transfer into another
frame. Unless the performative nature of these frames is under-
stood as artificial, a productive subjectivization process may not
take place, but a regulated and repetitious form remains, instead.

Aside from the context of performance art, a production of sub-
jectivization has a quotidian side, as well. For my research these
aspects direct my interest in the minor apprehensions of perform-
ance practice. What else can a performance practice produce ex-
cept an ability to stand straight in front of a crowd? Acceptance
of boredom, apathy, repression and melancholy are not futile,
but part of a learning process, and there is always a desire for a
change, transgression or transcendental. There is an aspiration
that the production of a work would make life more meaningful.
This transcendental desire is built on the capitalist exploitation,
where the secret of the everyday is dissatisfaction: a production of
desire for a new sofa, face, lover, phone, philosopher, or change, as
well. In order to understand subjectivization as production, artistic
practices should be perceived not as based on lack or on imaginary

promise of lack being fulfilled.
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1. PRACTICE: SUBJECTIVE BOUNDARIES

BIOENERGETIC THERAPY PRACTICE WITH CAROLINE Law

I went through a few bio-energetic therapy sessions in Chicago
from 2002 to 2004 with the bioenergetic therapist Caroline Law
(0.S.F.M.A). Through particular techniques that are used in the
bioenergetic therapy, sexual or emotional blockages in muscle and
bone-structures are affected. It is alearning practice, where emo-
tions that surface are not necessarily pleasant. A tense body has
grown into taking a position of normal — and normative — body.
Therefore even a slightly aching experience creates a resistance,
which is interpreted as negative and unwanted. A whole machin-
ery of life-style guides provides easy and swift paths to a desired
subjectivity, they also promise a bigger control of one’s life. In
contrast to this, a physical psychotherapy is often a long, confus-
ing, tiring and frustrating process, which does not promise more
control. It produces some perseverance with difficulties, but never
a mastering of them. It promises not a life without depression,
but a life with more comprehension of the nature of depression,
agony or loneliness.

In my therapy practice, a certain event has remained signifi-
cant. Through this event a contestation of gendered subjectivi-
zation took place. It is appropriate to define this experience as
‘becoming-woman’, rather than as a manifestation of a clearly
gendered subjectivity. Through this practice, an inhibited part of
subjectivity, which consisted of incoherent sexual repression from
childhood and adolescence, surfaced, but not in a clearly defined
or signified form.

The developer of bioenergetic therapy, a student of Wilhelm
Reich, Alexander Lowen describes repression of the body:
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While the repression of a memory is a psychological process, the
suppression of feeling is accomplished by deadening a part of

the body or reducing its motility so that feeling is diminished.

The repression of the memory is dependent upon and related to

the suppression of feeling, for as long as the feeling persists, the
memory remains vivid. Suppression entails the development of
chronic muscular tension in those areas of the body where the feel -
ing would be experienced. In the case of sexual feeling, this tension

is found in and about the abdomen and pelyis. (Lowen, 2003)

Suppression of this kind shields a becoming subjectivity, which
in turn produces a definite subject, a clearly bounded ego. For
some reason I needed to give a proper name to this becoming,
and started to call it ‘Brazil’. On one session, as my neck mus-
cles were treated by my therapist, and I drifted away into some
half-conscious state, [ had an experience of seeing clearly another
person, or type of person standing beside me. She had no face, but
long hair and a t-shirt on that had the same colours as the Brazilian
football team, hence this odd name, ‘Brazil’. It was a proper name,
following some concrete results, but I am not so going into the ori-
gin or the truthfulness of this image, or where did the proper name
came from. This event engendered a subjectivization process, of a
processual nature of gender, subjectivization of becoming, and not

as a biologically or cognitively determined substance.

SinA — You (2005): IsoraTion pracTICE WITH KaROoLINA KUCIA
A few years later [ was dressed up in a performance, which was lo-
cated outside a gallery Rajatila in Tampere, Finland. I had covered
myself in grey, synthetic fabric and wore grey felt slippers. The

performance piece consisted of a single pose, which did not clearly
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represent a female or amale. I was leaning against a wall in a crouch-
ing position, hidden under this fabric. The only visible information
from the pose, where I was clothed in this burkha-type of clothing,
was one hand touching the ground and my naked feet in the slippers.
Any clear sign of biological gender was obscured. I had decided to
use a perfume, Giorgio Armani’s Mania, and hoped that this smell
would inflict some bemused effect on people. For me, there was a
need to affirm the subjectivization of ‘Brazil’, but no need to repre-
sent it explicitly. This object manifested as an obscured pose of no
direct, gendered signals. A pervert has no explicit clarity, what he
or she is? A perversion, of this kind is not of a sexual kind, but of a
subject that has been turned the wrong way around.
Simultaneously with this act Karolina Kucia was doing her per-
formance in Poland, which she described to me only afterwards.
She made a dérive type of performance, observing the quotidian
performances in a park in Poznan. She was seemingly drifting with-
out direction, only with a certain mental precision. In our way of
working at the time, when we were living in different parts of Eu-
rope, only the exact time of starting the performance was decided.
Often one of us would be performing in a public event and the other
one making a performance privately or in an everyday environment.
There were curious, minor similarities with the choice of materials,
concepts, duration or colours, and even some clearly manifested
supernatural connections took place, which created a singular in-
tensity to a practice. It seems that the Lacanian Other, which is never
manifested in the Real, would have taken a proper name of a person,
as if the internal fascinum, evil eye would have been replaced by a
more generous and sympathetic eyes of a friend." If nothing else,
the nature of the subjective boundaries was contested. These as-
pects of performance, minor manifestations of joint subjectivization

processes are elaborated in my research.
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Sind-You, 2005, Photo: Mika Aalto-Setéld

ALLEGORY OF SPRING

In 2008 I travelled to Rome by train and had a very early morning
stop in Florence. I was not particularly interested in medieval and
renaissance paintings, but decided to visit the Gallery of Uffizi,
which was the first tourist attraction opened in the morning.
With my friend we wandered through the galleries and arrived in
the room where two paintings by Sandro Botticelli were hung. I
had never liked The Birth of Venus (c. 1486) by Botticelli and my
thoughts about The Allegory of Spring (14.82) had been indifferent.
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The painting Spring depicts a pastoral scene with six female and
two male figures in an orange grove. When I entered the room and
noticed Botticelli’s Spring I felt as if the woman in the centre of the
painting looked at me. This obscure feeling was, as if the gaze was
deep, not from a painted figure, but of a carnal person. The colours
of the paintings seemed fair, joyful and rich, which created a stark
contrast to the reproductions I had seen. This significant differ-
ence of size or colour between the reproduction and the original
painting produced the strange event; or was it the explicit screen

that was able to convey an event, as Deleuze writes in The Fold:

