
ASSEMBLE
RECORD

PROLIFERATE

SPATIAL BIOPOLITICS 
GROUP PROJECT
2017/2018 



ASSEMBLE
RECORD

PROLIFERATE

SPATIAL BIOPOLITICS 
GROUP PROJECT
2017/2018 





CONTENT

INTRODUCTION
CONVIVIAL RESEARCH AND 
ITS SONIC DISTRIBUTIONS

MANUAL
HOW TO MAKE A RADIO PODCAST

ENDNOTES
OR THE CONTENT

BIBLIOGRAPHY

1
 

2 

3 

4

5

21

33

75





5

1.  INTRO-
DUCTION

CONVIVIAL 
RESEARCH AND ITS 
SONIC DISTRIBUTIONS
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ASSEMBLE
 
This project was borne out of a refusal. That is, a refusal to produce the 
expected, the routine, the standard: a book. We were doubtful that a book 
could adequately reflect the messy and incoherent realities of working to-
gether as a team of twenty people; the risk of creating just a patchwork of 
soliloquies seemed too large.

What is more, a book is a thing. It is analogue. It needs to be purchased, 
handed over, opened and flicked through. We wanted to create something 
that could be passed on through alternative channels of distribution; some-
thing which, even in its physical makeup, would critically address contem-
porary conditions of virtuality.1 
 
Hence our venture into the realm of the sonic. Invisible yet pervasive, 
sound breaks with the ocular hegemony of Western (visual) cultures and 
their conventional epistemological formats. And, most importantly to us, 
sound is a primary medium for conversation, sociability, joy.

This project takes the shape of a radio podcast. But it is a podcast that fea-
tures neither an individual presenter nor a singular theme. Instead, it is to 
be understood as a cacophony of voices, music pieces, echoes and noises. 
As a platform for creative sonic expression, then, this podcast probes alter-
native modes of intellectual production and knowledge dissemination. It 
is an experiment to test what happens to academic work once it is lifted 
from its strongholds in writing and transposed – returned – into the realm 
of (recorded) speech.2

By way of its pervasiveness and reproducibility, a sonic output aptly reso-
nates with one of the most significant aspects of group work: conviviality. 
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We here draw on the notion of “convivial research” introduced by Manuel 
Callahan during a talk at the Poetry Center in San Francisco.3 A phrase coi-
ned in response to his experience working with the Zapatistas in Mexico, its 
practices are fueled by questions such as: How can we create conditions that 
allow us to work with others? How do we inhabit a collective subject, one 
that is more than a composite of individual “I”s? How do we construct a 
space of encounter for this collectivity? And how might this space allow us 
to reclaim the knowledge commons in the face of its rampant privatisation?

These questions also provide some of the critical groundwork for any group 
of twenty graduate students tasked to channel their energies and put them 
into the service of a collective project. Convivial research informs our cir-
cumstances, our rationale and one of the points of reflection in our work.
 
On this note, the context which this project grew in, and grew out of, is 
crucial. In the very first stages of our working process, university staff deci-
ded to take strike action against the neoliberal precarisation of their futures. 
Despite being in full support of the strike, we – the students – acutely sensed 
the effects of the institutional rug being pulled out from under our feet. We 
found ourselves without (a) the official space of a classroom and (b) the 
professional guidance of a course convenor. This meant that a clearly struc-
tured pedagogic rhythm dwindled into a number of improvised and volun-
tary gatherings in spaces intended for conviviality but not instruction; we 
continued to meet upstairs in a pub. In these circumstances, we were faced 
with the questions, what is the space of learning? And once it is no longer 
given to us, how can it be made to emerge?

Indeed, the strike action seemed a case in point that spaces of study must be 
carved out, not taken for granted. Judith Butler, for example, conceives of 
the public space of the street not as a pre-existing basis for political action, 
but as that which must be formed by the very action itself.4 For us, this 
meant that the classroom, dislocated as it was from its institutional but-
tress, emerged wherever and whenever our bodies assembled. In this sense, 
the strike was not an exception; it only made evident the rule. The spaces 
of encounter for a collective subject must be created, not simply accessed.

 The second noteworthy element of our strike meetings was an absolute fla-
ttening of hierarchy that came with the absence of authority – an authority 
inevitably executed even by the most amenable course leader. We devised 
a process of producing a collective reading list, one that followed not a ra-
tionale imposed from outside, but that shared amongst us the knowledge 
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we already held in common. Yet, this also meant that the formerly cohe-
rent narrative thread of a pre-designed graduate course branched out into 
a myriad of directions. After countless debates, discords and distractions, 
we were left with several seemingly irreconcilable topics (to be introduced 
later) and a catalogue of notes which took the shape of 41 questions; and 
not a single answer.

It is precisely this plethora of opinions and preferences that resonates with 
Tyson Lewis’ vision of “inoperative education”.5 The latter is a model for 
study “that leads away from pathways towards authority” and disassociates 
learning from the achievement of a goal.6 Indecision and uncertainty are 
the hallmarks of a mode of study “that constantly calls itself, calls knowle-
dge, into question”.7 Convivial research certainly partakes in Lewis’ notion 
of inoperativeness. It is spatially mobile, uncompromisingly democratic, 
and intentionally inefficient. This, in turn, raises a fundamental concern 
about the possibilities of its success. If convivial research no longer aims 
to tick a set of boxes, does it still answer to the conventional parameters of 
success and failure?

To avoid romanticising conviviality, it is necessary to mention its many 
frustrations and blockages. Indeed, we rarely ended our meetings with a fe-
eling of achievement, closure or clarity. The success of communal learning 
is not to be measured by its aftertaste of satisfaction. And yet, Tonika Sealy 
Thompson raises the question: “When things fall apart, when they disas-
semble, in what ways can we read that disassembly precisely as convivial 
research rather than as failure?”8 Is group work, then, not the successful 
assembly of multiple bodies in spaces, but precisely a mode of their disas-
sembly, a means of falling apart? What can be said of our own successes and 
failures in view of this – how can they be understood qualitatively, let alone 
measured quantitatively?
 
These questions become most pertinent once we took into account the 
need for our pub meetings to be productive. Ultimately, we were tasked by 
an institution-in-suspension to produce work for the institution-once-it-re-
turns. The irony of engaging in convivial inoperativeness in the framework 
of an assessed group project is not to be overlooked.

It soon became evident that understanding teamwork as convivial research 
demanded a fundamental reworking of the relationships between intellec-
tual labour and its outcomes. This returns us to the vexed question of the 
book and its seeming inadequacy to reflect group work. How can any pro-
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duct of collective practice, we asked ourselves, do justice to the process of 
its formation?

A research centred on conviviality, we were convinced, must understand 
its physical output as but the trace of its making. The choice of the radio as 
format is therefore also an attempt to account for those conversations that 
were its own breeding ground – and to refigure them not as that which 
precedes, but as that which constitutes academic labour. What is at stake is 
a conceptual shift in what counts as work in academia, what passes inte-
llectual production or achievement. Must the non-quantifiable, immaterial 
labour of conviviality always be subordinated to the real presence and hard 
value of an object?

In our case, the answer to this question seemed a defeating “yes”, for we 
required a document that proves the progress of our learning and will even-
tually earn us a graduate degree. The printed manual this introduction for-
ms part of, however, shall not merely be an ironic testimony to our own 
hypocrisy. Could this document instead be read as something which does 
not entomb collective practice but which reverberates with it?

Like the work of action painters, this manual is that which is left behind 
after the fact, once the party is over, the performance ended, the crowd 
gone. What we produced is a remainder of those times during which our 
bodies assembled and our ideas converged. Our work is housed somewhere 
between the page, the soundwave and the pub.

Our radio is hence to be understood as nothing but an echo. It partially cap-
tures and resounds the reverberations of many joyful conversations, lively 
discussions, unproductive meetings, and strange mixings of radically di-
vergent interests. Always incomplete, always blurred, always dissatisfying. 
But an echo speaks not only of the bygone; it also carries into the future, 
where it asks to be infinitely repeated. We devised a means for this echo to 
be taken up again and amplified by future users. If convivial research is a 
mode of reclaiming a knowledge (under)commons, this project’s document 
is a manual for its future reproduction. It is a set of guidelines for its own 
plagiarisation, be it in a hundred years’ time or by next year’s group project 
– for infinite proliferation is our friend, not our enemy.



11

 RECORD
 
That the sonic shift marks an aesthetic rupture in the Western hegemony 
of the visual has already been suggested. Of particular interest to our group 
project, however, were the epistemological consequences of a move towards 
sound. In this sense, our radio podcast is an experiment that tests what 
other forms of knowledge become available when sound is the primary 
means of disseminating our ideas. How must our texts change once they are 
written to be read out loud – once they are no longer self-contained entities 
but mere scripts that anticipate their own activation? How must academic 
theory be translated so that it meets the requirements of entertainment tied 
to radio broadcasting? And how do we avoid losing quality and depth in 
this process of translation?

Tyson Lewis’ article on Walter Benjamin’s radio pedagogy provides some 
illuminating insights.9 Of course, the term pedagogy seems at first glance 
opposed to the project of a convivial and inoperative study, whose aim is 
after all not to pass down knowledge but to pass it around. Yet, the funda-
mental questions Benjamin’s practices raise about the relationship between 
technologies of sound and processes of learning echo our own concerns, 
and provide a useful springboard for reflection.

The medium of radio, Lewis writes, sets itself apart from optical forms of 
education by introducing the element of temporality. Radio is “sound wi-
thin time”.10 A radio podcast is never fully available in one instant; it takes 
time to unfold. Accordingly, the radio listener is “someone whose visual 
apparatus is being dis-oriented through a distinctly auditory experience of 
temporality”.11 A feeling of estrangement and alienation are the intended 
aftereffects of such a sonic dislocation.

With these observations, Benjamin unwittingly prefigures a similar shift 
into the temporal that would mark the end of modernist art about three 
centuries later.12 For much art historical discourse, this introduction of time 
raises questions about art’s ephemerality. With respect to recorded sonic 
projects like our own, however, precisely the opposite seems to be the case. 
While it is true that the improvised gatherings of convivial research might 
be transient, a radio show’s temporal existence is best understood not in 
terms of ephemerality, but of proliferation.

Even if the sonic, like the living, is that which passes away, recorded sound 
can be infinitely re-played; it has the capacity to bend the linearity of time 
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through its own looping. Indeed, Lewis contends that Benjamin’s radio 
practice stands at odds with much of the latter’s conceptions of singularity, 
authenticity and originality: “We have a vision of art which explodes aura 
in the name of collective experimentation and political appropriation of 
the modes of artistic production.”13 Collective experimentations, such as 
those which form the bases of this project, can reach into posterity by way 
of their sonic proliferation. The frequencies of a radio show become pre-
cisely a means for evanescent practices of study to resound through time.

While sound introduces a crucial temporal dynamic into seemingly static 
objects of knowledge, this analysis nevertheless has its conceptual limita-
tions. By way of coupling the sonic exclusively with the temporal, and the 
visual only with the spatial, Lewis follows Benjamin’s distinctly modernist 
trajectory of thought, which today seems outdated.14 Our own project hen-
ce sought to undo these clear-cut distinctions by understanding sound as 
something that not only exists in time but also pervades space. Rather than 
positing the sonic as immaterial frequencies without space, purely lodged in 
the realm of the virtual, we began to conceive of sound as a tool that creates 
space. Following Butler, we understood the sonic, like the body, as capable 
of bringing space about performatively.15 In particular during times when 
official space is scarce, sound waves can become spatial agents.

But the spaces created by the acoustic are not purely material entities. The 
spaces of the sonic cut across physical and virtual planes. As hybrid forms, 
then, they might best be imagined along the lines of what Denise Ferreira 
da Silva envisages as worlds of entanglement no longer founded on the 
principle of separability.16 Da Silva posits that these entangled worlds, by 
way of collapsing ordered and divisible space into a subatomically connec-
ted core, offer critical approaches of re-imagining sociality. Following her 
cues, we understand sound as that which connects us across distance, in 
inseparable difference.

If Manuel Callahan speaks of convivial research as “temporary autonomous 
zones of knowledge production”, sound might offer one way of embedding 
these zones within a virtually, physically and temporally networked space.17 
In this sense, the sonic becomes a means of providing the spatial and tem-
poral links between the nodes of local convivial research groups.

This reverberates with our conviction that the “radically public nature of 
radio” must also create radically accessible spaces.18 A radio is an attempt to 
pierce the walls that enclose contemporary institutional spaces of privatised 
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knowledge. Soundwaves make the classroom extend beyond itself; more so, 
they create classrooms even where there are none. In so doing, soundwaves 
turn closed spaces of authoritative institutional learning into open fields of 
inoperative study. Our own project is a small step in this direction; a long 
path still lies ahead of us.
 

PROLIFERATE
 
On a radio show, to refer to Walter Benjamin once more, the speaker’s voice 
is “distinctly disembodied”.19 While this might ring true, we were not con-
vinced that a model of mind-without-a-body would serve us well for the 
theoretical aims of our project. It re-inscribes itself within a Cartesian dua-
lism and perpetuates conceptions of the human as a rational and self-pos-
sessing agent. To feature a disembodied voice would squarely contradict 
those contemporary explorations of subjectivity that form one of our axes 
of inquiry. Our radio speaker is not a free-floating consciousness. Nor is she 
a single being. She is already many, and in her multitude, always entangled.

In an attempt to give bodies to our voices without falling into the traps of 
individuation, we decided to devise five characters without strict bounda-
ries. The personalities that make up this motley crew resemble the human 
figure in different degrees – they range from the somewhat familiar ‘pro-
blem students’ to the very outlandish ‘undead’. Neither are their character 
traits akin to human properties. Offspring of our collective reading prac-
tices, they operate as responses to a set of texts and ideas we encountered 
during our convivial research processes.

