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Introductory Note 

 
The actors with proper names and social characteristics have disappeared from the limelight. Instead, the 
spotlights are first directed at the chorus of extras gathered on the periphery and then at the audience 
that is gathered to watch. 
... 
The performers, who yesterday symbolized families, groups and orders, are slowly disappearing from the 
stage that dominated them at the time of their individual names. Now comes the next number, that of 
democracy, the big city, administrations and cybernetics." 
(Michel de Certeau Art of Action) 

 
 
It is fair to say that this era of heroic actors is once again articulated by a tremendous, perhaps 
excessively destructive rebellion with the tyrants, autocrats and television actors who have 
allowed themselves to be maneuvered into leading positions all over the world. But it is a truism 
that another generation will take power, one that is more strongly marked by the desire to no 
longer represent itself, to no longer be represented, but to find ways to articulate and assert 
itself independently. The term "old white man" or its imitators is losing ground and will soon only 
refer to the dark past of a 20th century and its offshoots. The crowd, the alliances and the 
initiatives will take over and set the pace for events. The program of these new formations needs 
new concepts of how and with which methods the rule is taken over, as well as how this tact can 
be given. Rule itself will be a concept that no one will need any more, because it will not be 
about asserting positions, but about creating new conditions for living on earth.  
Leadership in this sense means infiltration, new formation and the establishment of principles 
that only modify that which exists to be modified, but otherwise create something new. 
These keywords serve to support this process. 
 
 
"On the other hand, the impending question is primarily about procedures and patterns of action, rather 
than who is the originator or carrier of these. It aims at an operational logic, for which there may already 
be examples in the millennia-old feints of camouflaged fish or proteus insects, and which is everywhere 
obscured by the rationality prevailing in the Western world today.  
(Michel de Certeau, Art of Action) 
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A 

Agility 
 
Includes a fundamental attitude of recognition and mobilization of the unsecured, and prefers 
zones of:  
-> uncertainty 
-> approximation 
-> permanent doubt 
-> experiment and discard  
The directions of Mephisto from Faust, Part 2 by Goethe may serve here as an exemplary scene. 
(In general, the whole of Goethe's Faust is an excellent example of daring and entrepreneurial 
spirit, which focuses on the undetermined and the undetected without any intention of 
purpose.)  
 
The scene goes like this: Faust asks for the path to the “Mothers”, and Mephisto knowingly 
answers in a darkening way that there is no path, which begs for clarity. Instead, Mephisto states 
that the path leads to the UNENTERABLE, NEVER TO BE ENTERED, ONE PATH TO THE 
UNREQUESTED, NEVER TO BE REQUESTED, and then warns of considerable loneliness as well. 
Faust replies, never deterred, that he has learned to deal with emptiness.  Mephisto then tries to 
further darken the foreground, standing before a contourless void, a void without stops and 
landmarks. Faust still accepts the key that Mephisto gives him and allows himself to be led in a 
compliant manner. We now learn that it's time to go to the Mothers.  

Mephistopheles 
Sink then! I could also say: climb! 
It's the same. Escape from the arising 
Empires loosely bound in the structure! 
Enjoy what no longer exists; 
Everything drifts like clouds, 
Swing the key, keep it away from her! (translation HW) 

This scenery from the second part of the FAUST tragedy could be interpreted as a primal scene 
for the location of creativity and the forces that unlock it. 
The approximate, the unshapely, the unformed, the absolute emptiness, the disorientation are 
addressed as starting qualities for the discovery of the impossible. The impossible here is 
arguably located in the zone between idol, idea and ideal. 
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Absence 
 
Recognition and appropriation of the non-present. In every process, the unincluded, the 
forgotten, the otherwise existing is to be taken in consideration. 
Marguerite Duras is a master of the description of absence. The same goes for Peter Handke, 
who in his book of the same name simultaneously delivers a poetics of absence. One is about the 
absence of “the original” and the statement that the present reality consists of surrogates who 
pretend that the absent is present: 
"Your Roman milestone was in reality just a fake that stopped there from a film. Even your oldest 
inscriptions were parts of film sets: Knock on your bronze, and it sounds hollow; pull your runes with the 
nail, and it squeals from the cardboard. Your pharaonic scarab was only made last year in Murano, and 
the flower on your shard of vase from Crete burned there in Hong Kong. And even if they are real: What 
they meant was once, and it doesn't mean anything anymore. Their meaning has been lost, the agreement 
has been forgotten, the connection is broken, not even a clue is possible, and certainly not the return. Only 
your words in your false and real stones are left, and they are deaf, not only from the noise of the war 
machines, but already from the downfall of the very first empire. Your Euphrates and Tigris will never flow 
out of paradise again”. (translated by HW) 
 
On the other hand, it is about inertia, regarding the possibility of making authentic experiences, 
at the cost of the loss of the present. 
It is therefore a form of "leading" - thought, "leading" - idea, which takes care of the loss of the -

> Aura stated by Walter Benjamin and seeks ways of dealing with the effects of a 
technologically, mass-oriented cultural mode of production. 
 
"I believe in those places, without sound and names, perhaps simply because there is nothing there, while 
there is something all around. I believe in the power of those places, because nothing has nor will happen 
there. I believe in the oases of emptiness, not apart, but in the midst of the abundance here. I am certain 
that those places, even if they are not entered in the flesh, will always become fertile again, even with the 
decision to set out and with a sense of the way. “ 
 
From this statement, Handke then develops a concept of leadership in his play "Preparation for 
Immortality", which empowers “poetry” in the form a narrator:  
 
"Never again be the winner, but the caring one - the creative one for today. Better a patient than a hero. 
For me and my people here create laws as they have never existed before, as they immediately become 
clear without compulsion, and as they can also apply to everywhere and everyone - even to myself! Not 
resourceful - find what you are looking for! The abandonment of the enclaves must no longer be our 
regular place. Why not come to power? To have desire on the power, according to the desire, which makes 
the early spring. To exercise a completely new power, unknown in history so far, and then most natural - 
something like a friendly game, which counts at the same time nevertheless. To love power in a way that 
no one in history has ever loved power, so that this word would have a different meaning worldwide and 
would stand in a row with tram, streambed, suburb, fresh snow, or even bacon, tablecloth, limerick, 
domino, or even early spring. There must be another society here, not the either heavy-heated, or 
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lightened-flabby of now - other buildings, other forms, other movements. Who believes to be in the right 
time today - to be in the right time at all - except some sportsmen and sprinters?"  

 
Pablo, one of the main characters, designated ruler of the enclave people, takes the wandering 
narrator as his wife, unites power and poetry. He euphorically takes on the great task set for 
him. He announces: 
 
"As of today, this is no longer an enclave, but an independent country. All the other countries of the world 
have recognized us, as an independent area, as an independent state, as a new nation among the now 
thousand and seven nations of the world. We will use that. In a hundred years, even if the earth should 
then only be a raven-black roar, it should now be possible to transmit through our period what sun, 
colours, pictures, dance, sounds, voices, silence, space are. From today on you, especially you, who have 
always been so uncertain about space, will radiate the former enclaves with inwardly twisted eyes as the 
children of the world in the midst of the other peoples, all of whom have now fallen into sects, the larger 
the peoples, the more sectarian they are. I will no longer leave here. And I will create a constitution for our 
country. The law in force here, law by law, will be a new one.  Without such a new law, the sun, colours, 
images, dance, sounds, voices, silence are now only coincidental in the state of history, with no room for 
manoeuvre or basis. A law that does not restrict life, but solves it, or restrictively solves it. And when I say 
life or world, I mean something other than the sum of people today! A law that reveals, lays bare, leaves 
to everyone the space that is his own. Through it, instead of sporadically saying 'Wonderful', you will be 
able to say simply and consistently: 'Right so. Right. If I succeed in this new right here: People, this will one 
day be a triumph that, unlike my previous ones, will not push me at all into my eternal melancholy. For the 
rest of my life, a single bright thought will be thought here, and not by me alone. And there you already 
see the glimmer of it: Here and there, all around now in early spring. Look.” 

 
 
Another artist who aesthetically defines the principle of "absence" is Heiner Goebbels:  
 
"The experiment that we now tried with Stifter's Things (the play without actors mentioned at the 
beginning) was to find out whether the viewer's attention continues even when one of the essential 
prerequisites of the theater is completely suspended: the presence of the actor. For even more recent 
definitions of performance theory still speak of physical co-presence or the joint participation of actors and 
spectators in the same place at the same time. Thus, Stifter's things became a "no-man show": curtains, 
light, music, and space, all the elements that usually have a more preparatory, supportive, illustrative, or 
serving function for the performance and the performers, become (in a kind of balancing justice) 
performers themselves, along with five pianos, metal plates, stones, fog, rain, and ice. But when there is 
no one left on stage who has the responsibility of presentation and representation, when nothing is 
shown, then the audience has to discover things for themselves. This pleasure in discovery is only made 
possible by the absence of the actors, who otherwise artfully perform the task of the demonstration and 
focus the attention of the audience on themselves. Only their absence produces the gap that makes this 
freedom and pleasure possible. 
Absence as the presence of the other (otherness), as an encounter with an unseen image, an unheard 
word or sound; as an encounter with the forces that man cannot control, that elude our grasp.” 

( bm: Aesthetics of absence, texts on theatre, theatre of time, research 96) 
 
 In this context, specific individual leading strategies are important and require attention, which 
work , or seem to work with “Absence”: In his studies on management, Dirk Baecker quotes 
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anecdotes about the working form of Klaus Michael Grüber, who has probably used his lack of 
presence time and again to intensify the work of acting. Or maybe he was simply often tired, 
worn out and drunk. 
 
 

Alterity 
 
Interest in the other side, the change of the observer's position, the change of standpoint, 
gesture or mode of perception. Ability to represent and act out the opposite position.  
Curiosity for the encounter with the unseen, unheard, not yet experienced. 
Critical questioning of one's own wealth of experience, origin and learning as a prerequisite for 
tapping new sources of experience, knowledge and skills. 
In science fiction literature and Hollywood cinema, for example, there are pronounced 
sensitivities for the invention of unknown but possible worlds, world designs and options for 
action. 
 

Adaptation  
 
Permanent transfer process into other/ social fields (convex/concave). Borders to and between 
so-called disciplines are not recognized or ignored. The acquisition process of experiences and 
working methods of OTHERS is a principle. 
 
Place, time, matter and technology are to be worked with and adapted to even if designed anew. At any 
time an art work is bound to be realised. Tino Sehgal's art is proof of the matter. A word whispered into 
the ear of a visitor, which is his or her property alone and remains his or her property as long as he or she 
is not passing it along by whispering it to somebody else or else destroying it by voicing it aloud, is as much 
a materialised art work as anything else. Any art work has to touch reality to gain reality. This is true for 
frame and plane, for page and word, for stage and gesture, for canvas and cut, for the instrument, the 
sound and the pause. Artists are always also craftspeople, tinkerer, engineers. Wearing a work coat, 
sleeves rolled up, armed with safety glasses, a sharp ear and much sense for details they are entangled 
within a poetic practice. 

(* Dirk Baecker,a paradigm of the human condition...) 
 
Adaptation is a central concept within the Dynamic Capabilities approach of classical 
management, which thus marks adaptation processes within operational and sales processes. 
This approach is certainly adaptable for non-entrepreneurial projects and activities and should 
be given due attention. 
 
"The term Dynamic Capabilities describes the potential of companies to adapt to changing conditions, to 
use opportunities and to systematically solve organizational problems by changing and developing existing 
internal resources while integrating external resources. Ideally, companies that have dynamic capabilities 
and make use of them are able to adapt more quickly to changing environmental conditions in an 
innovative way and thus gain strategic competitive advantages. By not only using existing resources 
effectively, but also integrating external resources skillfully, companies can anticipate market 
developments, identify options, develop innovative products and open up new business areas.  
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It should be critically noted here that classical companies that pursue clear objectives are subject to 
permanent self-limitation in the possibilities of adapting internal and external resources by focusing on the 
goals they are trying to achieve. (German Academy for Management, DAM, www.akademie-
management.de )   
 

"Dynamic capabilities" in the field of art, on the other hand, are abilities to abandon chosen 
paths, to integrate the experience gained into new procedures, to repeatedly pose the question 
of the work and product within the procedure and possibly to allow new formats or objects to 
emerge from it.   
In most cases the term is used synonymously for the most common form of adaptation, the 
literary film adaptation.  The literarisation of filmic material also exists (film novel, "Das Buch zum 
Film").  
Since the beginning of film history, literary film adaptations - of canonical works of world 
literature as well as popular material of every genre – have played a very important role. 
Nevertheless, the phenomenon of adaptation has long remained a vague offspring of both film 
and literature studies. For the latter, film adaptations are of interest today above all else as part 
of the history of the reception of a work. In the past, however, the phrase "faithfulness to the 
original" was often used, which assigned the film - as the supposedly inferior medium - a debt to 
be discharged: its quality is measured by its proximity to the original, while cinematic qualities 
are easily concealed. (The "the book is better than the film" - formula has remained a 
commonplace to this day). For the decided film analysis, on the other hand, the quality of the 
original is a secondary problem. 
Greater interest in the phenomenon of adaptation arose with media-comparative approaches, 
which grant an autonomous status to each of the various implementations of a material, i.e. they 
understand them as equal "textualizations" of a narrative intention - in order to then be able to 
work out media-specific narrative and communicative conditions as well as possible invariants. 
In this respect, it is also possible to speak primarily about texts of adaptive processes that have 
replaced interpretation. 
Castorf's adaptations of Dostoyevsky novels can serve as examples of extreme artistic adaptation 
processes that lead to a change in both given and supplied forms and instruments. 
 
 

Aptation 
 
Fitting; any type of operation in which an object is appropriated, integrated or fitted, regardless 
of specific selection procedures.  
Insofar as randomness/the arbitrariness of the electoral process plays a decisive role in aptation, 
and aptation thus differs from electoral processes (adaptation) or selection processes 
(exaptation) based on specific decision-making processes. It is a basic pattern of unstructured 
processes for appropriating unknown terrain, objects and experiences. 
Artistic processes are always dependent on creating and letting arise spaces of possibility in 
which something new and unique can take place. John Cage has developed procedures for the 
use of coincidence, and here are some of his methodological references:  

 

http://www.akademie-management.de/
http://www.akademie-management.de/
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In the early fifties with David Tudor and Louis and Bebe Barron I made several works on magnetic tape, 
works by Christian Wolff, Morton Feldman, Earle Brown, and myself. Just as my notion of rhythmic 
structure followed Schoenberg's structural harmony, and my silent piece followed Robert 
Rauschenberg's white paintings, so my Music of Changes, composed by means of I Ching chance 
operations, followed Morton Feldman's graph music, music written with numbers for any pitches, the 
pitches notated only as high, middle, or low. Not immediately, but a few years later, I was to move 
from structure to process, from music as an object having parts, to music without beginning, middle, or 
end, music as weather. In our collaborations Merce Cunningham's choreographies are not supported 
by my musical accompaniments. Music and dance are independent but coexistent.... 
… 
I have found a variety of ways of writing mesostics: Writings through a source: Rengas (a mix of a 
plurality of source mesostics), autokus, mesostics limited to the words of the mesostic itself, and 
"globally," letting the words come from here and there through chance operations in a source text. 
… 
Thinking of orchestra not just as musicians but as people I have made different translations of people 
to people in different pieces. In Etcetera to being with the orchestra as soloists, letting them volunteer 
their services from time to time to any one of three conductors. In Etcetera 2/4 Orchestras to begin 
with four conductors, letting orchestra members from time to time leave the group and play as soloists. 
In Atlas Eclipticalis and Concert for Piano and Orchestra the conductor is not a governing agent but a 
utility, providing the time. In Quartet no more than four musicians play at a time, with four constantly 
changing. Each musician is a soloist. To bring to orchestral society the devotion to music that 
characterizes chamber music. To build a society one by one. To bring chamber music to the size of 
orchestra. Music for -----. So far I have written eighteen parts, any of which can be played together or 
omitted. Flexible time-brackets. Variable structure. A music, so to speak, that's earthquake proof. 
Another series without an underlying idea is the group that began with Two, continued with One, Five, 
Seven, Twenty-three, 1O1, Four, Two2, One2, Three, Fourteen, and Seven2. For each of these works I 
look for something I haven't yet found. My favorite music is the music I haven't yet heard. I don't hear 
the music I write. I write in order to hear the music I haven't yet heard. 
(https://johncage.org/autobiographical_statement.html) 

  
The website of John Cage offers possibilities to get to know his musical research in depth. The 
app "Cage Piano" for IOS devices allows interested people to use John Cage's prepared piano for 
their own musical explorations. 
 