Chaos does not exist; it is an abstraction because it is insepara-

ble from a screen that makes something —something rather than
nothing —emerges from it. Chaos would be a pure Many, a purely
disjunctive diversity, while the something is a One, not a given
unity, but instead the indefinite article that designates a certain
singularity. How can the Many become the One? A great screen has
to be placed in between them. Like a formless elastic membrane, an
electromagnetic field, or the receptacle of the Timaeus, the screen
makes something issue from chaos, and even if this something
differs only slightly. [...] According to a cosmological approxima-
tion, chaos would be the sum of all possible, that is, all individual
essences insofar as each tends to existence on its own account; but
the screen only allows compossibles — and only the best combination

of compossibles —to be sifted through. (Deleuze, 1992, 86—87)

This type of screen has a significant difference to a screen and
gaze elaborated by Lacan. For him, behind a screen, in the Im-
aginary resides a fascinum, an Evil Eye: "it is that which has the

effect of arresting movement, and literally killing life. At the mo-
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ment the subject stops, suspending his gesture, he is mortified.”
(Lacan, 1986, 118)

Instead of being mortified by the gaze of cosmological chaos
I felt fascinated and thrilled. I sat down and started to quietly
weep, and so did my friend. We were sitting on the bench and
people were passing by, made a few glances towards the painting
and left. Apparently Spring was not able to create a shared experi-
ence or spectacle, but maybe in relation to certain circumstances,
another kind and specific subjectivization. Was it the painting
itself or the screen that touched me? Bracha L. Ettinger writes

about fascinance:

Amatrizial borderlinking is transformational. I call the transfor-
mational subjectivizing potentiality of a matrizial link (gaze or
voice): fascinance. Fascinance is an aesthetic affect that operates
in the prolongation and delaying of the time of encounter-event
and allows a working through of matrizial differentiating-in-

jointness and copoiesis. (Ettinger, 2006, 60)

She takes the case of Dora, who according to Ettinger was in search
of a matrixial compassion of fascinance, and not a father figure,
as Freud concluded. Similarly, there was something transforma-
tional and crossing over the boundaries of subjectivity implicit in
the gaze of Spring, not unlike what I had felt in the bioenergetic
session. It is not a gaze, who would mortify, but produce a joint
connection, instead; a gaze would remain as a spectre in subjec-
tivity. Yet, a certain screen is needed in order a figure to appear
and unfold from the sum of all possibilities. An event activates
a subjectivization device, which becomes part of or adjacent to

subjectivity. The gaze of Spring was a distillation of some chaotic
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substances, a becoming similar to the event of ‘Brazil’. These dif-
ferent approaches to gaze and screen, and their machinic nature,
are goingto be elaborated in my research, as one significant factor

of subjectivization processes apart from gestures and voices.

2 PracTicE oF OBSTRUGTIONS

GIVING A FORM TO LIMINALITY

Obstruction is a way to give a form to an event, which would oth-
erwise be either too loose or invisible. This research will question
the role of obstructions in the context of cognitive capitalism. What
do obstructions do, for instance the type of textual tools created
and practiced by OuLiPo? Obstruction is a tool, but how does a tool
define the result or the form of an event? What are the rules of
the game, then? How would artists use the same incentives,
which are widely used in a contemporary work environment, in a
performative or social practice instead of direct disciplinary com-
mands? These are few of the questions, which I hope to open up
in my research.

Through a few examples from my practice and from perform-
ances in which I was using various methods of obstruction, I would
like to argue for both a productive and a restrictive side of obstruc-
tions. To obstruct, to build a structure in order to keep something
out, is a framing tool. On the negative side it tries to block, and
not release. It resembles a via negativa, or a system, which aims to
"purify’ through obstructive rules. In performance practices it has
not outright connection with pain or negative use of power, there is
a familiarity with practices that might resemble austere, monastic
conditions. In the workshops, or ‘bootcamps’ arranged by Marina
Abramovic, participants are prohibited to speak, and they should

steadfastly follow directions and regulations of eating, sleeping
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and practice. For performance art students or members of audi-
ence her: “’[Plerformance art offers a different way of experienc-
inglife,” Abramovic says. "My advice is to come in pure, no drugs,
TV or heavy meals from the day before!’” (Artnet News, March 3o,
2009) In her case alink with a monastic practice or a religious re-
treat is apparent. For Arnold van Gennep and Victor Turner, such
liminal rites of passage are “in-between situations and conditions
that are characterized by the dislocation of established structures,
the reversal of hierarchies, and uncertainty regarding the continu-
ity of tradition and future outcomes.” (Horvath, Thomassen and
Wydra, 2009) In order to create a positive communitas, obstruc-
tive practices are to be followed. Yet, in the context of cognitive
capitalism, where it seems that we are in constant transition from
one liminal stage to another, what is the role of these obstructive
‘militant-monastic’ practices?

In a different type of practice by Lygia Clark, there were certain
rules that a group would have to follow, but the outcome was not
predetermined, as it would be in the rites of passage. A direction
for a transforming ritual or rite is that a person is supposed to
hatch out as a more defined or refined individual under the guid-
ance of paidagogos, or several of them. These rites of passage with
liminal stages construct a continuity of obstructive tools in the so-
ciety of discipline, creating transitions from childhood to school,
army, marriage, workforce and old age. In the practice of Clark
there is a guide — a person showing a direction, instead, but no
predefined knowledge of the result or outcome exists. If monastic
type of practices were suitable for a society of discipline, what role
does the incentive-based, open-ended and instructional practices

have in the context of cognitive capitalism, instead?
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ESCAPE INTO THE ART WORLD

In1999 I enclosed myself in a studio in the building of Rijksakad-
emie van Beeldende Kunsten in Amsterdam, where I spent five
days. Rijksakademie is an institution, which provides studios for
60 artists for a period of two years. This work took place in the first
year of my residency. With me I had one set of clothes, a mattress,
a blanket, twenty litres of water, bread, a bucket for waste and a
pencil. The room was rather large, about 10 x 5 metres, with ceiling
windows and two windows on the wall, which I had covered with
paper, in order not to be able to see outside. There were two doors
to the corridor, where I could hear people walking by. [ was fasting
for five days and spent my time doing nothing. Eventually, due
to an excess of boredom, I started to draw and write on the walls.
I'wrote lists of things I could remember: names, places, bands,
books, movies and so on. Due to lack of food, this event became
rather painful. My original plan was to stay there for seven days but
I ended up finishing two days earlier. I realized that my motivation
had been quite a "heroic’ one, as I called it that time. On the fifth
day, I felt already clear, but weak. I slept less, but also started to
have interesting ‘visions’ or hallucinations, so to speak. This was
of course very interesting, but more significant was the decision
to let go of the control, the obstruction of seven days. The whole
process had a clear connotation to a monastic isolation practice,
which is a specific and effective tool for a subjetivization process.