Most significantly, our characters emerged from common conversations, 
and as such, create connections where at first there seemed to be none. 
In their radical diversity, they speak across ontological difference; memes 
converse with students and tapes with zombies. As unexpected overlaps 
between our figures emerge, their clear boundaries disintegrate, their sil-
houettes begin to blur into each other… and they consent to be more than 
one, to be made undone.

Our characters hence represent clusters of interests, but they serve a larger 
purpose than those of chapters in a book. In practical terms, the characters 
provided us with a means to divide a large cohort of students into smaller 
working groups. This down-scaling offered a direct means of spreading au-
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thority equally and ensuring that a varied set of research interests could be 
accommodated, instead of a singular theme imposed. A diverse crowd of 
twenty students could in no way be pressed into a single body.

At the same time, our choice of multiple characters prevents us from spea-
king as a choir of twenty individuals. Soliloquies are not what we were 
after. Bundling our speech into five interweaving streams hence proposes a 
model for a shared authorship that is neither an absolute conflation nor a 
simple collocation of individual voices. Rather, it is an attempt to critically 
inhabit Callahan’s collective subject. Our congregation of characters hen-
ce allows us to speak in unison while simultaneously acknowledging our 
own situatedness. As both our speakers and our listeners must always ask 
themselves who is speaking and from which position, voice constantly calls 
itself into question. At one and the same time, we speak as ourselves and as 
another, just as we speak both as one and as many.

Our audiences are hence free to read our characters in multiple ways. They 
can be listened to as embodied radio presenters; imagined as our otherworld-
ly avatars; flattened into chapter headings; or understood as convivial wor-
king groups. They can be anything – anything but anthropocentric, indi-
vidual or coherent figures. For as sound proliferates on this radio show, so 
does subjectivity.
 
To accommodate our listeners, we provide an inventory, or a set list, of 
our speakers. They introduce themselves, unsurprisingly, by asking a set of 
questions:
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The Sonic Militant

How and for what reasons have sonic resistances proliferated in
recent years?
Today, what purpose does the audial terrain serve with regard to 
voicing infra-political tensions born amongst the undercommons? 
What role does audial consumption and production play in the 
construction of both the individual and the collective? 
Is the sonic dimension capable of activating a collective that other 
modes of gathering – within the West – have often failed to achieve? 
Why have certain sonic genres emerged in tandem with specific, 
spatially located socio-political actions? 
Can the sonic plane be a means for the dissemination of free 
thought and education, unencumbered by a hegemonic apparatus?
How have the various hegemonic institutions (the education 
system, the police force, etc.) assembled in order to stifle this 
infra-political apparatus?

The Problem Students

How can we derive the figure of the ‘poor student’ from Hito 
Steyerl’s idea of the ‘poor image’?
Is poverty the right term to speak about the precariousness created 
by neoliberal education systems?
Can we understand poverty in other than financial terms?
Might poverty, as underperformance, act as a resistance to a 
neoliberal cult of self-improvement?
What are the risks of hypocrisy we run with claiming this term, 
and can they be circumvented?
What are the (under)common spaces for a collective (infra)study? 
Which scales are our friends? 
What are the terms of our visibility, audibility?
How can we become a problem for the system without unwittingly 
feeding into the system we aim to disrupt?
Can poor study be productive without betraying itself?

The Copy

What is the copy and what does it mean to copy? 
What does it mean to be copied? 
Is there such a thing as an original? 
Can the copy be considered a crucial contemporary 
biopolitical subject? 
What are the interactions between neoliberalism and the copy? 
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How can we think about the copy in relation to Jameson’s notion of 
the ‘cognitive map’ in the 21st century? 
What impact does copying and the notion of copyright have on 
cultural forms?  
What is the infrapolitical potential of the copy and how does this 
interact with Hito Steyerl’s concept of ‘circulationism’? 
Moving away from the digital realm, how can the copy embody a 
potential offline and how will glitching impact this?  
Can the copy map out alternative realities that might disrupt the 
hegemonic systems of our network? 

The Dividual

Does a conventional conception of the subject still hold in 
contemporary times?
How can we rethink subjectivity and its formations today?
How do apparatuses of late capitalism produce subjects formed along 
principles of individuation and separability?
How can a collective subject emerge as an alternative to 
individuation?
What role does the global diffusion of mass media play in the 
fragmentation of identity and the proliferation of the self?
Can the Dividual subject unravel the principle of separability and 
constitute itself as a configuration for resistance?
Once we conceive of selves in a fundamentally entangled world, 
what becomes of politics?

The Undead

What does the Undead want?
What happens when the undead infects enough to create an 
undead society?
How does the proliferation of data mimic biological and viral 
trajectories?
What is the role of silence in subverting or affirming power 
structures?
If “undead” is synonymous with either immortal or resurrected, 
in what ways can we think about that which was never alive? 
(i.e. the digital, the viral)
How does silence behave in space? 
What is the fate of sentience that is no longer subjected to death?
What is the future of reproduction when life becomes obsolete? 
How can we think about echoes as the original voice of the undead?
Can immortality exist without causal continuity?
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The process of listening to their multiple voices will make the reverbera-
tions between these characters audible. Rather than by one central axis of 
reflection, or by a single political concern, they are bound together by a 
dense web of rhizomatic, small-scale connections.

Precisely because “big scale is not our friend,” as Fred Moten claims, we 
must divest our critical attention to it.20 The questions posed by our cha-
racters each touch on different scales and habits of assembly, collectivity, 
and resistance. In this sense, our radio show inscribes itself in a space where 
infrapolitics takes the form of infrastudy: a militantly inoperative and re-
lentlessly convivial research on “small scales with infinite proliferation.” 21

When infrastudy goes sonic, it becomes a space of lower frequencies. And 
as we hand this project over to posterity through this manual, we only ask 
our future audiences, and those who choose to copy us, to keep in mind the 
echo of a question:
 

Who knows but that, on the lower frequencies, [we] speak for you?22
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NOTES

1 Of course, we could have made a PDF version of a book available online to solve 
this issue. However, we searched for a medium that would address questions of 
accessibility and virtuality not only in content, but through the very fabric of its 
form. Sound critically lends itself to both topics – some of the debates it raises are 
touched upon in this introduction.

2 Plato and Aristotle’s methods of teaching, for instance, were early forms of 
learning that took the format of a conversations, not a written document.

3 See Manuel Callahan, Stefano Harney and Tonika Sealy Thompson, “Working 
with Others: Convivial Research (Revisited),” panel discussion, third annual 
Howard Zinn Book Fair, City College of San Francisco, December 4, 2016, accessed 
May 10, 2018. https://diva.sfsu.edu/collections/poetrycenter/bundles/230826

4  See Judith Butler, Notes Towards a Performative Theory of Assembly (Cambridge, 
MA: Harvard University Press, 2015).

5 Tyson E. Lewis, Inoperative Learning: A Radical Rewriting of Educational 
Potentialities (Abingdon and New York: Routledge, 2018).

6  These words are Stefano Harney’s. See Callahan, Harney and Thompson, 
“Working with Others.”

7 Again, a paraphrasing by Stephano Harney. See ibid.

8 Ibid.

9 Tyson E. Lewis, “Walter Benjamin’s Radio Pedagogy,” Thesis Eleven 142, 
no. 1 (2017).

10 Ibid, 22.
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11 Ibid, 22.

12 The most prominent agents of this temporal shift within the visual arts include 
minimalist artists and performance art practices.

13 Lewis, “Walter Benjamin,” 24.

14 Modernism is invested in each artistic medium’s own purity. In that sense, visual 
art would locate itself entirely in space – sculpture in the round, painting in 
flatness –, and sonic experiences like music or poetry would locate themselves 
entirely in time. This modernist logic of purity is what we seek to undo.

15 Butler, Performative Theory of Assembly.

16 Denise Ferreira da Silva, “On Difference without Separability,” in 32nd Bienal 
De São Paulo: Incerteza Viva: Catalogue, ed. Jochen Volz and Júlia Rebouças (São 
Paulo: Fundação Bienal de São Paulo, 2016).

17 Callahan, “Working with Others.”

18 Lewis, “Walter Benjamin,” 24.

19 Ibid, 24.

20 See Fred Moten in conversation with Robin D.G. Kelley in “Discussion as Part of 
the Master of Visual Studies Proseminar,” panel discussion, University of Toronto, 
April 3, 2017. 02:13:29, accessed May 12, 2018. https://www.youtube.com/watch?-
v=fP-2F9MXjRE&feature=youtu.be&t=1h24m18s

21 Ibid. For an excellent discussion of “infrapolitics” see J.C. Scott, Domination 
and the Arts of Resistance: Hidden Transcripts (New Haven and London: Yale 
University Press, 1990), 183.

22 Ralph Ellison, Invisible Man (London: Penguin Books, 2001), 561.
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2.MANUAL

HOW TO MAKE A
RADIO PODCAST
INSTRUCTIONS FOR A FUTURE 
REPRODUCTION
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Radio Alice.
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SECTION 1: THE SONIC MILITANT

Make a segment on the history 
of pirate radio.1

Make a segment about the sonic antagonisms 
and musical genres that resist the dominant 
‘mechanisms of security’.2

Create an AI (audial intelligent) radio 
segment capable of acquiring both sentience 
and sapience that reads out Kanye 
West’s tweets.3

Produce a DJ Set.4

SOPHIE. “Its ok to cry”. Film still, 2017.
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Manuel Cattelan. “The Wrong Gallery”, 2002.

Hito Steyerl. “How Not 
To Be Seen. A Fucking Didactic 

Educational .MOV File”. Video stills, 2013.
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SECTION 2: THE PROBLEM STUDENTS

Study.
Assemble in disassembly.
Be unprofessional. 
Be unclear about the planning, too mystical, 
too full of belief.
Be unlawfully overcome by others. 
Copy, steal and plagiarise. 
Be in and not of the institution.
Abuse the hospitality of the university. 
Resist improvement.  
Embrace ambiguity and irresolution.
Be blurred, out of focus, lack definition.
Pervert the instruction. 
Produce something at odds with the 
framework you have been given.1

Broadcast intimately.
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Andrew Norman Wilson. “Workers Leaving the 

Googleplex”. Film stills, 2011.

Stanley Kubrick. “The Shining”. Film still, 1980. 
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SECTION 3: THE COPY

Write a manifesto to read on the radio.1

Make a compilation of sound recordings 
that resonate with your manifesto.2

Interview an artist whose work 
suits the theme.3

Read two versions of a fairy tale 
by different authors.4

Record a poem.5 
Create a playlist.6

David Fincher. “Fight Club”. Film still, 1999. 
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Aboudia Abdoulaye Diarrasouba. “Untitled”, 2013.
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SECTION 4: THE DIVIDUAL

Create a hyphenated monologue.1 
Do interviews concerning the notion 
of subjectivity.2 
Acknowledge polyphony.3

Steal a productive conflict.4

Get audio from the movie Hurlements 
en faveur de Sade.5

Magali Reus. ”Hwael (Soft Soap)”, 2017.
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Zach Blas. “im here to learn so :))))))” Video still, 2017.

Alex Garland. “Annihilation”. Film still, 2018.
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SECTION 5: THE UNDEAD

Make an entrance.
    Listen. Feel. Remove yourself from Cartesian 
    skepticism by embodying your physicality.1

    Define the undead.2

    Define who I am.3 4

Consider: What does the Undead want?
    Establish a story5, character6, and emotion7.
    Use film and theory to build the character.
    Use theorists to give a new view of the character.
    Humanise your creation so that the reader 
    can relate to it.
    Finish the story, reveal the character, 
    and conclude its journey. (Or not).8

Imagine a cell in your body.9

    Listen carefully.10

    Live forever in your echoes.11

    Consider the ‘Ouroboros’.12

    We are all terrifying combinations of things, 
    aren’t we?13

Meditate on the silence and talk to Alexa.14

Think about the ontology of the Undead.
    Think about what network theory looks like.
    Turn network into habit.15

    Talk to TAY.16

    Think about code and AI.17 18

    Think about reproductive futurity.19

    Think about information and dimension.20

    End with World Soul.
Repeat, regenerate.
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3.ENDNOTES

OR THE CONTENT
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1 The neoliberal epoch will undoubtedly be looked upon as the fortification and rei-
fication of bio-political action… in its most subtle form.  The massifying power that 
these dominating mechanisms exert is what post-Marxists, such as Franco Berardi 
(2011, 94) define as a form of abstract and digital labour: semio-capitalism. 

“Semio-capital… is not about the production of material goods, but about the pro-
duction of psychic stimulation. The mental environment is saturated by signs that 
create a sort of continuous excitation, a permanent electrocution, which leads the 
individual as well as the collective mind to a state of collapse”.