With the App 4'33" App for iPhone anyone can perform the famous work themselves and add it 
to the library of predecessors already performed all over the world. 
 
 
 

(Anmassung) Presumption   

       
make/review unproven/ unverifiable claims. This includes, above all, the deliberate transgression 
of the disciplinary boundaries drawn by competence profiles and requirements. The amateurish, 
unbiased approach is supported and encouraged. 

https://johncage.org/autobiographical_statement.html
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Worthy of discussion are the actions of the Yes Men, who describe their form of actionism of 
taking on false identities in this way. On their website the Yes Men describe themselves and their 
methods of identity correcting: 
 

Ever since 1996, the Yes Men have used humor and trickery to highlight the corporate takeover of society, the 
neoliberal delusion that allows it, and (most recently) the Democrats’ responsibility for our current situation. 
We’ve also focused on what we need to get Democrats to do, and how regular people can make sure they do 
it. 
The Yes Men also help other progressive activist orgs to accomplish their own goals, through the Yes Lab. On 
this website you can: 
• learn techniques for causing trouble 
• read about Yes Men and Yes Lab projects 
• arrange to do a Yes Lab 
• contact us or get on our list 

 

Other forms of embeddedness also have a model function here. See also Frances Whitehead and 
her "Embedded Artist Project" (2008-2010), which attempts to enable local authorities to 
"increase local government’s ability to creatively address major systemic issues by embedding 
practicing artists in City departments at the management level " by integrating artistic 
approaches. (outcomes see: http://embeddedartistproject.com/ ) 
 
 

Aura 
 
The term aura, which we want to discuss and use here, is well-known for originating in its 
aesthetically relevant form from Walter Benjamin. In his essay on the "work of art in the age of 
its technical reproducibility", the enigmatic phrase of the aura as a "unique appearance of a 
distance, however close it may be" is used: 
 

To follow, resting on a summer afternoon, a mountain range on the horizon or a branch that casts its 
shadow on the resting person - that is to breathe the aura of these mountains, of this branch. Using 
this description, it is easy to see the social condition of the present decay of the aura. It is based on two 
circumstances, both of which are related to the increasing importance of the masses in contemporary 
life. Namely: to "bring things closer" to each other spatially and humanly is as much a passionate 
concern of the present masses as their tendency to overcome the uniqueness of each condition by 
accepting its reproduction. Every day, the need to get hold of the object at close range in the picture, 
rather in the image, in the reproduction, becomes more and more irrefutable. And unmistakably the 
reproduction, as illustrated newspapers and newsreels keep it ready, differs from the picture. 
Uniqueness and duration are as closely intertwined in this as fleetingness and repeatability are in that. 
The unpeeling of the object from its shell, the shattering of its aura, is the signature of a perception 
whose "sense of the similar in the world" has grown so much that it wins it over to the unique by means 
of reproduction. Thus, in the vivid area, what is noticeable in the field of theory as the increasing 
importance of statistics is manifested. The orientation of reality towards the masses and of the masses 
towards them is a process of unlimited consequences both for thinking and for contemplation.  

 

http://democracyawakensinaction.org/team-progressive-steals-a-base/
http://democracyawakensinaction.org/a-look-of-at-the-64-bills/
http://theyesmen.org/dnctakeback
http://democracyawakensinaction.org/
http://democracyawakensinaction.org/
https://www.theyesmen.org/theyeslab
https://www.theyesmen.org/cookbook
https://www.theyesmen.org/projects
https://www.theyesmen.org/get-involved
https://www.theyesmen.org/contact
http://embeddedartistproject.com/
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Benjamin thus begins the approach to the genesis of a new conception of art and what it can be 
in the presence of technical images. He stripped art of its elitist claim to singularity and handed it 
over to the perception of the masses. 
 
For the context we are discussing here, this means that art itself is understood as a form of 
activity which, although it has specific competences and ways of accessing reality, can 
nevertheless be removed from the claim to genius of individual personalities and become a 
generally practicable, learnable form of action. 
 
 

Attention 
 
Walter Benjamin ascribes an enormous amount of the power of insight to attention. Various 
forms of attention are identified, defined and practiced in his work. There are attempts to define 
contemplative immersion as well as voluntary concentration, both of which, as opposite sides of 
attention, are given equal importance in the sense of cognition-generating effort. Engrossment 
on the one hand is borrowed from the devotional practices of religion, faith and esotericism and 
reinterpreted as a form of access to the world. Benjamin does not oppose the "wrong", mindless 
and speechless immersion from which one awakens into horror with a consciously controlled 
concentration that could banish it. He instead counters it with the sleepwalking, secure, as well 
as habitual and unavailable attention of the body, which finds its embodiment in language - the 
physical presence of mind, and yet another form of concentration.  Benjamin removes the 
contrast between passive acceptance and consciously directed mastery of the phenomena by 
opposing both with a power he takes from archaic practices: telepathy. For him, there is 
something like an unthinking willingness to make decisions, which is stored in the pre-
consciousness. To mobilize this requires an active immersion, which is a form of attention that 
reaches beyond concentration. It is characterized precisely by the fact that it tolerates 
background noise, i.e. it is not fixed on that narrowed, isolating perception which is also the most 
vulnerable form of attention.  Benjamin does not stop at the equally paradoxical and insightful 
conclusion that the soul is "the more easily distracted the more concentrated it is”. He calls 
listening to the distracting sound "not the end", but "the most dedicated form of attention". 
Here, Benjamin's conceptual thoughts touch on concepts such as the active forgetting of 
Nietzsche, which he calls for in order to promote a utilitarian, usage-oriented approach to past 
events and circumstances. 
Paradoxically, for Benjamin, concentration and distraction do not form opposites, but rather 
become an effective pair. The cinema is a prime example of this interaction: a multitude of 
different impressions in a time sequence that cannot be influenced by the viewer must be 
processed. As in the traffic of today's big cities, activity demands a heightened presence of mind, 
which is no longer reflective and calculated, but gripping, intuitive and impulsive. The right action 
produces a swift movement, which quickly brings the dialectic to a halt in order to do justice to 
the moment and seize the opportunity. 
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Avant-garde 
 
...any forced programming of art and literature that is critical of tradition, irritates expectations or breaks 
standards. This understanding assumes that the production of art has a fundamentally linear, 
polemologically conceived evolutionary dynamic, which allows the most "advanced" artifacts and their 
authors to describe themselves as avant-garde - with the down side of having to accept stepping back into 
the link, from which new avant-gardes are constantly emerging. In regards to the dispute of  the time 
scheme underlying this construction of history, the avant-garde, as the "most advanced" art programme, 
is exposed to the dilemma of the difference between self-observation and observation by others; the latest 
fashion here may already be old news elsewhere. Moreover, the broad term leads to the problem of being 

unable to differentiate clearly between modern and avant-garde art and literature. (Gerhard Plumpe, 

https://web.archive.org/web/20130329143232/http://www.ruhr-uni-

bochum.de/komparatistik/basislexikon/texte/avant-garde) 
 
From Silicon Valley, the complaint of the avant-garde title sounds like this: It's about staying or 
becoming avant-garde. By taking over the market. Peter Thiel, the Silicon Valley philosopher, 
believes competition is an overrated form of economic performance (Thiel 2014). However, 
thinking like this presupposes that the new business models are designed with the intention to 
dominate the world market, i.e. have the declared goal of excluding others from competition. 
The winner takes all. If you like, it is a form of competition that ends competition, which does not 
primarily work on being innovative, but above all on being able to expose the creativity of others. 
And this is done through market power. 
In contrast to any other form of leadership concept, which is usually always based on the 
"leader-follower" model, however modified it may be, the question of followers is answered 
negatively in the avant-garde context. The political/artistic avant-garde is characterized precisely 
by its unprecedented and elitist operation. This means that followers are explicitly counter 
indicative, as this would mean that the avant-garde would lose its decisive and unique selling 
point. 
 
In war theories, the avant-garde is an organ of enlightenment and observation: 
 
Within the spatial orientation framework of the battlefield, the avant-garde, recruited from highly mobile 
units, positioned itself at the forefront in order to be able to fulfil its function of reconnaissance (hostile 
intentions), clearing up the terrain or stalling skirmishes. The avant-garde is the eye of the army; 
accordingly, it was replaced by technically innovative reconnaissance methods at the latest during the First 
World War. Unlike the outpost, the avant-garde reconnaissance is carried out before the moving army, 
thus securing its march forward, but is naturally always in danger of becoming the rear guard and having 
to cover the retreat. The spatial disposition of the battlefield is not unilinear. This becomes the dominant 
guiding principle in the transposition of the disposition from space into time, i.e. during the politicization of 
the avant-garde to designate the party of Marxist-Leninist provenance. This forces all historical conflicts 
together into an ultimate antagonism and leads the final battle of the "Futurists" against the 
"Traditionalists" to a decision, in order to then let the main army and the supply train arrive where the 
avant-garde already was. The ideological premises of this avant-garde version were pointed out by Carl 
Schmitt (1923) in a cutting formulation:  
The world spirit at the respective stage of its consciousness is initially only ever grasped by a few minds. 
The overall consciousness of the epoch does not appear in one fell swoop with all people and not with all 

https://web.archive.org/web/20130329143232/http:/www.ruhr-uni-bochum.de/komparatistik/basislexikon/texte/avantgarde
https://web.archive.org/web/20130329143232/http:/www.ruhr-uni-bochum.de/komparatistik/basislexikon/texte/avantgarde
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members of the leading people or the leading social group. There will always be a vanguard of the world 
spirit, a peak of development and consciousness, an avant-garde that has the right to act because it has 
the right knowledge and consciousness. (...) The dialectical construction of increasing consciousness forces 
the constructing thinker to consider his own thinking as the peak of development. For him, that means 
overcoming what he has completely recognized (...). The fact that an epoch is grasped in the human 

consciousness proves to historical dialectics that the recognized epoch is historically finished.  (Gerhard 
Plumpe, op. cit.) 
 
 

Asymmetry 
 
Everything stiffly regular (which comes close to mathematical regularity) is distasteful in itself: that it does 
not grant a long conversation with the contemplation of the same, rather ... much boredom.  On the other 
hand, that with which imagination can play naturally and purposefullyl, is always new to us and we do not 

tire of its sight. (I. Kant, Kritik der Urteilskraft, General Remark on the first section of Analytics, 
§22, p.242) 
 
What Kant already notes here as a criterion of beauty is of eminent importance for artistic 
activity.  Symmetry: Artists give their works uniqueness through symmetry - and breaks in order.  
The world itself seems to be asymmetrical on many different levels - which is what gives things 
and people their respective uniqueness. That which is found to be particular and individual is 
mostly offset with asymmetrical features and thus becomes interesting.  
 
Symmetry is a structural principle of order, which means reducibility: symmetrical things are 
easier to capture than asymmetrical ones. 
 
In contrast to symmetry and asymmetry, numerous contrasts are formed: rest and movement, 
monotony and unpredictability, lifelessness and rigidity in the face of living diversity, boredom 
and fascination, law and chaos, simplicity and complexity.  
The breaking or avoidance of symmetry leads to new becoming and the emergence of 
structures.  
 
In terms of its self-image art reflects asymmetry in the strong attraction of the oblique, queer, 
non-conformist (what is associated with symmetry), the odd and non-symmetrical, the 
disturbing and conflicting. How this can be brought into the leadership discourse would have to 
be demonstrated by generalizing this focus. On the other hand, generalizability is in turn a 
neighbour of symmetry. In this respect, a discussion on the question of the uniqueness, 
singularity of the procedures of non-standardized leadership strategies should be conducted 
here. 
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B  

 
 

(Bedürfnis) Needs 
  
One of the main efforts of companies is naturally to sell things. The management of companies 
makes constant attempts to promote sales. A wide variety of measures have been invented for 
this purpose. One interesting measure seems to be the research/creation of consumer needs. 
The name of the American psychologist Abraham Maslow is linked to a model of human needs, 
the “Maslows hierarchy of needs”.  Although this simplified model of his theory describing a 
hierarchy of needs did not come from him, but from later interpreters, although Maslow as a 
clinical psychologist was not primarily interested in the expression of human needs and motives 
in relation to the world of work, his theory of motivation has received and continues to receive a 
great deal of attention, particularly in the management sciences. 
 
Maslow regarded humans as "wanting animals" because they are driven by an innate growth 
potential and strive to achieve their highest goal: self-realization. 
 
Based on this approach, Maslow first systematized a wide variety of human needs into five 
generalized categories: physiological needs, security needs, social needs, individual needs, and 
finally self-actualization. He arranges these groups of needs into a hierarchy, starting from the 
assumption that a human being strives to first satisfy his physiological needs (for air, water, food, 
etc.) before he is concerned about his safety. Only when his need for security has been satisfied 
does the urge for social relationships etc. arise. Outside the hierarchy, Maslow considers 
cognitive and aesthetic needs. 
 
Less well known is that Maslow later added to his model. At the top of the pyramid, the 
psychologist no longer saw self-realization, but transcendence - in other words, the need for a 
dimension that transcends one's own existence. 
 
The criticism of this model of needs would start where the newer and older investigations and 
arguments (Herder, Nietzsche) appear with the assertion that the aesthetic faculty is the basis of 
all other faculties. This could mean that the aesthetic need (for self-realization and for beauty) 
would be placed at the top of such a pyramid. If the aesthetic faculties have a power potential 
that makes them more likely to be understood as the basis of all other faculties, then it is time to 
define and apply this potential more precisely ( Ch.Menke, Power of Art/ D.Mersch, 
Epistemologies of the Aesthetic ). 
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(Begeisterung) Enthusiasm 
 
I came to this term by reading Dirk Baecker's "Organisation and Management". In it there is the 
chapter, probably the transcription of a lecture: "Enthusiastic entrepreneurs". And there is a 
reference to Derrida's well-known writing "Spectres de Marx". It is not only about the superficial 
use of the term but also about the clarification of the fact: to be possessed by spirits and to be 
guided by them. Which brings us back to Artaud, who has more roles to play in later chapters. 
 
A paraphrase of Shakespeare's Hamlet tragedy serves as a leading figure (as for Jacques Derrida 
in his thoughts on the ghosts of Marx ("Marx` Ghosts") and later for Dirk Baecker in his remarks 
"Enthusiastic Entrepreneurs" (in: Organisation und Management, Frankfurt/M 2203, p.111): 
 
Hamlet's entire framework of action is triggered by the encounter with the spirit of his father. 
This encounter is objectified by the participation of a wide group of witnesses, which makes the 
whole thing more than a personal deformation (desire, fear, paranoia, longing, grief, etc.).  
 
The spirit calls for action and controls the action through further visits (visitations). The question 
is, can this kind of enthusiasm, here: the reference to open accounts, to hints of an evil deed, to 
the assumption that the whole community is based on a crime, can this kind of enthusiasm be 
groundbreaking? 
 
In art, references, forms of processing previous events, occurrences and incidents are 
commonplace. Moral considerations, as they also have a formative meaning in Hamlet, are 
motives for action beyond the motives of succeeding with art and achieving fame, honor and 
money. 
 

Arousing enthusiasm 
 
Enthusiasm for a project, for the achievement of a goal, is a prerequisite to inspire others. Is this 
true? That would have to be checked and proven. Is this calculation sufficient to anticipate 
success? And is this enough to move and inspire employees and to give them impulses to realize 
the unusual, the extraordinary? 
So here I am not so much discussing the question of the observation process, in which I am 
excluded as the observed subject and which plays an essential role through the reference 
quoted at the beginning, but rather simplifying it: 
In art, the effect of enthusiasm is essential. 
Enthusiastic conviction, the enthusiasm of the performance (vision) displays persuasive power 
and carries away co-creators and audience alike. 
The figure of the fan, the addict, the unconditional observer emerges from this. 
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Benchmarking  
 
Benchmarking is a method of analysis in which processes or work results are compared with a 
comparison process or fixed reference values (benchmark). Business benchmarking 
systematically and continuously compares products, services or processes in terms of quantity 
and/or quality with respect to a benchmark from one's own or other companies. 
Suitable benchmarks are working methods and work results identified as "best practice", which 
are to be adapted to the specific conditions of a company. 
The criticism of quality systems based on benchmarking is mainly based on the arbitrariness of 
the criteria of comparison: The complex systems that focused on here are about success criteria 
that are difficult to measure with conventional methods, let alone compare with other similar 
contexts. 
Whether the Seawatch rescue operations are superior to other interventionist action platforms 
or more successful is an irrelevant question. 
What would be relevant questions regarding success criteria of "other" economies, other 
interventionist, innovation-driven activities? 
Popularity, supporters, degree of awareness, number of volunteers, etc. tbd. 
 
