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Abstract 

BecauseWeAreUsedToLiving is a mediated performance that explores the parasitic 

process of its own creation. Parasites are often performing, reading their host’s 

movements like a script in order to gain access into their carefully guarded boundaries. 

Once inside, the parasite can gradually throw off the hosting body’s equilibrium, 

triggering feedback loops of systemic dissonance. Parasites are often documenting, 

investigating their host’s bodies like auditors in order to find refuge within their highly 

organized machinery. Once incorporated, the parasite can merge with its host, 

spontaneously giving rise to ecological novelty.  

BecauseWeAreUsedToLiving is host to its own parasitism; through a network of 

precarious wormholes it feeds off itself across time. Using video, music, installation, text, 

and performance, the work presents its own process of transformation, which occurs 

across disciplinary and temporal boundaries. Through a methodological framework that 

is based on parasitic strategies of performance and documentation, 

BecauseWeAreUsedToLiving seeks to gain access to alternate universes.  

Keywords: Parasite, Symbiogenesis, Orthogonal Time, Video, Interdisciplinary 
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Defense Statement 

BWAUTL SCRIPT 

HI EVERYONE, thanks for being here today.(1) I’m fortunate to have been selected to 

present in the World Arts Centre. It’s a fantastic room with so many great resources. So 

just have a seat. (List off resources…acknowledge fire exits) (2) 

I see some familiar faces. Thank you for being here… 

Just three things before we start the presentation. First, I’d like to mention that instead of 

using the usual PowerPoint software, I will be mediating this presentation with the use of 

a new GENERATIVE software called LEP-E. Some of you may be familiar with the LEP-

E software, some may notice some upgrades. LEP- E is an alternative to POWERPOINT 

that avoids copyright issues by generating NearPerfectSimulations™ of media that can 

be found online but is subject to copyright law. It’s a new technology that I’m grateful to 

be using today. Thank you for being with us today LEP-E  

[NO PROBLEM DAVE](3) 

Second thing, I will be recording this presentation for documentation purposes.(4) Lep-E 

can you bring up the live feed?  

[YES] 

LIPSYNC VIDEO (5) 

(NEXT THING) before I start the presentation is that I want to briefly outline some 

fundamental research that will be help solidify a foundation for the forthcoming 

presentation. (6) [RESEARCH] Yeah exactly LEP-E. So, To do this I’ll start by talking 

about the work of Lynn Margulis (1938 – 2011), an American evolutionary theorist and 

biologist who pioneered the contemporary field of SYMBIOGENESIS, which is the study 

of evolution through symbiotic relationships, primarily viral and bacterial. Margulis’ work 

shows that the most significant evolutionary changes to have shaped life on earth 

happened not by random mutation and selection, as a neo-Darwinian model would 

suggest, but through the horizontal transmission of genes through parasitic infection and 
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subsequent incorporation or formation of symbiotic partnerships, where genes are 

shared horizontally, or across species rather than being passed down to offspring within 

species.  (7) 

This theory as I have come to relate to it puts forth infectious entities such as viruses, 
bacteria, and parasites as integral agents of ecological change. According to Margulis 
the constituent parts of animal cells were all once autonomous bacterium that came 
together at different times to form symbiotic partnerships... Eventually forming an 
autonomously functioning, self reproducing cell. This theory was at first widely rejected, 
but has recently been incorporated into the biology community as the prevailing theory.  

LEP-E can you provide an example of this kind of symbiosis on a larger scale? 

[YES I CAN DO THAT, AN EXAMPLE OF A SYMBIOTIC RELATIONSHIP ON A 
LARGER SCALE IS THAT OF THE ENDOGENOUS JS RETROVIRUS.  A 
RETROVIRUS THAT IS PRESENT IN THE GENOMES OF ALL SHEEP AND GOATS. 
WITHOUT THE JS RETROVIRUS REPRODUCTION IS NOT POSSIBLE IN THESE 
MAMMALS. THE ENDOGENOUS JV RETROVIRUS IS CRITICAL IN THE 
DEVELOPMENT OF THE PLACENTA DURING PREGNANCY] 

All but one of the five bacterial elements of the animal cell are now regarded as having 
been accumulated symbiotically. The spirochete is a free swimming spiral shaped 
bacteria that today is associated with the syphilis bacteria. Margulis posits that at one 
time the free swimming    spirochetes were attackers of the slow moving, large bodied 
archaebacteria. The spirochetes in parasitic fashion would attach themselves on and 
feed off the nutrient rich insides of the archaebacteria.  

“In resisting death, the archaebacteria incorporated the fast moving would-be killers into 
their bodies. The archaebacteria survived, continuing to be infected by the spirochetes.”  

This quote illustrates very generally how parasitism turned into symbiosis, as the large 
bacteria benefited from the new addition to their bodies, including motility and extended 
sensory receptors like cilia.  

When I came across this quote in an essay called “Speculation on Speculation” which 
appears in her book Dazzle Gradually, on page 51 I noticed a post it note stuck next to 
the passage that simply said "Leopards incorporated into the Ritual” –FK        

This seemed enigmatic but significant to me so I entered this text into my LEP-E BRAND 
TEXT ANALYZER™ and it pointed me toward this Kafka aphorism. “Leopards break into 
the temple and drink all the sacrificial vessels dry, it keeps happening , in the end it can 
be calculated in advance and is incorporated into the ritual”  

These two texts seemed to be describing the same phenomena of change both culturally 
and biologically.  

I became enchanted by KAFKA’s leopard aphorism, and researched its origins and 
further interpretations...  
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Apparently, in preparation for his first novel AMERIKA which was written between 1911 
and 1914, which is true (WAIT FOR THE CHANGE SLIDE) , Kafka rigorously gathered 
newspaper clippings from north AMERIKA to get a picture of the continent to which he 
never travelled in his life. One of his clippings of the Province newspaper . (LEP-E CAN 
YOU PULL UP IMAGERY FROM THE STANLEY PARK COUGAR STORY FROM THE 
PROVINCE 1911?)  A story appeared of a cougar that was breaking into the stanley 
park zoo, attacking animals, frightening rabbits,  killing goats and drinking their blood. It 
was eventually calculated where the cougar was so it was shot and taxidermied and put 
on display in the Stanley Park pavilion. (8) 

At first I assumed that Kafka had been inspired by this news story consciously or 
subconsciously to use similar imagery, and similarly that Margulis had been continuing a 
line of cultural thought in her description of incorporation of parasites as change, but 
then a later finding revealed that something quite different is happening. Symbiogenesis 
relies on membranes, which serve as divisions between individual living systems as well 
as between the system and its environment. Essentially skin. But these boundaries are 
necessarily porous, open to exchange with one another and with their environment. And 
these exchanges are integral to ecological growth and change.  

In a similar way to the membranous boundaries of living systems functioning to create a 
stable exchange, books too are bound in order to keep their contents contained, but they 
are bound in such a way too allow a semi regulated exchange with their environment 
and with other texts.  

(Lep – E interjects to say that books were originally bound with skin) 

This kind of textual parasitism made itself apparent to me when I was doing further 
research into Stanely Park’s history I bought the book Stanley Park’s Secret, The 
Forgotten Families of Whoi Whoi, Kanaka ranch and Brockton Point by Jean Barman. 
“Chapter 4 : Imposition of Stanley Park” describes an ecologically and culturally 
significant place that was seized in 1888 and systematically emptied of its functioning 
contents. It was then put on display as a static image of a natural and pristine site, 
mounted on the wall of the city as a trophy. At the end of this chapter I discovered a 
pamphlet called Lessons in Taxidermy was used as a marker in the book. From this I 
deduced that the original book had not specifically used such taxidermy imagery, but 
that the incorporation of the parasitic taxidermy pamphlet created changes in the original 
text. Realizing this I looked back on the original Margulis essay and concluded that her 
original essay was influenced by the introduction of Kafka’s leopard parasite into the 
boundaries of the book. Kafka’s book of aphorisms, which was written around 1917, 
likely incorporated the old Province clipping into its body, and the Leopards aphorism 
emerged symbiotically.  