A subjectivity guided by discipline and guilt.
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Past Amsterdam, 1999, Photo: Tero Nauha

Past Amsterdam was another performance from the same year. I
made a 24,-hour dérive in the city of Amsterdam, which lasted. I
wandered around and every hour I took a Polaroid by facing back
towards the route I had just taken. After an hour, I would leave this
Polaroid at the next spot. Every six hours I made a break and went
inside for coffee, lunch or just to get warm. Similar to the extreme

one-year performances of Teching Hsieh, which I was aware of at



Part III - Other essays — Felix The Cat on Air 211

the time, there was an obstructing, structural element in this per-
formance. Aside from Hsieh’s work, I was relating my practice to
the psychogeographic practices and walking projects not only by The
Situationists, Hamish Fulton or Richard Long, but also the Dutch
artist Stanley Brouwn, and his urban walking practices. Brouwn’s
works are presented only in artist book form. There might be a list
of numbers on each page, registering the number of steps he had
taken on a walking trip from Amsterdam to Paris. In relation to this,
my practice was not known as art to people whom I met on my walk,
and only by a conceptual apparatus afterwards.

In a more obscure way, Bas Jan Ader’s works made a great im-
pression on me at that time. In his final and tragic piece In Search
Of A Miraculous (1975), he took on a sail trip from the East Coast
of United States to Europe, and disappeared. His deadpan rep-
resentations of emotions in his other works on video and film,
were in my mind when I started my walk: "At oo:00, Monday, 21st
of March I began my 24 hour walking trip without a direction in
Amsterdam, from my home address, Egelantierstraat 46.” (Nauha,
2010) In a similar way to Miraculous, my wandering took a different
turn, when I got mugged twice, during that trip. First in the early
morning hours, passing by the red-light district and a second time
inthe afternoon, in a quiet street close to the shopping area. Ilost
only some money, but was exhausted and discouraged —and afraid
—to continue another eight hours, so I decided to quit.

There is something tragic and also ridiculous in a practice
based on the idea of regulation, which always builds a conflict
with ordinary life. Still, there is something fascinating in these
prolonged and obsessive paths to insanity or indirect suicidal at-
tempts. Ader’s project resembles the career of Rudolf Schwarzko-

gler, essentially, because a myth is built around their life only to
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camouflage obsession for obstructions. There were rumours that
Schwarzkogler had died because he (eventually) cut his penis off
inaperformance, yet, the real story is more tragic-comic. Suppos-
edly, while trying to re-enact Yves Klein's famous Leap into the Void
he fell out the window and died. (The Essential Viennese Action-
ism Resource) Should I not have quitted my projects, and followed
the consequences of my decisions? Isn’t there always some amount
of unintentional slapstick comedy in these heroic subjectivities,
anticipated to become more explicit, like in the early video work
“Deadpan” (1997) by Steve McQueen? In my examples the pro-
tagonist seems to fabricate a narrative of a scape-goat, but ends
up being a bit more of an ass? “Your only choice will be between a
goat’s ass and the face of the god, between sorcerers and priests.”
(Deleuze & Guattari, 2004, 129)

My final example is a performance that I did with Polish
performance artist Karolina Kucia in a media-art event ‘Posts-
ovkhosy4’ in Mooste, a small village in the countryside of Estonia in
August 2004. This event was part of a series that had started from
year 2001 and lasted for eight years. These events were organized
by MoKS, a practice based organization on social and ecological
experimentations, performance and sound art. At the moment
MoKS has 5 artist residencies in this rural area of Estonia. (www.
moks.ee) For this event we had created a practice during a ten days
workshop, where we met each day in different places around the
village and improvised without a script or spoken language. These
practices lead eventually to a seven-hour performance around the
village, during the final event of the festival. We wandered around
in the same manner as we had practiced, with few elements with
us, and without a direction. We had two meetings assigned for

the audience to witness our performance. There was a significant
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difference between a practice where we were not performing for
the audience and an assigned meeting. The first meeting with the
audience took place in the afternoon in front of a gym, where a
few dozen people had gathered to see us. It felt tense, and rather
pretentious, and it looked like serious performance art, and was
in stark contrast with our intimate walk in the village. In the walk
minor actions took place when necessary, and made it resemble
a fools’ procession. The intensity of this performance was not
guided by an observing gaze, but with more obscure desires.

The last planned meeting with the audience took place at sunset
ina cross-road, and this context made it almost mystical. There were
very few people and due to lack of light it was not possible to see
their faces. It was the end of our performance where we had driven
ourselves into a concentrated state, which had no trace of the first
encounter’s sado-masochistic undertones. It was as if several hours
of walking without direction or any obstructions and not communi-
cating in spoken language had released some inexpressible joy in us,
which was expressed only in some minor expressions.

In contrast to my other examples, this performance had an au-
dience, yet we were not explicitly imposing power on people. We
did not end up being the demiurges of the festival, but more like
obscure and obsessed clowns. Our obsessive practice was not ag-
gressive, since it was made possible by the collective nature of the
event. We had not planned to obstruct our behaviour, but the im-
promptu nature of the practice created some repetitious elements.

These minor practices and quotidian performances were not
meant to be seen, or on the contrary were done in the context of
fine art, but were somewhat invisible. Is there an encoded direc-
tion for performative or liminal stages in a cognitive capitalist

society of control, as if they were somewhat dictated part of the
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subjectivization processes? If there is no redemption or transcen-
dental meaning in these practices, then what for do they appear
in this context? In The History of Sexuality: Care of the Self, Foucault
analyses the forms of social rules and self-control, how a pleasure
is found through regulations and self-discipline. (Foucault, 1998)
Ifthese rules of conduct were governed in the society of discipline
by the state or the sovereign, then what form do these obstructions

and self-regulations take in a control society?

