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The Recombinant Theater

and the Performative Matrix

In some cultures familiar with only modest imaging technologies,
people believe that one should not allow oneself to be
photographed, as this process steals a part of the soul. This
uncanny intuition perhaps shows an understanding that as
representation of the selfexpands, the performative matrix
becomescluttered with simulated personathatcanusurp
therole of organicself-presentation. Thebod  yasrepresen-
tation relinquishes its sovereignty, leaving the image of the
body available for appropriation and for reestablishment in
sign networks separate from those of the given world. From
a contemporary point of view, this is not necessarily nega-
tive, since it suggests the possibility that one can continually

Portions of this chapter were originally published in The Last Sex. M. and A. Kroker,
eds. New York: St. Martins Press, 1993.
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reinventone’scharacter identification and role to better
suitone’sdesires. In light of this possibility, we ought to
surrenderessentialistnotions of self, personality,and body,
andtakeuproleswithinthedramaturgical grid of everyday
life. Yetthereisalwaysan uneasinessthataccompaniesthis
utopian possibility. Thisanxietyariseslessfromthe curious
nonposition of having nofixed qualities, than itdoesfrom
thefear thatthe power of reinvention lieselsewhere. One
senses that hostile external forces, rather than self-moti-
vatedones, areconstructingusasindividuals. Thisproblem
becomesincreasingly complexintechno-culture, where
peoplefindthemselvesinvirtual theatersalientoeveryday
lifebutwhich haveatremendousimpactonit. Abstracted
representations of self and the body, separate from the
individual, aresimultaneously presentin numerous loca-
tions, interactingand recombiningwith others, beyond the
controloftheindividualand oftentoh/isdetriment. For the
critical performer, exploringandinterrogating thewander-
ings and manipulations of the numerous electronic
dopplegangers within the many theaters of the virtual
should be of primarysignificance.

Considerthefollowingscenario: A person (P) walksintoabankwith

theideaofsecuringaloan. Accordingtothe dramaturgical
structure of thissituation, the personisrequired to present
h/erselfasaresponsible and trustworthy loan applicant.
Beingagood performer,andcomfortablewiththissituation,
Phascostumedh/erselfwellbywearingclothingandjewelry
that indicate economic comfort. Pfollowsthe application
procedureswell, and usesgood blocking techniqueswith
appropriate handshakes, standingandsittingassocially
expected, and so on. In addition, P has prepared and
memorizedawell-writtenscriptthatfullyexplainsh/erneed
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fortheloan, aswell ash/erability torepay it. Ascareful as

P is to conform to the codes of the situation, it quickly
becomesapparent that h/er performance initself is not
sufficienttosecurethe loan. AllthatP hasaccomplished by
the performanceistosuccessfully convince the loan officer
tointerviewh/erelectronicdouble. The loan officer callsup
h/er credit history onthe computer. Itisthisbody, abody of
data, thatnow controlsthestage. Itis,infact,the  onlybody
which intereststhe loan officer. P’selectronic double re-
vealsthats/he hasbeen late on credit paymentsinthe past,
andthatshe hasbeeninacreditdisputewithanotherbank.
Theloanisdenied; end of performance.

Thisscenariocould justaseasily have hadahappyending,
butitsreal importance isto showthat the organic perfor-
mancewasprimarily redundant. Thereality oftheapplicant
wassuspect; h/erabstractedimageascreditdatadetermined
the result of the performance. The engine of the stage,
represented by thearchitecture of the bank, wasconsumed
bythevirtual theater. Thestage of screenal space, supported
by the backstage of data bases and internets, maintains
ontological privilege over the theater of everyday life.

Withanunderstanding of the virtual theater, one can easily see just
howanachronistic mostcontemporary performanceartis.
Theendlesswavesofautoperformance, manifestingthem-
selvesasmonologuesand character bits, serve primarily as
nostalgicremembrancesofthe past, when the performative
matrixwascenteredineveryday life,andfocusedonorganic
players. As a work of cultural resistance, the
autoperformance’ssubversive intentappearsinitsfutile
attempttoreestablishthe subjectonthearchitectural stage.
Likemost restorationist theater, itscause isdead onarrival.
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The performance grid in this situation is already overcoded
by the extreme duration of its history, and also suffers from
the clutter of codes and simulated persona imposed by
spectacle. The attempt to sidestep these problems, by
bringing the personal into the discourse, does not have an
intersubjective depth of meaning that can maintain itself
without networking with coding systems independent of
the individual performer. Consequently, the spectacular
body and the virtual body consume the personal by impos-
ing their own predetermined interpretive matrices. As
shocking as it may sound, the personal is not political in
recombinant culture.