A line from the Taxidermy Pamphlet that I found in the copy of Stanley Park’s Secret  

“To know taxidermy....”  

That was a logic I was interested in pursuing, so I sought to know taxidermy further. I 
found a used copy of THE AMATEUR TAXIDERMIST and while reading about rugs I 
discovered a business card for a real estate agent  named LINDA FOX used as a 
bookmark. 
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The name LINDA FOX has a unique significance to me... LEP-E CAN WE SWITCH 
OVER TO LIVE FEED PLEASE? (LOOKING UP AT SCREEN)    

(LIP SYNC LIVE FEED) - “When I was a young boy, just ten years old...”   

AND I WOULD LISTEN TO IT AS I FELL ASLEEP, IT WOULD GUIDE ME TO SLEEP. 
AND IT WORKED. IT CURED ME OF MY NIGHTMARES. This was a significant event 
in my life. After the name Linda Fox had made its way back into my mind from that 
business card I was compelled to find my old sleep meditation cassette. Luckily my 
parents had kept it in a box with my baby teeth and some locks of hair.  

I used the LEP-E CASSETTE TRANSFERRING UNIT to digitize the tape. LEP-E can 
you play the audio?  

(SIT IN MIDDLE AND MEDITATE) 

(START AT END OF STATIC)  

(MONOTONE)  THIS meditation cured me of my sleep disorder and nightmares etc. and 
so I decided to find out where LINDA FOX was now.  

I first met Linda in 1995, which was the same year as the release of the controversial 
‘Alien Autopsy’ video, a video that was released by entrepreneur Ray Santili. (9) The 
Video was thought to be a hoax, but in 2006, 11 years later, Ray Santili revealed that the 
Alien Autopsy video was in fact a re-enactment of an authentic alien autopsy that he had 
watched years earlier. But when he purchased that video it was so deteriorated that it 
was unwatchable. So Santili had an expert team build a prosthetic body with rubber skin, 
and they filled it with sheep and goat organs, achieving a realistic effect when performing 
the re-enacted autopsy.  

I searched for LINDA FOX on line using my new LEP-E PERSON LOCATING 
SYSTEM™ and finally got some results! I discovered that 11 years … after I had first 
met her as my sleep therapist, LINDA FOX released a solo album Called LEOPARDS 
BREAK INTO MY HEART. The album came out in 2006. (10) 

 LEP-E can you generate an  album review?   

(DRINK WATER AT ALBUM TITLE) 

[I WILL NOW PLAY THE TITLE TRACK OFF OF FOX’S ALBUM: LEOPARDS BREAK 
INTO MY HEART] (11) 

(DANCE TO SONG, LIP SYNC, DANCE WITH MYSELF…) (12) 

So my attempts to reunite with Linda were a success, and this year, 2017,  11 years 
after the release of her album, I was contacted on behalf of Linda by a company called 
LEP-E alternatives, who facilitated our meeting!  

[I WILL NOW PLAY A VIDEO RE-ENACTMENT OF THAT MEETING]  (13) 
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WAIT WAIT, LEP-E pause the video. Rewind 10x Speed … Now zoom in on the bottom 
right quadrant. LEP-E can you calculate the odds of encountering a double bride 
sequence in one of your LEP-E ALTERNATIVE scenarios? 

[THE ODDS OF ENCOUNTERING A DOUBLE BRIDE SEQUENCE IN ONE OF OUR 
SCENARIOS IS… ELEVEN PERCENT] 

[LEP-E ASKS FOR VOLUNTEERS FROM AUDIENCE, HAND OUT EYEWEAR] 

(Song plays, transcribe lyrics in real time onto script until song ends) 

[DAVE, PLEASE THANK EVERYONE WHO MADE THIS PRESENTATION POSSIBLE] 

Ok, thanks to our volunteers, Patrick and Anthony, committee, land acknowledgment, 
corporations/products that truly made the work possible (Suzuki, Korg, Robaxacet etc…)  

Cd’s for sale at podium! 
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BWAUTL SCRIPT INDEX	

(1) My thesis statement has taken the form of an expanded document from my 

presentation BecasueWeAreUsedToLiving, which took place in the World Arts Centre at 

SFU Woodwards on November 3rd 2017. The script as a performance document is 

accompanied by two indexes that interject into the original script that I used to speak to 

the audience. In this format the ‘presentation script’ determines the structure of the 

supporting statement for my thesis project. For this reason I refer to the ‘presentation 

script’ as a scriptive document, as it has scripted the way by which my thesis research 

has been compiled.  

Another formal reason for this choice to build my defense statement around the 

‘presentation script’ is that the script employs and exemplifies a linear temporal logic, 

building toward the exposition of a thesis (as is typical of the presentation format). This 

linear logic that underlies the ‘presentation script’ is interrupted by the presence of one 

or more accompanying texts, which can intervene at a right angle to the informational 

and temporal flow of the primary text.  This perpendicular interruption in the flow of the 

primary text, the ‘presentation script’, exemplifies a characteristic of parasitism that is 

integral to the development of a theory of spontaneous change in both evolutionary 

biology as well as in a particular metaphysics of time that I am working with. Throughout 

the development of my thesis work this parasitic strategy has shaped my methodology, 

compelling me toward the integration of documentation back into the original work as a 

creative mechanism. 

(2) By acknowledging the space, which is typically a presentation space and is 

structured as such, I wanted to present the space itself with all its pre-existing resources. 

It is significant that the resources of the World Art Centre are all the technical elements I 

used, and that they were acknowledged up front. My initial interest in the parasite was as 

a performer seeking to avoid the asymmetrical power dynamic of theatre while still 

providing a staging within which to perform. The problem of the invitation in performance 

is akin to the problem of the guest/host relationship. In his text Of Hospitality, Jacques 

Derrida finds the role of the host to be a violent one, relying on a contract that demands 

the guest remain a “foreigner” (73). Similarly in performance it is the invitation into the 

site of performance that ensures the viewer must also remain a “foreigner”. To avoid 

having to take on the oppressive role of the “host” I considered the possibility of a 



7 

performer acting instead as parasite within certain pre-established sites of performativity, 

exploiting resources without reciprocating. By acknowledging the space and its 

resources as a body hosting me, within which I was also a foreigner, I was establishing 

my relationship as an outsider. And similarly by acknowledging the doors of the room as 

being open throughout the presentation, I was making explicit the porosity of the hosting 

body. According to Derrida, “in order to constitute the space of a habitable house and a 

home, you also need an opening, a door and windows, you have to give up a passage to 

the outside world” (61). This kind of porosity characterizes the membranes within a 

biological framework, where a regulated exchange with the surrounding environment is 

integral to the survival of a species. The membrane is the boundary between chaos and 

order, and by way of its necessary openness the leopards break in.  

While evading the obligation of the invitation, parasitism disrupts the balance of the 

system being parasitized in ways that rely on the aforementioned porosity of 

membranes. Derrida suggests that “current technological developments are restructuring 

space in such a way that what constitutes a space of controlled and circumscribed 

property is just what opens it to intrusion” (61). A parasitic strategy relies on the inherent 

openness of a system like the one that Derrida describes, and once within these 

boundaries the parasite can potentially disrupt the flow of things. In a biological body the 

openness of an organism’s outer membrane often serves to welcome valuable aspects 

of the environment into its system, with an element of uncertainty always characterizing 

this practice. It is the strategy of the parasite to perform characteristics of the desirable, 

and by this technique it gains access to the resources of the system. Parasitic 

disruptions can act as a political strategy, triggering feedback loops of increasing 

systemic dissonance. In his text The Parasite, Michel Serres describes the parasite as 

an irritant, “far from transforming a system, changing its nature, its form, its elements, its 

relations and its pathways, the parasite makes it change states differentially. It inclines it. 