Loor VariaTions (2008): THE STRUCTURE

In this case combination of obstructions would direct the perform-
ance and the place of the audience. It took place in MUU gallery in
Helsinki, and lasted for nine days, in the opening hours of the gallery.
There was a detailed program for the performer to follow, with differ-
ent duration for each task and for each day. These tasks or events were
"Talking’, which was obstructed by rules such as ‘repetition’, "slow-
ing down’ or ‘onomatopoiesia’. ‘Playing’ included various activities
or “play-machines’ such as ‘sport’, ‘cars’, ‘quiz’ or "performance’
itself. ‘Kurogo’ is an inconspicuous character on stage in kabuki and
no-theatre. His skill is to remain unseen, though he is on stage. In
this performance I had replaced a traditional kurogo character by
a ‘roadmanager’ dressed in either black or white, but remaining as
subtle as possible. For ‘Writing’ there was a whiteboard on wheels,
which was used for writing and erasing. An internet based list The Best
100 Movie Soundtracks, which begins with Somewhere over the Rainbow
by Judy Garland, functioned as material for the ‘Singing’-part of the
performance which was performed with the help of an effect box and
adrum machine. I sang the songs, systematically from the beginning
of the list, often not knowing the tune, but improvising with some

random rhythm. Break’ was a necessary part of a work-day. 'Bed -
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lam’ or general confusion, was an integral part which often created a
possibility to interact with the audience. My attempt was to present
the abysmal nature of the world with minor tools. From Wikipedia I
gathered material for the 'Lecture’ part, with more than twenty lec-
tures of different lengths. The general theme of the Loop Variations
was work, factory and machines. Therefore, the topics of the lectures
could be ‘Oompa Loompas’, ‘Auschwitz’, ‘Ford’s factory in Detroit’,
‘Cotton industry’, ‘El Lissitzky’ or "Soviet closed city for Cosmonauts
—Zvezdny Gorodok’, among others. All of the texts were manipu-
lated with textual tools, which have been developed by the French
literary group OuLiPo (workshop of potential literature). (Mathews
& Brotchie, 1998) For instance, in one of the tools, a lengthy lecture
was written by following each hypertext link, that a short Wikipedia-
article ‘Construction of Auschwitz’ included, and continued to fol-
low these links, and their links, and links of links of links — not ad
infinitum, but to a degree that the listener was certainly perplexed
regarding what was the original subjective of the lecture.

Loop VARIATIONS: PLAYING TOGETHER WITH AUDIENCE

These regulations or framing did not produce an impressive per-
formance, but began to emphasize the uneasy and artificial nature
of the relationship between performer and audience. Through
framing as a strategy, the performer tries to convince the wit-
ness of the genuine nature of the situation; in another strategy
the performer emphasizes the artificial side of it. Either way, both
strategies must use the tools of framing, selection, obstruction and
rules. Witnessing — or even in the more radical term, withnessing,
as Bracha L. Ettinger contrives a new concept — anticipates some-
thinglike actuality of a speech-act: ‘I do’ in the marital ceremony,

an oath or judge’s verdict in the courtroom. In Ettinger’s terms,
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context is no longer juridical or semiotic, but a compassionate
relationship — either between analyst and analysand, artwork and
artist, or artwork and audience. There is ‘'matrixial borderlinking’,
a crossing of the subjective boundaries taking place.

In the performance Loop Variations, there were observers both
watching a game and observing an event — as witnesses and maybe
wit(h)nessing as well. They were observing, watching or listening,
but unlike in a theatre, the decision to leave or enter was made very
easy; and if they checked their SMS or read their email, was not
considered to be bad behaviour. The situation was antagonistic,
but not in a clearly defined manner, because it was not clear whom

they should oppose or propose a dialogic apparatus with?

Loop Variations, 2008, Photo: MUU gallery
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In his book Perform... or Else Jon McKenzie writes about a lecture
machine’ and refers to "any system that processes discourses and
practices, any assemblage that binds together words and acts, or
alternatively, that works to disintegrate their bodies and erode
their forms and functions.” (McKenzie, 2001, 20—21) A lectern
is a device to create a precarious and liminal context, in iterative
forms. An obscure relation between the performer’s obsessive
schedule and the loose framing of the audience’s place constructed
an obstruction to interact in a dialogic manner. If some dialog was
created for a moment, then another signal would interrupt and
direct the performer to another task. In a way, this is not different
than any performance practice that incorporates interactivity in
the action: the performer dictates the space for it in the general
context of the performance. It is a simulation of dialogue, and in
this way the opposite of dialogic art as argued by Grant Kester, for
instance. Obstruction creates artificiality, and as a performer I
would improvise, and play to and with the audience, but still, a wit-
ness of my actions could leave any minute, even without a signal of
boredom. A witness is not a wit(h)ness, in terms of performance.
The framing of the audience was unclear or they had too many

positions to take, for a performer to master.

SOME QUESTIONS OF A PERFORMANCE RELATIONSHIP BETWEEN
PERFORMER AND VISITOR

In a performance, a visitor enters or leaves in the middle of a
scene, like a person enters a lecture or leaves in the middle of it.
He or she is crossing over the frames disruptively. This seems to
be a significant problem for the marketing in cognitive capitalism,
as well. “In a world where social media is as influential as paid-for

media, brands can’t control conversations that are taking place
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about them; but they can influence them if they make the right
connections and create on-going dialogue.” writes Tim Bourne,
CEO of a marketing company Exposure, which focuses on client
servicing and strategic thinking between brands and consumers.
(Bourne, 2011) A conversation is a strategy to keep the customer
interested, to give him or her enough room to participate, and a
high level of transparency is appreciated. This constant talking
does not mean that it would be just shallow chit-chat, but a way to
produce interest and value. Talking is labour.

In this context, I want to consider the subjectivity of a "nice guy’

described by Alexander Lowen:

There are many roles that people play and many images that they
project. There is, for evample, the nice’ man who is always smil-
ing and agreeable. ‘Such a nice man, people say. "He never gets
angry.” The facade always covers its opposite expression. Inside,
such a person is full of rage that he dares not acknowledge or show.
Some men put up a tough exterior to hide a very sensitive, childlike
quality. Even failure can be a role. Many masochistic characters
engage in the game of failure to cover an inner feeling of superior-
ity. An outward show of superiority could bring down on them the
jealous wrath of the father and the threat of castration. As long as
they act like failures they can retain some sexuality, since they are
not a threat to his father. (Lowen, 2003)

Cognitive labour is social and fragmented and in that way requires
collaboration with others. In the context of a lecture, something
slightly extraordinary or silly may take place, before alecture. Would
not the lecturer use this chance to interact with the audience, and to

be able to define a temporary, common frame? Every time the frame



Part III - Other essays — Felix The Cat on Air 219

is disrupted for a moment, by someone coming late. A lecture is a
tense and nervous situation, which subjectivity is being coached and
schooled for mastering: how to perform well in a public, precarious
situation. If a lecturer is being ridiculed during her presentation,
does she take it personally or as part of a healthy critique? What are
the tools used to build subjectivity that can function in this envi-
ronment, and the mechanisms that build a protective boundary, in
order that the disruptive behaviour of peers would not affect?

