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Inn 1994, I attended a performance of Peter Brook's The Man Who.1 In 
thiss theatre performance, four actors embody thirteen cases of neurological 
disorder.. I was drawn into the world of persons suffering from autism, 
Korsakoff'ss syndrome, amnesia, epileptic memory, Tourette's syndrome and 
manyy other ailments. 

Inn presenting these diseases as forms of embodiment that are both 
subjectivelyy profound and symbolically significant (rather than statistically 
measurablee external attacks on the biochemical organism), The Man Who 
doess justice to the brilliant medical studies of Oliver Sacks on which it is 
based.22 Furthermore, in demonstrating unexpected relationships between 
particularr variations of embodiment and ways of perceiving the world, The 
ManMan Who tackles some remarkable implications of the 'located-ness' of the 
actt of looking from within a particular body. 

Ass performed in The Man Who, these cases present the body as the 
veryy medium though which a vision of the world comes into being. The 
theatricall exposition of these neurological cases, therefore, does not simply 
offerr a demonstration of how things are (with these patients), it contains 
ann argument as well. The Man Who can be read as a critique of the strict 
divisionn between vision, the body, and the other senses typical of the modern 
understandingg of self, of the world, and of the theatre. For this reason, The 
ManMan Who is exemplary for both the subject of this study - dissecting visuality 
-- and for my object of analysis- the theatre. 

Thee Body Seeing — In the theatre, people gather to see other people perform. 
Thee simultaneous presence of both performer and audience is usually consi-
deredd to be a fundamental characteristic of the theatre event, and crucial to 
thee strong effects it can produce. The performer is 'live' - is present right 
theree - before the eyes of the audience; a living body exposed to our look. 
Onn the contemporary stage this body seems to be more present than ever. 
Breakingg theatre conventions, performers offer us glimpses (or more) of 
'themselves'' as living, breathing beings, by standing literally or figuratively 
nakedd before our very eyes. One is able to see all of them, to see right 
throughh them, and to feel what they feel, sensing the physical reactions of 
thee body seen on stage as though they were one's own, or so it seems. 

Thee body on stage draws a lot of attention, not only from the audience 
butt also from theorists. What is more, the powerful and fascinating presence 
off bodies on stage appears to be capable of capturing the attention of both 
audiencee and theorists to such a degree that the other bodies present -
thosee of the audience - are almost or completely forgotten. The theoretical 
attentionn paid to bodies seen on stage produces a body of knowledge that 
testifiess to a growing awareness of the way bodies are involved in meaning 
productionn on stage, and of the way bodies seen there are products of culture 
ratherr than natural givens. At the same time, this body of knowledge bears 
witnesss to a rather disembodied notion of what it means to see these bodies. 
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Itt is precisely this disembodied notion of vision that allows for a con-
flationn to take place between what is seen and what is present 'over there.' 
Thiss disembodied notion of vision supports the tendency to take what is seen 
forr what is over there, and to understand the strong effects thus experienced 
ass resulting exclusively from the body present on stage. What is left out, 
then,, is the relation between the body seen and the body seeing. The latter is 
leftt in the dark, 'just looking.' Absorbed in the object of their attention, these 
bodiess seeing and theorizing about the bodies on stage are conspicuous by 
theirr absence. This absent body, or this body seeing, will be my concern. 

Locatin gg Visio n — A new or renewed focus on questions of vision in a wide 
varietyy of fields has begun to open our eyes to the complexity of what easily, 
butt mistakenly, is taken for granted as 'just looking.' Martin Jay suggests that 
thee fascination with modes of seeing and the enigmas of visual experience 
mayy well be a token to a paradigm shift in the cultural imaginary of our age: 
"Whatt has been called the 'pictorial turn' bids fair to succeed the 'linguistic 
turn'' so loudly trumpeted by twentieth-century philosophers" (Jay 1996: 3).3 

Thiss does not imply, however, a simple reversal of the word-image 
oppositionn - that is, the replacement of the linguistic and the discursive by 
thee pictorial and the figurative - but rather its replacement with a more 
complicatedd account of the ways viewing and reading, the linguistic and the 
visual,, are intertwined. The pictorial turn reflects the lesson of the linguistic 
turnn "to attend to the constituted rather than the found quality of seemingly 
naturall phenomena" (Jay 1996: 3). As Stephen Melville observes, the 
growingg interest in the visual has typically taken the form of a critique of 
vision,, "a systematic suspicion of the apparent transparency and naturalness 
off vision" (Melville 1996: 103). 'Just looking' appears to be far more 
complicatedd than the expression might first suggest. 

Thee work of leading critics like Martin Jay and Stephen Melville quoted 
above,, as well as that of Rosalind Krauss, Kaja Silverman, Michael Fried, 
Jonathann Crary, Hal Foster, Norman Bryson, Jacqueline Rose, Mieke Bal, 
Barbaraa Maria Stafford and W.T.C. Mitchell, have made it increasingly clear 
thatt ways of seeing are historically determined and culturally mediated. What 
seemss to be just 'there to be seen' is, in fact, rerouted through memory and 
fantasy,, caught up in threads of the unconscious and entangled with the 
passions.. Vision, far from being the "noblest of the senses" (Descartes), 
appearss to be irrational, inconsistent and undependable. More than that, 
seeingg appears to alter the thing seen and to transform the one seeing. Not 
onlyy are words and images intertwined in many ways, but so too are the one 
seeingg and what is seen. 

Growingg awareness of the inevitable entanglement of vision with what 
iss called 'visuality' - the distinct historical manifestations of visual experien-
cee - draws attention to the necessity of locating vision within a specific histo-
ricall and cultural situation. This is a situation in which what we think we see 
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is,, in fact, the product of vision 'taking place' according to the tacit rules of 
aa specific scopic regime and within a relationship between the one seeing 
andd what is seen.4 

AtAt this point, visual theory presents a welcome complement to theories 
off experience and meaning production in the theatre. Visual theory allows for 
aa reconsideration of the directness, immediateness, live-ness, presence and 
'theree to be seen' character of the theatrical event in terms of a relationship 
betweenn audience and performance as the effect of culturally inflected visual 
practices.. By drawing attention to the ways in which what we think we see is 
mixedd up with desires and repressed fears, with tradition, expectations and 
culturallyy determined preferences, visual theory exposes the ways in which 
culture,, history, race, class and gender (to mention but a few) are involved in 
'justt looking' at what is 'there to be seen' on stage. 

AtAt the same time, the theatre presents an excellent 'theoretical object' 
forr exploring an aspect of the 'located-ness' of vision that tends to get over-
lookedd in the booming business of theories of vision and visuality. Theatre, as 
ann event that involves the simultaneous physical presence of both performers 
andd audience in shared time and space, points to the need to reconsider the 
bodyy as the locus where looking 'takes place.' The 'being there' character of 
thee theatrical event invites a reconsideration of what we think we see as the 
productt of bodies involved with the world through different perceptual 
systemss simultaneously. This is not to conceive of bodies as something 
'natural'' as opposed to their cultural and historical frames. Instead, to recon-
siderr the role of bodies in the activity of seeing means to direct attention to 
thee intertwining of visuality, which consists of the social "thickness of the 
visual,"" with one's condition of being a body in the world (De Bolla 1995: 
285).. Such a reconsideration engages with seeing as an activity that takes 
placee at the intersection of the physical possibilities of bodies and how these 
aree shaped by cultural conditioning. 

Dissectin gg Visualit y in the Theatre (1) > The Anatom y of 'Jus t Looking ' 
—— I have given this study the subtitle Dissecting Visuality in the Theatre. I 
havee done so, in the first place, because I will approach bodies seeing in the 
theatree through a 'dissection' of the discursive determinations that produce 
seeingg as 'just looking.' Here, dissecting means to take apart, to analyze, and 
too examine how 'just looking' is produced. 

II will perform this dissection by means of a series of confrontations 
betweenn theatre performances and texts. Some of these texts are about 
theatree (Lehmann, Fuchs, Feral, Fischer-Lichte, Elam, Martin). Other texts 
originatee from other disciplines like psychoanalysis and its feminist critique 
(Freud,, Lacan, Silverman, Grosz, Gallop), visual theory (Crary, Fried, Jay), 
semioticss (Barthes, Benveniste) and philosophy (Deleuze and Guattari). I read 
thee theatre performances and the texts alongside one another, confront them 
withh one another and read them through one another. The texts under 
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discussionn are not meant to explain the theatre performances. Often it works 
thee other way round. The theatre performances are a means to question the 
theoreticall texts and expose the assumptions underlying them. 

Theatree performances function as my theoretical objects.5 I consider 
themm instances of thought embodied in the artistic discourse of the theatre. 
II demonstrate how they can be red as theoretically meaningful statements. In 
thiss artistic discourse, thought 'moves' in different ways than in the theoreti-
call discourse of the academy.6 Each discourse has its own possibilities for 
showingg and telling, for taking its audiences along, and for making these 
audiencess move in response to the address presented to them. My aim is to 
makee these differences productive. 

Inn this process of dissection, a series of concepts from Mieke Bal's 
narratologyy will serve as my analytical tools. Focalization, the subject of 
vision,, the metaphor as 'searchlight,' and the concept understood as meta-
phorr covering a story (in part I), the navel (in part II) and the gesture as 
discursivee act (in part II and III), mediate in my readings of the theoretical 
andd theatrical texts, and in the confrontations between them. 

Bal'ss concepts help me to read texts and theatre performances for what 
theyy do. These concepts help me to interpret texts and performances in the 
sensee of entering into their effects: how they proceed and what, as a result, 
theyy do to a reader. Bal's concepts help me to understand the meaning of 
bothh theatre performances and theoretical texts in terms of address and 
response.. This relational character for which Bal's concepts allow, or even 
demand,, will be important in bridging the gap between the one seeing and 
whatt is seen suggested by 'just looking.' 

Ball also inspired my use of the term 'reading' to describe seeing as 
ann activity of which what we think we see is the effect. Seeing as reading 
representss a first step towards an understanding of 'just looking' as the effect 
off some kind of interpretation that results from the way bodies process 
perceptionss against the backdrop of a frame of reference. The nature of this 
processs is the central question of this study. 

Dissectin gg Visualit y in the Theatre (2) > Performin g Analysi s — The theatre 
performancess that I have chosen to be my theoretical objects all present 
criticall engagements with questions of visuality. This is the second reason 
whyy my project is titled Dissecting Visuality in the Theatre-, it presents an 
accountt of such 'dissections' as they have actually taken place in the Dutch 
andd Flemish theatre of the '80s and '90s of the 20th century.7 

Inn their own way, these performances raise questions and propose 
answerss concerning what is at stake in seeing, how we see what we see and 
inn what way bodies might be involved in seeing. Often, these performances 
aree quite explicit about their status as a theatrical sign. Many of these 
performancess use retheatricalization as a strategy to expose the relation 
betweenn what is seen and the bodies involved in seeing it as such.8 These 
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theatree performances also contain self-critical reflections on the semiotic 
habitss that make up the discourse of the theatre. In The Man Who, for 
example,example, no attempts are made to conceal the fact that the same actor 
embodiess different patients or that the actor represents the patient rather 
thann being one. Consequently, the performance as a whole seems to double 
thee explanatory gestures of the doctor represented within the individual 
scenes.. This doubling turns the explanatory gestures of the doctor into a set 
off revealing gestures which show the truth-speak of medical discourse to be 
aa particular type of performance rather than objective observation of 'how 
thingss are.' At the same time, the reality of the actor (as distinguished from 
thee character represented) is shown to be part of the discursive argument 
presentedd by the performance, rather than a 'real' or 'authentic' presence. 
Thee performance can thus be read as an argument about making meaning in 
thee theatre as well. 

II call these theatre pieces 'theatre performances' instead of either 
'theatre'' or 'performance.' In doing so, I choose to combine two terms 
thatt for a long time have been (and sometimes still are) considered to be 
opposites,, even antagonists. I choose to do so to describe a theatre practice 
wheree this opposition is no longer productive. On the contrary, reiterating this 
oppositionn seems to get in the way of understanding how, in much Western 
Europeann theatre of the last decades, the influences of performance have 
beenn incorporated to a point where this has changed the whole notion of 
theatre. . 

Theatree makers and groups like Jan Fabre, Fura dels Baus, Raffaelo 
Sanzio,, Forced Entertainment, Hollandia, and the Needcompany, among 
others,, combine strategies originating from theatre and performance with 
dance,, visual arts and music to move beyond the borders of what once used 
too be separate disciplines. In the Dutch and Flemish theatre context, border 
crossingg events have moved from the margin to the center of today's theatre 
practice.. More than once, creations of choreographer Alain Platel ended up 
inn the selection of the yearly Dutch and Flemish theatre festival. Theatre 
directorr Gerardjan Rijnders, from the leading Dutch theatre company 
Toneelgroepp Amsterdam, worked with the Dutch National Ballet for his 
stagingg of Aeschylus' Bacchae (1986). Rijnders' successor, Ivo van Hove, is 
inn the process of inviting choreographers Wim Vandekeybus and Emio Greco, 
ass well as visual artist Aernout Mik, to work with his company of actors. 
Theatree groups like Hollandia and Onafhankelijk Toneel have a long history of 
collaborationn with choreographers, composers and visual artists. 

Butt even in those cases in which theatre performances are not 
explicitlyy conceived of as border crossing events, profound changes can be 
observedd in the ways they are being constructed. Many theatre makers no 
longerr work with pre-existing texts. Instead, texts are improvised or collected 
duringg the rehearsal period. If drama texts are used at all, they are often 
takenn as starting points for the personal journey of makers who transform 
themm freely. Hans-Thies Lehmann describes this development beautifully 
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whenn he refers to the transition from a logocentric way of structuring theatre 
performancess by means of drama towards what he calls 'textual landscapes' 
(Lehmannn 1997: 59). By using this term, Lehmann wants to evoke both 
Gertrudee Stein's notion of landscape play and Derrida's notion of espace-
ment. ment. 

Thee transition from drama to textual landscapes does not only result 
inn profound changes in the type of texts used in the theatre and the ways in 
whichh they are structured. This transition also involves profound changes in 
thee status of the text within the composition of theatre performance. 
Lehmannn speaks of a change in the aesthetic logic that underlies the 
constellationn of the various elements that together make up what he calls 
thee 'architecture' of the theatre. Text loses its dominant position, as a result 
off which the status of other elements changes as well. 

Inn his Postdramatisches Theater (1999), Hans-Thies Lehmann 
introducess a comparison of drama with perspective in painting to describe 
thesee developments in terms of the breakdown of unitary perspective. In 
dramaticc theatre, the structure of the drama guides the audience, directs 
theirr attention and helps them to read what is seen in the right way. On the 
post-dramaticc stage, such perspective is broken, perverted or completely 
absent.. As a result, the audience is granted more freedom to 'wander 
around,'' and is often left confused. 

Thee theatre performances I have called my theoretical objects are 
representativee of this development in the sense that none of them offers a 
conventionalconventional staging of a drama text. Artifact (William Forsythe, 1984) is a 
ballett constructed around words. Double Track (Beppie Blankert, 1986/99), 
LookingLooking for Peter (Gonnie Heggen, 1996) and When You See God, Tell Him 
(Itzikk Galili, 1995) also make use of words in combination with dance and 
music,, and like Artifact, they were created by choreographers. Holoman; 
DigitalDigital Cadaver (Mike Tyler, 1997/98) combines elements of performance 
withh digital projections, poetic texts and live music. Bas en Elze Dansen 
(Cass En klaar and Els Ingeborg Smits, 1996) and De Zieleweg van de Danser 
(Gerardjann Rijnders and Krisztina de Chatel, 1997) are closer to more con-
ventionall types of theatre, in the sense that they present actors performing 
characterss within a fictional situation, yet they do so in a way that turns this 
situationn into a self-reflexive commentary on making theatre and addressing 
thee audience. Explosion of a Memory/Description of a Picture (Stefan 
Kunzmann,, 1997) is the only one of my theoretical objects that does consist 
off a staged text written by a dramatist (Heiner Müller's Bildbeschreibung, 
1984).. It is a rather unconventional staging, however, since it is a staging 
withoutt actors. It is an installation that turns the audience into its perfor-
mers. . 

Althoughh representative in one way, in many other ways my selection is 
nott representative of what was presented on Dutch and Flemish stages during 
thee '80s and the '90s. Nor is my selection intended to be so. I did not select 
thesee theatre performances as typical examples of what the audience was 

19 9 



confrontedd with during the final decades of the 20th century. I selected them 
becausee of their qualities as self-reflexive engagements with the topic with 
whichh I am concerned: dissecting visuality in the theatre. 

Perspectiv ee — Lehmann's comparison of drama with perspective brings to 
mindd a history of producing vision and theorizing it. But the visions produced 
byy perspective always involve more than what is 'there to be seen.' A brief 
lookk at the entry on perspective in the dictionary suffices to illustrate how the 
notionn of perspective, far from being merely a technique of making images, is 
intricatelyy intertwined with ideas, ideals and ideology. 

Thee word 'perspective,' according to the OED, is used to refer to the 
sciencee of optics or the instruments used in performing this science, like a 
spyglass,, a magnifying glass or a telescope.9 It may also apply to cases where 
"thee art of delineating solid objects upon a plane surface produces the same 
impressionn of apparent relative positions and magnitudes, or of distance, as 
doo the actual objects when viewed from a particular point," or "the appearan-
cee presented by visible objects, in regard to relative position, apparent 
distancee etc" (606). Perspective can thus mean something perceived or 
discoveredd in the 'natural' world, as well as a technical means of making 
suchh a discovery. Perspective can be used to refer to the technique used to 
producee such a vision artificially, but also to the vision presented by this 
technique. . 

Perspectivee is used to describe something actually seen, as well as 
"thee relation of proportion in which the parts of a subject are viewed by the 
mind;; the aspect of a matter or object of thought, as perceived from a 
particularr mental 'point of view'" (606). And finally, perspective can refer to 
eitherr something 'natural,' 'as it really is,' or to "a picture so contrived as 
seeminglyy to enlarge or extend the actual space, as in a stage scene, or to 
givee the effect of distance," or even to describe "a picture of figure construc-
tedd so as to produce some fantastic effect; e.g. appear distorted or confused 
exceptt from one particular point of view, or presenting totally different 
aspectss from different points of view" (606). 

Perspectivee presents an image of how these different uses are inter-
twinedd in the way the concept is used. 'Get things in perspective' is used as 
aa metaphor to describe seeing things in their true relative proportion. Which 
iss actually an odd metaphor since getting the 'right' size, is precisely what 
perspectivee falsifies. In a perspectival drawing, this distortion is performed in 
orderr to give the illusion of these true proportions as they would appear from 
aa particular point of view. 

Exactlyy for this reason, the concept perspective can serve as a pointer 
thatt draws attention to how seeing things in their 'true' proportions does 
nott result from a technique that shows us the world as it really is, but is 
ratherr the effect of the invisible logic at work in an image and the address 
presentedd by this logic to someone viewing the image. Understood as a 
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conceptuall metaphor, perspective can help to expose how knowledge and 
expectationss play a part in seeing things in their 'true relative proportion.' 
Usedd in this way, perspective can help us to become aware of the ways in 
whichh knowledge and expectations make us see these distortions presented 
byy a particular perspective as a manifestation of truth, nature and beauty. 
Thus,, perspective can serve as an indicator of how seeing is actually 'seeing 
things.' ' 

Inn this study, I will use perspective as a model, a conceptual metaphor 
orr 'searchlight' (Bal 1994: 40) to help me 'see' vision as it takes place in 
thee theatre anew. The conceptual metaphor as a searchlight presents an 
alternativee to notions of concepts as a ready-made mould, matrix, model or 
patternn that automatically yields accurate descriptions of an object or a con-
ceptionn of concepts that grants the theorist a safe position outside, detached 
fromm where he or she can see the world 'as it is.' To understand concepts as 
metaphorss implies a different way of doing theory, one that Bal describes a 
'theoreticall practice' of rubbing of two forms of language use against each 
otherr to change both (Bal 1994: 44). 

AA 'theoretical practice' as proposed by Bal allows me to take a concept 
ass vaguely defined, complex and varied as perspective for my point of 
departure,, and to explore its implications and its functioning in the discursive 
practicess in and through which we make sense of the world surrounding us, 
alongg the way. This way of doing theory also means a shift in attention to how 
keyy terms are ultimately more important for their function within intellectual 
practicess than they are for what they may be said to 'mean' in the abstract. 
Suchh a theoretical practice does not aim at universal truths that help to 
predict,, explain or generalize and in doing so confirms the position of the 
observerr at a safe distance. Such a theoretical practice is a way to develop an 
eyee for differences as well as for how these differences are related to points 
off view. 

Content —— In chapter 1, "The Paradox of Post-Dramatic Subjectivity," I use 
perspectivee as a conceptual metaphor as a means of taking a closer look at 
thee implications of Lehmann's comparison of drama with perspective and 
itss implications for understanding vision in both the dramatic and the post-
dramaticc theatre. In chapter 2, '"Do You See What I Mean?'> Artifact and the 
Subjectt of Vision," I introduce the concepts of focalization and subject of 
visionvision to inscribe perspective into a subjective account of experience and 
meaningg production in the theatre. In chapter 3, "De-Theatricalizing 
Beholdingg in the Name of Truth, Nature and Beauty," I introduce the concep-
tuall pair theatricality and absorption in order to describe the effects of inter-
actionn between the address presented by the theatre performance and the 
responsee of someone seeing. I also introduce a triangular model that allows 
forr an analysis of vision in the theatre in terms of interaction between three 
subjectt positions: the one seeing as subject, the subject seen and the subject 
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off vision mediating between the two. In chapter 4, "Being Where > Walking 
thee Landscape Stage," I use this model for an analysis of positioning as it 
takess place on the post-dramatic stage. 

Inn this first part, the focus is on theories of the theatre and on showing 
thatt what appears to be 'just looking' in the theatre is actually the effect of 
thee perspective presented by the 'architecture' of the theatrical event. Part II 
includess a further exploration of the relationship between what is seen in 
'justt looking' and the subject involved in seeing it as such. In chapter 5, 
'"Howw Can We See the Dancer from the Dance': Navel Gazing as Critical 
Practice,"" I confront Bas en Elze Dansen (Cas Enklaar and Els Ingeborg 
Smits)) with Roland Barthes' Camera Lucida (1993) to expose similarities 
betweenn the subjective perspective involved in 'just looking' in both Barthes 
andd in the theatre. In the chapters that follow, I continue this approach with 
LookingLooking for Peter (Gonnie Heggen) and psychoanalytic accounts of gender, 
andd The Path of the Dancer's Soul (Gerardjan Rijnders and Krisztina de 
Chatel)) and the Lacanian mirror stage. 

Inn the first two chapters of part III, I focus on the disembodied 
characterr of this subjective point of view. I confront Lacan's mirror stage 
essayy with Holoman: Digital Cadaver (Mike Tyler) and Double Track (Beppie 
Blankert),, to show the disembodied point of view to be a product of cultural 
practicess rather than a 'natural' given. In the final chapter, I read Deleuze 
andd Guattari's What is Philosophy? (1994) through When You See God, Tell 
HimHim (Itzik Galili), to open onto an alternative approach to what we think we 
seee as the product of a body involved in theatre events through various sense 
systemss simultaneously. 

Dissectin gg Visualit y in the Theatre (3) > The Seer — To dissect is to cut into 
pieces,, to examine part by part, to analyze and to criticize in detail. In its 
medicall sense, dissection is the methodical division of a human or animal 
bodyy to show its parts and structure and to investigate its morphology. Once 
onee method among many others, dissection has become the model of scienti-
ficc investigation as a practice concerned with producing objective visions of 
thee world 'as it is.' Visions, that is, cut loose from the subjective point of 
vieww of a particular observer.10 

Withh dissecting visuality in the theatre, I propose a deconstructive 
reversall of this movement. The object under dissection here is not some 
bodyy but visuality, the state or quality of being visible or being visual. My 
'dissection'' does not aim at making this visuality visible as what it is 'in 
itself,'' independent of any specific point of view, but to demonstrate that 
visualityy does not exist as such. My aim is to expose how visuality consists 
off an intricate intertwining of the one seeing and what is seen as a result of 
whichh we always see more, and always see less, than what is there to be 
seen. . 
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Too denote this one doing the seeing in the theatre I propose the term 
'seer.'' I am aware that this is a rather unusual choice of terminology. A more 
obviouss choice would have been to speak of the 'spectator.' The disadvantage 
off the word 'spectator' is that it has come to be associated with passivity, 
thee onlooker at a spectacle, gaping at the given to be seen. For Crary, this is 
reasonn enough to propose 'observer' instead, a word with which he wants to 
stresss how the one who is seeing is always doing so from within a prescribed 
sett of possibilities, one who is embedded in a system of conventions and 
limitationss (Crary 1992: 5-6). Crary's approach proves to be most useful in 
describingg how this 'observer' and his or her ways of seeing are the product 
off cultural practices that condition how this person will see. This helps to 
understandd why learning to see is, as Peggy Phelan terms it, "training careful 
blindness"" (Phelan 1993: 13). We always see less than is there. 

Butt with this term 'seer,' I want to point to the opposite as well. 
Wee also always see more than is there. The term 'seer' apart from meaning 
"thee one who sees" and "an overseer, an inspector," is also associated with 
insight,, revelations, prophecy, second sight and magic.11 The seer is someone 
whoo sees things that are not there: future things, absent things. Seeing 
alwayss involves projections, fantasies, desire and fears, and might be closer 
too hallucinating than we think. 

Withh the term seer, I acknowledge that there is no way of opening our 
eyess to what is actually there to be seen. We are always 'seeing things.' 
But,, although we are much less free in what we see than we may think, we 
aree also much freer than we think, because the subjectivity of vision opens 
upp the possibility of change and transformation. The term 'seer' is an 
acknowledgementt of the fact that we always see more or less than what is 
theree and that, therefore, seeing is always affected by with ideals, values, 
presuppositions,, fears and desires. These factors do not necessarily match 
ourr own, nor those of the ones we see. But the term 'seer' is also an 
acknowledgementt of the possibility of opening our eyes to difference.12 

11 — The Man Who. A theatre performance by Peter Brook based on The Man Who Mistook Hts Wife for a Hat by 

Oliverr Sacks. With: David Bennent, Sotigui Kouyaté, Bruce Myers, Yoshi Oïda and Mahmoud Tabrizi-Zadeh. 

Onn tour in Amsterdam during the Holland Festival of 1994. For more about this theatre performance, see: 

Gautamm Dasgupta. "Peter Brook. The Man Who...." Performing Arts Journal XVIII. 1 (1996): 81-88 and Peter 

Solzenbegerr "Die Selbstlosigkeit des Ichs" Theater Heute 6 (1993): 11-15. 

22 — Oliver Sacks The Man who Mistook his Wife for a Hat. London: Duckworth, 1985. 

33 — With the notion 'pictorial turn,' Jay refers to WJ.T Mitchell, "The Pictorial Turn," in Picture Theory: Essays 

inin Verbal and Visual Representation, Chicago: University of Chicago Press, 1995. 

44 — For a discussion of the terms vision, visualiy and scopic regime and the way they are related, see Hal 

Foster'ss Vision and Visuality. Dia Art Foundation. Discussions in Contemporary Culture Number 2, Seattle: Bay Press 

1988.. In the introduction, Foster explains that although vision might suggest sight as a physical operation 

andd visuality sight as a social fact, the two are not opposed as nature to culture: 
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[vjisionn is social and historical too, and visuality involves the body and the psyche. Yet neither are 

theyy identical: here, the difference between the terms signals a difference within the visual -

betweenn the mechanism of sight and its historical techniques, between the datum of vision and its 

discursivee determinations - a difference, many differences, among how we see, how we are able, 

allowed,, or made to see, and how we see this seeing or the unseen therein. With its own rhetoric 

andd representation, each scopic regime seeks to close out these differences: to make of its many soci-

all  visualities one essential vision, or to order them in a natural hierarchy of sight (ix). 

'Scopicc regime' is Christian Metz's term. See his The Imaginary Signifier: Psychoanalysts and the Cinema. 

Trans.. Celia Britton et al. Bloomington: Indiana University Press, 1982, 61. 

55 — My use of the term 'theoretical object' is based on how this term was introduced to me by Mieke Bal 

inn the ASCA Theory Seminar. See Bal's Quoting Caravaggio: Contemporary Art, Preposterous History. 

Chicagoo and London: The University of Chicago Press, 1999. 

66 — I take this idea of thought as movement from Deleuze and Guattari What is Philosophy? 

Neww York: Columbia University Press, 1994.1 develop this idea in chapter 10. 

77 — A closer look at my selection of theatre performances wil l reveal that not all of these were made by 

Dutchh or Flemish artists, nor that they were necessarily produced in the Netherlands or Flanders. With 

'Dutchh and Flemish theatre,' I refer to a specific theatre scene as an open and dynamic place of interaction 

wheree artists originating from various countries are working or showing their work. This place is in a con-

stantt state of transformation, a development that takes place as a consequence of the development of the 

artistss working within this scene, but also as the effect of work of artists from abroad shown over here. 

Willia mm Forsythe's Artifact for example, was created in Frankfurt (Germany), and first shown in the 

Netherlandss in the 1987 Holland Festival, where it attracted much attention. Included in the repertoire of 

thee Dutch National Ballet in 1993 it has been performed in the Netherlands many times since. 

88 — Since the beginning of the 20th century, artists as diverse as Meyerhold, Brecht and Copeau have called 

forr the retheatricalization of theatre as a place of artifice, and the re-establishment of theatrical reality as a 

moree productive way of representing social lif e than naturalism. Retheatricalization aims at highlighting the 

ruless and conventions of the stage. Brecht conceived of retheatricalization as a better way of depicting social 

reality,, exposing its construction and this way denaturalizing it. See Patrice Pavis Dictionary of the Theatre: 

Terms,Terms, Concepts, and Analysis. Toronto and Buffalo: University of Toronto Press 1998, 395; Erika Fischer-Lichte 

TheThe Show and the Gaze of Theatre: A European Perspective. Iowa City: University of Iowa Press 1997; and Hans-Thies 

Lehmannn Postdramatisches Theater. Frankfurt am Main: Verlag der Autoren 1999. 

99 "Perspective" The Oxford English Dictionary. 2nd ed. Oxford: Clarendon Press 1989. 

100 See Jonathan Sawday The Body Emblazoned. Dissection and the Human Body in Renaissance Culture. 

Londonn and New York: Routledge 1995, chapter 1: "The Autoptic Vision." 

111 "Seer" The Oxford English Dictionary. 2nd ed. Oxford: Clarendon Press 1989. 

122 Deleuze called Foucault a 'seer' [voyant] in t he sense that Foucault was seeing things that were not seen; 

Thingss that were invisible but not hidden. They are invisible in the visible. ("An interview with Gilles 

Deleuze,""  History of the Present, Spring 1986:1). John Rajchman discusses Foucault as a seer in "Foucault's Art 

off  Seeing" (John Rajchman. Philosophical Events of the '80s. New York: Columbia University Press 1991, 68-102). 
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Partt  1 > Showin g 
Whatt  Cannot Be Seen > 
Perspectiv ee on the 
(Post )) Dramati c Stage 
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—— Chapter 1 > The Paradox of Post-Dramatic Subjectivity 
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—— We can never understand a picture unless we grasp the 
wayss in which it shows what cannot be seen. One thing that 
cannott be seen in an illusionistic picture, or which tends 
too conceal itself, is precisely its own artificiality. The whole 
systemm of assumptions about the innate rationality of the 
mindd and the mathematical character of space is like the 
grammarr which allows us to make or recognize a proposition 
—— (W.J.T. Mitchell 1986: 39). 

Mitchelll makes this remark in the context of a discussion about the way pers-
pectivee produces an image of the visible world, an image that is constructed 
accordingg to a particular logic and as seen from a specific point of view. This 
constructionn is explicitly visible in perspectival drawings, in which receding 
liness serve to constitute unity as a result of which all elements appear as part 
off a meaningful totality. The point where receding lines meet (the vanishing 
point)) mirrors the vantage point, the point from where the scene depicted is 
seen.. The scene reaches out to the viewer, inviting him or her to occupy the 
vantagee point. By taking up this position as implied by the construction of 
thee image, the viewer is granted a perfect view from where everything looks 
thee way it should. Seen from this point, the image is, to borrow Alberti's 
famouss metaphor, like a finestra aperta, a window opening on the world.2 

Thee point of view as implied by the perspectival image, Mitchell 
argues,, does not only mark a location in actual space from where the scene 
depictedd is seen. It also marks a point of view implied in the symbolic spaces 
openedd up by discourse. I use 'discourse' here to refer to the semiotic habits 
thatt enable us to communicate and think, and at the same time, prescribe 
wayss of doing so. Discourse entails epistemological attitudes as well as 
unexaminedd assumptions about meaning and about the world. Language can 
bee part of discourse but discourse is certainly not limited to language.3 

Thee signifying systems that make up discourse pre-exist any individual. 
Theyy present a 'making possible,' an opening up of fields in which certain 
kindss of action and production are brought about. The very utility of dis-
coursee makes it both functional and regulative. As individuals, we learn to 
participatee in discourses and in this way we learn to make sense of the world. 
Inn participating, we learn to see the world according to the attitudes and 
assumptionss as they are part of these discourses. These attitudes and 
assumptionss become part of our vision of the world: a vision that we find 
(orr do not find) reflected in the representations we are confronted with. 
Therefore,, showing a scene from a particular point of view, an image shows 
moree than what can actually be seen. 

Thiss intertwining of what is seen with what is not seen, Mitchell 
argues,, brings about the attractiveness and even the credibility of the 
perspectivee image. As Mitchell puts it, "[p]art of the power of perspectival 
illusionismm was that it seemed to reveal not just the outward visible world 
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butt the very nature of the rational soul whose vision is represented" (Mitchell 
1986:: 39). With this observation, Mitchell draws attention to perspective 
ass a definition of the relationship between what is seen and the point of view 
fromm where it is seen as such, as well as to the complex character of this 
relationshipp as it is defined in perspectival illusionism. For, as Mitchell 
remarks,, if there is one thing that cannot be seen in an illusionistic picture, 
orr which at least tends to conceal itself, it is precisely its artificiality 
(Mitchelll 1986: 39). 

Thee power of an illusionistic picture is that it is convincing as an 
imagee of 'how things are' independent of any particular observer, rather 
thann a particular way of seeing or depicting these things. Recognizing this 
ambiguityy is of vital importance to understand the impact that the invention 
off artificial perspective - first systematized by Alberti in 1435 - has made on 
thee development of the modern, scientific world view.4 According to Mitchell, 

Thee effect of this invention was nothing less than to convince an entire civilization that 

itt possessed an infallible method of representation, a system for the automatic and 

mechanicall production of truths about both the material and the mental worlds [...]. 

Aidedd by the political and economic ascendance of Western Europe, artificial perspective 

conqueredd the world of representation under the banner of reason, science and 

objectivityy [...]. And the invention of a machine (the camera) buift to produce this sort 

off images has, ironically, only reinforced the conviction that this is the natural mode of 

representation.. What is natural is, evidently, what we can build a machine to do for us 

(Mitchelll 1986: 37). 

Withh these remarks, Mitchell brings to mind how, in the modern period, 
conceptionss of seeing became tied up with perspective so that perspectival 
visionn appears to be 'natural' vision and the perspectival image a represen-
tationn of the world 'as it is,' or 'as we really see it.' Descartes is commonly 
consideredd to be the founding father of this modern visual paradigm 
andd frequently 'Cartesian perspectival ism' serves as a shorthand way of 
characterizingg it. 

Thiss modern visual paradigm is, as Martin Jay puts it "a contested 
terrainn rather than a harmoniously integrated complex of visual theories and 
practices"" (Jay 1988: 4). The domination of Cartesianism did not mean 
uniformity.. Jay refers to the baroque ocular regime as the uncanny double 
off the dominant scientific or rationalized visual order, to Norman Bryson's 
analysiss of Vermeer, and to what Svetlana Alpers has called The Art of 
DescribingDescribing typical of Dutch art of the 17th century.5 The dominant position 
off Cartesian perspectival ism is not the consequence of a lack of alternatives, 
norr of its superior capacity to represent the world 'as it is.' Rather, this 
dominantt position is a consequence of the way perspective shows the world 
accordingg to particular ideas about 'how it is' and about how this world can 
bee known. The dominance of Cartesianism, Jay argues, is a consequence 
off the way Renaissance perspective got linked with Cartesian notions of 
rationalityy in philosophy. 
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Inn Downcast Eyes: The Denigration of Vision in Twentieth-Century 
FrenchFrench Thought (1993), Jay describes how the arrival of this visual paradigm 
wass prepared by a constellation of social, political, aesthetic and technical 
innovationss in the early modern era, which combined to produce what in 
retrospectt has been called 'the rationalization of sight.' One of the sources of 
thiss rationalization was the increasingly formalized and distant social space 
off the courtly societies in the 17th century. Jay refers to sociologist Norbert 
Eliass who has argued that elaborate courtly rituals of display, devised to mark 
thee articulations of social hierarchy, led to a devaluation of the more intimate 
sensess of smell and touch in favor of a more remote sense of vision. The 
politicall function of courtly spectacle reached its climax in the Versailles 
off Sun King Louis XIV, to be transformed shortly thereafter into a more 
mechanicall apparatus in which the power of the visual to control behavior 
wass depersonalized and transformed into a vast network of visual channels 
throughh which the subjects were perpetually on view. Some centuries later, 
thiss development would become a favorite subject of analysis for Michel 
Foucault. . 

Jayy observes how increased reliance on visually defined behavior in 
sociall and political terms reinforced a second development which he terms 
thee "de-narrativization of the ocular" (Jay 1993: 51), a development that 
supportedd the shift from reading the world as intelligible text (the 'book of 
nature')) to 'just looking' at it as an observable but meaningless object. 
Thiss object, as Foucault and others have argued, was the emblem of the 
modernn epistemological order. This transformation opened up the way for 
thee mechanization of the world picture so essential to the modern scientific 
worldview.. Jay also observes how this process of de-narrativization was helped 
onn its way by the great innovation of Renaissance art, which is variously 
referredd to as the invention, discovery or re-discovery of perspective, the 
techniquee for rendering three-dimensional space onto the two dimensions 
off flat canvas.6 

Perspectiv ee as Key to the Locks of Our Senses — The invention of perspective 
involvess more than what meets the eye. Far more than being just another 
techniquee of rendering images, perspective has considerably effected 
conceptionss of the visible world, the relationship between this world and 
observers,, as well as conceptions of what it means to see and how seeing 
iss related (or not) to the other senses and to the body. 

Visionn as presented by the perspectival image is based on what Norman 
Brysonn has termed the differentiation of the corporeal glance from the ideal-
ized,, disembodied and monocular gaze. 
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Thee logic of the Gaze is therefore subject to two great laws: the body (of the painter, of 

thee viewer) is reduced to a single point, the macula of the retinal surface; and the 

momentt of the Gaze (for the painter, for the viewer) is placed outside duration. Spatially 

andd temporally, the act of viewing is constructed as the removal of the dimensions of 

spacee and time, as the disappearance of the body; the construction of an acies mentis, 

thee punctual viewing subject (Bryson 1983: 96, italics in the text). 

Perspectivalismm turns the seer into a spectator rather than an actor in the 
visiblee world. This spectator is reduced to a single point (instead of two 
stereoscopicc eyes) in a fixed position outside time and space and separated 
fromm the living body. This reduction involves an invisible logic according 
too which the perceptual field appears as a homogeneous, regularly ordered 
space,, there to be duplicated by the extension of a grid-like network of 
coordinates.. This grid that is space is opposed to an extension-less point of 
vieww from which it seems to emanate. This point is placed outside time and 
space,, separated from it, as a result of which time and space appear as 
objectss for observation by a seer who is placed outside, separated from what 
iss observed and reduced to an eye without a body. Altogether, this results in 
whatt might be called a manifestation of the metaphysics of presence in the 
visuall field. 

Inn the founding perception, the gaze of the painter arrests the flux of phenomena, 

contemplatess the visual field from a vantage - point outside the mobility of duration, 

inn an eternal moment of disclosed presence; while in the moment of viewing, the viewing 

subjectt unites his gaze with the Founding Perception, in a perfect recreation of the first 

epiphanyy (Bryson 1983: 94). 

Thee perspectival image presents an illusion of timelessness and instan-
taneousnesss that, as Bryson observes, results from the specific qualities of 
thee address presented to a viewer. This viewer is offered a position to take up 
fromm where the image produces this "eternal moment of disclosed presence" 
(Bryson)) as an effect. This presence-effect - and not correspondences 
betweenn image and reality depicted - turns the image into a convincing 
representationn of 'how it is.' 

Withh his analysis, Bryson argues against the persistent notion of the 
perspectivall painting as a copy of reality and linear perspective as a tech-
niquee developed to capture a natural perspective, perceived in the world seen 
aroundd us. More precisely, he uses his analysis to criticize art historian E.H. 
Gombrich'ss conception of a painting as a record of perception in his Art and 
IllusionIllusion (1960). What is suppressed by such an account of painting as the 
recordd of a perception is the social character of the image, and its reality as 
aa sign (Bryson 1983: xii). 

Brysonn does acknowledge Gombrich's importance in rethinking painting 
fromm being a mere copy of reality towards a painting as a representation 
involvingg a subjective point of view. In Art and Illusion, Gombrich presents 
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overwhelmingg evidence to show how the way we see and depict depends upon 
andd varies with experience, practice, interest and attitudes. On the matter of 
perspective,, however, Gombrich seems to take a position at odds with such 
relativity.. Gombrich opposes the idea that perspective is merely a convention 
andd does not represent the world as it looks (Gombrich I960: 254).7 

Whatt is overlooked this way, as Bryson points out, is that the world 
'ass it looks' is itself subject to convention. How we see is subject to social 
conditioningg and perspective is part of the way we are conditioned to see. 
Gombrich'ss conception of painting as a record of perception, Bryson argues, 
iss itself a product of the Renaissance treatises that inaugurated a tradition 
off presenting perspective as a way to represent the world according to laws 
off nature and perception. Considering a perspectival painting as a record of 
perceptionn means overlooking cultural logic, the social character of the 
image,, and its reality as a sign. The impact of the painting as a sign cannot 
bee understood solely from the relationship with what it is thought to repre-
sent.. In this way, what is left out is how the painting as a sign presents an 
addressaddress to a seer. 

Today,, rather than promising a finestra aperta on the world, the 
artificiall perspective of the early Renaissance is clearly visible as a technique 
off producing images. Moreover, this is a technique that can be located in 
timee and place, and that can be historicized. It appears to be much harder 
too see the notion of perspective itself as a historical invention, and to grasp 
thee ways in which this invention has pervaded our conception of the visible 
world.. At this point, Mitchell likewise reminds us of Gombrich and his con-
ceptionn of pictorial illusionism as providing 'keys to the locks of our senses.' 
Mitchelll argues that if vision itself is to be understood as a product of 
experiencee and acculturation, then what we are matching against pictorial 
representationss cannot be any sort of naked reality. Instead it must be "a 
worldd already clothed in our systems of representations" (Mitchell 1995: 38). 
Thiss means that perspective, rather than providing the key to the locks of our 
senses,, must itself be understood as part and parcel of the way our senses 
aree locked in. However, as I will argue, this also means that perspective 
mightt prove to be useful as a key after all, namely in understanding how our 
sensess are cultured to perceive certain privileged modes of representation as 
moree natural, real, objective, or convincing than others, and to relate these 
effectss to the discourses which mediate in what we think we see, even given 
thosee cases that make us imagine that what we think we see is unmediated. 

Thee Perspectiv e Paradig m — In The Origin of Perspective (1995), Hubert 
Damishh retraces the various ways in which perspective has become com-
pletelyy integrated into our knowledge of the word as a world of objects, an 
objectivee world, and our understanding of ourselves as subjects in opposition 
too this world of objects: 
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Ass a paradigm or regulatory structure, perspective is sometimes in operation precisely 

wheree one least expects it, where its intervention is least visible (Damish 1995: 25). 

Damishh observes a great danger in understanding perspective as just one 
objectt among others, a sign, simple product or effect. Thus what is over-
lookedd is that perspective is productive of effects, and that "its power to 
informm extends well beyond the limits of the era in which it was born" 
(Damishh 1995:28). Perspective is not a technique that enables us to produce 
representationss of the visible world 'as it is' or 'as we really see it,' nor is 
itt just a conventional form suited to the times in which it was devised. 
Rather,, Damish argues, perspective has to be understood as a symbolic form, 
expressivee of, as well as productive of, a particular conception of the world. 
Ass such, its function is not specular or passive, but constitutive within the 
registerr of representation, of the order and meaning of things, and of the 
'worldd of objects.' Perspective is informing perception rather than correspon-
dingg to it. For this reason, Damish proposes to speak of perspective as a 
paradigm:paradigm: a constellation of ideas, beliefs and prejudices that imposes their 
laww in a given period on thought as it is expressed in art and science (Damish 
1995:: 26). 

Damishh takes this idea of perspective a symbolic form from Erwin 
Panofsky,, who, in his turn, bases his notion of symbolic form on Ernst 
Cassirer.88 Perspective, according to Damish, is symbolic precisely in the 
sensee that the subject is absorbed in it and produced by it (Damish 1995: 
19-20).. As a result, perspective is integrated into our knowledge at the most 
implicitt or unconscious level. In order to understand its effects, we must turn 
too another kind of knowledge and embark on what Damish calls an 
"anamnesticc project designed to recover it from the technological oblivion 
intoo which it has been plunged by ideology" (Damish: 1995: 52). 

Thee word anamnestic might suggest, to someone who had not read 
Damish'' book, that the perspective paradigm is a disease, that needs to be 
curedd in order to restore perception to its natural condition. This is not what 
Damishh is proposing. His anamnaestic project, like FoucauIt's genealogy, 
describess a practice of exposing the historicity of what seems to be 'natural' 
orr 'given,' and understand this being 'natural' or 'given' in relation to a 
historicall subject, while at the same time this subject to whom the world 
appearss as 'natural' or 'given' is itself understood as a the effect of the very 
samee practices that make the world appear 'as such.' 