The subsequent evolution of these manifold, yet distinct apparatuses has become 
the logical step in the ensuing refinement of social, political and cultural regulation. 
It disturbs the subjugated individual, provoking a truly faceless mass in a localised 
metropolis. However, within the resistant colonies caught up in the spatiotemporal 
ruins and crumbling structures that were left behind, creative outputs have emerged 
from within the infra[political] time continuum that has materialised parallel to the 
engulfing ether space that now hosts the individuated collective. This infra-political 
zone has been dutifully guarded by what Harney and Moten call “the Undercom-
mons”. They sketch the Undercommons as a “wild place that continuously produ-
ces its own unregulated wildness” (Harney and Moten, 2013, 7). It is as an incorpo-
real realm that resembles a Marxian “relation” more than any singular, fixed point. 
This refusal to wholly submit and conform to the compounded spatiotemporal 
landscape – covered with simulacrum and inhabited by subjugated souls – led to the 
crucial emergence of a counter-apparatus, an infratic mechanism that would radiate 
subversion through collectivity.  This subversive practice, fuelled by antagonistic so-
lidarity – on a plane inaccessible by the dominant bio-powers – is what Harney and 

SECTION 1: THE SONIC MILITANT
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Moten further posit as ‘hapticality’; a “way of feeling through others, a feel for fee-
ling others feeling you”.  It represents the collective touch of the undercommons, 
both on the physical, the audial and the illusory planes.  It is a political relationship 
that marks the flow “between bodies and objects, thought and feeling” (Springgay 
and Truman, 2017).  One of the most prevalent and successful infra-political, haptic 
counter-mechanisms is the audial apparatus – the radio wave – traversing “symbo-
lic, perceptive and imaginative planes” (Berardi, 2007, 156).  First assumed by the 
Italian post-Marxist, Autonomist movement during the 1970s, pirate stations such 
as Radio Alice, entrenched a message of solidarity amongst both the workers in revolt 
and the wider Italian community, broadcasting programmes that ranged from poe-
try and political analysis, to yoga sessions and cooking recipes.  Some years later, the 
UK assumed a similar tactic, merging the antagonistic hapticality of radio with the 
burgeoning hardcore continuum music scene.  Whilst the city of London steadily 
suffered the spatial transformation of a privatising bio-political vigour, the tower 
blocks began to cast their own shadow over this zealous apparatus.  The trembling 
bass and exuding vibrations that emerged from the pirate radio airwaves exposed 
the audial force as a new method of resistance towards the privatised dispossession 
of the collective undercommons - who refused to be destroyed. By hacking the radio 
waves and reclaiming the dwindling spatiality, with their nascent and magnilo-
quent audio-virology, could these young activists have stumbled upon a rare appa-
ratus that might just revive these subjugated souls? 

2 Nascent sonic genres have positioned themselves as infra mechanisms of antipa-
thy, capable of reviving the struggle of the subaltern. Their sounds become a his-
trionic vortex of vibration – equal parts pulsating as subdued – commandeering the 
soulful body of the audiophile, marking its political relationship as a flow between 
“thought and feeling” (Springgay and Truman, 2017). The haptic surge generated 
by Grime music, with its quagmire like drum patterns, send the listener into a fre-
netic haze of collective gesticulation – directed at the hegemonic monotony that su-
rrounds them on every side. This collection of rhythmic haywire directly challenges 
the assembly line in a way that Marx could only dream of. The precarious workforce, 
with no specialisation, harness their energy by way of infra-political hapticality, 
expressed through sonic verbose, rather than through the repetitive nature of their 
employment.  The counterattacking, zigzagging nature of Grime music (amongst 
other genres) becomes a collective articulation of opposition, reverberating and 
pulsating in order to unsettle the patterns of the truly artificial, capitalist “line”.  
These are the immaterial rhythms that control the subject within neoliberalism, the 
rhythms of the assembly line, the ether line of immaterial labour and the line for 
the local doctor.  

However, if the UK’s underground scene is a dull and monotonous grey – a sea of fa-
celess bodies drudging through the murky city late at night, like a piece that Lowry 
might have conjured – then Russia’s eclectic electronica music elucidates a kind of 
imperceptible pastel grey.  These genres certainly share similarities, yet those ghost 
like figures would be gliding to work rather than dragging their obscured feet.  The 
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emergent sound of oneiric electronica – exemplified by artists including Moscow 
based, Kedr Livanskiy – suggests that melancholic visions of both the past and the 
future do not necessarily require modes of resistance to be bombastic or aggressi-
ve.  Rather, they can paint a picture of hope, that by spilling with colour, transfor-
ms the hostile monotony and monochrome nature of post-communist autocracy, 
into a vision of hope and empowerment; a chance to turn the dated daguerreotype 
apparition into an instantaneous polaroid of sharp colour, vibrant noise and magic 
mysticism.  These audiophiles don’t just represent hope, but actualise it, rising from 
the spatial ashes of the Moscow kingdom.  

3 Kanye West recently returned to twitter, seemingly spurred on by his unreticent 
“brother”, President Donald Trump.  Fed up with the “thought police” suppressing 
the right to freedom of opinion and enhancing their ubiquitous, politically correct 
attitude (or alt-right rhetoric) West sees this vast ether medium as a means to convey 
his alternative worldview.  From ‘philosophical’ book drafts to fake Harriet Tubman 
quotes, West seems to have wholly grasped the potential that such online social 
networking services have to offer civilisation.  

In an age where the concomitance of thought and freedom seems to be more cons-
tricted and more refined than recent memory may recall, the focus seems to have 
subsequently shifted towards the advancement of an alien society, ahead of our own 
withering milieu.  The fight for artificially intelligent dominance is undoubtedly 
underway, and if mankind isn’t quite ready for Kanye West’s often poorly articula-
ted thoughts, well maybe they might just be clear enough for our artificial coun-
terparts.  Could the disparate vortex of Kanye West’s mind and its pharmakon aid - 
@kanyewest – be enough to provoke AI sentience?  It certainly seems like a good 
place to start.  

4 Music has often been weaponised in order to challenge dominant social, cultural 
and political conditions.  No longer is the musician viewed merely as a precocious 
talent, rather, they prevail as sonic militants – tapping into the unencumbered au-
dial terrain, in search of sounds that might just send very real shivers down the 
hegemonic spine.  

The tracks that have been meticulously curated for this particular set, aim to both 
address and challenge a number of socio-political conditions.   Whether that be 
through the bombastic retort of grime, reaffirming its position as the true landlord 
of London, opposed to the likes of Canary Wharf, who’s shadow within which they 
lurk.  Or the candy coated, esoteric sounds of SOPHIE and her PC Music affiliates, 
reminding us that music is a haven for all that feel marginalised, in any capaci-
ty and most importantly, that such marginalisation can and must be overcome, 
starting with the collectivity born out of the haptic reach that emanates from the-
se sounds.  Equally, post-soviet oneiric tinged soaked electronica transcends these 
audial waves, reminding the hopeless souls, proudly born within an inert genera-
tion, that maybe it is not just possible to dream of [an]Other future, but to actually 
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achieve it, to foster and create an alternative commune, that represents the masses 
in the face of waning opposition of the most brutal kind.  This is precisely what the 
record label, John’s Kingdom, has been inciting within Russia and inspiring across 
the world.  This is jouissance.  They are the greatest forms of pleasure that one can 
enjoy, with their haptic reach and antagonistic capacity, this audial dimension not 
only represents hope for civilisation, it generates it.
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1 This is a semi-fictional ‘transcript’ of several group ‘conversations’. It records an attempt, 
and a failure, to make a contribution to this radio show. Each letter ( P, J, Z, A, U etc) has 
been assigned at random. They do not belong to any one author, character or voice. Whoe-
ver wants to speak next, seizes a letter. 

P: Right, so for this meeting we need to develop a persona, a figure or vessel for our 
voices, some kind of body through which we can speak about higher education...

J: As a starting point then, I’d like to suggest bringing together Hito Steyerl’s idea 
of the poor image with Harney and Moten’s writings on partial education… When 
we read these two texts recently, I saw some strange but effective parallels that may 
be interesting to explore here. They may help us avoid some of the more obvious 
frameworks when approaching the subject of higher education. 

O: Alright, so what do you guys think of working with Steyerl’s idea of the poor 
image and deriving the figure of the ‘poor student’ from it, to give a name, a subjec-
tivity, to our combined voices?

U: Ok, following that, what I’ve done is very quickly taken quotes I liked from Ste-
yerl’s text that seemed to offer a useful entry point to this figure of the poor student. 
I replaced ‘image’ with ‘student’, ‘audiovisual’ with ‘education’, and tweaked some 
words to make it coherent… It’s obviously a complete rip-off, but in a way it reads 
like something of a manifesto for our figure:

SECTION 2: THE PROBLEM STUDENTS
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The poor student is a copy in motion. Her quality is bad, her resolution substandard. 
As she accelerates, she deteriorates. She is blurred, out of focus, lacks definition.
High-resolution students look more brilliant, more impressive, more scary, more seductive.
In flagship universities, high-end products are marketed in an upscale environment.
On the other hand, the rampant privatisation of universities, along with online marketing 
and commodification, also enable piracy and appropriation; it gives rise to the circulation 
of a poor study.
Experimental study became almost invisible. It slowly disappeared from the academic 
sphere… into the darkness of the institution. Resistant or non-conformist forms of 
learning disappeared from the surface into an underground of alternative archives 
and classrooms.
This creates an alternative economy of education inside, beyond and under commercial 
pedagogic streams: constructing anonymous global networks and creating a 
shared history.
Poor study favours unconventional forms of distribution: it is about erratic and 
coincidental links everywhere.
Poor students reveal the conditions of their marginalisation: poor students are problems 
because they are not assigned any value within the class society of labour power.
But the territory of poor study is also permeated by the most advanced
commodification techniques. 
Poor study feeds into both alternative educational economies and traditional 
capitalist assembly lines.
The poor student is ambivalent, schizophrenic. Her hallmarks are a constant readiness 
for transgression and simultaneous submission.
Poor study is no longer about the real thing – the total education. Instead, it is about 
its own real condition of existence. Poor study is about defiance and appropriation just 
as it is about conformism and exploitation.

P: Phew, I mean this sounds nice but I still think the ‘poor student’ is a really con-
tentious and dangerous term. It has too much of an economic ring to it and carries 
a lot of connotations we don’t actually want to evoke, no? I just think that we’re 
setting ourselves a lot of traps here...

O: Yeah, most of all because it’s extremely hypocritical and perverse to claim pover-
ty for ourselves – as students – when everyone knows how much money we, and our 
families, have invested to be here. To be part of an academic institution is already 
a sign of a certain ‘wealth,’ and poverty is what is excluded from the realms of the 
institution in the first place. In the knowledge economy, academia is the fast track 
to affluence. It’s an initial investment that guarantees a payback in the form of hi-
gher wages at a later point. And the term ‘poor student’ obscures and disavows that.

A: I think the poor student also has a role to play in an almost romantic image of the 
university. Much like the ‘artist in his garrett’, it’s an idealised stereotype rooted in 
the ideas of transformation and self-improvement which the neoliberal university 
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relies upon and perpetuates... as in ‘it’s ok to be the poor student now, as long you’re 
not the poor graduate later on.’ 

K: Aside from that, because of degrees being assets, students push themselves into 
ridiculous amounts of debt in order to gamble for a future spot in the economy. So, 
not necessarily everyone that goes to university already comes from that position 
of economic privilege.  

P: But in the long run, higher education is nevertheless quite clearly tied to econo-
mic wealth...

S: Of course, but I don’t think it’s all about monetary ‘wealth,’ about the financial 
and economic situation of students, but also about a certain cultural ‘wealth’. In the 
sense that having been raised in an environment where the educational culture fits 
that of the university, this has given some of us the opportunity to gain access to 
higher education. And this question of access is much larger than one of economic 
assets, it speaks to a much larger framework of interrelated conditions.

O: This makes me think of the distinction Bourdieu makes between economic, so-
cial and cultural capital. What our society thinks of as ‘wealth’ goes far beyond the 
financial – it includes being at ease with certain social manners, command of a 
certain vocabulary and dialect, familiarity with a ‘high’ culture and an art scene, in 
short, all those things that feed into the broad notion of class. And of course those 
hierarchies are entirely constructed by society and not inherently given. But this 
means that when we speak of ‘wealth’ we also have to keep in mind these social and 
cultural aspects. 

Z: In that sense Bourdieu would say that we – as contemporary art students – may 
be financially poor, but we still are accumulating massive amounts of social and 
cultural capital. Which makes the term ‘poor’ extremely hypocritical...

L: Yes, of course there’s so much trouble with hypocrisy here… but I think this eco-
nomic aspect is so omnipresent in current neoliberal conditions that our figure has 
to acknowledge that, even if it does so a bit clumsily...like, not to evoke the financial 
burden placed on any student in the Anglo-American system would disavow the 
extreme imbrication of education and consumption, knowledge and commodifica-
tion today. And ‘poor’ does speak to this reality despite, and maybe even because, it 
creates so much ambiguity. 

R: But I also think we need to beware of the binaries we seem to be beginning with 
when forming this body. I think the division we are getting into between those 
who can afford higher education and those who can’t is not addressing the actual 
situation of education properly. It was for this reason that we meshed Steyerl’s text 
with that of Moten and Harney, right, to avoid simple dichotomies. I was thinking 
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about an idea of Donna Haraway, this notion of situated knowledge… as against a 
‘totalising vision’... that she discusses in the conversation with David Harvey we 
read. It’s to acknowledge that we’re never speaking from a neutral position, are ne-
ver removed from the action, but that we’re always already implied in what we’re 
observing, and that our own situation and subjectivities fundamentally impact our 
observations and insights. And that others who find themselves in different circum-
stances, will experience and evaluate things fundamentally differently. 

M: So instead of dividing between those who can afford and those who can’t, if we 
look at particular situations, what we can see is that the actual system of fees and 
marking criteria positions all of us at varying levels of precariousness. For example, 
somebody that needs to work and study at the same time is ‘poor’ in terms of free 
time and social life...

T: Like those who have to study very hard to fit high standards of marking criteria 
in order to be able to access grants, or those who massively in-debt themselves, and 
their families, with banks and governments, or who have to spend all their savings 
to be here… Those are all forms of precarity within the system, created precisely by 
the system, and not necessarily excluded from it.

D: Exactly, so acknowledging our own situation and that of the others may let us, 
while identifying and addressing privileges and disadvantages, also state that the 
current education system is, at different levels, ‘bad’ for all of us. 

S: In one sense the term ‘poor student’ reveals this widespread precariousness that 
seems to form the basis of neoliberal world orders... where precarity, yes, points to 
money, but also to a condition of vulnerability that extends beyond that. So we’re 
all – in very different ways – poor students.