 

Brand management  
 
(self-promotion, influencing)   
Brand management is one of the tasks of corporate management and is anchored at the highest 
hierarchical level. In order to make a name for oneself as a brand, many measures that must be 
carried out over a longer period of time are necessary. Even a small clumsiness can lead to the 
brand getting into disrepute. Therefore, this management process must include planning as well 
as coordination and control of the measures taken. 
Artists have a high level of competence to market their works and thus themselves. In the 
meantime, it is undisputedly assumed that it is not enough to make good art, but that the 
question of "marketing" is central to participation in the art system. This statement is 
independent of the kind of art discipline. 
Intermediate places such as galleries, museums, theatres, networks play a key role here. 
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C 

 

Castorf, Frank 
 
"In some respects, my working technique is quite conservative. There is a room, and there are people, and 
they learn a text. And I try to break it down into its component parts, where I say, that's absolutely terrific. 
Of course, you can also say that there is a disintegration taking place. And there the points of view differ, 
some only see destruction, and some see how something new develops from the rubble. Which is actually 
always very important to me. ... There are basic situations, and one begins to offer a - also rhythmic - 
composition. For example, with close-ups. There sits an actor, for example, a person in his actual 
exhaustion and I look him in the face, and he is incapable of lying.  
.... There is a situation, that is something objective, that I get into and react to. But at the same time, I 
have not only the pressure, the necessity to endure, but also the freedom to behave differently. And that 
gives me a certain sovereignty. So, the basis is not the text, but how people get into a situation that is 
ultimately always political, social, historical. ("Theater der Zeit  09/2001") 

 
Working methods:  
. Dismantle texts, smash them to create something new 
. A person in his exhaustion, who is incapable of lying (truth, authenticity) 
. Passivity. Rejection of any kind of preconceived concept, insistence on defencelessness during 
rehearsals, having to improvise as a director as well as the actors who are encouraged to 
improvise. 
. Create a state of mind during rehearsals in which everyone does what he/she wants. 
. Rehearsals without practicing 
   
The form in which Castorf reinvents the theatre is unique and always new. A theatrical 
production is a social event of the highest importance, always provided that above-average  
individual artists come together. What are above-average individual artists? Sanford Meisner 
once talked about how amazing it was to see an actress blushing on stage. To produce an 
emotional expression that comes from the body, not from pretense. The core is perhaps really: 
preventing disguise through exaltations, through excesses, through retreats. That at least is the 
result of Castorf's work.  
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Camp/Campism 
 
Perception. Method of Defining. A matter of taste based on perceiving the world as an aesthetic 
phenomenon. 
 

Can a sensibility be defined in theory and its aesthetics coherently circumscribed? 
Camp and campy may serve as a good starting point for such investigations. How sensibility is 
aesthetically performed as to be visually recognizable is part of a conundrum that many theorists face 
when trying to tie down the versatile performative aspects of a culture. 
In the 20th century camp came to be recognizable both on the streets, in art, film, music and many 
other creative forms of expression, and it equally attracted the attention of many scholars. 
Before going into analysis or explanation of what camp or campy may be, including its historical 
trajectory, nothing can bring aesthetics closer to understanding than a visual stimuli representative of 
the form. (https://www.widewalls.ch/campy-art-definition-artworks-culture/) 

 
The love of the unnatural, the artificial, the exaggerated is characteristic. 
Camp is the emphasis on style. Camp is a way of perception and a style-forming social 
convention. That is why the term is used here: because it draws its meaning from an agreement. 
In art, in the universe of styles, agreement is agreement, in other words: the meeting point of 
EVERYTHING.  
Camp is like a countermovement against and with the mainstream. Trivial, popular art and styles 
are taken up, reinforced and exercised. The decorative, ornamental, textures, surfaces are 
exaggerated and preferred over the content. The artistic, artificial, manufactured is sought. 
Prefer the side of objects and things and processes that are not in sight. The paintings of the Pre-
Raphaelites, for example, are camp, because the figurations, the style of painting, the colours 
and the continuous expression of the figures are stronger and more important than the contents 
represented. The Art Nouveau is Camp or the form in which Mae West invented the figure of the 
"Vamp".  
Camp is the celebration of the game of signs, in the sense of reconquest by groups of signs. 
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Campy Washington Mural by Scott Donaldson 

 
Where is Camp Today? 

To brand something cheesy, kitsch or, in our case, campy, inherently means to disparage it, strip it of 
any importance or certain value. How is it then that these works make up such a large part of 
contemporary culture? The truth is that, while the term "camp" appeared as such in the 1960s, there 
always was and always will be the market and the audience for the laughable and the terrible, the 
crazy and the amusing. Artists will continue to make such art (and even create brand new movements 
to do so), including films, literary works, music, talk shows, fashion styles, tv soap operas, burlesque 
and drag queen shows, gloriously and excessively soaked in bad taste and irony. Yes, it will all still be 
described as tacky, cheap, trite, corny, and it certainly won't be for everyone. Is considering an artwork 
campy a matter of subjectivism, of relative opinions? Maybe so, but the fact is that there will always be 
a piece of modern-day culture to debate this over. https://www.widewalls.ch/campy-art-definition-
artworks-culture/ 
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Chaos Theory   
 
In 1963, meteorologist Edward Lorenz discovered the phenomenon of unforeseen developments 
not caused by deterministic laws but rather by chance and coined the butterfly effect: a slight 
change in initial conditions can lead to sudden changes. The image of a butterfly flapping its 
wings and causing a hurricane on the other side of the world became a metaphor for the 
unpredictability of developments. 
 
Core elements of the chaos theory developed by science theorists and scientists: 
 
- Chaos is the natural disorder of life and order is just a statistical exception. 
- The chaos itself has an orderly character  
- Completely different chaotic systems show the same typical behavioural patterns, which are 
therefore universal  
- Turbulent processes are irreversible, but turbulence is imminent. 
- Attractor: Equilibrium within the system. It represents a state, to which a system finally 
converges. 
- Strange attractor: A dynamic kind of equilibrium which represents a trajectory, upon which a 
system runs from situation to situation without ever settling down. 
 

Chaotic transitions are breaks in the trajectories and the only possible mechanism from which 
something new can emerge. In Newtonian physics and in a reversibly conceived nature, nothing new 
can arise. Chaos research can explain the emergence of something new, even if the uncertainty 
remains that it cannot be said whether this or that will emerge. The aesthetic or the beautiful is also 
the creation of something new. It is a process in which something unexpected suddenly appears before 
our eyes. This aha-experience belongs to art or the aesthetic. If you want to grasp this rationally, you 
need chaos theory. In a way, beauty is a tightrope walk between chaos and order, between the 
unformed and the solidified. It is neither one nor the other. In the language of chaos theory, the 
aesthetic is fractal. Fractal patterns, such as the Mandelbrot-Set, have great aesthetic appeal. (Cramer, 
in: Art Forum 124, 1993) 

 
 Modern companies must be able to deal with paradoxes - contradictions and problems that do 
not fit into the usual frame of thought. This is due to the fact that markets, development 
dynamics of the new and questions of how to use their own resources change rapidly and should 
be constantly monitored. Flat hierarchies and collective problem solving instead of strict 
leadership are the order of the day, which means that the degree of allowing, empowering, and 
entrusting oneself to see must be increased. 
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TOMO NARASHIMA, picturesque representation of the neurons in the brain 

 
How can chaos be inserted as an option for action in leadership discourses now: 
Wolfgang Rihm, a composer who has come to fame and has a great deal of creative energy, talks 
in an interview about his attempts to give space to chaos and gives the reasons why this is 
important: 
 

Bürger: You started composing at the age of eleven and in the past 50 years you have composed 
around 400 works, and you are considered the most productive and at the same time the most 
performed German composer of our time. How well organized is your life? 
 
Rihm: Not at all, actually. Because then I couldn't work if it were organized. I'm just someone who 
obviously moves quickly and deeply away from the moment ... today they say -beaming at work. That 
means I can concentrate wonderfully.  
 
And once I'm in it, it's good. But the main battle is to get that in one way or another. Well, as I've 
already mentioned: logistics is the key to everything, but still, I try to be allowed to lead a relatively 
chaotic existence. 
 
Bürger: Your name is associated with artistic freedom, with this credo, which would be a contradiction 
in terms, artistic freedom and a well-organized life. 
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Rihm: Well, you see, the contradictions start there: But if you call what I once called artistic freedom by 
mistake in a conversation and what has been a trademark of mine ever since, if you want to realize it - 
and realizing is what art is all about, not assertion, but realizing - then freedom is over. Then you spend 
days sitting at your desk and the sun shines outside. And you'd like to go outside, but you can't. And so, 
everything is suspended and embedded in a choreography of renunciation of instinct. It's not so free. 
But still, in these moments, the work for writing, it is possible to feel very free. 
 
Bürger: Is the desk you just spoke of also your place of thought? 
 
Rihm: No. All places, whether quiet or busy, are places for thinking. After all, I carry the brain with me. 
 
Bürger: That means that the moment you begin to write, unlike the writer, in which this develops in the 
process of writing, have you actually considered the work ahead? 
 
Rihm: No. Writing and the process of writing and what develops in it are just as important. I believe the 
process is enormously important for anyone who puts something down on paper or who invents 
something in a creative way. And you can't do that in... or at least I can't plan it in advance. What is the 
point? To then repeat tautologically ... then you're already done. No, no, the process is enormously 
important, because an enormous amount of stimulation can come out of possible, misguided 
developments. 
 
Bürger: And you can judge this at your desk, or can you judge it only when you hear the work? 
 
Rihm: Well, I can judge a great deal at my desk, and sometimes I go to the piano and try it out, and 
then I imagine it that way, and then I think about whether it works, well, let's give it a try ... Actually, I 
don't have to change much when it is rehearsed and played. 
(https://www.deutschlandfunkkultur.de/ich-kann-mich-wunderbar-
konzentrieren.954.de.html?dram:article_id=147105) 

 
Thus, it is probably a matter of creating spaces that are free of compulsion and routine, that are 
open to what is not planned, to what emerges from the process. So here we are with the time 
factor. During rehearsals and in the creative processes of artists it is always important to create 
space, to have patience, to be able to wait, to initiate processes of creation. 
 
This probably means that leadership here has the task of creating environments that can convey 
desired expectations, that make possible processes and conditions in which something can 
happen, something happens, something comes about, something becomes realizable. 
 
In the theatre, these environments are games, improvisations, even very strange activities, 
seemingly unrelated to the goals set. 
 
Chaos in these contexts probably also means the obstruction of routines and structures. Another 
example for the creative role of chaotic circumstances are the working methods of Lars von 
Trier, especially his attempt "Five Obstructions", in which he sets (with diabolic infamy) 
seemingly impossible tasks for his artist teacher. 
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Change Management 
 
Change management in the management discourses is described in a three-phase model  
 
- Creation of an awareness of change among the employees of an organization ("thawing phase") 
- In phase two ("movement phase"), solutions are developed and, leaving the initial state, new 
behaviours are tested until a new state of equilibrium is reached.  
- In the final change management phase ("freezing phase"), the changes that have been worked 
out are laid down in order to prevent a relapse into old habits 
- This is based on the view that all processes that touch on the substantial structure of the 
organisation, the company or the actor are structured.  
 
In art, change management is a primordial element rooted in the processes. Changes of direction 
and perspective, crisis management by changing working methods, constant readiness to place 
found things at disposal and replace them by extended search operations, break-off and new 
beginning, etc. are components of the artistic work process. 
 
 

Charisma 
 
Questionable, difficult to define and difficult to acquire. 
Money is certainly a basis for the development of charisma, as well as success and a position of 
power. Charisma is more likely to arise from certain guidelines and circumstances than from 
"bringing it with you" or simply putting it into the cradle. 
Therefore, strategies must be developed with relation to how charisma is to be formed less as a 
characteristic of an individual but rather as the charisma of an object, a subject, a topic, an 
organization or a movement. 
 
 

Communities 
 
Howard Becker's "The Art World", written in the eighties, remains the fundamental attempt to 
describe the art world as an association of factually and virtually cooperating producers. Art is 
understood as work. And art is understood as the interaction of many different work processes. 
Without communities there is no value in the arts. Without communities, in which artists and 
works of art are stored, there is no communication. 
According to Arthur C. Danto, who coined and introduced this term, the art world consists of the 
participants in an "institutionalized discourse of reasons" who clarify whether and why an object 
is a work of art.  
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Becker adopted the term in his 1982 book “Art Worlds”, but recoined it to designate networks of 
people who produce art or are involved in the production process of art. For Danto, the art 
world is a community of discourse, for Becker it is a factual or virtual production network.  
According to Danto, art theories turn an everyday object into art with a discourse that adds 
meaning to its mere representationalism. It is only through the interpretation of the object as a 
“something - aboutness”, i.e. as a "carrier of meaning" that it is accepted in the art world. "To 
see an object as a work of art requires [...] an atmosphere of artistic theory, a knowledge of the 
history of art: an art world. 
 
Becker understands art as work that is not the work of an individual creator, but the result of 
collective and interactive activities. To him, worlds of art are networks of people who together 
create works of art and communicate them to the public.     
 
The task of finding connections to existing communities becomes a decisive work for every artist. 
Both systems are essential in this respect.  The work of art must become part of a context and be 
recognized by its discourse carriers in order to exist as an object. This does not distinguish art 
objects from goods that only materialize when they can be found and consumed on the market. 
Strategies to open up these communities are among the important skills that artists must 
acquire in addition to their inventiveness and creative drive. Sacha Kagan calls this "double 
entrepreneurship" in a fundamental and very useful examination of artistic activity. The 
community-related work there is called: " entrepreneurship in conventions". This includes the 
following skills and activity dispositions: 
 

- Attention catcher: the artist is able to catch the attention of her interlocutors more effectively than 
the average social actor (one's attention is caught when one's "mind focuses on the phenomenon" 
calling for attention). Especially, the artist as entrepreneur is able to catch "high quality attention": 
attention that involves "active mental or intense emotional activity" (Klamer 2002). 
 
- Sacralizer, eye opener and rule cracker: the artist is able to open a sacred arena around the 'aura' of 
the word art.47 The artist is able to make the invisible visible, or rather to bring in the conversation 
things (or ways to look at things, perspectives and angles) that formerly were absent from it. And the 
artist is able to break some rules/habits that most people comply to. 
 
- Itinerant broker: the artist does not fully belong to most groups (s)he interacts with, and is also able 
to insist on playing the outsider at times and the insider at other times, but only up to a certain extent 
(as being a complete outsider will work against conviction). 
 
- Exaptation facilitator: Because the artist often leaves open both the meanings, interpretations and 
the functions of his or her work, this can open up the "purpose" of any project carried out together by 
teams of artists and non-artists. This allows a process of 'exaptation' (see the definition further down) 
to occur, and also allows the occurrence of what Oleg Koefoed (in this volume) calls an 'eventality'.  
 
- Structurator: The artist is granted the social role to be 'creative' i.e. to restructure reality in a different 
way. This attributed role can be manipulated by the artist in a process of entrepreneurship in 
conventions: The artist can portray himself as a (re)structurator, i.e. a 'creator' and thereby acquire a 
legitimacy to propose alternative conceptualizations and practices. 
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(Sacha Kagan. "Art effectuating social change: double entrepreneurship in conventions" In ed. Sacha 
Kagan and Volker Kirchberg. Sustainability: a new frontier for the arts and cultures. VAS, 2008) 

 
 

Conventions 
 
Artists usually produce in certain frames, which they have not set themselves with their art. 
Sculptures are not too big and heavy, compositions are created for a certain number of 
musicians, plays have a certain length.  
By adapting to such framework conditions, artists accept the conditions set by the art world. 
Wherever artists are dependent on others for certain aspects of their work, they either accept 
the conditions that exist, or they must deal with the question of the cost and success of 
alternatives.  
(A theatre director refuses to work at city theatres, but then must place his work on the free 
market financially, spatially and in terms of personnel, has to acquire people, money and space). 
People who work collaboratively artistically do not usually decide things out of the blue. Instead, 
they borrow from previous agreements that have become commonplace, agreements that have 
become conventions in art production.  
Artistic conventions cover all decision-making processes that are made in relation to other works 
of art in the respective art discipline, even if individual conventions for a particular work are 
circumvented or denied. For example, conventions determine the materials used, the type of 
notes that musicians read to make music, the diatonic, pentatonic or chromatic scales.  
Conventions determine the compositional principles of painting and photography, the 
generation of perspectives, dimensionalities and compositional principles.  
 Conventions regulate the relations between artists and viewers, specify the rights and duties of 
both sides.  
 To shape these processes of adaptation and to behave and position oneself consciously and 
strategically in them are important skills that must be mastered in addition to the actual artistic 
work in order to be an artist and to practice art. Disregarding these rules leads to a loss of 
meaning or to remaining in meaninglessness. Artists sometimes make an attitude out of it, which 
can be successful, but then requires the marketing art of others, mediators, exhibitors, curators 
or publishers and producers. 
 