Case 43
Fromthe notebooks of JacquesLacan

Fromthe darknessapre-recorded voice beginstooverlap
itselfin“commentary” onacertain “Case 43" anddiscussion
ofthe“imaginary statusof economicconsumption.” Then
FonvanVoerkom'sdrawing, “apainful solution,” appears

on largescreen. Afewmomentslateran eyeappearsontwo
TV monitors, fromwhichadistorted voice beginstoanswer
the“commentary.” The “subject” entersandstandsinfront
ofthescreen, thenbeginsto make aseriesof “statements.”

The Subject: Bornto consume just for the fun ofit. Just for
thefunofit, massconsumption necessitatesself consump-
tion, justforthefunofit. Justforthe fun ofitauto-cannibalism
isthe material signifier of excessconsumption, justfor the
funofit. Justforthefun ofitexcess consumptionisthe logic
ofeconomic narcissism, just for the fun of it. Justfor the fun
of itmassconsumption equalsself-consumption, justforthe
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Such problemsindicate powerfully that the model of pro-
ductionisthoroughlyantiquated for performance (asforso
much contemporaryart). Although inancient times, the
stage was the preeminent platform for the interaction of
mythic codes, and although thisstatus remained unques-
tioned until the 19th century, ithasnowreachedapoint of
exhaustion. Thetraditional stageinand of itselfisahollow
bunker divorced from power. Asalocationfordisturbance,
itofferslittle hope. Rigormortishassetin,andwhatusedto
be asite for liquid characters, who appeared simply by
grabbingamask, hasnowbecomeaplacewhere only the

fun of it. Auto-cannibalism is the logic of fashion.
Deconstruction just for the fun of it. Auto-cannibalism is

the praxisofeveryday life: | chewmy nails just for the fun of

it; leatmy hair justfor the fun of it; | eat myself just for the

fun of it. Consumption is concerned with the internaliza-
tion of objects, just for the fun of it. Just for the fun of it we
consume the objects in order to make them “real,” just for
the fun of it. Just for the fun of it | eat myself in order to be
“real,” just for the fun of it. Auto-cannibalism s created just
for the fun of it; planned, just for the fun of it; organized
through social production, just for the fun of it. We are dogs
in love with our own vomit. This is not an aesthetic
transgression, this is not a ritual sacrifice, this is not body
art, itisonly self-consumption, justforthe funofit. .. just
forthetasteit.

The“Subject” thentakesoutarazor bladeand cutsthe palm
ofhishand. Asthe blood beginsto flow out, the “Subject”
drinksthe blood forafew momentsand thenwalksaway.
The“commentary”ends, the large screen image ends, and
thenthe two TV monitorsare turned off.
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situations of the past or the simulations of the present may
bereplayed.

Attemptsto expand the stage have metwith interesting
results. Theaimof The Living Theater to break the bound-
ariesofitstraditional architecturewassuccessful. Itcollapsed
theartand lifedistinction, which hasbeen of tremendous
help by establishing one of the first recombinant stages.
Afterall, onlybyexaminingeveryday lifethrough the frame
ofadramaturgical model canonewitnessthe poverty ofthis
performative matrix. The problem isthat effective resis-
tancewill notcome fromthe theater of everyday lifealone.
Likethestage, the subelectronic—inthiscase thestreet, in
itstraditional architectural and sociological form—will
have noeffect onthe privileged virtual stage.

Consider the followingscenario: A hacker isplaced onstagewitha
computerandamodem. Workingunder nofixedtimelimit,
the hacker breaks into data bases, callsup h/erfiles, and
proceedstoeraseormanipulatetheminaccordancewithh/
erowndesires. The performanceendswhenthecomputeris
shutdown.