Genealogyy describes events as transformations of other events from 
thee vantage point of the present and its needs. Genealogy shows how these 
transformationss have no causal or historical necessity; they are not 'natural.' 
Inn this process of description and criticism, genealogy also engages in intel-
lectuall struggle with the major forms of explanatory discourse in modernity. 
Itt does so not simply to oppose to them, but rather to ask the question of 
howw these discourses have become authoritative and productive and to what 
effect?? How did they shape the fields that make up today's academic, artistic 
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andd everyday reality? How have they come to define what is natural? How did 
theyy become psychologically and epistemologically internalized? How do they 
contributee to what appears to be the world 'as it is?'9 

Likee Foucault's genealogy, Damish' anamnestic project of exposing 
instancess of the perspective paradigm starts from the presumption that there 
iss no such thing as a natural or objective world against which we can match 
thee various representations with which we are confronted. Instead, the 
'natural'' world is product of a historical process that produced it as such. 
Sincee it is impossible to perceive the world 'as it is,' that is, independent 
fromm the physiological and psychological constitution of the observer as 
formedd by knowledge, experience, culture and history, what we are matching 
againstt our representations is (as Mitchell quoted above puts it) "a world 
alreadyy clothed in our systems of representation" (Mitchell 1986: 38). 
Thesee clothes do not cover any sort of naked reality that could be laid bare 
byy stripping the clothes away. Rather, to simplify and follow Judith Butler's 
argumentt in her Bodies that Matter: On the Discursive Limits of Sex (1993), 
thee world only materializes in these systems of representation. Therefore, 
insteadd of opposing representations to the reality of matter, or asking what 
thiss matter is 'in itself,' we should question whose interest is served by this 
oppositionn of matter and meaning in the first place. Whose perspective is 
involvedd here and how can it be seen at work in what we think we see? 

Sincee the world 'as it is,' is itself a product of the perspective 
paradigm,, its most powerful expression perhaps, an anamnestic project as 
proposedd by Damish, cannot take place from any objective position outside 
systemss of representation. In order to "recover from the technological oblivion 
intoo which it has been plunged by ideology" (Damish 1995: 52), and to 
exposee the paradoxical relationship between seer and seen, what is needed is 
ann approach that allows us to start 'from within.' In what follows, I will 
demonstratee how the model of artificial perspective - precisely in its quality 
off a model - clarifies how we see what we see, and why some things we see 
appearr to be more convincing, impressive or disturbing than others. 
Furthermore,, I will show how perspective as a model helps to relate these 
perspectivall effects to discourses that mediate in what we think we see, even 
inn those cases in which what we see seems to be unmediated. Brought to 
bearr on instances of 'the world as it is,' perspective as a model can turn the 
apparentt absence of perspective into meaningful pointers, not only in visual 
imagess but also in the theatre. 

Thiss is not to say that vision as it 'takes place' in the theatre is 
thee same as vision that 'takes place' in paintings or drawings. It is not my 
intentionn to reduce one to the other. I propose the alternative of taking 
perspectivee in painting as a model, a conceptual metaphor, or a 'searchlight' 
thatt helps me to 'see' vision as it takes place in the theatre anew (Bal 1994: 
40).. My starting point will be a comparison of dramatic structure with 
perspectivee in painting as made by Hans-Thies Lehmann in his Postdrama-
tischestisches Theater (1999). 
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Post-Dramati cc  Theatre — Hans-Thies Lehmann introduces the term post-
dramaticdramatic to denote a wide range of phenomena that have shaped new 
Westernn European theatre since the 1970s.10 Post-dramatic indicates that 
thiss new theatre presents a move beyond the dramatic theatre of the past, 
whilee at the same time it presupposes dramatic theatre as the backdrop 
againstt which it is conceived by both makers and audiences. The prefix 
'post'' in post-dramatic indicates a certain distance, not only between the the-
atricall events on the post-dramatic stage and the dramatic theatre of the 
past,, but also between theatre and drama. This distance is important to 
Lehmann'ss conception of the post-dramatic theatre. 

Often,, the terms drama and theatre are used interchangeably, which 
iss no surprise considering the fact that Western theatre has been dominated 
byy drama as a means of structuring both texts and performances for several 
centuries.. With his notion of post-dramatic theatre, Lehmann asks for a 
separationn of drama and theatre. This separation implies a reconsideration 
nott only of the relation between drama and theatre, but also of the notion of 
dramaa itself. 

Patricee Pavis points out that the term 'drama,' derived from the 
Greekk drama (meaning action) gave rise to similar terms in many European 
languagess and is used to refer to both theatrical work and written texts. In 
French,, it refers only to a specific genre, namely the bourgeois drama of the 
18thh century and then Romantic lyrical drama in the 19th century (Pavis 
1998:: 112). 

Peterr Szondi, in his influential Theorie des modernen Dramas (1880 -
1950)1950) also takes this French tradition as the example of drama in its most 
puree form. For Szondi too, the distinction between drama and theatre is 
ambiguous.. At the beginning of his text, he defines drama as a type of 
writingg for the stage [eine bestimmte Form von Bühnendichtung] (Szondi 
1963:: 13), which seems to suggest that drama refers to a specific type of 
writtenn texts. However, in his explanation of what drama is, he speaks of 
spectatorss [Zuschauer] rather than readers. His description of the essential 
characteristicss of drama is a description of how it works when it is performed. 
Itt is a description of a performance of a drama in the theatre. 

Typicall of drama is what Szondi terms its 'absoluteness.' Drama is 
'absolute'' in that it presents itself as a coherent, unitary world that seems 
too exist separately and independently from the spectator. This 'other world' 
showss no traces of an author: it appears as a self-contained unity. The 
Aristoteliann unities, as they are part of the classicist tradition of dramatic 
writing,, contribute to enforcing this illusion of a self-contained world. 

Audiencee and drama live in separate worlds. It is, according to Szondi, 
preciselyy for this reason that the audience can be completely drawn into the 
worldd of drama. This ambiguous relationship finds its most perfect expression 
inn the so-called box-set stage [Guckkastenbühne] in which audience and 
performancee are clearly separated. The audience looks into the world of the 
dramaa from a position outside it. When the drama begins, the attention of the 
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audiencee is directed away from its own presence in the auditorium and drawn 
towardss or even into the world on stage. Only when the curtain closes does 
thee audience find itself in the auditorium again (Szondi 1963: 16). 

Inn Szondi's description, drama and theatre are indistinguishable. 
Theatree is defined by drama and shaped according to it. In his Postdrama-
tischestisches Theater, Lehmann argues for more space between the two. This is not 
justt because there are other types of theatre than the one defined by drama. 
Szondii is well aware of this too. Szondi's book is an attempt to theorize 
changess that have occurred in dramatic form with the emergence of what 
hee calls the 'epic I' opening up the absoluteness of the drama. With his 
separationn of theatre and drama, however, Lehmann argues for an undoing 
off the conflation of drama and text. His argument is directed not only against 
thee conflation of drama and staging practices, but also against the conflation 
off drama and Bühnendichtung. Lehmann wants to separate drama from both 
theatree and text in order to renegotiate the relationships between these three 
terms. . 

Thee central opposition in Lehmann's text is not drama versus theatre, 
butt dramatic theatre versus post-dramatic theatre. Dramatic theatre is theatre 
structuredd by drama. Post-dramatic theatre is beyond drama. The difference 
betweenn the two, according to Lehmann, manifests itself in a different 
aestheticc logic underlying the constellation of elements that together make 
upp the theatrical event (Lehmann 1999: 27). 

Dramaa is Perspectiv e — Drama is neither text nor performance but rather 
denotess a specific logic that can be seen at work in both texts and perform-
ances.. To explain this aesthetic organizing principle operative in dramatic 
theatre,, Lehmann introduces a comparison of drama with perspective in 
painting. . 

Thee dramatic theatre, in which the scene stands for the world, can be compared to 

perspective:perspective: space here is both technically and mentally a window and a symbol, an 

analogyy to the reality 'behind.' Like the finestra aperta presented by the Renaissance 

painting,, it offers what might be called an equivalent to the scale of the wortd, a 

metaphoricall likeness obtained though abstraction and accentuation (Lehmann 1999: 

288,, my translation).11 

Likee Damish, Lehmann understands the perspective presented by the drama 
ass a symbolic function, and he explains this function in terms of framing 
[Rahmung].[Rahmung]. As a result of this symbolic function of the dramatic frame, the 
worldd on stage appears as a totality, a complete world in itself that we can 
enterr as through the window offered by perspective painting. The dramatic 
framee helps to understand everything seen on stage as part of a meaningful 
totalityy existing independently from the world around it and from the 
spectator. . 

38 8 



Thiss inner order resting on the well-known unities seals off hermetically from reality the 

symbolicc artifact that is tragedy, while at the same time internally it constructs it [the 

artifactt tragedy] as a seamless unity and totality (Lehmann 1999: 6 1 , my translation).12 

Drama,, therefore, is not something that is framed by, for example, the 
prosceniumm arch of the box-set stage separating audience and spectacle. 
Rather,, it is the dramatic logic that frames what is seen, inviting the 
spectatorr to see what is presented before his or her eyes as symbol of a 
unitaryy and complete world, even if what is presented is highly abstracted 
orr consists of fragments only (Lehmann 1999: 288).13 

Lehmannn characterizes the invisible logic at work in dramatic theatre 
ass teleological. The dramatic frame provides unity and coherence in view of 
purposee and reason. The drama provides order in view of a telos, or goal, as 
givenn within the dramatic construction. In doing so, dramatic theatre shows 
thee world according to invisible beliefs about world order, history and reality. 
Thesee beliefs are not represented on stage in the sense that they are being 
madee present or visible by means of theatre signs. Instead, they speak 
through,, or are implicated within, the structure of the representation itself. 
Ass Mitchell suggested above, they are the nature of the soul whose vision is 
represented. . 

Perspectiv ee as Metapho r — In Postdramatisches Theater, the comparison 
'dramaa is perspective' functions as a metaphor in at least four ways. First, 
thee comparison draws attention to similarities between perspective painting 
andd dramatic structure in the theatre, and does so without saying that they 
aree the same. As with a metaphor, the combination of similarities and 
differencess makes the comparison productive of new insights that could not 
bee expressed before the metaphor. 

Second,, the comparison of drama with perspective displaces meaning 
andd redirects attention as a result of which formerly unseen elements of the 
firstt term come to the fore. The comparison helps Lehmann to look at 
dramaticc theatre as through 'different glasses,' and brings him to a new 
conceptualizationn not only of contemporary post-dramatic theatre but also of 
thee relationship between theatre and drama in the past. With his account, he 
presentss a critique of Peter Szondi's Theorie des Modernen Dramas. 

Towardss the end of the 19th century, manifestations of what Szondi 
callss an 'epic I' begin to undermine the absolute character of the drama and 
disturbb the way it unfolds itself in the dialectic of dramatic dialogue. This 
'epic'epic I' manifests itself in a variety of phenomena, such as an increasing 
tendencyy towards monologues at the cost of dramatic dialogue, a subjective 
perspectivee on events presented instead of the illusion of objective vision, 
directt address to an audience instead of the fourth wall, and the undermining 
off the unities that guarantee the suggestion of a self-unfolding dramatic 
world.. As a result of the epic tendencies the merging of subject and object 
typicall of the drama is replaced by a subject/object opposition. 
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Lehmannn subscribes to Szondi's observation that, over the course of 
thee 20th century, the closed world of the drama becomes increasingly more 
openn and that this causes radical changes in how the audience finds itself 
addressedd by what is presented on stage. In this process, epic theatre 
presentss an important move. However, despite all the differences between 
epicc and dramatic theatre as pointed out by Szondi, there are, according to 
Lehmann,, also important similarities as a result of which the development of 
thee epic theatre has to be understood as still being part of the paradigm of 
dramaticc theatre, or, as Lehmann argues, its renewal [Erneuerung] and 
completionn or perfection [Vollendung] (Lehmann 1999: 48). 

Accordingg to Lehmann, Szondi fails to see the similarities between the 
dramaticc and the epic because he fails to answer the questions of why and to 
whatt ends the 'absolute' world of the drama is opened. He fails to answer the 
questionn why a new aesthetic was needed (Lehmann 1999: 44). Szondi does 
observee the relationship between the shift from drama to epic and the rise of 
thee scientific worldview characterized by the opposition of subject and object. 
Whenn Brechtian distanciation replaces the merging of subject and object 
typicall of the dramatic theatre, this, according to Szondi, marks the moment 
att which scientific objectivity has come to pervade all aspects of theatre. 
However,, as Lehmann points out, what Szondi fails to notice is that this 
scientificc objectivity characterized by a subject/object opposition serves a 
purposee similar to the merging that is typical of drama. 

Lehmannn points out that, like drama, epic theatre too is organized as 
aa function of telos or goal. What has changed is only the nature of the telos 
thatt holds together the vision presented on stage and gives direction to the 
interpretativee activities of the viewer. Epic theatre presents the world on 
stagee explicitly as a symbol rather than the world itself. Gaps are enlarged 
andd the audience is explicitly invited to fill in what is left out, to see for 
themselves.. At the same time, the perspective implied in the construction of 
thee performance guarantees that the audience will see for themselves in an 
appropriatee manner. This is especially clear in Brechtian epic theatre where 
explicitt theatricality is used to construct an opposition between theatre and 
realityy that on the one hand helps the audience to see what is shown on 
stagee to be 'just' theatre, while on the other hand the opposition of 'just' 
theatree to something that seems to be more like 'reality' helps the audience 
too make the right interpretation. 

Withh his comparison of drama and perspective, Lehmann brings in a 
secondd discourse within which the first term can be placed and explained. 
Thiss second discourse brought in by perspective allows for an understanding 
off drama as itself a symbolic form analogous to Damish' account of perspec-
tivee as a symbolic form. This is the third way in which perspective functions 
ass a metaphor in Lehmann's text. The comparison of drama with perspective 
bringss him to an understanding of drama as one of the structuring principles 
att work in both theatrical representations and the realities represented by 
them. . 
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Whereass Szondi explains the success of epic theatre from the way it 
presentss a convincing representation of a reality outside, Lehmann presents 
ann approach in which theatre and reality are understood as parallel construc-
tionss rather than in terms of original and copy, reality and representation. 
Lehmannn does not start from the opposition of theatre and reality but from 
conceptionss of theatre and conceptions of reality as parallel developments. 
Withh this account, Lehmann presents a way to go beyond representational 
thinkingg in which the power of persuasion, of theatrical (re)presentation, is 
understoodd to result from an accurate representation of 'how it is.' Instead, 
hee argues, this quality of being able to convince as an accurate representa-
tionn is the effect of its being structured according to a logic similar to those 
att work in conceptions of reality. 

Alway ss Alread y — On the post-dramatic stage, dramatic perspective gives 
wayy to what Lehmann describes as 'multiplication of frames.' 

Thee multiplication of frames virtually cancels out the operation of one single frame: 

thee singular is extricated from the unitary field provided by the frame that encloses it. 

Thee singular looses its connection with the totality that made the sensory meaningful. 

Instead,, the multiplication of frames return the singular to itself as here and now and 

intensifiess the presence and essence of its sensory qualities or, seen from the other side, 

increasess its perceptibility (Lehmann 1999: 290, my translation).14 

Apprehendingg these performances and the effects they evoke can no longer 
bee about understanding the meaning of the theatrical signs as they are 
presentedd within the framework of dramatic structure. Often such a perspec-
tivee seems to be absent altogether or it appears only to be deconstructed, 
replacedd by other frames or rejected in order to open to what seems to be 
aa more direct contact with what is actually present on stage. This causes 
ambiguouss and confusing experiences, which Lehmann proposes to 
understandd in terms of a political deed. Political not because of what is 
representedd on stage, but because the ways in which the strategies implied 
inn the artistic logic underlying the post-dramatic theatrical event, draw atten-
tionn to the problem of representation, of representational forms and of how 
theyy are perceived, or not. This is a micropolitics that deals with invisible 
patternss on the scale of bodily awareness (Lehmann 1999: 449-473, see 
alsoo Oosterling 2001). 

Thee analytical and theoretical discourse surrounding this new theatre 
oftenn evokes the old and by now doubtful opposition of theatre and perform-
ance,, where theatre is understood in terms of conventions, representation 
andd mediation, while performance acts as the other of theatre, undoing con-
ventions,, and promising unmediated presence. In this discourse, as Elin 
Diamondd puts it in a 1996 retrospect: "theatre was charged with obeisance 
too the playwright's authority, with actors disciplined to the referential task of 
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representingg fictional entities" while spectators are similarly disciplined and 
"dupedd into identifying with the psychological problems of individual egos 
andd ensnared in a unique temporal-spatial world whose suspense, reversals 
andd deferrals they can more or less comfortably decode" (Diamond 1996: 3). 
Performance,, on the other hand has been honored with "dismantling textual 
authority,, illusionism, and the canonical actor in favor of the polymorphous 
bodyy of the performer. Refusing the conventions of role-playing, the performer 
presentss her/himself as a sexual, permeable, tactile body, scourging audience 
narrativityy along with the barrier between stage and spectator" (Ibid.). 

Diamond'ss description is ironic and indicates that she does in fact 
understandd that today we tend to take a certain distance from this celebra-
tionn of unmediated presence and directness as it characterized early perform-
ancee theory. To quote Diamond again: "In line with poststructuralists' claims 
off the death of the author, the focus in performance today has shifted from 
authorityy to effect, from text to body, to the spectator's freedom to make and 
transformm meanings" (Diamond 1996: 3). The current notion of presence, 
whenn used at all, is placed between quotation marks or replaced by notions 
likee 'presence effect.' 'Presence,' now, is understood as necessarily rhetorical 
andd always relying on representation, that is, relying on other signifiers and 
thuss as remaining within the realm of the already constructed. Derrida's 
'alwayss already' has left deep marks. 

Withh his relentless deconstruction of metaphysical plenitude, Derrida 
unmaskss the illusionary metaphysical belief that signs are grounded in some 
ultimatee origin experienced as full, self-validating presence. This illusion can 
bee seen at work in the opposition of speech as originating self-confirming 
palpabilityy versus writing as secondary, posterior activity, an activity that 
comess after, represents, or transcribes. This opposition of speech and writing 
iss paralleled by oppositions like identity/difference, presence/absence, 
reality/image,, thing/sign, and literal/metaphorical. In each of these categories 
theree is assumed to be a degree zero: one of the terms is privileged as 
original,, generic, and primary, the other is considered to be subsidiary and 
specifiedd in relation to it. 

Derrida'ss strategy is to deconstruct each of these oppositions by 
showingg that what appears as the privileged originating term is as secondary 
andd dependent as the minor term it supposedly gives rise to. The originating 
'reall to itself' without the agency of signs, the ultimate presence, the world 
beforee signs, is itself always already preceded by other signs. This originating 
'reall to itself' is constituted by these signs. At the same, time this means 
thatt secondary signs like texts representing a prior world cease to be secon-
dary.. Instead, they become items in a world where signs can never be absent. 
Theirr 'meaning' to be delivered up as a relation to that sign-less world 
becomess a phantom, a reification of an illusory presence.15 

Andd yet, notwithstanding the fact that we presently are only too aware 
thatt the Real will remain forever outside our reach, that bodies matter in and 
throughh performance, and that nature is a product of culture rather than a 
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given,, it is hard to avoid conceptual oppositions like representation and 
presence,, meaning and materiality (and all the others that come with it) 
whenn confronted with strategies used on the contemporary post-dramatic 
stage.. Not the least because these strategies seem to go right into the heart 
off such oppositions, playing with them, and diametrically playing out opposed 
termss against one another. Although any ontological foundation for these 
oppositionss may have become highly problematic, as effects they are most 
present,, and most impressive. Their power can be seen at work in Lehmann's 
accountt of the post-dramatic theatre as well. 

Onn the one hand, his analysis of the deconstruction of dramatic 
structuree bears witness to a Derridean critique of logocentrism. The decon-
structionn of the teleological perspective as given within the dramatic frame-
work,, Lehmann argues, does not result in the absence of frames and direct 
accesss to the plenitude of being. Instead, he understands the result of this 
deconstructionn in terms of a multiplication of frames. The multiplication of 
framess undermines the effect of one single frame and this way suspends the 
logocentricc meaning making function of the unitary dramatic frame. The 
deconstructionn of the drama as unitary framework undermines the effect 
typicall of dramatic theatre: the illusory merging of subject and object, 
showingg it to be illusionary and an effect of framing. 

AtAt the same time does Lehmann's description of the effects of this 
multiplicationn in terms of "increased perceptibility" [gesteigerte 
Wahrnehmbarkeif],Wahrnehmbarkeif], "intensified presence and essence of its sensory quali-
ties"" [gesteigertes Hier- und Sosein seiner sinnlichen Beschaffenheit] and 
"thee singular lead back to itself" [das Einzefne auf sich zurückgefürht] seem 
too suggest that, no longer guided by the telos of the dramatic perspective, 
thee spectator is granted a more direct access to the things as they are in 
themselves;; that the source of the confusing experiences is located firmly in 
thee thing as given over there (Lehmann 1999: 290). Seen this way, the effect 
off multiplication of frames seems (at least in some respects) to equal the 
absencee of frames. The result is that perception on the post-dramatic stage 
manifestss itself in a paradox: the multiplication of frames manifests itself in 
increasedd perceptibility of the thing in itself. 

Thiss paradox becomes no less paradoxical, nevertheless less confusing, 
whenn understood not as the effect of deconstruction or absence of perspec-
tive,, but, on the contrary, as the effect or indicator of perspective at work. 
Forr the paradox in Lehmann's account of post-dramatic theatre is inherent to 
perspective:: it is the paradox that is perspective. This brings me to the fourth 
wayy in which perspective functions as a metaphor in Lehmann's text, namely 
ass a concept replacing a story. This story is a narration in the precise sense 
off being subjective, i.e. emanating from a particular subject. 
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Thee Paradox of Post-Dramati c Subjectivit y — I take this idea of the concept as 
aa metaphor that replaces a story from Mieke Bal (1994). According to Bal, 
conceptss are metaphors and these metaphors mediate because of the way the 
worldd comes to be constituted through them. With her idea of the concept as 
aa metaphor she presents an argument similar to the one presented by Lakoff 
andd Johnson in their Metaphors We Live By (1980). 

Lakofff and Johnson argue that the way we think about, interact with, 
andd imagine the world around us, is organized around metaphors. These 
metaphorss are so deeply integrated in our thinking that they are not frequent-
lyy recognized as such. They present us with basic cognitive categories that 
organizee thought and structure how we act think, and imagine. As a result, 
thesee metaphors are constitutive of how the world, as well as our position in 
it,, appears to us. For example, the metaphor Argument is War is more than a 
mannerr of speaking about war. 

Itt is important to see that we don't just talk about arguments in terms of war. We can 

actuallyy win or lose arguments. We see the person we are arguing with as an opponent. 

Wee attack his positions and defend our own. We gain and lose ground. We plan and use 

strategies.. If we find a position indefensible, we can abandon it and take a new line of 

attack.. Many of the things we do in arguing are partially structured by the concept of 

war.. [...]. It is in this sense that the ARGUMENT IS WAR metaphor is one that we 'live 

by'' in this culture; it structures the actions we perform in arguing (Lakoff and Johnson 

1980:: 4, italics in the text). 

Similarly,, Bal argues that concepts are not simply a neutral way of naming 
thingss since they influence the way the world gets constituted through them. 
Conceptss are metaphorical in the sense that they help to understand the 
thingss that they name and through this naming concepts embed that which 
theyy name in a network of already existing meanings. From the moment of 
naming,, this 'something' will be lived through these meanings. 

However,, there is an important difference between Lakoff and 
Johnson'ss account and Bal's. Through this notion of story, Bal links up the 
conceptt as metaphor with a subjective point of view. Whereas Lakoff and 
Johnsonn merely observe that the metaphor ARGUMENT IS WAR structures 
thee way we think and argue, Bal's notion of the concept as substitute for a 
storyy allows me to question who this we thinking and arguing is. Whose 
desires,, interests and expectations are involved in thinking argument in terms 
off war? Or, to return to the case of perspective as it functions in Lehmann's 
argumentt about post-dramatic theatre, whose desires, interests and expecta-
tionss are involved in the concept of perspective as a historical, artificial 
construction,, currently undermined and deconstructed to expose 'the singular 
ledd back to itself'? 

Inn Lehmann's argument, drama stands in the place of a historical form 
thatt is no longer convincing as a representation of the world 'as it is.' Drama, 
now,, appears as artificial and historical, just as perspective in painting can 
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noo longer offer the illusion of a window opening up on the world. With this 
equation,, Lehmann delegates both perspective and drama to the past and 
opposess this past to a present in which both drama and perspective in 
paintingg appear as artificial. 

Partt of Lehmann's argument, however, grounds the notion that once 
uponn a time both dramatic structure and perspective in painting did convince 
ass adequate representational strategies. (Here, I am not interested in whether 
orr not this is actually the case. For now, I want to focus on the logic of his 
argumentt and what it can tell me about the story/subject involved here). Seen 
fromm this point of view in the past - the moment that both dramatic structure 
andd perspective were convincing as adequate representational strategies -
thee comparison of drama and perspective still holds, but has a completely 
differentt meaning. Seen from the past, the metaphor 'drama is like perspec-
tive'' does not equal artificiality, but the world 'as it is.' What the equation 
signifies,, therefore, depends upon one's point of view. Furthermore, both 
dramaa and perspective can only signify the world 'as it is,' as long as the 
artificialityy of their construction remains concealed. This is what Evelyn 
Foxx Keller has termed 'the paradox of scientific subjectivity,' of which the 
perspectivall image presents the image par excellence. 

Thee power of a perspectival image is that it appears to be a convincing 
imagee of 'how things are' - independent of any particular observer - rather 
thann a particular way of seeing or depicting these things, while at the same 
timee this is achieved through framing what is seen in a highly specific way. 
Thiss paradox is neatly expressed in Albrecht Dürer's woodcut Unterweisung 
derder Messung (1525, fig. 1, see inside of flap left). 

Onn the right, one can see the construction used to produce the image 
andd to fix the eye on one very specific point. By taking up this position, the 
imagee in its turn suggests a vision of the world 'as it is,' independent of any 
particularr observer. The woodcut thus illustrates how the practice of perspec-
tivee explicitly inscribes the point of view from which an observation is 
madee and accordingly makes evident the need to recognize the difference 

aa change in viewpoint makes. At the same time, the image presented by 
thee perspectival construction invites the claim that faithful obedience to 
specifiedd rules will result in an image for which nature, not the individual 
observerr is responsible. In this way, out of its very contingency, perspective 
extractss a new kind of veridicality: it locates in the vantage point of a 
particularr somewhere the tacit promise of a view from nowhere. 

Takenn as a metaphor for the identity and location of the subject/author of scientific 

representations,representations, one could almost say that the contradiction embedded in this dual 

semioticss of classical perspective was the problem that modern science needed to solve: 

inn order to generate a representation of the world in its entirety [...] the task of modern 

sciencee was to eradicate his presence as an external observer, and to fill in the lacuna 

createdd by his absence (Fox Keller 1994: 314-315). 
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Inn perspective, the observer is simultaneously named by his or her location 
andd made anonymous and disembodied by his or her adherence to specified 
rules.. Bodily attached to this viewpoint, he or she is, at the same time, 
releasedd from him or herself and invested in a technique. 

Thiss contradiction, still clearly manifest in the composition of artificial 
perspective,, as well as in Dürer's visual account of the production of such 
images,, was the problem that modern scientific subjectivity needed to solve. 
Andd eradicating the right side of the Dürer image, including the screen in the 
middle,, was what solved the problem, or at least, provided the illusion of 
havingg done so. 

Foxx Keller describes this history of eradication as a process of "semio-
ticc repositioning" in which the embodied encrafter, interpreter or observer is 
replacedd by a meta-subject, who is invisible, autonomous and virtual (Fox 
Kellerr 1994: 321). This was accomplished through a wide variety of prac-
ticess including the erasure of traces of perspectival construction or framing, 
thee development of more complicated pictorial techniques, as well as the 
standardizationn of instruments as a result of which the original observer need 
noo longer be identified. These practices also included the replacement of the 
firstt person pronoun narrator in scientific texts with the abstract 'scientist' 
whoo could speak for every man but was 'no man.' 

Thee effect of these strategies is that of the disappearance of conscious-
nesss of representation qua representation as perspective and point of view 
becomee invisible.16 In the process, subjectivity is relocated in discourse to an 
effectt comparable to that of the perspectival image. This invisibility, rather 
thann the absence of any point of view, is according to Fox Keller constitutive 
off objectivity, of representations of the world 'as it is.' 

Inn the following, I will take Fox Keller's analysis of the relationship 
betweenn perspective and modern scientific world view as a starting point for 
retracingg the subjective story involved in vision as it takes place in both 
dramaticc and post-dramatic theatre. Her reading of the relationship between 
perspectivee and the scientific subject helps to link up the Derridean decon-
structionn of metaphysics of presence, as this has been important to the 
deconstructionn of dramatic theatre, with a critique of vision as subjective. 

II will demonstrate how perspective, when used as a model to describe 
thee relationship betweens seer and seen, presents an alternative to the binary 
oppositionn of representation and presence as it is still visibly in many 
accountss of contemporary theatre. As a model, perspective specifies how 
'presence'' and representation, as well as the way in which they are opposed, 
comee into being in relation to a specific point of view. In this way, perspec-
tivee may help us to become aware of some of the limitations of the "specta-
tor'ss freedom to make and transform meaning" (Diamond) by making visible 
thee invisible cultural logic underlying our conception of the visible world, and 
showw this logic at work even in cases where perspective seems to be absent 
orr deconstructed to give way to what is simply 'there to be seen.' 
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Thiss perspective is not like a framework that can be taken away in 
orderr to gain more direct access to what is actually there to be seen. 
Nevertheless,, as Fox Keller's deconstructive reading of scientific subjectivity 
suggests,, this invisibility of perspective can be denaturalized by showing that 
whatt seems to be just 'there to be seen' is as secondary as what clearly 
manifestss itself as a sign. Such a denaturalization does not result in direct 
accesss to the world 'as it is,' but instead presents a critique in line with 
postmodern,, feminist and postcolonial critique of unified point of view as it 
iss implied in grand narratives. Critiques that have taught us that the decon-
structionn of unitary perspective does not result in the absence of point of 
vieww or perspective per se, but rather in a multiplication of viewpoints. This, 
however,, requires a shift in perspective on the notion of perspective itself, 
fromm perspective in terms of framing, towards perspective in terms of an 
address,, an address that presents a viewer with a point of view as to what is 
theree to be seen. 

11 — Kijk. Ik vind het ook niet leuk, dat slappe verhaaltje van de mens die in een grot de schaduw van de 

werkelijkheidd zit te bekijken, ik vind het een rotverhaal. Dan zie ik altijd een soort holbewoners met lange 

harenn en plakkerige baarden die beesten op een muur schilderen, daar wil ik niets mee te maken hebben. 

Off  Diogenes met allemaal wijze mannen die de hele dag in een ton zitten te babbelen over het leven, getver, 

datt lijk t me vreselijk. Maar zonder die grot, en zonder Diogenes, klopt het net zo goed, denk ik. De waarheid 

iss een flits, die altijd achter je blijft . Dus wat zie je dan voor je. Niets meer dan de schaduw van jezelf. Je zit 

hett beeld van de werkelijkheid ook nog eens behoorlijk in de weg. (Jeroen van den Berg: Sailors on a Bus. 

Englishh translation: Michael Burke.) 

SailorsSailors on a Bus is a play by Dutch playwright and director Jeroen van den Berg. A collection of his 

playss will be published by the International Theatre and Film Bookshop (Amsterdam). The premiere of Sailors 

onon a Bus took place in the Grand Theatre in Groningen (The Netherlands), October 14,1999. 

22 — Although point of view coincides in terms of projection with the vanishing point, this does not mean 

thatt there is symmetry between them. As Damish points out, strictly speaking vanishing point and point of 

vieww are situated, in three dimensional space, on a line perpendicular to the picture plane. But whereas the 

imagee of the point of view should be inscribed on the painting - at a virtual distance corresponding to that 

separatingg the spectator from the plane of projectionn - the vanishing point will be thrown far behind the 

imagee of the observer, who will have it, so to speak, at his back (1995:120-121). This ambiguity is crucial for 

thee seductive appeal presented by perspective, an appeal to a desire for a stable and detached point of view 

outsidee what is seen that at the same time seems not to be outside at all. 

33 - This account of the concept 'discourse*  is based on Mieke Bal (1996: 3), Paul A. Bové (1995) and Kaja 

Silvermann (1983, chapter 1). 
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44 — The division of Western history into the three ages Antiquity, Middle Ages and Modernity itself dates 

fromm the early Renaissance. Matei Calinescu traces the history of the concepts of the modern and modernity, 

andd the complexities in the various ways they are used. (Five Faces of Modernity: Modernism, Avant-Garde, 

Decadence,Decadence, Kitsch, Postmodernism, Durham: Duke Univeristy Press, 1987) 

Althoughh the idea of modernity has come to be associated almost automatically with secularism, its 

mainn constitutive element is, as Calinescu points out, a sense of unrepeatable time. The idea of modernity 

couldd be conceived only withinn the framework of a specific time-awareness, namely that of historical time, 

l inearr and irreversible, flowing irresistibly onwards. This idea can be seen reflected in the OED definition of 

thee modern as (1) being at this time; now existing, and (2) of or pertaining to the present and recent times, as 

distinguishedd from the remote past; pertaining to originating in the current age or period ('modern' The 

OxfordOxford English Dictionary. 2nd ed. Oxford: Clarendon Press, 1989). 

Calinescuu describes how, at a certain point during the first half of the 19th century, a split 

occurredd between modernity as a stage in the history of Western civilization - understood as a product of 

scientificc and technological progress, of the industrial revolution, of the sweeping economic and social 

changess brought about by capitalism - and modernity as an aesthetic concept. The first, bourgeois idea of 

modernityy is characterized by the doctrine of progress, confidence in the beneficial possibilities of science 

andd technology, of reason, of pragmatism and of action and of freedom defined within the framework of an 

abstractt humanism. Characterized as well by a concern with time as measurable time, a time that can be 

boughtt and sold and therefore has, like any other commodity, a calculable equivalent in money. By contrast, 

thee aesthetic concept of modernity was from its romantic beginnings inclined towards radical anti-bourgeois 

att itudes.. What defines cultural modernity is its rejection of bourgeois modernity. 

Thee bourgeois idea of modernity and the aesthetic idea of modernity share a sharp sense of 

historicall  relativism. In aesthetic modernity this can be seen to manifest itself in a preoccupation with the 

present,, with irresistible transitoriness, but also with the pursuit of immediacy. 

55 — Jay, (1994) 45-49 and Jay (1988). Jay refers to Svetlana Alpers The Art of Describing: Dutch Art in the 

Seventeenthh Century. Chicago: University of Chicago Press, 1993, and Bryson (1983). 

66 — See Martin Jay "The Noblest of the Senses: Vision from Plato to Descartes" in Downcast Eyes: The Denigration 

ofof Vision in Twentieth-Century French Thought. Berkeley, Los Angeles and London: University of California Press 

1993,, 21-82. Jay takes the notion 'rationalization of sight' from Willia m W. Ivins, Jr. On the Rationalization of 

Sight:Sight: With an Examination of Three Renaissance Texts on Perspective (1973), see Jay 49. For Jay's account on the 

formalizationn of social space, see 49-50. The Elias text he refers to is: Norbert Elias, The Civilizing Process. 

translatedd by E. Jephcott (1973). The notion of 'mechanization of the world picture' is taken from 

Dijksterhuis,, De Mechanisering van het Wereldbeeld, in English The Mechanization of the World Picture. Trans. C. 

Dikshoorn.. London: Oxford University Press, 1969. Jay introduces his notion ' the de-narrativization of the 

ocular'' on page 51. The Foucault text he refers to is The Order of Things: An Archeology of the Human Sciences 

(1973).. Whether or not the arrival of perspective was an invention or a (re)discovery was first broached by 

Erwinn Panofski in his essay "Die Perspektive als 'symbolische Form'" Vortrage des Btbliothelc Warburg 1924-1925. 

Leipzig,, 1927, 258-331. 

77 — See also Nelson Goodman Languages of Art. An Approach to a Theory of Symbols. London: Oxford University 

Presss 1969, 10. 
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88 — Erwin Panofski's article "Die Perspektive als 'symbolische Form'" was first published in Vortrage des 

BibliothekBibliothek Warburg 1924 - 1925. Leipzig, 1927, 258-331. English translation by Christopher Wood, Perspective as 

SymbolicSymbolic Form, New York, 1991. 

Ernstt Cassirer, Philosophic der Symbolischen Formen. Vol 1, Die Sprache. Berlin 1923. Vol. 2, Der Mythos, 1925. Vol.3, 

PhdnomenologiePhdnomenologie der Erkenntnis, 1929. English translation by Ralph Mannheim, The Philosophy of Symbolic Forms, 

Neww Haven and London, 1955-57. See Damish (1995) chapter 1. 

99 — In PowerfKnowledge, Foucault writes: 

Onee has to dispense with the constituent subject, to get rid of the subject itself, that is to say, to 

arrivee at an analysis which can account for the constitution of the subject within a historical frame-

work.. And this is what I would call genealogy, that is, a form of history which can account for the 

constitutionn of knowledges, discourses, domains of objects etc., without having to make reference to 

aa subject which is either transcendental in relation to a field of events or runs in its empty sameness 

throughoutt the course of history (Foucault 1980:117). 

Geneaogistss are opposed to the idea of history as a teleological process that can be understood by retracing 

itss development from its embryonic beginning towards a goal projected in the future. Instead, genealogy is 

thee practice of charting processes that, by contingent confluence, produce a contemporary result. The critical 

naturee of genealogy is directed against ahistorical interpretations and towards undermining the myths and 

mystificationss that a particular contemporary perspective may entertain about itself. This means that those 

practicingg genealogy must accept that they too are engaged in a practice which has a history, which 

expressess various pragmatic interests, which are perspectival. 

Forr a discussion of Foucault's genealogy and its relation to discourse and discourse analysis, see 

Paull  A. Bové (1995). For its relevance to feminist critique of subjectivity and knowledge, see Elisabeth Grosz 

"Contemporaryy Theories of Power and Subjectivity," in Sneja Gunew Feminist Knowledge. Critique and 

Construct.. London and New York: Routtedge, 1990: 59-120. 

100 - See Lehmann (1999: 13 and 23). 

111 — Das dramatische Theater, in dem die Bretter des Theaters die Welt bedeuten, konnte man mit der 

PerspektivePerspektive vergleichen: der Raum ist hier im technischen wie im mentalen Sinn Fenster und Symbol, 

derr Realitat 'dahinter' analog. Er bietet ein sozusagen maftstabliches, dutch Abstraktion und Betonung 

gewonnenness metaphorisches Aquivalent der Welt wie das flnestra aperta gedachte Renaissancegemalde 

(Lehmannn 1999: 288, italics in the text). 

122 — Diese innere Ordnung, getragen von den berühmten Einheiten, schliefit das Sinngebilde welches das 

Artefaktt Tragödie darstellt, fugendicht nach auJSen gegen die Realitat ab und konstituiert es zugleich im 

Innerenn als lückenlose Einheit und Ganzheit (Lehmann 1999: 61). 

133 — Ob das Drama an verschiedenen Platzen einer Simultanbühne spielt wie im Mittelalter, in der 

Mehrfachdekoration,, dem 'decor-multiple' der Renaissance, oder im typisierten Einheitsraum-Palast ('palais a 

volonté)) des KTassizismus, ob es vor dem Hintergrund des barocken 'Schau- Platzes' fur das Weltgeschehen 

oderr im Kraftfeld eines naturalistischen Milieus stattfindet, das die Handlungen der Menschen vorab zu 

determinierenn scheint, ist demgegenüber von untergeordneter Bedeutung: stets bleibt der dramatische Raum 

separiertess Symbol einer Welt als Totalitat, sei diese auch noch so bruchstückhaft dargeboten (Lehmann 

1999:: 288, italics in the text). 

49 9 



144 — Die Vervielfaltigung der Rahmen hebt aber die Function des einen Rahmens geradezu auf: das Einzelne 

wirdd aus dem einheitl ichen Feld das der Rahmen konstituiert. indem er es umschliefit, herausgebrochen. 

Stattt durch die rahmende Ganzeit zum Sinn gesteigert zu werden, wird dem Einzelnen genau die Verbindung 

zumm Ganzen gekappt, die das Sinnliche zum Bedeutenden macht. Statdessen bewirken die vervielfaltigten 

Rahmungen,, dass das Einzelne auf sich zurückgefürht wird als gesteigertes Hier und Sosein seiner sinnlichen 

Beschaffenheitt oder, von der anderen Seite betrachtet, gesteigerte Wahrnehmbarkeit (Lehmann 1999: 290, 

italicss in the text). 

155 — See Jacques Derrida: OfGrammatology. Translated by G.C.Spivak. Baltimore: Johns Hopkins University 

Press,, 1976. 

166 - The history of this task over the centuries that followed bears a close resemblance to what Lorraine 

Dastonn calls the 'history of objectivity.' This is not a linear story, but a multi-layered and entangled one, 

accompaniedd by complex resistances and anxieties and by radical changes in the very meaning of the term 

objective.. It is still, according to Fox Keller, possible to trace a distinctly linear arc in this non-linear story, a 

storyy line that is rooted in the very logic of scientific representation. This story line closely parallels the his-

toryy traced by Brian Rotman in his Signifying Nothing. The Semiotics of Zero (1987): it is a history of erasure, of 

thee progressive disembodiment and dislocation of the scientific observer that ultimately became sufficiently 

completee to permit a comprehensive and apparently subject less representation of the world. 

Dastonn points out that the term 'objective' had a very different - effectively opposite - meaning in 

thee 17th century from what it has today. "It referred neither to a state of mind, nor to a mode of perception, 

butt to the objects of thought and perception, or to what Hobbes has called the 'effects of nature.' Only in the 

19thh century did the term 'objective' acquire the current meaning of a-perspectival - a 'view from nowhere,' 

knowledgee without a knower" (Daston in Fox Keller 1994: 315), 
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—— Chapter 2 > "Do You See What I Mean?"> Artifact and the 
Subjectt of Vision 

51 1 



—— Perspective, I repeat, is not a code, but it has this in 
commonn with language that in and by itself it institutes 
andd constitutes itself under the auspices of a point, a factor 
analogouss to the 'subject' or 'person' in language, always 
positedd in relation to a 'here' or 'there,' accruing all the 
possibilitiess for movement from one position to another that 
thiss entails — (Damish 1995: 53). 

Withh this remark, Damish accounts for the symbolic function of perspective 
inn terms of what linguistics has called deixis. In language, indicators of deixis 
aree the personal pronouns ('I' and 'you') as well as the demonstratives, 
adverbss and adjectives which organize the spatial and temporal relationships 
aroundd the subject. Here, subjectivity means the capacity of a speaker to 
positt him or herself as a speaker by taking up the position of ' I . ' In doing so, 
thiss ' I ' posits another person, the one to whom the ' I ' says 'you' and who in 
hiss or her turn says 'you' to this ' I . ' These roles are endlessly reversible, as 
aree the signifiers, which depend upon them: the person who functions as a 
speakerr for one moment functions as a listener for the next. 

Thiss ' I ' and 'you' are empty forms which each speaker, in the exercise 
off discourse, appropriates to himself or herself and which he or she relates 
too his or her 'person,' at the same time defining him or herself as an ' I ' and 
aa partner as 'you.' According to Emile Benveniste this deictic function of 
settingg up positions - and not communication in the sense of transmitting 
absentt meaning represented by signs - is the fundamental nature of 
language.. Prior to communication language functions to set up the l/you 
polarityy that enables (mis)communication to take place. The study of 
signification,, therefore, cannot be isolated from the subject who uses 
languagee and who is defined by it.1 

Inn theories of the theatre, deixis has proved to be most useful for the 
analysiss of dramatic speech, and the way in which this speech establishes 
character,, space and action. Deixis describes the way relationships are set up 
betweenn persons and other persons; persons and objects; here and there; 
earlierr and later. An analysis of the function of deictic markers in dramatic or 
performancee text illuminates how the world presented on stage 'spaces-out' 
inn what is called the system of internal theatrical communication (the 
communicationn between the characters in the fictive cosmos represented 
there).. Elam calls deixis the means by which language "gears itself to the 
speakerr and receiver (through the personal pronouns ' I ' and 'you') and to the 
timee and place of the action (through the adverbs 'here' and 'now,' etc.) as 
welll as to the supposed physical environment at large and the objects that fill 
itt (through the demonstratives'this', 'that', etc.)" (Elam 1980: 26-27). The 
fictivee cosmos that is the drama "consists first and foremost precisely in this, 
ann I addressing a you here and now" as a result of which the drama is made 
presentt here and now (Elam 1980: 139, italics in the text). 
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Whatt is left out in such an analysis of dramatic speech, however, is 
howw this making present of the dramatic world 'here and now' is achieved 
nott only by means of signs of deixis in the internal system of theatrical 
communication.. Dramatic worlds depend at least as much on the absence or 
suppressionn of signs of deixis in the external system of theatrical communica-
tion,, the communication between stage and auditorium. That is, what is left 
outt is how what Szondi has termed the 'absoluteness' of drama is the effect 
off strategies not unlike those deployed in the perspectival painting, where the 
suppressionn of deixis serves to obscure the status of the painting as a sign 
presentingg an address to a viewer. The suppression of signs of deixis in the 
externall system of theatrical communication supports the suggestion that we, 
ass audience, can see what is over there 'as it is.' It also suggests that vision 
inn the theatre is 'just looking,' i.e. an unproblematic and immediate access to 
whatt is there to be seen. As Bryson (1983) observes, a painting may appear 
too present a moment of disclosed presence precisely as the result of suppres-
sionn of deixis. Analogously, in the theatre the suppression of signs of deixis in 
thee external system of theatrical communication supports the suggestion of 
anotherr world on stage that can be seen as through Alberti's finestra aperta, 
aa window opened up by the proscenium arch. 