Not only to write the artistic message, but also to make it readable and audible is essential in the 
art world. How these different practices succeed will be described in another chapter.  
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D 

 

Deconstruction 
 

 
Georges Bracque, Woman with a Mandolin ( 1916) 

  
Analytical Cubism was the name given to this phase of Bracque's work. Here it becomes clear that the 
fusion of an instrument with a person makes the whole thing an emphatic combination of objects. 
Figure and background become indistinguishable in a tangle of vertical and horizontal lines. The space 
is created by the arrangement of differently coloured surfaces, which are arranged next to each other. 
Cubism took its origins from Cezanne's experiments by combining space and figure in an 
unprecedented way, the aim being (with Apollinaire) "to paint new compositions with elements taken 
not from the reality of vision, but from the reality of knowledge.   
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Bracque deconstructs the figure of a woman with a mandolin into its various components and 
reassembles them in a unique, subjective way. The form is fragmented and restored in grey-ochre 
segments.  Some fragments are identifiable and can be made to coincide with the imagined reality; 
others, such as the head and shoulders, are incorporated into the background in such a way that they 
are barely visible. ( https://www.museothyssen.org/en/collection/artists/braque-georges/woman-
mandolin  ) 

 
 
Deconstruction is a method essentially associated with Jacques Derrida's philosophy, which 
assumes that the object under discussion follows a principle of construction that provokes 
opposites (e.g. "true/false" or "life/death" or "here/there", etc.). Deconstruction moves within 
these opposites and deals with the spaces in between. The fact that it deals with them is 
essential; the process is inherent in an endlessness that can also mean a lack of results. 
Deconstruction is thus a procedure more than a method. It seeks out the unsaid, the omitted, 
what lies between the lines, behind them or ahead of them, and uses it to reveal the structure of 
the intellectual, cultural and ideological environments in which we move. 
 

What I call deconstruction can of course open up rules, procedures or techniques, but it is not simply a 
method, nor is it a scientific critique,  because a method is a technique of questioning or reading that is 
intended to be repeatable in other contexts without regard to the idiomatic traits of the object. 
Deconstruction, on the other hand, is concerned with texts associated with particular situations, which 
are paired with the totality of the history of philosophy and constituted the concept of method. Thus, 
when deconstruction questions the history of metaphysics or that of the concept of method, it cannot 
simply represent a method itself. Deconstruction presupposes the transformation of the very concept of 
text and writing. [...] I call an institution as well as a political situation, a body or a dance 'text', which 
has obviously led to many misunderstandings, because I was accused of putting the whole world into 

one book. This is obviously absurd. (J.Derrida) 
 

https://www.museothyssen.org/en/collection/artists/braque-georges/woman-mandolin
https://www.museothyssen.org/en/collection/artists/braque-georges/woman-mandolin
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Blinky Palermo To the people of New York  

 
This is another example of the radical position of a painting that seeks to liberate color from the 
utilitarian use that representational painting makes of it. Palermo, so to speak, abstracts the 
color from its context of use and gives it its own right to validity.  
The deconstructivism procedure thus offers an eminent contribution to the discussion of artistic 
procedures, especially within the framework of those in the performative arts, in which it is 
largely a matter of dealing with existing, left-over, traditional texts and materials. 
Geoffrey Bennington, American philosopher and literary critic, and author of a dialogical 
biography of Jaques Derrida, has written a guide for the deconstructivism procedure that is 
immensely useful and practical (http://hydra.humanities.uci.edu/derrida/geoff.html). Here it 
becomes clear that deconstruction implies a form of reading that relates to every action. 
Reading and text are thus extended far beyond the understanding of everyday life to the totality 
of the facts, with which action is confronted. 
 
 

Disruption 
 
Since the triumph of digital devices and forms of communication, disruption has become a key 
term for the "violence" of the dynamics of change within cultures and societies. It probably 
means decisive ruptures in social, political and economic forms of behaviour caused by radically 
new things. According to the enigmatic input of Rebecca M. Henderson and Kim B. Clark, there 
are disruptive or radical innovations in business, which are the recombination of existing 
components and are generally inferior to the products of established companies in most cases. 
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For this reason, Henderson and Clark argue that they are underestimated for a long time until 
they begin to drive established companies out of their markets.  
Disruptive innovations change markets in a serious way without any major technological 
progress. They are often not based on innovations in the classical sense, but on combinatorial 
innovations (architectural innovations (Henderson/Clark 1990)) and new business models. 
 

 
 Henderson-Clark Model https://innovisio.blogspot.com/2012/11/henderson-clark-model.html 

 
 
As with anything new and expected, we looked into the future, as if onto a horizon that we 
imagined as the interface of a space of possibilities. It is something that we think is possible. 
Through the vague image of the future, we construct a horizontal movement. But anything new 
that comes to us unexpectedly always comes, as it were, vertically, from above: like a lightning 
bolt from the blue (Derrida on the event, 2003). Totally unexpected. And so not conceivable, not 
imaginable, thus according to Derrida: eventful. 
   
The disruption is of the kind of the new and unexpected. This applies even to those who stage it: 
just like the market, they are surprised at how it turns out, how it works or how it already fails. 
Disruption is - paradoxically - a calculation of contingency.  
 
This is a process that is widely observed in the arts. The history of the arts is marked by 
combination activities, as well as recombination activities of artists (for example, see the history 
of the panel painting, which has been the representation format of painted design processes 
since the 5th century and attempted to suggest depth. In the 20th century, this function was 
dissolved by various artistic activities: the relief, the panel painting without depth, the 
enlargement of the surface of the representation, the removal of the frame, the connection 
between painting, sculpture and architecture may be sufficient as keywords here*). References 
to the existing have always been prerequisites for the invention of radically new things (the 
history of immersive art would still have to be written, but it mainly involves the fusion and 
appropriation of existing artistic achievements and techniques, see e.g. Parreno                         ( 
https://www.youtube.com/watch?v=2xw5hk2nonQ  )). Since anything new is a kind of basic 

https://www.youtube.com/watch?v=2xw5hk2nonQ
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constitution of artistic work and elaboration, the history of all art disciplines is a history of radical 
innovations. The relentless search of artists for success involves reference and non-reference, 
convention and surprise.   
  

 
Robert Delaunay, Fenêtres simultanées sur la ville, 1ère partie, 2ème motif, 1ère réplique, 1912, oil on canvas and spruce wood, 
46 x 40 cm, Hamburg, Kunsthalle  

 
*Claude Monet and Camille Pissarro were the first to emphasize the flatness of the picture 
carrier with their painting style and create pictures that no longer want to create illusory depth. 
The panel painting is replaced by a picture that is "decentralized, polyphonic all-over picture" 
(Clement Greenberg), a picture that emphasizes flatness and that does not detach itself from its 
architectural surroundings, but rather connects with them in equal measure.  
 
. 
 
  

Discovery 
 
 In every reality there is not only the given, the what is, but also always the possibilities, i.e. 
potentials for something that is not yet, that is thought but not yet realized, that is divined but 
not yet provable.  Possibilities are available only to be discovered in each case.   
Artistic intuition and alertness enable the discovery of opportunities / emerging possibilities that 
others have not yet discovered. 
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E 

 

Effectuation  
 
Business decision logic used in situations of uncertainty. In the discussion about entrepreneurial 
action logic, the examination of how to deal with situations of uncertainty occupies a large 
space. The observation that causal patterns of thought are disrupted seems to be an essential 
source for identifying success criteria of non-logical ways of thinking and acting. Experienced 
entrepreneurs seem to intuitively prefer this method of thinking. This raises the question of 
whether it is precisely this way of thinking, which deviates from causal logic, that helps 
entrepreneurs to succeed. 
 
The logic for unpredictable, but nevertheless shapeable conditions is simple: the future is 
uncertain but can be successfully shaped by certain human actions. 
 
Effectuation is often described as a dynamic model that shows ways in which actors can act 
successfully in uncertain situations. Effectuation is learnable and can be applied to various fields 
of action.  
 
In learning processes, one could now place emphasis on confronting learners with situations of 
uncertainty as often as possible. Solving tasks that are not aimed at a predictable or foreseeable 
result can increase the fun of the task: Examples can be found on the pages of the Society for 
Effectual Action: https://www.effectuation.org/?page_id=18 
 



 33 

 
http://www.effectuation.org/wp-content/ uploads/2016/09/Chapter-17-Process.jpg 

  
 

Emergence 
 
Emergent strategies are interesting because they are not based on a strategic analysis and 
conscious, formal planning, but are instead created in a way that cannot be clearly understood. 
They develop unexpectedly and suddenly as well as implemented in deviation from the formally 
defined strategies. Emergent strategies depend on operative processes that serve to experiment 
with procedures - and courses of action - that are to be firmly anchored in the future. The 
process behind emergent strategies is, simply put, a form of trial and error or pilot-based testing. 
Coincidence and rules play a partnership role. Leaving room for chance without leaving the 
regulatory framework would be one of the formulas used here. 
 
The importance of the principle of chance for the creation of artistic products has already been 
emphasized here several times. The complexity of chance and rule-based techniques is inherent 
in every artistic creative process. The prerequisites of a technique, of materials, of temporal and 
spatial limitations provide the space for random-based activities, which may or may not lead to 
results. Artistic practices are not dependent on results, but also use this potential to abandon 
themselves to the procedures and approaches of artistic action and to forget or ignore the 
objectives. 
 
Random experiments were formative for Dadaism, which systematically called for them in artistic practice. 
In the assemblage, the ready-made, in Max Ernst's procedures of frottage and decalcomania or the 
accidental breakage of the Grande verre (1915-1923) by Marcel Du¬champ, these kinds of experiments 
find their actual form, just as later in Niki de Saint Phalle's "Schießbilder", the Action Painting or above all 
the actions of Happening and Fluxus, to name but a few. The methods used here are of very different 
kinds, but they allow - as the guiding thesis of my observations - a general division into Tyche and 
Automaton or event and emergence as two disparate modes of chance.  
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(Mersch: https://www.researchgate.net/publication/271249886_Spiele_des_Zufalls_und_der_Emergenz ) 

 
 

Exaptation  
 
 Misuse: The term originates from evolutionary biology and means the utilization of attributes 
for a function for which they were not actually created. It is thus a kind of misappropriation, an 
essential component of artistic activity that is dependent on non-linearity.    
 

 
 
In his object "Higher Goals", David Hammons uses telephone posts and basketball hoops to make 
references to the objectives for mainly black youths. Basketball as a career dream of black 
youths, the impossibility for most to achieve this dream, etc. play a not unimportant role here in 
the appropriation of real objects. 
 
This example also refers to the revolutionary actions of early conceptual art by Marcel Duchamp, 
who revolutionized art and the art market with his readymades. 
 

https://www.researchgate.net/publication/271249886_Spiele_des_Zufalls_und_der_Emergenz
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Further examples can be found everywhere. Ibrahim Mahama from Ghana covers public 
buildings all over the world with jute sacks. These are produced in Asia, distributed all over the 
world and used in Ghana for the distribution of cocoa, coffee, rice, beans and charcoal for export 
to Europe and America. In these sacks, the world trade is reified.  
 
  

Experiment  
 
The maxim of the arts is experimenting, whether it is with material, forms, framings and 
conventions, or the ability (skills). Going to the limits, dissatisfaction, incompleteness of the 
findings. Ability to start anew and leave what has been found behind.  Rehearsing and trying out, 
improvising and repeating. 
Trying out new, unknown ways and procedures, leaving material guidelines on the one hand and 
coincidences on the other. Picasso's famous saying: I do not seek (which includes intention, 
reference, trace), I find (coincidence, immediacy, suddenness). 
In music, the term "experimental music" is an attribute of certain musical genres, which stand 
out from the respective mainstream. This has become a generic term like "classical music", 
"electronic music" or "modern music". 
Important representatives of experimental music are Karlheinz Stockhausen and John Cage, who 
were able to expand the repertoire of forms and compositions of music considerably. 
 
 
 

F 

 

Form 
 
Deform. Transform. The work of Ibrahim Mahama "Parliament of Ghosts" serves as an example, 
with which a transformation and rearrangement of real objects takes place, leading to a new 
statement - and effect of these objects: 

The politics of spaces are determined by their forms-their architecture and infrastructures, or lack 
thereof-as well as by the ideas, purposes, and intentions that these forms serve. Museums, government 
buildings, railway stations, or residential quarters are approachable, habitable, frightening, or 
discomforting according to their spatial politics. These characteristics are absorbed, embodied, and 
emanated by the individuals who inhabit these spaces. 
It is possible to disrupt and subvert the politics of spaces by granting them new forms, imposing new 
meanings upon them, or divesting them of their intended significance. Ibrahim Mahama's practice of 
swathing buildings in fabric should be read within this framework. Born in 1987 in Tamale, Ghana, 
Mahama regularly envelops buildings-theaters, museums, residential buildings, ministries-in Accra and 
Kumasi.  
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The artist uses tattered jute sacks obtained from traders in exchange for new ones. The currency is 
memory. The sacks-made in Asia, distributed around the world, and used in Ghana to package cocoa, 
coffee, rice, beans, and charcoal for export to the Americas and Europe-materialize a history of global 
trade. They are forensic evidence in the artist's investigation into the worldwide manifestations of the 
capitalist economy, but they also reveal local relations among the international working class. Those 
that weave, package, load, and transport them leave their sweat, names, dates, and other coordinates 
on the sacks. The sacks become skins with scarifications that betray their sociopolitical and economic 
legacies. 
Mahama's choice of jute as an artist material, draped over buildings and concealing their features, 
continues a long history of its use as a fabric in West Africa-for window curtains, traditional costumes, 
and decoration. After collecting the sacks, a group of people the artist calls "collaborators"-mostly 
intranational rural-urban migrants-stitch together the huge jute sculptures in a convivial atmosphere. 
The spaces in which this stitching is done-be it a disused railway station, a silo, or the courtyard of his 
parents' house-inform the work: the sculpture takes the shape of its place of production as much as it 
embodies the spirit of that space. The effect is to create a new cartography of these cities, mapping 
and networking spaces based on the motives and purposes that Mahama concocts between them.    
Bonaventure Soh Bejeng Ndikung (https://www.documenta14.de/en/artists/13704/ibrahim-mahama) 

 Uniqueness 
 
 

Leading/Leader/Leadership 
 
Well, this is probably the most difficult concept to understand, because it is associated with the 
most diverse projections, mortgages and prejudices. Basically, the circles addressed here 
(creative people, left-wing liberals, artists, intellectuals, etc.) have a decidedly comprehensible 
affect when they talk about leadership. 
 
Leadership is then associated less with the principle of the pioneering role, the claim to the 
political avant-garde, but rather with the personalized authority of a leading figure. Max Weber 
already analysed this before by distinguishing the charismatic leader from the functionary in a 
leadership position.  
 
Not only because of Adolf Hitler's appropriation of the term, leaders are under general suspicion 
of seducing, acting undemocratically and being power-oriented.  
 
The term "leadership" continues to be used and accepted in the management context, but with 
it a second general suspicion. It is this suspicion which left-wing and left-wing liberals, 
intellectuals, artists and performers express towards any form of management in the sense of 
management schools. One does not want to have anything to do with this, because it 
corresponds to the spirit of capitalism and its dogma of efficiency.  
 
With this attitude, sources of power are abandoned which could serve the struggle against both 
the destructive and self-destructive forces of capitalism. It is fatal to leave the game to a system 
that is successful worldwide beyond all expectations and masses. Not to use the factors of 
success and turn back is foolish. 

https://www.documenta14.de/en/artists/13704/ibrahim-mahama
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The term "leader" can therefore no longer be used, nor do I want to use it. It is not at all about 
the personalized view of the subject "leadership". 
 
We are here at an essential interface of the whole argumentation that this dictionary tries to 
build up. This is the question: in which world and on which soil do we live and want to live? 
 