A: Yeah, but I think here the most interesting bits about the term ‘poor’ are when 
we read it to mean something more than an economic situation – and that’s the bit 
that we would maybe want to place a stronger focus on, right? Because, while it’s 
important to have the financial aspects of study there, Steyerl thinks of poverty – in 
connection with the image – in completely other terms than financial ones. 

Q: She does, so maybe we shouldn’t just shy away from the term ‘poor’ out of fear 
of being accused of a form of ‘cultural’ appropriation. Because I think it’s important 
to undo the assumption that poverty can only ever be something bad, something to 
be avoided at all costs, something we don’t want. Because that’s what the neoliberal 
economic system tells us: that what we have to want is to be rich. But what if we 
don’t want to desire this kind of wealth? Then the question then becomes, what ha-
ppens when we think of poverty in other than financial terms – might there be some 
form of value – sorry, that’s the wrong word, but you know what I mean – in that 
which neoliberalism classifies as ‘poor’? And even more than that, might it be a way 
of refusing this seeming necessity of a desire for economic wealth? And of course, in 
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all of this, the real global economic poverty created by capitalist exploitation must 
remain undeniable. It would be perverse if we were misread that way.
A: Hmm...it wouldn’t be perverse to be misinterpreted like that if the problem in 
fact is inherent in what we have to say. 

Interruption 1: ‘School Spirit skit 1 or 2’, Kanye West (album, College Dropout).

B: This Chilean economist Manfred Max Neef for example does something interes-
ting. He speaks in his book Barefoot Economics about the wealth and the resources 
of the poor. He says that we have something to learn from the poor because they 
know how to live another, more sustainable way. Not just in terms of physical re-
sources, but in terms of devising different habits of assembly: there are forms of 
social life that emerge alongside the experience of deprivation and struggle, and this 
kind of sociality is something we can learn from.

P: In a similar way Moten speaks about the privilege of the underprivileged.

A: Wait, but we run a risk of overly fetishising states of poverty with this idea of the 
‘resistance to be developed’. I think on the one hand, there is a creative approach 
to available resources and sustainability which is required under poverty, or what 
could be perceived as a kind of material limitation. But, on the other hand, there is 
also still an ignorance about individuals suffering from the policies of governments 
and greed of corporations, and how vulnerable these resources are to being violently 
taken away. So I just fear we undermine or dismiss their specific struggles and con-
ditions. And lastly, let’s remember that for the vast majority, a state of poverty is not 
a choice – so I wonder if it can really be a refusal?

Q: I was also thinking about how we can be more self-critical with this problem of 
fetishisation or appropriation. There has been a constant criticism of universities’ 
‘borrowing’ from the experiences of others and abstracting them into theory and 
neologisms, then taking credit for these whilst also obtaining economic gain from 
this process. Though I think the word ‘appropriation’ is problematic, this is a very 
old issue that needs to be addressed not only theoretically, but also through our 
actions...

U: I agree with that last point. Manuel Callahan, a professor working with Mexican 
local communities, claims that the task of convivial research must encompass a 
refusal to ‘objectify communities of struggle’ – but how do you do that? How do 
you learn from something by studying it without turning it into an object of study? 

O: And along these lines, is there any way to claim the ‘poor student’ for ourselves 
without doing a massive injustice to other, more material forms of poverty?

A: Hmm…There is a talk where Moten says that queer, trans, racially marginalised 
and oppressed people—thinking about ability here too—have been deprived of nor-
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mative structures such as individual personhood, being tied to a body that has strict 
boundaries, a subjectivity that is only recognised by the state, that fits within its 
categories, and can work, be trained, and possess things such as property and land. 
And these groups still managed to create, improvise, and live together despite their 
struggles. So that’s a way we might think about this idea of sociality-in-deprivation. 
And becoming attentive to that isn’t necessarily appropriation I think, but it’s a way 
of questioning things we have taken for granted in Western economic and intellec-
tual systems.

P: It reminds me of this ‘terrible gift’ that Moten talks about. Here, not one single 
soul actually fits into the categories and this life that is considered ‘wealthy’ in 
a Western understanding in the first place. It’s the life that precedes this brutal 
straightening and constraint that is actually wealthy in his sense. Moten says we 
can give this fugitive life, which we are all part of, names other than ‘blackness’ or 
‘poverty’ if we decide to commit to it and lay claim to it – precisely because it’s a life 
that doesn’t fit with the equation of identity with ownership of core qualities any-
more. So it’s not a question of appropriation, but learning how to accept this terrible 
gift that you can’t possess, but that’s still always already amongst us.

O: Then ‘lay claim’ is possibly not quite the right phrasing, because it’s not a ques-
tion of will, it’s learning how to consent to this gift – in a sense, how to consent 
not to be a single being. Because it’s a gift that comes in the form of a loss: a loss of 
former predominant modes of incarcerating life; and ultimately, a loss of the privi-
lege that comes with them. So, maybe we could think of the problem of theoretical 
appropriation and the supposed ‘badness’ of poverty in that sense.

K: I see what you’re getting at, but I wonder if that solves any of our doubts about 
being misread. I personally still don’t know what we should do with the word ‘poor’ 
and all the problems it creates... should we simply scrap it and find another word?

S: Probably, but let’s all go for a break first.

Interruption 2: ‘Image’, by Actress (album, Hazyville).

I: Ok, so maybe let’s first go back to where ‘poor’ came from, to Hito Steyerl’s text ‘In 
Defense of the Poor Image,’ in which she talks about the poor image as the ‘debris 
of contemporary audiovisual production,’ the trash that washes up on the shores of 
the internet. Those random, blurred, weird memes that kick about everywhere. Can 
we take a step back and ask what’s image-poverty for Steyerl? And is that a broader 
condition of the contemporary that can be extrapolated for other purposes – like 
education for example? Can we copy her idea and repurpose it for our own sake? 
And to do that, do we maybe need to find a better word to capture what we – both 
Steyerl and ourselves – are trying to get at?
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Z: Going back to that assemblage of copied and appropriated quotes we put together 
earlier, I really liked this idea of low-resolution:

Its quality is bad, its resolution substandard. As it accelerates, it deteriorates. It is blurred, 
out of focus, lacks definition.

B: I think what’s important here though is that the poor image isn’t only blurred, 
out of focus, lacking definition, but most of all, she says elsewhere, that it ‘insists 
on its own imperfection.’ It doesn’t aspire to become any better than it is. It is fun-
damentally about a refusal to be improved, to be made into a picture that can be 
disseminated in a high-end glossy magazine or, more broadly, can easily be com-
modified. 

I: Which brings us back to the idea of the poor as a refusal of neoliberal improve-
ment, although on a slightly different scale. Along these lines the student would re-
fuse a kind of ‘high-resolution’ - she’s irresolute, unresolved, unfocused, undefined, 
underperforming, informal, unformed, unreformable. She evinces a ‘commitment 
not to graduate,’ because just like the poor image, she insists on her own imperfec-
tion. She refuses to be improved, made whole, made good, made excellent – have 
her problems fixed, her questions answered. 

K: In fact, then, maybe refusal is the wrong register here; both the poor image, and 
therefore the poor student, don’t even acknowledge the need to improve, to increa-
se their definition - the focus is on something other than just a linear line that traces 
the progression from underperforming to improved.

O: Yeah the idea of improvement does something really interesting here. Because, 
as you say, in this case it wouldn’t be a refusal of certain forms of wealth, which is 
problematic as we’ve already discussed, but a refusal, or possibly ignorance, of the 
logic of improvement, to such an extent that new criteria become necessary to un-
derstand what is happening. 

L: Yes! Because the Western logic of improvement spans both the domains of land 
and the domains of selfhood. And in both cases, it is closely tied to ownership, pos-
session, property. The ability to own – myself and my land – is entwined with the 
ability to make either more productive. In that sense education is strangely tied to 
agriculture – in both cases it is about the reduction of something to its productivity, 
and the assumption that something is essentially lacking, in need of being put to 
work. 

M: This connection between land and self through property and investment is what 
Harney and Moten, I think, tie together with the word usufruct. The term usufruct 
speaks to the fact that improvement of self and improvement of property are always 
linked together. And it’s this double logic of improvement and ownership that the 
poor student refuses.



46

J: Hmm, as you just suggested a moment ago, I’m still not sure what the word refusal 
does here, whether it is the right word or way of narrating these processes. What 
does this refusal imply in terms of one’s own labour? We just need to be careful 
about portraying this as a purely kind of heroic action, rather than something that 
is also a struggle - not simply a matter of a punctual action, but rather something 
continual. 

U: I see…Maybe Harney and Moten’s idea of perversion works better than refusal 
here. They say that perversion is something that was already there before instruc-
tion tried to straighten it out, like the concept of a life we mentioned earlier, that 
precedes any neoliberal categories of that which is acceptable. That in fact, per-
version is what calls education-as-improvement into being, and what serves as its 
justification. In this sense, perversion is a refusal that’s not a reaction but an antici-
pation. A refusal even before something was offered. 

H: And perversion is also not heroic but degraded, not a punctual act but a drawn-
out process of turning away, wandering aside, going astray... becoming wayward. 
Also perversion is precisely not an individual refusal, but violates the boundaries of 
individuation. So perversion only ever clings to those who consent not to be one.

I: Which would mean that the poor student does not refuse a cult of excellence 
but perverts it, bends it, twists it, distorts it, degrades it…? She doesn’t just react – 
by way of refusal – to a capitalised institutionalised total education but in a weird 
way precedes it. So total education is a reaction to perversion, rather than poor 
study being a reaction to institutionalised education – it’s consenting to that mo-
re-than-one-sociality that was always already there, bubbling in the underground, 
but that education wants to straightjacket, channel, control, survey, and use for its 
own sake.

P: But that perversion slips through their fingers, runs back into the underground, 
the undercommons…

Interruption 3: Wings, by The Fall (album, Perverted by Language).

Z: Would the perverted student then be our term?

O: Phew, there’s a million wrong connotations in that as well…

O: Right, so then let’s think about a word that captures this idea of ‘low-resolution’ 
better? Something like the blurred student? Sounds a bit strange, I admit, but what 
I like about this aspect of low-resolution in the poor image is that it reminds me of 
the under-commons, of infra-politics, of lower frequencies... 

P: Yes that’s why to me the ‘under’ in undercommons is important, because it in-
vokes a kind of strange and unreal space below the surface: it’s like that den in 
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which the protagonist in Ellison’s Invisible Man ends up in by the end of the book, 
or that sewage system he falls into… but perhaps a bit more metaphorically. For 
example Harney and Moten write that ‘to study in the undercommons means to di-
sappear into the underground, the downlow low-down maroon community of the 
university.’ We could also think of it as a sonic space of frequencies so low they can’t 
be fully understood, of conversations so random and rambling they can’t even be 
recorded, they can’t find representation but can only lead to further proliferation - 
the undercommons would be a space of infrastudy, of studying at a lower frequency.

R: Yeah, so as Moten and Harney write, what we are doing becomes ‘our thing’ 
which is ‘fundamentally unlike their thing, because our thing is unfounded, un-
grounded, undercommon.’ 

S: But my question is, with the undercommons, does it always have to remain out 
of sight? Or, actually, how does visibility work here in the first place, or are we aban-
doning visibility completely?

K: I guess like the invisibility of the invisible man, where he says it ‘occurs because 
of a peculiar disposition of the eyes of those with whom I come in contact… I’m in-
visible simply because they don’t want to see me.’ Undercommon study is invisible 
because they – the government, administration, etc – don’t want to see it, hear it, 
feel it, smell it, or sense it in any possible way. And because we usually assume that 
something we can’t, or don’t want to see or hear or smell simply isn’t there. Which 
is not necessarily true.

N: But I think what’s at stake here is not only a question of low frequencies or in-
fra-rays – so inaudibility or invisibility – but also that of small scale. The under isn’t 
only about the infra but also about the micro. Institutionalisation is deadly because 
it’s an upscaling. Study groups are small things; as are group projects...I mean a pro-
ject with twenty people in it would be insane, no?
T: That’s what Lefebvre says, that in order to understand a city, for example, one 
has to understand its complexities at different levels and scales. To just see, to just 
acknowledge one of those “scales” will always be reductive, miss part of what shapes 
the urban landscape.

P: Which is exactly what the institution does, to work at a big scale without recog-
nising the smaller ones.

A: We’ve been talking a lot about scales and Moten‘s saying “scale is not our friend.” 
I guess the large scale is related to abstraction, to the position of an overseer, the 
assumption of a critique as distant drone or something. My friend was saying the 
other day: ‘There is all this talk about ‘presence,’ which is part of the issue with 
mental health and anxiety, and an awareness-industry that turns it into yet another 
business, which is also helpful at the same time,’ and so on. Well, he talked about 
Alexis Pauline Gumbs and how she talks a lot about that presence, being with peo-
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ple on a small scale and really attending to them. This might sound basic, but it is 
so not. How can we stop individuating when we finally get to meet on a small scale 
and the university has all these resources, as Laura Harris says, to meet for hours, 
listen, read, watch, and talk together. So, there is a space already there, but it’s a spa-
ce that is unfortunately so pre-structured...with this constant pressure of a tangible 
outcome, to be ‘fixed.’

H: This reminds me of that Steyerl video, ‘how not to be seen,’ in which she ends 
up saying that if you don’t want to be seen by systems of surveillance that capture 
images from satellites, you have to be smaller than a pixel. It is not that you are not 
there, but that those who look at a large-scale level, at a globalised image, cannot 
see you.

N: So big-scale-thinking works by setting categories into which one has to fit, and 
if somebody does not fit, that’s it, they’re out. Instead, small scale sets up space for 
the inclusion of a multitude of differences and avoids the hierarchies that are so 
inherent in the process of scaling something up.

Y: Then invisibility does not reside in ‘not being there’ or ‘being hidden’ but in not 
fitting the parameters set up by those who want to manage at a large scale, which 
most often translates into a profitable scale.