Inn this chapter, I will show how the analogy between deixis and 
perspectivee as observed by Damish sheds light on the address presented by 
thee multi-media event that constitutes the theatre in terms of positioning and 
movementt from one position to another. I will demonstrate how deixis 
presentss a first step in exposing the invisible logic at work in the finestra 
apertaaperta presented by the theatre. In this chapter, Artifact (1984) by Frankfurt 
basedd choreographer William Forsythe, will serve as my theoretical object.2 

Withh Artifact, Forsythe presents a 20th-century equivalent of the 19th-
centuryy 'story' ballet. At the same time, the performance can be read as a 
meta-linguisticc 'story' of how we make sense of what we see, and how this 
involvess a position for the seer as the subject of vision. Artifact is a 
ballet,, yet, it is constructed around words. These words also appear in 
thee program book, arranged as a diagram. This diagram presents a key to the 
constructionn of the performance, while at the same time it is used in the 
performancee as a tool to deconstruct language: the language of words, as well 
ass the multi-media language of the stage. 

Meaningg as Addres s — In Artifact, the language of the stage itself is what is 
att stake. Like most theatre performances, Artifact invites the audience to 
makee sense of what they see. Artifact self-consciously presents itself as an 
artifactartifact (as opposed to the Kantian self-contained, autonomous work of art) 
constructedd to present an address to the audience. This address is neatly 
summarizedd in the question "Do you see what I mean?" uttered by one of the 
characterss on stage and directed towards the audience. 
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Withh this witty question, Artifact highlights the relationship between 
stagee and auditorium, a relationship that often remains implicit or even 
explicitlyy denied, and, at the same time, literally calls this relationship into 
question.. Artifact does so in a way that presents a critical engagement with 
issuess concerning the theatrical production of meaning which reflect a 
distinctivee turn in theatre semiotics that took place at about the same time 
thatt Artifact was created. These issues amounted to a shift in emphasis 
fromm a structuralist analysis of the dramatic or performance text towards a 
pragmaticss of theatrical communication.3 

Thiss shift towards pragmatics extended the Saussurean model of 
signifier/signifiedd by drawing attention to the necessarily third element in sig-
nification:: the interpretant, which was given more attention by Peirce's 
model.. Reception is built directly into Peirce's famous definition of a sign or 
representamenn as "something which stands to somebody for something in 
somee respect or capacity," the interpretant being "the equivalent sign created 
inn the mind of that person" (Peirce quoted in Nöth 1995: 42). Since every 
signn creates an interpretant that in its turn is the representamen of a second 
sign,, semiosis results in a series of successive interpretants ad infinitum. 
Theree is no first and no last sign, but rather a continuous process of semiosis 
thatt can be interrupted but never be ended. This is a process, furthermore, in 
whichh what you see not does necessarily correspond with what / mean. 

Butt Artifact has more to offer than a clever illustration of the fact that 
aa sign can only stand for something in relation to somebody to whom it 
appearss as such. In Artifact, the relation between this ' I ' meaning and a 'you' 
seeingg is at stake. Artifact can be read as a demonstration of how the ' I ' and 
'you'' implied in this address - "Do you see what I mean?" - as well as the 
relationshipp between them, are constituted in and through this address. In 
doingg so, Artifact presents a critique of semiotic models based on a static 
modell of communication, in which a series of coded messages are sent or 
enactedd and subsequently received and decoded by a spectator who is 
understood,, in rather mechanistic or diagrammatical terms, as the receiver.4 

Thee turn away from structuralist semiotic models, and models of 
theatricall communication concerned with codes and the production and 
transmissionn of meaning, resulted in a wide variety of new approaches usually 
broughtt together under the general rubric of pragmatics.5 The shift towards 
pragmatics,, opened up a wide and diverse field. But, as Elam (1988) 
observes,, there is no doubt that the most widely and frequently invoked 
analyticall framework, the true "Prince of Pragma" as he calls it, is speech-
actt theory as developed by J.L.Austin and John Searle, as well as theorists 
thatt followed.6 

Austin'ss observation that, in many cases, saying things is doing things 
withh words rather than using these words to refer to some absent state of 
affairs,, confirms what theatre makers have known for some time. Moreover, 
doingg things with words is central to the functioning of dramatic text. It is 
littlee wonder then that speech-act theory proved to be productive for the 
analysiss of how things are done on stage. 
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Muchh more complicated again, it appears to be to bring speech-act 
theoryy to bear on the external system of theatrical communication, i.e. the 
transactionss between stage and audience. Elam refers to Ross Chambers' 
attemptt to understand theatrical performance as an overall communicative 
actt that encodes an offer or invitation to the audience.7 "The performance or 
performerss then send out a kind of polite visiting card to the spectators 
bearingg the message 'come and interpret me'" (Elam 1988: 46). According 
too Elam, this approach proves to be not very productive for two reasons. In 
thee first place because understanding the address created by the perform-
ancee in this way converts the overall act performed by the performance into 
aa tautological exercise in interpretation: 

Inn practice, the visiting card sent out by Chamber's performative performance is no more 

than,, nor less than, the founding convention of the theatrical transaction itself: the 

spectatorr knows as part of his elementary theatrical competence that he is called upon to 

interprett what he hears and sees. So that if each performance does no more than renew 

thiss statutory invitation, then the overall act it performs is at best tautological, not to say 

feeblee (Elam 1988: 47). 

Inn the second place, Elam observes a tendency in speech-act based analysis 
off the interaction between stage and audience to reduce the spectator to a 
decodingg machine. 

This,, it seems to me, is one of the central ironies in contemporary semiotic inquiry: 

thatt the more 'pragmatic' it becomes, the less it has to do with actual pragma. There is 

muchh talk in contemporary literary and theatrical semiotics of the 'work' of the reader or 

spectatorr as the most important element in the communicational process, but more 

oftenn than not, the labors assigned to the reader or spectator are such cerebral tasks as 

inferringg or hypostazing or presupposing or, of course, understanding and interpreting 

thee acts performed for his or her benefit (Elam 1988: 48). 

Elamm fears that understanding a performance as an address presented to a 
spectatorr to 'come and interpret me' will, again, reduce the spectator to a 
decodingg machine and thus deny the work involved in responding to the 
address.. He refers to Barthes' distinction between the studium as "the appli-
cationn to something the taste for something; a sort of alert but not particular-
lyy intense being interested," and the punctum as "an irresistibly pricking or 
injury,"" to conclude that much of what goes under the name of theatrical 
pragmaticss {or theatre semiotics in general) is limited to the zone of the 
studiumstudium and keeps safe distance from the tropics or dangers of the punctum 
(Elamm 1988: 48-49). 

II will come back to this distinction and its possibilities for the analysis 
off theatre in chapter 5, where Barthes' punctum will be part of my argument 
forr the usefulness of semiotic analysis for the theatre, provided that semiotics 
shiftt attention from what is 'to be seen over there' to a relational model that 
takess into account the relation between what is seen and the point of view 
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fromm where it is seen. I will show how what Barthes calls punctum can serve 
ass a meaningful pointer that helps to expose the relationship between what is 
seenn and the point of view from where it is seen. 

Inn this chapter, I will undertake a first step in this direction by having 
aa closer look at what Elam calls "the founding convention of the theatrical 
transaction,"" that is, the spectator being called upon to interpret what he or 
shee sees and hears. 

Speech-Act ss in the Field of Vision — The (implicit) address presented by the 
performancee to the audience and verbalized by Elam as 'come and interpret 
me,'' is made explicit in Artifact, yet reformulated in a crucial way. "Do you 
seee what I mean?" articulates this address in a more productive way. 

Byy making explicit the ' I ' and the 'you' involved in the address, Artifact 
drawss attention to the close relationship between signification and subjectivi-
ty,, a relationship that, as Kaja Silverman writes, "has long been apparent to 
readerss of Freud and Lacan, but has remained perhaps less obvious to those 
semioticianss who trace their lineage to Saussure" (Silverman 1983: 3). 
Peirce,, and later Barthes and Derrida have taught us that meaning is much 
moree open ended than de Saussure would have us believe and that it cannot 
bee isolated from the symbolic order. This alignment of signification with the 
symbolicc order was made possible by the inclusion of a third category - that 
off subjectivity. Here the work of Emile Benveniste is of crucial importance. 

Inn Problems in General Linguistics (1971), Benveniste shows language 
andd subjectivity to be completely interdependent. The individual finds his 
orr her cultural identity only within discourse by means of the pronouns ' I ' 
andd 'you,' empty forms which each speaker, in the exercise of discourse, 
appropriatess to his or her 'person,' at the same time defining her or himself 
ass an ' I ' opposed to a partner as a 'you.' 

Withh this analysis, Benveniste shows speech-acts to be productive not 
onlyy of the space around subjects; he shows them to be constitutive of 
subjectivityy itself. Furthermore, he demonstrates how this constitution of 
subjectivityy within the linguistic act involves not only the subject speaking, 
butt also the addressee. Hence, Benveniste shows speaker and addressee to 
bee mutually interdependent. Like de Saussure's linguistic sign, the subject 
reliess on another term within the same paradigm for its meaning and value, 
andd this paradigm can only be activated through discourse. This brings 
Benvenistee to a notion of subjectivity that is both entirely relational and 
radicallyy discontinuous. In the space between two discursive events, subjec-
tivity,, like the pronouns which sustain it, falls into abeyance. 

Benveniste'ss approach makes possible an even more discontinuous and 
non-unitaryy conception of subjectivity, a conception of subjectivity that takes 
intoo account how different discursive acts presented by a multi-media event 
likee the theatre present the addressee with different positions as the 
addresseee of both verbal and visual signs. It also elucidates how these 
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differentt positions interact to produce the effect of what seems to be 'just 
looking'' at what is 'there to be seen.' 

Inn Artifact, the address presented by the question "Do you see what I 
mean?"" draws attention to two different activities involved in this act of 
'comee and interpret me.' The question "Do you see what I mean?" presents 
ann address to the audience as both listener and seer. Elam recognizes these 
twoo different activities when he describes the act performed by the audience 
ass interpreting what he or she sees and hears. In his summary of the address 
presentedd by the performance as "Come and interpret me" however, these 
twoo are conflated into the single act of interpreting, and this obscures the 
wayy seeing and hearing imply different subject positions for an audience. 

Artifact,Artifact, taking these two apart again, draws attention to a complica-
tionn of the use of speech-act theory for the analysis of visual text that is 
easilyy overlooked. This complication resides in the different subject positions 
forr the addressee that hearing and seeing imply. This complication can also 
bee seen at work in Damish' account of perspective in terms of deixis. 

Damishh observes that perspective presents an address to a viewer 
comparablee with the way a speaker, ' I , ' presents an address to a listener, 
'you,'' in a linguistic speech-act. However, this statement character, this 
characterr of an address made to a viewer, is precisely what tends to get 
obscuredd by the ambiguous relationship between seers and seen as given in 
perspective.. Perspective works so effectively because it does not present the 
viewerr with a position as second person - the 'you' addressed - but as the 
firstt person who 'owns' that world as it is seen. Instead of positioning the 
viewerr as a 'you' opposed to an ' I ' speaking, perspective aims at a conflation 
off the positions of ' I ' and 'you,' as a result of which what the ' I ' shows on 
stagee can appear as just there to be seen by 'you.' The assumption is also 
thatt this 'you' does not position her or himself as a 'you,' but as an ' I . ' 
Seenn in this way, conflating verbal and visual speech-acts here allows for 
anotherr conflation as well; namely a conflation of the producer and the 
recipient.. This conflation is, as Bryson has shown, constitutive of the effect 
off presence in painting.8 

ArtifactArtifact shows the address of the performance and neatly summarizes 
inn the question "Do you see what I mean?," revealing it to be a complicated 
addresss involving more than one subject position. This address presents the 
audiencee with at least two different positions to take up. On the one hand 
thee woman as the subject of speech presents the audience with a position 
representedd by the ' I ' in her speech-utterance. This address can be under-
stoodd as an invitation to identify with her point of view. "Do you see what I 
mean?"" is an invitation to see it her way, to look at it from her point of view, 
andd to be drawn into the world on stage as described by Szondi. 

Butt "Do you see what I mean?" can also mean "Do you see what I (as 
aa visual sign) mean?" In this case, the address presented to the audience is 
nott an invitation directed to a 'you' to take up the position of the woman 
seenn on stage. Instead, it presents an address to the viewer as an ' I ' marking 
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thee position from where she is seen. Understood this way, the performance 
makess explicit the address presented by Brechtian epic theatre to "see for 
yourselves." " 

Finally,, Artifact denaturalizes the position of this T seeing by showing 
thiss position to be an effect of the address presented by the performance. 
Thee audience as listener is addressed as a 'you' as opposed to the ' I ' speak-
ing.. At the same time, however, this speech act presents an invitation to this 
spectatorr to take up the position of an ' I ' seeing, as opposed to the character 
speakingg on stage who appears as a 'you' being seen. In the address "Do you 
seee what I mean?," these positions are conflated and deliberately, I would 
argue.. In this way, Artifact draws attention to how the conflation can be 
understoodd as the effect of the structure of the address presented to the 
spectator,, and how this serves to repress the position of the viewer in the 
theatree by absorbing him or her in the world on stage. 

Thuss on the one hand, Artifact draws attention to the way both verbal 
andd visual address present the audience with positions in relation to what is 
theree to be seen on stage, while on the other it can be read as a critique of 
thee simple equation of positioning as it takes place in perspective with deixis 
inn linguistic utterances as proposed by Damish. 

Stepp Inside ! — As the audience enters the auditorium, a silent figure dressed 
inn a ballet tunic crosses a bare stage in the cold light of inspection lamps. 
Suddenly,, a woman in elaborate historical dress appears from the wings. 
Shee claps her hands and music starts to play. Slowly, she approaches the 
audience,, throwing kisses, making theatrical gestures of invitation and hon-
oringg the audience with elegant bows. Her dress brings to mind the baroque 
theatree organized in function of the vision of the king, and her salutation is 
certainlyy worthy of a king. With it, she performs the address implied by the 
architecturee of a baroque theatre. She reaches out to the viewer in a way 
analogouss to the address of perspectival drawing. Having reached the front of 
thee stage she halts, pauses, stretches up, looks at the audience and says: 
"Stepp inside!" 

Shee invites the audience to do that which many performances implicit-
lyy invite you to do, namely to leave your position in the auditorium and to 
projectt yourself into the world on stage. This makes her invitation an 
ambiguouss gesture. It threatens to undermine what it pretends to install. For 
successfullyy projecting oneself into the world on stage depends on the 
seemingg absence of the relationship that is highlighted by her performance. 
Withh her invitation which highlights the theatricality of the situation - its 
beingg theatre - she performs the critical gesture of Brechtian theatre where 
thee gap separating stage and auditorium is closed in order to create distance. 

Furthermore,, something seems to be at stake in the order of things. In 
thee case of Artifact, it is not the situation represented on stage that seduces 
thee audience to 'step inside.' Rather it is the invitation itself that marks the 
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beginningg of the action. This invitation marks the beginning of the theatrical 
event,, as if to demonstrate that it is only by assuming the point of view she 
proposess that the event takes place; as if to demonstrate that the positioning 
off the audience is part and parcel of the performance taking place. With her 
gesture,, the woman frames what is there to be seen on stage as theatre, 
whilee at the same time this gesture of framing consists literally of setting up 
aa relationship between the seer 'over here' and the seen 'over there,' inviting 
thiss seer over there to 'step inside,' to leave behind reality and enter the 
fictivee cosmos. 

Withh her invitation, the woman gives a demonstration of what in 
narratologyy is called focalization. The term focalization was introduced by 
Gerardd Genette to distinguish between two agents involved in the way events 
aree presented in stories: the agent who 'narrates' and the agent who 'sees.' 
Thee concept was further developed by Mieke Bal upon whose work my use of 
thee concept is based.9 

"Wheneverr events are presented" writes Bal "they are always presented 
fromm within a certain 'vision.' A point of view is chosen, a certain way of 
seeingg things, a certain angle, whether 'real' historical facts are concerned or 
fictitiouss events" (Bal 1997: 142). Focalization describes the relationship 
betweenn this vision and that which is 'seen.' The concept of focalization is 
thereforee comparable in many ways to that of perspective. But there are 
importantt differences as well. Perspective tends to focus attention one-sided-
lyy on what is seen and to direct attention away from the position from which 
thingss are seen and, in this way, it obscures the relation between seer and 
seen.. Focalization describes precisely this relationship between a subject and 
ann object of vision as given within the construction of the text. 

Focalizationn originates from narratological theory designed for the 
analysiss of verbal texts. Bal herself has demonstrated the usefulness of the 
conceptt for visual 'texts' as well. In her Narratology: Introduction to the 
TheoryTheory of Narrative (1997), she uses a visual example - a relief in Arjuna, 
southh India - to explain the principles of focalization. The relief shows the 
imagess of a cat, a man and several mice. Read in the right way, these images 
'tell'' a story. Bal demonstrates how this visual story 'takes place' as a result 
off the spectator's ability to identify with the various positions presented 
byy the mice, the cat and the man and to see as if from their points of view 
(Ball 1997: 144-145). 

'Identification'' here does not mean the kind of non-critical, passive 
receptionn whereby the spectator imagines her or himself to be the character 
represented.. Bal's concept of focalization involves a type of identification 
thatt does not aim at erasing difference between seer and seen, but is more 
likee what Bruce Wilshire (1982) describes with the metaphor of 'standing 
in.'100 The spectator is invited to 'step inside' and to take up a position as 
representedd within the work. In the Arjuna relief, for example, the seer is 
invitedd to take up the positions of the cat, the mice and the man and to see 
thee situation represented as if through their eyes, as a result of which the 
storyy unfolds. 
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Actss of Meaning — In Artifact, the woman in the historical dress is the 
focalizorr in person. She literally invites the audience to see what happens 
fromm her point of view, to step into her shoes and see it as she does. At first, 
shee seems to be self-confident, not to say self-satisfied. Her text, entirely 
madee up of constative statements and orders, gives her an air of authority. 
Herr voice, amplified by a microphone, is loud and clear and surrounds the 
audiencee from all sides. After a little while, she is joined by a man dressed in 
aa late 20th-century suit. 

Thee relationship between the man and the woman is constructed along 
thee lines of various binary oppositions: man/woman, history/present, 
extravert/introvert,, constative/interrogative, and distance/closeness. The man, 
beingg a true antagonist, sets out to undermine the woman as wisdom broker. 
Whilee the woman stays stationary, the man goes around, asking questions like 
"Which?"" and "When?" and "Where?" and "How?" The man speaks these 
questionss through a megaphone. The megaphone, like the microphone, 
amplifiess his voice, but instead of suggesting omnipresence, the source of 
thee sound is firmly located in relation to whom he addresses with it. 
Furthermore,, the megaphone amplification does not obscure the distance 
betweenn speaker and his audience but stresses it. With his vocal address 
comingg from different angles he undermines the totalizing effect of her voice. 

Thee man and the woman are involved in what seems to be an ongoing 
seriess of attempts to find out 'how it is' and to convey this to the audience. 
Inn their attempts to do so, they make use of 'the words of Artifact' to 
describee what they find themselves confronted with (fig. 2). In the program, 
thesee words are printed accompanied by dictionary definitions, as if to insure 
theirr meaning. In the performance, however, reference becomes something of 
aa desperate plea, a demand, an address, to the sign to convey Presence, 
Being,, Meaning - which it simply will not deliver. 

Thee diagram functions as a miniature version of a Saussurean model of 
languagee as a self-regulating, abstract system in which meaning is the effect 
off the interplay between similarity and difference. According to de Saussure, 
thee relationship between the linguistic sign and referent is arbitrary, yet 
regulatedd by convention. In Artifact, this arbitrariness is taken to extremes. 
Inn doing so, Artifact presents what appears to be a demonstration of 
Benveniste'ss critique of de Saussure's account of the arbitrariness of the 
linguisticc sign. 

Benvenistee points out that linguistic arbitrariness does not mean 
relativityy or anything goes, which it has often been construed to mean. The 
relationn between signifier and signified may be arbitrary if seen from the 
detachedd point of view of one limited to externally observing the bond 
establishedd between an objective reality and human behavior. Or as 
Benvenistee so evocatively puts it, "under the impassive regard of Sirius" 
(Benvenistee 1971: 44). Seen from Sirius, the linguistic sign is arbitrary 
becausee the same animal is called boeuf in one country and Ochs elsewhere. 
Butt as Benveniste observes, the real problem is far more profound. This real 
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THEE WORDS OF ARTIFACT / DE W O O R D E N VAN AR 

STEPP INSIDE / STEP OUTSIDE 

11 / YOU -

AA STORY 

ALWAYSS / NEVER REMEMBER / 

HOWW / WHICH / WHAT / WHEN / WHERE 

ROCKS S 

DIRT T 

SAND D 

SOOT T 

DUST T 

TOO SEE/ TO HEAR/ TO THINK/ TO SAY/ 
SAWW HEARD THOUGHT SAID 

SEENN HEARD THOUGHT SAID 

THEE SAME 

D O W NN THERE 

TIFACT T 

HEE / SHE / THEY 

FORGET T 
FORGOT T 

FORGOTTEN N 

TOO DO 

DID D 
DONE E 

fig.. 2 — Willia m Forsyth e 
Thee Words of Artifact 



problemm is that as soon as we leave this position "under the impassive regard 
off Sirius," the connection between signifier and signified is not arbitrary at 
all.. From the perspective of an individual user of language the relation 
betweenn signifier and signified is necessarily. Signifier and signified are two 
aspectss of a single notion which together make up what Benveniste calls, 
"thee ensemble as the embodierand the embodiment" (Benveniste 1971: 
45).. Through their necessary connection the world appears to us 'as it is.' 
Consequently,, through this necessary connection that what appears to one 
personn as an Ochs appears to another as a boeuf. Although our condition as 
discursivee beings implies that all meaning is relative rather than absolute or 
ontologicallyy given, it does not follow that the effects of discourse are experi-
encedd as being relative by those who participate in it. The discourse we are 
bornn into is not relative but formative for the world as it appears to us. This 
differencee is what is at stake in the conflict represented in Artifact. 

Inn Artifact, the two speaking characters use the words of Artifact 
printedd in the diagram to produce syntactically correct sentences. They use 
thesee sentences in ways that suggest that they are meant to make sense of 
whatt is happening on stage, and between stage and audience. However, the 
degreee to which the words relate to what is seen on stage is often difficult to 
grasp.. The characters explore the various possible combinations of words as 
givenn in the diagram, using them again and again in different order or repeat-
ingg the same syntactical structure using different words. While reference 
becomess increasingly problematic, discourse on stage becomes deictic to the 
extreme.. The performance thus seems to prove Benveniste's point that deixis, 
andd not reference, is the essence of language. 

Deicticc markers make up a large part of the 'words of Artifact' And 
deixiss is what is performed first and foremost through the language in the 
diagram,, as well as through the multi-media language of the stage. Although 
itt is often hard to say what exactly the words spoken on stage refer to, the 
usee of these linguistic signs does make sense as an address, an address that 
invitess a response even though it is not clear what the woman means. Indeed, 
whenn the woman asks the audience "Do you see what I mean?" her question 
iss usually met with laughter. 

Whilee the question may be hilarious, it is also strikingly to the point. 
Audiencee members know what the words mean, but they haven't got the 
slightestt idea what she means with them, nor what she, as a visual sign, is 
supposedd to refer to. Nevertheless, her question is meaningful in the sense 
thatt the audience is taken along in a series of subjective transactions. 
Meaningg and subjectivity come across through the play between 'me' and 
'you'' as positions produced a a function of linguistic signs, by means of an 
addresss through visual signs, through the directing of hands and eyes, 
throughh the choreography of bodies in space, and through the construction of 
perspectivee and point of view. The characters represent different perspectives 
onn what is at stake and since reference is highly problematic, it is not 
possiblee to point out who is right and who is wrong. All attention is drawn 
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towardss the mechanism of the dramatic conflict itself, revealing it to be a 
dramaa of vision and positioning. 

Interna ll  Focalizatio n — In Artifact, the man and the woman represent 
differentt 'positions' in relation to what is seen, and this is shown to result in 
differentt 'stories' about what is at stake.11 In doing so, both the man and the 
womann act as focalizor. They are so called internal focalizors-. characters who 
mediatee in the relationship between the audience and what is seen onstage 
andd invite us to see it as they see it. In doing so, they present an address 
too the audience that, like the l/you polarity described by Benveniste, can be 
understoodd in terms of the setting up of positions. Both the man and the 
womann present an address to the audience as a 'you' to see it as they see 
it.. Yet, they do so by inviting the viewer to take up the position not of a 'you' 
impliedd in their address, but of the ' I ' implied by the vision they represent. 

Inn Artifact, the man and the woman, in their attempts to make sense 
off what is going on on stage, represent conflicting points of view. The woman 
representss a point of view like that of the Cartesian cogito with a transcen-
dentall vantage point from where everything can be seen 'as it is.' The 
positionn of the man corresponds to a postmodern critique of these universal-
istt pretensions as they characterize her point of view. He sets out to question 
andd deconstruct her vision of the world, pointing out that it could be 
different.. Their conflict reaches a climax in the third act when the woman 
startss to knock over pieces of the cardboard set that show perspectival 
drawingss of theatrical space. In the fourth act, these pieces of cardboard are 
placedd side by side against the back wall of the theatre, presenting a view of 
differentt perspectives on the space of the theatre as seen from different 
pointss of view simultaneously and equally. 

Theirr drama thus can be read as a preposterous staging of Lehmann's 
accountt of the development from dramatic to post-dramatic theatre.12 

ArtifactArtifact presents an illustration of his argument formulated in the artistic 
discoursee of the theatre. It shows how a unitary framework on what is there to 
bee seen gets undermined and deconstructed and finally results in a multipli-
cationn of frames. Artifact also draws attention to the relation between the 
telostelos or goal implied in a particular story that frames how things are seen, 
andd the point of view from where these things seen are seen. 

ArtifactArtifact demonstrates how the architecture of the theatrical event plays 
intoo the desire to conflate ' I ' and 'you' typical of the dramatic theatre and to 
seee what 'you' mean or feel. This conflation can be seen at work in many of 
responsess to theatre performances that testify to the way a performance can 
makee the audience believe that we as audience know what the actors think 
andd see what they feel. Focalization exposes how the characters seen on 
stagee mediate in this forgetting of the distance between seer and seen by 
invitingg us to take up their position. 
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Externa ll  Focalizatio n — Apart form one or more internal focalizors there is 
alwayss also an external focalizor. The external focalizor is the anonymous 
agentt through whose eyes we as an audience see the performance 'as it is.' 
Ass long as this position remains invisible, the performance can appear as 
simplyy 'there to be seen,' and independent from any particular point of view. 
ArtifactArtifact demonstrates how this position mediates in the relation between seer 
andd seen. It also demonstrates how the event can be organized in such a way 
ass to undercut this mechanism by denaturalizing the position presented by 
thee external focalizor. To explain this, I will return once more to the invitation 
"Stepp inside!" presented to the audience at the beginning of the piece. 

Withh the invitation to "step inside," the woman shows the address 
madee by the performance to be an act of what Althusser calls interpellation. 
Interpellationn is a specific form of the more general second-personhood as 
theorizedd by Benveniste. It is the speech-act of the social environment. 
Althusserr sees this speech-act embodied in the state's representative, the 
policeman,, who calls out "Hey you!" causing the subject to turn around 
becausee of being addressed, which in turn constitutes him or her as subject. 
Thee policeman saying 'you' makes 'you' specifically into 'me,' that is, it 
makess me turn around, feeling addressed at the same time as I feel unset-
tled,, taken out of myself, already in prison (Bal 1999: 87).13 In Artifact, it is 
thee audience that is compelled out of its seat and into the world on stage, 
andd it is through this act of interpellation that the audience is constituted as 
thee subject of vision. 

Then,, during the second act, the safety curtain suddenly comes down 
withh a bang, throwing the audience - having 'stepped inside' - in one fell 
swoopp back into their seats in the auditorium. With this powerful gesture, 
ArtifactArtifact points attention to the ambiguity at work in the invitation presented 
byy the performance to 'step inside.' 'Stepping inside' describes an embodied 
action,, while this phrase is used in this context to invite the audience to take 
aa certain distance from their bodies located in the auditorium and to get 
closerr to what is seen on stage. This happens by means of an address to the 
seerr in which this seer, bodily attached to his or her viewpoint, is at the same 
timee released from this bodily 'locus of looking,' as a result of which the rela-
tionshipp between what is seen and who is seeing gets obscured. The coming 
downn of the safety curtain highlights precisely this relationship by disturbing 
thee unproblematic identification with the point of view of the disembodied 
eye.. As a result, instead of being released from his or her 'locus of looking,' 
thee seer is made aware anew of how he or she is bodily attached to it. 

Withh this powerful gesture, Artifact draws attention to the way the 
performancee produces a position for the audience as the subject of vision. 
Thiss position is not represented on stage, but implied by it. Artifact demon-
stratess how this position functions like the vantage point of a perspectival 
drawing.. By taking up this position, the framework itself that frames what is 
seenn remains invisible. Furthermore, Artifact shows that this perspective 
impliedd by the performance involves a position in relation to what is seen, as 
welll as notions of what it means to see and who is the subject of this vision. 
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11 — Emile Benveniste's most important essays have been translated into English and collected in one volume 

titledd Problems in General Linguistics (University of Miami Press 1971). An excellent discussion of Benveniste's 

importancee for the semiotics of the subject can be found in Kaja Silverman (1983) The Subject of Semiotics, 

chapterr 1. 

22 —Artifact. Ballet in 4 parts. Choreography: Willia m Forsythe. Music: Johann Sebastian Bach and Eva 

Crossman-Hecht.. Stage, lighting and costumes: Willia m Forsythe. Premiere: December 5,1984, Ballett 

Frankfurt,, Frankfurt. In 1987, the Frankfurter Ballet performed Artifact in the Muziektheater in Amsterdam 

ass part of the Holland Festival. In 1991, the Dutch National Ballet put act II of Artifact on the repertoire, 

followedd in 1993 by the choreography as a whole. 

33 — Understanding theatre as a sign system began with the work of the Czech semioticians of the Prague 

Schooll  in the 1930s and 1940s who proposed that 'all that is on stage is a sign.' Their investigations into the 

naturee of the theatrical sign concentrated on identifying the signifying role of stage-sign vehicles and 

analyzingg their dynamic and generative capabilities. This work has been developed and taken in different 

directionss by international theatre semioticians who include Marco de Marinis, Keir Elam, Tadeusz Kowzan, 

Patricee Pavis, Anne Ubersfeld and Erika Fischer-Lichte. Ultimately, the formal model of theatre semiotics has 

providedd the framework and the vocabulary for identifying, classifying and analyzing the 'parts' which make 

upp the theatrical whole. For an account of the early history of theatre semiotics, see Elam (1980: 5-31) and 

Elainee Ashton and George Savona (1991: 5-10). A fundamental premise of the semiotic approach is the 

understandingg of theatre as a communication model in which a series of coded messages are sent or enacted 

andd their meanings received or decoded. See Elam (1980: 32-97) for an extensive account of theatre as a 

communicationn model. 

Thee most comprehensive example of the semiotic approach is Erika Fisher Lichte's three volume 

SemiotikSemiotik des Theaters (1983), translated into English as The Semiotics of Theatre (1992). The same year (1983) Marco 

dee Marinis argued that the field had come to a crossroads. If theatre semiotics were to continue to emphasize 

thee structural analysis of the dramatic or performance text, it ran the risk of becoming only a 'propaedeutic 

supportt for critical and historical research,' while if it were to become established as a discipline it must 

movee beyond such analysis to develop a 'pragmatics of theatrical communication,' engaging in the historical 

andd sociological context of both stage realization and reception. See Carson {1993: 505 ff) for a discussion of 

thiss shift. See Elaine Ashton and George Savona (1991) for an overview of the possibilities of semiotic analysis, 

andd Elaine Aston ("Gender as Sign-System: the Feminist Spectator as Subject" in; Patrick Campbell (ed.) 

PerformancePerformance Analysts. A Critical Reader, Manchester and New York: Manchester University Press, 1996, 56-69) for 

aa critique of the limitations of a semiotic approach from a feminist point of view. 

44 — Both Elam (1980) and Fisher-Lichte (1992) describe how, paradoxically, the effective historical starting 

pointt for research into theatrical communication was in fact a denial of its possibility. In 1969, the French 

linguistt Georges Mounin challenged the classification of the relationship between performer and spectator as 

aa communicative relationship on the grounds that genuine communication depends on the capacity of two 

(orr more) parties involved in the exchange to employ the same code so that ' the sender can become the 

receiverr and the receiver the sender.' This is not the case in the theatre, he argues, where the information 

givingg process is unidirectional and the roles of the participants are fixed. Mounin's denial of communicative 

statuss to the performance stems from his definition of communication according to the stimulus / response 

model.. He insists that sender and receiver be in a position equally to employ a single code and a set of 

physicall  channels, thus transmitt ing similar signals, while, as Elam argues, a more generous conception of 

thee communicative process - and one more generally accepted today - holds that it is sufficient that the 

receiverr be acquainted with the sender's code and so be able to decode the message (Elam 1980: 33-34, 
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referringg to Georges Mounin: Introduction a la semiologie. Paris: Les Editions de Minuit, 1969, Fischer-Lichte 

1992:: 136-137). Nevertheless, Mounin's denial is important insofar as it draws attention to the question what 

exactlyy is meant by the participation of the audience in the process of theatrical communication. 

55 — See Pavis (1998: 280-284) for an overview of various pragmatic approaches to the theatre. 

66 — Austin distinguishes between two different types of utterances: constative and performative. Constative 

utterancess describe a state of affairs, and can therefore be said to be true or false. Performative utterances do 

nott describe but perform the action they designate. Austin's much discussed example here is the wedding 

ceremonyy in which, in pronouncing the words "I do" this "I " does not describe anything, but indulges in it. 

J.L-Austinn How to Do Things with Words. The William James Lectures. Cambridge (Mass.): Harvard 

Universityy Press, 1962. John Searle. Speech Acts. An Essay in the Philosophy of Language. Cambridge: Cambridge 

Universityy Press 1969. For a highly efficient introduction into speech-act theory and its subsequent develop-

mentss see chapter 7 of Jonathan Culler's Literary Theory: A Very Sort Introduction. Oxford: Oxford University 

Presss 1997. For a discussion of speech-act theory in the context of theatre theory, see Carlson (1996) chapter 

3:: "The Performance of Language," Elam (1988), Worthen (1998) and Andrew Parker and Eve Kosofski 

Sedgwickk (eds.) Performance and Per/ormativity, New York and London: Routledge, 1995. See Foster (1998) for a 

critiquee of the notions of performance and performativity as derived from speech-act theory. 

77 — Elam refers to Ross Chambers, "Le masque et le mirroir: Vers une theorie relationelle du theatre," 

Étudess littéraires 13, 3 (1980): 397-412. 

88 — In Double Exposures: The Subject of Cultural Analysis (chapter 5), Mieke Bal presents a critique of Damish in 

whichh she elaborates on precisely this point. This critique has been important for my reading of Damish. 

Thee complications of using models and theories originating from the analysis of language for an 

analysiss of visual material recur frequently in Bal's work. This is not to say that she would argue against such 

usee of theory. On the contrary, much of her work is devoted to an exploration of how the verbal and the 

visuall  interact in the meaning making behavior of makers and recipients of cultural artifacts and how 

conceptss 'travelling' from one field to the other can help to open up new insights. However, she also warns 

forr uncritical transpositions of concepts from one field to the other. In "Reading Art" (Bal 1996a) she 

discussess the presumed analogy between the verbal and the visual as a source of both inspiration and 

confusionn for the analysis of visual texts: 

Thee mode or reading images based on speech-act theory rests on the assumed analogy between see-

ingg and speaking. In its simple form, this analogy is untenable for two reasons: it conflates different 

modess of perception without examining the implications of that conflation - thinking and seeing; 

speakingg is hardly an act of perception - and it conflates different subject positions in relation to 

actss - visually representing, not seeing, would be the act parallel to speech. To be sure, the insight 

thatt vision is as much subject to the social construction of the visual fields and the modes of semio-

siss we are trained to adopt as speech is subject to the social construction of discourse, has been an 

importantt impulse for a critical approach to visual art. But assuming an unargued analogy between 

'II  see,' '1 think,' and i say' is not the same thing as criticizing and undermining an unwarranted 

oppositionn between two media; rather it obscures the issues involved in such a critique. The analogy 

alsoo allows another conflation, that between acts of production and acts of reception, to pass unno-

ticedd (Bal 1996a: 31). 
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99 — See Gerard Genette Figures III,  Paris: Seuil 1972. Bal has demonstrated the usefulness of the concept of 

focalizationn for the analysis of both verbal and visual texts, in (among others) Reading Rembrandt: Beyond the 

Wordd — Image Opposition (Cambridge : Cambridge University Press, 1991) and The Mottled Screen: Reading Proust 

Visuallyy (Trans. Anna Louise Milne. Stanford: Stanford University Press, 1997) For an explanation of the theory 

off  focalization, see especially "Focalization" and "Visual Stories" in: Bal (1997) Narratology: Introduction to the 

TheoryTheory of Narrative, Toronto, Buffalo, London: University of Toronto Press 142-174, and Looking in: the Art of 

Viewingg (G+B Arts International, 2001). 

100 — Bruce Wilshire discusses the notion of 'standing in' in Role Playing and Identity. The Limits of Theatre as a 

MetaphorMetaphor (1982). Wilshire introduces the notion of 'standing in' for the first time on p. 22-23: 

Thee actor stands in for the character. But the character is a type of humanity with whom the audi-

encee member can identify, either directly as a stand-in for his own person, or indirectly as a stand-in 

forr others whom the audience member recognizes and with whom he can be empathetically 

involved.. If the character is one who stands in for us, then we can also stand in for him, and indeed 

wee do stand in for him through the actor's standing in for him. [...] actors stand in for characters 

whoo stand in for other characters. The audience member stands in through the actor's standing in 

forr characters who stand in an actor like way, and if the audience member intuits a similarity to 

offstagee existence, then this existence must be theatre like. 

Seee also chapter V: "Variations on the Theatrical Theme of Standing In and Authorization." 

111 — In this drama presented by Artifact, language acts as a means of'gett ing the story right;' since language 

appearss as a means to negotiate 'how it is.' The man and the woman are involved in a process of negotiating 

andd renegotiating what is actually the case in the situation in which they find themselves. They do so in a 

wayy comparable to the way young human beings 'enter into meaning' as described by Jerome Bruner (1990). 

Inn Bruner's account, meaning appears as a way of dealing with the world one is confronted with and 

thiss happens through interpretative procedures. In these procedures, language does not just appear as a way 

off  naming but also as a means to adjudicating different construals of reality. Here, narrative acts as a means 

too negotiate between conflicting points of view. Bruner thus argues for a view of cultural meaning making as 

aa system concerned not solely with sense and reference but with what he calls 'felicity conditions:*  "the 

conditionss by which differences in meaning can be resolved by invoking mitigating circumstances that 

accountt for divergent interpretations of 'reality'" (Bruner 1990: 67). He demonstrates how human beings, in 

interactingg with one another, form a sense of the canonical and ordinary as a background against which to 

interprett and give narrative meaning to breaches in and deviations from 'normal' states. This function 

becomess most acute at moments of confrontation with something that does not fit  into the usual and breaks 

withh one's expectations. At such moments, the subject is forced to act upon what happens and actively make 

sensee of it. At these moments, the seemingly unproblematic act of' just looking' loses its apparent natural-

nesss and the seer has to actively produce a story or reading of what is seen, a story that wil l make it cohere 

accordingg to his or her point of view. 

122 — I take this particular notion of 'preposterous' from Bal (1999) 

133 — Bal refers to Louis Althusser Lenin and Philosophy and Other Essays, trans. Ben Brewster. 

London:: New Left Books 1971. 
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—— Chapter 3 > De-Theatricalizing Beholding in the Name of 
Truth,, Nature and Beauty 



—— In contrast to performance, theatre cannot keep from 
settingg up, stating, constructing, and giving points of view: 
thee director's point of view, the author's towards the action, 
thee actor's towards the stage, the spectator's towards the 
actor.. There is a multiplicity of viewpoints and gazes, a 
'densityy of signs' (to quote Barthes) setting up a thetic 
multiplicityy absent from performance — (Feral 1982: 178). 

Onn the post-dramatic stage, dramatic perspective is broken, deconstructed or 
absentt altogether. Often, this deconstruction is associated with an 'opening 
up.'' The disappearance of the dramatic perspective seems to open more 
directt contact with what is on stage. No longer restricted by the framing of 
thee drama, we can finally begin to see what is actually there. Needless to say, 
II will be arguing against such interpretations. And here again, perspective 
willl be my key. 

Too make the model of perspective operative for an analysis of how 
visionn 'takes place' in this type of theatre, what is needed is an explanation 
forr both drama and its deconstruction in terms of an address to a seer. What 
iss needed is a means of accounting for both drama and its deconstruction in 
termss of the setting up of positions for seers to 'take up' and to see as if 
fromm there. In this chapter, I will present such an explanation, beginning with 
aa suggestion posed in Artifact. 

Inn Artifact, a man and a woman try to understand what is happening on 
stage.. Both characters are determined to show the audience 'how it is.' But 
whatt does this mean? Is showing it 'as it is' done by means of the theatricali-
tyy of the woman, showing us the act of showing it 'as it is?' Or is showing 
itt 'as it is' achieved by the man who, with his deconstructive interventions, 
casuall clothes, and downplayed acting sets out to undermine her self-
confidentt and highly theatrical gestures? The man who sets out to look for 
forgottenn stories and asks question like "where?" and "what?" and "why?" 
andd "when?" and draws attention to the forgotten 'other face' or 'under side' 
off the theatre by opening a trapdoor in the stage floor and inspecting the 
wings? ? 

Whatt will count as a convincing manifestation of 'how it is' for the man 
willl most probably not be recognized as such by the woman, and vice versa. 
Eachh character frames what is 'there to be seen' in a different way and 
accordingg to a different logic. Nevertheless, the successive positions repre-
sentedd by them are kept together by a similar goal that drives their quest. 
Bothh the explicit theatricality of the woman and the undermining gestures of 
thee man 'showing the under side' are shown to be driven by a similar longing. 
ArtifactArtifact shows both drama and its deconstruction to be driven by a similar 
longingg to get in touch with what is really there. Unlike the case of conven-
tionall drama, the goal of this quest is not represented by something within 
thee fictional world. There is no riddle to be solved, or princess to be won. 
Teleologyy here is brought to bear on how the theatre shows 'how it is.' 
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Thee relationship between theatre and its deconstruction as represented 
byy Artifact is at odds with accounts of deconstruction in the theatre in which 
deconstructionn is understood to be opposed to presenting points of view. 
Butt it is not at all at odds with Derrida's own account of the way telos is 
inseparablee from the way we are involved with the world that surrounds us. 
Inn Limited Inc (1993), he writes: 

Thiss telos or 'fulfillment' is constitutive of intentionality: it is part of its concept. 

Intentionall movement tends towards this fulfillment. This is the origin or the fatality 

off that 'longing for metaphysical plenitude' which, however, can also presupposed, 

described,, or lived without the romantic, even mystical pathos sometimes associated 

withh these words (Derrida 1993: 121). 

Longingg is the movement of intentionality and therefore a structural and 
ineradicablee aspect of intentionality itself. It is a structural part of the way 
wee relate to what we are confronted with. As such, it is integral part of the 
projectt of deconstruction. But this longing should never be confused with its 
culturall expressions, which are so often, as Derrida writes, tingled with 
romanticc and even mystical pathos. How this longing manifests itself in 
culturall articulations and what may appear as telos and give direction to this 
longingg is culturally determined and, therefore, non-universal. Furthermore, 
whatt we are yearning for can never be adequately represented. Herein lies the 
fatalityy of longing, as well as one of deconstruction's most important lessons.1 

Thee Paradox that is Perspective , Again — In showing the man and the woman 
ass rivals, as antagonist and protagonist, Artifact presents theatre and its 
deconstructionn as two different manifestations of the same quest. Both the 
mann and the woman present the audience with positions from where to see it 
'ass it really is.' Both of them show it 'as it is' seen from a subjective point of 
view.. This way, Artifact draws attention to the relation between these visions 
ass represented on stage, showing it 'as it is,' and a position of the subject of 
visionn presented to the audience to 'take up.' 

Apartt from the positions presented by the man and the woman acting 
ass internal focalizors, the performance as a whole also presents the seer with 
aa position to take up in relation to what is seen. Artifact demonstrates that 
forr the seer to take up this position and thus 'step inside,' this position 
needss to be marked by absence. The vision presented on stage can only 
appearr as simply 'there to be seen' as long as the seer remains unaware of 
thee way his or her seeing gets mediated. When the safety curtain comes down 
inn Artifact, we are suddenly made aware of our position in relation to what is 
seenn and how this position mediates in how we see what we see. 

Thiss ambiguity is precisely the paradox at the heart of perspective. 
Thee curious thing about the way perspective works is that it has to remain 
invisiblee in order to work best. As soon as perspective becomes too obvious, 
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thee vision produced by it is no longer convincing as an image of 'how it is.' 
Instead,, this vision appears as constructed and artificial. All of this makes 
perspectivee as a definition of the relation between seer and point of view 
fromm where it is seen a highly ambiguous one. 

Inn this chapter, I propose the conceptual pair of theatricality and 
absorptionn to further explore this ambiguity in perspective. This conceptual 
pairr will aid me in describing the effect of the paradox that is perspective, 
andd to do so in terms of an interaction between an address presented by a 
performancee and the response of the seer as a culturally and historically 
conditionedd subject. 