Everything that this dictionary attempts to do is aimed at relieving the concept of leadership and 
at making it accessible to the very circles addressed here. Leadership means taking on a 
formative role in society as a whole, creating obligations that can stop the catastrophic 
tendencies of capitalism and its globalization. This role does not have to be assumed by an 
individual. Groups, ideas and idea providers are also figures of dominant roles in political, social 
and economic-ecological processes, can become "leading figures". 
We use the term "leadership" because, on the one hand, it depersonalizes the subject matter 
and, on the other hand, it refers more to the principle we are talking about than the role. 
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G 

 
 

Goal-attainment 
 
Any photography of an artist in his or her atelier or of actors on their stage is showing individuals 
not necessarily enjoying themselves but certainly knowing what they do, step for step, even if the 
steps are tiny. If what they do and what they do next is not up to be welcomed as a goal to be 
attained or a step to be corrected in order to reach a different goal, which only now becomes 
imaginable, nothing happens. Artists are individuals bound by their organisms and brains in a 
way wanting to do what they do. They don’t have to like it. They don’t have to be convinced of it. 
Yet they have, in a way, to want it. In art and elsewhere human beings are involved whose 
orientation with action and situation is directed by their predictive coding of action and situation. 
They invest doubt, delay and diversion to change action, situation and themselves. Yet if there is 
nothing to be seen, to be imagined, to be wished for, to desire, they stop acting. They may stop 
thinking. They may stop knowing what they do. Yet if their body and brain don’t welcome what 
may come next, their work at least takes a pause if it not stops altogether.  ( Baecker, ein-
paradigma-der-condition-humana-angewandt-auf-kunst-und-kuenstler_innen  
http://warehouse.industries/en/entry/ein-paradigma-der-condition-humana-angewandt-auf-
kunst-und-kuenstler_innen/ )  
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H 

 

Heterarchy 
 
Heterarchy describes a decentralized organizational model in which the various subunits of an 
organization are not in a relationship of superiority or subordination to one another but are 
largely equal. Characteristics of a heterarchical organization are self-determination and self-
control as well as bottom-up decisions. 
 
The concept of heterarchy is not in complete contrast to that of hierarchy, since hierarchical sub-
processes are possible within a heterarchically integrated organization. 
 
 

(Hingabe)/Commitment 
 
Perhaps the most crucial skill, which else is learnable like everything, although the term is 
borrowed from more religious practices. Devotion means an active form of surrendering to the 
object, giving it absolute priority over other inclinations and needs. The object, the profession, 
the occupation, the activity, but also the person, the idea, the thought, the imagination are 
object forms that generate devotion in those who are able to give themselves. To be absorbed in 
the object does not mean to be lost without reflection, although other forms of devotion can 
bring this about. (--> organizational commitment) 
 
 
  

I 

 

Imagination 
 
Imagination (subversive/ maladjusted/ wild). Imagination is a central creative principle of art. The 
inner image, the inner conception of the goal, the task, the solution of problems, riddles and 
seemingly unsolvable are guidelines for the changing power of artistic work. Methods to 
strengthen the imagination, to increase the power of imagination can be found in game theories, 
the performing arts and in the design practices of creative work (design, fine arts).  
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Influence 
 
Central effectiveness of leadership. This contrasts with avant-garde concepts, which are radically 
the opposite of the classical understanding of leadership based on leader/follower. (see above) 
Leading in this context means producing and having followers, so without followers there is no 
leadership. However, this could involve a misunderstanding of the temporal dimensions.  
In the arts, influencing is an essential goal. To have influence is a signal for the validity of one's 
own art practice. This influence is made. Tapping sources that produce influence is one of the 
characteristics of artistic entrepreneurship. Andy Warhol is probably a model for the successful 
marketer and for art practice oriented towards marketing. The idea that criteria of the classical 
market (supply/demand) are thereby undermined and the mechanisms of the economic 
commodity market itself becomes the subject of influential art is the coup of the Andy Warhol 
enterprise, which the artist himself called "factory". 
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Andy Warhol, Campell Soup, Interview   

 
 

Innovation Dispatch 
  
Compulsion to uniqueness/ fulfill rules by breaking rules 
First, innovations are - in the classical understanding - product improvements (variation) and 
product novelties (innovations). Again, Schumpeter is a qualified reference when it comes to the 
entrepreneurial form of innovation. He has emphasized that innovation is the true 
entrepreneurial achievement. Only the entrepreneurial venture to bring something new to the 
market, because it is expected to generate turnover and profit, is called innovation in the true 
sense of the word (see also Musk Effect). Schumpeter's innovation economy is based on a 
'creation theory' that works with a constructivist epistemology and operates with possibilities / 
opportunities that do not occur independently of the actions created by entrepreneurs. What is 
special about Schumpeter's concept of the successful entrepreneur is that he does not act profit-
oriented but rather focuses solely on innovation. Innovation here means a combination of 
existing material. New things do not arise out of nothing, but from skillful, imaginative 
combinations. 
All this makes Schumpeter's theories significant and meaningful for the discussion of an 
artistically oriented leadership concept.   
 
 

Interest  
  
Produce attention. An essential characteristic of artistic/creative activity is not only the creation, 
the manufacture and distribution, but also the thinking along with the level of interest. Without 
consumers and perception, artistic/creative action is bottomless. The aim of the work always has 
to do with participation in existing discourse systems and the success of the action is measured 
by its perception and perceptibility.  
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Identification Processes  
  
Taking up a role. Lend a role. The possibility to speak from a position that is not one's own 
requires the strength to be able to move into other positions, to put oneself in other forms of 
perception and communication. Identification skills and the procedures that follow from them 
make it possible to make the marginalised, discriminated and forgotten noticeable and 
important as part of the work. (see also : Diversity : The commitment to create an environment 
in which the full potential of all participants can be used, namely their differences regarding 
work background, origins, experiences, age, gender, race, ethnic origin, physical abilities, 
religious beliefs, sexual orientation and others). 
 
Acting theories could be used here for non-acting activities (see also: Meisner Technique, 
Viewpoints, etc.) 
 
 
 
 
 
 
 
  

K 

 

K/composition 
 
/ Performance/ Improvisation: Individual procedures are put together (synchronisation). Bringing 
together different, non-existent, existing things in a relationship that meets certain criteria. 
These can be aesthetic, creative, social, economic and political criteria. 
 
Here, too, acting methods should be used which strive for procedures of composing as modes of 
action (composition work: "composition is a method of creating new work. Composition is the 
practice of selecting and arranging the separate components of theatrical language into a 
cohesive work of art for the stage. It is the same technique that any choreographer, painter, 
writer, composer or filmmaker uses in their corresponding disciplines. In theater, it is writing on 
your feet, with others, in space and time, using the language of theater...", in : the viewpoints 
book, anne bogart/tina landau, nyc, 2005) 
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K/Complexity Management 
 
Complexity management describes the methods of a management form that deals with 
probabilities and uncertainties, but also those issues with which complexity management deals. 
Complexity management is based on the recognition that there is a greater number of 
influencing factors than can be precisely linked within a control system. Therefore, it is necessary 
to select individual elements and place them in a defined relationship to each other. 
Complexity management, which views one's own organization as a continuously changing 
system, deals, for example, with markets, market segments, product portfolios, company 
locations and production facilities, customer inventories, work processes and IT systems. 
 
 

K/Coalitions 
 
Entering into partnerships / using the services of a third party. This has to do with the discussion 
of the term heterarchy. Non-hierarchical acting releases forces of communication, which make 
mutual influence, constant checking of one's own opinion and attitude, formation of a strength 
possible. This formation is composed of different individual strength positions and options. 
Coalitions are entered into for both limited and longer periods time. This is done in order to 
better achieve concrete goals, to enable working methods that require more than the available 
own resources, or to achieve long-term goals. Coalitions are compromises, as they also include 
partners who do not necessarily agree absolutely with the objectives of the work, but who 
pursue their own other interests within the coalition. 
 
 

K/Collaboration  
 
In the art context, these are forms of work that undermine the traditional image of the artist 
working alone and celebrate the potential of products manufactured in groups. These can be 
forms of collaboration between different artists (a historically outstanding example is the 
collaboration of Merce Cunningham, John Cage and Robert Rauschenberg during their stay at 
Black Mountain College). Another transdisciplinary example is the collaboration of artists and 
engineers at the "nine evenings" event in New Jersey in the 1960s, which was also significantly 
influenced by John Cage: 
Nine Evenings was the first large-scale collaboration between artists and engineers and 
scientists. The two groups worked together for 10 months to develop technical equipment and 
systems that were used as an integral part of the artists' performances. Their collaboration 
produced many "firsts" in the use of new technology for the theatre, both with specially-
designed systems and equipment and with innovative use of existing equipment. Closed-circuit 
television and television projection was used on stage for the first time .artists involved with 9 
evenings include: John Cage, Lucinda Childs, Öyvind Fahlström, Alex Hay, Deborah Hay, Yvonne 
Rainer, Robert Rauschenberg, David Tudor and Robert Whitman Notable engineers involved 
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include: Bela Julesz, Billy Kläver, Max Mathews, John Pierce, Manfred Schroeder and Fred 
Waldhauer. (Wikipedia)  
An example of successful long-term collaboration is the that of the three artists of Rimini 
Protokoll, which has produced a new form of theatre:  
 
"War, global market economy, capitalism, dealing with old age, dying, death; all these are the 
themes of Rimini Protokoll. By confronting documentary material with subjective experiences, 
connecting the social with the individual and expanding information with subjective perceptions, 
they challenge the individual, concrete people against the political general. By avoiding 
unambiguous theses, messages and opinions, Haug, Wetzel, and Kaegi, freely adapted from 
Godard, make less political theater than they make political theater. They avoid the idea of an 
authoritarian centre (the classic symptom of the artistic genius), work sometimes in threes, 
sometimes in twos or alone, have no fixed role attributions or division of labour, and direct less 
in the classical sense than they search for given things. Their themes and especially the people 
they find shape the production at least as much as the directing collective itself. (Miriam 
Dreysse/Florian Malzacher in : Rimini Protokoll.experts of the everyday: The theatre of Rimini 
Protokoll, Berlin 2007) 
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M 

 

Machiavellism 

 
Tbd 
 

 

Method acting 
     
Method to empathize with other ways of thinking and behaving in order to adopt them for 
specific goals. This is, so to speak, a transformation, an appropriation, the physical and emotional 
embodiment of a character. 
This method requires various methodological and interpretive activities, which extend to the 
detailed reconstruction of the target person's actions and feelings. Thus, the examples are 
legend, in which Hollywood actors transformed themselves into the characters they played. 
Robert de Niro also physically put himself into the characters he had to play. Ultimately, this is 
based on an attempt by Stanislavki to create "truthfulness" on stage, to make life on stage 
lifelike. You can also call this "empathy".  
The ability to train the ability to empathize with others is of enormous value for any form of 
acquisition or mobilization of partners, the identification of problems and the implementation of 
alternative forms of action. 
 
 

Mephisto 
 
A paradigm of leadership. It would be possible to make an entire list of just Mephistophelian 
abilities. Goethe, as the figure in history who was able to reconcile strategy and impulsiveness, 
developed with his version of Faust the secular version of a leadership principle, which is quasi 
the matrix of one's own life plan and its successful realization. Nietzsche, who in his approach to 
an aesthetic version of history sought the reconciliation of the Dionysian and Apollyonic 
principles, finds in Goethe's life an exemplary reconciliation/coupling of the conflicting principles. 
The Mephistophelian principle of negation and annihilation in order to create something new 
would also be worthy of closer examination. Schumpeter spoke of creative destruction, which 
can also be of importance in this context. 
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Multidimensionality  
 
of the material: space/ time/ technology. Particularly means the enrichment of acting with 
different layers. The dance is a good example of forms of multidirectional interaction in time and 
space. The space-creating, time-dimensioning procedure of dance forms a matrix for 
multidimensional action in general. The orientation towards a time horizon in achieving certain 
goals is coupled with a space dimension, which questions the one-dimensional linear-temporal 
orientation and reverses it. Linearity becomes a branch system, a rhizome, where branching 
occurs through encounters that were not foreseeable and are now becoming significant, etc. 
 
 

Multiperspectivity 
 
Perception - and design that is able to view the object world from different angles. The direction 
from which reality is approached is split and multiplied, so that the ambiguity of reality is 
justified. 
  
 

Musk Effect 
 
Musk is the prototype of the disruptive entrepreneur, because he operates a kind of business 
practice that is highly experimental, high-risk and experience-transcendently speculative. 
Currently he is having a horde of experts build a reusable Mars rocket (SpaceX). According to the 
principle with which he has the batteries for the Tesla assembled from existing components, his 
rocket will be extremely cheaper than the individual pieces from NASA (+ 3-D printing). But the 
Mars mission is only the marketing front: the rockets are actually intended as a business model 
for fast flights on Earth (San Franciso-Shanghai in 30 minutes (Lawler 2017)), on extremely 
curved trajectories through the stratosphere. This would be the beginning of disruption for the 
airline industry. There are other projects: the hyperloop etc. 
The Tesla car is not a car at all, but a computer on wheels. Instead of thousands of mechanical 
parts, Musk has reduced the components of his Tesla to a hundred (Burckhardt 2017: Sp. 5). This 
shows the tremendous upheaval the automotive industry will experience in addition to 
digitalization, a considerable saving of material and thus labor. Musk's ideas are changing entire 
industries: space travel, probably aviation, the automotive industry (as was previously the case 
with payment transactions: he had, with Peter Thiel, brought Paypal into the market). Whether 
Musk himself will be successful, at least for the Tesla, is not yet clear: 86000 Teslas against 
General Motors 10 Mio (Schmidbauer 2017, Sp. 3). But General Motors, like everyone else, must 
turn to the e-mobile business. This is the musk effect (which would remain even if it went into 
insolvency). 
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N                                                                                   

 
 

Networks 
 

  
  
Equality, the root of which is common participation, empowers us to overcome the difference of 
origin, of order, see also: Alexander Knorr, Bursting Bubbles, 
http://warehouse.industries/de/entry/platzende-blasen/   
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 Negative Capability 
 

A term coined by John Keats to mainly describe poetic ability, to achieve a vision of artistic 
beauty that can remain conceptually unclear and uncertain. He thereby pits philosophical 
security against artistic beauty. The term has been used time and again by poets and 
philosophers to describe the ability to describe, think and act beyond given or structured ways. 
 
  
  
 
 

O 

 

Organization 
 
"Find out what you did. Actions precede goals." – for which we are looking. "transparent" was 
the word people used when they meant "make insignificant". 
 
Nagg - Hamm's father; has no legs and lives in a dustbin. Nell - Hamm's mother; has no legs and 
lives in a dustbin next to Nagg. 
 
Organisations are trash cans, the O is a collection of several things: decisions that look for 
problems, issues and feelings that look for situations in which they can find expression, solutions 
that look for questions to which they could be the answer, and people in decision-making 
positions that look for work. 
 
We learned to plan and struggled to find the best method to achieve a random result. We were 
part of a system that was designed to handle ambiguities, but the way we did it was in itself 
ambiguous and open to far too many interpretations. 
 
We were taught that organizing meant developing grammars validated by consensus to reduce 
ambiguities through consciously interlocking actions. We agreed on what is reality and what is 
illusion. This kind of justification was called Validation by Consensus. Of course, this could be the 
biggest nonsense (when and how you were allowed to paint which walls, for example), but 
everything was to prevent confusion, which was a sure indicator of validity. Organisations were 
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nothing more than superimposed structures that nobody needed, but which were capable of 
making actions sufficiently complicated. 
 
Organisation created the illusion of imposing order, at least for a moment, on the stream of 
experience to which we as human beings are exposed. 
 
In 1997, a book entitled "Pictures of the Organization" (Gareth Morgan) was published which 
attracted a great deal of attention and is now one of the classics of management literature.    
Organisations are difficult to observe. They are considered ambiguous, complex and paradoxical. 
So how should one get an idea? 
 
Morgan proposes eight images: the organization as a machine, an organism, a brain, a culture, a 
(political) system, a mental prison, a flow and change, and a power (instrument). This is not only 
about connections within the organization, but always at the same time about its relationship to 
the outside world. 
 
Using each of these images, Morgan focuses his analysis of the nature of organizations on 
questions that the image implies, and from this he highlights both the strengths and the 
limitations of the respective metaphor. 
 
For Morgan, however, the metaphors used do not serve solely to describe, analyze and 
understand organizations in their complexity. In his opinion, images of the organization can also 
be useful for processes of change in an organization. 
 
(Morgan then continued his research and identified "New Mindsets for Seeing, Thinking and 
Managing". With his term "Imaginization" (Imagination/Organization) he combines structural 
questions of management with psychologically well-founded statements about the power 
potentials and effects of imagination). 
 