It makes the equilibrium of the energetic distribution fluctuate. It dopes it. It irritates it. It 

inflames it. Often this inclination has no effect. But it can produce gigantic ones by chain 

reactions or reproduction.” (191). A parasitic strategy in performance then aims to insert 

itself into a system and gradually throw off the equilibrium, while also exploring sites of 

performance that circumvent the traditional performer/viewer power dynamic that is 

established by the invitation into the performance space.  
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In my research into the parasitic I considered several different sites of porosity and 

potential parasitism. For example, in a piece in October of 2016 I spent the day handing 

out brochures in an RBC ATM, engaging clients in a fashion that was unrevealing of 

itself as a performance. The brochures detailed Royal Bank of Canada’s new initiative to 

save the endangered snow leopard by ‘incorporating it into the banking ritual’.  

  

Handing out brochures at RBC  

During this process I struggled with the issue of documentation, given that the parasite 

must always enter into or merge with the system of which it seeks to extract a living, but 

documentation necessarily remains on the outside. For example, Harvey Stromberg’s 

uninvited installations in the MoMA in 1971 were successfully parasitic while 

anonymous, until he eventually laid claim to the works. By claiming the invasive 

installations publically he immediately connected them with an external system, which 

turned his gestures into an attack rather than a parasitic irritant (Fitzpatrick & Post, 1). 

Documentation always complicates the motivation of the performer, connecting the 

process of parasitism to something larger outside of the body being invaded. This makes 

the documentary act seem like superfluous behavior for the parasite to indulge in. Finally 

a new framing of parasite as an agent of transformation, which I encountered through 

the work of biologist Lynn Margulis,* allowed me to see the document as the subtlest 

parasite of all.  

 (3) LEP-E™ is a playful device that seeks to engage with the scriptive nature of certain 

technologies. According to Robin Bernstein, “The term script denotes not a rigid dictation 

of performed action but, rather, a necessary openness to resistance, interpretation, and 

                                                
** Please see page 1 of BWAUTL Script for a further introduction to Lynn Margulis 
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improvisation” (68). The scriptive nature of LEP-E™ in the presentation setting gives 

touchstones within which to work, but does so through a fictionalized dynamic by which I 

can use LEP-E™ to build toward my thesis in real time. Traditionally, the PowerPoint 

format is scriptive in that it opens up new possibilities for the organization of information 

as well as imposes determining factors for the organization of information. The presenter 

uses PowerPoint while simultaneously acting within the scriptive framework inherent to 

the technology, which operates similarly to the way a “trained chef’s knife is a thing with 

which a chef negotiates” (Bernstein, 69).  In my presentation, the PowerPoint format is 

reimagined as a software that operates on my oral command, though it is overtly pre-

recorded and thus is actually controlling my timing and what I am able to say in my role 

as the host of the event. The introduction of the scriptive video into the work with LEP-

E™ initiates an unstable element in the authoritative position of the presenter. It is a 

methodological choice as a video artist working with performance to generate contexts 

within which the video can have multiple unstable existences. These scriptive video 

elements work to subvert the position of control that is granted to the live presenter, and 

the mediated power struggle becomes increasingly apparent throughout the 

presentation. With the emergence of a hidden element of control the parasite reveals its 

ability to enter a system and destabilize its usual systems of operation. 

(4) The parasitic framework shifted from a strategy of performative intervention within its 

hosting body to being a creative methodology that looks to documentation as a parasitic 

agent of change. From the earliest stages of its development BWAUTL regarded 

documentation as parasitic, and considered also ways in which the parasite acts 

documentatively. In Margulis’ formulation of symbiogenesis the parasite acts as a 

transformative agent of ecological change, and it is by incorporation of infectious or 

parasitic entities that spontaneous, often adaptive change occurs (31). Thinking along 

these lines I began to consider the parasitic document as a potential agent for 

transformation, and while the act of documentation can corrupt the integrity of the kind of 

parasitic intervention that I was researching initially (because documentation connects 

the parasite/performer to the gallery, theatre, university etc. which undermines the 

relationship between the parasite and its host), the document itself can be configured in 

relation to the artwork as a parasite. After all, the parasite is documentative in nature and 

necessarily comes after the host, adapting to its shapes and habits etc. Margulis defines 

symbiosis as when “the presence of one type of organism becomes the persistent 
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environment of the other”, and so in essence symbiosis is a kind of sustainable 

parasitism; parasitism that gives rise to a kind of inter-organismic harmony that is 

precisely the kind found in ecosystems (Hall, Margulis, 161). This temporal arrangement, 

when one organism adapts to the shape of another, is where its role as documentation 

can be extrapolated. Take for example Cymothoa Exigua, an aquatic louse that enters a 

fishes gills and eats its tongue, then takes the place of the tongue, growing into the 

same size and shape of the tongue and carrying out its life in this place (Fitzpatrick & 

Post, 3). As long as the louse remains an unincorporated parasite in the body of the fish 

it documents certain features of the host fish’s body. Similarly the parasitic Strangler Fig 

tree is known for its seeds germinating in the canopy of a host tree where it can access 

a great deal of light. From there its roots grow down to the forest floor and take hold. At 

this point the Strangler Fig grows rapidly, its roots wrap around the host tree, strangling 

it, until eventually the Strangler Fig has encased the now dead tree and becomes its own 

free-standing tree with the original tree preserved inside by this process of 

documentative parasitism.  

An essential difference between parasitism and symbiosis is that in symbiotic 

relationships the host organism incorporates the foreign organism into its operations. So 

the introduction of documentation into the work with the camera operator in the 

presentation space, as well as the use of staged live documentation, attempts to 

explicitly incorporate this parasitic documentary process into the work. The incorporation 

of the formal aspects of the videography serves to invite the documentation in to mutate 

and reshape the features of the work that it was originally brought in to document, acting 

both parasitically and scriptively.  

(5) Here the parasite begins to script the behavior of the host of the event. The parasite’s 

ability to script behavior is a powerful choreographic strategy. The Lancet Liver Fluke is 

an example of how this kind of parasitic control can create complex behavioral changes 

in hosts. Here is the Wikipedia description of the fluke’s life cycle: 

The first intermediate host, the terrestrial snail (Cochlicopa lubrica in the 
United States), consumes the feces, and becomes infected by 
the larval parasites. The larvae (or miracidium) drill through the wall of the 
gut and settle in its digestive tract, where they develop into a juvenile 
stage. The snail attempts to defend itself by walling the parasites off in 
cysts, which it then excretes and leaves behind in the grass or substrate. 
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The second intermediate host, an ant (Formica fusca in the United 
States), uses the trail of snail slime as a source of moisture. The ant then 
swallows a cyst loaded with hundreds of juvenile lancet flukes. The 
parasites enter the gut and then drift through its body. Most of the 
cercariae encyst in the haemocoel of the ant and mature 
into metacercariae, but one moves to the sub-esophageal ganglion (a 
cluster of nerve cellsunderneath the esophagus). There, the fluke takes 
control of the ant's actions by manipulating these nerves. As evening 
approaches and the air cools, the infected ant is drawn away from other 
members of the colony and upward to the top of a blade of grass. Once 
there, it clamps its mandibles onto the top of the blade and stays there 
until dawn. Afterward, it goes back to its normal activity at the ant colony. 
If the host ant were to be subjected to the heat of the direct sun, it would 
die along with the parasite. Night after night, the ant goes back to the top 
of a blade of grass until a grazing animal comes along and eats the blade, 
ingesting the ant along with it, thus putting lancet flukes back inside their 
host. They live out their adult lives inside the animal, reproducing so that 
the cycle begins again. Infected ants may contain 100 metacercariae, and 
a high percentage of ants may be infected. Typical infections in cattle 
may be in the tens of thousands of adult worms. (“Dicrocoelium 
dendriticum”) 

This particular parasite exemplifies the complex scriptive process that goes into its own 

perpetuation. By scripting the actions of its (multiple) hosts, the fluke creates a complex 

ecological choreography.  