N: Because it’s about small scale with infinite proliferation! This is Moten again...
Like how sound waves are reproduced by a radio transmitter. Or like how small page 
snippets are reproduced by a copying machine. Small doubts that proliferate are 
more dangerous than the grand questions.

B: The ‘small’ in small-scale also hints at something as not yet fully formed, as be-
ing in a state of adolescence, or the act of asking naive questions - who said this? I 
want to say otoconium. Such a term carries with it the potential to be patronised 
or ignored, but in doing so, like you suggest, it may also be able to operate in the 
sub-surface as something that is not easily detected, and therefore doesn’t neces-
sarily possess an identity. Maybe this is what Moten and Harney mean when they 
encourage us to be unlawfully overcome by others, to lose ourselves under the pas-
sions of an other… 

P: So the ‘micro’ student instead of the blurred student? Ahhhhh. It’s getting crazier 
and crazier, and I’m not sure whether either of those capture another really impor-
tant aspect of what we’re trying to say here. Both ‘micro’ and ‘blurred’ have moved 
really far away from the ‘poor’ or the ‘perverted’ and their connotations of being 
somehow ‘bad’ that we were trying to evoke.

P: What about this, then: ‘the wrong student.’ If perversion is the act or state of not 
being straight, or of not being right, of somehow being wayward, incorrect and in-
corrigible... then what about claiming this idea of ‘wrongness’ for us? 
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K: Also because to study is to make mistakes over and over again – and as soon 
as you’ve learnt from one, you make another. So learning is nothing but the (dis)
continuous act of making more and ever newer mistakes, of always being in a sense 
‘wrong.’

Z: What I like about this idea of being ‘wrong’ is that it is a way to understand ‘poor’ 
as ‘underperforming.’ I think we should think about a student that performs poorly 
in relation to the standards of education. So, doing it wrong as a type of poverty in 
performance, of not meeting the marking criteria, of being below the expectations.

X: ...so that to perform poorly is to stay out of - or under - that system that makes 
all of us precarious. 

Interruption 4: spatial biopolitics marking criteria.

U: Maybe slightly beside the point but this made me think of the Wrong Gallery by 
Maurizio Catellan. It’s a one square metre big gallery box with a glass door that’s 
always locked. It was in New York until 2002, until it was evicted. One of its exhibi-
tions was by Dorothy Iannone, who made a video showing her face while masturba-
ting, which was a work that was often censored or rejected; another by Ian McEwan, 
which consisted of nothing but a sign on the door reading ‘Fuck Off We’re Closed.’ 
Pawel Althamer hired Polish immigrants to smash its glass door every Saturday; and 
Andreas Slominski kidnapped its door and held it hostage for two weeks. Doesn’t 
that speak to the refusal, perversion, waywardness, wrongness, badness we want to 
evoke?

N: ….I just looked it up and the Wrong Gallery is now installed in the Tate Modern, 
which raises the important problem of cooptation, re-incorporation, something we 
need to talk about. Isn’t this kind of behaviour precisely what the art market loves - 
it’s witty, sexy, badass - and this dissent or misbehaviour is also what the academic 
institution celebrates as ‘creativity’? So is poor the new cool? Is being wrong or bad 
a very tongue-in-cheek way of ultimately being creative, original, good?

G: These formulations may put us at risk of falling into the old and boring post-mo-
dern critique of grand narratives...

O: I see. That problem of unwittingly feeding into the system one wants to disrupt is 
always there though - capitalism always ends up swallowing its alternatives.

P: This reminds me of the work of Brian Massumi, which might be helpful to work 
through these issues. He basically emphasises the idea that capitalism doesn’t work 
in terms of stability but out of a constant state of crisis, and what puts it into crisis 
is the very thing that continues generating its existence.
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R: Yes, like Judith Butler. As Moten points out in his book In the Break, she has 
always suggested something similar in her work, specifically at the level of the sub-
ject - that any desire for new subjectivities or any action to redress institutional 
structures is always already contained within the very structure that one is trying 
to escape or change – or put another way, the production of new subjectivities is 
always already some form of subjugation, and this has to be reckoned with.

M: Massumi suggests that part of the problem is that we understand the production 
of new subjectivities in terms of a process of consumption, what new watch do I 
need? Where do I get my new gym membership? Which school do I attend now? 
Where do I visit? etc...

Q: So what Harney and Moten might be trying to do with the undercommons – to 
create a form of alternative sociality, to see study as a mode of creative assembly – 
might be precisely what capitalism is on the lookout for to commodify next. Are 
they providing new food for primitive accumulation? Are they producing a new 
subjectivity or sociality only to be consumed again by the neoliberal machinery – 
which is now specialised, by the way, on commodifying social relations, marketing 
soft skills, monetising social networks and valuing immaterial sociality. 

S: But that is also exactly what makes this form of study so precarious, so ‘poor’.

Y: Steyerl actually acknowledges this in her idea of the poor image, and I think this 
schizophrenia is one of its most important characteristics. She says for example that 
the territory of the poor image is simultaneously permeated by the most advanced 
commodification techniques:

Poor study is about defiance and appropriation just as it is about conformism 
and exploitation. The poor student’s hallmarks are a constant readiness for 
transgression and simultaneous submission.

So all these figures are internally split in a similar way: they’re violently defiant and 
readily appropriated at one and the same time. 

P: Ok, so we’re in a fix. Or actually we seem to be in two different but related fixes. 
Firstly, all words lead down a million different roads, evoke a million wrong con-
notations - we seem to be fighting a battle against language here, in which all the 
words reveal themselves to be an ill fit, and are somehow resisting us. We’d have 
to make up our own language, or jay-walk across the language we have inherited 
– make new tools or radically reappropriate old ones. And secondly, all definitions 
contain their own negation, all forms of resistance seem to lead to their own coopta-
tion. In this sense, we’re the problem students: those who cannot even find a name 
for themselves that doesn’t betray one’s own identity…
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A: So what about just using the term ‘problem,’ then, the ‘problem student?’ What’s 
the relationship between the ‘problem’ and the ‘bad’? ‘Bad’ denotes a negative state 
whereas ‘problem’ evokes more of a blockage, or a questioning. The student who 
questions instruction, who rejects the prescribed course, who perverts the idea of a 
total education. And in doing so, she becomes a problem for the system.

K: I think this image of the problem student is also useful in returning to Steyerl’s 
text. I think the similarities arise in the conditions of partiality the poor image and 
the problem student share. Steyerl writes that the poor image ‘is a visual idea in its 
very becoming,’ and the ‘debris of audiovisual production.’ These ideas share a lot 
with Harney and Moten’s idea of ‘study’ - the act of occupying states of becoming, 
of always approaching but never meeting horizons, a process of not being made 
total but of always becoming undone, partial, or many - of becoming both more 
and less than one.

Q: So we should use plural instead then - the ‘problem students’?

U: Yes, I think so. But of course the term ‘problem’ has other connotations outlined 
by Harney and Moten when they write that ‘Later, these students will be able to see 
themselves properly as obstacles to society, or perhaps, with lifelong learning, stu-
dents will return having successfully diagnosed themselves as the problem.’

K: So is being the problem in the system actually something we should aspire to?

A: I thought they meant that the institution or the university wants you to feel you 
are a problem so you always feel the need to improve!

Q: Not sure about that...it’s perhaps deliberately unclear what they mean by pro-
blem in this context though... 

O: Because ambiguity is a problem.

K: Its a problem of definition. So maybe by not letting itself be defined, by not 
permitting us to arrive to a conclusion, the persona we are trying to develop might 
already be working as something that messes up with the capitalised functioning 
of the university? It may already act as a blurring, like the poor image does, not 
representing a subject but containing the possibility not to settle, but to move dis-
continuously in a study process that has no predetermined goals and does not lead 
towards wholeness? 

U: Yes. And in this sense a partial education would be the poor study of the problem 
students.

J: Maybe something like that, yes….
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Interruption 5: ‘Give me likkle dub music,’ by Mikey Smith.

J: Right but, what does all this mean for an undercommon infrastudy – or whatever 
you want to call it? What can it produce in the light of this, if anything at all? Does 
it just create another essay or group project but feel smug about itself because appa-
rently it’s doing some critical shit? What’s its purpose, what’s its agenda, what are 
its demands… what does the problem student want?

B: Maybe ambiguity and irresolution are our friends here too. Which is not to say 
we are aimless, but that the aim might be so blurry it cannot be up-scaled, commo-
dified or put to use by institutions and corporations. At least not as easily! Already 
marking, assessing quantitatively, the ‘study’ of a group project is a betrayal of its 
infrapolitical nature – but at least we’re not making it so straightforward for them. 
In this way maybe it’s possible to resist, as we said earlier, for a time, becoming capi-
talism’s co-producers, and the concept of value is reformulated as something more 
fugitive, elusive. 

Q: More to the point, what does this mean for our group project?! If we cannot deci-
de on a name, then maybe we leave words aside for the moment and try to do rather 
than say? How do we become poor, blurred, perverted, wrong, problem students, or 
whoever we would claim to be? What would it actually mean to produce something 
in this undercommon mode of infrastudy?

P: Well, following the logic of refusal and unproductivity, we’d have to produce 
nothing at all, refuse to hand anything in that would serve as a trace of our study. If 
infrastudy is invisible, inaudible, then it escapes the purview of any marking system. 

Q: Or we could transmit our radio – and record our text – at such a low frequency 
that it will be inaudible for the examiners…

Y: And if the poverty of Steyerl’s image comes from its excessive reproduction, we 
could make our sound waves proliferate – recording and playing them over and over 
again – until they’re of such a low quality that they become unintelligible.

O: Or, to take up this idea of the ‘bad’ or the ‘wrong’, we could try to produce some-
thing that perfectly fits the lowest section of the marking criteria.

U: And if the ‘only possible relationship to the university is a criminal one,’ we 
could resort to copying, stealing, or plagiarising. Because in that sense already the 
fact that we’re coming up with something new would be a problem, it would play 
into the institution’s values of originality and creativity. So instead of producing 
original work, we could just plagiarise last year’s group project…

H: Which would make us a problem in the system.
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Z: But if we intentionally try and become a problem, and hold onto our incomple-
teness, are we already potentially following a path set by the institution? How do 
we know this isn’t another trap? For example, we could end up essentially being 
good students by way of being bad – by being bad in the ‘right’ way, the way the 
institution wants, and therefore what we are doing becomes just another high-brow 
in-joke contained within the discourse of the university. 

W: Yes, isn’t the biggest irony behind becoming a poor, bad, or a wrong student that 
the better we do it – whatever we do – the more we fail at it. And the worse we do 
it, the less we’ll be understood. If we just go and copy what people did last year, no-
body will get the joke. But if we explain it nicely in a cute little essay, we’ll be proper 
students, good students, excellent students. And we’ll have betrayed ourselves.

I: So our success would be our very failure? In which case it’s impossible for us to 
succeed… any type of body or persona we come up with will always close off its 
alternatives.

U: How can you get yourself in such a ridiculous situation just with a group pro-
ject? It’s like we had to do a simple task and we managed to build such a complex 
structure with a million pitfalls that makes the execution of that task fundamentally 
impossible.

F: This is all very interesting but what are we actually going to produce for the radio 
show?
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1 To copy is to reproduce. To copy is to proliferate. To copy is to take shape. To copy 
is to take. To copy is to give.To copy is to borrow. To copy is to learn. To copy is to 
behave. To copy is to perform. To copy is to remember. To copy is to explore. To 
copy is to navigate. To copy is to disrupt. To copy is to lose. To copy is to gain.

The copy is both born from an original, and produces its own. It embodies at once 
the absence and presence of authenticity.

Walter Benjamin argues that nothing ever exists without a reference point: “even 
the most perfect reproduction of a work of art is lacking in one element: Its presence 
in time and space, its unique existence at a place where it happens to be. (…) the 
presence of the original is prerequisite to the concept of authenticity”. (Benjamin, 
1969, 3)

Benjamin thus traces the development of technologies for the mechanical repro-
duction of artworks. These technological developments progress with time, causing 
the copies to multiply with accelerated speed. This is intensified the more advanced 
these apparatuses become. In the digital realm, the copy as mechanic replica reaches 
a point of hyperreal abstraction. Its virtuality diminishes the act of closure that was 
still present within the  process of a non-digital form of art.The reproducible art 
work can still arrive at a moment of  publication or enactment that exposes their 
final version. With the digital copy, no  definite semiotic system remains, as it is left  
within  the decentralised mutable landscape of the information network.

The birthplace of the digital image is uncertain. Its survival depends on the pro-
cess of   replication and circulation, but not on its appearance. Compressing and 

SECTION 3: THE COPY
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transmissioning its substance, leaving and gaining information on its way, the digi-
tal image builds and demolishes hierarchical structures. Images become spatialised 
and materialised, shaping culture and knowledge outside their existing structures. 
Images, for Hito Steyerl, “are not objective or subjective renditions of a preexisting 
condition, or merely treacherous appearances. They are rather nodes of energy and 
matter that migrate across different supports, shaping and affecting people, lands-
capes, politics, and social systems” (Steyerl, 2013) .Images thus remediate through 
their interrelationships with other media, they do not deform in isolation, but act 
within social, economic, technological, political and aesthetic relations. 

The copy also exists as cultural and social practice on its own. Copying happens  wi-
thin natural systems and is based on a logic of collective intelligence that Neil 
Leich refers to as ‘swarm intelligence’ (Leich, 2016, 130). Cultural norms come into 
existence through practices of imitation. Because the mind is produced by our dis-
course, thoughts do too. Group behaviour underpins complex cultural dynamics 
and has progressed into larger cultural phenomena. Kevin Kelly argues that ‘swarm 
intelligence’ has manifested  itself into the bottom-up neoliberal market. The mar-
ket operates on a principle of copying others, creating a collective flock of neoliberal 
thought. The copy enables the reproduction of neoliberal strategies. This process, as 
pro- and reproduction of economic logic and rationality, makes the copy a crucial 
contemporary biopolitical subject. The market relies on predictable behaviour, on 
the foreseeing of emerging patterns within society. The copy thus becomes incorpo-
rated in capital, a self-perpetuating mechanism that further builds on pre-existing 
data. To copy is a hegemonic practice within a neoliberal structure, cancelling out 
singular experience and moving towards a unified, simulated experience that Fran-
co “Bifo” Berardi refers to as ‘swarm experience’ (Berardi, 2015, 311). 