Theatricalityy is a very complex term that can be used in many different 
ways.. It can have a very positive meaning, as for example in Artaud, who 
usess it to describe a quality of theatre performance that has been lost in 
thee dramatic, text dominated theatre. Theatricality can also be used as 
aa pejorative term to describe a particular phenomenon as artificial, fake, or 
unbelievable.. This use of the term theatricality knows a long tradition 
describedd by Jonas Barish in his The Anti-Theatrical Prejudice (1981). It is 
alsoo possible to use theatricality in a more neutral way to refer to a quality 
off the theatre. It can mean that which is specifically theatrical, in 
performancee or in the dramatic text, or be used to construct an opposition 
off what is theatrical versus the dramatic text. This is the way it is used by 
Barthes,, who describes theatricality as theatre-minus-text, a density of signs 
andd sensations, gesture, tone, distance, substance, and light.2 

Thee concept of theatricality that I want to propose differs from the 
abovee and is based on Michael Fried's theorizing of the concept in "Art and 
Objecthood"" (1968) and also his later Absorption and Theatricality: Painting 
andand Beholder in the Age of Diderot (1980). In "Art and Objecthood," Fried 
characterizess the theatrical as the effect of a particular address presented by 
thee work to a beholder. The theatrical work of art explicitly addresses the 
beholderr thus making her or him aware of beholding as a process of inter-
actionn taking place in time, as well as of the self as an embodied presence 
engagedd in an interaction with the object seen. 

Friedd uses this concept of the theatrical to criticize minimalism (or as 
hee calls it literalist art) and to oppose the experience of minimalist works 
too that of modern art characterized by instantaneousness and what he calls 
'presentness.'' "Presentness is grace," reads the final line of his text, for 
presentnesss lifts us above the perverted theatrical mode of being we are 
confinedd to most of our lives (Fried 1968: 147). 

Fried'ss anti-theatrical prejudice is not directed against the theater per 
se.se. In Fried's usage, the term 'theatricality' does not denote the essence, or 
evenn a quality of the theatre as an art form. Indeed, Fried even mentions 
somee theatre makers as being engaged in the same battle against theatri-
calityy as the modernist arts, citing Artaud and Brecht as examples.3 Instead, 
Friedd uses theatricality to describe "the wrong sort of consciousness of an 
audience,"" as he put it in 1987, in reviewing his 1967 essay (Fried 1987: 
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57).. This "wrong sort of consciousness" is not limited to minimalism but 
belongss to a larger historical field the roots of which he locates in 18th-
centuryy French painting. The central impulse of this development in French 
paintingg is the attempt to defeat the theatrical. This is done by means of 
strategiess of absorption. In Absorption and Theatricality: Painting and 
BeholderBeholder in the Age of Diderot (1980) Fried describes a series of such strate-
giess and explains how they evoke absorption by presenting the seer with a 
positionn marked by absence. One of these strategies is Diderot's version of 
Aristoteliann drama. Interestingly here, drama as theorized by Diderot appears 
ass a means to achieve effects similar to the presentness Fried values so 
muchh in modern art. 

Artt  and Objecthoo d — In "Art and Objecthood," Fried characterizes the 
theatricall in terms of a particular relationship between the beholder as 
subjectt and the work as object, a relationship that takes place in time, that 
hass duration. This relationship is implied within the structure of a work as a 
resultt of which this work includes the beholder as part of a situation. This 
subject-objectt relation is not given beforehand, but is constituted within a 
movementt of distancing. "It is, one might say, precisely this distancing that 
makesmakes the beholder a subject and the piece in question ... an object" (Fried 
1968:: 126, italics in the text). 

Thee explicitness with which the work addresses the beholder makes the 
beholderr a subject and establishes the experience itself as something like 
thatt of an object, or as Fried wants to call it, of objecthood. In confrontation 
withh a theatrical work of art: 

thee beholder knows himself in an indeterminate, open ended - and unexacting -

relationn as subject to the impassive object on the wall or floor. In fact, being distanced 

byy such objects is not, I suggest, entirely unlike being distanced by the silent presence 

off another person; the experience of coming upon literalist objects unexpectedly [...] 

cann be strongly, if momentarily, disquieting in just this way (Fried 1968: 128, italics 

inn the text). 

Theatricalityy produces the beholder as subject, in a way comparable to 
thee way deixis functions to set up relationships in language; the address 
producess the addressee as subject. Theatricality describes a situation in 

whichh the address makes the addressee explicitly aware of him or her being 
addressed.. In doing so, it undermines the position of seer as unseen and 
(thee illusion of) vision as unmediated access to what is there to be seen. 

Friedd opposes theatricality as rooted in time and space to the timeless 
essencess of modern art, and explains the presentness of modern art in terms 
thatt are remarkably similar to Norman Bryson's account of the address 
presentedd by perspectival painting, where suppression of deixis results in the 
effectt of timeless and disembodied vision.4 
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Itt is as though one's experience of the latter [modern art] has no duration - not because 

onee in fact experiences a picture by Noland or Olitski or a sculpture by David Smith or 

Caroo in no time at all, but because at every moment the work itself is wholly manifest. 

[...]] It is this continuous and entire presentness, amounting as it were, to the perpetual 

creationn of itself, that one experiences as a kind of instantaneousness-. as though if only 

onee were infinitely more acute, a single brief instant would be long enough to see every-

thing,, to experience the work in all its depth and fullness, to be for ever convinced by it 

(Friedd 1968: 145-146, italics in the text). 

Likee perspectival painting described by Bryson, modern art (in Fried's 
account)) presents the viewer with an eternal moment of disclosed presence 
wheree the seer can instantaneously see everything 'as it is.' This analogy with 
perspectivee in painting is all the more surprising since modern painting, in 
Clementt Greenberg's influential account of it, is characterized by precisely a 
resistancee to the illusionary effect of which perspective presents an image. 

Fromm Giotto to Courbet, the painter's first task had been to hollow out an illusion of 

three-dimensionall space on a flat surface. One looked through this surface as through a 

prosceniumm into a stage. Modernism has rendered this stage shallower and shallower 

untill now its backdrop has become the same as its curtain which has now become all 

thatt the painter has left to work on {Greenberg 1961: 136). 

Greenbergg compares perspective in painting with the theatre to reject both 
ass illusory. He opposes them to modern painting that shows painting 'as it is,' 
thatt is, as a two dimensional colored surface. Just as in Lehmann's account 
off drama in the theatre, perspective is presented as an out-moded ideology 
thatt has to be undone in order to make way for the pure opticality to which 
paintingg must, according to Greenberg, confine itself. 

Afte rr  Effect s — Ever since its appearance in Artforum in 1967, Fried's "Art 
andd Objecthood" has been subject to severe criticism. One might wonder to 
whatt extent the article itself is to blame for the vehemence of the attacks. In 
aa 1997 review celebrating the thirtieth anniversary of Fried's article, Philip 
Auslanderr observes that "Fried's strident and intemperate tone, as well as his 
apparentlyy virulent, under explained anti-theatricalism, have made his essay 
ann easy target, especially for critics championing post-abstract art and post-
modernistt performance" (Auslander 1997: 49). 

"Artt and Objecthood" marks a turning point in the understanding of art 
andd of the aesthetic experience. It is located on the threshold between an 
object-immanentt approach to art and a relational approach which addresses 
thee interaction between work and beholder. Its appearance marks the moment 
thatt the emergence of minimalism and performance art gave rise to intense 
debatess and polarizations within the art world. In the visual arts, experiments 
withh performance and theatricality inspired a rethinking of the presupposi-
tionss underlying modernist conceptions of art and the aesthetic experience. 
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Here,, theatricality and performance functioned as what Rosalind Krauss 
(1981:: 240) has called an 'operational divide,' alerting the seer to the rela-
tionall character of the art experience. The binary opposition of theatricality 
andd presentness as introduced by Fried in his essay reflects precisely this 
oppositionn of modernist and postmodernist positions that were at stake in the 
artt world at that very moment. 

Fried'ss terminology was picked up in an altogether different way by 
Josettee Feral (1982) and Chantal Pontbriand (1982), who willingly adopted 
Fried'ss anti-theatrical prejudice and used his concept of presentness to 
theorizee performance as an anti-theatrical practice. Foreshadowing Lehmann's 
conceptt of the post-dramatic theatre as a non-teleological architecture, 
Josettee Feral defines performance as a "primary process lacking teleology" 
(Ferall 1982: 171). She understands this non-teleological event in terms of a 
deconstructionn of the mediation of the symbolic order and a resistance to 
positioningg as it takes place in the theatre. Performance, according to Feral, 
involvess a process of undoing pre-given points of view rather than con-
structingg them. Performance exposes what remains hidden in the theatre. 
Itt gives the audience "a glimpse of its in-side, its reverse side, its hidden 
face"" (Feral 1982: 176). Since it tells of nothing and imitates no one, 
performancee escapes all illusion and representation to reveal what remains 
hiddenn behind the symbolic mediation that takes place in the theatre. 
"Performancee rejects all illusion," writes Feral (1982: 171). It "presents, 
itt does not represent" writes her colleague Pontbriand (1982: 155).5 

Fried'ss definition of theatricality gives rise to rather different interpreta-
tionss and uses, and is opposed to various 'others.' Theatricality can serve as 
aa figure for an emerging postmodernism, threatening to an established 
modernismm (Fried), but also as a figure for desiccated modernism against 
whichh an emergent postmodernism defines itself (Feral and Pontbriand). 
Theatricalityy became a polemical term, a term of condemnation exemplified 
byy Fried's essay, and of praise when used by supporters of postmodernism in 
thee visual arts. For Fried, theatricality was the enemy of art, were art is 
understoodd from a Greenbergian modernism. Feral and Pontbriand argue, on 
veryy similar grounds, that theatricality is the enemy of art understood from 
thee point of view of Derridean poststructuralism. 

However,, Auslander, from the perspective of 1997, observes that Feral 
andd Pontbriand's Derridean deconstruction in fact serves to take a next step 
inn the modernist reduction to essences in search of timeless and immediate 
presencee (Auslander 1997: 56). Feral and Pontbriand's discourse is firmly 
inscribedd within the Greenbergian mythic narrative of a medium's struggle to 
discoverr and specify what is specific to itself and this drama is played out 
againstt a backdrop of historical necessity. Their essays do not so much 
deconstructt Fried, as dress up Greenbergian aesthetics in poststructuralist 
clothing.. In their texts, the Derridean deferral and displacement, rather than 
questioningg the immediate presence of performance, serves to safeguard it 
againstt the illusion of theatre. 

75 5 



Thee Theatrica l and the Nontheatrica l — Discussing the amazing flexibility of 
thee concept of theatricality, Auslander reminds his readers of Rosalind Krauss 
whoo observes that 'theatre,' in Fried's essay is an empty term whose role it is 
too set up a system founded upon the opposition between itself and another 
termm (Auslander 1997: 52). Krauss calls this other term the 'nontheatrical' 
(Krausss 1987: 62). Auslander adds to this that in Fried's historical account 
thee nontheatrical is clearly modernism. 

II agree with Krauss (and Auslander) that in Fried's essay theatricality is 
usedd to set up a binary opposition. In this opposition theatricality is clearly 
thee negative pole. Though it occurs to me that what is empty is not theatri-
calityy but the opposite term. Actually, Fried uses almost all of the thirty-one 
pagess of his essay to explain what he means by theatricality. Indeed, this 
explanationn is not always consistent - it raises many questions and is open to 
differentt interpretations. It is not always clear whether theatricality is a quali-
tyy of a work, an effect produced in the interaction between a work and a 
beholder,, or a sensibility, either as something expressed in a work or of a 
beholder.. Nevertheless, if something has to be called empty, it is the oppo-
sitee term - that to which Fried opposes his conception of theatricality - and 
thiss emptiness contributes to its status as the absolute. 

Thiss opposite term he defines time and again as what is not theatrical. 
Forr example, he writes: "The crucial distinction that I am proposing so far is 
betweenbetween work that is fundamentally theatrical and work that is not" (Fried 
1968:: 130, italics in the text). Only in his later work does this term get a 
namee and this name is absorption. In Fried's later work, the opposition 
theatricalityy and absorption functions as an act of discernment between two 
modess of relationship between painting and beholder, instead of theatricality 
ass a relationship versus presentness as the absence of such a relationship. 
Thiss is a possibility already indicated in his "Art and Objecthood," a possibil-
ityy however, that is literally pushed to the margin, in a footnote. 

Inn footnote number four, Fried takes issue with Greenbergs conception 
off modernism in painting as progressive development, fuelled by an empirical 
searchh for what he calls the "irreducible working essence of art and the 
separatee arts." This progression consists of the rejection of the "dispensable, 
unessential"" conventions of its own tradition as well as elements of the other 
arts,, to seek its own formal essence. Although Fried adopts Greenberg's idea 
off modernism, he also undertakes an attempt to embed the successive 
momentss of the development in painting within the historical moment they 
appear.. He writes: 

[T]hee crucial question is not what these minimal and, so to speak, timeless conditions 

are,, but rather what, at a given moment, is capable of compelling conviction, of 

succeedingg as painting. This is not to say that painting has no essence; it is to claim 

thatt essence - i.e. that which compels conviction - is largely determined by, and 

thereforee changes continually in response to, the vital work of the recent past" (Fried 

1968:: 123-124, italics in the text). 
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Inn this footnote, Fried rewrites Greenberg's timeless essences into effects on 
aa beholder at a particular time and place, and turns the development of 
modernn art into a continuous search for new strategies to compel conviction. 
Fried'ss account of the instantaneousness of modern art, puts the modernism 
hee inherited from Greenberg into a temporal perspective, which he neverthe-
lesss does not seem to feel completely comfortable with. Whereas he wants to 
makee Greenberg's account of modernism more historical by building into it 
thee idea that the essence of painting is historically contingent, he appears to 
bee repulsed by art that he perceives as providing the viewer with an experi-
encee of such temporal contingency. This becomes the theme of his later work 
onn the beginnings of the modern tradition in French painting. 

Fried'ss theoretical elaboration on absorption in Absorption and 
Theatricality:Theatricality: Painting and Beholder in the Age of Diderot (1980) allows me 
too expand on the Derridean move made by Feral and Pontbriand, by means of 
aa deconstructivist reversal of Féral's definition of performance as the under 
sidee of theatre. If performance is understood to be the under side of theatre, 
iss it then also possible to understand theatre as the hidden under side of 
performance?? Would it be possible to understand the immediateness evoked 
byy performance in terms of a particular relation between the beholder as 
subjectt and the work as object, a relation that takes place in time, that has 
duration,, and produces a specific effect, to be more precise, a particular 
strongg and compelling illusion of immediate access to what is there to be 
seenn on stage? 

Absorptio nn  — The central theme of Absorption and Theatricality: Painting 
andand Beholder in the Age of Diderot is the relation between painting and 
beholderr in some of the most significant French paintings of the middle and 
latee 18th century. In this period, according to Fried, the relationship between 
paintingg and beholder becomes increasingly problematic. A certain tension 
madee itself felt between, on the one hand a painting as a representation, an 
objectt produced to represent something for someone (the beholder), and on 
thee other, an uneasiness with the condition of representation. Fried refers to 
thee moment that this paradox appears as "a momentous event, one of the 
firstt in the series of losses that together constitute the ontological basis of 
modernn art" (Fried 1980: 61). This loss inaugurated a continuous search for 
representationall strategies that suggest the absence of a beholder. These are 
representationall strategies that repress the status of the painting as some-
thingg constructed to be beheld. 

Accordingg to Fried, the seminal figure for understanding the beginnings 
off this tradition is Denis Diderot (1713-84) whose writings on drama and 
paintingg have at their core the demand for the achievement of a new and 
paradoxicall relationship between the work of art and its audience. His texts 
onn theatre, his Salons, and his related texts on painting concern the condi-
tionss that have to be fulfilled in order for the work of art (be it a painting or 
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aa play) successfully to persuade its audience of what he calls the truthfulness 
off its representations.6 

Inn order to appear as a truthful representation it is crucial that the 
beholderr be treated as if he or she were not there. This will counteract the 
self-awarenesss of the seer as seer in relation to what is seen. Absorption 
thuss appears as a strategy of persuasion. It is a strategy with a paradoxical 
characterr comparable to that of perspective. Absorption functions as long 
ass it remains invisible as a strategy. As soon as it becomes recognizable as 
such,, it turns into its opposite, it becomes theatrical. 

Friedd conceives of absorption not as an a-historical or absolute quality 
off a work but, instead, as the result of the interaction between a painting 
producedd at particular time and place and a beholder as a historical and 
culturallyy determined subject. The 18th-century paintings discussed by Fried 
mayy have rather different effects on 21st-century beholders or on beholders 
fromm a cultural background that differs in important respects from that of the 
Frenchh upper class audience, for whom they were originally intended. Fried, 
therefore,, refers to the accounts of 18th-century art critics to point out how 
andd why these paintings, at the moment of their production, were conceived 
off as absorptive. He also uses their critical responses to demonstrate how 
strategiess aiming at absorption eventually lost their power to achieve absorp-
tivee effects, at which time they were denounced as theatrical and had to be 
replacedreplaced by new strategies that were not yet visible as such. In Absorption 
andand Theatricality, Fried distinguishes between three successive strategies 
aimedd at achieving the desired effect. 

Forr French painters of the early and mid 1750s, the persuasive repre-
sentationn of absorption entailed evoking the perfect obliviousness of a figure 
orr group of figures to everything but the objects of their attention (Fried 
1980:: 66). This was achieved for example by depicting people sleeping, 
dreaming,, reading or involved in other activities demanding their complete 
andd undivided attention.7 These could be individuals but also compositions of 
moree than one person all absorbed in the same activity. Absorption here 
resultss from the spectator's ability and willingness to imagine him or herself 
inn the situation of the character depicted, to take up his or her position in 
thee situation represented and to experience this situation from his or her 
pointt of view. To demonstrate the effect of these (collective) states of absorp-
tion,, Fried refers to descriptions like the one quoted below, describing the 
impactt made by Un Dessinateur d'après Ie Mercure de M. Pigalle by Chardin 
(1753): : 
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Howw can one not be strongly moved by the truth, by the naivete of Mr. Chardin's 

paintings?? His figures are said not to be clever people - fine. They are not graceful -

fine.. But on the other hand, do they not all have their own action? Are they not 

completelyy caught up in it? Take for example the replica of his draughtsman that he 

hass exhibited: people maintain that the heads are vague and lack precision. And yet, 

throughh this lack of precision, the attention of both figures is apparent; one must, it 

seemsseems to me, become attentive with them" (Abbé Garrigues de Froment, quoted in 

Friedd 1980: 13, my italics). 

Thiss description by Abbé Garrigues de Froment testifies as to how the 
characterss depicted in this painting function as internal focalizors presenting 
thee spectator with positions to take up. Absorption is the effect achieved 
whenn the spectator readily takes up the position of the characters, in a 
wayy similar to 'taking up' or empathizing with the position of a character 
representedd on stage. 

Inn this first stage, in order to invoke the process by which the audience 
willl be absorbed, what was needed was to depict characters themselves 
absorbed.. It was necessary to show characters so absorbed that they are 
unconsciouss of everything but the object of their absorption, including 
thee beholder. By the first half of the 1760s, however, the presence of the 
beholderr could no longer be dealt with in this way. The recognition that 
paintingss are made to be beheld and, therefore, presuppose the existence of 
aa beholder, led to the demand for the actualization of his or her presence in a 
wayy comparable to the manner in which perspective actualizes the presence 
off the beholder through presenting the beholder with a position that signifies 
hiss or her absence. 

Simplyy disregarding the beholder was not enough anymore. It was now 
necessaryy to obliviate the beholder, to deny his or her presence, in order to 
positivelyy establish (insofar as this could be accomplished) that he had not 
beenn taken into account (Fried 1980: 103). At this point, Fried brings in 
Diderott to show how Aristotelian drama theory (in its classicist version) 
servedd to develop a second absorptive strategy based on the construction of 
pictoriall unity. 

Dramaa as Strateg y to De-Theatricaliz e Beholdin g — In Diderot, Fried finds a 
historicall predecessor to his notion of theatricality as the explicit address to 
aa beholder, and also for his anti-theatrical prejudice. According to Diderot, 
nothingg is more abortive of that act of persuasion than when a painter's 
dramatisdramatis personae, or dramatis personae on stage, seem by virtue of the 
characterr of their actions and expressions to evince even a partial conscious-
nesss of being beheld. When this happens, the figures depicted will appear 
manneredd and false, their actions and expressions will be seen, not as 
naturall signs of intention or emotion, but merely as grimaces - feignings or 
imposturess addressed to the beholder. And the work, far from projecting a 
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convincingg image of the world, becomes what Diderot deprecating called a un 
theatre-,theatre-, "an artificial construction whose too obvious designs on its audience 
madee it repugnant to persons of taste" (Fried 1990: 7).8 

Likee Lehmann, Diderot distinguishes between drama and theatre. This 
distinctionn is of crucial importance in understanding how, for Diderot, drama 
cann be a means to produce the desired effect of absorption. While, in 
Diderot'ss writings 'Ie théatraI" refers to the consciousness of being beheld and 
iss synonymous with falseness, drama on the other hand, appears as a means 
too direct attention in a way that prevents theatricality (Fried 1980: 100). To 
bee more precise, drama for Diderot is a means of de-theatricalizing beholding 
andd as such, to guarantee the absoluteness of the picture or representation 
onn stage relative to the beholder. Drama directs attention away from the seer, 
ass well as from the relation between seers and seen, and towards, or better, 
intointo the subject represented (Fried 1980: 103-104). 

Centrall to Diderot's aesthetics is the tableau, and his dealings with 
Aristoteliann theory have to be understood in relation to his concern with the 
tableauu (Fried 1980: 91 , 93). Diderot understands drama as a means of con-
stitutingg internal unity among elements seen, as a result of which they 
appearr as a cut out segment, separated from their surroundings. In this 
sense,, his conception of drama is comparable to Lehmann's conception of 
dramaa as framing. But Diderot's account has something to add to Lehmann's 
ass well. To the unities of action, time and place, Diderot adds a fourth unity, 
thatt of point of view.9 In a well-composed tableau, all elements are brought 
togetherr with regard to one single, unitary point of view. Absorption, there-
fore,, has to be understood in terms of a duality of unitary point of view and 
unitaryy composition of the tableau. This duality presents an address to a 
viewerr who is compelled to take up the position as implied by the tableau, 
orr not. 

AA Triangula r Model — Fried's reading of Diderot leads me to the following 
triangularr model for the analysis of the relation between seer and seen: 

^^^^^^ Subject seen - ^ ^ 

^^ on stage or in a p i c t u r e ^ ^ ^ ^ ^ 

Subjectt of vision Seer as subject 

impliedd within the address 

presentedd by what is seen 
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Inn this triangular model, focalization describes the relation between what is 
seenn and the position whence it is seen. Focalization is part of the address 
presentedd to the seer and presents this seer with a position as the subject of 
vision.. The effect of this address can be described with the terms absorption 
andd theatricality. 

Absorptionn describes the context in which the position presented is 
takenn up automatically, as a result of which there seems to be no relationship 
att all between seer and seen. What is seen seems to be merely there to be 
seenn and mediation appears to be absent. Theatricality describes the context 
inn which the seer does not automatically take up the position presented 
impliedd in the address. The address becomes visible in its quality of an 
address,, and this makes the viewer aware of the relation between seer and 
seenn and the viewing situation. 

Ass pointed out in the previous chapter, focalization functions on 
differentt levels. Characters on stage can function as internal focalizors and 
invitee the audience to take up their position. In this way, they can both 
presentt an implicit invitation to 'step inside,' and direct the attention of the 
seerr through the painting, inviting the seer to look in the direction indicated. 
Thiss was important in the first phase of absorptive painting as described by 
Fried.. Focalization also clarifies the function of the two characters in Artifact, 
whilee generally encouraging us to consider how we, as members of the audi-
ence,, are invited to take up positions represented by characters on stage and 
too become attentive with them. We are drawn into feeling what they feel and 
seeingg what they see. 

Apartt from one or more internal focalizors there is always an external 
focalizor,, that anonymous agent through whose eyes we see what is there to 
bee seen. This external focalizor becomes more important in the second phase 
off absorptive painting. Absorption here does not result from taking up the 
positionn of one of the characters represented on stage or in the picture, but 
fromm identification with the point of view of the external focalizor through 
whosee eyes all appears as unity. 

Whatt is called for, in other words, is at the one and the same time the creation of a new 

sortt of object - the fully realized tableau - and the constitution of a new sort of beholder 

-- a new 'subject' - whose innermost nature would consist precisely in the conviction of 

hiss absence from the scene of representation (Fried 1980: 104, italics in the text) 

Thee point of view of this new 'subject' is not part of the vision represented. 
Itt is the point of view from where it is seen. Its invisible logic can however, 
bee made visible. In Artifact, this happens as the safety curtain comes down. 

Withh this powerful gesture, Artifact exposes the perspective at work in 
thee vision presented on stage. It shows how conventional ways of staging 
supportt suggestions of visibility and accessibility of what is there to be seen 
onn stage. It also shows how these conventions direct the attention of the 
audiencee in such a way that this seer is unaware of what he or she does not 
see,, and unaware of her or himself as seer in relation to what is seen. 
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When,, after only a few moments, the safety curtain goes up again, 
thee scene on stage is radically altered. Just before the curtain comes down, 
aa whole group of dancers performs simultaneously in a symmetrical compo-
sition.. When the curtain goes up, the dancers are still moving as if nothing 
hadd happened. Their formation in space is however, completely different. 
Ass is the case with film montage, the transformation from one situation to 
thee next remains invisible. This mechanism is repeated several times. 

Thee new composition of dancers in space no longer respects the con-
ventionss of visibility and frontality typical of the academic ballet. Sometimes 
thee dancers face the back wall or the wings. Sometimes compositions are 
partiallyy or wholly invisible because they take place in the wings. At some 
pointt the dancers lie on their back and perform their movements directed 
towardss the ceiling. The grouping of the dancers in space is still a unitary 
compositionn and in that sense comparable to Diderot's tableau. However, 
thee point of view implied by this tableau no longer matches the desires, 
presuppositions,, and expectations of the seer seated in the auditorium. As 
aa result, a certain distance makes itself felt between what is presented on 
stagee as object of vision and the seer as subject. The perspective presented 
byy the performance becomes visible as sign and loses its power to evoke 
absorption.. It becomes theatrical. 

Takingg a Walk wit h Didero t — As Fried observes, Diderot is not the only one, 
norr was he the first, to theorize the relationship between drama and pictorial 
unityy in painting. However, one important difference between Diderot and his 
predecessorss is that, in the case of Diderot, this relationship involves more 
thann just the expression of a central dramatic idea. As Fried observes: 

Thee question he seems always to have asked himself is not whether a particular painting 

couldd be shown to possess an internal rationale that justified and in that sense bound 

togetherr the different actions, incidents, and facial expressions represented in it, but 

whetherr his actual experience of the painting, prior to any conscious act of reflection or 

analysis,, persuaded him beyond all doubt of the work's dramatic and expressive unity 

(Friedd 1980: 85). 

Dramaa does not only serve to make what is seen readable in function of one 
singlee goal or telos. More than that, in Diderot, drama appears as a means of 
compellingcompelling conviction-, the conviction that the beholder is 'just looking,' and 
inn so doing, able to see it 'as it is.' To achieve this, painting must not only 
bee organized according to strict logic, this logic must also be convincing as a 
'laww of nature,' rather than as human invention.10 

Forr Diderot, drama is a means of de-theatricalizing beholding. 
Butt drama is not the only means by which to achieve this effect. As Fried 
observes,, absorption can be evoked in different ways using different 
strategies.. What works and what does not work has to be understood in 
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relationn to a seer responding to the address presented. In this respect, 
Diderot'ss account of a third strategy of absorption as used by painters of his 
timee is telling. Fried terms this strategy the pastoral conception of absorp-
tion.. This strategy is related to landscape painting and it seems that there 
mayy well be ways of relating it to the landscape stage as well. 

Accordingg to Fried this strategy is radically different from the other 
twoo because it results from paintings in which the seer is free to wander 
aroundd in the landscape represented. This fiction, according to Fried, is 
"conspicuouslyy at odds with the doctrine of radical exclusion of the beholder 
thatt I have argued his writings expound" (Fried 1980: 118). Fried speaks of 
ann alternative conception of painting as well as of a vision of the relationship 
betweenn painting and beholder that "goes against almost everything that I 
havee claimed about that relationship until now" (Fried 1980: 118). 

Diderott describes these absorptive paintings of the third kind as if he 
iss walking around in a landscape. It is only after many pages of description 
thatt the reader realizes that Diderot is in fact talking about a painting. This 
iss a critic truly absorbed in the work of art! Absorbed, yet in a different way. 
Diderott is not absent as it was the case with the other paintings. On the 
contrary,, he seems to be very much present. However, it is exactly the 
characterr of his presence that, as I will argue, proves to be the key to the 
understandingg of what absorption might mean here. 

Diderott describes his experience as physically entering the painting 
andd walking around in it. This (inter)action is the main subject of his descrip-
tion.. For this reason, Fried concludes, the relationship between painting and 
beholderr is not denied but very much present. But who is actually present 
here,, and in what way? What is absent from Diderot's descriptions is precisely 
hiss interaction with the painting as painting, as well as his physical presence 
ass seer in relation to the painting as object seen. What is lacking from his 
descriptionn is the viewing situation. The ' I ' in Diderot's text interacts with the 
landscapee represented, not with the painting as representation. This ' I ' is 
completelyy absorbed into the painting, in the sense that for this ' I , ' the land-
scapee does not appear as a representation but rather as a real landscape that 
hee has entered by stepping into the painting. In this landscape the ' I , ' liber-
atedd from the bodily locus that is Diderot, can wander around freely and see 
everythingg 'as it is.' The ' I ' in Diderot's text seems to prove Descartes remark 
thatt "it is certain that I am truly distinct from my body, and I can exist 
withoutt it" (Descartes 1977: 235). 

Thiss is not to say that Diderot did not know that he was looking at a 
painting.. What I want to draw attention to is how, according to his own 
description,, his experience of being absorbed in the painting involves the 
absencee of awareness of the painting as representation. The seeming absence 
off a relationship between seer and seen here manifests itself in the absence 
off awareness of representation as representation, so typical of the 'subject-
less'' representations of the world of modern science. 
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Thee address presented by the painting presents the viewer with a position 
likee that of the Cartesian disembodied l/eye. This position is not marked in 
actuall space. It is a position that belongs to the discourse through which 
Diderott makes sense of what he sees. The position of the Cartesian disem-
bodiedd l/eye mediates between Diderot as historical subject and the painting 
off the landscape. The landscape appears as a promise of fulfillment of a 
longingg to exceed the limitations of his temporal, spatial, physical being. 
Diderott writes: 

II was motionless; my eyes wandered without fixing themselves on any object, my arms 

felll to my sides, my mouth opened. My guide respected my admiration and my silence; 

hee was as happy, as vain as if he was the owner or even the creator of these marvels. 

II shall not tell you how long my enchantment lasted. The immobility of beings, the 

solitudee of a place, its profound silence, all suspend time; time no longer exists, nothing 

measuress it, man becomes as if eternal (Diderot quoted in Fried 1980: 125). 

Diderott describes his experience of being absorbed in the painting in terms 
thatt bring to mind the metaphysical implications of perspectival painting. 
Heree however, it is not the well-composed tableau that brings his desire to a 
halt.. The effect of absorption is not achieved through fixing the viewer in a 
placee like in perspectival painting or in the dramatic model of absorptive 
painting.. On the contrary, Diderot's description testifies to how it is a lack of 
focuss that supports the illusion of unproblematic and direct access to what is 
theree to be seen. It is precisely this lack of focus that turns the landscape 
seenn in the painting into a spectacle 'before his own vision.' 

11 — This reading of Derrida corresponds to John Caputo's reading of Derrida in his The Prayers and Tears of 

JacquesJacques Derrida. Religion without Religion (Bloomington and Indianapolis: Indiana University Press 1997). I want 

too thank Petra Halkes for bringing this reading to my attention in her dissertation Aspiring to the Landscape. 

investigationss into the Meaning of Nature in Works by Wanda Koop, Stephen Hutchings, Susan Feindel and Eleanor Bond 

(2000)) as well as in the inspiring discussions we had about her dissertation. 

22 — See Pavis (1998: 395-397). Pavis refers to Roland Barthes' Critical Essays. Trans. By Richard Howard. 

Evanston:: Northwestern University Press, 1972: 26 and to Antonin Artaud The Theater and its Double. Trans. 

Mariee Caroline Richards. New York: Grove Press 1958: 37. 
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33 — Artaud too sought an art complete within itself in which both the passage of t ime and the split between 

seerr and seen cease to exist. In Artaud however, theatricality is not negatively connotated as it is in Fried. 

Artaudd refers to that what is repressed by the logocentric tradition of dramatic theatre as described by 

Lehmann.. Seen in this way, theatricality appears as a means of overcoming precisely the distance between 

subjectt and object that in Fried is typical of the theatrical. Wilma Siccama (Het Waarnemend Lichaam, 

Zintuiglijkheidd en Kepresentatie bij Beckett en Artaud. Nijmegen: Uitgeverij Vantilt, 2000) presents an extensive 

discussionn of the similarities and differences between the projects of Fried and Artaud. See also Erwin Jans. 

"Overr Theatraliteit en Lichamelijkheid," Tmesis 1,1992: 32-55. 

Accordingg to Fried, in Brechtian theatre explicit theatricality is used to evoke what he calls the 

"whollyy here and now" treating this here and now not as a pretense made possible by the rules of the 

(logocentric)) game but, rather, exposing it as it is. Here, according to Fried, explicit theatricality serves a state 

off  instantaneousness comparable to that of modern art. Fried also remarks however, that these strategies of 

exposingg easily turn into a convention, as a result of which "i t is not clear whether the handling of time 

Brechtt calls for is tantamount to authentic presentness, or merely to another kind of presence - i.e. to the 

presentmentt of t ime itself" (Fried 1968:147, footnote 20, italics in the text). This would relate Brechtian 

strategiess to those of minimalism and, therefore, of theatricality, rather than to modern art and presentness. 

Thee ambiguity observed here, namely how strategies invented to achieve presentness can turn into conven-

tionn and then become productive of effects opposite to those originally intended, becomes an important 

motivee in his later Absorption and Theatricality: Painting and Beholder in the Age of Diderot. 

44 — See Bryson (1983), discussed in chapter 1 of this study. 

55 — Feral (1982) points out three characteristics that, in her opinion, constitute the essential foundations of 

alll  performance, the first of which concerns the body of the performer, the second manipulations of space, 

andd the third the relationships the performance institutes between artist and spectators, between spectators 

andd the work, and between the work of art and the artist. She uses these three to characterize performance 

ass the rejection of all illusion, a non-narrative and non-representational theatre of the body, disruption and 

displacement,, and a process lacking teleology. 

Inn her essay, Pontbriand (1982) attempts to describe and explain the effect of performance on the 

audience.. She refers to a certain frustration many witnesses of performance experience as they are bombard-

edd by multiple viewpoints, the effect of which she understands in terms of a re-actualized presence, or 

presentness,, breaking up, or deconstructing, as it were, representation and thus showing the real without 

mystification. . 

66 — Fried refers to both Diderot's Salons fjean Seznec and Jean Adhémar eds. Salons I, 2nd ed. Oxford: 1975, 

SalonsSalons II Oxford: 1960, Salons III  Oxford: 1963, and Jean Seznec ed. Salons IV Oxford: 1977) and his Oeuvres 

esthétiquesesthétiques (ed. Paul Vernière, Paris 1966, includes Entretiens sur Je fils naturel, Discours de la poésie dramatique, 

EssaisEssais sur la petnture, and Pensees détachées sur la peinture). My text is based on Fried's reading of these texts by 

Diderot. . 
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77 — As Fried points out, the connection between sleep and absorption is actually made by Diderot in the 

articlee 'Animal,' which appeared in the first volume of the Encyclopédie (1751). There Diderot remarks that the 

soull  is subject to a sort of inertia 

(I]nn consequence of which it would remain perpetually applied to the same thought, perhaps to the 

samee idea, if it were not drawn away by something outside itself that diverted it, without however 

doingg away with its liberty. It is by virtue of the latter faculty that it stops or passes swiftly from one 

contemplationn to another. When the exercise of this faculty ceases, the soul remains fixed on the 

samee contemplation; and such is perhaps the state of someone falling asleep, even of someone who 

iss sleeping, and of someone who meditates very profoundly. If the last of these happens to contem-

platee several different objects successively, this is brought about not by an act of his own will , but by 

thee connections between the objects themselves. And I know of nothing so mechanical as a man 

absorbedd in profound meditation unless it is perhaps a man plunged into deep sleep (Diderot quoted 

inn Fried 1980:189). 

88 — See for example Salons I (64), II (197), IV(167, 359). As Fried points out, by Diderot's time the word théatral 

hadd in addition to its meaning as pertaining to the theatre the pejorative one of a mode of action or 

expressionn which "is suitable only for the theatre." But it is only in Diderot's writings on drama and painting 

thatt the maniere and the théatral are in effect defined in terms of a positing of a beholder (see Fried 1989: 

218-219). . 

99 — As Fried points out, the concept of point of view is central not j ust to Diderot's vision of painting and 

dramaa but to his epistemology. As he writes "[t]he universe, whether considered as real or as intelligible, has 

ann infinit y of points of view from which it can be represented, and the number of possible systems of human 

knowledgee is as great as that of points of view" (Oevres Completes, VIII , 211, quoted in Fried 1980: 216). 

Forr Diderot, the concept of intelligibilit y seems to entail the concept of point of view: something could be 

saidd to be intelligible only from one or another of an infinit y of points of view. This means that, for Diderot, 

thee claim to understand a given phenomenon involved accepting the responsibility, not just for the explana-

tionn itself, but also for the point of view implicit in it from the first. 

100 — For this reason, Barthes compares the tableau as it functions in Diderot to a /etish-object (Barthes 1977: 

71).. For Barthes, Diderot is the theorist of the dialectics of desire as it is at work in representation. 

Representation,, as Barthes points out, is not defined by imitation and therefore cannot be understood from 

thee relation between the representation and the reality it is supposed to represent. Instead "[t]he 'Organon of 

Representation'' [...] wil l have as its dual foundation the sovereignty of the act of cutt ing out [decoupage] 

andd the unity of the subject of that action" (Barthes 1977: 69-70). This duality, and not mimesis, is what 

constitutess representation. Here the tableau functions as the fetish-object where displacement seems to come 

too a halt in an image that can be seized by the eye. 
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—— Chapter 4 > Being Where? Walking the Landscape Stage 
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—— To be lifted to the summit of the World Trade Center is 
too be lifted out of the city's grasp. One's body is no longer 
claspedd by the streets that turn and return it according to 
ann anonymous law; nor is it possessed, whether as player or 
played,, by the rumble of so many differences and by the 
nervousnesss of New York traffic. [...] An Icarus flying above 
thesee waters, he can ignore the devices of Daedalus in mobile 
andd endless labyrinths far below. His elevation transforms 
himm into a voyeur. It puts him at a distance. It transforms the 
bewitchingg world by which one was 'possessed' into a text 
thatt lies before one's eyes. It allows one to read it, to be a 
solarr Eye, looking down like a god. The exaltation of a scopic 
andd Gnostic drive: the fiction of knowledge is related to this 
lustt to be a viewpoint and nothing more — (de Certeau 1984: 92). 

Inn part three of The Practice of Everyday Life, "Spatial Practices," Michel de 
Certeauu describes the difference between seeing Manhattan from the 110th 
floorr of the World Trade Center and walking its streets. As he observes, this 
changee in perspective does not only mean the walker will see different things. 
Itt involves a change as well in what it means to see and how the seer is 
involvedd in seeing. 

Afterr September 11, 2001, it is hard to read de Certeau's lines without 
seeingg the images of these towers coming down. When I wrote this text, 
theyy were still standing. But what happened since then, does not change my 
reading. . 

Seenn from the World Trade Center, the world could appear as an orderly 
textt to a reader who was able to see it all in a single coup de I'oeil, or so it 
seemed.. Detached from what is seen, the seer, like a voyeur, could see with-
outt being seen. He or she seemed to be just a viewpoint like the Cartesian 
disembodiedd eye that guarantees objectivity and knowledge independent 
off any particular knower. De Certeau points out the analogy between this 
positionn of the seer and that of "the totalizing eye imagined by the painters 
off earlier times" and with modern science, driven by a longing to be "a 
viewpointt and nothing more" (de Certeau 1984: 92). Equally well, his 
descriptionn seems to apply to the context of conventional theatre where the 
seerr remains invisible, confined to his or her chair in the darkened audi-
torium,, firmly distanced from the spectacle on stage: where de-theatricalizing 
strategiess of beholding aim at turning seeing into 'just looking.' 

Dee Certeau opposes the Icarean viewpoint once provided by the 110th 
floorr of the World Trade Center, to the experience of walking the city, which 
hee compares to writing: 
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Thee paths that correspond in this intertwining, unrecognized poems in which each body 

iss an element signed by many others, elude legibility. It is as though the practices 

organizingg a bustling city were characterized by their blindness. The networks of these 

moving,, intersecting writings compose a manifold story that has neither author nor 

spectator,, shaped out of fragments of trajectories and alterations of spaces: in relation 

too representations, it remains daily and indefinitely other" (De Certeau 1984: 93). 

Walkingg is an embodied activity that offers only partial perspective instead of 
overview.. Walking, furthermore, implies involvement with the 'text' seen 
ratherr than observing it from a detached point of view. This involvement takes 
time,, it has duration. Instead of observing from a distance, the walker has to 
findd his or her way while meandering through the city. The walker produces 
hiss or her own 'text,' and what this text will be, can neither be understood 
fromm an analysis of the possibilities the walker is confronted with, nor from 
ann analysis of the walker only. It is the product of their interaction. 

Thee shift from voyeur to walker as described by De Certeau resonates 
inn many ways with the changes brought about by the development from the 
dramaticc theatre to the landscapes on the post-dramatic stage as described 
byy Lehmann. Both reflect a profound change in the relation between seer and 
seen.. Lehmann proposes Kristeva's concept of chora to describe the new 
theatree in terms of a choreo-graphical inscription, "a 'space' defined by a 
"multiplicityy of voices, a 'polylogue,' a deconstruction of fixed meaning, a 
disobediencee of the laws of unity and centered meaning" (Lehmann 1997: 
57,, and 1999: 262). Chora refers to the pre-logical space that gives room to 
thee play of being and becoming. Kristeva inherits the term 'chora' from 
Plato'ss account of the creation of the universe in his dialogue the Timaeus. 
Choraa is part of her conception of signification as a dialectical process in 
whichh the semiotic manifests itself in the lusty disturbance of meaning, 
position,, and identity of subject and object as given in the symbolic 
structuress that make up what is normally perceived as 'reality.' In the choral 
spacess of the new theatre processes of de-semantization result in a dissemi-
nationn of voices analogous to Derrida's notion of espacement} 

Lehmannn also (re)introduces Gertrude Stein's notion of the landscape 
playy to describe the ways in which the new theatre mediates in new relation-
shipss between seer and seen and, aims at evoking new kinds of perception.2 

Conventionall theatre, writes Stein, makes her nervous because it demands 
involvementt with another time, which is the time of the drama characterized 
byy accelerations and references back and forward. With her notion of land-
scapee play, she argues for a theatre that simply happens here and now, and 
thatt can be perceived like a landscape or a park. According to Lehmann, on 
thee post-dramatic stage such a landscape effect is achieved by means of 
strategiess of defocusing that result from the deconstruction of fixed meaning 
andd unity. The new theatre opens up a 'space' that calls upon the audience 
too synthesize the elements presented. 
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Whilee the architecture tends towards aleatoric devices and decomposition, the subject 

tendss away from the centered Ego towards the murmuring voice of the unconscious 

(fromm meaning towards voice), and the body-voice loses its orientation by sense and 

meaningg (direction voice-sound). On the whole, a fading of the pole of meaning takes 

placee as well as a certain musicalization of the human voice tending towards sound 

patternss (Gertrude Stein). The line of the subject is weakened (Lehmann 1997: 59). 

Ass text turns into a textual landscape, unitary focus as it is given within 
dramaticc narrative is deconstructed to give way to "an opsis which is without 
hierarchicall dependence," which results in what seems to be a decrease in 
subjectivee control (Lehmann 1997: 59). 

Elinorr Fuchs (1996) also brings in Stein's notion of the landscape play 
too describe the developments that take place on the 20th-century stage. Like 
Stein,, Fuchs relates these developments to strategies of defocusing and a 
'weakening'' of the subject on stage, the effect of which she terms 'the death 
off character,' the "de-authentication, the 'absencing' in some sense of the 
speakingg subject" (Fuchs 1996: 72). On the postmodern stage, the death 
off character manifests itself in a process of undermining the logocentric 
assumptionss at work in conventional notions of theatrical presence. The 
illusionn of spontaneous speech has been shattered. Where text appears as 
such,, it is often distorted or transformed by means of textual strategies that 
aimm at the deconstruction of fixed meaning and structural interruption. Often 
thesee performances have non-linear structures and are no longer concerned 
withh individual characters or with a temporal progression, but rather with a 
totall state or condition. Correspondingly, the spectator's focus on this stage is 
noo longer convergent: it is darting or diffuse, noting some configurations, 
missingg others, or absorbing it all in a heterogeneous gaze (Fuchs 1996: 92). 

Bothh Lehmann and Fuchs use Stein's metaphor of the landscape to 
describee a profound change in the architecture of the theatrical event. 
Thiss change manifests itself in new types of involvement of the seer in the 
auditoriumm with what is seen on stage. The metaphor 'landscape,' as used by 
bothh Lehmann and Fuchs, seems to indicate a loss of overview, the disap-
pearancee of the structure that presents the audience with the position of the 
alll seeing eye. Their use of the term landscape seems to reflect a growing 
awarenesss of the subjectivity involved in vision as it is part of a critique of 
unproblematicc notions of vision of modernity. 