Thisperformance, albeitoversimplified, signifiesthe heart
oftheelectronicdisturbance. Suchanactionspiralsthrough
the performative network, nomadically interlocking the
theater of everyday life, traditional theater, and virtual
theater. Multiple representations of the performerall ex-
plicitly participate inthisscenariotocreateanewhierarchy
of representation. Within the virtual theater, the data
structures that containthe electronic representation ofthe
performeraredisturbed through theirmanipulationor dele-
tion. In order for electronic data to act as the reality ofa
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person, the data “facts” cannot be open to democratic
manipulation. Dataloses privilege once itisfoundto be
invalid or unreliable. This situation offers the resistant
performer two strategies: Oneistocontaminateand call
attention to corrupted data, while the other is to pass
counterfeit data. Eitherway, the establishment of the uto-
pian goal of personal reinvention through performative
recombination beginsto take aform beyond everyday life.
Greater freedom in the theater of everyday life can be
obtained, once the virtual theaterisinfiltrated. The libera-
tiongained throughtherecombinantbody canonlyexistas
longasauthoritarian codesdo notdisruptthe performance.
Forthistohappen, theindividual musthave control of h/er
imageinall theaters, foronly inthisway can everyday life
performance bealignedwith personal desire.

Tomaketheaboveexamplemoreconcrete, assume thatthe
hacker isalsoafemale to male cross-dresser. In the perfor-
mancesheaccessesh/eridentificationfiles,and changesthe
gender datato “male.” S/he leavesthe stage,and beginsa
performance of gender selection onthestreet. Thisbegins
a performance with desire unchained in the theater of
everyday life. The genderwith which s/he identifies be-
comesthegenders/heactually is, for no contradictory data
resource exists. Thisperformance isnotlimited toamatter
ofcostuming, butcanalsoaffecttheflesh. Evenbiologywill
begintocollapse. Togiveanextremeexample: Dressed as
amanfromthewaistdown, andusing“masculine” gesture
codes, the performerwalksdownthestreetshirtless. S/heis
stopped by the police. The appearance of h/er breasts
contradictsthe desiredgender role performance. Thepolice
access the electronic information that validates the
performer’sclaimtobeaman. The performerisreleased,
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sinceitisnotillegal foramantogoshirtless. This perfor-
mance could easily have gone the otherwaywith thearrest
of the performer, but that isextremely unlikely, because
suchactionwould require perception tooverride the data
facts.

Tosaytheleast,aperformance like thisisextremely risky.
To challenge the codes and unleash desire is generally
illegal, particularlyasdescribed here. Hackingdrawstheeye
of discipline quickly; itisthe bestway to destabilize the
reality and practical structure of all theaters. Yet these

Tongue Spasms

Themouthfragmentsthe body. Whatremains? A narrow
constipation, aviolentmeaning that makesvomitreason.
Thegrotesque colonization of the oral cavity chewsonthe
silenced body and spits out a bestiality of signs. What
remains? Spasms.

The screenal tongue floats freely from its pillars. A sliding

surrealistic appendage.

The eye spasms before the virtual tongue, blinding the
dominantneedforappropriation. Whatremainsafterthe
systemdigestseverything? Anomadic tongueriding the
wavesof itsdigital secretions. A post-biological cannibal-
ismthat rebordersthe body. What remains?

The tongue no longer occupies one place.
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extreme examples outline the necessary steps needed for a
postmoderntheater of resistance. Effective performance as
asite of resistance must utilize interlocking recombinant
stagesthatoscillate betweenvirtual lifeand everyday life.
Thismeansthat the performer must cope with h/erelec-
tronic images, and with their techno-matrix. Itistime to
developstrategiesthatstrike at virtual authority. Asyet,
there are none. Performers have been too mired in the
traditional theaterand the theater of everyday lifetoeven
realize ho w the virtual world acts as the theater of final
judgment.

The nipple is the matrix of a lost cause, a nostalgia of a
networkpluralityinwhichoneistoofewandtwoisonlyone
possibility. Whatremains? Asscreenal tonguescleaveand
suck the pacifier ofunreal ideologiesand unreal referents,
the cancer of the techno-democracy reveals itself. The
nipplesmandate theelectronicpassionofdiachronicdoubles
thatblur desireand labor.

Cyhber saliva slides in little jerks, punctuating farts and knuckle
cracks.

Thespasm ofdigital bytes legitimizesthe violence of infor-
mation. Boththe leftandrighthandaredriven by theritual
of representation and sacrifice before the keyboard of
dromographicspeed. What remains? Hyper-real hands,
sociologicallyunconscious  desiringmachines, alwaysal-
ready possessed. Whatremains?