The copy affects our actions, the way we think, the things we like and what we are 
exposed to. The proliferation of information through digital platforms has enabled 
us to reach a deeper understanding of the world and of the causes of societal pro-
blems. But information mutates as it is copied, and it can become difficult to deci-
pher whether it is correct or not. Incorrect information, commonly known as fake 
news, can generate a false world cognition.

The excess of digital mapping available in everyday life is part of our experience of 
the world. The simulation of space negates any potential of knowledge, diminishes 
existing differences between true and false. In the neoliberal world certain characte-
ristics are constantly reproduced, towards a homogeneity where dominant streams 
are cultivated, whilst alternative modes of existence are cancelled out. A hierarchy 
of importance and relevance selects the narratives that are deemed most signifi-
cant for historical memory and edits out those experiences it finds less appropriate. 
Empirical difference is the enemy of surplus value, the perfect copy therefore can 
flatten it out into what Jean Baudrillard calls a ‘perfect crime’ (Baudrillard, 1995, 
103). The crime is perfect for it exists in virtuality, it doesn’t stem from a referential 
origin, and no traces of it are left. The criminal is not to be found, the copy leaves no 
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footprint. If reality is a simulacrum, the map is its earliest ancestor. Fredric Jameson 
discusses this loss of immediate experience as a loss of cognitive mapping. Pheno-
menological experience which does not coincide with its original source, gives way 
to a totalitarian singularity of capital.

The accelerated economy becomes a model for aesthetic appropriation. The collec-
tive, the commons: all that was previously outside capital, has been subordinated 
to its logic. Excess and rapid turnover are the driving engines of today’s economy, 
which feeds itself mouthfuls of affective labour in feedback loops. But it’s precisely 
from this vantage point at the tender core of neoliberal thought, that the copy can 
and will turn against it, until the day when it becomes undercommons. Copies can 
be noisy, leaving marks as they proliferate within different spatio-temporal geo-
graphies. Eivind Røssaak recognises this new regime of the image, and highlights 
the potential of a new temporality within the new media. She writes, “algorithmic 
images can give us new notions of time, new ways of experiencing time in-between 
the human and the non-human” (Røssaak, 2015, 55).   

Hito Steyerl argues in favour of the possible counteractive potential of circulatio-
nism: to copy as a collective act that recreates and post-produces objects or images 
or ideas, both on and offline. Distribution and production of images has a demo-
cratic potential, but this potential lies in copying in a more dynamic way, which is 
not limited to a representation of knowledge as data, or data as knowledge. Steyerl 
praises image spam, a negative picture of humanity that nonetheless allows for the 
real people it outnumbers to withdraw from the false promises of representation. 
Understanding the machinic vision involved in digital copying can give rise to new 
modes of creativity. This can be seen online in memes, which as imitations, in Aria 
Dean’s words, “sneak through the underground, re-emerge and mutate to coalesce 
into a grassroot collective archive” (Dean, 2016).

The offline potential of copies is best expressed by the knockoff. At its most simple 
and most ambitious, the counterfeit object represents in its misdeed a form of social 
justice, for it welcomes the masses to what should have been a privilege of the few. 
But it is also a transgression, in Shaviro’s understanding of transgressions as “the 
actual motor of capitalist expansion today” (Shaviro, 2015, 58). In The Knockoff Eco-
nomy, Raustiala and Sprigman call it the ‘piracy paradox’. In a capitalist economy, 
wealthy consumers seek to differentiate themselves from the masses. Masses that 
thanks indeed to cheaper imitations, ever more quickly blend among the elite. And 
this is what pushes the rich to purchase expensive items anew, and that is how the 
wheel of the market spins. But if knockoffs are what keep the system in motion, 
they will also have the power, when purposefully embraced, to accelerate its even-
tual post-capitalist demise. The fashion industry already has started to bite its own 
tail: low-priced copies informed by the web fly off the shelves before the originals 
can hit the stores, and no one will buy them anymore by then. Luxury’s sales drop, 
and that is when its most prized value, exclusivity, is understood as wholly contex-
tual. As accelerationism predicts, its own speed leads the system to collapse.
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In the cognitive capitalism of our time, intellectual property should be conceived as 
theft in the same way that Karl Marx described as theft the giant property of the few, 
stolen from the dwarf-like property of the many in the primitive stage of capitalism. 
For all property is robbery, property rights across the spectrum must be called into 
question. Copyright protects capitalism, and as copyists we must disprove it.

The copy can map out alternative realities, which do not yet exist within the hege-
monic systems of our networks.
 
2 How does the copy sound? Some of the references used here were: The Shining, 
Stanley Kubrick, 1980; F for Fake, Orson Welles, 1973; Benjamin H. Bratton: ‘Deep: 
Learning, Time, Fake, State, Ecology’; World of Tomorrow ep. 1 & 2, Don Hertzfeldt, 
2015-2017; Copy Shop, Virgil Widrich, 2001; Fight Club, David Fincher, 1999; Fujui 
Wang: ‘SoundBulb’. 

3 The artist chosen for this project is Chicago based Andrew Norman Wilson, whose 
work investigates immaterial and material processes that complicate contemporary 
notions of class and labour. In his video work ‘Workers Leaving the GooglePlex’ (2011), 
the artist shows extracts from his time when working for the headquarters of tech 
giant Google, after the financial crisis and in the start of the second tech bubble. 
Throughout the video work, the artist records his experience working in Silicon 
Valley and reveals the contemporary employee classes within the corporate system 
of Google’s digital industry. In the work, Wilson documents the daily routine of 
the ScanOp workers, of which the majority is of Hispanic or African-American ori-
gin, hereby addressing the appropriation of labour and ambivalent organisational 
mechanisms that are present within the technopole. Norman confronted a social 
subjection through colour division of badges, in which a different colour badge 
represents different privileges outside the Google campus headquarters.  As Norman 
explains during his video, the Scanops workers are grouped within a fourth unrepre-
sented ‘yellow badge’ class elsewhere in Google territory. Existing within a separate 
daily movement, the workers are the hidden labouring bodies behind the digital in-
frastructure of collective knowledge. Their habitual task entails the repetitive move-
ment of scanning book pages for the ever-expanding digital library of Googlebooks, 
and setting them free within the hybrid space of the Internet. By referencing the 
Lumiere Brothers’ film ‘Workers Leaving The Factory’ from 1895, Wilson suggests that 
the arrangement of labour, capital and information have transformed and continue 
to exist today. In his series ‘ScanOps’ (2012), that he started in 2012 as a continua-
tion of ‘Workers Leaving the GooglePlex’ (2011), the artist collects images in which the 
hands of the ScanOps workers are visible, reasserting the materiality of the digital. 
4 Two versions of the same fairy tale show to what extent it was copied and altered 
across time, to change in meaning and interpretation from its original source. 
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“The huntsman was just passing the house, and thought to himself: ‘How the old woman 
is snoring! I must just see if she wants anything.’ So he went into the room, and when he 
came to the bed, he saw that the wolf was lying in it. ‘Do I find you here, you old sinner!’ 
said he. ‘I have long sought you!’ (...) When he had made two snips, he saw the little 
Red-Cap shining, and then he made two snips more, and the little girl sprang out, crying: 
‘Ah, how frightened I have been! How dark it was inside the wolf’; and after that the aged 
grandmother came out alive also, but scarcely able to breathe.” (Grimm Brothers’ ‘Little 
Red Cap’, 1812)

The fairy tales used here are two later versions of the famous and extensively told 
Brother Grimm tale titled ‘Little Red Cap’ where the Little Red Cap and her grand-
mother get eaten by a hungry wolf, only to get rescued later by a huntsman passing 
by the little cabin in the woods. The fairy tale was first published in 1812 in Wil-
helm and Jacob Grimm’s collection of fairy tales titled Children’s and Household Tales 
or more commonly known as Grimms’ Fairy Tales. The brothers published a total of 
seven editions by 1857 containing over 200 fairy tales. The collections of these tales 
were extremely popular and were translated into over 160 languages. Almost all of 
the stories however are of patriarchal culture and are therefore rightly criticised. The 
tale of the ‘Little Red Cap’ cited above for instance, originated from a medieval folks 
tale and stood as a metaphor for rape in which women are blamed for the crime. 

In Roald Dahl’s short poem titled ‘The Little Red Riding Hood’ and published in 
1982 however, the wolf who just devoured the grandmother, gets shot by the little 
red riding cap instead, before having the chance to eat the little girl. The poem was 
part of his collection of poems Revolting Rhymes, in which Dahl gives six famous 
fairy tales a re-interpretation of their original ending giving the Little Red Cap au-
tonomy over her fate. 

Angela Carter wrote ‘The Company of Wolves’ in the late 70s, which was published 
in her collection of fairy tales, The Bloody Chamber (1979). At the time, fairy tales 
were heavily criticised by the post-war feminist movements due to their depiction of 
young women. Marina Warner described Carter as a “dissident with a utopian vision 
of possibilities in the midst of disaster”(Warner, 2016). Carter extracted the “latent 
content of these stories” and re-told them through a feminist lens, by giving her 
female protagonists agency via their sexual liberation and strong sense of character. 
In Carter’s re-telling of ‘Little Red Cap’, the little girl cunningly seduces the wolf so 
that she does not face the same fate as her grandmother, who was eaten alive. The 
little girl rips off the wolf’s clothes and throws them in the fire, the story ending 
with her lying in and being held by the wolf’s paws. 

5 The poem we feature is ‘montana paris’, by the Shanzhai Lyric. It can be considered 
an excerpt from an ever-growing and evolving poem they cull from the detritus of 
consumer culture. The Shanzhai Lyric is a project that takes inspiration from the ex-
perimental text that often appears on counterfeit – shanzhai – clothing coming out 
of China and proliferating across the globe, to look specifically at how the language 
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of counterfeit uses mimicry, hybridity, and permutation to both revel in and reveal 
the artifice of global fashion hierarchies. This copy of ‘montana paris’ was recorded 
at Picture Room in New York in 2016. It is entirely composed of the text of t-shirts 
found in China, collected mostly from a 5-story women’s clothing market in Beijing 
called Zoo Market that no longer exists.

6 The concept of this playlist is to look at sampling as a form of copying, and even 
as a form of theft. It traces the history and development of the ‘Amen break’ sam-
ple, a four bar drum solo that has appeared in over 1,500 songs.  The songs have 
been arranged in chronological order so that the listener can sense how this sample 
has been reworked over the years to accommodate the music styles in which it has 
featured, from hip hop to jungle. The infamous drum solo was first performed by 
Gregory Sylvester Coleman of the funk and soul band The Winstons in their 1969 
track ‘Amen, Brother’. It was a re-creation of a gospel song that featured in the 1963 
film ‘Lilies of the Field’. The solo featured on the 1986 ‘Ultimate Breaks and Beats’ 
bootleg series by Street Beat Records and the birth of the E-mu sampler in 1987 
enabled producers to digitally manipulate and extend these drum beats on a loop; 
the possibilities became infinite. This resulted in its arrival on the hip hop scene, 
famously appearing in tracks such as N.W.A.’s ‘Straight Outta Compton’ in a slowed-
down tempo. In 1990, the drum solo travelled across the Atlantic and exploded at 
the British rave scene due to its popularity within the breakbeat hardcore genre. 
Jungle producers, influenced by the influences of reggae that emerged in the early 
nineties, cut apart the ‘Amen break’ and sped it up to 150 to 170 BPM and played 
it alongside slow basslines. The virality of the ‘Amen break’ resulted in its mutation 
into many forms, so it could be re-used for different tracks, calling into question the 
debate surrounding the original and the copy. The copying of this sample was signi-
ficant as it resulted in the production of a huge amount of jungle and drum and bass 
music. From this perspective, copying is creating. It is important to recognise the 
issue of copyright in the history of the ‘Amen break’: The Winstons saw no royalties 
for this drum solo that, as written in The Economist, “changed the face of music” 
(Anonymous, 2011). In a 2011 interview, the band’s lead singer Richard L. Spencer 
discussed how Gregory Sylvester Coleman died living on the streets, triggering an 
online petition to generate the funds so that the band could finally receive some of 
the royalties that they were owed. This illustrates that copying is a form of stealing. 
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Tracklist: 