In Loop Variations, when visitors would enter the gallery,  would
do minor tricks in order for them to stay — or I would create a per-
formance in order to ignore them. Nevertheless, I start to seduce,
provoke or play with the audience and to frame their place perfor-
matively. Visitors would feel confused, because the frame of the
work was not clear. “Is this a durational piece or a lecture, is he
serious, or is he just cleaning after the main act?” If a lecturer or
performer lacks social skills, it makes no difference how many
hundreds will arrive, if there is no dialogic advantage of the situ-
ation fulfilled. In Loop an alarm rings on the stage or some other
signal takes place, and the performer has to divert his interest into

something different — no matter what he was doing previously.

3 SCHIZOANALYTIC PRACTICE

ScH1zo IN PERFO-EVENT, TAMPERE, FINLAND

What does it mean to not to be prepared? What is this schizoana-
lytic practice, and what does it do? To follow some fragments or
refrains from a personal subjectivization process: I did not pre-
pare myself for the event in any particular way, except by arranging
a guitar, amplifier and loop-pedal in order to use them in some
way. [t was visible that I was nervous and taking good care of the

instrument, which was borrowed. There is habit built on the use of
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adevice, and while picking up thisloaded tool, I plugged myself in
not only to an amplifier, but to a region or field with another kind
of machines of subjectivization. A guitar engendered a different
region on stage, than the rest of my act. The guitar is connected
with aloop-box, allowing me to overlap the sound by pushing the
tool. Loop is a thematic refrain in the metric pop music. The loop
box constructed a collage of short, overlapping refrains, where the

length of a base loop was approximately 10 seconds.

I wITHOUT A SCRIPT

Watch the crevices made by the runoff, and from them determine
the direction of the flow. Then find the plant that is growing at the
farthest point from your plant. All the devil’'s weed plants that are
growing in between are yours. Later...you can extend the size of
your territory by following the watercourse from each point along
the way. (Deleuze & Guattari, 2004, 12)

This rather poetic way of describing the deterritorializing nature
of refrains, or flows of desire, is what I would like to propose as a
background for my experimentation with schizoanalytic practic-
es. It functions like I would try to expand my boundaries, without
need for transgression or breakthrough, but to experiment with
the contour between machines, subjectivities and devices.

It is a tense and nervous moment to stand in front of an audi-
ence, and know that you should start ‘to perform’. Without a script
and no intention of creating interactivity between the audience
and me: it is an actor’s nightmare. I am afraid that [ will freeze,
blank or eventually run away from the stage. Richard Schechner

writes on the performer on stage, that there is not-I and also no-
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not-1. I am aware of these minor differences between an identi-
fied subjectivity that I call my everyday self and something else,
which is not a role. This minor inconsistency between the build-up
of repetitious refrains of multiple subjectivities, which enter the
stage, is what I am interested in. It is as if the record of subjectiv-
ity has a moment of stutter, slur or dyslexia. Good performance
skill means to prohibit this inevitable minor threshold to take
over or disturb an act. A skilled performer may insist that he is
very matural’ on stage, but at the same time, he conceals a style
and his eventual development of skill. The commodity nature of
performance act is a skill intertwined with the act itself. In my
three public schizoanalytic practices, there are already amounts
of minor events that are repeated. If construction of style would
be consciously kept away, then it would become a refrain, as well.

Repetitions, refrains are the building blocks of subjectivitization.

No Furure ror MEANING

'DNA’, 1980’s no-wave band from New York, led by Arto Lindsay
gave me an impulse to use a guitar as a tool in this performance and
to find some ways to explore the idea of glitches in a performance
context. DNA, among other no-wave bands created a small body
of work, songs that usually lasted about a minute, congested in a
maximum amount of information. The dissolution of structures
is a sign of annihilation of meaning or an attempt to experiment
with meaning, in their case the structure of a song. An improvising
performer often tinkers his tools, in a similar manner to a crafts-
man. No other person can use his tools properly, since they are cus-
tomized for a singular use, or vice versa, a generic tool is used in a
singular manner. A detournement of tools is an arduous operation,

and in the context of cognitive capitalism complexities are of a dif-
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ferent magnitude, than for an experimental drummer. It is more
difficult to personalize software, than it used to be to personalize a
welder’s toolbox in a factory. In the present context, one must obtain
or purchase an application to create one’s own, pimped up computer,
Android or iPhone. Nevertheless, artists often trust the possibility
of doing otherwise, as noise-artist Yasunao Tone claims, when he
argues that “[A] new technology, a new medium, appears, and the
artist usually enlarges the use of the technology. [...] The manufac-
turers always force us to use a product their way, [...] however, peo-
ple occasionally find a way to deviate from the original purpose of the
medium and develop a totally new field.” (Tone, 1997, 43) Isn’t that
exactly the same practice that is being deployed in a "cloud power’,
for instance? That our singular skills, location, devices, experience
are being utilized more effectively in 24./7 work environment? In
my research [ will touch upon the aspect of experimental music and
performance and their relation with detournement of devices and

their applications in performance and quotidian context.

ON STAGE AND MEMORY

There is a sense of split taking place in performance, which feels
soft. It transforms my relationship with my body, space and peo-
ple. I turn around softly, and slightly upwards; make a soft sound
between my teeth. What is this swirling gesture, which is not beau-
tiful, and why is it disrupted instantly, followed by a new stub of
development? I cut to produce minor refrains, glitches and slurs,
which are about to become discernible and simultaneously let
them go. [ am scratching the floor with my nails, twisting my face,
making grunts and noises. While being aware of what I am doing,
there is still uncertainty of what is going on. I do not want to en-

tertain, but neither to deny that completely, either. I am conscious
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and blurred at the same time. The performance seems extremely
tense, as if my mental capacity would be in very high-pitch mode.

I am feminine and light, on my tiptoes, I reach up, as if a dancer;
I notice a construction-site lamp in the ceiling and touch it, rattle
it, unscrew it, but let it be unfinished; abstracted, I twirl around
on my toes, my sight blackened; a short moment of amnesia; no
direction and [ am on the floor, scratching it, with anger, pushing
towards the audience, my bum in the air: [ am comical; I am not

sure if I am convincing at all in what I am doing.