(6) The formal elements of this kind of presentation establish expectations in the viewer 

with regard to what kind of knowledge they should be prepared to receive. In keeping 

with the imagery of parasitic evolution and symbiogensis, I was working with this style of 

presentation as a sort of membrane or skin. The formal elements that establish the 

particular kind of talk we are seeing create the boundaries of a kind of knowledge 

sharing that we as viewers are then prepared to participate in, and though these formal 

elements work to create differential boundaries between the presentation and the non-

presentation, it is also a necessarily porous membrane through which aspects of the 

environment can always sneak in (for example a PowerPoint presentation that uses a 

youtube video might accidentally let an advertisement in that contextualizes the following 

imagery differently, or perhaps the headset microphone is fixed too closely to the 

speakers mouth, and their breath becomes a constant, subtle irritant in the system).  

This style of presentation confronts its viewers with information that is organized in a 

manner that encodes its contents as “scientific”. The fundamental logic that underlies the 

structure of the presentation relies on slides and text, making an argument along a linear 
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axis of time to build up a thesis. This kind of linear time is constitutional to the framework 

of logic that I wanted to draw attention to, with the intention of disrupting and reshaping it 

with the use of subtle temporal parasitisms.   

 

(7) The horizontal transmission of genetic information as opposed to vertical 

transmission is a process of evolutionary transformation that is unique to the 

host/parasite dynamic, a process Dorion Sagan calls “transformative parasitism” (20). 

Transformative parasitism disrupts the Neo-Darwinian concept of evolutionary change 

that imagines biological transformation taking place in a gradual vertical direction in the 

form of random genetic mutation and subsequent selection. Horizontal gene 

transmission, however, occurs spontaneously and can create new species out of 

parasitic (viral, bacterial) infections (Sagan, 20). The vertical transmission of genes acts 

in a linear mode and unfolds gradually, while the horizontal transmission of genes 

disrupts this linear process perpendicular to it, creating changes along a non-linear axis 

of time. 

In his 1977 essay If You Find This World Bad, You Should See Some Of The Others, 

Philip K Dick expounds on a temporal structure that underlies most of his literary work. 

He also describes it in relation to his own life and puts forth this new theory of time as 

something he has lived. Dick describes an alternate flow of time that moves orthogonally 

to the usual linear time that we tend to use to organize our lives. Dick speculates that 

there are multiple linear timelines that run parallel with one another in higher dimensional 

space, and that God, who sees all of time(s) as an object and is continually working on 

creating a more perfect primary universe, sometimes shifts timelines. These shifts 

happen in a direction that is perpendicular to the flow of time that we experience, and 

happen spontaneously. A conception of time in this way requires a similar cognitive shift 

to that of an evolution by horizontal gene transmission. They both rely on a world that 

changes spontaneously in ways that reimagine cause and effect as we know it. 

According to Dick, when we are moving through a universe in our usual fashion and God 

decides to reorganize aspects of the universe through which we are moving, there are 

spontaneous changes (spontaneous because they occur in orthogonal time from a 

higher spatial dimension) that we are generally unaware of, because we inherit the past 

and present and future of the new universe all at once (as do the constituent parts of an 
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organism instantaneously incorporate the introduction of a new genetic structure into 

their operations as though it had always been their genetic structure). Only some 

individuals retain some trace memories of the past universe. Dick is one of these 

individuals and so he attributes most of the imagery and themes from his dystopian 

novels to previous timelines from which we have only recently been shifted out of 

(according to Dick they were much worse universes than the one we live in now)(156).  

Dick sites two examples where a slip between these two parallel universes occurs. One 

is in his 1962 novel The Man in the High Castle, which takes place in a universe wherein 

the Axis Powers won the Second World War. The character, Mr Tagomi sits in a park 

and scrutinizes “a piece of modern abstract handmade jewelry – sat and studied it on 

and on – and when he looked up, he was in another universe” (157). He looks up to see 

that he is in an alternate timeline, spontaneously arisen, wherein the Axis Powers lost 

the Second World War.  

The next example comes from Dick’s novel Flow My Tears, The Policeman Said (1974), 

which takes place in an America that is a racist and fascist police state within which 

black citizens are legally permitted to have only one child. The main character, Police 

General Buckman, has an encounter with a black gas station attendant who “proudly 

gets out his wallet and shows Police General Buckman photographs of his three 

children” (163). While looking very carefully at these photographs, Buckman 

spontaneously slips into a different universe, where the one child law does not exist. It is 

in fact an entirely different version of America that was moving along parallel to the other 

one.  

Both of these instances of orthogonal shift occur after the intervention of an artifact that 

was looked at with a certain kind of deep attention. This attention seems to be to be 

integral to the temporal shift. I speculate from this phenomenon that the artifacts in 

question are documents that have an existence in both universes (the original universe 

and the one that spontaneously emerged). Their existence in both parallel timelines in 

conjunction with the right kind of attention turns them into wormholes between these 

universes, where alternative histories can be ‘remembered’. In both cases these artifacts 

document elements of their two (or more) universes that have completely different 

meanings depending on which universe they are situated in. These artifacts act as 

intersectional aspects of alternate universes, and as such, they, like biological infectants 
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do for horizontal gene transmission in biology, act as tangible mechanisms through 

which to understand the spontaneous changes that occur in Dick’s model of orthogonal 

time.  

(8) I spent a great deal of time contemplating Kafka’s leopards aphorism, certain it must 

be extant in a plurality of timelines. Eventually I “remembered” the historical timeline 

within which Kafka was influenced by the Province’s story about the cougar in Stanley 

Park and thus wrote an aphorism that poetically described the horizontal transmission of 

new, scriptive elements into a system.  

(9) At this point in the presentation I begin to inhabit two different universes whose 

timelines run parallel, and in doing so I describe two separate histories as one, 

superimposed on top of one another. 

For me, meeting Linda Fox and receiving a sleep meditation cassette in 1995 was, 

though distinctly in four-dimensional space, the same event as the release of the Alien 

Autopsy video, from a five-dimensional perspective. The two events took place 

simultaneously but exist in separate dimensions of linear time, connected by integral 

structural elements in 5-D. 

(10) The second event that exposed the Alien Autopsy video not as a hoax, but as 

staged re-enactment was the same event as the release of Linda Fox’s album, Leopards 

Break Into My Heart, in 2006. The revelation that the prosthetic alien body was a sort of 

reverse taxidermy (an artificial external membrane filled with actual entrails and organs) 

signifies its situation in an alternate universe.  
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Linda Fox's ‘Leopards Break Into My Heart’ Album Cover 

The album cover for Fox’s Leopards Break Into My Heart shows a motorcycle that is 

covered in fake leopard fur (a) but whose insides are real motorcycle parts and so also 

signify an existence in an alternate universe. Neither image alone exists as an artifact 

from the universe/timeline within which they are being presented, but superimposed on 

top of each other, the two realities merge to form the one from which the presenter is 

speaking.  

(11) The introduction of music at this point brings about a kind of superfluity into the 

presentation and seems to be a pointless break, sheer disruption in the midst of the 

construction of a line of reasoning (b), but the formal shift in language from presentation 

text to lyrics opens up possibilities for a new kind of linguistic information to enter into the 

space at precisely the time when a new linguistic mode is needed to describe the 

alternate history of an artifact. 