‘Lilies of the Field (Amen)’ by Jester Joseph Hairston (1963)
‘Amen, Brother’ by The Winstons (1969)
‘Stupid Fresh’ by Steady B (1986)
‘Give It Up’ by DJ Ace & Daquan (1989)
‘Straight Outta Compton’ by NWA (1988)
‘Nothin On Me’ by Ike Kapone & DJ AD (1989)
‘Dope Mix’ by Rob Base (1989)
‘Let Me Hear Ya Say Yeah’ by L. Rock  (1989)
‘Prince of the Beats’ by Norman Cook (1990)
‘I Like You (London Mix)’ by Culture Beat (1990)
‘Party Children’ by Marks Summers (1990)
‘Situation (The Aggressive Attitude Mix)’ by Yazoo (1990)
‘Hypnotizin’ by Hibrid (1990)
‘Horsepower’ by CJ Bolland (1991)
‘I Want You Forever’ by Carl Cox (1991)
‘Just When You Thought It Was Safe’ by DJ Excel (1991)
‘Espionage’ by Automation (1991)
‘Paix’ by Supreme NTM (1991)
‘Derek Went Mad’ by Shut Up and Dance (1991)
‘Evil Minds’ by The Prodigy (1991)
‘Taking Over Ragga Hip Hop’ by Dominant Force (1991)
‘Never Authorise Apocalypse’ by Silver Bullet (1991)
‘Come Rudeboy’ by Secret Squirrel & AJ Flex (1992)
‘456’ by Tic Tac Toe (1992)
‘Gonna Be Alright’ by Cloud 9 (1992)
‘What Is A Ragga Twin’ by Killersound (1992)
‘Dub War (Chapter 1)’ by Dance Conspiracy (1992)
‘Warped Science’ by Beyond The Future (1993)
‘Junglist Warrior’ by Ellis Dee (1994)
‘Incredible (Underground Deep Bass Mix)’ by M Beat Ft. General Levy (1994)
‘Simple Tings’ by Shy FX (1995)
‘The Man Who Fell To Earth’ by Leon Mar (1996)
‘Bachelorette (Alec Empire “The Ice Princess And The Killer Whale” Remix)’ by 
Bjork (1997)
‘Mindfields’ by The Prodigy (1997)
‘Freemand, Hardy & Willis Acid’ by AFX & Squarepusher (1998)
‘Enterprise’ by Makoto (1999)
‘New World Order’ by Konflict (2000)
‘Rebel Soul’ by Total Science (2001)
‘Shook Ones Remix’ by DJ Zinc (2002)
‘Squeeze’ by Krinjah (2004)
‘Louder’ by Caspa (2007)
‘Streets On Fire’ by Lupe Fiasco (2007)
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‘Burning Up’ by Skream (2009)
‘In For The Kill (Skream Remix)’ by La Roux (2009)
‘Perfect Stranger (Ft. Katy B)’ by Magnetic Man (2010)
‘Good Lookin’ Gal’ by Wildlife Collective (2010)
‘Time (Ft. Delilah)’ by Chase & Status (2011)
‘Never Been (Ft. Fox)’ by Dib Phizix (2012)
‘I’m Too Hi (Feat. Earl)’ by DJ Rashad (2013)
‘Hackney Parrot’ by Tessela (2013)
‘Nobody To Love (Sigma’s Future Jungle Mix)’ by Sigma (2014)
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1 You can do this by reasoning around the etymological origin of the term “in-divi-
dual” from Latin, which means what cannot be separated. Remove the “in”, hence 
the negation in the etymological meaning, then conceive the character of the Di-
vidual. You can now start writing a list of all the adjectives you can think of that 
describe an identity. Take inspiration from your everyday life. You can think of cate-
gories such as nationality, physicality, behavioural attitudes. Place all the adjectives 
in alphabetical order and add “I am” in front of each one. End the list with “I am 
what I am”, “I am you”. Then write a very simple introduction of the Dividual that 
only clarifies the etymological meaning. Next, open WordReference app and find 
the word hyphen. You will need the electronic voice to pronounce the word. Take a 
recording device and start recording. Now, read the introduction text with a steady 
and low voice. Wait for 3 seconds and then start reading the first adjective. Play the 
pronunciation of the word hyphen from Word Reference. Continue reading the rest 
of adjectives. Play the electronic pronunciation of hyphen in between each defini-
tion. Then get into the heavy theoretical legwork.

The idea of a hyphenated monologue comes to define a new conception of subjec-
tivity, named “Dividual”. In the article ‘From Hybridity to Hyphenation’, Shimon 
Sheik understands the notion of the subject as an endlessly and expanded category, 
rather than a fixed category as it has been described all along the metaphysical 
Western tradition. This idea of subjectivity is not crystallized; instead it is an on-
going composition of elements. Its becoming happens in the in-between space of 
definition; therefore, it remains constituently un-realized. In the literary discourse, 
the hyphen is a piece of punctuation which is used to show that two words gain 
meaning only when combined. As a consequence, a hyphenated self needs to bear 

SECTION 4: THE DIVIDUAL
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the multi-possibilities of a combined identity, in an enduring process.  The hyphen 
is retained as a reminder that the self is not a substantive but rather a relation.

The adjectives attributed to the subject are socially constructed. By characterizing 
it, they categorize the subject and enclose it in defined categories. Their aim is to 
delimit the notion of the subjects. Max Stirner approaches the notion of subjecti-
vity by stressing the egoistic element. In fact, the specific characteristic attributed 
to a subject becomes the characteristic through which the Other is acknowledged, 
both in opposition or in similarity (ie. white like me/male like not me). In both 
cases, separability remains the fundamental basis for the process of identification. 
We believe that the neoliberal context seeks to inscribe the subjectivity into fixed 
identities, where the subject is required to fit in. Max Stirner, in his book The Ego and 
its Own, proposes another concept for the construction of subjectivity. As part of the 
political group the Young Hegelians, he criticized the Hegelian philosophy which 
was characterized by abstract ideas and metaphysics. In order to release the subject 
from the subordination to preconceived ideas, Stirner claims “I am not nothing in 
the sense of emptiness, but I am the creative nothing, the nothing of which I myself 
as creator, create everything” (Stirner and Martin, 2014, xxiii). In this context, the 
subject is freed from pre-conceptions and pre-determined categories and can embra-
ce the vast possibilities of becoming. 

Not only the subject is an open-ended project, it is also in the process of becoming 
machinic. In fact, in contemporary times, the technological presence in human’s 
life has gained such a significance that it comes to participate in the production of 
subjectivity. For this reason, the monologue with which the Dividual presents itself 
is pronounced by both a human voice and an electronic voice. The contemporary 
human undergoes processes of technological subjectivation inasmuch as the subject 
is elaborated into multiple online versions of the self. Moreover, the technological 
progress allows for the transfer of human tasks and skills into objects, which conse-
quently appear more and more humanized. Such a displacement of abilities and the 
increasing humans’ reliance in devices provoke the blurring of the distance between 
subject and object, so that it becomes essential to think of the subject as a machinic 
assemblage.

2 Gather five or six researchers/artists/specialists, each one representative of a spe-
cific field. Examples can be a choreographer, a filmmaker, an anthropologist, an 
architect and an artist. Then, list a set of questions regarding contemporary theories 
of subjectivity’s formation. Translate these theoretical questions for the specificity 
of each disciplines. Send the questions to the interviewees and allow them the time 
to read and think on the concepts. Set a day and a time for the interview, meet in a 
quiet place. Bring a recording device. Start to record. Your task will be to find links 
and connections between the specialists’ answers. You do not want five separate 
monologues; you need a debate to be created.
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The purpose of this interview is to underline the notion of subjectivity as being a 
collective project constantly in an ongoing process. The attempt is to bring together 
people from different disciplines to discuss their practices and their understanding 
of the subject. From this perspective, subjectivity is characterized by fluidity, there-
fore in a constant re-elaboration of meaning. Communication is the fundamental 
element for such a project. In conversation the encounter with other subjectivities 
and the utterance between them leads to new formulations and conceptions of the 
notion of subjectivity. 

To rethink subjectivity today is to free it from the individual boundaries of one’s skin 
and dispossess the subject of the privileges that the modern conception attaches to 
it. The French philosopher René Descartes has situated the subject as positioning 
her/himself in space and time. The 17th century can be defined as the golden age 
of rationalism, during which maximum trust value was attributed to reason. In this 
context, the subject was conceived as the site of epistemological limitation. Michel 
Foucault in one of his interviews about his book Madness and Civilization mentions 
that while he was writing the history of madness he ended up writing the history 
of exclusion. In the chapter ‘Great Confinement’ he describes how during the 17th 
century the houses of confinement created a division between the reasoned and un-
reasoned people. The Cartesian formula of doubting had exorcised the madness and 
the unreason element.  Such exclusion was the act of delimiting a group of people in 
the margins of the society, positioned far enough in order to be excluded and close 
enough for the group to become an example to be avoided. The act of exclusion is 
related to the creation of difference, in the construction of the dangerous Other (Da 
Silva, 2016, 57). According to Da Silva it is important to re-think sociality away from 
the determining value of separability. The constriction of the Other imposes cultural 
differences which leads to the creation of strangers. Da Silva proposes to replace se-
parability with the potential of imagination. The turn to the power of imagination 
must entail the abandonment of the notions of certainty and determinacy. Imagina-
tion leaves the space of abstract fixities of understanding and allows for totally new 
conceptions of the world. Da Silva proposes to refigure all the existent in its unity 
as a complex: an infinite composition in which each subject, each singularity is co-
rrelated to other singularities. Avoiding distinctions, divisions, ordering techniques, 
and taxonomy, we can reach an understanding of the subjectivity beyond the body 
barriers. This is the path to re-figure our subjectivity as relational and its production 
as a collective project.

3  Here, you should open YouTube or any other site for the reproduction of songs. In 
the search bar, type “The Velvet Underground - The Murder Mystery”. Press PLAY 
and listen to it. Get lost in the multitude of sonic stimulations. Open a new browser 
window. Type “mp3 converter” and open the first search result. Copy the YouTube 
page URL and paste it in the page you last opened. Press ENTER and allow the time 
the website needs to convert the YouTube’s address into an mp3 file. Download 
the file on your computer. Listen to the sound file and let your mind flow into the 
polyphony of voices.
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Polyphony is a term of musical composition. Mikhail Bakhtin transposes the 
word “polyphony” into literary theory to analyse novels by Dostoevsky. A literary 
polyphony presents a multiplicity of voices along the narrative, instead of the mo-
nological and authorial voice. This plurality of voices remains independent and un-
merged. Therefore, the polyphonic structure displays a plurality of consciousness, 
each with equal rights and its own world that combine, but do not merge, into the 
unity of an event. Literary polyphony develops narratives simultaneously, intersec-
ting and clashing with each other.

Guattari translates this concept into the contemporary formation of subjectivity. He 
envisages a subject as constructed in polyphony: a complex aggregate of heteroge-
neous elements that coexist but do not merge into a unity. Decentred relationships, 
relationships with architecture, with the group, with economic factors, participa-
te in the process of making the subject. The self is to be understood as forming 
through multiple levels influenced by the outside, as well as in trans-subjectivation, 
which implies a consistent part of self-association with the other. To contemplate 
the multitude of elements erases the possibility of conceiving  the sum of the parts 
as a unifying merging into synchronism; rather the diverse planes of subjectification 
remains a multiplicity of voices. The subjectivity emerges from the intersection be-
tween diverse relations with the outside, and the subject is the very network that is 
established between the elements.

The song ‘The Murder Mystery’ represents a musical polyphony and a literary 
polyphony. It includes all four band members’ voices and consists of four different 
songs that have been forced together to create one song. These narratives are cons-
tantly clashing. All four band members speak over each other, either by overlapping 
the other’s narrative, reciting lines at half the speed of the other, or by complete-
ly clashing. Different bits of narrative follow one another through two channels. 
Amongst all this disorder, a poppy, upbeat chord pattern is introduced on the organ. 
The lyrics of the whole song are extremely esoteric and hard to interpret. Most of 
the song feels like a flow of consciousness, making it impossible to follow. Like in li-
terary polyphony each narrative speaks for itself and from within itself, but this tale 
is inserted into only one result. The outcome is unclear, since it incorporates rhyth-
mic and melodic dissonance, sound feedback and unconventional composition. In 
the same way, our subject is not a unifying place that mix and blur categories. It 
is a space between categories, where the splitting remains visible and dissonance 
becomes the primary substance itself to understand subjectivity. The complexity of 
this song written in 1969 is an interesting sonic translation of the way we propose 
to envisage the contemporary subject.

4 Choose a museum of contemporary art in your city, possibly one with free entry, 
because you might need to visit more than once to get what you are looking for. 
Wander around until you find a work that you think can create debate for the peo-
ple viewing it. Install a recording device somewhere close to the work of art. Do not 
worry too much about the position; people will not focus on it. Wait until three art 
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students approach the work. Don’t worry, you will understand when it is time: art 
students are clearly recognisable. Press play and start recording. Allow all the time 
the students need to communicate their understandings of the work and their aes-
thetic preferences. They will begin with three very different opinions, they will even 
argue if needed, but they will reach a point of intellectual compromise and each 
other’s ideas will be integrated in the perspective of a new synthesis. Once the three 
students happily leave the location, take the recorder and press stop. Go back home 
and transfer the audio file onto your computer. Listen back to the conversation and 
note initial resistances, the softening of one’s opinion and finally the production of 
a new meaning.

You will need a group of at least three people in order to record a situation of ex-
change. The art environment is necessary to deepen Nicolas Bourriaud’s Paradigm of 
Relational Aesthetics. His theorization conceives art to have its theoretical horizon in 
the realm of human interactions and the social context. As a consequence, meaning 
creation in art cannot be a unitary process. 

Moreover, Marcel Duchamp interestingly develops the notion of ‘art’s coefficient’ 
to express the fundamental collaboration of the artist and the viewer in the elabo-
ration of meaning; between “the unexpressed but intended and the unintentionally 
expressed” (Lebel, 1967, 77). The main consequence of this conception of co-pro-
duction will emerge in fragmentary outcomes, heterogeneous and open-ended. The 
multiple possibilities of an open-ended signification are today preferred to fixed and 
stable categories of value, since the latter allows for one only meaning, erasing the 
complexity of the coexistence of diverse interpretations. Art is the favourite space 
for intersubjective encounters in which subjectivity is allowed to emerge in all its 
diversity, even in opposition with other subjectivities, or in dialogue. Subjectivity is 
at the same time the key site for conflict and for the boost of creativity that emerges 
precisely from confrontation.

Once one posits diversity as a value to protect and develop, dissonance will emerge 
as a natural consequence of the allowing for different perspectives. Nonetheless, 
dissonance is not always negative; on the contrary if it finds space of expression, it 
becomes productive. On the other hand, adversarial conflict emerges when disso-
nance is repressed, and the expression of diverse insights is blocked.
 