Schizoanalytic practice, 2010, Photo: Rik Stavale
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Improvisation is an inquiry of the nervous refrains and obses-
sions that take place in everyday life, but remain unnoticed. On
stage these refrains become highly congested and out of context,
when in contrast in the everyday life context, with appropriate
duration, they are merely minor digressions. A performance is
about the relationship between performer, audience, context and
other machines. Is it then about expression where content is fully
conjoined with the form of expression? What else is there to do
on stage without a skill, except just to perform?

I am not sure if affect is the correct concept to describe what I am
working with? If the action itself would be simultaneously judged both
poorly and amateurish, and entertaining at the same time, would this
justify the connection with affect and the minor, in some ways? A
noise is something, which has a tendency to become aesthetically de-
fined as being without an aesthetic quality. Amember of the audience
criticized this lack of respect for the dramaturgy: “You should have
trusted your body more!” It seems to me like an inquiry for a founda-
tion or some development in action. If improvised or noise music is
able to cross boundaries installed between pleasure and contingency,
then why does there still seems to be a requirement of some skill or
meaning in performance art? Noise as a cluster of sounds is catego-
rized as “pop music’ rather than serious music, people who make it
are ‘'musicians’ and not considered as composers. Noise is popular,

entertaining and quotidian —made for fun, pleasure or pass of time.

RuPTURE IN LOGIC

Every act creates its internal logic of reading, a front and back re-
gion of a system. A performance cannot have the same status as
background music, unless the performer’s intention is to create

muzak. A performance demands to be watched, and socially wit-
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nessed. Even relational art projects are to be participated in, and
are constituted by a need to linger in immanence. Without some
signification this seems not to be possible. Still, a large amount
of information flows by without being recognized and a-signified
codes are at play, simultaneously. If schizophrenia is considered
astate, where the subject is not able to create coherent meaning of
the world, then I would say that a performance practice at hand is
artificially schizoid, since the performer is aware of the machines
around: lamp, amplifier, guitar, people, floor, etc. The performer
is not playing mad, nor becoming mad; he is not trying to give
some form for the unordered matter of quotidian experience —nor
looking for a syntactical signification for them, neither. Is this a
search for some deeper structure of the matter, then, as the Surre-
alists or the Lettrists? As if there would be some code to decipher,
a dream analysis of performance art, a key to Borgesian library?
If performance is seen as a production of signified meaning, then
just clowning around and being messy is a meaningless and bad
performance, which only confuses the signification process. This
logic asks the performance to have a structure and idea and that a
performer should practice his skills.

In my argument, performance is not comprehended as a con-
veyor of meanings, since ontology of subjectivity has no solid
ground to build upon. Meaning is purely contextual, subject to
power and artificial by nature. Sound artist Nicolas Collins de-
scribes his process of rewiring CD players control chips, and the
instant when he came across a ‘'mute’ pin in the circuit board:
“With this pin removed, the CD player never shuts up, and one
can hear the sound as the laser scratches’ (a magnificent, cartoon-
ish, ripping noise) or ‘pauses’ (fast looping rhythms, possessed of

a peculiar stutter and swing).” (Caleb, 2003, 49) This, of course,
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fits nicely with the description of a person’s ‘loopy’ performance,
someone who has a ‘one too few screws’ attached. In her perform-

ance Rhythm 2 (1974,) Marina Abramovic

[...] took a pill prescribed for catatonia, a condition in which a
person’s muscles are immobilized and remain in a single position
for hours at a time. Being completely healthy, Abramoyic’s body
reacted violently to the drug, experiencing seizures and uncontrol-
lable movements for the first half of the performance. While lacking
any control over her body movements, her mind was lucid, and she
observed what was occurring. Ten minutes after the effects of that
drug had worn off, Abramovic ingested another pill —this time one
prescribed for aggressive and depressed people - which resulted in
general immobility. Bodily she was present, yet mentally she was
completely removed. (In fact, she has no memory of the lapsed

time.) (Abramovic, 2010)

Chemical alteration of the brain functions like a device, as if an
‘empty pin’ has been chipped off. If it is the chip or the pill, that is
the central question here, then what kind of machines is this de-
vice able to produce? Devices, which are present in a singular con-
text, alter subjectivity on both quotidian and minor state. Kafka’s
use of the German language and being a Jewish, minor subjectivity
in Prague is a tinkering of the device of a proper language, in order
for that language to being produced as minor.

In schizoanalytic practice, I am trying to present how I am build,
without any pharmacological or hardware alterations, but as a nor-
mal guy embracing the trust, that anybody can do this. The disturb-
ing and incoherent nature of the performance is constructed by the

compressed nature of the act and by obscene forms of expression.
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It is a cognitive capitalist performance by nature of being glitchy
and loopy. In this performance I am not in control, nor do I "trust
my body’, as if I would have opened some part of my mental and
social circuit-board for audience to gape into; an apathic wiring of
the subjects circuit board, and a-signified by nature, opened up. Am
I natural or artificial; I, not-I or not-not-I; it is not a relevant ques-
tion. It is neither an Anatomy lesson of Dr Nicolas Tulp nor a regular
check-up of avehicle. If a certain affective machine, for instance a
guitar or loop-pedal, or laughter from audience is plugged in, some
action results, but not in any causal order. There is no clear interac-
tive response. These ‘devices’, which circuit information around in
asubjectivity (and between subjectivities, objects, temporalities and
contexts) and a way that a causality or signification process is not
discerned, is an implicit argument, that no structure is to be found,
though some apparent repetitions take place. Subjectivity is not a
machine, nor a binary system, but still part of a live network with a

phylum of machines and other subjectivities as such.

How To END?

The sound of a guitar is an affect accumulator — in itself emptied
out, but able to join the affective plugins of both the performer and
viewers in a pronounced way. It is an affective repetition machine,
and in my case amplified with an electronic loop box. To disap-
pear into the sound is a conspicuous desire — a guitar is a refrain
is a song. In the canonized performance of rock'n’roll, a guitar is
a transgressive promise, which is never to be fulfilled, thus it is
both an-archic, yet saturated in capitalistic axioms. There is the
whole martyrology of beautified stars for every generation, but they
nevertheless have not changed the codex of stage-practice itself.

Repetitive strategies of commodification construct tragic, singular
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events as farce, later on. A singular, haphazard and fragmented
event will be given a compartmentalized form. In capitalistic strat-
ifications, any part is compatible with some other.