(12) In BecauseWeAreUsedToLiving, dance and music function to make alternative 

logical progressions in the presentation. Dance and music serve to interrupt the linearity 

that characterizes this type of dissemination of information by entering into the 
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presentation at a right angle to its logical progression. The emergence of these 

alternative means of communication usher in logical shifts while simultaneously drawing 

creating spectacle in order to distract viewers from the shift they have brought forth. This 

is a strategy similar to David Lynch’s use of dance in Twin Peaks, which, “borrowing 

from the logic of classical film musicals, uncomfortably deviates from narrative sense in 

brief moments of spectacular attraction” (Thain). These interventions suggest the 

existence of a parallel universe that is just one choreographic gesture away, and is a 

universe that contains some answers to the questions of its neighbouring universe. As in 

Twin Peaks, the presentation positions dancing bodies as “events that figure and ‘alter 

logic’” (Thain).  

In the dance between the ‘live feed’ document and the presenter, which has been a 

scriptive parasite in the presentation so far, the dissonance between what is seen on 

screen and what is performed live increases, until it becomes two distinct bodies dancing 

together rather than one body controlling the other (see figures 1 & 2). The two bodies 

have danced themselves into a new symbiotic relationship between one another as well 

as danced a new universe into the space.  

(13) The video being shown at this point in the presentation is a video that was made as 

a documentation of a performance at the end of September (c), and that acted as an 

intersectional artifact much like the jewelry from The Man in the High Castle or the 

photograph from Flow my Tears, the Policeman Said. It is a video that exists in one 

universe as a documentation of an art performance, and also exists simultaneously in a 

separate, parallel timeline as an advertisement for an exciting new product - a virtual 

reality experience that takes clients through a series of NearPerfectSimulations™ of their 

subjective anticipations.† In this particular universe these experiences have been 

captured and rendered for marketing purposes. 

The existence of this video document in plural timelines was something I noticed while 

editing the footage, paying particularly close attention to the contents of the video. This 

attention caused me to remember an alternative history. (d) 

                                                
† Most experiences are not pure subjective anticipation but are combinations of preprogrammed sequences that have 

been tested for maximum client satisfaction and suggested by the LEP-E™ software’s unique 

SuggestiveGuidanceTechnology™ 
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BWAUTL SCRIPT INDEX INDEX 

(a)	 The	leopard	print	motorcycle	was	the	first	iteration	of	this	artwork,	which	was	put	on	
display	in	the	Audain	Gallery	in	the	Woodwards	building	(149	West	Hastings)	with	an	
accompanying	video	documentation	of	a	NightRide™	through	Stanley	Park	playing	on	a	
screen	on	the	dashboard.		

	 	

Leopard bike in the Audain Gallery  

	

(b)	 The	album	Leopards	Break	Into	My	Heart	by	Linda	Fox	is	an	album	that	I	made	between	
April	and	September	of	2017.	I	first	encountered	the	character	Linda	Fox	in	Philip	K	
Dick’s	novel	The	Divine	Invasion	(1981).	In	the	novel	she	is	a	holographic	singer	whose	
music	is	sent	via	satellite	to	the	colonists	of	Mars.	In	the	novel,	a	Martian	colonist	is	
impregnated	by	God	and	forced	to	go	back	to	Earth	to	deliver	the	baby.	Her	Martian	
neighbor	accompanies	her	back	to	Earth	but	their	ship	crashes	and	the	mother	dies.	The	
divine	baby	is	born	with	brain	damage	and	cannot	remember	his	original	holy	mission,	
which	was	to	sneak	back	onto	a	godless	planet	Earth	and	restore	order	by	bringing	forth	
the	day	of	judgment.	On	Earth	the	divine	child,	Emmanuel,	befriends	another	child,	Zina,	
who	turns	out	to	be	the	God	of	the	illusory	world.	Concerned	about	his	plans	to	bring	
forth	judgment	day	and	destroy	her	world	she	invites	Emmanuel	to	go	with	her	to	see	
the	beauty	of	her	world,	the	illusory	world.		

	
”Let us go”, she said, “hand in hand. Like Beethoven and Goethe: two 
friends. Take us to Stanley Park in British Columbia and we will observe 
the animals there, the wolves, the great white wolves. It is a beautiful 
park, and Lionsgate Bridge is beautiful; Vancouver, British Columbia is 
the most beautiful city on Earth.” 
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“That is true,” he said. “I had forgotten.”  

“And after you view it I want you to ask yourself if you would destroy it or 
change it in any way. I want you to inquire of yourself if you would, upon 
seeing such earthly beauty, bring into existence your great and terrible 
day in which all the arrogant evil-doers shall be chaff, set ablaze, leaving 
them neither root nor branch. OK?” 

“OK,” Emmanuel said.  

	 	
After	spending	some	time	 in	Stanley	Park	 the	two	decide	to	set	 the	animals	 free	 from	
the	zoo.	The	first	animal	they	set	free	is	a	little	goat,	who	turns	out	to	be	the	devil,	and	
upon	 its	 release	 seeks	 to	 take	 over	 Zina’s	world.	 The	 goat	 encounters	 Linda	 Fox	who	
immediately	touches	the	goat	and	it	dies.	Fox	turns	out	to	be	the	true	deity	of	light	and	
goodness.		
	
I	began	to	make	songs	as	Linda	Fox	somewhat	unconsciously,	using	a	Roland	VT-3	Voice	
Transformer	 to	 give	my	 vocals	 a	 tone	 that	 rests	 between	 a	 cartoonish	 caricature	 of	 a	
female	vocal	 and	a	 computer	 simulation	of	a	human	voice	with	 jarring	digital	defects.	
These	 two	 simulated	qualities	 create	 an	 eerie	 and	otherworldly	 effect	 that	 compelled	
me	 to	 make	 different	 choices	 in	 the	 song	 writing	 process.	 There	 is	 also	 an	 obvious	
incongruence	between	 the	 sound	of	 the	 voice	 and	 the	physical	 presence	of	my	body,	
which	 I	 explored	 while	 performing	 as	 Linda	 Fox	 over	 a	 period	 of	 four	 months.	 I	 was	
drawn	 to	 the	vocal	effect	 itself,	 feeling	no	need	 to	elaborate	on	Linda	Fox’s	 character	
beyond	 the	 technological	 mediation	 of	 the	 voice.	 In	 my	 research	 into	 gendered	
expression	 I	 found	 Ursula	 K	 Le	 Guin’s	 The	 Left	 Hand	 Of	 Darkness	 to	 be	 helpful	 in	
formulating	 a	 picture	 of	 gender	 and	 its	 relation	 to	 the	 political.	 Though	 this	 frame	 I	
began	 thinking	about	gender	as	a	 latent	and	highly	contextualized	 factor	of	 social	 life.	
The	Gethenian	people,	about	whose	world	Le	Guin	writes,	experience	biological	sex	as	
an	 emergent	 hormonal	 phenomenon	 that	 arises	 for	 approximately	 one	week	 of	 each	
month.	 An	 individual	 will	 experience	 both	 sides	 of	 the	 sexual	 binary	 at	 random	 in	 a	
lifetime,	and	their	individual	instances	of	sexualization	each	month	are	determined	in	a	
social	 context,	 a	 sort	 of	 pheromonal	 negotiation	 that	 reacts	 to	 and	 gives	 rise	 to	 the	
sexual	 configurations	 of	 nearby	 individuals	 who	 are	 also	 experiencing	 their	 monthly	
sexualization(Le	 Guin,	 98).	 Outside	 of	 their	 week-long	 collapse	 into	 the	 binary	 the	
Gethenians	do	not	use	sex	or	gender	to	organize	their	social	or	political	 lives	(Le	Guin,	
12).	 Le	 Guin	 imagines	 a	 world	 within	 which	 biological	 sex	 is	 only	 ever	 employed	 in	
relation	to	the	specific	reproductive	phase	rather	than	employed	as	category	for	making	
sense	 of	 the	 world.	 The	 sexual	 binary	 has	 a	 function	 in	 a	 strict	 and	 limited	 context,	
which	 is	characterized	by	 the	reproductive	phase,	and	 it	 is	considered	perverse	 to	use	
the	binary	outside	of	such	a	context.	My	 interest	 in	gendered	performance	avoids	any	
physical	 stylization,	 focusing	only	on	 the	 technological	mediation	of	a	gendered	voice,	
which	marks	a	very	clear	distinction	between	Linda	and	myself	and	sets	up	a	strict	and	
limited	context	within	which	my	identity	is	reconfigured.		
	