Gareth Morgan tries to do the same from the side of organizational analysis as he does from the 
art perspective for a redefinition of the leadership theme. This requires attention, as it makes his 
undertakings interesting for these attempts at redefinition. His motivation stems from the 
acknowledged fact that a form of corporatist action tending towards rigidity is confronted with a 
fundamental, speed-related increasing fluidity inherent in all fields of action. According to 
Morgan, responding to this situation without having to initiate major structural processes of 
change every time is the imperative of modern forms of organization. 
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P 

 

Participation 
 
Essential procedure for collaborative activities that take place within a hierarchically structured 
organization. 
Without participation there is no possibility to mobilise and exploit implementation energies. 
In public institutions, participation is mandatory, and in some cases is stipulated by law. Of 
course, this entails an enormous paradoxical confusion, since participation for decision-makers 
usually means using instruments that give the impression that all participants and members, 
employees and collaborators have the opportunity to participate in decision-making processes. 
As a rule, these are information events that allow the recipients to express their opinions in a 
structured way. What happens with these expressions of opinion is entirely up to the decision-
makers, and it is up to their skill to give those involved the impression that they have been heard 
and that their opinions are being taken into account in the implementation.  
The whole thing is a shadow play that pretends that there is something like a permeability of 
hierarchy.  
Various instruments in the sense mentioned above are: world cafés, bar camps  
 
 

Pataphysics 
 
patte à physique, pas ta physique and pâte à physique : the science of imaginary solutions.  
  

"La'Pataphysique est la science des solutions imaginaires qui accorde symboliquement aux linéaments 
les propiétés des objets décrits par leur virtualité."  
"Pataphysics is the science of imaginary solutions, which symbolically reconciles the properties of 
objects, described by their possibility, with patterns of thought". 
(Alfred Jarry, Gestes et opinions du Docteur Faustroll, Pataphysicia, Paris 1911 / transcription: 
zettelmann)  
 
This definition of Alfred Jarry has never lost its charm of saying everything and nothing. 
It allows diffuse studies between science and poetry while also freeing the artist from personal 
expression to establish instead the spirit of a playful laboratory. 
http://pataphysik.org/category/allgemeines/  

 
Imaginary solutions are understood as those "which symbolically assign to the basic patterns the 
properties of the objects as described by their effect". 
Theories are valued for their originality, regardless of their meaning or applicability. 
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Destruction humour 
The perpetual attempt to establish readings that are unknown. When I read Derrida and then go 
to rehearsal, ... 
 
http://pataphysik.org/willkommen-2/ 

 
Pataphysics, whose basic principle is that of equivalence, can also point to a number of 
prominent followers belonging to other fields of knowledge, such as Jean Baudrillard, for 
example, who describes pataphysics as the "highest temptation of the mind". 
 
Collège de Pataphysics 
Among the famous members of the Collège de Pataphysique are Marcel Duchamp, Umberto 
Eco, Dario Fo, Raymond Queneau and Boris Vian. From this it can be seen that pataphysics not 
only intervenes in many areas of daily life but also has a significant amount of influence on 
artists, especially writers. 
 
For example, Boris Vian was asked in a historical radio broadcast on May 23, 1959, why there are 
some pataphysical works such as "The Monologue of the Employee", which should be read lying 
on his back. 
 
Boris Vian, who in turn had come across 'Pataphysics at the age of eight or nine, had the 
following answer: "Because nobody ever thought of people reading lying down. Imagine that this 
person is freezing, but he is forced to keep his hands outside the bed when reading. Ferry's 
monologue can be read lying down, one hand outside, the other under the warm blanket, and 
you can turn the pages with one hand alternately. 
 
Boris Vian concludes with a memorable phrase that aptly characterizes the ideology of 
'pataphysics: "With diligence, I like to think of things that I think others do not think of." 
Addendum 
  
Alfred Jarry (September 8, 1873 to November 1, 1907) was a French writer, forerunner of the 
absurd theater. He became world-famous through the play "Ubu Roi" ("King Ubu") and the 
invention of 'pataphysics. The quotations in the article are all original quotations. 
https://oe1.orf.at/artikel/207504/Imaginaere-Loesungen 
Jean Baudrillard: Pataphysics 
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Ubu, the gaseous and cartoon-like state, the small intestine and the shine of emptiness. For 
here, where perhaps everything is stucco and talmi, even a tree made of wood - and this great 
bluff that lets the dough of phenomena rise - there is nothing to be said against the fact that 
the catabatic downward spiral to stucco and blah-blah began long before the form that the 
supposedly real objects have taken on today - and that everything, before it is born in the 
cancerous and imaginary state, can only be born in the cancerous and imaginary state - which 
does not prevent things from being less wrong than one thinks, that is to say... 
Pataphysics is the highest temptation of the mind. The horror of the ridiculous and necessity 
leads to enormous complacency, to the enormous farting of Ubu. 
The pataphysical mind is the nail in the tire - the world is a stinking giant bovist. The belly is 
just as much a montgolfier, a star nebula or even the perfect sphere of knowledge. The 
intestinal sphere of the sun. Nothing can be expected from death. Can a tire die? It gives up its 
tyre soul. The fart is the origin of the breath. 
The principle must be added, namely that in this way reality is destroyed. Through Ubu's 
exaggerated overestimation of himself, the will, meaning, faith and all things are brought to a 
climax where one naturally becomes aware that they consist of the breath of which one makes 
farts, of the flesh of which one makes fat and ashes, and of bones of which one makes artificial 
teeth and artificial worlds. This is not ridiculous. This is an inflation, the sudden transition into 
an empty space, which is not anybody's thinking - because there is no pataphysical thinking, 
there is only a pataphysical acid that makes life sour and makes it smell like milk, swell like a 
drowned person and explode like the pale green trunk of a weak-headed pile ghost. 
Pataphysics: Philosophy in the aggregate state of gas. It can only be defined in a new language 
that has not yet been found because it is all too evident: tautology. Even more: it can only 
express itself through its own end, that is: it does not exist. It revolves around itself and, 
without smiling, chews again the rotten incongruity of chanterelles and decaying dreams. 
The rules of pataphysics are more terrible than any other. It is a narcissism of death, a deadly 
eccentricity. The world is a vain boil of plague, a pointless wank, a madness of talmi and 
papier-mâché, but Artaud, who thinks like that, still thinks that from this tail wagged for 
nothing, a real sperm could one day shoot up, that from a caricature-like existence the theatre 
of cruelty could rise, that is, real virulence. Whereas pataphysics does not even believe in sex 
and theatre anymore. 
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There is the façade and not nothing behind it. The ventriloquist chatter of bubbles and 
intestines is absolute. Everything is smug, imaginary, an edema, a multi-limbed cancer, a song 
of mourning. There is not even the possibility to be born and to die. It is reserved for the stone, 
the flesh, the blood, for that which has a weight. For pataphysics, all phenomena are 
absolutely gaseous. Even the acknowledgement of this state, even the awareness of the fart 
and the itching and the senseless coitus is in no way serious... and the consciousness of that 
consciousness, etcetera. Without goal, without soul, without words, and even imaginary, but 
also necessary, the pataphysical pardox is simply dying. 
If Artaud, driven to the extreme by the emptiness that once again spread out before and 
around him, did not kill himself, it is because he believed somewhere in an incarnation, in a 
birth, in a sexuality, in a drama. All this on the stage of cruelty because reality could not take 
it. There was a stake and Artaud's hope was immense. At the edge of the bubble it smelled like 
a Chinese lantern [Hibiscus schizopetalus]. Ubu blew out all the lanterns with his huge fart. 
And moreover, he was convincing. He convinced the whole world of nothing and constipation. 
He proves that we are an intestinal irritation of the master of this limbo. And when he has 
farted, as you can see, everything will be solved, everything will be fine. 
We're nothing but in a state of virtual fart. The concept of reality is given to us by a certain 
state of abdominal concentration of the wind, which has not yet been released. The gods and 
the mornings that sing have emerged from this obscene gas that has been accumulated since 
the world is world and since the pyramidal Ubu digests us before throwing us pataphysically 
out into the void that is darkened by the smell of the cold fart - which will be the end of the 
world and all possible worlds... 
The humour of this story is more cruel than the cruelty of Artaud, who is only an idealist. And 
above all, it is impossible. It proves it's impossible to think pataphysically without killing 
oneself. He is, if you like, the radius of action of an unknown spherical belly, limited only by the 
stupidity of the spheres, but which becomes infinite like humour when it explodes. Out of this 
explosion of weak-headed pile spirits arises the humour, out of their sycophantic and naive 
way of returning to nature as farts and scaredy-cats - they who thought they were so clever, 
the beings, and not just gas - and one by one they put the spark to the immense humour that 
will shine at the end of the world - the explosion of Ubu itself. Thus pataphysics is impossible. 
Do you have to kill yourself to prove it? For instance, because it is not serious. But if that's 
what she's serious about... After all, to praise pataphysics, it is better to be a pataphysician 
without knowing it - which we all are. Because humor demands humor in the face of humor, 
etc. Pataphysics is the science... 
Artaud is the complete opposite. Artaud wants the reassessment of creation and birth. Like 
Soutine from his rotten beef, he tears out an image rather than an idea. He believes that if he 
punctures this abscess of witchcraft, more pus will flow, but in the end, damn it, and when the 
whole world twitches like Soutine's beef, the dramaturge can start from our bones again to 
celebrate a great serious feast where there will be no more spectators. 
The pataphysics, on the other hand, have bled to death and do not interfere. It develops in a 
parodistic universe, since it is the absorption of the spirit in itself without a trace of blood. And 
likewise: every pataphysical approach is a vicious circle in which the forms that have gone mad 
without believing in it, like crabs eaten deep in the reeds, are digested like stucco buddhas and 
spread everywhere only a faecal sound of pumice and dried-out boredom. 
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This is why pataphysics achieves such perfection of play, and because it attaches so little 
importance to everything of which it ultimately has so little. In it all solemn vanities fail, all 
figures of vanities will fail and become stone before the Gorgon Eye Ubus. In her all things 
become artificial, poisonous and lead to schizophrenia, through the rosy stucco angels, whose 
extremities unite in a vaulted mirror... Loyola - may the world perish, as long as I can control it. 
When a soul cannot resist the influence of the volutes, the spirals and printed forms of 
intoxication that are fixed at the moment of the paroxistic tartness, then it is handed over to 
the magnificent Ubu, whose smile leads all things back to their sulphurous uselessness and the 
freshness of latrines... 
This is the only imaginary solution for non-existent problems. 
Paris, 2002 

 
 

Process/Rehearsal 
 
Openness of work: artistic work as state/ permanence. It goes without saying that the 
production of an artistic product is a process, but how the product itself is to be understood as a 
process is somewhat more difficult to determine.  
Especially in the performative art terrain, rehearsals are understood as an artistic process. 
Certain practices understand the performances and the products of rehearsing as part of the 
rehearsal.  
 
For example, the works of the Wooster Group, a New York performance group that achieved 
worldwide attention in the 1980s and 1990s, were characterized by being played over long 
periods of time and undergoing many changes that extended into the constellation of figures 
and cast of roles. The group and its director Elizabeth LeCompte are still working on the 
refinement of their working principles, which are highly relevant here. 
An observer of the latest work wrote about the course of the rehearsals: 
 

...there will be no end, there is never an end, just more rehearsals, some of which an audience is invited 
in to see. Matthew, who sits beside Liz at every performance, says it is like seeing a painter finish a 
canvas, again and again. Indeed, this theater is her mind, as much as any painting is for another artist. 
Erin says she has come to realize that Liz is the one true audience. The cast and crew all see their 
opening nights as beginnings, not endings: it is the first time that the piece has ever been played 
straight through. There are no run-throughs in the traditional sense, since Liz can never resist 
interrupting. I imagine her in front of the live audiences, conducting. 
 
This then is the method, such as it is: no plan, no theory. Liz never goes in search of a new project; they 
are brought to her by her actors or else by chance. She slowly develops a piece in rehearsal, building 
everything-sound, light, video, props, costumes-at the same time, with long detours to discuss a 
constantly accumulating body of source material (a late-night movie, a used book, a half-remembered 
song) as she intuitively finds elements that might illuminate or obscure, elucidate or complicate. This is 
completely unlike a conventional show, in which the actors might rehearse for a few weeks while set 
designers do their thing at a studio and music is added later. This is everyone together, every day, for 
months, maybe years. In this case, they spend a lot of time discussing books about Eliot and watching 
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videos related to suicide and the New York underground, like the Alexander McQueen documentary or 
the infamous Lower East Side episode of Anthony Bourdain's Parts Unknown. A whole video was 
actually made in that documentary style, focused on SoHo, then discarded. The group spent a week 
"transmitting" the video of a French performance of The Cocktail Party, a "bad TV version" with a 
visible boom mic and a grip hiding behind a couch, but it is unclear whether it will ever be used. Fiction 
writing and painting have both been described as the sum of thousands of choices, as big as cutting a 
novel's ending or as small as a brushstroke, and this describes what Liz is doing as well: feeling her way 
forward, sculpting in time and scoring in space, through an endless number of micro-adjustments and 
sudden, wild insights. The whole evolves toward a form that could not have been planned, only 
discovered, but one that feels inevitable because it is totally organic, as the elements start to connect 
and a "picture" or "image" of the final piece comes into focus. 
 
(This) requires an insane amount of rehearsal, relentless in both its duration and its microscopic focus. 
When developing a show, the group works five days a week, all together in the garage. Today, group 
performers wear in-ear receivers, which play back their source recordings, and tiny mics that amplify 
and record their voices, while also watching strategically placed miniature video screens that 
sometimes are and sometimes are not showing the same footage the audience is seeing. Snatches of 
movement and speech, even individual words or sounds-a cough, a chuckle-are drilled again and again, 
to the point of madness, and a single scene might combine movement from one source, speech from 
another, and music from something else entirely. Of course, members practice and review on their 
own, but there is no real way to learn a Wooster Group "part" other than by doing it, over and over, 
refining along the way. That's why Suzzy Roche, who has been working with Liz for years-her 
performance as the devil in House/Lights was indelible-sat silently through hours of rehearsal when her 
own part was not even being performed. "You can't really just memorize it," she told me. "You're 
steeped in it. You have to be here, even when you're not doing anything. You have to surrender to the 
greater thing, which can be difficult. 
(David Gordon, The Forty-Year Rehearsal,The Wooster Group's endless work in progress, Harpers, Jan 
2020) 

 
In an interview published in the December issue of Hauser&Wirth's magazine "Ursula", the 
director talks about her principle of open-end work:  
 

early on, I didn't understand why the critics came in the first time you showed something. To me, 
coming from the art world, that was weird. But now I realize how present and immediate and time-
based theater is. If the critics miss what you're doing, if you miss that moment, then you have to wait 
for another time for them to discover who you are and what you're doing. And then they will only have 
a memory of the earlier work to connect with the present work. Visual art is different. You can see the 
same work over and over again. With theater, you see a work once and it's over. The presence of the 
audience is theater. Without that, it's not theater. I didn't understand how to work with critics early on. 
When I worked with Richard Schechner, he would say, 'I've got to go meet with so and so from The 
Times, and I'm going to tell him what the piece means.' And I was like, "Are you allowed to do that!?" 
He must've thought I was out of my mind. Right from the beginning, I thought that such a system was 
corrupt. Then I got into this thing with Richard about the fact that critics didn't have to pay to see a 
work, publications getting comp tickets and so on, and he actually went along with my thought on that. 
So we wrote to The Times and said, 'Critics are going to have to pay. I think that was the beginning of 
the end for me-they did pay, but they were very reluctant. And then I think there were aspects, from my 
very first piece, that people just couldn't understand. It's a little bit like painting, where there are 
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certain structures that some people just don't relate to, and there are other structures that they do. 
There was a structure here that critics, the main critics, couldn't seem to see. It looked like mush to 
them or something. 

(The Wooster Group: Getting Down to the Confrontation, Elizabeth LeCompte, Kate Valk and Maura 
Tierney on the Wooster Group, still radical after all these years, Ursula by Hauser&Wirth, 2019) 
 

The process of rehearsing in the theatre is probably still worthy of special attention, as it 
contains a conglomeration of working methods, procedures and methodologies that are outlined 
in detail here: "Designing, Imagining, Adapting, Improvising, Collaborating, Coalescing, 
Multiperspectivity, Changing Perspective, Method Acting, etc.". 
Analyses of rehearsals in the theatre are available and are recommended for a deeper insight in 
the leadership context. 
 