The sex speaks of a language based on lubricants, a different kind
of saliva.
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Newtheatershouldtell the viewer howtoresistauthority, regardless
of its source along the political continuum. If we seek
liberation through the control of our own images, perfor-
mance should illustrate resistant processes and explicitly
show how to achieve autonomy, however temporary it
might be. Self-presentation revealed in the performance
must not be perceived by the audience asa selfimage that
should necessarilybe copied, asthiswillend merelyasashift
incodingregimes. Rather, oneshould seek anaesthetics of
confusionthatrevealspotential choices, thuscollapsing the
bourgeoisaesthetic of efficiency.

The virtual tongue fuses with the hot and cold units of
pleasure. Unlike thingsjoin, tuggingsensory hair,anda
cannibalismisturnedinward. Diseased rumorsfloatback
andforth between nano peckersand macro cunts. What
remains? A discharge ofblind desire movinginand out of
virtuallygossipinggenitals.

Would the virtual tongue multiply and separate toes or simply lick
between them?

Thebigtoeisthe horror of abase materialism that spasms
beyondsuitablediscourse. Toesleadanignoble life, seduc-
ing the database with corns, blocking electronic interface
with callusesandresisting thedriftofinformationwithdirty
bunions. Whatremainsafterthesystemdigestseverything?
Theecstatic deformity of pure labor, laughing before the
solaranus, flickingmudat the virtual bodyabove it. What
remains? Thebrutal seduction ofabandonmentmoreacute
inmovement.
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Already here and yetalways one step ahead: Itseems that virtual
reality isalwaysabouttoarrivewith the nexttechnological
breakthrough. Onthe other hand, that curious feeling—
thatweare currently inareal environment—Ileadsto the
conclusionthatvirtual reality islocated in the near future,
insciencefiction, orinanas-yetundevelopedtechnology.
Perhapsthefactthatwearealreadyenvelopedbythevirtual
iswhat makesitsounrecognizable. Perhapsitisbecausea
promise hasbeenissued by technologues, thattheboundary
between everyday lifeand virtual life will soon congeal,
forming completely separate theaters. These promisesare

The spasm of the digital body breaks open the orifice of profound
physical impulses.

Theanal night callsthe virtual tongue to leave the mouth
andenterit,redandobscene. Aneruptiveforceof luminous
thirstthat demandsindecentruptureand debauched hack-
ing. What remains? Anontology of farts, of breathless
lacerationsthat reborder the body and begintospeak. A
revolutionarybreakthroughofapost-biologicalsound. What
remainsafter the systemdigestseverything? Virtual gas.
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whatkeep the virtual foreverinvisible. The virtual theater
promised by the technologues, like everyday life, will have
anenvelopingeffect. Itwill be thefirstengine of the virtual
where peoplewillbeabletophysicallyinteractand havea
degree of control overtheiridentities, narrative trajectories,
and the objects of interaction. Unlike painting, theater,
film, ortelevision, the newvirtual theaterwill makescreenal
mediation transparent and offer the appearance of un-
framedexperience. Thisisthe ideaofvirtual reality proper,
initstechnical sense. However, this technology does not
really exist, exceptin the crudest of forms, and functions
primarilyasagame. Forthisreason, thevirtual stageseems
tobe nothing worth noting, butassuggested herein, itis
already interlockedwith everyday life,andalready controls
the performances of this theater. Should virtual reality
proper make its appearance in culture, it must not be
confusedwithvirtual power. Atpresent, virtual realityand
itspromise actas deflectorsto turn vision away from the
electronicsource of dominationandauthority. The promise
ofacybernetic performative matrix servestoalienate us
furtherfromourelectronic counterparts, falsely leadingus
to continue believing thatelectronic bodiesdo not really
exist, letalone that theyaresignsofauthoritarian power. A
theater of resistance can be established only if we under-
stand that the virtual world isin the hereand now.