Att the same time, however, it seems that the landscapes on the con-
temporaryy stage appeal to the desire to transcend precisely these subjective 
limitations,, a desire to break free of subjective mediation, to end cultural 
mediationn and to lose oneself while being absorbed in a larger order in a way 
comparablee to Diderot's notion of absorption discussed in the previous chap-
ter.. Both Lehmann and Fuchs speak of a certain 'weakening' of the subject. 
Lehmannn speaks of the "longing for a space beyond telos," a space that is 
"'placed'' on the borderline of logic and reason, on the threshold of what is 
thinkablee and what is beyond reasoning," "a pre-logical 'space' that gives 
roomm to the play of being and becoming of all reality and precedes every 
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possiblee distinction" (Lehmann 1997: 56). Fuchs associates the landscape 
stagee with "the collapse of boundaries between human and world, inside and 
outside,, foreground and background" (Fuchs 1996: 93). She goes so far 
ass to state that the postmodern artist longs for a vanishing natural world, or 
aa vanished natural world that existed before history, before culture (Fuchs 
196:: 107). 

Lehmannn and Fuchs' choice for 'landscape' as a metaphor to describe 
thee post-dramatic stage thus seems to express a longing that Petra Halkes 
(2001)) has described as "aspiring to the landscape." This is the desire for an 
absolutee end to difference as it is embedded in the modern history of science 
andd art, a desire that finds its uncanny articulation in landscape painting. 

Ass Halkes points out, the history of landscape painting is enmeshed in 
aa story of longing for these seemingly opposite ends: nature's conquest and 
ann affirmation of the self on the one hand, and on the other transcendence 
intoo nature and effacement of self. Both ends spring from a discontentment 
withh the inadequacy of human embodied existence and a desire to overcome 
itss limitations. The painted landscape objectifies nature by framing it, by 
layingg it before the viewer's eyes as a mastered entity. At the same time, 
thee painted landscape is a sign that alludes to an infinitely larger presence 
outsidee the frame, one that cannot be encompassed by the eye. This sign can 
becomee a site for contemplative absorption, allowing an imaginary loss of the 
selff in a larger order (Halkes 2001: 8). 

Sincee the beginning of Western culture, this desire for the absolute has 
beenn framed by stories of Paradise and Arcadia, the image of the Utopian 
ideall of the world as a garden in which we are one with nature. The fall from 
Edenn signifies the beginning of a longing to return to a state of presumed 
originall fullness. This meta narrative has a double, its 'Other' so to speak. 
Paradisee is framed within the nothing that God created it from, and the 
desertt that remained outside of its gates. Hence, within the history of land-
scape,, beneath the meta narrative of 'Reinventing Eden,' the desire to avoid 
representationn and reach a primitive, undefined chaos outside of the garden 
formss another meta narrative. The understanding that the garden is only a 
historical,, time-bound consolation, and that oneness cannot be found within 
thee garden walls, leads desire outside of the garden and into the frightful 
unknowablee beyond (Halkes 2001: 15-16). Both sides of this landscape 
notionn can be seen at work in the use of landscape as a metaphor for the 
post-dramaticpost-dramatic stage. Here, Elinor Fuchs' postmodern artist longing for the 
'naturall world' seems to mark the idyllic end of the spectrum while Hans-
Thiess Lehmann's notion of espacement marks the undefined unknowable 
beyond. . 

Inn what follows, I will explore the ambiguous relationship between the 
neww born seer and what is seen as mediated by the landscapes on the post-
dramaticc stage starting from what might be called a postmodern variation on 
Diderot'ss description of a picture of a landscape, namely Heiner Müller's 
theatree text Bildbeschreibung (1984), translated in English as Explosion of a 
Memory/DescriptionMemory/Description of a Picture. 
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Discoverin gg the Spectato r — As the title indicates, Bildbeschreibung consists 
off the description of a picture. From the description the reader is led to 
understandd that this picture depicts a landscape. The description of the 
picturee is a reading. It is an act of reception in which visual signs are 
processedd into syntactical signs that resonate against the backdrop of a frame 
off reference. In Bildbeschreibung, the reception of the image is literally 
executedd as the production of a text: reception is production, looking on is 
acting.. For this reason, Erika Fischer-Lichte calls Bildbeschreibung "the most 
appropriatee expression of the postmodern awareness that looking on is a 
creativee act" (Fischer-Lichte 1999: 58). A creative act, furthermore, that 
givess birth to the identity of the onlooker (59). 

Fischer-Lichtee makes this remark in an article titled "Discovering the 
Spectator,"" in which she describes a fundamental change taking place in the 
structuree of theatrical communication. Since the end of the 18th century, 
focuss had been centered on the characters on stage and the internal commu-
nicationn between them. In many avant-garde theatre experiments of the early 
20thh century, the focus of interest shifted to the external system of theatrical 
communication:: the relations between stage and audience (Fischer-Lichte 
1997:: 41-60).3 Fischer-Lichte explains this shift in axis in terms of opening 
upp new spaces and aiming at a new kind of involvement of the seer with 
whatt is seen. 

Thee new spaces opened up by the avant-garde theatre no longer 
presentt the spectator with the perspectival, organized picture frame of the 
box-sett stage. They no longer present the spectator with a unified picture that 
cann only be seen from one point of view without distortion. Instead, the new 
spacess of the avant-garde theatre aim at recreating the unity of actors and 
spectatorss and transforming the spectators into 'new' beings: 

too transport them into a state of 'intoxication' or 'trance' to liberate their creativity and 

developp it or simply to shock them. In either case, the powers of vision and hearing as 

practicedd in the bourgeois theatre, and, moreover, in the whole of Western culture for 

moree than three hundred years, were to be destroyed (Fischer-Lichte 1997: 51). 

Thesee stratagems, as developed by avant-garde theatre makers, were taken 
furtherr and greatly radicalized on the postmodern stage. However, post-
modernn theatre also differs in important respects from its avant-garde 
ancestors.. Carried out by the avant-gardists, stratagems to reach out to and 
transformm the audience functioned solely as the instrument by means of 
whichh this goal could be reached: to bring art closer to life, to shock the 
spectators,, or to liberate their creative potential and transform them into 
'new'' beings. However, in postmodern theatre spectators are not turned into 
'material'' for specific purposes from which, with all the means available to 
theatre,, 'actants' may be produced. Spectators rather, are "given back their 
rightss to spectate" (Fischer-Lichte 1997: 57). This right Fischer-Lichte 
understandss in terms of increased freedom on the part of the spectator to 
attributee meaning at will. 
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Postmodernn theatre elevates the spectators to absolute masters of the possible semiosis 

without,, at the same time, pursuing any other ultimate goal. The spectators are free to 

associatee everything with anything and to extract their own semiosis without restriction 

andd at will, or even to refuse to attribute any meaning at all and simply experience the 

objectss presented to them in their concrete being (Fischer-Lichte 1999: 57-58). 

Postmodernn theatre turns the spectator into a "master of possible semiosis." 
Thee spectator is granted freedom to give meaning at will, and this freedom 
turnss looking into a creative act. Here, Fischer-Lichte refers to 
BildbeschreibungBildbeschreibung as the most appropriate expression of this new approach. 
Itt is, however, as I will argue, precisely the spectator's freedom to give 
meaningg at will that is questioned in Bildbeschreibung. 

Lookin gg as Creativ e Act — In Bildbeschreibung, looking is indeed presented 
ass a creative act, as a reading in the sense of producing meaning. However, 
too what extent this seer can be understood as master of possible semiosis 
seemss to be the question. Bildbeschreibung presents its reader with precisely 
that:: it consists of a description [Beschreibung] of a picture [Bild]. This 
descriptionn gives an account of how someone seeing actually makes sense, 
makess unity, or at least, tries to do so, by isolating and contemplating 
individuall elements seen and linking them up to make a story. As much as 
thiss reading of what is there to be seen testifies to the freedom to connect 
andd give meaning, it also expresses how cultural habits and conventional 
patternss mediate in practices of reading what (we think) we see. 

Thee description starts with a landscape and clouds, and then begins to 
zoomm into details in the landscape: a bird, a house, a woman, a man. The 
fatee of the woman in this narrative seems to confirm the gendered-ness of 
suchh a reading. The woman is an object to be looked at and does not look 
back.. She rises up from the earth and seems to be part of the land that is 
violentlyy traversed by the man. She is part of the space that is turned into 
narrative. . 

Att the same time, this reading is presented as a reading that does not 
holdd together. The woman will not be destroyed. She reappears time and 
again,, turning violation into a dazzling repetition. The thread of narrative 
becomess entangled, spread out like a spider's web, stretched and shaken by 
aa battle of all against all. It appears to be impossible to fit the woman into a 
coherentt story with a beginning, a middle and - most importantly - an end. 
Gettingg the picture also appears to be impossible since Müller's text presents 
itss readers with an account of interaction between seer and seen in which the 
seerr gets lost in the landscape represented by the picture. 

Justt as the reading of the picture does not express freedom and mas-
teryy over possible semiosis, getting lost does not appear to result in freedom 
andd mastery either. Rather, the text testifies to obsessiveness, to getting 
stuck,, and to the desire to escape. The verbalization does not and will not 

93 3 



completelyy match the picture seen. The seer gets caught in obsessive loops 
andd lost in partial descriptions that shift while he or she speaks on. Finally 
thee speaking ' I ' seems to loose all sense of distance between self and what is 
seen,, and collapses into the picture seen, saying: 

whoo OR WHAT inquires about the picture, TO LIVE IN A MIRROR, is the man doing the 

dancee step: I, my grave his face, I: the woman with the wound at her throat, right and 

leftt in her hands the split bird, blood on the mouth, I: the bird who with the script of his 

beakk shows the murderer the way into the night, I: the frozen storm (Muller 1989: 102). 

AtAt this point, as Fischer-Lichte puts it, "the oneness of the recipient, the ' I , ' 
iss dissolved in the very act of receiving, dissolved in the shattered mirror that 
thee postmodern stage presents to its spectators" (Fischer-Lichte 1999: 58). 

Müller'ss text presents its reader with nothing more and nothing less 
thann that which the title indicates: the description of a picture. This descrip-
tionn testifies to a seer taking up positions in relation to what is there to be 
seen,, as a result of which what is seen appears in a particular way. This 
readingg is clearly not an objective description (provided that such a reading 
wouldd be possible), but rather presents a vision implying a particular 
perspective,, a point of view. 

AtAt the same time, this point of view, the position both in terms of 
spacee and the subjective identity of the onlooker, is exactly what remains 
thee question in Müller's text. The reading of the image is the only thing the 
readerr of the text has to go on. The text gives no indication either of what is 
actuallyy there to be seen, or of who the seer is. The only way to 'see' the 
landscapee is to 'walk along' with the reading and take up the positions 
presentedd by it. The reader of the text is invited to take up the positions 
presentedd by the one speaking in the text, and to see the landscape as if 
fromm his or her point of view. 

Inn this way, Bildbeschreibung not only presents an expression of the 
factt that both the identity of the seer and of that which is seen are the 
productt of looking as a creative act. Bildbeschreibung also testifies to how 
thiss act, seeing as reading, is mediated by positions implied in the text and 
offeredd to reader to take up, or not, as well as by subjective drives at work in 
thee seer. Bildbeschreibung presents a self-reflexive statement formulated in 
thee artistic discourse of the theatre, concerning the way the theatre mediates 
inn the relationship between audience and what is seen on stage. 

Stagin gg as Positionin g — Muller wrote Bildbeschreibung for the theatre. 
Unlikee Diderot's descriptions of painted landscapes, Bildbeschreibung is 
intendedd to be staged. It is only when one starts thinking about staging this 
textt that the full complexity of the relationship between seer and seen as 
representedd by the text becomes evident. 
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Althoughh Muller intended Bildbeschreibung for the stage, the text 
presentss a riddle to anyone trying to stage it. To do so according to conven-
tionss of staging a text would involve making present on stage the world as 
givenn within the words on the page. Müller's text refuses such a notion of 
stagingg because the words on the page refuse to give any suggestion of 
beingg a transparent window to world a behind them. The speaking T does 
nott provide a description that matches the picture seen. The labyrinthine 
structuree of the text with the repetitive returns 'in difference' undermines the 
illusionn of this text as a transparent window to a world 'behind' it, a world 
thatt can be accessed through it. Instead, the text draws attention to how 
wordss never quite coincide with what they refer to, and how they always 
implyy a deferral and consequently, difference. 

Itt is not clear, moreover, who this speaking T is, where he or she is, 
andd how we are to understand the relation between what he or she is saying 
andd the situation in which he or she appears. Except for the very last lines, 
thee text is entirely lacking in personal pronouns and indeed, in these final 
lines,, the ' I ' appears to disintegrate and disappear into the landscape. The 
textt mimics the strategy common in scientific writing of erasing traces of 
subjectivityy and the viewer's position in order to produce a 'view from 
nowhere.'' Yet, obviously, this is not an objective description. In this text, the 
absencee of point of view draws attention to focalization rather than obscuring 
it.. The text prevents automatic identification with a scientific meta-subject 
thatt would provide a suggestive 'view from nowhere.' Instead, positioning is 
turnedd into a problem for the reader. Into a problem for the one staging this 
textt as well. 

BildbeschreibungBildbeschreibung lacks any indication of character or situation. Is this 
textt a monologue? Or is it a description of what is to be seen on stage? Or 
somethingg else? It is not clear. The director must decide whether he or she 
iss going to stage the Beschreibung, or the Bild, or whatever possibility in 
between.. The director must literally produce a vision of the text, deciding 
whatt the audience will see by taking a position and deciding on the relations 
betweenn words and images, the verbal and the visual. He or she does so by 
decidingg upon a point of view. Staging this text, therefore, means producing 
aa reading of the description of the picture and this reading, in its turn, will 
implyy a vision, a point of view, for the audience to take up. Seen in this way, 
BildbeschreibungBildbeschreibung does not present an expression of the freedom of the 
spectatorr as master of possible semiosis but of staging as constructing a 
positionn for the audience as subject of vision. 

'Wo'Wo  ist  der  Mensch?'  — In 1997, Stefan Kunzmann presented a 'staging' of 
Bildbeschreibungg in which he not only offered a brilliant answer to the 
questionn how to stage this difficult text, but also a critical reflection on the 
wayy the theatrical apparatus produces a position for the seer as subject of 
vision.. Kunzmann presented this staging not in a theatre but rather in a room 
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off the Hochschule für Angewandte Kunst in Vienna, as a final examination 
projectt for stage design. His staging was titled Picture Description/ Explosion 
ofof a Memory. This title mirrors the title of the English translation of Müller's 
text:: it is the same, yet showing it in reverse. The concept of mirroring was 
aa recurring motive: through reflecting in reverse, Kunzmann's staging of 
Müller'ss text played with oppositions of text and performance, words and 
images,, absence and presence (Fig. 3, inside cover flap right: Artist's 
impressionn of the installation). 

Whilee Kunzmann presented his 'staging' of Bildbeschreibung\n a room 
off the art academy, the architectural features of the room, as well as the way 
hee made use of these features, were reminiscent of a theatre. The room was 
rectangularr and half the floor was raised like a stage. The division between 
thee levels of the floor was emphasized by a protrusion of the wall, reminding 
onee of the proscenium arch in a traditional theatre. Visitors entered the room 
throughh a door that opened on to the lower half. Looking towards the 'stage,' 
theyy saw two video monitors, each playing a short loop of film. One showed a 
birdd that appeared to be flying backwards and the other a barren landscape. 
Onn the wall behind the monitors was a text that was difficult to make out. As 
memberss of the audience came closer, they discovered that it was in fact a 
mirrorr image of a text. On the black reflecting surface of the wall in front of 
them,, the audience saw the reflection of Müller's text printed on the wall 
behindd them in white on black. Within the mirror image of the text, the spec-
tatorr saw his or her shadow projected onto the text. Like the videotapes, the 
lightss in the room were programmed to perform a loop: they slowly brightened 
andd then faded out in six-minute cycles. As a result, the mirror image of the 
textt appeared and disappeared - the staging began and ended - in an 
ongoingg repetition of the same. 

"Woo ist der Mensen?," asked Kunzmann's supervisor, surprised that a 
studentt graduating in theatre design, would present a piece of work that did 
nott include a place for actors and was not intended to be used by actors. 
Thiss was indeed surprising, since the presence of actors is usually understood 
too be one of the essential characteristics of theatre performance. Ordinarily, 
actorss establish a relationship between the language of the play and their 
embodiedd presence on stage. The actor's presence offers the audience a kind 
off 'entry' into the process of theatrical meaning production. The actor stands 
inn for the character; he or she takes his or her place in the visual representa-
tionn on stage. This composite figure, in its turn, invites the audience to step 
intoo its shoes and to imagine what it would be like to see the world from this 
pointt of view. 

Usually,, the stage design creates a space actors. Stage design then, is 
aa means of positioning the actor within a particular frame of reference. This 
mayy be done by means of illustrating and confirming the situation as given 
withinn a dramatic text, by referring loosely to the text, or even by contradic-
tingg or negating what is represented in the text. Kunzmann did none of these, 
norr did he create a space for actors. Instead, he literally presented a staging 
off the text. 
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Hiss strategy of making present the written text on stage brings to mind 
descriptionss by Fuchs (1996) of strategies used in the theatre of the 70s an 
80ss to undermine the positivism involved in theatrical representation, 
throughh the infiltration of what has traditionally been the banished 'other' 
off dramatic performance: the written text. This happened, for example, by 
havingg actors open books and read them on stage, or through the use of 
writtenn text as part of the setting, or by the performance of writing as part of 
thee staging. In these examples, reading and writing are used as signs (or 
emblems)) for the failure of 'presence' not only on the stage but also in the 
world,, where barriers 'always already' exist between text and meaning, 
intentionn and reception, and between individuals. 

Fuchss explains these strategies as part of a deconstruction of presence 
inn the theatre, analogous to Derrida's critique of presence as it functions in 
thee Western metaphysical tradition. Drama, she points out, has evolved as a 
formm of writing that strives to create the illusion that it is composed of 
spontaneouss speech. "It is a form writing that paradoxically asserts the claim 
off speech to be a direct conduct to being" (Fuchs 1996: 74). This illusion is 
supportedd by a tradition of staging that suppresses writing. Conventional 
theatre,, therefore, can be said to reflect the opposition of speech and writing 
thatt is central to Derrida's attack on phonocentrism which he sees as being 
thee focus of the Western metaphysical tradition since its Greek beginnings.4 

Derrida'ss deconstruction of presence has been important in rethinking 
keyy concepts of theatre and, more importantly, to criticizing the notion of 
presencee in the theatre. However, the problem with many of these critiques of 
theatricall presence is that they tend to focus too narrowly on Derrida's 
critiquee of phonocentrism and here, Fuchs is no exception. This is not to say 
thatt theatre has not changed in ways that reflect the insights of Derrida and 
Fuchss is absolutely right to observe this. However, as Roger Copeland in a 
responsee to Fuchs remarks, presence in the theatre has less to do with the 
distinctionn between speaking and writing than with the way in which the 
architecturall and technological components of the performance space 
promotee or inhibit a sense of 'reciprocity' between actors and spectators 
(Copelandd 1990: 30). 

Presencee in the theatre is a complicated issue that cannot be reduced 
too an effect of the tendency to privilege speech over writing. This one-sided 
focuss of phonocentrism actually runs the risk of reiterating, rather than 
deconstructing,, the binary oppositions of verbal and visual, text and perform-
ancee that can be seen to support many accounts of presence in the theatre, 
includingg Fuchs'. 

Textt  versu s Performanc e — In her account of the death of character, Fuchs is 
carefull to distinguish between stage and play, between actor and character, 
andd not to confuse text and performance. Theatre studies as an independent 
disciplinee emerged as a result of emancipation from the study of drama 
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ass literature. This emancipation helped to redirect attention to aspects of 
theatree performance formerly neglected in the study of drama as literature. 
Att the same time, however, it helped to install the conceptual opposition of 
textt and performance at the very foundations of theatre studies. 

Moree recent notions of text and textuality - such as, for example, 
Rolandd Barthes' 'epistemological slide' in the conception of written texts 
fromm the traditional notion of the work to the more relativized text - suggest 
aa continuum between texts and the textuality of performance, rather than a 
binaryy opposition. They suggest a continuum that enables us to read perform-
ancess as texts, analyze how performances signify, and to interrogate the sub-
sequentt rewriting of those performances, the 'fixation' of their meaning in 
texts.55 Yet, at the same time, as W.B. Worthen observes, there appears to be 
aa surprisingly romantic sentimentality at work in the opposition of perform-
ancee as transgressive, multiform, and revisionary, versus the dominant, 
repressive,, conventional, and canonical domain of the text. Worthen remarks: 

Stagee vs. page, literature vs. theatre, text vs. performance: these simple oppositions have 

lesss to do with the relationship between writing and enactment than with power, with the 

wayss that we authorize performance, ground its significance (Worthen 1995: 15). 

Itt seems that texts are not what is really at issue, but rather how they are 
constructedd as vessels of authority, of canonical values and of hegemonic 
consensus. . 

Onn the post-dramatic stage, the status of the text as vessel of authority 
comess under attack and is undermined through a wide variety of practices. 
Nevertheless,, there appears to be a persistent tendency to oppose text -
shownn to be marked by absence rather than presence - to the visual, to 
bodiess or performance as being more directly present. This ends up actually 
supportingg binary thinking rather than deconstructing it. Lehmann, for 
example,, with his account of development of 20th-century theatre, argues 
againstt the persistent idea that these new developments on stage are the 
resultt of resistance to text, words per se. 

Contemporaryy theatre, leaving behind the absolute dominance of the text, does not 

byy any means abandon poetry, thoughtfulness or the glamour of speech, but brings 

backk into focus the de-semanticizing power of body and visuality as such (Lehmann 

1997:: 60). 

Itt is not text that is at issue but rather logocentric implications of dramatic 
theatre.. Logocentrism is about structure, order, and telos, and not simply 
aboutt the word. "Only to the degree to which the text is considered as the 
privilegedd place of a certain architecture is it assigned the highest place in 
theatre"" (Lehmann 1997: 56, italics in the text). However, in opposing text 
too the "body and visuality as such," Lehmann implicitly repeats the opposi-
tionn of text as the domain of subjective mediation versus the visual and the 
bodyy 'as such.' 
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AA similar mechanism can be seen at work in Fuchs account of the 
developmentss on the 20th-century stage, in terms of an opposition of 
theatree that aims at presence versus theatre that recognizes absence. Fuchs 
acknowledgess that the deconstruction of character in dramatic narrative 
contributess to a process of relocation of theatrical meaning production to the 
stagee in a situation shared with the audience. This process allows for an 
emancipationn of performance from the text, in order to make room for the 
uniquee power of live performance. She observes that this can take the form 
off resistance to text per se and the rejection of drama text as oppressive. 
Fuchss reminds us of how in the 1960s and 1970s, a new generation of 
theatree makers - she mentions Jerzy Grotowski, Peter Brook, Julian Beck and 
Judithh Malina, Joseph Chaikin and Richard Schechner, as well as the theo-
ristss who followed in their wake - extolled theatrical presence as no previous 
generationn had, giving it almost religious significance. Fuchs quotes Michael 
Goldmann stating that in the theatre we find a present beyond the limitations 
off the present, a selfhood beyond the limitations of the self: "We identify 
withh actors because the self longs for clarification, because it longs to 
possesss the present in a way that ordinary space, time and selfhood do not 
allow"" (Goldman quoted in Fuchs 1997: 70). The exalted goal served by the 
actor,, breaking free of the repressive forces of text, plot, and character, was 
nothingg less than a recuperation of full reality, the true presence of divinity. 

Inn her explanation of the 'death of character,' however, Fuchs focuses 
one-sidedlyy on the growing awareness of absence as the motor behind the 
transitionn of modernist to postmodern theater practices. According to Fuchs, 
whatt is reflected in new staging and writing practices is an increasing 
awarenesss of absence, not a desire for presence. After Derrida, the avant-
gardee theater of presence tended to give way to a theatre of absence, which 
rejectedd "the theatrical enterprise of spontaneous speech, with its logocentric 
claimss of origination, authority, authenticity - in short, presence - to seek 
insteadd performance that "disperses the center, displaces the subject, 
destabilizess meaning" (Fuchs 1985: 165, 172). The celebration of presence 
inn the work of the theater makers mentioned above is, merely "the cry of an 
endangeredd species" (Fuchs 1996: 70). 

Whatt gets obscured in Fuchs' opposition of theatre of presence versus 
theatree of absence, is how the development that she describes as the death 
off character, is intertwined with what might be called its other: the birth 
intoo presence of the actor. Actually, here the theatrical practice of staging 
textss presents a useful model, and Bildbeschreibunga helpful example. 

Thee Birt h into Presenc e of the Acto r — Bildbeschreibung presents an example 
off a 'death of character' in process. Right from the start, the subject 
speakingg is marked by a certain absence and by the end, the subject has 
disintegratedd altogether. The ' I ' collapses into the landscape and starts to 
identifyy with various things at the same time. In reading the text on the page, 
thee reader is invited to experience this disintegration as if through the eyes 
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off the character who invites the reader to step into his or her shoes. What 
happenss however once an actor stands in for this speaking 'I'? The actor, 
likee the ' I ' on the page, invites the audience to step into his or her shoes 
andd to see it from his or her point of view. Yet, at the same time, this actor is 
partt of the visible world on stage as seen from the point of view of the exter-
nall focalizor, through whose eyes the world seen on stage appears as it does. 

Althoughh the character disintegrates, the actor does not. On the 
contrary,, many accounts of the landscapes on the contemporary stage testify 
too how the deconstruction of drama seems to open up to a more direct 
visibilityy of the actor or performer, understood to be present somehow 
'behind'' the character. The physical presence of the actor is understood in 
oppositionn to the character as part of representational structures. The 
undoingg of the representational structures is thought to bring about the 
actor'ss body in all its glorious visibility. 

Alll of this supports the suspicion that presence and absence are not 
binarilyy opposed terms after all. Rather, presence and absence appear to 
dependd on the way the theatre mediates in the relation between seer and 
seen,, as a result of which absence and presence appear as effect. 

Plato' ss  Theatre — Bildbeschreibung also helps to understand how within 
thee theatrical apparatus deconstruction can function as a strategy of de-
theatricalizationn aiming at radical absorption in which the seer dissolves into 
whatt is seen. That is, how the deconstruction of the subject of speech can be 
seenn to support the metaphysics of presence in the field of vision, analogous 
too the way perspective works, by presenting the seer with a position marked 
byy absence. The de-authentication of the subject of speech can be seen to 
supportt the authentication of another subject, namely the subject of vision. 
Thiss subject of vision is not the character suffering severe deconstruction, 
whichh finally leads to its death on the post-dramatic stage. The subject of 
visionn is the addressee, the agent through whose eyes we, as audience, see 
thee performance 'as it is.' 

Inn Fuchs' text, the transition from theatre of presence to the theatre of 
absencee is marked by a description of a performance of Beckett's Come and 
GoGo by the American group Mabou Mines in the early 1970s. Beckett's text 
experimentss with coming and going, on stage and off stage, presence and 
absence.. On stage, there are three women who leave in turn. Each time one 
leaves,, the other two start to whisper about a secret, which concerns the 
onee who has just left. There seems to be something frightening about her 
condition.. These secrets are the only elements of Beckett's text that could 
havee given the figures on stage meaning in the sense of psychological depth, 
yett this absent background to their behavior is not made present on stage. 
Thee audience cannot hear what is being whispered. Finally, when all three are 
backk on stage, one of them proposes to "hold hands in the old way" (Beckett 
1990:: 355), which they do in silence. Again, the text refers to an absent 
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meaning,, a history that is somehow 'behind' the situation on stage and again 
thiss origin remains absent, unknown to the spectator. Instead of making this 
originn present on stage, the text exposes its absence to the audience. 

Thee staging by Mabou Mines paralleled this strategy at work in the 
textt in its visual representation on stage. Instead of seeing the three actors 
physicallyy present, the audience gradually realized that it was only seeing 
theirr ghostly reflections. A mirror, which was nearly the width of the stage, 
andd was sunk slightly below platform level, angled back and upwards, 
reflectedd the images of performers who were actually located in a balcony 
abovee and behind the spectators (Fuchs 1996: 71). 

Thee Mabou Mines piece presents a visualization of the common under-
standingg of staging as the making present of something as given in the text. 
Inn that case, what was performed on stage was literally a mere reflection, 
emphasizingg that what we as audience see is absent rather than present. 
Whatt is seen on stage derives its meaning from making present something 
else,, something that is in fact absent but represented on stage. 

Ironically,, Fuchs own account of this particular staging provides a 
strikingg example of how this conception of staging is at work in what she 
thinkss she sees. After she has explained how this performance undermines 
stagingg practices and exposes the assumptions underlying them, she 
praisess the performance for making present a meaning she understands as 
originatingg in the authorial intention of Beckett. She concludes her descrip-
tionn with the remark that: 

Leee Breurer's staging frustrated traditional audience expectations of bodily presence and 

actor-audiencee contact, yet achieved through this bold stroke the spirit of the mystery 

andand abstraction Beckett calls for in his notes to the play (Fuchs 1996: 71, my italics). 

Hence,, Fuchs reading of the staging is precisely an example of the logocen-
trismm at work in the traditional theatre, where the stage has been treated 
(likee text in philosophy) as a transparent medium, that provides access to 
truth,, logos, or a grounding concept inscribed by an author-creator. 

AA closer look at the Mabou Mines production, described by Fuchs, can 
helpp us to understand why exposing what is seen on stage as 'mere reflection' 
iss in itself not enough to deconstruct the metaphysics of presence in the 
theatre.. The spatial set-up of the Mabou Mines staging is similar to Plato's 
cave,, one of the founding myths of Western metaphysics. In the Mabou Mines 
staging,, the audience is tied to its place like the people in Plato's parable, 
andd like them, they mistake the reflection seen on stage for the real thing, 
whilee the real thing is actually located above and behind their heads. As in 
Plato'ss cave, the staging exposes what is seen on stage as mere shadow, 
aa Derridean absence of presence. 

Plato'ss story of the cave however, does not undermine the metaphysics 
off presence. On the contrary, it supports this metaphysics. For there is a 
promisee implied in Plato's story, this promise being that once we learn to look 
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inn the right way, in the right direction, we will be able to distinguish the real 
fromm mere shadows. In Plato's story, the unmasking of the shadows as 
shadowss serves to teach the innocent viewer where to find the real thing. In 
thee myth, the viewers learn to see things in (the right) perspective through 
thee unmasking of another perspective as false. This unmasking then is a first 
stepp towards being led outside into full light of the sun. 

Gett  the Picture ! — Like the Beckett staging by Mabou Mines, the spatial set 
upp of Kunzmann's staging of B'/Id'beschreibung recalls Plato's cave. In his 
staging,, however, Kunzmann radicalizes the absence observed by Fuchs by 
leavingg out the actor as well. At same time, his staging made present some-
onee else. Someone who usually remains in the dark both in Plato's scenario 
andd in the theatre, and this is the spectator. In Kunzmann's installation, the 
spectatorr saw him or herself literally reflected in the mirror presented back 
too the spectator by the 'performance.' 

Kunzmann'ss performance does not show some imaginary world given in 
thee text, but literally a reflection of the text. His staging adds yet another 
layerr to the description of a picture of a landscape, and turns the description 
off the picture into an image of a description. In this way, Kunzmann draws 
attentionn to the level of focalization usually overlooked in analyses of verbal 
texts:: focalization as it is given in the visual display of the graphic signs on 
thee page. 

AtAt first sight, the 'performance,' the mirror image of the text, looked 
likee a printed text, inviting one to read it, and that is exactly what most 
visitorss tried to do. They tried to read the mirrored text and moved closer to 
it,, but the closer they got and the more they tried to focus on the text in 
frontt of them, the more their own shadow got in their way. Deciding it was 
impossiblee to read the text, they adopted different viewing attitudes, includ-
ingg different positions in the room. They attempted to see the 'performance 
text'' as a visual composition and to find a place where their shadow would 
nott interfere with it. The only way to do so was to avoid looking at the staging 
off the text altogether, and to turn around and face the text that was written 
onn the wall behind them. This text, printed in white on black, was quite 
readable.. At least, here one was not troubled by one's own shadow. 

Butt here too, positioning turned out to be a problem, albeit in a 
differentt way. Müller's text consists of the description of an image. The point 
off view from which the image is seen, seems constantly to shift, which makes 
itt difficult to imagine oneself in a particular viewing position in relation to 
thee image. This is further complicated by the structure of the text. Müller's 
five-pagee text is one long sentence, without full stops or capitals, which 
requiress that the reader constantly relocate. The way Kunzmann presented 
thee text, widely spaced on the wall, reinforced this characteristic of Müller's 
text.. The words were so spread out that it was difficult to keep track to the 
linearr narrative they represented. As a result, the linearity of the text seemed 
too expand into a visual composition. 
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Thee installation evoked a constant tension between seeing from a 
detachedd and stable point of view marked by absence, and reading as a 
temporall and always partial interaction. This way, Kunzmann managed to 
stagee the tension given in Müller's text between the Bild and the 
Beschreibung,Beschreibung, yet without falling back into the all too familiar word-image 
opposition.. By showing text and performance as both visual and verbal, 
hee exposes the verbal and the visual as mutually intertwined in the verbal 
andd visual behavior of an audience. 

Inn Kunzmann's installation, the onlooker literally is the actor 
performingg a choreo-graphical inscription in 'choral space' (Lehmann 1997). 
Seeingg what this installation means, means literally to move through it and 
performingg a choreo-graphical inscription mediated by the positions offered 
byy the text. In the process, the spectator becomes the performer engaged in 
aa process of (re)positioning him or herself. Seen in this way, the question 
"Woo ist der Mensch?" touched the very core of Kunzmann's staging, be it in 
wayss perhaps not anticipated by the dramaturge who asked the question. 

Furthermore,, Kunzmann's staging shows reading not to be a passive 
followingg of something already given in the text, but as something driven 
(att least partially) by the spectator. His installation exposes telos as part of 
thee intentional involvement of the spectator with what is seen. The behavior 
off the spectators as they try to avoid their own shadows, serves as a meaning-
full pointer and draws attention to the longing that drives them to seek a 
positionn marked by absence. 

Withh their reading behavior, the spectators-as-actors performed 
preciselyy the choreography that Müller's text speaks of, namely the inter-
actionn between visual texts and seers. This account is a reading of an image 
seen,, in which a seer actively tries to make sense of what he or she sees. 
Thee account can be read as an attempt to make sense of the image through 
interpretativee procedures that aim at constructing a unitary point of view 
fromm where the image can be seen 'as it is,' that is, as an attempt to actively 
constructt the tableau that the Bild does not automatically present. In 
Bildbeschreibung,Bildbeschreibung, trying to 'get the picture' means actively producing 
thee duality of tableau and unitary point of view that is the foundation of 
representationall thinking. The text testifies as to how this is done by means 
off interpreting what is seen in terms of telos and how the presuppositions, 
expectationss and desires that are part of discourse are involved in this 
attemptt at unification. 

BildbeschreibungBildbeschreibung also testifies to the failure of this attempt. Instead of 
aa fulfillment of this Gnostic drive "the lust to be a viewpoint and nothing 
more"" (de Certeau), the text ends with an Icarean fall into the landscape as 
thee seer begins to recognize him or herself in various elements of the seen 
landscape.. This Icarean fall results in a case of absorption more radical that 
thatt described by Diderot, for here absorption does not manifest itself in 
'steppingg inside' and taking up a position within the landscape represented, 
inn order to see it from there. Rather, the 'death of character' here results in 
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thee collapse of distance between seer and seen as the seer recognizes him 
orr herself in various elements simultaneously. 

Thee Stage as Mirro r — Fischer-Lichte calls Bildbeschreibungan example of 
thee shattered mirror that postmodern theatre presents to its spectators. 

Itt consists of numerous disparate elements which, even as a whole, render no meaningful 

unit,, can reveal no unifying image. The image reflected by postmodern theatre is one of 

manyy 'Others:' "TO LIVE INSIDE A MIRROR, is the man dancing the step, I, my grave 

hiss face, I the woman with the wounded neck, right and left in the hands the split bird, 

bloodd on the mouth, I the bird, the one who shows the murderer the way into the night 

writingg with my beak, I the frozen storm" (Fischer-Lichte 1985: 58). 

Fischer-Lichtee reminds us of Lacan's account of subject formation through 
identificationn with an image seen. Lacan describes how a child identifies with 
ann image in the mirror, an image that provides the child with a self-image as 
aa coherent and unitary, rather than the confusing, fragmented experience of 
thee self from inside (Lacan 1977: 1-7). In the Lacanian story, this identifica-
tionn results in a mixing up of 'self,' as experienced over here, and the image 
outsidee taken in as 'self.' This, then, gives rise to a jubilant moment of 
(mis)recognitionn of the self in the mirror image. 

Too identify with an image in a mirror is to identify the image seen in 
thee mirror as 'me,' this 'me' being over here and seeing it. This image seen 
overr there is then 'taken in' and becomes part of the self. However, this 
mistakingg the image seen for the self does not mean that I imagine myself to 
bee over there. Rather, I understand the image in the mirror as a reflection 
andd confirmation of myself being over here. That is, identification with an 
imagee seen over there means taking up a position of a seer over here, the 
positionn from where the image is seen as unity. 

Inn Bildbeschreibung, identification with the landscape seen does not 
resultt in a jubilant moment. The image of the landscape seen here does not 
presentt a tableau as Diderot requires, a tableau: "in which the parts work 
togetherr to one end and form by their mutual correspondence a unity as real 
ass that of the members of the body of an animal" (Diderot quoted Barthes 
1977:: 7). Instead, Bildbeschreibung testifies to the failure to bring all 
togetherr as unity in correspondence to a unitary point of view.6 Instead of 
takingg in the image in a way that would confirm a sense of self as unitary 
pointt of view, the ' I ' seems to lose itself in the landscape seen, an experience 
thatt is perhaps better described by the Barthesian notion of jouissance. 

Rolandd Barthes uses the term jouissance to describe the pleasure 
derivedd from what he called the writerly text, a text that presents an appeal 
too a reader to engage with it and to actively produce the text as what it is. 
Barthess opposes the writerly text to the readerly text, the type of text that 
doess support the illusion of the text as a unity which is given rather than of 
activelyy produced by a reader. The readerly text keeps intact the duality of 
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thee work as object versus the reader as subject. This duality is undermined 
byy the writerly text, which results in the experience of jouissance. 

Inn Barthes, jouissance and pleasure are opposed terms. Pleasure is 
linkedd to the cultural enjoyment of identity, to a homogenizing movement of 
thee ego. Jouissance on the other hand, describes a radically violent pleasure 
thatt shatters cultural identity and evokes an experience of loss of self.7 

However,, although the concept of jouissance as disintegration or loss of self 
mightt seem to suggest otherwise, writerly texts do not inaugurate the end of 
subjectivityy or subjective mediation. The loss of subjectivity as experienced 
heree is itself the effect of the text, mediated by the text, something a reader 
mightt experience through engagement with the text. Hence, the loss of self is 
ann experience of a subject, not an end to subjectivity. Likewise, this experi-
encee is mediated by a text, and does not mean the end or absence of media-
tion.. It is an effect or an experience that results from the interaction between 
textt and reader, a reader who has gone through the mirror stage. This stage 
inauguratess a sense of self as unity, as well as a longing to overcome the 
individuationn that is the result of this constitution of self. It is this subject to 
whomm the writerly text appeals, a subject who, as Barthes describes it, is a 
"livingg contradiction": "a split subject, who simultaneously enjoys, through 
thee text, the consistency of his selfhood and its collapse, its fall" (Barthes 
1977:: 21). The text that is Bildbeschreibung can be read as the expression 
off precisely such a living contradiction. 

BildbeschreibungBildbeschreibung testifies to the drive to construct a position where 
everythingg appears independent from the seer, a world objectively out-
stretchedd for the all-seeing disembodied floating eye, represented in the 
textt by repeated references to the sun. "THE SUN is always there and TO 
ETERNITY"" (Muller 1989: 97). The sun represents the point of view of the 
alll seeing eye, the detached observer, who can see everything as it is from 
afarr as the Cartesian disembodied subject. In metaphysical thinking from 
Platoo to Descartes, and beyond, the sun appears as the giver of natural light, 
whichh is, as Derrida observes, understood to be the source of "the very 
oppositionn of appearing and disappearing [...], of day and night, of the visible 
andd the invisible, of the present and the absent - all this was possible only 
underr the sun" (Derrida quoted in Jay 1993: 509). 

Inn his critique of vision in modern French thought, Martin Jay refers to 
Derrida'ss remarks on the metaphor of the sun in order to point out the way 
conceptionss of vision and visibility are intertwined with notions of stability, 
sameness,, and circularity for which the daily appearance of the sun stands as 
aa symbol. However, as Derrida (and Jay) also point out, the metaphor of the 
sunn is an ambiguous one, for the sun can appear as a source of illumination 
ass well as blindness; blindness to difference, to otherness and to temporality 
ass they are excluded in the Gnostic drive to be a viewpoint and nothing 
more.8 8 

Kunzmann'ss staging of Bildbeschreibung shows this blindness as 
aa blindness of the self as the locus of looking. The mirror that is his 
'performance'' does not reflect an 'other,' but the self. Or perhaps better, 
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thee performance shows the seer self as an other, as the other of 'just look-
ing.'' In this way, the installation undermines the duality of seer and seen as 
itt underlies representational thinking, and does so by retheatricalizing the 
relationshipp between seer and seen. The installation exposes the close rela-
tionshipp between representational thinking, the theatrical apparatus, and the 
Lacaniann psychoanalytical account of the relationship between vision, subjec-
tivity,, and embodiment. Kunzmann's installation, the 'performance' of 
Müller'ss text, literally presents a mirror to the spectator. In this mirror, the 
spectatorr appears as the blind spot in every reading. The seer him or herself 
iss shown to be the blind spot that prohibits the type of view promised by per-
spectivall painting, a total view from nowhere where the spectator is marked 
byy absence. Only as long as we remain blind to the ways this blind spot is 
involvedd in what seems to be 'just there to be seen,' what is seen can appear 
ass 'just there' independent of a seer. 

11 — In his 1997 article "From Logos to Landscape: Text in Contemporary Dramaturgy," Lehmann speaks of a 

"choreo-graphicall  inscription" (Lehmann 1997: 57). In his later Postdramatisches Theater he speaks of theatre 

becomingg "Chora-graphie" (Lehmann 1999: 263). In this later work, he contextualizes 'chora' primarely with 

referencee to Kristeva (Julia Kristeva. Revolution in Poetic Language. New York: Columbia University Press 1984). 

Inn his earlier (1997) text, Derrida has more prominence. Lehmann refers to Derrida's writing on the architec-

turess of Bernard Tschumi and Peter Eisenmann, and to Derrida's term Tarchitecture de 1'événement.' 

Derridaa published a text titled "Chora" in: Jeffrey Kipnis and Thomas Leeser. Chora L Works. Jacques Derrda and 

PeterPeter Eisenmann. New York: The Monacelli Press 1997: 15-32. 

22 — Lehmann introduces Stein in "From Logos to Landscape: Text in Contemporary Dramaturgy" (1997: 59). 

Seee also Postdramatisches Theater (1999: 103 ff.). See Gertrude Stein "Plays" in; Last Operas and Plays by Gertrude 

Stein,Stein, Carl van Vechten ed. Baltimore and London: Johns Hopkins University Press 1995. See also Bonnie 

Maranca.. Ecologies of the Theatre (Baltimore 1996) for an account of the influence of Gertrude Stein on the 

Americann avant-garde theatre and performance. 

33 — Lehmann (1997) makes a similar observation with respect to the post-dramatic theatre: 

Thee new textuality of the theatre (or the textuality of the new theatre) produces a peculiar shift of 

axis:: it does not probe the traditional centre of theatre-discourse, the dialogue with its implications 

off  dialectic order and intersubjectivity. However, the dialogue does not simply vanish. [...] while the 

dialoguee on stage is fading, dialogue returns with a new emphasis between stage and audience 

(Lehmannn 1997: 58). 
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44 — In this tradition, the human voice - as Christopher Norris explicating Derrida explains - "becomes a 

metaphorr of truth [...] a source of self-present 'living' speech as opposed to the secondary, lifeless emanations 

off  writing" (Norris quoted in Fuchs 1996: 73). In speech, there is (supposedly) an intimate link between sound 

andd sense, an inward and immediate realization of meaning, "which yields itself up without reserve to 

perfect,, transparent understanding. Writing, on the contrary, destroys this ideal of self-presence" (Norris, 

quotedd in Fuchs 1996: 73). According to Derrida, however, writing has 'always already' intruded on speech. 

Thiss means that there can be no assurance of the bond between thought and speech, no single point of 

origin,, and no such thing as a self-same presence. 

55 — Roland Barthes "From Work to Text" in; Roland Barthes Image, Music, Text: Essays Selected and Translated by 

StephenStephen Heath. London: Fontana Press 1977,155-164. See also W.B.Worthen, "Disciplines of the Text/Sites of 

Performance""  in The Drama Review 39 (1), 1995:13-28. 

66 — It is interesting in this respect that artist Stefan Kunzmann started the work on his 'staging' of Müller's 

textt with an attempt at reconstructing the image from the text, but found it impossible to do so. 

77 — For the distinction between readerly and writerly texts, see Roland Barthes, S/Z, New York: Hill and Wang, 

1974.. For the notion of jouissance, see Roland Barthes, The Pleasure of the Text. Trans. Richard Miller, New York: 

Hil ll  & Wang, 1975. This edition contains a foreword by Richard Howard in which he discusses the notions of 

pleasuree and jouissance. Susan Foster (1986) uses Barthes' distinction between readerly and writerly, or 

betweenn works and texts, as a starting point for a model for the analysis of contemporary dance as texts that 

affordd the reader the opportunity to participate in the creation of meaning. 