Literature, for example:  
- Annemarie Matzke, Work on the Theatre, A Discourse History of Rehearsal, Bielefeld, June 
2012                     
- MelanieHinz/ Jens Roselt , chaos and concept: Rehearsals and rehearsals in the theatre, April 
2011  
- Michael Rossié, silence please! We're rehearsing: Small manual for assistant directors,  Berlin, 
2010 
- Saffron/Sellars, Breaking the Rules, The Wooster Group, New York, 1986  
- Peter Brook, The Empty Room, Berlin, 1983  
  
 
 

perspective, Change of  
  
The ability to try out different roles (insider/outsider). In the art world, this means being able to 
take on the role of an observer of one's own work, i.e. to take up the position of the art world 
discourse system, or at least to participate in it.  
The questions "how can this work", "how can expectations be fulfilled, or if this is not the case, 
not fulfilled", "how can attention be generated", "what are the moods in the environment", 
"what is the expectation of discovery on the system", are answered and inserted into the 
production or presentation of the product.  
 
Luhmann introduces the figure of the first and second order observer to differentiate the form 
of observation.  
 
 

Preemption 
 
Visualization of future actions. The experimental playfulness of innovation becomes part of the 
innovative compulsion that is necessary for survival. 
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 Preemptive no longer means just being prepared or being able to react immediately to 
(unexpected) changes (awareness, agility, disposition), but rather anticipating the changes 
themselves before they are demanded or coerced by others (to coerce others). Instead of 
“reaction”n, there is a new form of “action”n: a setting by which others should/must orient 
themselves. Innovation is no longer an open game but rather is given a train of the necessary. 
This creates a paradox that one has to be forced to innovate in a completely new and intensive 
way, even if one has no real idea about it. The 'real idea' of disruption is the abandonment of the 
previous organisation and production. It is necessary, even if there is no new market or product 
yet. Often the media are changed: instead of distribution and retail trade now e.g. online trade 
on platforms. 
All revolutions are examples, as they are made by artists in terms of style and form, as well as 
content and presentation. Marcel Duchamp radically challenged the common concept of art with 
Readymades and Objets trouvés (bicycle wheel (1913), bottle dryer (1914) and fountain (1917)). 
In 1914, he bought a bottle dryer (Portes-bouteilles) made of iron in the Paris department store 
Bazar de l' Hôtel-de-Ville and signed it. Bicycle-wheel consists of a combination of a wheel, 
bicycle front fork and wooden stool. In the following ones, an industrially produced wire frame 
for drying bottles and a urinal are placed on a pedestal and declared art. The statement that the 
selection of an object is already an artistic work led to a wave of others that worked on an 
expanded concept of art. Obviously, it was time that the receptiveness of artists and the public 
was great enough to consume and absorb such a drastic change in the concept of art. 
A large part of Hollywood production, now the film and serial production of Netflix, Amazon, 
Apple, Disney etc., is concerned with the possible, both in terms of content as well as formally 
and technically. Here, preemption has become part of the cultural industry. 
 
 



 58 

 
 
I Robot, Her, Ex Machina  
 
 
    
Films that play through future options; Ex Machina, the love between humans and robots, Her, 
the devotion of humans to the voice of their devices, I Robot, the revolt of the robots  
 
The science fiction literature is also understood as a training program for future possibilities and 
problems of living together on earth and confronted with hitherto unknown quantities.  
Lit: e.g.: Manuela Rossini, imaginers of possible futures: Science/Fiction and the 
Posthumanization of Science and Society, December 2012 Science/Fiction: Imagineering the 
Future of the Human (monograph) 
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Prosumption 
 
Participation of customers in operational innovation processes. individualised processes in which 
customers participate. The term has emerged in the context of digitalisation and the 
development of platforms that link the production and use of software (Wikipedia, open source 
software such as Linux or browsers such as Mozilla).  
 

In his 1980 book The Third Wave, Alvin Toffler prophesized that people soon would customize the 
goods and services they consume. Through their use of networked computers, he predicted that 
consumption would become increasingly integrated with production, distribution and exchange, so 
much so that power over the production process would shift into the hands of everyday people. Mass 
industrialization and consumption, Toffler argued, would be eclipsed by self-customization led by the 
hybrid producer-consumer: what he called the prosumer.  
(Edward Comer, Digital Prosumtion and Alienation, www.ephemeraweb.org volume 10(3/4): 439-454) 

 
In art, this alludes to the more or less decisive role of the audience. Every form of art addresses 
itself implicitly or explicitly to an audience, whether this is connected with the goal or purpose 
may be left open. The audience becomes a realisation factor and thus part of the process. Works 
of art, in the performative art even more so than in the visual arts, are unrealized as long as no 
audience has been acquired. The perception of art is an integral part of art production, just as 
the purchase of the goods is part of the process of unification of the goods. The value must be 
realized, which is why the sphere of circulation is an integral part of the concept of commodity 
production (production towards ...). 
 
An interesting question is to what extent the process of prosumption presupposes the 
connoisseurship of the public or leaves it unnoticed. The current art discourse speaks rather for 
the former. The art world is a closed one that addresses a certain segmented audience, which 
not only forms a kind of following, but also has an extensive connoisseurship. The art collector 
and the subscriber are two figures that correspond to this typology.  
 
Audience and art collector, or art criticism, respectively, create an enormous pressure on 
product design in the arts. This pressure is far greater than that of consumers on consumer 
goods, for example. Due to the singularity of the artistic product, the connoisseur, gallery 
owners, exhibition organizers and critics decide far more on its success (sale/exhibition/audience 
figures) than is the case with products in other spheres of circulation and market. 
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R 

 

Reality/Realism 
    
Reality creates reality. A close relationship to reality is a decisive factor in the implementation of 
new ideas. Reality here means "need" in particular. The idea that "needs" can be created is left 
out here. More important for the leadership discussion is the emphasis on real situations, 
because leadership should change them, influence them, penetrate them.  
 
The artists who subsumed themselves at the beginning of the 20th century under the heading of 
"nouveau realisme" appeared during the end of the art of painting. They were driven by the 
conviction that the emerging mass consumption was imposing a new role on art.  

 
"a debate continued between (Yves) Klein and (Pierre) Restany as to whether the movement was a 
development of Dada, the anti-art movement of the 20s, or something entirely fresh. As it was the 
group saw themselves as something of a hybrid: on the one hand, they related both to the performance 
art and Schwitters-style junk art of Dada and its later offspring Neo-Dada, as well as contemporary 
kinetic art; on the other hand, they saw themselves as forging a brand new type of multi-media 
postmodernist art, capable of reflecting the transformation in French popular culture. 
The group viewed the world as a source from which they could take parts and incorporate them into 
their art, as a way of bringing life and art closer together. More lyrically, they aimed for a "poetic 
recycling of urban, industrial and advertising reality". They preferred "reality" to abstraction, but they 
were wary of figurative art, which they regarded as petty-bourgeois or socialist realism. " 
(http://www.visual-arts-cork.com/history-of-art/nouveau-realisme.htm) 

  
Interesting is the absolute orientation towards reality and its diversity. See also  Speculation 
 
 

Restructure  
    
Make the familiar unfamiliar, make the unfamiliar familiar. If object and subject areas have 
readable structures, it is a moment to create movement, to restructure, to give the object or 
functional area a different structure than the existing one. In poetry this process is carried out 
with the object area of language, in theatre with the dramatic text, in design with existing forms 
of subjects, objects, ways of thinking and formatting, which are adapted but also restructured. 
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Resonance 
 
"sounding, unpredictable relationship with a non-available world" (Hartmut Rosa) Resonance 
occurs when foreign, irritating things to which are added - and let in. This is about a climate that 
allows us to focus on everything that is beyond our controlling reach. The result of this process 
cannot be predicted or planned, so the event of resonance is always accompanied by a moment 
of unavailability. (see Hartmut Rosa, Resonance), see also:  "Uncertainty 
 
 

Return on investment 
 
In the corporate context, it is about the process of the return of capital invested in innovation.  In 
order to invest in the unknown and uncertain, conviction (belief in) must be present. Secondly, 
the necessary capital must be available or obtainable and thirdly, potential customers, buyers or 
interested parties must be described.  
These are three bracketed narrative fields, each with its own performance. First, the invention is 
an idea that is taken up as a possible persuasive narrative to convince others. The innovation, as 
a process of transforming the invention into saleable products, is essentially a communicative, 
performative and persuasive achievement, which is of course tested, calculated, assessed for 
trend capability and analysed using various methods. However, it remains a - strong - 
imagination/fiction until the market truth is established: the return on investment. The failure 
rate for innovations in consumer goods is between 35% and 60%, for industrial goods between 
25% and 40%, i.e. relatively high, which underlines the risk appetite of the bearers. The fact that 
narratives are used here makes the matter interesting. It points out that the development of 
something new is always linked to a narrative. Without a narrative, the new and unknown 
cannot be placed.  
Return of investment in the context of this project is intended to indicate that the outcome of 
activities associated with an expanded concept of leadership should be regarded as an economic 
benefit. This means that the goals of each action should be as clearly defined as when using 
monetary capital, which should be increased. 
Modern business strategies have become more complicated than any simple formula. Now, 
invested capital is no longer just expected to generate a return of profit in a predetermined time 
frame that more than compensates for the original investment. Elon Musk invests far more in 
research and experimentation than the profit margin of his companies would allow. Similarly, 
Amazon's profits are invested to an enormous extent in the further development and perfection 
of business structures, to which "the stock market" regularly responds with negative reactions. 
Return of investment should therefore be handled according to the context of the activity. 
Firstly, this type of profit/return can be extended over long periods of time, and secondly, return 
can be defined in various ways. The increase in the number of people involved in the 
implementation of an idea can be a measure. The attention that is achieved as well as the 
recognition and benefit for the environment and the surrounding systems of the activities can 
also be such a return. So here, too, an extension of economic calculation is necessary, which 
brings with it a "new" economy. 
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Here follows a section on Bataille and its concept of exorbitance. Instead of a lack of goods, 
Bataille assumes an abundance of goods. Instead of an abundance of needs, it assumes a lack of 
possibilities to satisfy one's own needs. On this basis he develops a general economy.  
Expenditure also means waste. Bataille wants to bring waste back into philosophical thinking so 
that it can have an innovative effect. To do so, he takes social conditions and the human way of 
life into account. Experts assume that such comprehensive or general views on economic issues 
are no longer common today. This does not mean that we should devote ourselves to them 
again 
 
 
 

S 

 

Sight /Vision 
 
Walter Benjamin establishes an enthronement of seeing as an essential method of cognition in 
order to make a synthesis between intellectual and emotive forms of perception conceivable:  
"The exact opposite of the imagination is vision. Even pure seers cannot establish a work, and yet 
seers enter into every great work of art. Visionary is the eye for becoming design, imagination 
the sense for becoming design. Visionary is the genius of intuition, fantasy the genius of 
forgetting. The perceptual intentions of both are not based on knowledge (as little as 
clairvoyance) but rather on different ways of seeing. 
Dating: about 1920/1921 (GS VI, 117f.) 
 
Imagination is the intention of perception which is not based on the intention of knowledge. 
(Dream, childhood) Pure objects of this intention are not (yet?) given. But there are other 
perceptual intentions that can be called that: Seer, clairvoyance] 
Dating: about 1922/1923 (GS VI, 49) 

 

 

Singularity 
 
The art of potentially serving (and pricing) each consumer individually requires not only a high 
degree of interdependence with the network and the cloud, but also the coupling with an 
industry 4.0 that can quickly adapt its production chains to individual customer requirements. 
The term has gained a great deal of interest and depth through Andreas Reckwitz' study "The 
Society of Singularities". 
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Reckwitz notes an epochal change in the self-understanding of the subject's social role in the 
present day: There is a loss of what is generally binding and reliable. This is due to the influence 
of the Internet and social media, as well as the tendencies towards self-improvement inherent in 
post-industrial society through the loss of traditional constants of work and an accompanying 
intellectualization. This loss is replaced by strategies of isolation, highlighting, profiling, wanting 
and having to be unique, all of which leads to the various forms of singularization of individuals 
as well as groups. 
Of course, this leads to opportunities, but also to problems in terms of mobilizing people and 
groups of people. Clear markings of interest, goals and commitment are necessary, but these 
markings must stand out from others. The fact that the problems of climate change have 
brought about a strong mobilisation among young people all over the world is due to the special 
nature of the forms of articulation, not to the drama of the content (Greta Thunberg as a unique 
leading figure, student demonstrations, markers such as "Friday demonstrations", various unique 
activities of the leading figure (crossing the Atlantic, appearances on large panels of world 
politics (WEF, UNITED NATIONS, parliaments, etc.)). 
This results in a plan of action that has to emphasize the uniqueness of the action in particular. 
 
 

Speculation  
     
Bet on the game / on several cards.  Speculation, like imagination, is a concept that gives the 
impossible, the unthought, the otherworldly a chance. Spaces of possibility, dreams, fantasies 
and fictions play a major role in speculation. Armen Avanessian has introduced the term 
speculation into philosophy and with his publishing programme has collected contributions to a 
new kind of realism, which he calls "speculative realism". 
The publishing program opens with the following statement: 

 
"Signum of these approaches is their positive relationship to ontology and a renewed affirmation of 
metaphysics. Last but not least, it is a matter of reassessing the concept of the speculative. To 
understand speculation as groundless ultimately means to surrender to the given, instead of 
discovering new possibilities in the present. It is precisely the speculative dimension of philosophical 
thought that makes it possible to think new or to rethink the old." 

 
With such a refined program of a philosophy that focuses not on the human being as the center, 
but rather the things and objects and living beings of reality, a line of thought is pursued that is 
object-oriented and alchemistic: 
 
 "to describe the transformation of one entity into another, to sketch the way in which they seduce or 
destroy both humans and non-humans”. (Graham Harman) 
 

Speculative realism wants to give reality back its autonomy. 
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T 

 

Transformation 
 
Transforming, the alchemistic part of artistic practice. Material becomes form, text becomes a 
living social and plot structure, notations become sound, colours become images, etc. All art is 
transformation. Ideas become form and words become linguistic structures that evoke or create 
emotions. This process of transformation is, on the one hand, a secret of coincidences (person, 
circumstances, drives of different origins, psychological pressure, will, etc.), but, on the other 
hand, it is bound and wrested from the material. 
Transformation/Conversion: again we are also on the subject of destruction. For something new 
to emerge, it may be necessary to destroy what already exists to create space, to give space and 
to make new forms possible. Transformation also includes the processes outlined under the 
theme of "misappropriation" (exaptation). Redefining, regrouping, dislocating materials that 
serve a specific purpose are forms of transformation, which creates new, previously untried 
contexts. 
Richard Long uses found materials such as driftwood, stones, etc. to form temporary works of art 
that are left to natural weathering or erased by transfer activities. 
 
  

 
Stones and Flies: Richard Long in the Sahara Trailer 
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Transcend 
Crossing borders, tearing them down, ignoring them. Transcending laws, rules, formatting and 
forms. Transcending, too, is a way of bringing to bear something new and hitherto unknown 
even to the authorship. Each crossing of a border is the entering of a new territory. In the visual 
arts this means formats, design principles and other agreements such as space and design, in 
theatre it means space and transformation principles (text - figure/play), in film imaging 
processes, etc. 
 
 
  

U 

 

Uncertainty 
 
 (allow and produce) Inside (process)/ outside (product/perception) 
The following are terms and chains of terms that describe less states than the desired logic of 
the situation. Thus, uncertainty is not only the accompanying symptom of all activities, the 
course and outcome of which cannot be anticipated, let alone expected. It is also a state that 
fuels and permanently sustains the search for possibilities, ways out, exits, forms of action and 
objectives. Insecurity is a source of strength.  
In the production process of theatre, "uncertainty" is a working instrument that prevents the 
routinisation of procedures. Routine, recallability of attitudes and ways of acting are considered 
fatal, because the liveliness of the processes is prevented by prefabricated or routinized forms. 
 
 

Unsecureness 
 
 (creating)/doubt (sowing) Inside (working condition)/ outside (questioning: suspicion building) 
 
 

Übersetzen/Translate 
 
/ Composing. Material into non-material, factual into non-factual, intellectual into sensual 
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Urgency  
 
central term for the development of a different understanding of leadership. This is less about 
leadership than about the ability to identify and mobilise the pressing issues and problems. 
Urgency is an attitude and not just a finding. On the basis of urgency, priorities are set, and 
exclusion procedures are justified.  In management and marketing, it is used to limit the 
importance and timeliness of options for action. We use the term to refer to the state of the 
world and introduce leadership as a motive for action based on responsibility for the big picture. 
    