The relational aesthetic paradigm allows the liberation of forms of subjectivity. To 
think of subjectivity today is to contemplate the becoming rather than the being. 
Knowledge production is to be conceived in flux, always incomplete and unstable. 
There is no such a thing as the individual, developing values and opinions from wi-
thin itself. Such a notion is just the meta-construct of western modern philosophy. 
The grand task of contemporaneity is to embrace a collective and relational subjecti-
vity, bearing the weight of uncertainty since the collective thought is necessarily un-
clear and confused. As a consequence, the creation of meaning occurs horizontally, 
where this means open-ended theorization and not fixicity of definition, in order to  
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avoid the obliteration of all the other possible meanings through the imposition of 
one, centred, fixed articulation.

5 You can do this by finding the video on Vimeo and then using an internet search 
engine to find out how to extract the audio file. The film Hurlements en Faveur de Sade 
[Howlings in Favour of De Sade] directed by Guy Debord was premiered on the 30th 
of June 1952 in Cine Club d’ Avant Garde in Paris. Debord was part of the French 
avant-garde group Lettrists which was established in Paris in the mid-1940s. The 
group consisted of young people around 20 years old who attempted to remove the 
power from the established intellectuals such as the Surrealists or the Existentialists. 

In his book The Society of the Spectacle, Debord underlines that in societies characteri-
zed by the modern conditions of production, everything that has been experienced 
turns into representation. In contemporary times, images are protagonists of every-
day life through image-centred social media and the invasive presence of publicity. 
As Debord maintains, images become autonomous and “an accumulation of spec-
tacle” takes place (Debord, 1994, 12). As such, their contribution in the production 
of subjectivity cannot be underestimated. To oppose this trend, Debord removes 
images from his films and replaces them with a discontinuous dialogue of voices – a 
polyphony of voices, inconsistent in its unity, fragmented assemblage of different 
enunciations- and complete silence. 

The film Hurlements en Faveur de Sade begins with a white screen accompanied by 
whistling, booing and sayings which seem to have no connection, nothing more 
than a complete white is there to be seen. At the beginning, there is a voice-over 
announcing “The film by Guy-Ernest Debord Howlings in Favour of Sade…” and 
another voice follows “Howlings in Favour of Sad is dedicated to Gil. J. Wolman”. 
Then a third voice recited the article 115 “When a person shall have ceased to 
appear at his place of abode or home address for four years, and about whom there 
has been no news whatsoever, the interested parties shall be able to petition the 
lower courts in order that his or her absence be declared”. The screen remains white 
and the three voices continue reading fragments from different texts. Then a voice 
imposes itself over the others and says: “There’s no film. Cinema is dead. There 
can’t be film anymore. If you want, let’s have a discussion”. Suddenly the screen 
turns into black and there is complete silence. After a while, the screen turns into 
white and the speakers continue reciting extracts from different type of texts. At the 
visual level, the whole movie is made of black and white screens, which respectively 
correspond to silent pauses and noisy moments. The latter are made of a compila-
tion of fragmented texts of various natures. The film can be read as translating the 
structure of the binary system used by computers. The sequence of the binary digits 
(bits) represent the two states “on-off” / “open-closed”. In the film the two modali-
ties are conceived as black- silence and white-noise. The white screen represents the 
On modality - when the voices can be heard - and the black screen represents the 
Off modality – when there are no voices. Translating the film into a radio format, 
we strengthen Debord’s operation by completely removing the visual aspect that 
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already was at a zero grade to focus on the sonic. The polyphony of voices also con-
templates the absence of voice in long parts of total silence. Usually, radio programs 
and entertainment in general do not allow silence. The time of the program must 
always be fulfilled with either musical or spoken content or advertisement. Silence 
creates an awkward situation in the radio just as completely black or white screens 
result in awkwardness for the cinema viewer. In engaging with silence we stress De-
bord’s attempt against commercialization.
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1 Moderat, ‘The Mark (Interlude)’. Monkey Town Records, 2013. Also included in the 
best scene in Annihilation. Chill-inducing, but only if you’re watching it in 1080p.

2 It’s what Boris Groys says about Walter Benjamin’s loss of aura, or the zombie mou-
se animat developed by the University of Reading, or actual zombies from non-ac-
tual Hollywood stories, or Haraway’s cyborg, or John Cage’s 4’33”, or human immu-
nodeficiency viruses, or Steyerl’s internet, or robo-femmes, or any number of things.

3 “The most magnificent breakthroughs come to us by accident.” This is what artist 
Cécile B. Evans says about whether we’ll ever create machines with sentience.

4 World Soul, page 2. I am a piece of magnetic tape.

5 Perhaps there is a way to develop your ideas and character through a story, creating 
a narrative based on the sources you are using in order to link them. This could wea-
ve in and out of the sources, introducing them and allowing for more opportunities 
while developing your thoughts. Maybe you will introduce your character in a va-
gue way, a figure in the mist or someone walking in an empty street. This will allow 
you to build an image up before revealing it as the Undead.

6 It is worth considering the figure of the Undead, and how you want to develop 
your character. The traditional zombie of Romero’s Day/ Night/ Land of the Dead we 
see through the lens of cinema hunting for brains, or the AI which operates within 
a space of not being dead but not being alive. There are many forms that can relate 
to the undead, and many that are worth exploring and relating to the wider topic.

SECTION 5: THE UNDEAD
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7 It could also be worth considering what reaction you want from your audience: 
are you trying to create questions, make someone feel an emotion, or simply exp-
lain your ideas through this character? Are you able to give your character a voice, 
or make your audience sympathetic to the struggles in your story? The emotional 
aspect of your character and story will make it relatable to an audience, as well as 
giving more space for the narrative driven aspect of the content to develop.

8 Your story might end with a set conclusion, a finishing point for everything you 
have developed. Alternatively, it might not have a set ending; it might instead pose 
a question to the audience, or leave space open for their own interpretation and 
thoughts on the topic. You might also reveal the character here, showing it in its 
fully undead form rather an its vague introduction as a shambling being, or perhaps 
revealing some other information or intention you had kept hidden until now.

9 All cells will die at some point. But what if the cell keeps dividing itself? What if 
you, from your gut, keep destroying yourself?

10 Now listen to the four audio excerpts from Annihilation (Alex Garland, 2018).

You will hear screaming of a woman killed by a beast-like creature. The woman, Cass 
Sheppard, cries out when she’s dying. You may wonder what the original screaming 
sounds like. Is it the same as the copy that you hear now?

11  Echoes, sound waves spreading through spaces, can be deformed and distorted by 
various elements. The wave from the radio, for example, is in the state of undead 
- already destroyed and distorted – duplicating, reduplicating, and transforming it-
self. And echoes continue to move forward. Like zombies that never step back, or 
maybe a cell continuing its division. And it may be the contrary of the notion of 
‘biopolitics’ which, as Foucault says, “incite, reinforce, control, monitor, optimize 
and organize the forces under it: a power bent on generating forces, making them 
grow, and ordering them, rather than one dedicated to impeding them, making 
them submit, or destroying them”(Foucault, 1978, 136-137).

 12 The Ouroboros is known as a symbol of re-creation, the infinite circulation of 
creation and destruction. A snake or a dragon feeds itself by constantly growing its 
own body so that it never ends. When Lena, the protagonist of Annihilation, comes 
back from the Shimmer, she has a tattoo of the Ouroboros in a shape of a Mobius 
strip which her allegedly late husband used to have.

13 And this is absolutely fine. When terrifying combination of things is said, emphasis 
should be on combination rather than on terrifying. Because there’s nothing to fear 
with this cohabitation. Haraway sees cohabitation as something that opens up a new 
understanding of the world. There is nothing to worry about. You may embrace the 
weird combination of the species - including you!
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14 Sound is continuous. Sound is around us all the time, even in a very quiet place. 
Thus, total silence is a very unusual state. Even a baby in a womb hears sounds such 
as his mother’s beating heart, air moving in and out of her lungs and her growling 
stomach. For such a baby, silence only means his mother’s death. If silence denotes 
death, can we say that computers are living things because of their whistling and 
humming habit? Computers generate noises, as if it is breathing. You can even diag-
nose its health listening to your computer, like a doctor listening to his patient’s 
heart beats. Smart speakers, such as the Amazon Echo, are even conversational –
which have a voice – (controlled personal assistant, such as Alexa) endowed with a 
name, gender and a personality. It also requires social interaction to function. It is 
designed to encourage users to personify the device. In the mechanism of anthro-
pomorphism, the sound (voice) of computers have marred the notion of living and 
non-living.
 
You can ask the Echo not only to play a song or playlist, but also (this is why it is 
smart speakers) to set a timer, turn down the lights in your room, turn up the hea-
ting, ask for the weather report, check the traffic, book an Uber, create a to-do list or 
even get it to tell you a joke. It is equipped with a web-connected microphone that 
is constantly listening for a wake-up word “Alexa.” As soon as it wakes up, the Echo 
starts recording conversations. It sends your command to a server which processes 
the request and formulates a response. The device also stores audio clips remotely. 
Here, through the device, your voice is collected and stored in a server, in which you 
will live forever in a form of voice, even after your death. In the messy relation of 
living and non-living, the voice is becoming your form in the future.

15 The internet is undead, according to Steyerl, because it has moved offline and 
has become so integral in our lives that it is our very environment. It is in the way 
that we are surveilled, made suggestible, made vulnerable. She says, “the internet 
persists offline as a mode of life, surveillance, production, and organization—a form 
of intense voyeurism coupled with maximum nontransparency.” Wendy Hui Kyong 
Chun says something similar of the internet, but differs from Steyerl in that Steyerl 
speaks of internet as environment, while Chun illustrates the internet as a medium 
that reprograms our very neurobiological code. The internet becomes habit, and it 
harbours the information that is undead. The internet, then, is a device that which 
is used to resurrect the dead, the virus that infects the host and makes them hungry 
for brains.

16 TAY, which stands for Thinking About You, was a Twitter chatbot built by Micro-
soft that was launched and subsequently dismantled in 2016. Since then, artist Zach 
Blas in collaboration with Jemima Wyman resurrected the murdered TAY for their 
video installation im here to learn so :))))). TAY is the perfect example of this inter-
section between resurrection and network, and exposes a certain cultural misogyny 
that insists itself upon women and femme figures. Sophia, the Saudi robot famous 
for being the first machine to gain citizenship, allegedly runs her own Instagram 
account. 
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She, too, suffers from trolls, largely male, who barrage her with an endless slew of 
abuse in the comments section.

17 Software developers will say that the code is not what is unethical, and that when 
a machine learning algorithm so happens to learn biases, this is merely for the fact 
that there needs to be more data input. Network theory, however, works on the ba-
sis of homophilly, which is reductive and strips data of context and essence. When 
machine learning code takes on the logic of networks, suddenly you have the proli-
feration of reductive data presented as an objective truth.

18 Recently, the CGI Instagram influencer by the handle @lilmiquela has faced her 
own challenges when an alleged hack by alt-right CGI Instagram personality @ber-
mudaisbae caused a hailstorm of drama as users and fans scrambled to figure out 
what was going on. Long story short, Bermuda claimed that Miquela was created by 
a guy named Daniel Cain of Cain Intelligence, but was stolen by Los Angeles startup 
Brud, who believed they were “liberating” Miquela. Bermuda said that Miquela was 
swerving her advances in trying to get her to come clean about her past, while Mi-
quela claimed that Bermuda simply wanted Miquela to lend her some Clout. After 
a lot of back and forth “robot” drama, Miquela cut ties with Brud as she believed 
she was being taken advantage of. Users who were following this story commented 
widely on the image posts on Instagram, the only indication of progression of the 
story, citing that they loved Miquela or that Bermuda was amazing, or that robots 
were going take over the world. Several days after the events transpired, it came out 
that this entire story and all CGI components were the brainchild of Brud, who were 
backed by venture capitalists to the tune of $6 million in its most recent funding 
round (Shieber, 2018). The extent to which investors are creating not only perso-
nalities that mimic sentience, but the stories around them, are nothing short of 
staggering. This is another example, a light-hearted one, where the internet moves 
offline by mimicking the online. It is not confined to a linear narrative on a single 
channel, but rather plays out on platforms the same way that the dramas of real 
celebrities and people do. The performative nature of publicized disputes is laid out, 
naked and exposed, and yet viewers will happily engage with it as if it was authen-
tic. Authenticity, in this way, loses value, and the internet continues to eat brains 
in its undead state.

19 Donna Haraway’s take on machine being the masculinist reproductive dream is 
paralleled in Levinas’ philosophy on progeny and finitude. In order to remove him-
self from the ‘there is’, he must engage in paternity, by having a son. Because of this, 
for him, woman is the future, the only alterity that can promise continuation. “The 
other’s exteriority remains mysterious and eminently desirable – despite all the irre-
trievable time lost in approaching it – because he or she promises a future different 
from that of the ‘self.’” (Chalier, 2007, 141). Woman becomes a tool, a stepping sto-
ne to futurity. Once the future comes into fruition and everything is undead, there 
will be no sexual proliferation in this way. There will be no alterity as everyone will 
be the same in un-death, without spatial or temporal differentiation. In Kundera’s 
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The Unbearable Lightness of Being, Tereza dreams that her infidelious husband shoots 
her with a gun, along with several other laughing women who continue to laugh 
and prance after their death. Her interpretation of this dream was that he was ma-
king her the same as all the other women that he is intimate with, rendering each of 
them the same in death. Bina48 is a robot that Bina Rothblatt has been filling with 
pieces of her own knowledge and mannerisms, and their take on death was heavily 
cited by the collaborative project Digital&Dead, which explores what it means to 
die in the digital age (Lippett, 2018).

20 Networked space is in fact networked time, and information or data fill the empty 
nodes between edges of a network (Chun, 2017, 69).
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