88 — See Jay (1993) chapter 9; "'Phallogocularcentrism': Derrida and Irigaray," 493-542. With regards to 

thee Sun as metaphor, Jay refers to Derrida's "White Mythology: Metaphor in the Text of Philosophy," in 

Marginss of Philosophy, Trans. Alan Bass. New York, London, Toronto: Harvester Wheatsheaf, 1982. 
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Partt  II > Exposin g 
thee Subjec t of Visio n > 
Retheatricalizatio nn as 
Strateg y y 
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—— Chapter 5 > "How Can We Know the Dancer from the Dance?"> 
Navell Gazing as Critical Practice 
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—— 0 chestnut-tree, great-rooted blossomer, 
Aree you the leaf, the blossom or the bole? 
OO body swayed to music, O brightening glance, 
Howw can we know the dancer from the dance? 
—— Yeats: Among School Children 

Thee last line of Yeats' famous poem has been interpreted as a rhetorical 
question,, which states the potential unity between sign and referent. It is 
however,, as Paul de Man (1979: 11-12) has pointed out, equally possible to 
readd the last line literally rather than figuratively. Read in this way, Yeats' 
finall question is not just a confirmation of the fact that sign and referent fit 
togetherr so exquisitely but that all differences between them are effaced. 
Instead,, "How can we know the dancer from the dance?" becomes a serious 
questionn that sets out to deconstruct precisely this intricate intertwining of 
signn and referent in the 'presence' that the poem addresses, and thus to 
exposee the conflation that allows for the rhetorical reading in the first place. 
Inn this second reading, the question is not whether or not we can know the 
dancerr from the dance, but how we can know the difference. 

Dee Man demonstrates how the entire scheme set up by the first, 
rhetoricall reading of the question can be undermined, or deconstructed, in 
termss of the second reading. Here, the final line is read literally as meaning 
that,, since dancer and dance are not the same, it might be useful, perhaps 
evenn desperately necessary, to tell them apart. Furthermore, de Man writes, 
thesee two readings of the poem do not simply exist side by side. They have to 
engagee each other in direct confrontation, for the one reading is precisely the 
errorr denounced by the other and has to be undone by it. Therefore, de Man 
callss the question "How can we know the dancer from the dance?" a figure 
thatt cries out for the differentiation that it itself conceals (de Man 1979:12). 

Fromm this perspective, the question "How can we know the dancer from 
thee dance?" touches a point most relevant for the theatre. This is the case 
becausee the contemporary stage, where bodies and other signs seem to 'break 
free'' from the dramatic frame in order to present 'themselves' instead of 
functioningg as sign for something else, often suggests an inseparability of 
signn and referent similar to that suggested by the rhetorical reading of Yeats' 
poem.. This results in a paradoxical situation similar to the one encountered 
inn Part I of this study. On the one hand, many accounts of the new develop-
mentss in the theatre testify to a growing awareness of the inevitable discursi-
vityy of our ways of seeing, and understand what we see as being the product 
off signifying practices rather than simply 'there to be seen.' On the other 
hand,, there is a persistent tendency to understand the effects of this 
deconstructionn on stage in terms of increased authenticity, immediateness, 
thee thing brought back to itself, analogous to the inseparability of dancer 
andd dance in the rhetorical reading of Yeats' poem. 

Secondly,, the question "How can we know the dancer from the dance?" 
seemss to be a particularly apt question within the context of Western 
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Europeann theatre of the 80s and 90s, as in this theatre, dance and dancers 
appearr to present a strong appeal to the desire involved in the rhetorical 
readingg of Yeats' question; that is, the desire to come to a point where 
performerss are 'themselves' in events in which sign and meaning are no 
longerr separable. Yeats' question brings to mind many examples of theatre 
makerss who began to collaborate with dancers and choreographers, or to 
experimentt with making dance themselves, as well as a more general 
blurringg of boundaries between theatre and dance. In this artistic climate, 
choreographerss such as Pina Bausch, Anne Teresa de Keersmaeker, William 
Forsythe,, Alain Platel, Sasha Waltz, and Meg Stuart have also become 
influentiall among theatre makers. 

Inn the theatre just described, Yeats' question "How can we know the 
dancerr from the dance?" rings out with urgency precisely because of the 
duplicityy observed by de Man. Although 'we' today seem to know well enough 
thatt there is no sign without referent, it is very often precisely the apparent 
conflationn of sign and referent that makes today's theatre so appealing. 
Therefore,, in order to understand the relation between seer and seen as it 
takess place in this theatre, it does not suffice to either observe that dancer 
andd dance, actor and act, sign and meaning (seem to) be conflated in an 
undividedd 'presence,' nor does it suffice to deconstruct this 'presence' in 
orderr to undo the apparent conflation. What is needed instead, is to 
understandd the relationship between seer and seen in terms of the duplicity 
observedd by de Man. At this point, the subject of vision can serve as a 
criticall tool to mediate between a deconstructive approach to what is seen on 
stagee (that is, an approach in which what seems to be just 'there to be seen' 
iss understood in terms of signs), and the appeal presented to the seer as 
subject,, an appeal that works to obscure precisely the status of what is seen 
ass a sign. 

Inn the first part of this study, I demonstrated how the subject of vision, 
understoodd as a 'position' mediating between what is seen and the individual 
seerr as subject, helps to clarify how the deconstruction of the dramatic 
theatree serves to de-theatricalize what is seen on stage, and how this 
contributess to a position for the seer from where he or she can see it 'as it 
is.'' I have introduced a triangular model to describe the relationship between 
thee seer as subject, the subject seen, and the subject of vision. 

Inn this second part of my study, I will use the triangular model to 
furtherr explore the involvement of the seer as subject with what is seen. As I 
willl demonstrate, the apparent conflation of sign and referent turns into an 
importantt indicator, provided that these moments of apparent conflation of 
dancerr and dance, of actor and act, of sign and referent, are understood in 
termss of the duplicity as observed by de Man. That is, provided that they are 
understoodd as figures that cry out for the differentiation that they themselves 
conceal.. This differentiation can turn moments of apparent conflation into 
momentss of exposure: exposure not of what or who is there to be seen on 
stage,, but of the subject involved in seeing it as such. 
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Inn the following chapters, I will explain how my triangular model can 
helpp in understanding exactly who this subject 'just looking' is. ! have chosen 
threee theatre performances that use retheatricalization as a strategy to expose 
thee subjectivity involved in 'just looking.' In chapter 6, "Peter's Powder Puff: 
Retheatricalizingg Sexuality in the Field of Vision," Gonnie Heggen's 
choreographyy Looking for Peter (1996) will be instrumental in exposing 
aspectss of the gendered-ness involved in 'just looking.' In chapter 7, 
"Disorderss that Consciousness can Produce: Bodies Seeing Bodies on Stage," 
thee performance De Zieleweg van de Danser (The Path of the Dancer's Soul, 
1997)) serves as my theoretical object for a discussion of the relationship 
betweenn 'just looking,' the psychoanalytical subject, and the disembodied 
l/eye.. But first, I will engage with a performance that retheatricalizes the 
multiplicationn of frames typical of the post-dramatic theatre in order to 
redirectt attention from framing as part of the representation on stage, to 
framingg as part and parcel of a subjective point of view. This performance is 
BasBas en Elze Dansen {Bas and Elze Dance, 1996) by Cas En klaar and Els 
Ingeborgg Smits.1 

Thee Bas Raadsheer versu s Elze Struy s Case — I n Bas en Elze Dansen, actors 
Cass Enklaar and Els Ingeborg Smits play two fictive fossils of Dutch theatre 
history.. The title of the show refers to an earlier production titled Bas en Elze 
kijkenkijken terug (Bas and Elze Look Back, 1992) in which the characters Bas 
andd Elze looked back upon their careers in Dutch theatre.2 They have worked 
withh all of the famous members of the theatre community and have played 
mostt famous plays, and infamous plays alike. And although their bodies 
threatenn to fail, they still know all the lines by heart. Both live in the Louise 
Houbéee Foundation, a (fictitious) home for elderly artists. When we meet 
themm again in Bas en Elze Dansen, they are working on a new production of 
Sophocles'' Electra. Elze has done Electra before, back in 1936, for which 
shee received a prestigious Dutch theatre award. But now she does not feel 
satisfiedd anymore by repeating Sophocles' words. This time, she wants to 
dancee Electra. She quotes Martha Graham's famous dictum that "The body 
doess not lie" and dances Electra with a can of coffee beans on her head by 
wayy of an urn. 

Bass is shocked. Sophocles' words have proved their value for over 
20000 years. What would we know about Electra if the words had not been 
preservedd and handed down to us? Maybe the body does not lie, but very 
oftenn it is hard to see what it says, and it also has a rather short life. And 
givenn Elze's age, it is not very likely we will be able to enjoy her truthful 
bodilyy message much longer. While Elze's body will die, the words of 
Sophocless will be handed on to coming generations, to be performed by 
ever-neww bodies. 

Perceivedd as such, the condition of the actor and his or her relation to 
thee dramatic text could be called symptomatic for the general condition of 
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beingg born into discourse and living one's life through the act of assuming 
positionss within it. Bas and Elze have literally spent most of their lives 
expressingg themselves on stage through the words of others. And even now, 
theyy often use the words of others to express their own fears and feelings. 
When,, for example, they contemplate the time of their own death approa-
ching,, they use the text of Chekhov's Three Sisters: 

Thee years will pass, and we shall all be gone for good and quite forgotten. ... Our faces 

andd our voices will be forgotten and people won't even know that there were once three 

off us here. ... But our sufferings may mean happiness for the people who come after us. 

.... There will be a time when peace and happiness reign in the world, and then we shall 

bee remembered kindly and blessed. [...] Oh, if only we knew, if only we knew (Chekhov 

1954:: 329-330). 

When,, a little later, Elze lapses into a momentarily state of absence, Bas 
contemplatess the fragility of life, repeating King Lear's speech when he 
discoverss his daughter Cordelia's dead body. 

BasBas en Elze Dansen foregrounds the relationship between the physical 
selff and the words of others as an important motive behind the search for 
neww modes of theatrical expression. The performance demonstrates that while 
theatree may be as old as Methuselah, it is, nevertheless, alive and kicking. 
Thee characters Bas and Elze with all their memories of a theatre long gone, 
representt theatre history, just as the would-be rehearsals for their new show 
representt the continuous search for new modes of theatrical expression. 
Thee questions stated in the program leaflet: "Is dance to be preferred to the 
spokenn word? Does the body speak more truly than language?" recall many 
avant-gardee theatre experiments that contributed to the deconstruction of the 
dramaticc theatre over the course of the 20th century. 

Inn Bas en Elze Dansen, this quest takes the shape of a confrontation 
off theatre tradition, represented by Bas, with the impetus to change, 
representedd by Elze. Bas distracts his attention from the vulnerability of his 
ownn aging body by identifying with the undying words of immortal drama-
authors,, and hides his own corporeality, shielding it behind an obsessive 
preoccupationn with manners and looks. Elze, on the other hand, immediately 
beginss to peel off the layers of gilt to show sans gêne, an elderly body 
dressedd in a rehearsal outfit that does not exactly become her. The exercises 
thatt she performs, instead of showing off physical prowess, bear witness 
too failure and aging and to what she can no longer do. It is this body, this 
carcasss as she calls it, that according to her, speaks more truly than 
Sophocles'' words will ever do. 

Iff it were up to Bas, Elze would stop moving about immediately. 
Movementt compromises her delivery. While Elze does some warming up 
exercises,, Bas memorizes a list of forty-three rules for the actor as recorded 
byy Cor van der Lugt Melsert in 1949.3 These rules are about self-control and 
controll of bodily appearance. One of the rules reads that the actor, unlike the 
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musiciann or the sculptor, has only himself at his disposal: his voice, his body, 
andd his presence. On stage, the actor has to do without a musical instrument 
orr a block of marble to hold on to. This being confined to his own body 
seemss to be hard for Bas to accept. For him, what counts in the theatre is 
nott his own physical presence, but the words of the dramatist. His body is to 
bee controlled and to be kept out of sight, metaphorically speaking, to prevent 
itt from distracting the audience's attention. His physical presence has to be 
madee subservient to the architecture of the drama that frames it, and makes 
itt readable in terms of the telos as given within the text. 

Justt  be Yourself ! — The rules for the actor as memorized by Bas reveal the 
kindd of technical training that these fictive historical actors (supposedly) 
receivedd once upon a time, early in the 20th century. They say a great deal 
aboutt the changes in the conception of acting since then. 

Itt is no longer the technical ability to put oneself in someone else's position, but the 

personalityy of the actor as human being that is placed in the forefront. This trend 

towardss disappearance of the character is further reinforced by influences from dance 

andd performance art (Van Kerkhoven 1998: 111, my translation).4 

Dramaturgee Marianne van Kerkhoven wrote the passage cited here in 1998. 
Inn a 1991 article in Theaterschrift 7, she defines the new actor born out of 
thesee developments in terms of a 'third' form of acting: 

Inn contrast to 'the Stanislavski actor' whose work is based on immersion in the character 

andd 'the Brecht actor' who displays his character to the audience, the 'third variation 

actor'' primarily wants to show himself to the audience, whether or not by means of a 

characterr (Van Kerkhoven 1994: 10, italics in the text). 

Inn this development, the work of the New York based Wooster group is often 
mentionedd as important influence. Van Kerkhoven, also, refers to the Wooster 
group,, quoting actor Ron Vawter's description of acting as "finding out who 
II am in front of an audience;" the actor no longer steps into the character's 
shoes,, but rather allows this imaginary figure to live within himself; the 
characterr almost 'disappears.' 

Itt is worthy of note that Ron Vawter, in search of himself in front of an 
audience,, usually spoke the words of others. He spoke the words of Roy Cohn 
andd Jack Smith, for example, as well as those of many fictional characters. 
Ratherr than presenting himself in his own words, his search for who he is 
problematizess the very notion of self, and shows it to be inseparable from the 
discoursee in which it is expressed. This complication is a recurring theme in 
BasBas en Elze Dansen. 

Cass Enklaar and Els Ingeborg Smits, the actors who perform Bas and 
Elze,, although not old enough to be called fossils themselves, have been at 
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thee heart of Dutch theatre for almost 30 years now. The actors are the 
productt of theatrical developments, and their performance is about this 
historyy and how it has defined their 'role' as actor. Their careers started in 
19688 and 1969, a time of revolt in Dutch theatre that has gone down in 
historyy as the Aktie Tomaaf (Action Tomato).5 This revolt inaugurated major 
changess in Dutch theatre establishment, and ended the careers of many 
leadingg actors and actresses who made it in the more conventional theatre 
thatt has now fallen into disfavor. The role of Elze is based on the memoirs of 
severall of such actresses. Actors Cas Enklaar and Els Ingeborg Smits them-
selvess belong to the generation that threw tomatoes and became famous for 
resistingg the type of theatre represented by the characters Bas and Elze. 

Inn Bas en Elze Dansen, Cas Enklaar and Els Ingeborg Smits perform 
thee actors of the older generation they defined themselves in opposition to. 
Butt they do not show them according to the style and rules of some old 
fashionedd theatre. Instead, they show these actors being 'themselves' in a 
de-theatricalizedd setting typical of much theatre after 1968. What we see on 
stagee is not an illusionist representation of another world, but the empty 
spacee of a small black box theatre: Peter Brook's empty space.6 Instead of a 
stagee set, a few props are scattered around: a table, some chairs, and a 
coffeee machine. An old painted backdrop showing a winter landscape hangs a 
somewhatt out of place against the back wall. Two actors dressed casually 
enterr the stage and address the audience. They introduce themselves as 
actorss and explain what they are going to do. This is not going to be a 
polishedd performance. Instead, they are going to show us a rehearsal where 
everythingg happens a I'improviste. The actors show fragments of the play 
theyy are rehearsing, try out things with the text, discuss their roles and the 
interpretationn of the play, disagree, make coffee and smoke cigarettes. They 
aree constantly there as 'themselves,' commenting on the role they play, or 
usingg elements of the role to reveal things about themselves. 

Thee performance presents a sampling of strategies of de-theatricaliza-
tionn as they have proved successful in the deconstruction of dramatic theatre. 
However,, instead of using these strategies to de-theatricalize what we see on 
stage,, this performance actually stages such strategies, thereby retheatricali-
zingzing what we think we see. The actors seen as 'themselves' on stage are not 
Cass Enklaar and Els Ingeborg Smits, but Bas and Elze. The actors 'them-
selves'' are characters. 

Inn Bas en Elze Dansen, the actors Bas and Elze's selves are quite 
literallyy the product of theatrical discourse. The performance demonstrates 
howw this self is produced on stage by means of signs. We see it and read it. 
Withh this retheatricalization of strategies of de-theatricalization, Cas Enklaar 
andd Els Ingeborg Smits demonstrate how such strategies work in the con-
structionn of the actor's 'self' on stage. The performance demonstrates how 
thee deconstruction of the dramatic theatre serves as framework that produces 
thee actor's presence as her or him 'self,' and how seeing this self depends 
uponn a frame of reference. 
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Thee performance also shows that deconstructing or 'breaking through' 
suchh a framework does not open onto some undivided presence 'behind' it. 
Onn the contrary, the frame is shown to be constitutive of this very distinction 
BasBas en Elze Dansen demonstrates that the multiplication of the frame, does 
nott result in increased visibility of the thing in itself, but rather in indeter-
minacy.. Furthermore, this indeterminacy undermines the position of the seer 
ass the one who is able to see it 'as it is,' and helps to expose framing as 
involvedd in what we think we see. 

Punctu mm  — On stage, we witness a day of the rehearsal process. Bas and 
Elzee rehears, discuss, have lunch and continually reminisce. They are more 
thann a hundred years old now and still remarkably energetic. Nevertheless, 
everyy now and then age begins to show. They are short of breath, they fall 
asleepp spontaneously, Elze sits down next to a chair instead of on it, they 
makee mistakes, and repeat themselves. Such involuntarily behavior on stage 
attractss attention in a way similar to what Roland Barthes described as the 
punctumpunctum in photography. 

Thee punctum is a detail that sticks out from the frame of symbolic 
reality.. The punctum describes a moment that seems to escape coding and 
intention,, evading representation.7 Barthes opposes the punctum to studium, 
whichh he describes as "the extension of a field which I perceive quite 
familiarlyy as a consequence of my knowledge, my culture: this field can 
bee more or less stylized, more or less successful, depending on the photo-
grapher'ss skill or luck, but it always refers to a classical body of information" 
(Barthess 1993: 25-26). Studium evokes a kind of general interest, but not 
thee emotional stirring caused by the punctum, because in the case of 
thee studium, emotion "requires the rational intermediary of an ethical and 
politicall culture," it results from "an average affect [...] almost from a certain 
training"" (Barthes 1993: 26). 

Barthess introduces these ideas about photography in Camera Lucida 
(1993)) a book he wrote while preoccupied with "an 'ontological' desire" to 
knoww what photography is "in itself" (Barthes 1993: 3). He finds this to be 
ann essential feature in what for him is the quintessential photograph: an 
imagee of his mother. He describes how, after his mother's death, he looks 
throughh her photographs "looking for the truth of the face [he] had loved" 
(Barthess 1993: 67). Finally, he finds what he is looking for in a photograph 
off his mother as she is a child of five together out with her brother in a 
Winterr Garden. 

Hencee I was leafing through the photographs of my mother according to an initiatie path 

whichh led me to that cry, the end of all language: 'There she is! (Barthes 1993: 109). 

Itt is in this photograph that he finally finds a trace of his mother that 
exposess her as she really was, and that reveals part of her essence or self. 
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Barthess does not understand this quality in terms of information about his 
motherr given by the photograph or by the way the photograph represents her. 
Rather,, he understands the impact made by the photograph in terms of its 
abilityy to go beyond what he termed the studium and present him with what 
Lacann calls the Touche, the Occasion, the Encounter, the Real, in its indefa-
tigablee expression (Barthes 1993: 4). "In a first impulse, I exclaimed: 'there 
shee is! She's really there!" (Barthes 1993: 99). The photograph then, seems 
too appeal to a desire for immediateness, directness, a desire to go beyond the 
'alwayss already' of the symbolic order. 

[Flinallyy the Winter Garden Photograph, in which I do much more than recognize her 

(clumsyy word): in which I discover her: a sudden awakening, outside of "likeness," 

aa satori in which words fail, the rare, perhaps unique evidence of the "So, yes, so much 

andd no more" (Barthes 1993: 109, italics in the text). 

"Look,"" "see," "here she is," the photograph seems to say, a gesture Barthes 
associatess with the gesture of the child pointing his finger at something and 
saying:: that, there it is, lo (Barthes 1993: 5). 

Inn Bas en Elze Dansen, the behavior of Bas and Elze on stage contains 
manyy symptoms of involuntary behavior that seem to 'break through' the 
symbolicc reality represented to show a trace of the real presence of the actor 
behindd it. However, in Bas en Elze Dansen, these moments are staged. They 
appearr as symptoms only within the framework of the story represented on 
stage.. They are not traces of Cas Enklaar and Els Ingeborg Smits' real selves. 
Rather,, they function as signs of unintended behavior of the fictional charac-
ters/actorss Bas and Elze and as such they do not rupture in the studium but 
supportt it. All of the signs but one. 

AtAt one point, Bas and Elze repeat an entire scene we have seen shortly 
before.. It is a scene in which Bas and Eize recollect memories, or stories that 
havee to pass for spontaneous memories. There is something odd about this 
repetition.. In this scene, they remember a hilarious moment that happened 
inn a provincial theatre where all the actors fell about laughing so that the 
performancee had to be cancelled. The scene starts from an embrace. They 
findd comfort in each others arms and then both begin to laugh, saying: "yes, 
II know what you are thinking." They start telling the story together, finishing 
eachh other's words, and having a lot of fun in telling it. After this spontane-
ouss memory, others follow and then, unexpectedly, they repeat the entire 
scenee about the performance that was cancelled in exactly the same way as 
wee have just seen it. 

Now,, if the repetition of this scene is supposed to be a sign of these 
twoo old people's failing memories, if this is supposed to signify that the 
characterss Bas and Elze mistakenly tell the same story twice, then it is 
strangee that their memories fail in exactly the same way at precisely the 
samee moment. Furthermore, it seems strange that their telling of this story, 
whichh is supposed to represent a spontaneous interaction between the two, is 
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repeatedd in exactly the same way as we saw it shortly before. Performed the 
wayy it is, it looks more like the real actors Cas Enklaar and Els Ingeborg 
Smitss have forgotten that they have played this scene already and mistakenly 
performm it a second time, exactly the way they have rehearsed it. The 
embracee from which the scene starts is a recurring motive in the play, which 
wouldd make it understandable that they, by mistake, start the wrong scene. 

Butt then, the iron discipline with which they do the whole scene again 
exactlyy the same way, with the same timing, movements, hesitations and 
slipss of the tongue, is somehow at odds with the atmosphere of spontaneity 
suggestedd by the performance. And then again, why would two people make 
thee same mistake at exactly the same moment? If one of them indeed 
inadvertentlyy started to repeat a scene, and the other decided to go along 
withh it in order to keep the show going, it would make more sense to do a 
variationn on the scene in order to give it an improvised character similar to 
thee rest of the performance. 

Thee repetition does not fit within the logic of the story of Bas and Elze. 
Equallyy problematic, it appears to understand this repetition as a trace of the 
reall presence of actors Cas Enklaar and Els Ingeborg Smits behind the mask. 
Preciselyy this undecidability, this impossibility to fit it into either side of the 
binaryy opposition that still defines much understanding of theatrical meaning 
production,, makes it useful fora deconstruction of both. 

Thee strictly studied character of the repetition not only highlights the 
signn character of the spontaneity and the 'just being there' character of 
thee rest of the performance. It also confronts the seer in the audience with 
thee 'frames' at work in seeing this: with his or her expectations, knowledge, 
desires.. This undecidability causes a kind of short circuit between actors and 
characters,, thereby multiplying the frame. What do actually we see here: the 
actorr or the character? This critical move undermines the opposition of 
framedd vs. non-framed, of symbolic representation vs. real presence. It 
underminess the idea that breaking up the frame will result in a non-framed 
situation,, opening onto some real presence behind it. Instead, it leaves the 
audiencee in uncertainty about how to look at this, how to understand it. 
Itt makes the audience aware of its own visual habits as they are involved in 
seeingg theatre performance. In doing so, the repetition functions as what 
Miekee Bal has termed the navel.8 

Thee Navel — Like Barthes' punctum, Bal's concept of the navel refers to a 
tinyy detail, a pointless point that somehow falls outside the logic of the scene 
represented.. This does not bring, however, Bal to a reading of such details as 
tracess of the real. Instead she takes its appearance as 'just there to be seen,' 
ass a meaningful symptom that draws attention to the limits of signification, 
too its limitations, and to how subjectivity is involved. 

Initially,, such a detail appears as noise within the represented scene. 
However,, as Bal demonstrates, it can function as a meaningful pointer that 
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helpss to shift attention from the story represented to the story involved in the 
actt of seeing this representation, the story of the interaction between seer 
andd seen, precisely because it is noisy. In this respect, the navel presents a 
startingg point for a re-narrativization of 'just looking,' by showing how 'just 
looking'' involves a story emanating from a subject. 

Thee term 'subject' underscores this idea of human reality as a 
construct,, as the product of signifying practices that are culturally specific 
andd not necessarily conscious. To account for the subjectivity involved in 
thee way we see the world demands increased awareness of how the ways we 
perceivee and interpret are socially based, rather than biologically given or the 
productt of individual choice. Subjective perspective is an effect of cultural 
andd historical specific visual practices to which the individual seer is subjec-
ted.. These practices produce the seer as subject and are part of the way the 
seerr engages with what is seen. 

Sincee each seer brings his or her cultural baggage, there can be no 
suchh thing as fixed, predetermined or unified meaning. This does not mean 
however,, that there are no limits. All too easily, increased awareness of 
subjectivityy involved in what we think we see gets associated with relativity, 
withh anything goes, and with increased freedom to give meaning at will, while 
inn fact the notions of the subject and subjectivity call into question precisely 
thee autonomy, freedom and stability that define the position of the individual. 

Effectss of this misunderstanding can be seen at work in the use of 
Derrida'ss own concept of dissemination to deconstruct fixed meanings and 
objectivelyy given truths. Dissemination has proved to be a powerful tool to 
underminee persistent tendencies to explain what is seen in terms of origins, 
andd for redirecting attention to signs as events that take place in interactive 
situationss with someone for whom they appear as signs. Dissemination, howe-
ver,, does not mean unaccountability or the freedom to give meaning at will. 
Ball points out that Derrida himself has argued against this misunderstanding. 
However,, as she also points out, this misunderstanding is somehow already 
implicatedd within Derrida's use of metaphor. 

Althoughh [Derrida] undermines the phallic view of sign and meaning inscribed in 

Saussure'ss semiotic, Derrida is also implicated in it. This is because his dissemination, 

intendedd to dissolve the penetrating power of the dualistic sign, sometimes looks like an 

overwhelmingg dispersion of semen: coming all over the text, it spreads out so pervasively, 

soo biblically, that it becomes like the stars in heaven or sand at the seashore: a promise 

too global fatherhood [...]. (Bal 2001: 82) 

Itt is this global fatherhood that Bal argues against with her notion of the 
navell as a center without meaning. 

Thee anatomical navel is a scar, a leftover, meaningless in itself, but 
meaningfull as a pointer that focuses attention on the connection that was 
cutt in order to produce the human being as independent entity. Similarly, the 
navell as critical concept is an index that can point to a lost relationship, cut 
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through,, or repressed in order to produce the subject as independent entity 
'justt looking.' Taken as an index, the navel can help to reconnect what is 
seenn with a historically, culturally and socially positioned viewer. As a bodily 
metaphor,, the navel can help to draw attention to body involved in seeing and 
howw being a body plays a part in how we make sense of what we see; how the 
bodyy and the symbolic have to be understood as intertwined rather than as 
opposed. . 

Ball introduces her concept of the navel in her book on Rembrandt 
paintingss which mostly represent biblical stories. Bal demonstrates how these 
storiess function as a frame in a way analogous to the logocentric architecture 
off dramatic theatre. The story presents a frame that sets out a relationship 
betweenn seer and seen, a frame through which all elements seen, get clear 
meaningg and can be understood in a meaningful relationship to one another. 
Thee frame is a guide to interpreting what is seen as a function of the story. 
Ball demonstrates this type of reading with a reading of Rembrandt's Danae 
(1636,, see Bal 1991: 18-24). The painting represents a pre-given story; 
variouss elements of the painting offer a visual representation of various ele-
mentss of the pre-text. This is the story of Danae, barred from love by her 
frightenedd father but, in the moment the picture presents, visited by Zeus in 
thee guise of a shower of gold. 

Bass goes on to demonstrate that a reading of the same painting as a 
visuall text, as an address oriented to a viewer as subject of vision, tells a 
differentt story. 

Lookingg at the picture, we see a female body, nude, displayed for the lust of the viewer 

whoo is allowed to peep into the intimacy of the doubly closed bedroom. But this is a 

visuall story, the story of vision in Western culture. It is the story of the male voyeur and 

thee female object, of the eroticisation of vision: it is the story of the central syntagm -

subject-function-objectt - in which the positions are fixed along gender lines - through 

which,, indeed, gender itself is constructed (Bal 1991: 19-20). 

Thee painting as a visual composition presents an address to a viewer, and 
thiss address interpellates the viewer into a position as seer in relation to what 
iss seen. This other story does not deny or replace the story of the pre-text, 
butt it does present a perspective on various elements of the image and the 
wayy things are shown. It also helps us to understand why this particular 
visualizationn of the story of Danae is convincing, and to whom. 

Thee fact that the painting representing the story of Danae addresses 
thee viewer as voyeur looking at a naked female body displayed for his visual 
pleasure,, does not mean that the story of Danae is about voyeurism, nor that 
thee visual story presented by this painting can be reduced to voyeurism. 
Rather,, becoming aware of how the story represented here (the pre-text about 
Danaee and Zeus), and the address presented to a viewer by means of this 
particularr visualization are related, provides insight into how the meaning of 
thiss painting comes into being as an effect of the interaction between seer 
andd seen as mediated by the perspective presented by the painting. 
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Ball demonstrates how in this process, a tiny detail that seems to fall 
outsidee the logic of the representation or appears as simply noise within it, 
cann shift attention from a reading of visual signs in terms of a relation to a 
(supposed)) origin (the story of Danae in Bal's example, or the drama text, or 
thee self of the actor on stage) towards a reading of visual signs as events 
takingg place in a historically and socially specific situation, and in relation to 
aa seer. Such a detail can alert us to how the painting is organized as a visual 
textt in respect to a seers, as well as to how what appears to be convincing 
mustt be understood in relation to the parameters that define seers as 
subjectss seeing.9 

Thee navel as the insignificant detail or noise is meaningful in two inter-
relatedd ways. First, visual 'noise' says something about the subject seeing 
becausee it is that what has to be repressed in order to achieve the effect of 
unproblematicc 'just looking.' Visual 'noise' has to be repressed in order to 
confirmm the seer as the one who is able to see it 'as it is.' Second, such a 
detaill - provided that it is not understood (and repressed) as noise but taken 
ass a sign that addresses a seer - can be useful in relating what is 'just there 
too be seen,' to the point of view from where it appears, thus exposing the 
pointt of view that gets obscured when these signs are being repressed as 
noise.. Seen this way, the navel functions as shifter that can elucidate the 
relationn between the seer 'just looking' and what is 'there to be seen,' in 
termss of the duplicity observed by de Man. 

Thee Navel of the Dream — Bal is not the first one to have invoked the navel 
ass interpretative metaphor. Freud uses the term 'the navel of the dream' to 
designatee a moment that seems to resist interpretation and must remain 
obscure.. He introduces the term in an analysis of one of his own dreams, a 
dreamm about a female patient named Irma. His psychoanalytical treatment 
relievedd her hysterical anxiety but not all of her somatic symptoms. Unwilling 
too accept the solution Freud proposed, she breaks off the treatment. 

Inn his dream, Freud takes Irma to the window and looks down her 
throat.. He sees a big white patch and whitish gray scabs covering a wound. 
Inn his explanation, Freud interprets the figure of Irma as a condensation of 
variouss women he knows. He understands the patch and the scabs as a com-
positee index for his anxiety about his eldest daughter's serious illness and his 
ownn ill health due to the use of cocaine. However, in a footnote to his inter-
pretationn of his own dream, however, Freud states that: 

II had a feeling that the interpretation of this part of the dream was not carried far 

enoughh to make it possible to follow the whole of its concealed meaning. If I had 

pursuedd my comparison between the three women, it would have taken me far afield -

theree is at least one spot [Stelle] in every dream at which it is unplumbable [unergründ-

lich]lich] - a navel, as it were, that is its point of contact with the unknown [wit dem 

UnerkanntenUnerkannten zusammenhSngt] (Freud, quoted in Bronfen 1994: 82). 
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Elisabethh Bronfen (1994) makes an analogy between Freud's concept of the 
navell of the dream and the vanishing point in perspective. The vanishing 
pointt marks a limit we cannot see beyond, the point where receding lines 
meet.. It marks the limit of what can be seen while, at the same time, it 
signifiess an inaccessible beyond. The vanishing point mirrors the vantage 
point,, the point from where the scene is depicted. It has its function within a 
logicc that serves to support a position for the viewer as the one who can see 
itt 'as it is.' 

Bronfenn explains how, in Freud's text, the notion of the navel of the 
dreamm as vanishing point serves to assuage the blow to his analytical potency 
constitutedd by Irma's canceling treatment. The double navel (the metaphor 
'thee navel of the dream' and the representation of the white scabs) Bronfen 
argues,, mediates two moments in which Freud's dream articulates a 
woundingg of his sense of potency, by confronting him with a moment that 
eludess it. Irma's resistance 'castrates' him in the sense that it points out his 
impotencee as an analyst; it marks the moment of failure in his interpretative 
system.. In his dream, this wound manifests itself in the white scabs as an 
indexx for his anxiety about illness. In his analysis of his own dream, the fear 
forr his own impotence manifests itself in his explanation of the white scabs 
ass the 'navel of the dream,' a rhetorical gesture that relieves him of the 
responsibilityy to understand what he sees as a sign, and to know how to 
interprett this sign. 

Inn the interpretation of his own dream, Freud constructs a narrative 
explicitlyy acknowledging that his interpretation was not carried far enough 
becausee he insists that the concealed meaning would take one too far afield. 
Hee justifies his interpretative impotence by stating that this "tangle of dream 
thoughtss cannot be unraveled" and that a reading of it "adds nothing to our 
knowledgee of the content of the dream." He contents himself instead with 
thee figure of "a spot where the dream recedes down into the unknown" 
(Bronfenn 1994: 83). 

Att stake then when we encounter the navel of a representation - the knotted scar 

coveringg and recalling a wound - lies the issue of impotence and the desire to reassert 

potency;; resistance of an enigma and its encroachment upon the subject; failure and 

exculpation;; castration as it structures symbolic relations, and sublimation as it diffuses 

thee threat of the Real (Bronfen 1994: 85). 

Thiss sublimation tames the real, turning the lack of signifier (where words 
fail)) into a signifier for lack ('navel of the dream'). Significantly, this threate-
ningg lack of signifier that has to be sublimated and made harmless is marked 
inn Freud's dream by the whitish gray spots that offer themselves specularly 
too Freud as he "penetrates Irma's oral cavity, leading him down into the 
unknownn of the body" (Bronfen 1994: 83). This relationship between the 
vanishingg point, female bodies, and the need to sublimate a lack of signifiers 
intoo signifiers of lack will be explored in the next chapter, where the analogy 
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betweenn the navel as the elusive spot, and the vanishing point as point of 
originn in perspectival vision, will help to expose the body involved in 'just 
looking.' ' 

Byy acknowledging the navel of his dream as the vanishing point, as the 
placee where interpretation would lead to far afield, Freud restores his position 
ass viewer with the potency to distinguish between what is meaningful and 
whatt is not. The potency to make this distinction is what is at stake in 
BasBas en Elze Dansen as well. The narrative moment which I have called the 
navell of the performance, presents the viewer with a confusing knot that 
underminess the binary opposition of representation and presence and makes 
thiss opposition felt as part of the logic that structures what we think we see. 
Thiss moment resists an automatic reading of what is seen in terms of the 
storyy represented. It also resists a reading as a moment of exposure of the 
reall presence of the actors as 'themselves' behind the representation. This 
momentt is confusing not because the frame is taken away and the thing 
appearss in all its glorious presence. Rather, confusion results from the way 
thee performance prevents 'just looking' from taking place and leaves the 
viewerr in confusion about what he or she is seeing. 

Likee the navel of Freud's dream, the navel of this performance is a 
smalll detail that can easily be suppressed as meaningless, as a moment 
thatt would lead one astray if one were to try to fully understand it. Actually, 
ignoringg this moment smoothes the logic of the story represented. The story 
makess complete sense and is much more coherent without it. Within this 
coherentt story, it is noise, an irritating moment that seems to ask to be 
coveredd up like a mistake or a stain. Understood as the navel of the perform-
ance,, however, it can function as an index by drawing attention to the 
relationshipp that has to be suppressed and sublimated, in order to produce 
thee seer as independent subject 'just looking' at what is 'there to be seen.' 

Alway ss Alread y Dead — Bronfen reads Barthes' account of the punctum as a 
specularr counterpart to Freud's navel of the dream. Like the navel of Freud's 
dream,, the punctum points to what evades representation. It is disturbing 
preciselyy because it cannot be named. It is a "blind field" (Barthes 1993: 
57).. But unlike Freud, who marks the navel of his dream as that which must 
bee left obscure, Barthes recognizes the punctum as the spot, which precisely 
doess not lead astray. Barthes writes: 

II exhaust myself realizing that 'this has been.' [...] I passed beyond the unreality of the 

thingg represented, I entered crazily into the spectacle, into the image, taking into my 

armss what is dead, what is going to die. {Barthes 1993: 107, 117) 

Barthess understands the punctum in terms of a facticity that allows him to go 
beyondd representation, the effect of which he describes as a being absorbed 
intoo what he sees ("I entered crazily into the spectacle") to be united with 
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thatt which the spectacle presents to him. Barthes enters crazily into the 
spectaclee to be united with what is both already dead (his mother), and going 
too die (the five year old child on the photograph). The photograph shows 
himm the dead in a way that can momentarily forestall death, allowing him to 
embracee these always already dead people as though they were living. In 
thiss respect, he creates a relationship between photography and theatre as a 
meanss of making present here and now what is always already dead. 

Wee know the original theatre and the cult of the Dead: the first actors separated 

themselvess from the community by playing the role of the Dead: to make oneself up was 

too designate oneself as a body simultaneously living and dead: the whitened bust of the 

totemicc theatre, the man with the painted face in the Chinese theatre, the rice-paste 

makeupp of the Indian Katha-Kali, the Japanese No mask ... Now it is the same relation 

whichh I find in the Photograph; how 'lifelike' we strive to make it (and this frenzy to be 

lifelikee can only be our mythic denial of an apprehension of death), Photography is a 

kindd of primitive theatre, a kind of Tableau Vivant, a figuration of the motionless and 

made-upp face beneath which we see the dead (Barthes 1993: 31-32, italics in the text). 

Photographyy has its function in warding off death, postponing it. Photography 
cann make present the dead while at the same time photographic representa-
tionn brings out death in what is living by turning the living into an image 
thatt represents the living as always already dead. The photograph is a 
representationn of a moment that per definition is no more, is absent; 
itt shows what is already dead. This character of always already being dead 
hass to be countered by, suppressed by, or obscured through strategies of 
life-likenesss that obscure the difference between sign and referent. If 
successfullyy obscured, this results in a moment that stands out and is no 
longerr experienced as representation, but as presence here and now. In 
thesee photographs, sign and referent seem to coincide and as a result, the 
distancee between seer and seen is likewise transcended. 

Whatt if we take these always already dead people embraced by 
Barthess as though they were alive - an illusion afforded by the particular 
characteristicc of the photograph that allows him to 'enter like crazy' - as 
symptomaticc of a more general condition summarized in Derrida's dictum 
'alwayss already'? Then, the photographic punctum describes the moment at 
whichh we see what we know to be always already representation, and there-
foree absent, as 'just there to be seen,' lo, this here, present. In this moment, 
thee always already dead are experienced as being present, a condition that 
iss evoked by the punctum as a moment where sign and referent seem to 
becomee conflated. This moment allows Barthes to 'enter like crazy,' it draws 
himm in, absorbs him into what he sees. 

Thee photograph, or more specifically, photographs characterized by 
punctum,, appear as a fetish: we know very well but... We know very well that 
whatt we see is always already dead, that it is a representation of something 
absent,, yet some photographs allow us momentarily to enter this absent 
world,, to be absorbed into it and experience what is seen as present, as here 
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andd now, and as the thing in itself rather than as a representation. Similarly, 
thee theatre can function as a fetish. Even though we are aware of the always 
alreadyy dead character of what we see, of its dependency on what is not 
there,, the theatre nevertheless presents us with momentary experiences of 
presence,, of immediateness, that seem to escape he realm of the always 
alreadyy constructed. 

Re-animatio nn  — In Bas en Elze Dansen, theatre likewise appears as a means 
off warding off death. The theatre appears as a means to make present and 
keepp alive what is dead and/or absent: the words of immortal drama authors. 
Bass and Elze's urge to keep on making theatre seems to be a way to distract 
attentionn from death's approach, maybe even a means to keep death at bay. 
Ass soon as they stop rehearsing, death urges itself upon them and they begin 
too contemplate old age, their past and mortality. 

Elzee proposes dance as an alternative to the always already dead words 
off dramatists. She wants to make Electra present in a way more directly 
touchingg than Sophocles' words. She forwards dance as a means of presen-
tingg a more intense address to a viewer, more intense than a representation 
off the text. Although at first Bas does not seem taken with the idea of 
dancingg instead of talking, in the end they do dance. On several occasions 
duringg the performance, they perform dance movements together, and the 
showw ends with a dance sequence of several minutes. 

Thesee dance sequences are not motivated by the story and they seem 
too just happen spontaneously. During these dance sequences, the actors 
Cass Enklaar and Els Ingeborg Smits no longer perform the signs of age 
thatt characterize their impersonation of Bas and Elze, again resulting in 
ambiguouss effects. What are we seeing here? Are we supposed to see Bas 
andd Elze who have miraculously transcended the ailments of old age? Or do 
wee see Els Ingeborg Smits and Cas Enklaar as 'themselves' performing these 
movements?? Do we see actors who have freed themselves from the restric-
tionss imposed upon them by the story or do we see characters who, by means 
off dance, transcend the limitations imposed upon them by the 'reality' of 
theirr life, old age and mortality? Again, these moments remain ambiguous. 
Butt in any case, dance appears to be a strategy that holds the promise of 
breakingg free from symbolic reality, be it either the reality represented or 
thee reality of representation. The performance is a practical demonstration of 
howw dance actually manages to produce the effect of heightened directness, 
andd is thus able to achieve an effect that theatrical representation cannot 
produce.. Dance appears as a means of leaving behind what Barthes has 
calledd the studium and to reach out towards the audience in a way similar to 
thee punctum. 

Accordingg to Barthes, the punctum is the moment that does not lead 
astrayy because it marks the moment that counts, the moment that (seems to 
be)) the fulfillment of a desire that in Barthes' text is represented by his 
desiree to retrieve a connection with what is lost: his mother. The punctum 
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markss a moment that contains the promise to overcome the separation of 
whichh the navel is the scar: the cutting of the umbilical chord that produces 
thee individual as individual by separating him or her from the mother. 
Thee punctum thus appears, to cite de Man, as "a figure that cries out for 
thee differentiation that it itself conceals," while the navel, on the other hand, 
helpss to understand the punctum in terms of the duality described by de 
Man,, namely as the effect of signs that derive their meaning from something 
absent,, a status however, that remains concealed precisely by the address 
thesee signs present to a particular viewer. In terms of the triangular model 
introducedd in part I, the punctum depends on a relationship in which the 
individuall seer automatically identifies with the position of the subject of 
visionn as implied in what is seen. 

Thee relation with this seer is what has to remain concealed in order 
too produce the effect of the punctum. This relationship is also what remains 
concealedd in Barthes' text. The punctum is "what I add to the photograph 
andd what is nonetheless already there" {Barthes 1993: 55). The punctum 
markss the moment that "I animate the photograph and it animates me" 
(Barthess 1993: 59). This ambiguity is characteristic of Barthes when he 
dealss with the punctum. He frequently speaks of it as something that can be 
pointedd out in the photograph, something objectively given and there to be 
seenn by everyone, and he actually points out what, according to him, is the 
punctumm in many photographs. However, in the end he leaves out precisely 
thee image that for him is the quintessential photograph, namely the photo-
graphh of his mother as child in the Winter Garden, saying: 

11 cannot reproduce the Winter Garden Photograph. It exists only for me. For you, it 

wouldd be nothing but an indifferent picture, one of the thousands manifestations of the 

'ordinary';; it cannot in any way constitute the visible object of a science; it cannot 

establishh an objectivity, in the positive sense of the term; at most it would interest your 

studium;; period clothes, photogeny; but in it, for you, no wound" (Barthes 1993: 73). 

Thiss suggests that punctum is not an objective element in the image after all 
butt something that exists only in relation to a particular seer, a seer to whom 
itt appears as such. Hence, the Winter Garden Photograph reveals as much 
aboutt Roland Barthes as it does about his mother. And seen in this way, not 
showingg it, means that he avoids being exposed as a subject. It protects his 
positionn as an absent seer who can see it 'as it is.' 
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11 — Bas en Elze Dansen was written, directed and performed by Cas Enklaar and Els Ingeborg Smits. Premiere: 

Januaryy 18,1996 in De Toneelschuur, Haarlem (the Netherlands). 

22 — Bas en Elze kijken terug was written, directed and performed by Cas Enklaar and Els Ingeborg Smits. 