 

Übergriffigkeit/ Evasiveness 
  
Develop and carry out the appropriation attitude. Not shying away from invading foreign 
territories that are apparently occupied. Encroachment is a positive principle of self-
understanding, which rightly acts not to include its own territories in its actions while callling 
upon and inviting people to participate in a movement. 
Take Bertolt Brecht, for example, who made no secret of helping himself to other writers and 
allowing himself to be influenced. The history of the arts is also that of the appropriation and 
formation of chains of events.  
Bertolt Brecht explains the fact that in the edition of songs for the "Threepenny Opera" he 
mentions neither the name of Francois Villon nor that of the translator Klammer, although 25 of 
the 625 Brecht verses are identical to Klammer's translation.  
Brecht considers the idea of an "authentic art" in a capitalist society to be obsolete. In his 
opinion, the possibilities of technical reproduction of a work of art make the question of its 
"authenticity" obsolete. 
This view follows the views formulated by Walter Benjamin based on a fundamental change in 
media reality. With 'technical reproducibility', the 'here and now of the original', its 'aura', (see 

 Aura ) is lost. The flipside of this loss is the 'mass reproduction' of the original, which makes it 
possible to 'update the reproduced' and in this way to meet the needs of the 'recipients' in their 
respective situations.   
Contemporary art knows the theme of 'reference' and 'quotation', which are pronounced (and of 
course also unspoken) plagiarism and overwriting as methods of dealing with the already 
existing. 
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Practices of the painter Sven Drühl: 

taz: Mr. Drühl, you compare your working method as an artist with that of a DJ. For a landscape 
painter like yourself, that's rather unusual.  
Sven Drühl: Something new in the field of landscape painting arises for me primarily through the 
references to which I refer. For example, I take a part of a painting by André Derain, a part of a work by 
Caspar David Friedrich, mix everything together and a painting by Sven Drühl emerges. In the end, I 
don't paint mountains in the narrower sense, but rather a commentary on mountain painting. 
 
And that immediately makes you a DJ painter?  
I am a child of the nineties. When I began studying art in 1992, the debate about postmodernism was 
very much in vogue, and you've read the whole French community from Jean Baudrillard to Michel 
Foucault. Postmodernism is about mixing different styles, and postmodern architecture, for example, 
combines references from the Baroque Era with hypermodernism in a single building. I worked a lot in 
clubs back then, behind the counter, and then I was impressed by DJs who mixed music together in this 
postmodern sense. For me as an artist, it's similar to a DJ mixing Kraftwerk with Whitney Houston, for 
example. 
( https://taz.de/!5435215/ ) 
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Unruhe/ restlessness, productive 
 
This new kind of "change breaks rigorously with the existing", but at the same time "does not 
allow a fixable goal to be identified". 
Visions are formulated that merely represent stopping points. These breakpoints no longer serve 
to measure or control the progress of a project and the achievement of a goal. Above all, they 
are junctures where top management must decide again and again whether it can stay with the 
chosen direction and the previous goals. It is not surprising that one of the methods used to 
cope with this ambiguity-burdened approach is called storytelling (ditto). 
 
Once again, we reach the interface where agile leadership becomes congruent with staging in 
the theatre: 
 
Annemarie Matzke describes the rehearsal method documented by Brecht in his model 
productions like this: The "disturbance" and the "problem" are central moments of the work process. 
In this context, Brecht speaks of explosions, "[...] which occurred during the development of the model 
itself [...]. The task of the person who works with the model is now to "find the balance in which the 
irreconcilable truth announces itself as a disturbing factor, as something that does not fit into the concept, 
as something that one would like to leave out because it damages the line. The accident, the mistake and 
the blasting are therefore necessary and unavoidable. The "isolated artistic invention" is not the basis of 
the theatre production, which starts anew each time, but the goal is a progress of the artistic work, which 
follows a different temporal concept. Not the random, uncontrollable individual act, but a production in 
the consciousness of the preceding; not a linear, continuous process of development, but a change in 
"steps" and "jumps". With the model, the concept of producing also shifts: unlike the idea of a product 
that sets an end point, the model is designed for a future. The layers and phases of rehearsal work on a 
concrete production also apply to work on theatre in general. Starting from the past, one must overtake 
one's own standards as a "negation of the existing". In such thinking, art progresses towards an ever 
better way of playing. "Production is always the unpredictable," Walter Benjamin quotes Brecht, "you 
never knows what will come out of it." (Matzke, Arbeit am Theater, p. 183) 

  
 
 

 V 

 

Vagabonding/swaying 
 
The figure of the flâneur in Walter Benjamin and Baudelaire. 

"The crowd is his domain... His passion, his profession, is to woo the crowd. For the perfect flâneur, for 
the passive observer, it is a tremendous pleasure to dwell in the crowd, in the billowing, in the 
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movement, in the fleeting and the infinite. To be outside one's home and yet to feel at home 
everywhere; to see the world, to be at the centre of the world, and to remain hidden from the world: 
these are some of the least of the pleasures of these independent, passionate, unbiased spirits that 
language is only awkwardly able to define.  
…. 
So, he walks, runs and searches. What does he seek? Certainly: this man, ..., gifted with an active 
imagination, who always travels through the great human desert, has a higher goal than a mere idler, 
another, more comprehensive goal than the fleeting pleasures of the moment. He is looking for that 
something which I would like to call modernity, for there is no better word to express the idea in 
question. For him, it is a matter of detaching from fashion what it may contain in the poetic in the 
historical, in the ephemeral in the eternal.  
…. 
Modernity is the passing, the vanishing, the accidental, is half of art, the other half of which is the 
eternal and irreversible. 
(Charles Baudelaire, The Artist and Modern Life ,p.298, Leipzig, 1990) 
 

This 19th century arabesque, rooted in genius and heroic ideas, provides the first approaches to 
an aesthetic practice of strolling and picking up on random events and stimuli, as the stylistic 
figures of today's poets such as Peter Handke also formulate. Vagabonding, strolling in the large 
cities and walking in nature as forms of writing and poetry. 
Michel de Certeau pursues a far more modern approach, which can be used for these 
investigations. In his work "The Art of Action", in which the practices of "consumers" are 
investigated, the attempt is made not to think from the point of production, but to make the 
handling of products the core of the analysis of "tactics and strategies, poetics and rhetoric, 
tricks, feints and lists of consumers". 

 
 "The walking behaviour plays with the layout of the room, however panoptical it may be: it is neither 
framd (it does not move elsewhere) nor conforming (it does not derive its identity from it). It objectivity 
and ambiguity in it. It allows a multitude of references and quotations to penetrate it (social models, 
cultural customs, personal factors). In doing so, it becomes the result of a series of encounters and 
occasions that constantly change it and make it the emblem of the other, that is, a colporteur of that 
which misleads, crosses or seduces its path. All these different aspects contain and define rhetoric.  
In his analysis of how to deal with spaces, this "modern art of everyday expression", J.-F. Augoyard 
discovered two basic stylistic figures in particular: the synecdoche and the asyndeton. I believe that the 
predominance of these two complementary poles reveals the formal nature of these practices. The 
synekdoche consists in "that a word is used in a meaning that is part of another meaning of the same 
word". In essence, it thus denotes a part rather than the whole to which that part belongs. For 
example, in the expression "I don't know where that important head has gone "* the head stands for 
the human being; ... the asyndeton is the omission of connective words, conjunctions and verbs in a 
sentence or between sentences. In the same way, when walking, the space crossed is selected and 
broken down into parts; the asyndeton skips the connections and whole parts, it omits them. From this 
point of view, therefore, every walking jumps or hops like a child "on one leg". It omits all subjunctive 
places; it completes the ellipse." 
(de Certeau, Art of Action, Berlin, 1988, p.194 )   
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Von Trier, Lars 

 
Five Obstructions. An attempt to undermine and deconstruct mastery. Methodical procedure to 
undermine mastery and tempt to non-routine procedures. The author invents situations and 
tasks that seem to be contrary to the working methods of the master. These situations and tasks 
were avoided in order to release forces that exist beyond the successfully practiced ones. 
 
 
 

W 

 

Wettbewerb/ Competition 
 
The notion of competition is strangely harmonious, but highly asymmetrical: it emphasises that 
some companies prevail over others in the markets. The fact that the losers lose out in the 
process remains unexposed. The economy is an optimistic and euphoric science that does not 
calculate insolvencies. Schumpeter, on the other hand, does not let the destructive side of the 
equation be left out. Schumpeter analyzes competition as a process, and in a special way that 
emphasizes the dynamics of innovation. Because what is destroyed is the older innovations that 
are outstripped by new ones. It is not just about continuously outbidding (an exposure of what 
we call 'progress'). It is also about the partial disappearance of those that have been outbid and 
whose performance no longer remains profitable and vital for the market. It is a substitution 
process in which not only the best wins, but the worse is eliminated. 
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Z 

 

Destruction / Zerstörung 
 

"This evolutionary character ... is not simply due to the fact that economic life takes place in a social 
and natural environment that is changing and, through its changes, alters the dates of economic 
activity. This fact is important and these changes (wars, revolutions, etc.) often also cause changes in 
industry, but they are not its primary driving force. Nor can this evolutionary character be attributed to 
a quasi-automatic increase in population and capital, or to the monetary system, which is exactly the 
same. The fundamental drive that sets the capitalist machines in motion and keeps them running 
comes from the new consumer goods, the new methods of production and transport, the new markets, 
the new forms of industrial organization that capitalist enterprise creates ... The opening of new, 
foreign or domestic markets and the organic development from the craft workshop and the factory to 
such corporations as the U.S.Steel illustrate the same process of industrial mutation - if I may use this 
biological expression. This incessantly revolutionises the economic structure from within, incessantly 
destroying the old structure and creating a new one. This process of <creative destruction> is the 
essential fact for capitalism" (Schumpeter 1993 (1943): 136 ff.) 

 
With Walter Benjamin there is the motive of a " new, positive concept of barbarism (...). For where 

does poverty of experience bring the barbarians? It leads him to start over; to start anew; to get by with 
little; to construct from little, looking neither left nor right. Among the great creators there have always 
been the inexorable ones who first made a clean slate. Because they wanted a drawing table, they were 
designers.” (experience and poverty) 

 
The motif of destructive character is introduced in the same lucid way:  
 

"It could happen to a person that, looking back on his life, he would come to the realisation that almost 
all the deeper ties he had suffered in him came from people whose "destructive character" all people 
agreed on. He would one day, perhaps by chance, come across this fact, and the harder the chock that 
is given to him in this way, the greater his chances of showing the destructive character. 
  
The destructive character knows only one slogan: make room; only one activity: clear. His need for 
fresh air and free space is stronger than any hatred. 
The destructive character is young and cheerful. For destruction rejuvenates, because it removes the 
traces of our own age. It cheers up, because every removal means a complete reduction, even 
eradication of the destructive person's own condition. Such an Apollonian image of destruction is all 
the more evident when we realize how enormously simplified the world becomes when it is tested for 
its destructiveness. This is the great bond that embraces all that exists in harmony. It is a sight that 
gives the destructive character a spectacle of deepest harmony. 
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The destructive character is always fresh at work. It is nature that dictates the tempo, indirectly at 
least, for he must anticipate it. Otherwise, it will take over the destruction itself. 
There is no image in mind for the destructive character. He has few needs, and that would be the least 
of his needs: to know what will take the place of the destroyed. First, for a moment at least, the empty 
space, the place where the thing stood, where the victim lived. Someone will be found who needs it, 
without taking it. 
The destructive character does his work, he only avoids creative ones. Just as the Creator seeks 
solitude, the destructive must constantly surround himself with people, with witnesses of his 
effectiveness. 
The destructive character is a signal. Just as a trigonometric sign is exposed to the wind from all sides, 
he is exposed to talk from all sides. To protect against it is pointless. 
The destructive character is not at all interested in being understood. He considers efforts in this 
direction to be superficial. Being misunderstood can do him no harm. On the contrary, he challenges it, 
as the oracles, these destructive state institutions, have challenged it. The most petty-bourgeois of all 
phenomena, gossip, only comes about because people do not want to be misunderstood. The 
destructive character can be misunderstood; it does not encourage gossip. 
The destructive character is the enemy of the case man. The case man seeks his comfort, and the case 
is its epitome. The inside of the case is the velvet-lined track he has pressed into the world. The 
destructive character even blurs the traces of destruction. 
The destructive character is in the front of the traditionalists. Some pass on things by making them 
untouchable and preserving them, others pass on situations by making them manageable and 
liquidating them. These are called the destructive ones. 
The destructive character has the consciousness of the historical man, whose basic effect is an 
indomitable distrust in the course of things and the readiness with which he notices at any time that 
everything can go wrong. Hence the destructive character is reliability itself. 
The destructive character sees nothing permanent, but that is precisely why he sees ways everywhere. 
Where others meet walls or mountains, he sees a way there, too. But because he sees a way 
everywhere, he also has to clear the way everywhere. Not always with brute force, sometimes with 
more refined methods. Because he sees ways everywhere, he himself is always at the crossroads. No 
moment can know what the next one will bring. 
 He lays the existing in ruins, not for the sake of the ruins, but for the sake of the path that passes 
through them. 
The destructive character does not live from the feeling that life is worth living, but that suicide is not 
worth the effort". 
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Y 

 

Yes Lab 
 
The Yes Men offer a variety of strategic and practical support, which can be used to format your 
own actions in the sense of "identity correction". Here: through the Yes Lab 
 
https://youtu.be/9MLG60PA2aI 
 
 
 
 
 
 
 
 
 
 
 
 
 
  

https://youtu.be/9MLG60PA2aI
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Liebl, F. / Düllo, Th. (2015): Strategie als Kultivierung, Berlin: Logos 
Meyer, J.U. (2017): Digitale Disruption: Die nächste Stufe der Innovation, BusinessVillage 
Priddat, B.P. (2008): Wie konstruiert man innovative Akteure in der Ökonomie? S. 1-24 in: 
Priddat, B.P. / Seele, P. (Hrsg.): Das Neue in der Ökonomie und im Management, Wiesbaden: Gabler 2008 
Priddat, B.P. (2014): Homo Dyctos. Netze, Menschen, Märkte. Über das neue Ich: market-generated identities, Metropolis: 
Marburg 
Priddat, B.P. (2015): Unternehmer: Investition und Rhetorik, in: derselbe: Economics of Persuasion. Ökonomie zwischen Markt, 
Kommunikation und Überredung, Marburg: Met-ropolis, 2015, 265- 287 
Priddat, B.P. (2016a) : Erwartung, Prognose, Fiktion. Zur Epistemologie des Futur in der Ökonomie; Marburg: Metropolis 
Priddat, B.P. (2018a): Erwarten, Vorstellen, Entscheiden. Zeit und Fiktion. In: Ötsch, O.P. / Graupe, S. (2018) (Hrsg.): Bildlichkeit 
in Philosophie und Ökonomie, Metropolis (im Er-scheinen) 
Priddat, B.P. (2018b): Fiktion als bestimmtes Imaginäres. Literaturtheorie und Ökonomie. Das Wolfgang Iser-Konzept, in: 
Wagner-Engelhaaf, M. (Hrsg.): Mythen und Narrative des Ent-scheidens, Göttingen: Vandenhoek&Ruprecht (in Planung) 
Reckwitz, A. (2012): Die Erfindung der Kreativität: Zum Prozess gesellschaftlicher Ästhetisie-rung, Berlin: Suhrkamp 
Reckwitz, A. (2017): Die Gesellschaft der Singularitäten, Berlin: Suhrkamp 
Rickens, Chr. / Sommer, U. (2017): Gier frisst Zukunft, 48 – 53 in: Handelsblatt , Wochenende 10./11./12. 11. 2017, Nr. 217 
Röpke, J. (2002): Der lernende Unternehmer, Zur Evolution und Konstruktion unternehmeri-scher Kompetenz, Marburg: Mafex 



 77 

Rustler, F. (2017): Denkwerkzeuge der Kreativität und Innovation, Midas Management Vlg. 
Schäfer, U. (2017): Das Silicon Valley hat keine Ahnung von Familienunternehmen, 27.9.2017, 
https://www.linkedin.com/pulse/das-silicon-valley-hat-keine-ahnung-von-ulrich-schäfer/?trk=eml-
email_feed_ecosystem_digest_01-recommended_articles-4-
Unknown&midToken=AQGg9tOd4l7xqg&fromEmail=fromEmail&ut=3-wFRtWjvL97Y1 (zuletzt 25.11.2017) 
Schmidbauer, J. (2017): Tesla enttäuscht beim Model 3, in: Süddeutsche Zeitung Nr. 228, 4.10.2017, S. 15 
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