(c)	 	This	performance	was	the	second	iteration	of	this	artwork,	which	took	place	in	Stanley	
Park	as	a	re-enactment	of	the	previous	iteration	that	was	on	display	in	the	SFU	Audain	
Gallery.	The	first	iteration	was	made	as	an	anticipatory	documentation	and	installation	
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of	the	performance	that	had	not	yet	happened.	So	this	documentation	was	used	to	
formulate	some	of	the	structural	elements	o	the	piece	it	was	documenting.	The	piece	
was	an	official	NightRide™	through	Stanley	Park	on	the	back	of	the	leopard	print	
motorcycle	that	had	been	on	display	in	the	Audain.	While	riding	through	the	park,	the	
driver	recited	a	guided	sleep	meditation	through	a	Blue	Tooth™	helmet	rig,	through	
which	the	passenger	could	hear	but	not	respond.	The	meditation	ended	approximately	
two	thirds	of	the	way	through	the	Stanley	Park	loop,	and	the	bike	pulled	into	an	area	
near	the	infamous	Hollow	Tree.	There	the	headlight	illuminated	a	section	of	three	
different	trees	while	the	engine	idled	audibly.	We	sat	in	the	white	noise	and	looked	
intently	into	the	brightly	lit	staging	of	forest.	A	figure	moved	in	the	tree	ahead.	Its	leg	
dropped	from	a	branch	and	the	engine	stopped	simultaneously.	The	ceasing	of	the	
engine’s	white	noise,	which	had	become	a	constant	aspect	of	reality	over	the	preceding	
ten	minutes,	brought	forth	a	tremendous	silence	that	characterized	an	important	
change.		

Movement	again	figures	as	a	marker	of	transformation,	and	a	shift	in	logic.	Here	we	see	
dance	double	the	story	we	have	been	given	through	guided	meditation,	a	doubling	that	
tells	 us	 what	 we	 couldn’t	 have	 heard	 through	 the	 linear	 language	 of	 self-help	 and	
suggestion.	By	punctuating	the	end	of	the	guided	meditation	with	a	re-articulation	of	its	
contents	 in	a	new	formulation,	 the	dancer	performs	a	specific	 iteration	of	 the	story	of	
the	cougar	in	Stanley	Park,	where	as	the	meditation	tells	the	general	story.	The	specific	
seems	 to	 be	 coded,	meant	 to	 be	 read	 perhaps	 as	 gestures	 that	 arise	 in	 between	 the	
explicit	retelling	of	the	cougar	story.	This	coded	figure,	into	whose	world	we	had	arrived,	
moved	into	the	light	cautiously,	transforming	it	as	though	it	was	her	own.		
	

(d)		 An	interest	arose	for	me	as	a	performer	upon	discovering	that	the	video	document	I	had	
taken	had	an	existence	in	an	alternate	universe.	I	was	compelled	to	try	to	integrate	the	
video	into	the	presentation	within	the	context	of	its	alternative	history,	to	see	if	it	would	
arouse	memories	of	an	alternative	history	in	any	viewers.	With	the	right	attention	paid	
to	it,	the	video	documentation	could	easily	become	a	wormhole	into	its	alternate	
universe.	With	this	in	mind,	I	developed	a	presentation	to	precede	the	showing	of	the	
video	with	the	hopes	that	it	would	foster	precisely	the	kind	of	attention	necessary	for	
the	video	to	operate	as	a	transformative	parasite	in	the	universe	within	which	the	
presentation	was	taking	place.	By	developing	the	presentation	in	just	the	way	I	did,	I	
was	able	to	present	a	video	that	I	had	originally	made	as	head	of	marketing	for	the	LEP-E	
ALTERNATIVES™	Corporation,	which	featured	a	customer	testimonial	for	the	company’s	
latest	Simu-pod™	experience,	and	by	commanding	the	attention	of	the	audience	I	was	
able	to	slip	the	entire	presentation	room	into	a	wormhole,	transporting	us	into,	what	
Philip	K	Dick	would	hypothesize	as,	an	improved	universe!	In	this	universe	I	find	myself	
as	an	“MFA	student”	at	a	university	called	Simon	Fraser	University	presenting	a	
documentation	of	a	performance	(which	is	strangely	but	necessarily	the	exact	same	
video	as	the	promotional	video	I	made	for	LEP-E	ALTERNATIVES™)	as	a	graduating	
project.	
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Appendix A.   
 
The Infinite Hope of Incorporated Parasites 

My interest in performance seems to be compelled by a hope that there exists some kind 

of freedom from institutional articulation and documentation, and most of all 

incorporation. The subjective vitality that is sought after by performance of this nature is 

itself parasitic; it paradoxically seeks an autonomous livelihood at the expense of a 

rigidly enslaved institutional body that it can feed off at its own convenience. And while 

necessarily remaining outside of the fixity of academic language, all art that hovers at 

institutional fringes owes its vitality to the rigidity of what is ‘known’ by academia. Take 

for example my performative contribution to the MAColloquium: The Spaces of Art, Dec 

7, 2016:  

https://vimeo.com/195148125 

The above link shows a mediated dance of information whose disorientation 

drew from the expectations of the academic context, a performance whose freedom fed 

directly off of that juicy institutional tongue, replaced it with itself as a phantom tongue, 

and then recited its own joyous text. And while this performance revelled in the 

subjective vitality that it extracted from academia, it spoke still through a parasitically 

acquired mouth. This parasitic nature that seems to characterize most contemporary art 

underscores its own self denial while simultaneously facilitating its historical significance.  

So what’s happening now? What is this formal writing attempting to do alongside 

documentation of the performance in question? This is the process of incorporation that 

remains the only defence of the institution: The artwork that parasitizes its way to virility 

risks an eventual loss of freedom to the vicious incorporation of the host. Duchamp’s 

fountain overflows with evidence of this. Incorporation is the last ditch defence of the 

parasitized, and leaves its trace in all dimensions of life. As Keith Ansell-Pearson states 

on the topic, “Biologists have established that the nucleated cell of eukaryotic life 

evolved by acquisition . . . of inherited bacterial symbionts. Merged beings that infected 

one another were reinvigorated by the incorporation of their permanent ‘disease’” (Ansell-

Pearson, p.182). How then does art function as a disease in the body of academia?  
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Academia is generally characterized by a logical consistency on which it relies to 

maintain authoritative claims to knowledge, while contemporary art often seeks to 

corrupt these claims by evoking a knowledge that remains beyond the reach of 

academic language. This motivation to corrupt the rigidity of academia is what binds 

contemporary art to its object of destruction, and institutional incorporation is academia’s 

hopeful evasion of the death blows of art. But if we situate ourselves outside of either of 

these two bodies, the artistic and the academic, we can see something new emerge that 

is accessible from within neither body alone. An ‘emergent’ feature of incorporation. A 

kind of transcendent consciousness hovers over their complicated struggle.  