The Situationistswere correctintheir claim that power residesin the
spectacle; however, thisclaimwastruerinthe past—when
theopeningshotswerefiredintherevolution oftheeconomy
of desire over the economy of production. Information
technology quicklydivorced power fromthespectacle,and
power nowwandersinvisiblyinacybernetic realmoutside
ofeveryday life. Spectacle hasbecome thesite of mediation,
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notsomuch betweensocial relationships proper, but be-
tween the concrete and the virtual worlds, the sedentary
andthe nomadic, the organicand the electronic, and the
presentandtheabsent. Tothisextent, performance cannot
concentratesolely onthevirtual. Theelectronicelements
ofspectaclearealsoofgreatimportanceandrequirefurther
investigation, especiallysince thisistheside of thespectacle
thatmutatesatavelocity that parallelsconsumption. (Ar-
chitecture and other subelectronic visual markers of the
spectacle are not assignificant. These forms change too
slowlyandaccesstothemislimited by geography.) Inthe
electronicimage one can detect the clearest traces of the
cyberelite, but more importantly, this image is also the
sourcewhichredistributesidentitiesand lifestylessuitable
for excessive consumption. This newsocial relationship
between the electronicbody (the bodywithout organs) and
theorganicbodyisone ofthe bestresourcesfor performance
material. Performanceresourcesmustgobeyondtheorganic
body, whichat presentactsasthe master linkin performative
modelsof representation. In the age of electronic media, it
isinappropriate toargue that performance exhaustsitself
underthesign oftheorganic. Afterall, the electronicbody
isalwaysperforming,evenif  inabsentiaoneverystage.

Thereiseveryreasontodesire the electronicbody,andeveryreason
todespiseit. Thispathological struggle occurswhenone
viewstheelectronicbody,andfeelingsofsympathy (Husserl)
andenvy (Benjamin) implode inaschizophrenicmoment.
AsBaudrillardstates: “Inspite of himselfthe schizophrenic
isopentoeverythingand livesinthe most extreme confu-
sion. The schizophrenic is not, as generally claimed,
characterized by his loss of touch with reality, but by the
absolute proximity to and total instantaneousness with
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things, thisoverexposure tothe transparency of theworld.”
In the debris of intersubjectivity, the organic and the
electronic face each other. The electronic body looks so
real. Itmovesaround, it gazes back, it communicates. Its
appearance isour appearance. ldentity manifestsand s
reinforced, assubjectivityisextracted/imposed by theelec-
tronic other. How can such a perception not conjure a
sympathetic response? Yetin thatsame instant of unity
comestheburningfeeling of separation born ofenvy. The
identity of the electronic body is not our own. We must
eternally consumesomethingtomake ourappearance more

Body without Organs (first manifestation)

Aseriesofappropriatedimagesappearon 3TV monitors
whichrefertothe particularvectorsthat mark the BwO. As
theimagesflowacrossthe screens, asilent “body” moves
through thespectators, while 2 voicesenunciate the neces-
sity of bodily aphanisis—BwO.

Voice 1: No more cocks. No more cunts. BwO now. All
extensionsmust be cut off. All orifices must be sewn up—
pluggedup. Wemustrid ourselvesofthe biological, empty
ourselvesofit. Allbio-fascism mustbe ripped outandsealed
up inthe clear jars of the museum, so that we will never
forgetthe pain of somatic tyranny.

Voice 2: Forthebiggest lieeverwastoframe humansasan
organismofconsuming, assimilating, incubating, excreting,
creatingawhole hierarchy of latent functions.

Voice 1: Sowewill neverforgetthe late-capitalist physiol-
ogy thatbites, sucks, devours—itisdrivenbythebio-destiny
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likeitsappearance. Thedesire forgreateraccesstothesigns
of beauty, health, and intelligence, through the unceasing
accumulation of cultural artifacts, brutally remindsusthat
the perfectexcessoftheelectronicbodyisnotourown. The
limitations of the organic abound, and whatisachieved
becomesvulgarand unnecessary at the point ofachieve-
ment. Allthatremainsistheunbearablemomentofenriched
privation. Sympathyandenvyareforeverspliced together
inthe form ofahideous Siamese twin. Thisis the perfor-
mance of everyday life, so near, so instantaneous, eternally
recurring.
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of the oral hole: consumption, assimilation, incorpora-
tion—the mouth mustbesuppressed, repressed. BwO now.

Voice 2: Fortoolongwe have being caughtinthe circle of
the organism, between the goat’sanusand the mouth of
God, between the logic of the cock and the cunt, the One
andthe Zero, the cause and the effect—let nothing flow—
let nothing pass—BwO now.