Why did I need a decisive ending to the performance and fol-
lowing desire for a snappy ending: to pick up a guitar and make the
end funky? Practice like this doesn’t fulfil a redemptive promise,
nor overcome a canon of rock music. If these devices are intro-
duced to the event, they seem to construct a trapped and repeti-
tious movement in it. [ recognized this failure of transgression,
which often retroactively will show performance in comical or sad
light. Stretching and trying out where exactly the boundary is and
what is the subjectivitization process in this specific event; what
are the matters and substances in these repetitions? Beyond the
familiar aspects of subjectivization some alien substances appear
as well, therefore a change will eventually take place, but as a type
of accumulation, rather than purification. Paradoxically, a prac-
tice like this, which momentarily gives the subjectivity a sense of
relief, will show itself later on as an accumulation of perception.
To practice more does not liberate or clarify, but engenders more
contamination.

The libidinal energy is not unlimited, and cannot overcome all
of the structures that it is facing. There is no exit, no transgres-
sion, which would not eventually meet a wall. Nevertheless, this
process of groping and searching is the process of schizoanalysis,
which is not build upon hope for redemption, nor despair under
the yoke of lack. Flows, which are functioning in certain machinic
contexts, construct a route towards understanding the processes of
collective subjectivization, as well. It is not a process in search of
the new, but a display of refrains and the state of contamination,

which subjectivity has obtained.
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4 PERFORMANCE REVISITED

Easy PErRFORMANCE PIECES

A seminal performance onvideo by Dan Graham, Performance, Audi-
ence, Mirror (1975) in which Graham himself is positioned between
the audience in front of a wall to ceiling mirror, is being reproduced
by lain Forsyth and Jane Pollard in their video-piece Performer. Audi-
ence. Fuck Off. (2009). In his performance Graham keeps talking to the
audience, and describes his feelings, physical sensations or contem-
plations. He is describing members of the audience, their behaviour
and habitus, or what he personally feels about them, as well. After a
while, he turns towards the mirror and describes the dramatic change
the mirror produces to his overall perception. Forsyth’s and Pollard’s
version of Graham’s work is part of their project of re-enacting radi-
cal performance’s on video such as Corridor (1968) and Contrapposto
(1968) by Bruce Nauman or Walk-over (1973) by Vito Acconci. They
perpetuate their share on re-enactments of ‘classic’ performance art,
which has been going on in the past ten years, most notably by Ma-
rina Abramovic and her series of Seven Easy Pieces (200 5), where she
carried out re-enactments of performances by Bruce Nauman, Vito
Acconci, Valie Export, Gina Pane, Joseph Beuys and her own perform-
ance pieces, as well. It would be easy to discard both Abramovic and
Forsyth&Pollard as commodifying the radical avant-garde by fancy
pop-video aesthetics or by extensive production for the market. How
much worth would this “critical’ attitude to respect the avant-garde re-
ally have? In a short description in TimeOut London works by Forsyth
and Pollard are defined as: “Similarly, Performer. Audience. Fuck Off
from 2009, in which comedian lain Lee delivers a mildly excruciat-
ing stand-up routine to an audience face to face, then in a mirror,
um, mirroring a 1975 performance by Dan Graham, alters content

without adding much to the ideas surrounding the original.” (Time-
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out London, February 10, 2011) Performance art still suffers from the
requirements of authenticity or originality, it seems.

In his video Graham is performing in an unskilled manner
and he is building up a somewhat charged atmosphere with the
help of his singular charisma. In Forsyth’s & Pollard’s version,
which is not a homage, but an adaptation of this device; their re-
enactments’ are not replicas, tributes nor covers. It seems that a
performer is entering a device, in connection with heterogene-
ous machines that set certain limitations or allow experimentation
with. In this version, performer Iain Lee states clearly that he hasa
time-limit, he is performing in order to fill a timeslot, rather than
going on as long as it takes, whereas Graham in the original per-
formance seemed to perform as long as it feels appropriate —yet,
I suspect that the length of the video tape was a decisive factor, as

well. Lee is following a script, notated in action by Graham.

Performer, Audience, Fuck Off, 2009, lain Forsyth & Jane Pollard Courtesy the artists and Kate MacGarry, London.
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It seems that in both cases a performer is trying to speak a truth,
or to report, if not reveal something essential. In two other video-
works in this exhibition Publisfear, Walking After Acconci (Redi-
rected approaches) (2005) and Walking Over Acconci (Misdirected
Approaches) (2008) where, following the structure of Acconci’s
video Walk-Oyer (1973), the hiatus of the continuous monologue
alludes that what is left unsaid, is in fact the truth, something
we cannot speak about should be left unsaid. What is the con-
tinuous talking hiding, then? Nervousness of the performer or
anxiety of the audience? Is there truth concealed in these unsaid
words? In my reading, in contrast to truth, this monologue, which
is sensible and humorous, but nervous, creates a place to exist.
Everyday chatting is not a negation of silence, but layered with
infinite interrupted conversations. In this case it is not the silence
of hiatus, which a performance cannot tolerate for long, but the
unprepared monologue, which builds a tension. lain Lee does not
give a chance for silence, but keeps talking, which obviously and
admittedly distresses him. It is not a dialogue, but a monologue,
and seemingly amusing for the audience, as well. Is this pleasure
sadistic by nature; to observe a person trapped in a device of a
script, which does not allow him to step back; to have a moment
of contemplation regarding what he just said, but is he forced to
tell everything that comes to mind? He cannot trust the skill of
using implicit hiatus as in the context of a stand-up and he is not
intoxicated, which would release him from the responsibility of
his behaviour. Nevertheless, within some tight regulations, he is
free to do what he pleases and to use the opportunity to release
stress by talking, created by the performance situation. He may
insult the audience, or he might also seduce people to like him.

It is not a site for manifesting a truth, but to perform tactically
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with language. He creates a reflection of his own actions, but it is
not as if the inner dialogue would have become audible to others.
His subjectivity or subjectivization is not suddenly revealed, but
another device is being inserted in the context.

What is the nature of this device? At some point of watching the
video on a large projection, my attention frays and I feel bored.
Almost at the same moment in the video, Lee pays attention to
this own boredom, as well. A coincidence nevertheless, but still
a link to some possibility of an enunciation of collective speech, no
matter how accurate it might sometimes be. This device at hand is
a "performer-audience-mirror’, which Graham has tinkered. The
audience’s body-heat, attention and anticipation are part of the
event. These are rhythms and refrains of subjectivity, which are
not bounded within individual borders. What is the link between
these rhythms and refrains, or even paranormal states of a per-
former’s perception? We are able to recognize very rapid changes
of register in speech: from truthful to cynicism, insult to embar-
rassment. This is also true on the subliminal level, with unclear or
a-signified matter, as well. These rhythms of imperceptible and
a-signifying affects are what I will present in my research.