Lynn Margulis speculates on the origin of human consciousness. As a biologist 

her interest is in the smallest unit of life, the bacterium. Margulis hypothesizes that  

all the phenomena of the mind, from perception to consciousness, originated from an unholy microscopic 

alliance between hungry swimming killer bacteria and their potential archaebacterial victims. The hungry 

killers were extraordinarily fast swimming, skinny bacteria called spirochetes. These active bacteria are 

relatives of the spirochetes of today that are associated with the venereal disease that, in prolonged and 

serious cases, infects the brain: the treponemes of syphilis. The fatter, slow-moving archaebacteria 

incorporated their fast-moving would-be killers into their bodies. The archaebacteria survived, continuing to 

be infected by the spirochetes. The odd couple survived. The archaebacteria were changed: they were 

made more motile, but not killed by their attackers (p.51, my emphasis). 

Out of this struggle the two bacteria, locked in the throws of battle, created 

something new, the eukaryote . Margulis explains that this amalgamation is essentially 

what came to constitute the smallest unit of human life, in the form of cells (p. 51). These 

cells, including nerve cells and brain cells etc., live out their lives in a fused state of 

struggle and though the two constituent bacterium rely on one another in their present 

state, this mutual reliance is simultaneously a state of static suffering. The motile 

spirochete is squirming out its life in a display of resistance, knowing deep down the 

crippling fact that, were it set free, it would have no other instinct but to immediately 

invade the body from which it had just been released. Similarly, the lumbering 

Archaebacteria resent the antagonistic presence of their spiral nemeses and thus lock 

them up in the prison of themselves, quietly accepting what benefits this incorporation 

offers them. With this conflicted bacterial dynamic establishing the fundamental 
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biological unit of the human organism, Margulis suggests that “the nutrition, physiology, 

sexuality, reproduction, and community ecology of the microbes that compose us” are 

the very processes that give rise to human consciousness (p.53). What strikes me is that 

while permanently incorporated into the body of its host, the once motile spirochete 

retains some memory of autonomy, an instinctual longing for free movement that 

remains. These remnants of a lost freedom are what motivate the movements that give 

rise to the human experience.  

Trapped now inside the body of academia (here in this paper), my performance, 

after having sought out an exploitative freedom from within institutional confines where 

free resources offered subjective vitality it feels the woes of irreversible incorporation. 

The performance lives on from within this potential symbiosis, but it lives only through 

struggle and self denial. Could the resistant thrashing of my artwork help to give the 

academic institution some new found mobility? “Two kinds of spirochetes at least, large 

Canaleparolina and small treponemes and others, are permanently attached to Mixotricha 

paradoxa, the microbe found in a wood-eating termite from Australia. Simultaneous 

movement by hundreds of attached spirochetes make Mixotricha paradoxa swim forward” 

(Margulis, p. 53). Perhaps there’s no hope for art or for academia alone, but their 

ongoing dance of resistance and incorporation is a process that gives rise to some 

transcendental consciousness or perception.  

As art struggles to resist incorporation, so too does the human individual endure a 

similar struggle. Walter Benjamin describes Kafka’s reality as one that “can virtually no 

longer be experienced by an individual” (Benjamin, p.143). But still the individual 

struggles through life in a state of dull confusion, attempting to find meaning. Something 

continues to drive the individual in their pursuit, an obsolete instinct perhaps that 

remembers an autonomy now long gone. On the subject of human nerve impulses and 

the firing of nerves, Lynn Margulis claims that these processes “become explicable as 

our motile spirochetes’ struggle to swim; as Betsy Dyer (biology professor at Wheaton 

College, Massachusetts) says, captive former spirochetes are spinning their wheels, 

unable to move forward. They have become uncoupled motors going around and 

around. This quasi-movement is the nerve impulse” (Margulis, p.53). A spirochete, its 

body trapped halfway inside its one-time victim now turned prison, was heard quoting 

Kafka to its neighbour: “There is an infinite amount of hope, but not for us”. One then 

wonders for whom the spirochete imagines there is hope. Can the bacterium, whose 
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autonomy has been almost entirely lost to incorporation, somehow conceive of a 

conscious process arising out of the collective struggle to which it is doomed to 

contribute? If so, perhaps this transcendent cognition is the one for whom there is hope. 

It seems open to interpretation which bacteria in this pairing can be seen as the 

parasite, and which the host, when symbiosis inevitably fails to describe this relationship 

that is. The once slow-moving and relatively inactive Archaebacteria makes some 

apparent gains at the expense of the spirochete’s spastic attempts to reclaim its 

freedom. Namely: Motility. The new ground available to the Archaebacteria, made 

possible by the hopeful kicking of the hopelessly incorporated spiral bacteria, is 

presumably a valuable expansion of subjectivity that would be sorely missed by the 

Archaebacteria. We find a notable comparison of the situation in Kafka’s Leopard 

aphorism.  

“Leopards break into the temple and drink all the sacrificial vessels dry; it keeps 

happening; in the end, it can be calculated in advance and is incorporated into the ritual.”  

Our initial analysis of this situation places the leopards in the role of the parasite, 

and the temple, including the practitioners of its rites, takes the role of the host. But over 

time might not the vitality of the leopards, whose freedom was reliant on the resources of 

the temple, be subverted by their incorporation into the ritual? Might not the ritual-goers, 

after trapping these formerly free-living leopards, find themselves invigorated by the 

potency of the raw subjectivity that vibrates now at high frequencies within the confines 

of the temple walls? Is it reasonable to imagine that academia is electrified by the 

repeated disruptions of art? Academia would then be seen to benefit from its defensive 

action of incorporation, making it “virtually impossible to declare with any ontological 

certainty who is the host and who is the parasite” (Ansell-Pearson, p.194). 

Benjamin observes in Kafka’s reality the presence of this kind of defensive 

parasite; awful creatures who trap their host bureaucratically and “not only prey upon 

their strength, but gnaw at [their] right to exist” (Benjamin, p.114). Benjamin is referring 

to ‘the officials’ that permeate Kafka’s reality, to whom “uncleanliness is so much an 

attribute... that one could almost regard them as enormous parasites” (Benjamin, p.114). 

These officials as described in the The Trial, while upholding a secret legality that 

negates the subjectivity of their respective citizens, lie on top of these citizens like 
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fathers do their sons, “like giant parasites”. The source from which the officials derive 

their sustenance is described by Benjamin as the citizens’ “forces of reason and 

humanity” (Benjamin, p.114). Autonomous citizens then, the social deviants, seekers of 

freedom and subjective vitality, fall prey to the parasitism of their lumbering hosts much 

like the leopards in the temple, in a role reversal that needs time to reveal itself. Kafka’s 

infinite bureaucracy is unable to defend itself against the attacks of dissidents who, living 

off the resources of society, contribute nothing while maintaining psychological 

autonomy. So, “resisting death, the archaebacteria incorporate their fast-moving would-

be killers into their bodies” (Margulis, p.51).  

According to Benjamin, Kafka’s reality describes “the modern citizen who knows 

that he is at the mercy of a vast machinery of officialdom whose functioning is directed 

by authorities that remain nebulous to the executive organs” (Benjamin, p.141). Kafka’s 

modern citizen is one who tries to perceive meaning in the world at the scale of the 

individual, subsequently attempting to act in accordance with these perceptions. Being 

perpetually unable to make sense of what he finds, the modern citizen’s actions are 

equally nonsensical. Might there be some meaning to the citizen’s perceptions 

and responses at a level that exceeds his individuality?   