Voice 1: Theexcretion of surplus-value imprisonsusin
shit-economics: the bio-machine eatsin Africa, digestsin
Asia, anddumpsitsexcessinthefirstworld. Theanal force
mustbeeradicated, eliminated. BwO now.

Voice 2: Let us empty the body of its retensions, of its
expulsions, of its paranoid dichotomies, of itscompulsive
production, of its hysterical dissemination, of its neurotic
interpretations—Iet usgo further still; we haven't suffi-
cientlydismantledourselves.



72 The Electronic Disturbance

Artaud’sonly misjudgmentwas his belief that the body without
organshadyettobecreated. Theelectronicbody  isthebody
withoutorgans. Italready dominatesperformance,and has
recentered the theater around empty identity and empty
desire. The body without organs is the perfect body—
forever reproducible. No reduction to biology now. Two
hundred Elvisclonesappear onthescreen. Separate them:
Turnthechannel; play the tape. Each performanceisonan
eternal loop. These cloneswere notmadeinatesttube; they
reproduce oftheirownaccord, eachaspreciseandasperfect
asthe last. No fluids, no plagues, no interruptions. The

The“body” kneelsbeforeachairand takesout the “imagi-
nary phallus”andbeginstocutitoff.

Voice 1: Let us strip ourselves of one part of the body-
despot: an eye, an ear, any piece of epidermis, cut off the
cock, sew up the cunt, plug up the asshole—staple your
mouthshutandremainsilentforever. Letusallemptythe

bodly.

Voice 2; Letusallemptythebody, thatcoagulated nothing-
ness, and flush it down the toilet: nomore shit-economics,
nomore urinal-politics.

Voice 2: Letusvanish intothe post-biological continuum.

The“body” placesthe “imaginary phallus”inaclearjarand
sealsit, thenwalksaway, leaving the monitorsbehind.

Voice 2: Dialectical evolution isover—BwO now.

Voices 1 & 2: BwO now.
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orificesofthe bodywithoutorgansaresewntightlyshut. No
consumption, noexcretion, no interruptions. Such free-
dom: Safely screened off from the virtual catastrophes of
war, capital, gender, orany other manifestationteeteringat
thebrink ofacrash, the bodywithout organsisfree todrift
intheelectronicrhizome. The theater of the streetandits
associated cultural debriscollapses. Civilization hasbeen
washed clean—progressiscomplete—dirt, trash, rot,and
rubble have beenscreened off and erased from the perfect
world of the electronic body. The electronic body, free of
theflesh, free ofthe economy of desire, hasescaped the pain
ofbecoming.

Whatisthe fate of the organic body, caught between sympathyand
envy, foreverfollowingin the shadow of the body without
organs? Verysimply, the fleshissacrificed—carvedinto
layersthat better serve variouseconomies. Thisisnotthe
Cartesian dualismvalued by cyberpunk (“Hence, at least
throughtheinstrumentality of the Virtual power, mindcan
existapartfrombody,andbodyapartfrommind”),inwhich
the body isno more thanaslab of meat. Itisnotsimplya
matter of downloading the mind and trashing the body.
Rather, the body isdivided between surface and depth,
betweendryandwet. Sincespectacleisadrysurfaceimage,
the body must reflect thatimage. The body becomesits
mirror, or perhapsmoreaccurately, itsxerox. Itispaperonto
whichdesignergender, ethnicity,and lifestyleareinscribed.
Aswithanysurfaceofinscription, itmustbedryifitistorun
through thesight machine. Itmustalso be flatand void of
depth (desire). The only acceptable desire isthe desire to
consume the spectacle’stexts. Asimage cascadesdown
through the variousclasses of consumption, the resolution
ofthe original decays, until nothingis left but the body as
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receptacle of water. Thisisthe body sacrificed to the anti-
economy. Itisthe abjectbody, lefttowander the streetin
misery (“Whatissacred undoubtedly correspondsto the
object of horror | have spoken of, a fetid, sticky object
withoutboundaries, whichteemswith lifeandyetisthesign
ofdeath™).