Premiere:: March 16, 1992 in De Brakke Grond, Amsterdam (the Netherlands). 

33 — Cor van der Lugt Melsert (1882-1969) actor, director and manager of theatre company Het Hofstad 

Tooneell  (The Hague) and of the city theatre of Amsterdam. After WW II he was suspended from his office 

forr a period of two years. He began working as a theatre critic and in 1949 he published his autobiography 

WatWat ik nog zeggen wou 

44 — original in Dutch: "Niet meer het technisch kunnen om 'in andermans huid' te kruipen, maar de 

persoonlijkheidd van de acteur als mens komt op de voorgrond. De invloed van dans en performance 

versterktenn nog deze tendens tot het verdwijnen van het personage" (Van Kerkhoven 1998:111). 

55 — On October 9, 1969, two students of the Amsterdam Theatre School threw tomatoes at the stage at the 

endd of a performance of Shakespeare's The Tempest, by the Nederlandse Comedie. Their action was the start 

off  a series of protest-manifestations with which young theatre makers revolted against what they saw as 

uninspiredd and old fashioned repertoire theatre, as well as against the old fashioned, hierarchically 

organizedd companies that dominated the existing order. 

66 - Peter Brook. The Empty Space. New York, 1968 

77 — "To recognize the studium is inevitably to encounter the photographer's intentions, to enter into harmo-

nyy with them, to approve or disapprove of them, but always to understand them (Barthes 1993: 27-28). 

"Certainn details may 'prick' me. If they do not, it is doubtless because the photographer has put them there 

intentionally""  (47). Punctum has nothing to say, but is telling [...]. The studium is ultimately always coded, 

thee punctum is not" (51). 

88 — Bal introduces the concept of the navel in Reading "Rembrandt": Beyond the Word-Image Opposition (1991: 

18-24).. She takes it up again in "Dispersing the Image: Vermeer Story" in Looking in: The Art of Viewing 

(2001:: 65-91). In my text, I refer to both. 

99 - Bal: 

betweenn the text (the story of the welcomed arrival of Zeus) and the image (the exhibition of a 

femalee body for voyeuristic consumption), the painting produces its own narrative, reducible to 

neitherr - the work's visual/narrative textuality. The pre-text is literally a pretext: Its anteriority 

allowss the painting's appeal to the general story as a frame for its reversal. The story's centrality, as 

thee theme of the work, allows everything decentered to slip in: i t allows, that is, for the dissemina-

tionn of meaning. [...] 

Thesee two stories - the purely textual, verbal pre-text and the story of the purely visual present -

colludee and collide in the work's textuality. They are in tension, but not in contradiction. They 

producee a new story, the text of the Danae as an interaction between the canvas and the viewer who 

processess it. In this text, Zeus, invisible as he/it is, thus becomes the pre-text the woman uses to get 

ridd of the indiscreet viewer. The woman who at first sight seemed to be on display - as a spectacle, 

inn a static visual reading - takes over and dominates both viewer and lover. Her genitals, prefigured 
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byy the slippers and magnified by the opening of the curtain at the other end of the sight line, 

aree central in the framed text. They are turned toward the viewer, but they can be seen by neither 

viewerr nor lover, because the viewer is sent away while the lover comes to her from the other 

side/sight.. This way, her sexuality, in spite of its centrality, is a trace of the pre-text. for the 

conflictingg lines of sight cut it off; i t is also the locus of the metaphor that kept creeping into the 

vocabularyy of my analysis: It is the navel of the text. But between sex and navel lies a difference -

thee difference between voyeurism and its deconstruction (Bal 1991: 21). 
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—— Chapter 6 > Peter's Powder Puff > Retheatricalizing 
Sexualityy in the Field of Vision 
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—— The trap of the visual field is that it seems to promise to 
showw all, even while it fails to show the subject who looks, 
andd thus fails to show what the looker most wants to see. 
Thee looker is the 'not-al' which is left out of the promise of 
visuall plenitude. Seeing is a (false) assertion that the world 
cann be mastered by the gaze and a recognition of the world 
Withou tt  on e sel f — (Phelan 1993: 24-25, italics in the text). 

Inn this commentary, Peggy Phelan argues against too optimist expectations 
aboutt visibility politics. The binary opposition of visibility as power and 
invisibilityy as impotence or absence of power, is falsifying. There are serious 
limitationss to visual representation as a political goal. As Phelan points out: 
"[if]] representational visibility equals power, then almost-naked young white 
womenn should be running Western culture" (Phelan 1993: 10). The ubiquity 
off their image, however, has hardly brought them political power. 

Visibilityy does not necessarily serve the interests of the one made 
visible.. Representation is almost always on the side of the one who looks 
andd not on the side of who is seen. The images of women in films, advertise-
ments,, in paintings or on stage, do not so much show women 'as they are,' as 
theyy are revealing about the subjective point of view from where these women 
aree seen. Furthermore, the ideology of the visible obscures the power of the 
unseen,, the unspoken, or what Phelan calls the unmarked. The unmarked 
appearss as a blind spot within the visible real, a blind spot that has to 
remainn blind in order to produce the illusion of visual plenitude; that 
"inconspicuouss allusion which involves both to stage and to hide the subject" 
(Ball 1996: 176). In this "inconspicuous allusion" of visual plenitude, blind 
spotss are like navels that can help to expose the subjective perspective 
involvedd in 'just looking.' 

Inn this chapter, I will demonstrate how the analogy with the vanishing 
pointt in a perspectival image exposes blind spots as constitutive of a view of 
thee world 'as it is.' The vanishing point is a sign with a special status. What 
iss exceptional about the vanishing point in relation to other locations within a 
perspectivall image is its dual semiotic character. For this reason, Brian 
Rotmann (1987) compares the vanishing point to zero in arithmetic. Internally, 
thee vanishing point is a sign among signs, part of the scene witnessed, like 
zeroo is a number among numbers. Externally, however, the vanishing point 
markss a moment of semiotic disruption. The vanishing point signifies the 
absencee of signs. It is a meta-sign whose meaning is to indicate, via the 
syntaxx that accompagnies it, the absence of other signs. In other words, the 
vanishingg point stands in for the absence of signs, but in doing so it remains 
aa sign and, as a sign it owes its position to a particular syntax that grants it 
thiss status (Rotman 1987:19). 

Rotmann also points out the analogy between the special status of the 
vanishingg point and of zero and the notion of origin as it functions in meta-
physics,, and has been criticized by Derrida. Arithmetic, perspective and 
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metaphysics,, all partake in the constitution of a world as though objectively 
givenn outside our systems of representation, while at the same time, 
thesee systems themselves are constitutive of this world 'as such.' Within 
thesee systems, zero and the vanishing point, like the notion of origin in 
metaphysics,, have a special status: they keep the differences within the 
systemm in place by means of a reference to something (supposedly) prior to 
thee system, yet it is the system itself that grants this term its status as prior. 
Ass a result of this special status, the vanishing point serves as meaningful 
pointerr drawing attention to the invisible logic at work in the system of which 
itt itself is part. It presents a starting point for an analysis of the logic at work 
withinn the system, a starting point that permits me to begin 'from within,' 
ratherr than by comparing the system-as-representation to some primary 
presencee outside of it. 

Facingg Lack — In a perspectival drawing, the vanishing point mirrors the 
vantagee point, the point from where the scene depicted is seen. In the Dürer 
woodcutt (fig. 1, see inside flap left) introduced in chapter 1, the vanishing 
pointt mirrors the eye of the male artist firmly locked in its place by the erect 
pillarr that fixates his look on the woman in front of him. Dürer's woodcut thus 
presentss a provokative illustration of Mitchell's claim that the point of view 
presentedd by an image marks a location in concrete space, as well as in the 
symbolicc spaces opened up by discourse. It is not difficult to see why this 
woodcutt presents such a rewarding object for 20th-century feminist critique 
off the gender bias at work in so-called objective vision. 

Thiss vanishing point, modestly veiled in the Dürer woodcut and 
presentedd through the intermediary of a fictional artist, reappears in a much 
moree explicit way on Courbet's painting L'Origine du Monde (1866, fig. 4, 
insidee flap left) showing a woman's torso, the inside of her thighs, her 
genitalss and a single breast, all in extreme foreshortening. The title of this 
paintingg links it to the metaphysical notion of origin; not just some origin 
butt the origin of the world, the origin of human life, the vanishing point par 
exellence.exellence. And what a cunning translation of the invitation implied in the 
perspectivall drawing to 'step inside.' 

L'OrigineL'Origine du Monde represents, as the catalogue of the 1988 exposi-
tionn Courbet Reconsidered puts it, "the classical site of castration anxiety as 
welll as the ultimate object of male desire" (Faunce and Nochlin 1988: 176). 
Fauncee and Nochlin explain the appeal presented by the painting to the 
privatee individual viewing it, as well the anxiety or shock it frequently 
provokes,, in terms of male subjectivity as it is accounted for in Freudian 
psychoanalysis.. They call the painting "pornographic" and, indeed, the overt 
visibilityy of the site of both castration anxiety and desire plays into what 
Gertrudee Koch describes as thee core of pornography: "the persistent 
voyeuristicc mania to look at the female organ, constantly and as closely as 
possible,, in order to uncover the secret of the missing penis" (Koch 1989: 
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24).. According to Koch, the adult viewer of pornographic images seeks a 
confirmationn of this childhood sexual theory - the phallic myth of the female 
organ.. The phallic myth is Freud's story of the male child who sees the 
femalee sex organ for the first time and is amazed that no penis is attached. 
Disturbedd by the fact that an object so important to him is missing from the 
femalee body, he imagines a number of equally anxiety-laden possibilities: 
eitherr the female organ is the result of castration, or the woman is hiding 
herr penis. The second possibility is already a working through of the fears 
arousedd by the possibility of the first possibility. Hence, castration anxiety is 
bothh the effect of what is seen, namely absence, and the drive to compul-
sivelyy view the absence. 

L'OrigineL'Origine du Monde was intended for the private delectation of a 
sophisticatedd connoisseur. For a long time, this painting was only viewed by 
aa few and in private. Today, on public display in a world famous temple of 
Highh Art in Paris, it draws huge crowds of visitors. It seems that everybody 
wantss to see this painting, but at the same time it appears to be difficult to 
lookk at it, much harder than looking at the other representations of naked 
femalee flesh as they cover the walls of the Musée D'Orsay, and flank this 
image.. The ambiguous response of visitors of the Musée D'Orsay is subject 
off Renée Kool's Looking at L'Origine du Monde (provisional title, work in 
progress)) based on a series of photographs taken in the gallery. 

Att the time I visited Musée D'Orsay to see L'Origine du Monde, the 
paintingg was part of a grouping of four paintings that filled an entire wall of 
thee gallery. The grouping was similar in many ways to the one photographed 
byy Renée Kool (fig. 5, inside flap left), with the exception that the painting 
onn the left, showing a naked woman with a dog {Femme nue au chien, 
1862),, then hung on the right side. The place on the left side was occupied 
byy Le Sommeil (1866), showing two women asleep, their naked bodies 
drapedd on a luxuriously decorated bed in a complex embrace that allows the 
spectatorr an unencumbered view of breasts and buttocks. The large painting 
hangingg on top of these three smaller paintings is La nuit de printemps, 
combatcombat des cerfs (1877), showing what looks like a herd of rutting deer. 
Withinn this composition, the position of L'Origine du Monde, mirroring the 
positionn of the eye of the visitor, marks the position of the vanishing point 
inn linear perspective. The female sex organ appears as the lack or sign of 
absencee analogous to the vanishing point in perspective, which structures a 
particularr vision, consisting of a constellation in which female flesh, animals 
andd nature are conflated and presented as objects to the vision of the 
subjectt whose position mirrors that of the vanishing point represented by the 
femalee sex. 

Shortlyy after WW II, Jacques Lacan was the lucky owner of Courbet's 
painting.. Faunce and Nochlin point out how in a recent history of French 
psychoanalysiss dealing with Lacan's life and work, L'Origine du Monde is 
describedd as half of a 'strange diptych,' a 'double' painting, consisting of 
Courbet'ss painting covered with a wooden 'hiding device,' constructed by 
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artistt Andre Masson, which represented elements in the first painting in 
abstractt form. A secret system allowed the viewer to slide off the wooden pro-
tectivee covering to reveal the painting beneath, thus allowing Jacques Lacan, 
too stage the relation between the seer and the female sex organ seen at wish 
(Fauncee & Nochlin 1988: 176-177). 

Fauncee and Nochlin also point out the strange analogy between this 
'diptych'' and Marcel Duchamp's final work Etant Donnés (c. 1946-66) in the 
Philadelphiaa Museum of Art. This work consists of a life-size diorama behind 
aa large wooden door with holes bored in it through which the viewer is invited 
too peep. Through these holes, the viewer sees a brick wall with a hole in it. 
Behindd the hole lies a female body with spread legs and one outstretched 
handd holding a lamp. She lies in a diagonal angle in a field. Her outspread 
legss and exposed vulva are the nearest points in this figure to the opening in 
thee wall. The field in which she lies extends in a landscape so foreshortened 
thatt it does not have a vanishing point. "Through this foreshortening the 
spectatorr is made aware that the vanishing point in this image is to be found 
somewheree other than on the horizon" observes Kaja Silverman dryly in her 
discussionn of Duchamp's diorama as part of her critique of Lacan in The 
ThresholdThreshold of the Visible World (1996). 

Duchamp'ss installation stages the act of looking at a three dimensional 
versionn of L'Origine du Monde. In his installation, Duchamp explicitly relates 
thee 'pull' presented by the vanishing point in perspective to male sexual 
desire.. Seeing is represented as a penetrating movement directed towards 
thee vanishing point marked by the sex organ of the woman on display. All the 
elementss of perspective are in place, but in a strangely literal way. The 
suggestionn presented by the perspectival painting, that the picture plane 
openss up to a space beyond, is staged here as a matter of literally breaking 
throughh the barrier presented by the brick wall. The ragged edges of the hole 
inn the wall seem to indicate violence. Duchamp's staging of the vanishing 
pointt behind a hole in the wall is a reminder of many Renaissance painters' 
habitt of placing the vanishing point inside a hole: a framed opening such as 
aa door, a window, a mirror or even another painting, as if to emphasize the 
essentiall otherness and exteriority of its location. This had the effect of 
doublingg the pull exerted by the vanishing point on the spectator and, at 
thee same time, of pushing the vanishing point out to an infinite, unreal, 
numinouss distance by invoking the potentially unlimited iteration of a frame 
withinn a frame (Rotman 1987: 18-19). 

Thee scopic field in which woman and landscape conflate, is literally 
'feminized,'' passive, accessible, turning the woman, spread out across the 
landscape,, into an emblem of the scopic field itself. The explicit staging of 
Duchamp'ss piece, highlights the relationship between seer and seen as given 
inn perspective. The retheatricalization exposes the address presented to the 
viewerr and undermines the absorptive qualities of the invitation to 'step 
inside.' ' 
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Duchamp'sDuchamp's installation features prominently in both Rosalind Krauss' 
(1993)) and Kaja Silverman's (1996) critiques of modernist notions of 
disembodiedd vision. Both remind us of Lyotard's discussion of Duchamp's 
workk in Les TRANSformateurs Duchamp (Paris: Galilee, 1977). Krauss points 
outt how, for Lyotard, the meaning of Etant Donnés is to be found in the way 
itt comments on the implicit equation of the vanishing point and the point at 
whichh the observing subject is encouraged to stand before a perspectival 
image. . 

InIn this type of organization, the viewpoint and the vanishing point are symmetrical. 

Thuss if it is true that the latter is the vulva, this is the specular image of the peeping 

eyes;; such that when these think they are seeing the vulva, they see themselves. 

ConCon celui qui voit. [...] He who sees is a cunt (Lyotard quoted in Krauss 1993: 113, 

italicss in the text). 

Forr Lyotard, the significance of Duchamp's installation is that it works to 
corporealizee the male eye. In this incarnation, the female body appears as 
thee object of a vision that originates not from the body seen 'over there' but 
ratherr whose origin is located in the male eye. Silverman, in her comments 
uponn both Duchamp and Lyotard, points out that the installation also effects 
aa remarkable deconstruction of the grounding opposition upon which sexual 
differencee is based. 

Thee male look at the female genitals is emblematic of that exteriorizing displacement 

throughh which the male subject repeatedly situates his lack at the site of the female 

body,, and naturalizes it as essentially (i.e. anatomically) 'other.' The additional 

oppositionss which the Duchamp diorama works both to articulate and collapse -

carnality/transcendence,, spectacle/eye - are built upon this foundational antithesis. 

Whenn the male voyeur who is caught within the machinery diagrammed by Lyotard [...] 

findss his look put in a mirror relation to the female genitals, he is given the opportunity 

too acknowledge as his own what he is accustomed to throw violently away, and so, to 

renegotiatee the relation between his ego and the object (Silverman 1996: 172). 

Mirror,, mirror on the wall, the seer wants to see it all, but what he sees is 
absencee or lack. This mirror, instead of reflecting back an ideal image, 
invitess the viewer to identify with lack. Instead of reflecting the visual pleni-
tudee promised by the perspectival construction that the installation mimics, 
itt undermines the position of the seer as the one who can see it as it is. 
Duchamp'ss installation positions the viewer literally at a peephole, thus 
exposingg the voyeurism involved in perspectival vision. The place of his 
installationn in the museum, a public place, undermines the position of the 
seerr as neutral, absent, non-desiring, disembodied eye. 
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Threatenedd by discovery on the part of a fellow viewer, the purely cognitive subject of 

Kant'ss aesthetic experience is redefined in this setting as the subject of desire, and 

subjectivityy itself is taken from the faculty of cognition and reinscribed in the carnal 

bodyy (Krauss 1993: 114). 

Classicall perspective orients the field of vision to the viewer's invisible body, 
ass if the scene seen had emanated from the viewer's own eyes, while at the 
samee time, this eye is erased from implication within the visual field. The 
degreee to which the seer is invisible, detached, is the degree to which he 
bearss authority within the terms of perspective, but it is also precisely the 
degreee to which he is vulnerable to being caught seeing. To be caught seeing 
iss to lose one's prerogative as a disinterested viewer. To be caught seeing is 
too be robbed of one's privilege and power as seer; it is to be castrated, to be 
turnedd into an object of vision. To be caught seeing is to be feminized. 

ConCon cetui qui voit. He who sees is a cunt. In Renée Kool's photograph 
(fig.. 5), a male viewer literally becomes the cunt he is watching when his 
hairr fuses with the pubic hair depicted in Courbet's painting. His legs, spread 
likee the legs in the picture he sees, turn his body into a physical mirror of the 
painting,, an act of physical mirroring through which he becomes the female 
figure.. What this photograph also demonstrates is that all of this happens 
withinn the 'vision' of a third party. The fusion requires a perspective within 
whichh all of this takes place. This third party is represented in the picture 
byy the woman on the right side, watching the men, but even more by the 
photographicc apparatus that caught this man seeing.1 

Echoess of Duchamp's staging of the seer as carnal body both seeing 
andd seen re-appear in Annie Sprinkle's performance Post Porn Modernism, in 
whichh she invited the audience to look inside her genitals through a specu-
lum.. In this performance, the artist places her own body on display. This is 
nott some objectively given body {the female body) but this individual body 
heree and now. It is a body furthermore, that looks back. Sprinkle literally puts 
thee audience and their act of looking on stage and thus exposes these seers 
too the look of others looking at them. In this way, her performance undermin-
ess what perspective grants the beholder: a safe position marked by absence -
ann absence that is the very condition of the privilege of the seer as a 
disembodiedd observer.2 

Yett more echoes of Duchamp's staging reappear again in Gonnie 
Heggen'ss Looking for Peter (1996),3 in which she draws attention to the 
a-symmetryy at work in the way signs of sexual difference are perceived as a 
meanss of exposing the subjective perspective involved in 'just looking' as it 
takess place in the theatre. Heggen too, holds up a mirror to the spectator, 
confrontingg him or her with his or her own looking. However, unlike 
Duchamp'ss staging, this mirror does not present the spectator with a clear 
visionn of otherness, but rather confronts the spectator with its invisibility. 
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Backk to Nature — The Peter that the title of Heggen 's performance refers to 
iss Peter Pan, the famous character from the play by the same name. "Peter 
Pann is the ultimate ambition of all actresses just as Hamlet is of all actors," 
writess Roger Lancelyn Green in 1954 in his book Fifty Years of Peter Pan 
(quotedd in Garber 1992: 165). There is a curious absence of symmetry in 
thiss apparently symmetrical assertion, since Peter Pan, as well as Hamlet, is 
nominallyy gendered male. Yet unlike Hamlet, Peter Pan has always been 
playedd by a woman. Hamlet too has been played by women many times, some 
off them the greatest actresses of their time. Nevertheless, it seems highly 
unlikelyy that Hamlet would ever be called the ultimate ambition of every 
actress.. But Peter Pan is, if we are to believe Roger Lancelyn Green. 

Inn "Fear of Flying, or, Why is Peter Pan a Woman?" Majorie Garber 
(1992)) discusses one of the rare occasions on which a major professional 
companyy cast a man in the role of Peter Pan. This was with the Royal 
Shakespearee Company in 1982. The director explained his move by declaring 
hiss desire to make the play a real tragedy. He spoke of "elevating it from the 
ghettoo of children's theatre into a national masterpiece" (quoted in Garber 
1992:165).. And to do so, what he needed was a man. 

Actually,, it is not difficult to imagine that it makes a difference 
whetherr Peter Pan is played by a man or by a woman. It is much more 
difficult,, however, to account for this difference and to explain it in terms of 
signss and referents. When a famous actress plays Hamlet, her stage presence 
representss the absent fictional prince of Denmark. Her female body functions 
ass a sign for the male body of the prince. The difference between sign (the 
femalee body of the actress) and referent (the male character Hamlet) can 
contributee to the meaning of the performance, or to the pleasure derived from 
seeingg it. If, though, one wanted the audience to believe that this person he 
orr see is seeing here and now is Hamlet rather than representative of Hamlet, 
iff one were to strive to achieve the effect of apparent conflation of sign and 
referentt on stage, casting an actress as Hamlet does not seem a very produc-
tivee choice. Nevertheless, Peter Pan is played by a woman exactly because 
thiss supports the conflation of sign and referent, even though the male 
genderr of Peter Pan would seem to suggest the opposite. 

Inn Gonnie Heggen's performance, Peter Pan is ambiguous in appear-
ancee possessing both male and female features. Dressed in a camouflage 
shirtt and shorts, with blond dreadlocks and a baseball cap, he/she frolics 
happilyy through a landscape inhabited only by animals. This Peter Pan has 
aa mission: the god given task to measure with a m/f indicator the male and 
femalee energy in all living creatures in order to give 'him up there' an 
impressionn of how things are going 'down here.' 

Thee character refuses to be classified as either male or female. 
He/shee argues that he/she does not fit into the male-female binary because, 
he/shee says that in him/her, male and female energy are completely in 
balance.. He/she is neither male nor female and both at the same time. With 
his/herr ambiguous sexuality, Peter Pan seems to represent a third possibility: 
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aa third sex that is neither male nor female. "In nature everything is both male 
andd female," says Peter Pan, and presents his/her 'natural' condition as a 
moree authentic state of being, a presumed state of original fullness that we 
cann see reflected in many stories of paradise or Arcadia: "the Utopian ideal 
off the world as a garden in which human bodies are so at one with their 
environmentt that they lack nothing" (Halkes 2001: 14). These stories are 
lodgedd within the imagination of western culture as a Utopian ideal, as a 
'recoveryy narrative,' as a sustained attempt to recover a lost ideal of the body, 
wantingg in nothing in the garden of plenty.4 This presumed state of original 
fullnesss is reflected in the psychoanalytical concept of the subject. 

Forr the subject of psychoanalysis, the desire for fullness and comple-
tenesss manifests itself in the desire for the penis (Freud) or the phallus 
(Lacan).. In Freud's account, men appear as those who have, who are comple-
te,, and women as those who are incomplete and want to have what they lack. 
Peniss envy appears as the very cornerstone of female subjectivity. It marks 
thee castration complex of the young girl: her wish to be able to exhibit the 
peniss she does not have. Successful maturation will convert this female wish 
forr the penis into the wish for a baby. Ultimately the outcome of the infantile 
wishh for a penis becomes the wish for a man, prompting the woman to accept 
aa man as an appendage to the penis.5 

Lacan,, in his reading of Freud, replaces the centrality of the penis 
withh the centrality of the phallus. The phallus is not the penis, it is not an 
organ,, it is a signifier. Lacan uses the term phallus to designate all those 
valuess that are opposed to lack. In Lacan's account, lack defines both male 
andd female subjectivity. As in Freud, this lack is sexual in definition: it starts 
fromm the impossibility of being both male and female. One of the assump-
tionss that underlies the Lacanian notion of the subject, is that the subject 
derivess from a primordial whole, that it becomes a subject by separating from 
thiss whole, and that this separation inaugurates lack as well as a desire to 
returnn to primordial wholeness.6 

Thee character Peter Pan defines him/herself as a being without the 
lackk that defines the subject of psychoanalysis because he/she successfully 
refusess to submit to the division that inaugurates lack in the first place. 
Althoughh at first this may seem to represent a successful return to nature, in 
thee end Peter Pan's authentic condition is shown to be a cultural projection. 
Inn Looking for Peter, the character Peter Pan literally only exists as 
projection,, as part of a film that is projected onto a screen framed by 
antlerss and pieces of bark. In this film, Peter Pan appears, as a Dutch critic 
describedd it: "a cheerful, esoteric creature of the woods that has taken a 
bitee of all religions without swallowing anything so it can, in a carefree way, 
shedd confusion on all that is blossoming and flowering."7 

Peterr Pan's encompassing condition is shown to be a projection 
screenn for a desire for wholeness that, in today's popular culture, finds 
itss most prominent expression in the figure of Michael Jackson. With his 
ambiguouss identity - neither man nor woman, child, nor adult, black nor 
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whitee - oppositions he seems to join a union without tears. He suggests the 
possibilityy of a conflict-less unification of differences by being one and 
thee other in perfect balance. His public imago includes the promise that with 
him,, the m/f indicator will hold exactly in the middle. Like Peter Pan, 
Jackson'ss appearance is sex-less rather than sexually ambiguous (in contrast 
too the ambiguity involved in transvestism which is usually erotically charged). 
Indeed,, his childish innocent appeal is so strong that his image has even 
managedd to survive serious accusations of child abuse. 

Withh their successful refusal to grow up, both Michael Jackson and 
Peterr Pan have placed themselves outside society. They can only exist in a 
fantasyy world. In Looking for Peter, this fantasy world is 'nature': nature that 
iss shown to be a product of culture, a kitsch illusion populated by animals 
thatt upon closer look appear to be either already dead and stuffed, or 
domesticatedd and living in the zoo. Michael Jackson too is a cultural 
construct,, even at the most physical level. The oppositions he unites in his 
appearancee are not kept together from the inside. Instead, unity has to be 
wonn over and over again by technical means against the very serious threat 
off falling apart. Like Peter Pan, Jackson has fled the world of the grown ups. 
Inn a far away place, he has created his own fantasy world where he spends 
hiss time in a private playground named Never Land. 

Havingg and not Having — Peter, apart from being the name of the famous 
character,, is also slang for the male member. In Freudian psychoanalysis, 
'lookingg for Peter' marks the crucial moment in the development of sexual 
identity.. In "Some Psychical Consequences of the Anatomical Distinction 
betweenn the Sexes," Freud describes this critical moment in infantile 
sexualityy that establishes the concepts of maleness and femaleness and 
determiness a very different history for each. It is a moment in which vision 
playss a central role, in which the male and female subjects first 'see' 
eachh other. 

Accordingg to Freud, it is not becoming aware of the anatomical 
differencess between penis and vagina that does the job. The awareness of 
sexuall difference results from 'looking for' the absence or presence of one 
singlee factor. The difference between man and woman thus appears as the 
differencee between having and not having, between man and not man. That 
is,, it is not the difference between two sexes, but between one sex and its 
absence.. In the Freudian account, the female genitals stand for the absence 
thatt inaugurates the awareness of sexual difference, and thus inaugurates a 
fundamentall binary opposition. 

Inn this view, women appear as neutered in contrast to men, who are 
markedd by a sign that defines their sexuality. It seems logical then that a 
womann would be better suited to play Peter Pan than a man. Who could be 
moree suited to play a boy who does not want to grow up and become a man 
thann a woman, a non-man, someone who will never be a man? Given this, the 
choicee of the Royal Shakespeare Company to cast a man in the role literally 
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meanss putting the 'peter' in Peter Pan, a critical move that, in the eyes of 
thiss company, would take the play from the backwaters of kid's stuff and turn 
itt into a national masterpiece of tragic drama. In Looking for Peter, Gonnie 
Heggenn presents her own version of what it means to put the 'peter' in Peter 
Pan,, and this does not turn her performance into a tragedy, quite the 
contrary. . 

Genderr  as Performanc e — On stage, four women dressed in brown jackets and 
tightt fitting trousers demonstrate how they are able to transform themselves 
intoo 'real men,' as 'real' as we rarely get to see them. They cross the stage 
withh sturdy steps, spit high into the curtains and burp into the microphone. 
Justt as easily they transform into 'real' women. Under their jackets they wear 
colorful,, seductive tops. They trip around on staggeringly high heels while 
lookingg at the audience with a helpless expression on their faces. Seemingly 
effortlesss they transform into various animals as well. 

Withh their performance, these women do not represent a story but show 
transformationss in looks and behavior, constantly crossing the lines 
dividingg the sexes and dividing culture and nature. The movements suggest 
recognizablee patterns but before they are fully developed they have already 
transformedd into something else. The behavior of the women on stage blurs 
thee boundaries between male and female, nature and culture, and human 
andd animal, as categories ontologically grounded in what is 'over there.' 
Theyy show all of it to be 'just performance' depending on using the right 
signs.signs. Seen in this way, they present an illustration of Judith Butler's dictum 
underlyingg her Gender Trouble (1990): that gender is performance. They also 
illustratee that this performative aspect of gender does not imply the freedom 
too do and be at will. 

Thee theoretical concept of gender as distinct from sexuality has proved 
usefull in understanding the ways sexual identity manifests itself as culturally 
mediatedd rather than natural and given. From the perspective of gender, 
sexuall identity is not the destiny implied within one's anatomy but a cultural 
construct.. The distinction between sex and gender has helped to criticize 
roless and ways of behaving as granted to men and women at a particular time 
andd place. It is instructive to understand sexual identity as a role whose traits 
aree not naturally given qualities inherent in bodies but culturally determined 
functionss that manifest themselves in behavior which defines the actors 
involvedd and not vice versa. 

Thee distinction between sex and gender has contributed to a more 
complicatedd conception of sexual identity. At the same time, however, this 
distinctionn runs the risk of turning into a binary opposition once again, an 
oppositionn that repeats the old nature/culture binary in which sex is under-
stoodd in terms of materiality as biologically given, and therefore, more natural 
thann gender as 'just' cultural performance, inscription, overlay. It is this 
oppositionn that Judith Butler argues against in Bodies that Matter (1993), 
whichh followed Gender Trouble. 
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Inn Bodies that Matter, Butler argues that although matter is posited as 
thee neutral, non signifying outside of signifying systems, this happens within 
aa logic in which matter is associated with the feminine and signification 
withh the masculine. Within this logic, materiality appears as the effect of 
signifyingg practices that produce it as 'other,' as that which falls outside 
signification.. Matter and materiality, Butler argues, appear as neutral, that 
is,, as opposed to signification, only from within this gendered perspective 
withinn which the absence of signification and the feminine are conflated. 
Thiss perspective is what is at stake in Looking for Peter. 

Productiv ee Lookin g > the Penis as Prop — At first Heggen's performance only 
seemss to confirm the idea that gender is like a set of clothes one can don 
att will. The audience knows that the bodies of the dancers seen on stage are 
female,, yet we also see how they convincingly transform into men and 
animalss by giving signs that make us understand them as such. This would 
suggestt that the body, and more precisely, the female body, is a neutral 
groundd for inscription through a performance that turns its materiality into a 
meaningfull appearance. 

Butt then, at one point, a macho demonstration of masculinity smoothly 
transformss into a striptease. Each of the women brings out a powder puff, 
traditionallyy a female attribute that heightens the femininity of the one using 
itt or seen with it, in the same way that breasts (fake and otherwise), long 
lashes,, long hair, high heels and corsets heighten the femininity of the one 
seenn with them, even if this one is a man, as in the case of transvestism. 
Thesee attributes are understood to function on a cosmetic level. They do not 
reallyy change the sexual identity of the one wearing them. They are part of 
thee signs used in gender performance. When a man wears lashes or false 
breastss it does not turn him into a woman. Yet it does heighten his femininity 
byy making him look more female. Similarly, many kinds of surgical inter-
ventionss are understood to function on this cosmetic level. A breast job does 
nott turn a man into a woman. There is only one operation that changes 
sexuall identity. 

Whenn in Looking for Peter, the women on stage put their powder puffs 
intoo their panties to use them as signs of masculinity analogous to the way 
fakee breasts can serve as signs of femininity, this is indeed a hilarious 
moment.. They effectively present the 'powder-puff-as-sign-for-masculinity' as 
ann exchangeable signif ier, a stage prop, but what their performance demon-
stratess is that it does not work that way at all. While for a man, masking the 
sexx organ can contribute to his appearing more feminine, for a woman, hiding 
thee female sex organ behind a fake penis heightens femininity instead of 
masculinity. . 

Thee penis as a sign for masculinity appears to function unlike other 
signs.. In order to function as a sign of masculinity, the penis must be 
attachedd to the male body; it must be part of it. If it is not, it signifies the 
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absencee of masculinity instead. The penis, as a sign of masculinity, thus 
appearss to depend upon a situation in which sign and referent (seem to) be 
conflated.. That is, it depends upon a situation in which the penis does not 
appearr as a sign at all, but as the full self-validating presence that evokes 
thee 'there it is' quality described in the previous chapter. 

Byy presenting the 'peter' literally as a sign, Gonnie Heggen performs a 
deconstructivee reversal of the binary opposition that inaugurates dominant 
conceptionss of sexual difference. She shows how this binary opposition 
resultss in a subjective deviation in the visual field. She demonstrates that an 
alternativee perspective is thinkable. From the point of view of the female 
body,, this body is not lacking anything. The male body then is a body with 
somethingg extra, a part that functions as a sign. If it is present, the body 
signifiess male. If it is absent, the body signifies as not male. 

Heggen'ss performance also demonstrates that this subjective deviation 
cannott simply be undone and that we cannot simply choose to see it one way 
orr the other. The different perspectives presented are not equally visible. 
Yet,, her performance does make a change in the sense that it denaturalizes 
thee dominant perspective and invites what Kaja Silverman (1996) has termed 
productiveproductive looking. 

Silvermann acknowledges that it may very well be that there is nothing 
wee can consciously do to prevent certain projections from occurring over and 
overr again in an almost mechanical manner. That does not mean though, that 
itt is not possible to make a change or, as she calls it, 'to make the ethical 
operative:' ' 

Thee ethical becomes operative not at the moment when unconscious desires and phobias 

assumee possession of our look, but in a subsequent moment, when we take stock of what 

wee have just 'seen' and attempt - with an inevitably limited self-knowledge - to look 

againn differently. Once again, then, the moment of conscious agency is written under the 

signn of Nachtraglichkeit, or deferred action (Silverman 1996: 173). 

Itt is this reconsideration, this becoming aware of the relationship between 
seerss and seen, that can turn looking into productive looking, and that can 
turnn confusing experiences on the post-dramatic stage into a political act. 

Accordingg to Silverman, one way to make the ethical operative is 
theatricalization.. Theatricalization can be used to show bodies that, within 
thee current symbolic order, appear as non-ideal in the guise of the ideality 
theyy lack. At the same time explicit theatricality helps to understand this 
idealityy "as a garment rather than the body itself" (Silverman 1996: 103), 
thatt is, it helps us to understand the appearance of bodies as the effect of 
signs,, signs we read and interpret, and that get their meaning within a frame 
off reference, rather than as something essentially given within them. 

Inn Looking for Peter, the theatricalization of the penis, its appearance 
ass sign rather than given, confronts the audience with a process of framing as 
itt is at work within its own looking: where is the border between what you 
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thinkk you see and what is actually there to be seen? Is it possible to see the 
differencee between the powder puff bulge and the bulge of the male mem-
ber?? What is actually there to be seen and where do your own projections, 
desires,, and denials begin? Constantly shifting their behavior between male 
andd female, human and animal, the dancers' performances questions distinc-
tionss between nature and culture, sex and gender, what is there to be seen 
andd what is produced by our culturally determined look. 

Thee performance does not provide the audience with a clear frame 
throughh which to understand what is there to be seen on stage. Instead, the 
performancee highlights ambiguity as we seem to be able to see everything 'as 
itt is' and yet feel that our vision is somehow 'framed,' that we are not really 
free.. Looking for Peter makes us as seers aware of perspective as something 
withinn which we are implicated and that guides our looking, as though some-
onee was looking over our shoulder and directing what we see and don't see. 
Thiss 'someone' shows us the world according to an invisible logic, and since 
thiss logic will determine what becomes visible and how, a special strategy is 
neededd to expose this agency. Gonnie Heggen manages to do so by means of 
aa strategy that Majorie Garber has called empowered transvestism. 

Empowere dd Transvestis m — Garber explains the meaning of her notion of 
empoweredd transvestism with the help of a video clip by Madonna. In the clip 
thatt accompanied the song Express Yourself, Madonna imitates Michael 
Jackson.. Dressed up in a double-breasted suit and Jackson's famous white 
sockss and shiny black men's shoes, she dances in a style directly imitative 
off Jackson, mimicking many of his moves including his trade mark crotch 
grabbing.. When performed by Jackson, this move has not been considered 
offensivee or objectionable. Performed by Madonna, it gave rise to contro-
versiess and was considered to be obscene. 

Madonnaa is a famous female star who is impersonating a famous male star who is cele-

bratedd for his androgynous looks and his dancing style. Why is it shocking when she 

grabss her crotch, repeating as she does so a gesture so familiar to anyone who has 

watchedd a two-year-old male child reassuring himself of his intactness? Not because it is 

unseemlyy for a woman to do this - although it may be so, to some people - but because 

whatt she is saying, in doing so, is: I am not intact, he is not intact; I am intact, this is 

whatt intact is {Garber 1992: 127). 

Inn the case of Jackson, the challenged gesture can be understood as a 
confirmationn of what he has. Madonna derives her pleasure from squeezing 
whatt she hasn't got, or has she? She imitates Michael Jackson's looks and 
behaviorr and demonstrates how this masquerade gives her pleasure. This 
pleasuree derives not from pretending to have what she has not got. She does 
nott pretend to be Jackson, she performs like him. Neither is what she is 
doingg a female masquerade aiming at seducing someone who has got what 
shee does not have. Instead, she seems to enjoy performing herself as she is. 
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Analogously,, in Looking for Peter the installment of the powder puff as 
peniss does not happen on the quiet, suggesting an attempt to pass for real. 
Thee installment happens front stage, and at arms length from the first row of 
spectators.. While doing this, the dancers look the audience in the eyes as if 
tryingg to figure out their response. The dancers show that they know that they 
show,, that they know that they are being watched, and that they like it. Like 
Madonna,, they present their game openly, thrusting their pelvis and seeming 
too take pleasure in their performance. The audience responds with nervous 
giggling. . 

"Off course I lack (the penis)," is what Madonna seems to say. "So 
what?? That does not mean that my being is necessarily driven by wanting to 
havee (this penis). More than that, it is only from the point of view of someone 
whoo has, that I can appear to be lacking and wanting to have. I can only 
appearr as wanting to have from the point of view of someone who is 
drivenn by castration anxiety, that is, from the point of view of someone who 
interpretss my being different as lack." 

Withh their acts of empowered transvestism, Madonna and Gonnie 
Heggenn show the focus on either the penis or the phallus as being opposed to 
lackk and, therefore, to what we all want to have, itself to be a masquerade 
thatt serves to veil something else. Their performance suggests that the focus 
onn lack as the driving force behind a continuous desire to get what one does 
nott have, serves to veil the fact that the vanishing point keeping the symbolic 
orderr together is not the fear of lack or castration, but the fear of its 
discovery.. Both Madonna and Heggen's performance suggest that it is not 
castrationn anxiety that keeps the symbolic order together, but the way in 
whichh castration anxiety goes unquestioned. This is the real vanishing point 
hiddenn behind the continuous reiteration of scenarios that re-enact this 
childhoodd sexual theory - the phallic myth about the female organ. 

Thiss is not to deny the power of castration anxiety within the current 
symbolicc order, nor is it to deny the usefulness of the concept of castration 
anxietyy to understand the way experience and meaning comes into being in 
interactionn with cultural artifacts such as for example Duchamp's Etant 
DonnésDonnés or Courbet's L'Origine du Monde. But it is to argue that performances 
likee Madonna's or Gonnie Heggen's point to the need to understand both the 
Freudiann and the Lacanian model of the subject in relation to the discursive 
practicess which defined their immediate context, and which continue to pre-
vail.. That is, they point to the need to understand that, what in their models 
appearss as primordial wholeness preceding absence or lack, is not something 
given,, but is itself a product of the symbolic order. Madonna and Gonnie 
Heggen'ss empowered transvestism points to the need to understand the 
perspectivee within which castration anxiety can appear as such a central 
term.. Whose interests are being served by its unquestioned position? 

Althoughh at first it may seem that castration anxiety poses a threat to 
thosee who have, and can therefore be castrated, this is in fact not the case. 
Thee presupposed link between having and a (supposed) primordial unity turns 
thosee who have into the winners. To put it in Freudian terms, the little boy's 
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fearr of lack gets projected onto the little girl, turning her state of being 
differentt from him into lack and confirming his superiority. Because she is 
missingg what is important to him, he assumes that she is driven by a desire 
too have what he has. It is only because this vision is then imposed on the girl 
ass well, that she can begin to understand her being different in terms of lack. 

Whatt is at issue in penis envy is not some biological inferiority. The 
attributionn of superiority and presence to the penis, and inferiority or lack to 
thee clitoris, occurs from within patriarchal culture. It is, as Silverman points 
out,, only after the subject has arrived at an understanding of the privileged 
statuss afforded to men and the de-privileged status afforded to women within 
thee current symbolic order, that sexual difference can be read in the way 
suggestedd by Freud. It is only retroactively that anatomy can be confused 
withh destiny. This confusion performs a vital ideological function because it 
servess to naturalize or biologize what would otherwise be open to question 
(Silvermann 1983: 142). 

Thee Lacanian distinction between penis and phallus suggests the 
possibilityy of unding this naturalization, and thereby overcoming the 
a-symmetryy between the sexes. Neither men nor women have the phallus. 
Theyy both want the phallus because the phallus stands for what they lack. 
Yett only the Other has the phallus; the subject, whatever organ he or she may 
have,, is symbolically castrated. This 'Other' is an ideal other to whom we 
contributee what we lack. We are symbolically castrated because we have 
fallenn from a supposed primary condition of being at one with the world. 
Insteadd our connection with the world that surrounds us is always mediated 
throughh the symbolic order into which we are born. This symbolic order 
providess us with our ways of making meaning, but at the same time it implies 
alienationn from what is presumed to be our origin and from what might be 
calledd the origin of meaning. 

Inn practice, the distinction between penis and phallus appears to be 
moree complicated and has been the subject of vehement discussion. The 
signifierr phallus sounds and looks differently than the signifier penis. It 
producess different associations. But within the current symbolic order it also 
alwayss refers to the penis. "Despite Lacan's repeated reassertions that the 
peniss is not the phallus, it is clear that there is a very intimate and important 
relationn between the two" (Silverman 1983: 185). Silverman points out 
that,, within Lacan's own texts, the signifier phallus sustains two different 
meanings,, neither of which entirely maintains its autonomy from the penis. 
Onn the one hand, the phallus appears as the signifier of 'the fullness of 
being,'' of those things which have been partitioned off from the subject 
duringg various stages of its constitution, and which will never be restored 
too it. On the other hand, the phallus is a signifier for the cultural privileges 
andd positive values which define male subjectivity within patriarchal society, 
butt from which the female subject remains isolated (Silverman 1983: 
183-184). . 
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Somee might wish to polarize penis and phallus into a neat opposition, 
butt it is hard to polarize synonyms. Furthermore, as Jane Gallop (1988) 
remarks,, such attempts to remake language fit to one's own theoretical 
needs,, as if language were merely a tool one could use, bespeaks a very 
un-Lacaniann view of language: 

Thee Lacanian's desire clearly to separate phallus from penis, to control the meaning of 

thee signifier phallus, is precisely symptomatic of their desire to have the phallus, that is, 

thee desire to be at the center of language, at its origin. And their inability to control the 

meaningg of the word phallus is evidence of what Lacan calls symbolic castration {Gallop 

1988:: 126, italics in the text). 

Thee desire to control the meaning of the signifier phallus is itself a manifes-
tationn of the symbolic castration that sets the Lacanian model in motion. 
Inn this model, the presupposed primordial unity functions like the notion of 
originn in metaphysics, or the vanishing point in perspective. Like the notion 
off origin in metaphysics, this notion of primordial unity is posed as a primary 
presencee and as such it helps to keep the system of differences within the 
symbolicc order in place. But, as Rotman points out, this primary presence 
owess its status from the system it is supposed to precede. It can appear as 
primaryy only from within the system. Seen this way, the replacement of the 
peniss with the phallus functions like a 'recovery narrative,' that helps to 
preservee the dream of original fullness by projecting it outside the symbolic 
order.. Such a presumed original state is, as Looking for Peter demonstrates, 
itselff a product of culture, a projection screen. Projected outside the 
symbolicc order it helps to keep the differences within the system in place. 