Kafka’s modern citizen seems to share a common situation with the incorporated 

spirochete. The individual in search of subjective vitality is described by Margulis:  “the 

spirochetal remnants may be struggling to exist in our brains, attempting to swim, grow, 

feed, connect with their fellows, and  reproduce. The interactions between these 

subvisible actors, now full member-components of our nerve cells, are sensitive to the 

experience we bring them ” (p.52). These cellular components are sensitive to the 

experience we bring them? What form does this sensitivity take? Is it similar to the 

modern citizen’s knowledge that he is at the mercy of a vast machinery whose functioning is 

directed by authorities that remain nebulous? If so, then one could imagine that such a 

vague and confusing sensitivity to some out-of-reach experience might evoke the feeling 

that there is infinite hope, but not for the individual. Pearson, when describing the task of 

any new and radical philosophy, states that it must seek to expose the “transcendent 

illusion” in which the dominant logics of modernity all partake (Pearson, p.181). Reading 

this transcendent illusion as Kafka’s hope invites a further exploration of Margulis’ 

bacterial sensitivity.  
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Margulis claims that memory, like all aspects of human consciousness, is also a 

manifestation of spirochetal activity (p. 54). Short-term memory, she hypothesizes, 

“arises every time from casual encounters between the sticking-out parts of former 

spirochetes and their friends,” while “long term memories derive from the growth of 

spirochetal remnants, including their attachment sites, in the brain” (Margulis, p.54). 

Essentially her assertion distinguishes short-term memories from long-term memories by 

how permanently the spirochetal remnants found in our brain cells are able to establish 

connections with one another. If they interact briefly then the memory is lost with the 

separation of the spiral remnants, but if they interact for long enough and with enough 

chemical facilitation (adrenaline increases sugar to the brain, for example, which might 

strengthen the ability of spirochetes to fuse) then the bacterial remnants can form 

relatively permanent links with one another, from which long term memories emerge. 

These ‘permanent’ connections of the spirochete remnants in the brain are what 

Margulis understands to be the “synapse” (Margulis, p.54). This transcendent 

consciousness (the human mind) gains a memory function by the social struggle of 

these trapped bacterium. This memory function then affects human perceptions of the 

world, perceptions that Margulis claims are fed back in some mysterious way to the 

incorporated individual bacteria. Hence, hope is derived from the struggle.  

This same process may take place in the individual human while they are 

trapped in their bureaucratic cell à la Kafka. A transcendent memory could offer a similar 

‘reward’ for the individual struggle for social connection, in which parts of the individual 

managing to stick out of the incorporating body grab hold of one another and form 

synapses in some higher mind. Is that perhaps what’s happening when we’re caught in 

the electricity of artistic performances? Political uprisings? Temporary Autonomous 

Zones? All the social synapses that fire outside of the rigidity of the state. Obviously I’ve 

caught myself dwelling on the examples of ‘good memories’ in the social consciousness. 

I suppose there are also times when people connect over the oppression of others etc., 

which might form the ‘bad memories’ in this (overly comprehensive) analogy, but I’m 

choosing not to include any such examples. And then to extend it further: when art 

reaches out in desperation from the confines of its institutional incorporation and 

connects with other art, it might form synapses in history. These historical synapses, like 

those of human memory, affect transcendent perceptions of course, which come back to 

the sensitive artwork with the dynamism of a feedback loop.  
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The sensitivity of the individual, be it bacterium, human, or artwork, to whatever 

emergent consciousness that it helps give rise to, is the mysterious force that Pearson 

characterizes as the common illusion underscoring all modern logics (Pearson, p.181). 

But it may be that he has overlooked the fundamental presence of this kind of ‘illusory’ 

hope in all possible logics, a hope which necessarily remains out of reach of formal 

articulation. Perhaps that sensitivity to a transcendent cognition, illusory or not, is what 

motivates the artwork to remain unrelenting in its resistance to the paralyzing 

incorporation of its former host, the academic institution. Let’s humour the extension of 

that idea for a moment with this three part logical progression:  

 

1  The spiral bacteria, while attempting to feed off the Archaebacteria in order to maintain its 

vital energy supply, has been incorporated into the body of its prey, eventually 

amalgamating with it to form the human cell. This cell is a physical unification of the two 

bacteria, but the spirochete’s futile struggles for autonomy are its own to identify with. En 

masse, these struggles result in the firing of a nervous system in the transcendent body 

that emerges out of a conglomeration of these cells. In short, the collective struggle of 

incorporated spirochetes that permeate human bodies gives rise to human 

consciousness. The hope of the incorporated spirochete’s struggle lies in the deferred 

freedom of human consciousness. 

 

2 The human, while attempting to use bureaucracy in order to maintain its individual 

freedom, has been incorporated into the structure of this bureaucracy, eventually 

amalgamating with it to form the social cell. This cell is an abstract unification of the 

human with law and policy etc., but the individual human’s futile struggles for autonomy 

are its own to identify with. En masse, these struggles result in the development of a 

critical cultural framework in the transcendent society that emerges out of a 

conglomeration of these cells. In short, the collective struggle of incorporated humans 

that permeate society gives rise to art. The hope of the incorporated human’s struggle 
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lies in the deferred freedom of art. 

 

3 Art, while attempting to use academic language in order to maintain its historical 

significance, has been incorporated into the structure of academia, eventually 

amalgamating with it to form the historical cell. This cell is the conceptual unification of 

multi-dimensional events through time with academic language, but art’s futile struggles 

for autonomy are its own to identify with. En masse, these struggles result in the 

development of a Deleuzian spiral in the history that emerges out of a conglomeration of 

these cells. In short, the struggle of incorporated art that permeates history gives rise to a 

spiraling repetition of events, where each repetition takes place in a new dimension and 

so never truly repeats. The hope of incorporated art’s struggle lies in the deferred 

freedom of the spiral.  

 

Pearson asserts that “modernity is haunted by the threat of the eternal return of 

the same and captivated by the promise of the arrival of the new, the unique and the 

singular, an experience of time that is ecstatic, explosive, and aeonic” (Pearson, p.180). 

From this description I can’t help but conceive of modernity as having been incorporated 

into history after exploiting the repetition of its events. Modernity, taking pride in its 

distinction from the repetitive nature of history, is able to make such a distinction only by 

remaining linked to the cyclical history it observes. This link, like the bloodsucking 

labrum of the mosquito, while necessary to the autonomy of modernity, offers just 

enough of itself to be pulled into that which it observes. This defensive act of 

incorporation that history has inevitably employed traps modernity in the eternal return. 

But out of this disaster springs hope. The hope described by Pearson is for the arrival of 

the new, the unique and the singular, an experience of time that is ecstatic, explosive, and aeonic 

which, given its nature, cannot be experience by modernity, now that it is locked in the 

embrace of cyclical history. The hope of its struggle is, like all others, is deferred to the 

freedom of a higher being. The spiral.  
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Appendix B    
‘Live Feed’ segment of the presentation 

 
Figure 1 ‘Live Feed’ image is just slightly out of sync with the presenter. 

 

 
Figure 2 ‘Live Feed’ image begins to fall out of sync with the presenter.  
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Figure 3 Volunteers from the audience (Justine Chambers, Andrea Cownden, 

Ileanna Cheladyn) try out the patented LEP-E brand eyewear 
technology. Their movements no longer correspond to the reality of 
the presentation. 
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Appendix C    
Video Documentation Files 

Director:  
David Biddle 

DOP: 
Dave Ehrenreich 

Starring:  
Olivia Shaffer, Dana Zamzul, Marcelo Vieira, Dave Biddle 

 

Description: 
This video acts as a documentation of the Stanley Park motorcycle performance that 
took place on September 29th and 30th. The video documentation was also shown in my 
graduate presentation in the context of being a promotional video for a VR experience 
called LEP-E ALTERNATIVES™.  

 

File names: 
BWAUTL Video Documentation Part 1.mov 

BWAUTL Video Documentation Part 2.mov 

 

 

 