Alien refrains seem to make odd appearances, as Lee at one
moment describes in the video “What the fuck is this? [He makes
a sign with his fingers] I have never done this movement before
—maybe when I was six.” He is hypersensitive in observing his
movements and speech, as if the control mechanisms would be the
main drive of this device, as if feedback of this machine would have
an a-signified and partially autonomous nature. Is this an icon of
a politician, a virtuoso of a kind, exemplified by Paolo Virno in
Grammar of Multitude: “If the entirety of post-Fordist labour is

productive (of surplus-value) labour precisely because it functions
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in a political -virtuosic manner, then the question to ask is this:
what is the score which the virtuoso-workers perform? What is the
script of their linguistic-communicative performances?” (Virno,
2004, 64) A stand-up comedian may symbolize a politician and
cognitive worker, because he works without a script, following af-
fects and a-signified codes of deterritorialization, but there is still
a difference between the straightforward act on this video and a
skilful politician, which makes me doubt the analogue of Virno’s
virtuoso. Lee seems to be intentionally mixing different realms of
speech: intimate, artificial and public, whereas the skill of a poli-
tician, however improvised it might be, still keeps the different
realms under control. Virno continues: “I maintain without too
many reservations that the score performed by the multitude in the
post-Ford era is the Intellect, intellect as generic human faculty.
According to Marx, the score of modern virtuosos is the general
intellect, the general intellect of society, abstract thought.” (Virno,
2004, 64.) A performer has a skill, because he is not ranting like
a preacher or madman in the corner, for whom all of the realms
would have become fully confluent. He has a skill, because this is
not a performance of letting go, but a rehearsal of control. The skill
of agood performer and politician is to keep the different regions
in control, to strategize their use — to use hiatus, dramaturgy and
choreography on emotions and affects. A politician or cognitive
worker never works without a script, in fact. Nevertheless, the
script is not linear nor a score to follow in a certain tempo, it is an
improvised script under control.

What if the audience would not laugh at the performer on the
video? What if they would not understand or like him? It is not
an intimate performance, because performer and audience are

constantly tense and aware of their boundaries being stepped over.
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Avperformer has an ineffable right to transgress borders, and it is
desired that no-one feels safe. A statement of "here is my bor-
der” is implicitly announced, but no transgression or emancipa-
tion takes place. A performer is sensible, and in that sense like a
politician, he is skilled. He can make people laugh at him, to be
on his side, and when he wants. Laughing functions as a signal of
confirmation, a comic relief and a sign of control; laughing not at

him, but with him, when the protagonist dictates that to happen.

TACTICAL LIFESTYLES
A good performance is not given only by smiling at people, giving
compliments or talking about things one thinks are interesting to
others. On account of the mimetic nature of social behaviour, it
is common to automatically search for a confluence on common
ground. A mimetic performance is similar to lain Lee’s perform-
ance, because it does not ask you to believe in a performance, but
just to perform. In his book History of Shit Dominique Laporte
argues that when sanitation was introduced in the beginning of
industrialism a refining of language from foulness simultane-
ously took place. (Laporte, 2000) In cognitive capitalism we are
not learning way of conduct, but etiquette of performance. Dialects
or defects are not wiped out, but airbrushed or enhanced. A skilled
performance is an improvisation in the style of a stand-up come-
dian or MC: natural-like, yet stylized and extremely skilled in its
loose manner. "Fuck Off” becomes a strong, but stylized expres-
sion of subjectivity. Cynically, we all fuck off.

Language is being used as a tactical device in cognitive capital-
ism, as a device to make-believe in the subject. Tactics instead of
disciplinary actions. As a performer, he no longer knows, what he

is talking about, but he is still talking. Unless, as de Certeau writes:
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“[Alfter having long considered themselves experts speaking a
scientific language, they have finally awoken from their slumbers
and suddenly realize that for the last few moments they have been
walking on air, like Felix the Cat in the old cartoons, far from the
scientific ground”. (de Certeau, 1988, 8) If a performer in quo-
tidian or professional contexts would be exposed as an impostor,
then this would prove that improvised tactics of a performer are
not about telling the truth in public space, but are a practice of

perpetual lying between each other.

WHAT 1S SCHIZOANALYSIS?

The context of this work is cognitive capitalism and capitalist, im-
material labour. My question is, what kind of subjectivities are
produced for this device or apparatus of neo-liberal capitalism;
what kind of obstructions are necessary; what are the repetitious
modes that function in this context; and what kind of glitches ap-
pear? A shift from industrial Fordism to cognitive capitalism, and
so-called immaterial labour, has taken place. In the discourse of
contemporary art, this context is parallel to an “ethical’ turn, as
Jacques Ranciére has argued, or as a performative turn, accord-
ingto Jon McKenzie. My research will investigate these particular
shifts in epoch, which have created different kind of devices, dis-
positifs, and different production of subjectivities, in turn. How
does performance —both as a form of art and a quotidian event
— function in this particular context?

From my artistic practice and my interpretation of schizoa-
nalysis — which was a way of practice constructed by Félix Guat-
tari in his practice as a clinical psychoanalyst in the Clinique
La Borde, an activist and a philosopher — three apparatuses or

devices take significant place: loops, obstructions and glitches.



236 Convergining Perspectives

In the relationship between capitalism and production of sub-
jectivity, what kind of obstructions (not repressions), loops (or
repetitions) and glitches of subjectivity are taking place in cogni-
tive, neo-liberal capitalism, which are different from the Fordist,
liberal capitalism? What kind of performances are construed and
constructed, when no universal foundation for subjectivity are to
be found? What are the regulations, obstructions, minor events,
machineries, loops, refrains and glitches that take place in this
singular situation of global, neo-liberal capitalism? Neo-liberal
economy, with no state intervening individuals enterprises, un-
less a crisis is apparent, still requires an increasing amount of
administration, in order to provide a freedom for the individuals
to perform. Neo-liberalism aims to produce a freedom for us to

be free: freedom is constructed!
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Nores

1 According to Lacan, the Other is located in the outside of the subjectivity, but never
gets a proper name, but may take a form of an evil eye, fascinum, as well. The Other is
differentiated from other, situated in Real.

2 OuLiPo is a heterogeneous group of writers and mathematicians established by Raymond
Queneau. Other members of the group has been such writers as Georges Perec, Harry
Matthews and Italo Calvino.
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