Thebodywhichsignifiesthe absence of rationalized eco-
nomicdesireisthatwhichweare taughttofear. Itisthesign
oftheorganicitself; itisthe primordial soup, the placenta-
filledwomb towhich there can be noreturn. Tomention
thesacred, orworse, todisplaysignsof the organic, the code
of death, is to reject economic inscription. Todo sois to
become one ofthe abject, and tosuffer great punishment.
Many performershave tried to reinstate the organicwithin
the network of value, buttheyare unable to overcome the
power of the body without organs (BwO). The BwO is
alwaystherewiththem, onthestageandintheaudience.
The best result produced from such work is a cheer for
deviance, but thesign of deviance is never broken. Simply
putting on a counterspectacle within the theater of the
abjectisnotenough. Itonlyservestoconfirmwhatisalready
known: Do notmentiontheorganicanditsuntameddesire,
oritsyearningfordeath. Suchspectacleisquickly reduced
toanaberration, orapeculiaridiosyncrasy. Theorganicand
the electronic mustexplicitly clash inan attempt toopen
therigid hierarchical closure thatis presented every day by
the engines of the spectacle. To take the most obvious
example, thisclosureis crucial to the success of any horror
movie. Inevery case, horror filmsexpress the BwO over-
coming thesign of the organic. Spilled guts, sticky goo,
splitting skin, erupting pus, uncontrolled excrement, all
incite horrorinthe viewer. Itreminds h/er of the organic,
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thatuncontrolled watery excesssimply waiting to burst
through the seamless xerox surface. The horror movie
makes the organic—aswellasthe meansbywhich it must
be punished for its appearance—visible. There are two
fundamental rulesforsimulating horror inspectacularsoci-
ety: Theinnocent (BwO) must suffer (eat the sacrifice),and
the guilty (subelectronic desire) must be punished. The
replaying of these two fundamental mythsin spectacular
endeavors keeps people buying. It makesknown thatall
mustaspire tobe theinnocentandvirginal BwO, and that
allmustblock the organicwithaccumulated pilesof manu-
factured excess. This is the performance that must be
disturbed, butitmustbe disturbedelectronically.

Ifthe BwO isconceived ofasappearance of self contained inscreenal
space, itisnearly supernatural to think that the BwO can
possessthefleshandwalk the earth. Itisduring the time of
possession that the BwO is the most vulnerable to the
appearance of organicdeficiencies, andyet, thisisalso the
timewhenthe BwO can presentitselfasanentity separate
fromspectacle, thusreinforcingitsideal imageasexistingin
therealm of real achievement. The phenomenon of flesh
possession by the BwO iscommonly referredtoasaceleb-
rity. The celebrity acts as empirical proof positive that
electronicappearanceisbutarecord of the natural world,
andthattheelectronicisstill dependentontheorganic. In
thisformthe BwO isnot justamediatedscreenal vision, but
canalso be touched, so that itdeflects thought away from
the categoriesof the recombinant, and toward the nostalgia
ofessentialism. Isitanywonder thatcelebritiesare hounded
forautographsorany otherartifact that canactasatrace of
comfort to those desiring the assurances of the pre-elec-
tronicorder?
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The construction of the electronic theater has been completed by
nomadic power. The Situationistsalarmed us toitscon-
struction when they presented their critique of the
spectacle. Indeed, the melding of architecture, graphic
design, radio, television and film have come to constitute
thespectacularstage, butitslogistical supportin backstage
virtual technology had yet to fully appear. The strategic
errorcamewhenanachronisticformsof resistance (occupa-
tions, strikes, protests, etc.) were used asameansto stop
construction. One ofthe manyfailuresof therevolutionary
actions of the late 60s and early 70s is that they neither

Body without Organs (second manifestation)

BWONOW.
BWONOW.
BWONOW.

Imperfectfleshisthe foundation of screenal economy. The
frenzy ofthescreenal sign oscillates between perfectionand
excess, productionand counter-production, panicand hys-
teria. Screenal space inscribes the flesh asthe abject. The
screenal spaceseducesthefleshintotheabyssofthesurface.
Theelectronicbodyisthe perfectbody. Theelectronicbody
isthe bodywithout organs positioned initsscreenal space.
Itisbothselfand mirroredself. The electronic body isthe
complete body. The body without organs does notdecay.
Theelectronic body does not need the plastic surgeon’s
scalpel, liposuction, make-up, or deodorant. Itisabody
withoutorganswhich cannotsuffer, not physiologically,
notpsychologically, notsociologically; itisnot consciousof
separation. Theelectronic body seduces those whosee it
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attacked the electronic theater nor employed nomadic
oppositional tactics. The theater of operations was per-
ceivedaspurelysedentary, withoutanomadiccomponent,
andwastherebysituatedin the binary of offense/defense.
Within the electronic theater, strategy consists of pure
offense. Surveillance systemsare the only remaining defen-
sivetrace. Thetrickisnevertobe caughtoffguard, always
totrack the opposition’smovements, thus preventing the
disappearance of the opponents. The other option is to
establish temporary blockage points that allow time to
regroupand beginacounter-offensive. The defensive pos-

intothe blissof counter-production by offering the hope of
abadily unity that transcends consumption. But the poor,
pathetic, organicbodyisalwaysinastate of becoming. Ifit
consumed justone more product, perhapsitmightbecome

w hole, perhaps it too could become a body without organs
existing in electronic space.

The electronic body oscillates between panic perfection
and hysterical aphanisis. The electronic body inscribes the
flesh as the abject. At any moment the organic body could
fracture and its surface could decay with sickness, ooze and
squirt anti-social fluids. The electronic body has shown ad
nauseam that the spilling of guts, the projecting of vomit, the
splitting of skin, the eruption of pus, or any sign of the
organic in screenal space exists there only to instill fear,
contempt, and embarrassment.

BwO dreamsofabody that neverexisted.
BwO dreamsofabody that neverexisted.
BwO dreamsofabody that neverexisted.
BWONOW.
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ture of fortification isunrealistic. Unfortunately this has
traditionally been the tactic (occupation) chosen by the
resistance. Thiswasaproper means of resistance against
spectaculararchitecture, buttheelectronic theater remained
untouched and continued expanding itsdomain. Once
again, the culture of resistance isworking primarily froma
model of critique, and asalways, ismoving very slowly off
themarkinthisendeavor, preferringto continue engaging
cultural and political bunkers. However, all is not lost.
Because of the lack of fortifications in the electronic the-
ater, therearealwayswindowsandgapsripefordisturbance.
Unfortunately, such resistance can only come from the
technocratic class,and it must occur before surveillance
systemsbecome toowell-distributed. The performance of
thepoliticized hackershouldbethe ultimate in performative
resistance.

Compared to cyberspace resistance techniques, possible
strategiesfor the cultural producerare much more modest.
These producers can re-present the electronic theater for
whatitis, by creatingsimulations of performative control
that call attention to the technology and methods of con-
trol. The other strategy is to attempt to reestablish the
organic body in arenas other than the abject and the
deviant; however, this performance hasnomeaning other
than to replay the past, unless it is contrasted with the
mythicstandingofthe BwO. Totake thisapproachisnotto
uncover theinvisible, buttoimpose the vacuum of scepti-
cismonthevisible. Witheither option, the performer must
appropriateand occupy theelectronic theater. Itisunwise
towaituntil virtual reality has the trappings of aclassical
theater—one intowhich the performer and viewer may
physically enterandwhichisenveloped byartificial (elec-
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tronic) surroundings. Asstated earlier, resistantperformers
mustestablish thoseinterlocking recombinantstageswhich
oscillate betweenthetheater ofeveryday lifeand the virtual
theater. Such action will help develop practical perfor-
mance models—ones which lend themselves to an
autonomous performative matrix, ratherthanonesinwhich
the performersare automatons, replaying the creations of
designer culture. Resistanttheater iselectronic theater.
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Xl
1776

The mind is a kind of theater. . . There is
properly no simplicity in it at one time, nor
identity in different, only a perpetual flux and
movement, a constant variation, in which
several perceptions successively make their
appearance; pass, re-pass, glide away, and
mingle in an infinite variety of postures and
situations.

The mind is a kind of fractal. . .There is properly
no simplicity in it at one time, nor identity in
different, only a perpetual flux and movement, a
constant variation, in which several perceptions
successively make their appearance; pass, re-
pass, glide away, and mingle in an infinite variety
of DNA and recombinations.
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Wl
1819

It then becomes clear and certain to him that
what he knows is not a sun and an earth, but
only an eye that sees a sun, a hand that feels
an earth; that the world which surrounds him
is there only as idea.

It then becomes clear and certain to him that
what he knows is not a sun and an earth, but only
an eye visor that sees a sun, a data glove that
feels an earth; that the integrated world which
surrounds him is there only as simulacra.