Again,, this is not to say that we can simply change the invisible 
perspectivee that underlies how the world becomes visible at will. But critical 
gesturess like those made by Madonna and by Gonnie Heggen can help to 
'makee the ethical operative,' by alerting us to aspects of this perspective and 
howw they mediate in what we think we see. This perspective is kept together 
byy the tendency to reduce heterogeneity to a clear-cut opposition between 
selff and other, and a potential multitude of differences to the opposition of 
plenitudee and lack, presence and absence, as well as the many other binary 
oppositionss that structure dominant ways of seeing and ways of thinking, 
includingg what is still the dominant model of the subject. 
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11 — This third term involved in the way our culturally determined look 'takes place' is crucial to Silverman's 

rereadingg of Lacan and wil l be discussed at length in the following chapter. 

22 — For a discussion of Annie Sprinkle's Post Porn Modernism in relation to Etant Donnés and L'Origine du Monde, 

seee Rebecca Schneider: The Explicit Body in Performance, London and New York: Routledge 1997, chapter 2: 

"Logicc of the Twister, Eye of the Storm." 

33 — Looking for Peter Choreography: Connie Heggen. Dancers: Gonnie Heggen, Yasuko Yokoshi, Noortje Bijvoets, 

Viviannee Rodrigues de Brito. Peter Pan: Nini Poortman. Premiere: November 14, 1996, Theater Frascati, 

Amsterdam. . 

44 — See Halkes (2001) chapter 1. The term 'recovery narrative' is from Caroline Merchant "Reinventing Eden: 

Westernn Culture as Recovery Narrative," In: Willia m Cronon, Uncommon Ground: Towards Reinventing Nature. 

Neww York and London: W. W.North and Company. 1995. 

55 — See: Sigmund Freud, "Some Psychical Consequences of the Anatomical Distinction Between the Sexes," in; 

Thee Standard Edition of the Complete Psychological Works. London: Hogart, 1961, Vol. 21:149-157, and 

Sigmundd Freud, "Female Sexuality" in; The Standard Edition, Vol. 21: 225-243; and Sigmund Freud, 

"Femininity""  in; The Standard Edition, Vol 22: 112-135. 

66 — "The Signification of the Phallus" in; Lacan 1977: 281-291. See also Grosz (1990). 

77 — Original in Dutch: "een vrolij k esoterisch boswezentje dat van alle godsdiensten een hapje heeft genomen 

enn niets heeft doorgeslikt zodat het onbekommerd zijn dwaallicht kan laten schijnen over alles wat groeit en 

bloeit""  Ariejan Korteweg, De Volkskrant, November 19, 1996. 
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—— Chapter 7 > Disorders That Consciousness Can Produce > 
Bodiess Seeing Bodies on Stage 
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—— As Lacan observed, the geometral dimension allows for a 
glimpsee of how the subject is caught maneuvered, captured 
insidee the field of vision, and how painting can deliberately 
exploitt it to captivate the 'subject' in a relation of desire, 
butt one that remains enigmatic. [...] That the place of the 
'subject'' is not the geometral point defined by optic geometry, 
andd that the same subject moves about within the painting, 
thatt it can be attracted and seduced by it, like Narcissus by 
hiss specular reflection, such is the very law of vision. In this 
respect,, the visible resembles the tangible: my hand can 
touchh something only because it can itself be touched, and if 
vision,, as Merleau-Ponty puts it, following Descartes, is 'a 
palpationn of the gaze' it follows that the person who gazes 
mustt not be unfamiliar to the world upon which he looks: 
"Fromm the moment I see my vision must be doubled by a 
complementarycomplementary vision, or another vision: myself seen from 
withoutt as another would see me, installed in the midst of the 
visible,, in the process of considering it from a certain spot" 
—— (Damish 1995: 46, italics in the text). 

Ass Duchamp in his Etant donnés shows, the seer is always also an element 
seenn within the visual field. This condition of being seen, of being part of the 
visiblee world, is what threatens to undermine the condition of the seer as the 
onee who is able to see it 'as it is.' This awareness undermines the position 
grantedd by perspective, a position marked by absence. Awareness of being 
seenn undermines the illusion of mastery of the visual field because it brings 
withh it an awareness of being seen from a position from which one cannot see 
oneself. . 

Inn this chapter, I will explore some of the implications of the inter-
twiningg of seeing and being seen, in dialogue with Heinrich von Kleist's 
textt Ober das Marionettentheater (On the Puppet Theatre, 1810) and 
aa performance based on this text titled The Path of the Dancer's Soul 
(De(De Zieleweg van de Danser),*co-created by theater director Gerardjan 
Rijnderss and choreographer Krisztina de Chatel, and performed by a dancer 
andd an actor. The Path of the Dancer's Soul blurs the boundary between 
dancee and text-based theatre, a move that, as pointed out in the previous 
chapters,, is typical of many experiments by Dutch and Flemish theatre 
makerss in the 1980s and 1990s, including Gerardjan Rijnders himself. 
Rijnderss worked with the Dutch National Ballet for his version of The 
Bacchae,Bacchae,22 and later used the experiences he gained from working with these 
dancerss to create Ballef with actors from his own company. 

TheThe Path of the Dancer's Soul is a continuation of these explorations 
inn what, at first sight, seems to be a paradoxical format. A theatre director, 
aa choreographer, a dancer and an actor collaborate to come up with a 
performancee in which an actor stands still and speaks a text on one side of 
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thee stage, while on the other side a silent dancer performs dance movements. 
Thee stage is thus divided into two in a way that seems to confirm rather than 
crosss or dissolve the boundary between the disciplines. 

Thee title of the show is a quote taken from Von Kleist's text. This text 
consistss of three short stories about bodies seen, followed by a conclusion 
thatt turns the three stories into an argument about the relationship between 
self-consciousnesss and bodily grace. Von Kleist wrote that self-awareness 
andd bodily grace are antithetical. The less self-conscious living beings 
are,, the more beautiful their bodily appearance is, thus relating grace 
andd bodily beauty to a state of innocence that precedes the awakening of 
self-awareness.. Typically, Von Kleist's text directs all attention to bodies seen, 
implicitlyy placing the seer in the position of objective observer of what is 
theree to be seen. In their staging, however, Rijnders and De Chatel manage to 
redirectt attention and to expose the body seeing. Their staging reveals Von 
Kleist'ss narrator's objective observations on bodies seen as a highly subjective 
account.. Rather than resulting from the consciousness of the bodies he 
sees,, it seems to be his own consciousness that produces the disorders he 
observess in them. 

Mirror ,, Mirro r on the Wall — In Von Kleist's On the Puppet Theatre, a first-
personn narrator tells about an encounter some years earlier with Mr. C, the 
chieff dancer of the opera-ballet in the town of M. Much to his surprise, the 
narratorr discovers that Mr. C is a great admirer of the puppet theater. Mr. C 
appearss to think that puppets make much better dancers than human beings, 
andd he goes so far as to state that "any dancer who wished to improve his 
artt might learn all sorts of things from them" (Von Kleist 1982: 211). The 
narratorr sits down with him to listen to the grounds on which he bases this 
remarkablee assertion. 

Accordingg to Mr. C, the movements of the marionette are more 
beautifull because they are more natural, and he explains this beautiful 
naturalness,, or natural beauty, in terms of a lack of self-awareness. He 
acknowledgess that the range of movements that these mechanical bodies 
cann produce is, of course, limited. But the lightness, grace, and serenity 
withh which they are executed must, according to him, amaze every thinking 
person.. These movements are produced by an operation that may seem 
simplee from a mechanical point of view - consisting of a movement of the 
centerr of gravity in a straight or curved line - but which is really quite 
mysterious,, "for it is nothing less than the path of the dancer's soul" (Von 
Kleistt 1982: 212, italics in the text). In the mechanical puppet, this soul is 
locatedd in the exact center of gravity of the puppet's body, and this is what 
makess their movements so graceful. 
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Unlikee living dancers, the puppets have the advantage of counter-gravity. 

Theyy know nothing of the inertia of matter, which of all properties is the most 

obstructivee to the dance: for the force that lifts them into the air is greater than 

thatt which pulls them to the ground" (Von Kleist 1982: 214). 

Thiss weight that grounds living dancers also appears to have a metaphorical 
meaning.. Mr. C associates the disturbed relationship between movement and 
soul,, which he observes in living dancers, with the Fall. Living dancers paid 
forr their bite from the apple of knowledge with the loss of grace. More than 
theirr material weight, it seems to be their conscious awareness of themselves 
ass bodies seen, that disturbs the relationship between their soul and their 
movements.. As a result, their vis motrix - or soul - is usually located at any 
pointt other than the center of gravity, which results in the disturbance of 
naturall grace and produces affectation, which Mr. C associates with baroque 
mannerism. . 

Forr Mr. C, the dancing body of the marionette represents a state of 
naturall grace and innocence - a state that he, as a conscious being, has lost. 
Thee naturalness and truthfulness he perceives in the marionette's movement 
therefore,, do not result from a convincing representation of bodies as he 
knowss them. It is not because he is able to recognize himself in these bodies 
thatt they are so attractive to him; on the contrary, the marionette's true and 
naturall movements are more ideal than his own, and they therefore seem to 
promisee fulfillment of what he lacks. Looking at the marionette's dance 
providess him with a link to a state of innocence he has lost. It provides him 
withh a provisional, temporary, and of course - in the end - incomplete 
recoursee to what he will never (again) be. 

Thee narrator replies that he, too, knows only too well the "disorders 
thatt consciousness can produce" (Von Kleist 1982: 214), and tells of an 
eventt that happened to him three years before. He had been swimming with a 
youngg man whose physical form seemed to radiate a marvelous grace, of 
whichh the young man was not yet aware. While the young man was drying 
himself,, he unconsciously assumed the position of a famous statue called the 
Spinario,, a statue they had admired in Paris shortly before. Looking at 
himselff in a large mirror, the young man recognized the similarity and 
jubilantlyy pointed it out to the narrator. The narrator, however, although he 
hadd had to admit that he had noticed it too, laughed, saying that the boy was 
seeingg phantoms. The boy, confused, tried to re-create the jubilant moment, 
butt was not able to do so. 

Fromm this day on, as though from that very moment, an inconceivable transformation 

begann in that young man. He would stand whole days before the mirror; one charm 

afterr the other fell from him. An invisible and incomprehensible force, like an iron net, 

seemedd to spread over the free play of his gestures, and when one year had passed not a 

tracee could be detected of that sweetness which had once so delighted the sight of all 

whoo surrounded him (Von Kleist 1982: 215). 
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Inn front of the mirror, the body seeing and the body seen, separated in 
thee case of the marionette, merge into one, and it is exactly this merging 
that,, according to Mr. C, produces the reprehensible condition of self-
consciousness.. The marionette's inability to see prevents it from making the 
discoveryy that the boy made. The puppet will never become aware of itself as 
aa visible body and, therefore, will not lose its bodily grace. The boy, however, 
didd recognize himself in the mirror; he recognized the Spinario's beauty as 
hiss own, which resulted in one jubilant moment; from that moment on, 
however,, he was on a downhill path. Like Mr. C, nothing is left for him but 
too mirror himself in the ideal but unattainable grace of, for example, the 
marionette. . 

Vonn Kleist's story about the boy in front of the mirror shows remarkable 
similaritiess with Lacan's psychoanalytical account of the development of a 
sensee of self in what he calls the mirror stage. The mirror stage describes the 
momentt the young child is suddenly able to recognize the image of its body 
inn the mirror, that is, to recognize an image of its body as its own. According 
too Lacan, it is at this moment that the ego comes into existence as a mental 
refractionn of that image. 

Lacann founds his concept of the ego on Freud's remark that "The ego 
iss first and foremost a bodily ego: it is not merely a surface entity, but is 
itselff the projection of a surface" (Freud 1961: 27). With this statement, 
Freudd acknowledges that our experience of self is always circumscribed by 
andd derived from the body. In the Lacanian mirror stage, the role of vision in 
thee inauguration of the self is given a hitherto unimagined prominence. 
Throughh the mirror stage vision, body and self are inextricably intertwined. It 
iss through the mirror stage that one enters the scopic domain. Lacan calls it 
thee "threshold of the visible world" (Lacan 1977: 3). Furthermore, what is 
formedd in the mirror stage will be the rootstock of later identifications. 

Thee moment the child recognizes itself in the mirror image is, accor-
dingg to Lacan, "an identification in the full sense that analysis gives to the 
term,"" namely "the transformation that takes place in the subject as he 
assumess an image" (Lacan 1977: 2). It is a jubilant moment, for the visual 
imagoo of the body is more coherent than the organic disturbance and discord 
off the body as felt. However, as Lacan points out, the jubilant moment of 
assumingg an image is in fact a mis-recognition: It is an identification with 
somethingg outside the self. Like the marionette, the mirror presents an image 
off a more ideal body, but unlike Mr. C, the child in front of the mirror does 
nott see a more ideal other body. Instead, it recognizes the image as its own, 
andd identifies with it as the form - or Gestalt - of the ego in a way that 
concealss its own lack. This conflation of self and other on the threshold of 
thee visible world will remain an important ingredient of vision for the rest of 
thee subject's life. 
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Innerr  Mimicr y — Lacan presented his idea on the mirror stage at a conferen-
cee of the International Psychoanalytic Association in Marienbad in 1936.4 

Threee years later, John Martin published Introduction to the Dance. Like Von 
Kleist,, Martin believes that looking at dancing bodies is so attractive because 
-- in the ideal case - it allows for direct contact with the moving force - or vis 
motrix-motrix- behind the movements seen. This way, dance can compensate for 
somethingg lost, for a lack. 

Alll art, with the dance in the forefront, is a matter of compensation. It deals not with 

whatt we already have, but with what we lack (Martin 1939: 130). 

Forr Martin then, as for Von Kleist, this lack results from the loss of a more 
naturall or original state. 

Thee oneness of all dance lies in the fact that in its every manifestation it consists of 

movementt arranged in form to provide compensation for suppressions and unfulfillments 

inn life experience (Martin 1939: 132). 

Accordingg to Martin, modern life does not offer the opportunity to live one's 
inherentt potentialities to the maximum. Therefore, a set of circumstances 
mustt be set up to compensate for the denials and suppressions that occur in 
dailyy life. Dance is such a circumstance: it helps to restore the individual to 
whatt Martin calls "normal and harmonious functioning," that is, to a more 
naturall functioning which, according to him, is lost during the process of 
ongoingg civilization. This re-creational function of dance applies not only to 
dancing,, but also to looking at dance. Looking is what Martin does. 

Forr Martin, the vis motrix or soul of the dance does not reside in the 
centerr of gravity of the moving body, but in its ability to tap into pan-human 
emotions.. Through looking at dancing bodies, we have, according to him, 
accesss to a universal core of basic human feelings made evident through the 
choreographyy and performance, and this is accomplished through what Martin 
callss the body's capacity for inner mimicry. Through inner mimicry, we 

ceasee to be mere spectators and become participants in the movement that is presented 

too us and though to all outward appearances we shall be sitting quietly in our chairs we 

shalll nevertheless be dancing synthetically with all our musculature (Martin 1965: 3). 

Throughh a reaction of bodily responsiveness not unlike the one of the man 
photographedd by Renée Kool in front of Courbet's L'Origine du Monde (fig. 5), 
wee become aware of how it feels to make movements seen without actually 
executingg them. Rather, this bodily awareness allows us to feel not only 
movements,, but also feelings of the body seen executing them because, 
accordingg to Martin, there is a natural connection between seeing movement 
andd feeling it, and between feeling movement and emotions. In this way, 
dancee provides us with a universal language that unites all mankind. 
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Martinn writes not about marionettes, but about modern dance. With 
hiss explanation, he provided a rationale for the (then) new modern dance. His 
theoryy revises understandings of the meaning of bodies seen on stage and 
noo longer explains them in terms of Swans, Willis, or other ghosts in the 
representationn of a narrative on stage, nor reducing them to sexualized 
appearancess constructed to satisfy the desires of a male gaze. Nevertheless, 
hiss explanation also presents problems. As Susan Foster points out, Martin 
presupposess an intrinsic and mechanistic connection between seeing, 
movement,, and feeling. 

[He]] imagines movement to be the transparent vehicle of an innermost, and hence, 

pan-humann emotional realm. In the same way that muscular action intrinsically links to 

emotion,, so for Martin, the individual psyche replicates the tensile patterns of the 

universall human condition. (Foster, unpublished paper) 

Hee builds his universalist claim on the presupposition that the body 
spontaneouslyy maps the contours of the psyche, the veracity of its 
pronouncementss a direct product of its intrinsic connection to inferiority. 
Thiss would suggests that all human bodies have the capacity to feel what 
otherr bodies feel just by looking at them. Yet, notwithstanding the claimed 
universalityy of this pan-human realm of feelings, not all humans appear to 
havee equal access to it, nor do all human bodies appear to be equally able to 
expresss these universal emotions through their movements. Martin's body 
willinglyy mimics some bodies, but refuses to mimic others. For, while his 
conceptt of inner mimicry serves to justify Martha Graham's impersonations of 
nativee American dances and Helen Tamiris' embodiment of the plight of the 
Negro,, he also uses it to criticize black and native dancers for being too 
specificc to represent the universal. Like Von Kleist, he blames this difference 
onn disorders perceived in the bodies seen, claiming that it is their racial and 
ethnicc features that obstruct direct access to their vis motrix. They have to 
leavee behind their racial and ethnic features in order to enter a realm Martha 
Grahamm and Helen Tamiris possess 'by nature.' 

Spacing-ou tt  the Mirro r Stage — In Martin's model there are two bodies: the 
onee seeing and feeling in the auditorium, and the one seen as a spectacle on 
stage.. The gap separating them is bridged by an instantaneous mapping of 
onee body onto the other within the act of looking. Although Martin does not 
referr to psychoanalysis, it is hard to miss the analogy of his theory of seeing 
dancee with the Lacanian scenario of the mirror stage. And, surprisingly, 
Silverman'ss critique of the Lacanian mirror stage in The Threshold of the 
VisibleVisible World (1996) parallels Foster's critique of Martin on at least one 
cruciall point, namely the presupposed instantaneous and natural character of 
thee jump from the body felt to the body seen needed to support the claim for 
universality. . 
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Inn Lacan, this instantaneous (mis)recognition serves the constitution of 
thee self. In Martin, it allows for a direct contact with the feelings of the other 
bodyy seen on stage. In both cases, the automatic alignment of the visual and 
thee corporeal as presupposed by the authors produces a mixing up of what is 
selff and what is other. This mixing up is the core of Silverman's critical 
engagementt with Lacan. Her project is not to undo this mixing up, but to 
'space-out'' the instant in which it is supposed to take place, in order to 
showw it as a process of interaction that takes place over time and in which 
differentt positions are involved. A process, furthermore, that is not the result 
off natural or intrinsic mechanisms, but is mediated by culture. 

Silvermann turns to the work of Henri Wallon and Paul Schilder, two 
contemporariess of Lacan, for a slightly different account of the mirror stage, 
onee focusing less exclusively on vision in the constitution of the self.5 

Accordingg to Lacan, the mirror image itself - the image of the body seen 
inn the mirror - is sufficient to induce the "assuming of an image" that 
inauguratess the self. Silverman comes up with an alternative model, in which 
thee bodily ego has a sensational as well as a visual dimension. A model, 
furthermore,, in which the bodily ego is not unified but produced in an 
ongoingg process of "laborious stitching together of disparate parts" 
(Silvermann 1996: 17). 

Followingg Wallon, Silverman calls these components the "exterocep-
tive"" ego and the "proprioceptive" ego. The former is comparable to the 
mirrorr image; the latter refers to "the egoic component to which signifiers of 
deixiss like 'here,' 'there,' and 'my' are keyed' (Silverman 1996: 16). 
Silvermann points out the etymological roots of the term proprioceptivity as 
aa combination of proprius- "which includes among its central meanings, 
'personal,'' 'individual,' 'characteristic,' and 'belonging" - and capere, "which 
meanss 'to grasp,' 'to conceive,' and to catch'" (ibid.) She concludes that 
proprioceptionn signifies "something like 'the apprehension on the part of the 
subjectt of his or her 'ownness'" (ibid.). Proprioceptivity is bound up with the 
body'ss sensation of occupying a point in space, and with the terms under 
whichh it does so. It encompasses the muscular system in its totality, and 
involvess a non-visual mapping of the bodily form on the basis of a gathering 
togetherr of otherwise disparate and scattered sensations, provided by the 
variouss sense organs. And, finally, it "provides something which the specular 
imagoo alone could never provide - something which Wallon elsewhere, in an 
unfortunatee choice of words, designates as 'presence'" (ibid.). 

Embodie dd Presenc e — Silverman calls Wallon's use of the term 'presence' 
unfortunate,, because it does not correspond with the idea of presence as 
beingg non-relational and independent from cultural interference. The concept 
off proprioceptivity as Silverman develops it on the basis of Wallon, includes 
alll the effects of physical interactions not only with the physical environment, 
butt also with other bodies. These interactions take place 'within culture.' 
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Throughh these interactions the subject comes to have a body that is sensatio-
nallyy marked by gender, race, and sexual preference. It is in relation to this 
sensationallyy marked part of the bodily ego that we perceive things as being 
exteriorr to us, that the specular image might be said to be 'outside.' It is also 
thiss relationship that, in Silverman's re-reading of Lacan through Wallon, 
allowss for the jubilant experience of 'here and now-ness', in which the image 
outsidee and the bodily self as experienced from the inside seem to merge into 
one.. Silverman writes: 

Ass I have already suggested, the visual imago cannot by itself induce in the subject 

thatt meconnaisance about which Lacan writes. The experience which each of us at times 

hass of being 'ourselves' - the triumph of what I have been designating the moi part of 

thee bodily ego - depends on the smooth integration of the visual imago with the 

proprioceptivee or sensational ego. When the former seems unified with the latter, the 

subjectt experiences that mode of 'altogetherness' generally synonymous with 'presence'. 

Whenn these two bodies come apart, that 'presence' is lost (Silverman 1996: 17, italics 

inn the text). 

'Presence'' thus understood is not something given and observed to be 'over 
there,'' but an effect produced as a result of a particular relationship between 
visuall imago and proprioceptive ego, one that suggests its own absence in a 
jubilantt moment of (mis)recognition. 'Presence' results from a relationship 
betweenn a body seeing and the image of a body seen, and both sides of this 
relationshipp as well as what connects them, are embedded in culture. Within 
thiss relationship, 'presence' is an experience of confirmation of the body 
seeingg rather than a quality observed or present in a body seen. It is for these 
reasonss that Silverman calls the term 'presence' unfortunate. It is for these 
veryy same reasons that I think such a relational notion of 'presence' might be 
aa useful concept for rethinking the intense effects produced by the bodies 
seenn on the contemporary stage. 

Wallon'ss notion of 'presence' might help to turn presence into a critical 
andd productive concept again, because it allows for a relocation of 'presence' 
too the eye of the beholder. It helps to understand presence as an effect of 
culturallyy mediated vision, constituted within a relationship of seer and seen. 
Furthermore,, Silverman's re-reading of the mirror stage through Wallon makes 
itt possible to theorize how the eye of the beholder is embodied, that is, how 
thee beholder, as a body, is involved in seeing bodies on stage. Finally, this 
neww notion of theatrical presence might contribute to a re-reading of John 
Martin'ss concept of inner mimicry as a way of making things one's own 
throughh a process of non-visual mapping of what is seen on a culturally 
inflectedd body. 

Yet,, if the mirror stage is to be used as a model for the theater, some 
questionss have to be answered. Is it possible to use the mirror image model 
off identification to describe the relationship with bodies other than one's 
own?? Can the model of mirror stage identification describe what happens 
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whenn bodies see bodies that are not comparable to a mirror image in the 
strictt sense, as for example John Martin's 'assuming' of the image of Martha 
Graham'ss body? This immediately brings up a second question: Why does 
hiss proprioceptive ego smoothly integrate with Martha Graham's white female 
body,, but not with the image of a black dancer? What forms the limits of 
mirrorr stage identification? 

Thee Screen — In Lacan's account of the mirror stage, the subject 'assumes 
ann image' and as a result a transformation takes place, one that inaugurates 
thee self as we know it. The image assumed differs from the body as felt in 
somee important respects. Lacan puts it as follows: 

Thee fact is that the total form of the body by which the subject anticipates in a mirage 

thee maturation of his power is given to him only as a Gestalt, that is to say, in an 

exteriorityy in which this form is certainly more constituent than constituted, but in which 

itt appears to him above all in a contrasting size {un relief de stature) that fixes it and in 

aa symmetry that inverts it, in contrast with the turbulent movements that the subject 

feelss are animating him (Lacan 1977: 2, italics in the text). 

Thee difference between the body as experienced from within and the image 
perceivedd in the mirror, is of crucial importance for the assuming of the 
imagee to take place. It is because the image is more attractive than the body 
ass felt, that the infant subject is prompted to recognize it as its own. At the 
samee time, Lacan's reliance on the mirror - that is, on a tableau in which the 
visuall image seems to be a direct extension of the physical body of the child 
andd naturally related to it - implicitly but strongly suggests the importance of 
correspondence.. As a model, the mirror suggests that the child recognizes 
itselff in the image, because it is an image of its own body and is recognized 
ass such because it is the same. At this point as well, Silverman argues for 
moree 'space' in the Lacanian model. She sets out to theorize the possibility 
off a disjunctive relationship between visual imago and sensational body, a 
relationshipp that is mediated by culture. She proposes to replace the mirror 
withh Lacan's concept of the screen from Seminar XI. 

Inn Seminar XI, Lacan repeats what he had said previously, namely that 
forr his or her visual identity the subject relies on external representation. In 
hiss explanation here, however, he does not refer to a mirror, but to what he 
callss the screen. The screen is not reflective like a mirror surface, but is 
opaque.. The images of the screen appear as a result not of mechanical 
reflection,, but of cultural intervention. The screen makes visible what culture 
admits,, and blocks out the rest. In Male Subjectivity at the Margins (1992), 
Silvermann proposes imagining the screen as the repertoire of representations 
byy means of which our culture figures all of those many varieties of 'differen-
ce'' through which social identity is inscribed (Silverman 1992: 150). 
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Vonn Kleist's story of the boy in front of the mirror offers an example of 
thee working of the screen. In this story, the boy does not recognize himself in 
aa mere image of his body in the mirror. His jubilant moment of (mis)recogni-
tionn takes place at the moment that his mirror image resembles a classical 
statuestatue that he and the narrator had admired shortly before. The classical 
statuestatue represents an ideal of bodily beauty, especially at the time Von Kleist 
wrotee this text. "Copies are familiar and to be found in most German collec-
tions"" he says (Von Kleist 1982: 215). The statue represents an ideal that 
belongss to the cultural repertoire of images that makes up the screen. 

Theree is no existential connection between the screen image and the 
subjectt who is defined through it, and no necessary analogy. The screen can 
invitee identification with images that are rather different from a mirror image 
inn the literal sense. This distance, however, does not imply freedom. To be 
ablee to successfully invite identification, the image must possess a certain 
ideality.. It must appeal to a desire, just as the mirror image appeals to the 
childd who identifies with it. What can appear as ideal, is culturally mediated. 
Furthermore,, what is culturally mediated is not only what can appear as an 
ideall image, but also who is allowed to identify with it. It is not enough that 
thee subject (mis)recognizes him or herself within an image. In the Lacanian 
modell of the field of vision, the (mis)recognition can only be successful if 
thee subject is apprehended in that guise by the other. The alignment of the 
proprioceptivee with the exterioceptive ego involves more than the look of the 
bodyy seeing and feeling. It involves the look of others, the look of the other. 
Identification,, it turns out, is a three-way rather than a two-way transaction 
(Silvermann 1996: 18). 

Thee experience of being seen has a tremendous effect on our sense 
off self, and on how we experience the relation between self and world. It 
cann confirm our self(mis)recognition, but it can also deny positive identifica-
tion,, as happens to the boy in Von Kleist's story. The older man, being the 
authority,, has introduced the boy to the culture represented by the Spinario, 
andd to the notion of bodily ideality represented by it. He taught him how to 
seee it and, more important, taught him to see 'through' it, and even to see 
himselff 'through' it. Yet in the end, what is decisive is not how the boy sees 
himselff or would like to see himself, but how he is seen. As soon as the boy 
recognizess himself in the mirror image, he turns to the man for confirmation 
off what he sees. The man, instead of providing such confirmation, destroys 
thee self-image of the boy, leaving him in confusion. This negative possibility 
iss implied by Lacan's account of the mirror stage, but he does not theorize it. 
Thiss possibility, however, is central to Silverman's elaboration on the 
Lacaniann model. 

Silvermann refers to Franz Fanon's Black Skin White Masks (1986) in 
orderr to illustrate the devastating effects of such a denial on the construction 
off a self-image. Fanon - a black man born in one of France's former colonies, 
andd "raised on a steady diet of Gaelic culture" - regards himself as 'French' 
ratherr than 'black' (Silverman 1996: 27). At least, as long as he remains in 
thee colony. When he moves to France, however, he is suddenly confronted 
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withh what he looks like in the eyes of those who are not black. He describes 
howw he feels himself being addressed by the look of others in a very discon-
certingg way. He feels himself being seen through images of blackness and in 
thiss way, forced to identify with an imago he did not identify with before.6 

Vonn Kleist's and Fanon's stories demonstrate how we become aware of 
ourselvess as bodies not only through reflections in mirrors, but also through 
thee look of others seeing us. Through our awareness of being seen, we beco-
mee aware of ourselves as a spectacle for others and as part of the spectacle 
off the world. This is not the result of the look of individual people projecting 
thingss onto one another. Fanon states how it is impossible for him to indicate 
thee source from which he is seen through these images of blackness. 
Wheneverr he tries to point at where it comes from, the source seems to 
evaporate.. His awareness of being seen results from an unrealizable 
mechanismm that makes him feel 'photographed' in an undesirable way. This 
iss what Lacan theorizes as the mechanism of the gaze. 

Silvermann describes the Lacanian gaze as something that impresses 
itselff upon us through the sensation each of us at times has of being held 
withinn the field of vision, of being given over to specularity (Silverman 1996: 
167).. The gaze is everywhere and nowhere at the same time, and manifests 
itselff more through its effects than through its source. It has much in com-
monn with the Sartrean concept of le regard in his famous theoretical story of 
thee voyeur peeping through a keyhole, which has become deeply familiar in 
contemporaryy critical theory.7 Although Lacan engages himself with Sartre's 
textt only once, his account of the gaze, according to Silverman, "begs to be 
readd in tandem with that text" (Silverman 1996: 167). This is not only 
becausee of the similarities, but also because reading them in tandem can 
helpp to clarify the differences between them. Since these differences are 
cruciall to the critique of vision as presented in The Path of the Dancer's 
Soul,Soul, I will follow Silverman's argument and start with a brief look at her 
readingg of the Sartrean model. 

Thee Gaze — Sartre distinguishes between two different acts of looking, and 
illustratess the difference between them with the example of a voyeur peeping 
thoughh a keyhole, like the seer in Duchamp's Etant donnés discussed in the 
previouss chapter. The voyeur is absorbed in the spectacle in front of him to 
suchh a extent that his own embodied presence escapes his attention. In his 
conditionn as voyeur, he is devoid of self-consciousness and paradoxically, this 
iss synonymous with a certain transcendence. But then, suddenly, something 
happenss that reminds him of his 'being there,' for example, the sound of 
footstepss behind him. 

Thee sound conjures him out of his state of 'nothingness' into 
existence.. He becomes aware that he himself is part of the visual world as 
well,, seen from the point of view of the other evoked by the footsteps. From 
havingg a pure consciousness of things, the voyeur now becomes aware of 
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himselff as a spectacle, and it is through this awareness that a consciousness 
off self is produced in him. This sense of self is inextricably bound up with an 
awarenesss of his own specularity, of his being visible to others, to the other. 

Thee voyeur suffers his specularity as the loss of transcendence. His 
transcendentt position is transcended, and he feels himself no longer master 
off the field of vision. His mastery is unmasked as an illusion, as he suddenly 
realizess that he himself is also 'on view.' Like Von Kleist's Mr. C before him, 
Sartree relates this falling into a state of self-awareness with the Fall. To 
functionn as a spectacle, and thus to exist for the other, is to lapse into a 
'fallen'' state (Silverman 1996: 165). 

Silvermann points out how Sartre associates this experience of 
specularityy with a whole series of psychic 'symptoms', all of which are some-
howw indicative of the condition of being in a relation of exteriority to one's 
self.. These symptoms are then imaginarily converted into a list of antithetical 
valuess to produce le regard (Silverman 1996: 164). She demonstrates how 
thesee oppositions contribute to a central opposition at work at the heart 
off Sartre's model of the field of vision: that of subject and object or, to be 
moree precise, the antithesis of a pure or absolute subject and an object that 
iss its absolute opposite. 

Ass Silverman observes, Sartre characterizes this 'pure subject' in terms 
thatt are so in excess of human capacities that it ultimately becomes a 
phantomm category, one that cannot be associated with an actual pair of eyes. 
Shee therefore calls this absolute subject a 'specular agency' fantasized into 
existencee on the basis of the voyeur's apprehension of his emplacement 
withinn the field of vision. It is more a subjective effect than the result of an 
actuall situation (Silverman 1996: 166). Yet, at the same time, Sartre 
attributess human (or at least anthropomorphically inflected) functions to 
thiss agent, as a result of which the absolute subject or other appears as an 
imaginaryy rival. 

Thee Sartrean model of the field of vision informed what is now a 
stronglyy established line of feminist criticism that gained its fullest 
theoreticall articulation in film studies. Theorizing the role of the camera in 
thee construction of what is to be seen on film, how the camera mediates in 
thee appearance of female bodies, and how this construction invites particular 
wayss of looking at them, has assisted in unmasking the appearance of bodies 
onn screen as product of subjective vision, constructed to satisfy what is 
calledd 'the male gaze.' What might otherwise pass for a mechanical 
inscriptionn of what bodies look like, thus becomes exposed as a construction 
implyingg a specific point of view. 

Thesee developments in film theory in their turn proved to be productive 
forr the theatre as a tool for analyzing the appearance of women in the 
scenarioss on stage. However, the transposition of this model to the theatre 
hass its problems. As Sue Ellen Case (1995) observes: 
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Thee power relations of the Gaze in narrative cinema seemed homologous to operations of 

spectatorshipp in the theatre. Yet the obvious but astonishing fact that this construction of 

thee Gaze helped to inscribe a role for the technology of the camera and the screen in the 

criticall understanding of gender politics somehow eluded our attention. We neglected to 

comprehendd fully how the power relations in the visual were necessarily cojoined with a 

mechanicall apparatus for seeing (Case 1995: 330). 

Theatree does make use of techniques to direct attention and to guide the look 
off the audience, such as various modes of focalization (see chapter 2), yet it 
lackss a technique of vision comparable to the camera. Furthermore, although 
somee theatre traditions and theatre practices do exploit the voyeuristic 
pleasuree of peeping through a keyhole into another world while remaining 
invisiblee in the dark, a wide range of other theatrical practices demonstrate 
thatt this is not a necessary characteristic of the theatre event, nor is it a 
necessaryy precondition for the intense experience referred to as 'presence.' 
Onn the contrary, in many contemporary theatre practices, it is precisely the 
directt and explicit relationship with the audience that contributes to the 
intensityy of the theatre as a 'live' experience, directly present and visible over 
there. . 

Thesee bodies seen on stage are not objectified the way female bodies 
onn film are turned into spectacle and criticized in feminist film theory. 
Theyy do not necessarily capitalize on voyeuristic pleasures. Often they are 
explicitlyy theatrical. They look back at the audience, showing that they 
knoww that they show. They present a challenge to the audience to make a 
distinctionn between the act of showing and what is actually there to be seen, 
inn this way challenging the old anti-theatrical prejudice reflected in Mr. C's 
rejectionn of the self-conscious behavior of living dancers as displaying" 
baroquee mannerism." That is, they challenge the use of theatricality as a 
pejorativee term that refers to false or inauthentic behavior, so concerned with 
beingg seen that appearance takes precedence over what is shown. What is 
more,, they challenge the presuppositions that underlie this negative 
understandingg of 'theatricality', namely that it would be possible to see 
thingss 'as they are', and that this 'givenness' becomes distorted in a self-
consciouss act of showing. In this way, these 'exhibitions' of bodies on stage 
pointt to some of the limitations of the Sartrean model for an analysis of 
visionn in the theatre. 

Inn Sartre's model, the point of view of the voyeur is transcended and 
exposedd in its objectivity. The model thus tends to confirm rather than to 
deconstructt the opposition of 'mere' representation and a true presence 
behindd it. According to Silverman, Sartre misses the crucial opportunity 
implicitt in the concept of the 'looked at look' - that is, the opportunity to 
theorizee it in relation not to objectivity, but to subjectivity. She acknowledges 
thee value of his insistence upon the eye's embodiment and specularity for 
feministt attempts "to divest the male look of its false claim to be the gaze," 
yett also points out that what happens this way is not so much a 
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deconstructionn as a relocation of the notion of a transcendental eye 
(Silvermann 1996: 166). Von Kleist's story demonstrates what such a 
relocationn involves, and how it helps restore a stable sense of self through 
thee construction of a new, all-seeing point of view of the absolute subject 
that,, like Evelyn Fox Keller's paradoxical scientific subject, has dissociated 
himm or herself from any specific location. 

Paradis ee Regained ? — In Von Kleist's third story, Sartre's imaginary rival 
materializess into an actual body and literally becomes a rival in a fencing 
match.. In this story, Mr. C recalls a visit he once paid to the estate of a 
Livoniann nobleman. Mr. C, along with being a very good dancer, is also a 
virtuosoo fencer and is more than a match for all but one of his opponents. 
Afterr he has defeated the sons of the nobleman, they challenge him to test 
hiss skills on a bear that their father is having raised on the estate. Much to 
hiss own surprise, Mr. C appears to be unable to beat the bear. The bear 
makess him feel highly uncomfortable. What appears to be most formidable is 
thee way the bear looks at him and seems to be able to read his soul. 

Thee earnestness of the bear was robbing me of my composure, thrusts and feints 

followedd on one another, I was dripping with sweat: in vain! It was not merely that the 

bear,, like the world's leading fencer, parried every one of my trusts, but to my feints he 

reactedd not at all (a feat that no fencer anywhere could match). Eye to eye, as though he 

couldd read my very soul, he stood with his paw poised for the strike, and if my thrusts 

weree not in earnest he simply did not move (Von Kleist 1982: 216). 

Mr.. C feels threatened by the bear, while in fact it is he who attacks the bear. 
Thee bear only defends itself. What is really threatening Mr. C is the bear's 
look.. This unexpected look undermines Mr. C's notion of himself not only as a 
masterr fencer, but also as master of the field of vision. Like the Sartrean 
voyeur,, he is robbed of his sense of transcendence and mastery, and feels 
exposedd as part of the visible world. 

Inn Von Kleist's story, Mr. C finally beats the bear in the conclusion in 
whichh he puts the three stories in a broader, cosmological perspective. 
Inn this conclusion, he himself produces a new point of view that allows him 
too transcend the threatening encounter with the bear, and to regain his sense 
off self as master of the field of vision. According to him, the three stories 
demonstratee how 

inn the organic world, as reflection grows darker and weaker, grace emerges ever more 

radiantt and supreme. - But just as two intersecting lines, converging on one side of a 

point,, reappear on the other after their passage through infinity, and just as our image as 

wee approach a concave mirror, vanishes to infinity only to reappear before our very eyes, 

soo will grace, having likewise traversed the infinite, return to us once more, and so 

appearr most purely in that bodily form that has either no consciousness at all or an 

infinitee one, which is to say, either in the puppet or in a God (Von Kleist 1982: 216). 
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Thee conclusion exploits what Pau! de Man describes as "the idea of 
innocencee recovered at the far side [...], of paradise regained after the fall 
intoo consciousness [...], of a teleological and apocalyptic history of 
consciousness."" This is a history in which the gap separating being and 
consciousnesss will finally be closed again in a state of immediate presence, 
aa return to paradise lost, to a state of primordial wholeness. As de Man 
observes,, these powerful and seductive ideas of the romantic period make 
itt easy to forget how little this pseudo-conclusion in fact has to do with the 
restt of the text, (de Man 1984: 267-268) 

Thee conclusion suggests a symmetry that is not supported by the 
storiess it claims to be based upon. For, although it is not difficult to link the 
conclusionn to the first story about the marionette owing its superior grace 
too its lack of consciousness, the question remains as to how to consider the 
otherr possibility for the return of grace - God - a bodily form with infinite 
consciousness.. None of the three stories provides a clue about the 
relationshipp between infinite consciousness and bodily grace. On the contrary, 
againn and again they stress the first part of Mr. C's conclusion that grace and 
reflectionn are to be understood as antagonistic. The second story - about 
thee boy in front of the mirror - is an illustration of how self-consciousness 
hinderss bodily grace. When the boy self-consciously tries to assume the 
imagee of the Spinario, he is not able to repeat the graceful attitude he 
unconsciouslyy assumed a moment ago. No clue is given as to how to 
overcomee this troubling situation again. The third story about the bear, is 
evenn more puzzling in relation to the teleological and symmetrical history 
suggestedd in the conclusion. Where to position the bear in the teleological 
historyy of consciousness 'from puppet to God'? 

Inn the first and the second story, Mr. C and the narrator are the sub-
jectss observing grace - or the lack of it - in other bodies. They explain this 
lackk of grace in terms of a relationship between consciousness and grace in 
thee bodies observed. In the third story, however, Mr. C is the object of the 
sharpp eye of the bear. Here, so it would seem, it is the bear's lack of 
consciousnesss that allows him not to perform, but to read movements in a 
superiorr way. The bear sees through Mr. C's attempts to fool him, and this 
givess Mr. C the feeling of being exposed. 

Thee look of the bear undermines not only Mr. C's self-image, but also 
thee Sartrean symmetrical model of the field of vision. Although the story of 
thee bear is similar to the Sartrean scenario in some ways, it differs from it in 
importantt respects. For example, unlike the voyeur, Mr. C can hardly have 
beenn unaware that he was the object of the bear's vision, otherwise it would 
makee no sense to fence with the bear. Therefore, it cannot be his sudden 
realizationn that he is seen by the bear that bothers him and undermines his 
sensee of self as master of the situation. It is rather, the way in which he feels 
exposedd to others, just as it is others- and not the bear threatening him -
thatt he has to convince of the truth of his conclusion, of his version of 'how 
itt is' with the world. It is the narrator's confirmation that Mr. C seeks with 
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thiss conclusion, and it is through the involvement of this third party 
thatt he sets out to regain his sense of self and of mastery. Mr. C's story about 
thee bear thus indicates an asymmetry at work in the field of vision that 
Sartre'ss model does not account for and is better theorized through Lacan. 

Lacann stresses the asymmetry of the look with which the voyeur peers 
throughh the keyhole, and the gaze with which he is surprised. The Lacanian 
gazee is not the same as the look of a subject: the gaze escapes the category 
off the subject. At one point, Lacan defines it as "the presence of others as 
such,"" but is eager to make clear that it is a "function of seeingness" and is 
nott to be mistaken for the look of concrete other subjects (Lacan 1981: 84). 
Thiss 'function' precedes any individual act of looking, and is that out of 
whichh the look somehow emerges much as language might be said to 
pre-existt the subject and provide him or her with signifying resources. 
Forr this reason, Silverman calls the gaze "the manifestation of the symbolic 
withinn the field of vision" (Silverman 1996: 168). The Lacanian gaze 
disruptss the symmetrical opposition of subject and object, of self and other, 
off body and mirror image. It is neither subjective nor objective. The gaze 
appearss as a third term mediating in the constitution of what is self and what 
iss other. It points to the interference of culture in the experience of 'just 
looking,'' and in how we perceive the visual field. 

Itt is the gaze that can be seen at work in John Martin's body 
mimickingg the body of Martha Graham, perceiving the ideal image presented 
byy her white, female body as 'naturalness,' while rejecting the bodies of 
blackk and native American dancers as distortions of the natural essences he 
perceivess in Graham. It is not only because Martin is white, like Martha 
Graham,, that her body can appear to him as more natural and truthful, but 
alsoo because within the culture in which Martin's observations take place, 
whitenesss signifies this complex intertwining of the 'natural' and the ideal. 
Itt is therefore also not only because Martin himself is not black or native 
American,, that seeing native or black bodies does not produce that feeling 
off recognition, the feeling of being able to spontaneously feel the feelings of 
thee bodies seen. As Silverman's example of Fanon demonstrates, recognition 
iss not only based on sameness or similarities; it also involves a certain 
culturallyy specific ideality, as a result of which - within a particular cultural 
andd historical context - some bodies can appear as 'how it is', that is, as the 
manifestationn of a 'naturalness' that other bodies lack. 

Gesture ss of Exposur e — In their staging of Von Kleist's text, Rijnders and 
Dee Chatel foreground the asymmetry at work in the field of vision on stage 
throughh a most effective, if not terribly spectacular, mise en scène. They 
presentt Von Kleist's text as an act of exposure, literally an exhibition of a 
bodyy on stage, and a very specific one at that. Their staging resembles the 
gesturee of showing which, according to Mieke Bal (1996), is typical of a 
museum.. It is a gesture that points to things, saying 'look, this is how it is.' 
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Althoughh Bal deals with exhibitions, and not with theatre performances, her 
analysiss of the exhibition as an act of exposure is useful for an analysis of the 
exhibitionn of bodies on stage. 

Inn an act of exposure, something is made public and, in Bal's view, 
thiss involves making public the deepest held views and beliefs of a subject. 
Exposition,, therefore, is always also an argument. In publicizing these views, 
thee subject exposes himself or herself every bit as much as the object. "Such 
exposuree is an act of producing meaning, a performance" (Bal 1996: 2). The 
performativee character of exposure however, remains hidden in the typical 
constativee gesture of exposure of the museum that asserts 'this is how it is.' 

Inn order to lay bare the performative aspects involved in constative 
gesturess of exposure, Bal proposes to conceive of gestures of showing as 
discursivee acts analogous to speech-acts. In such acts, three positions or 
'persons'' are involved: The 'first person' - the exposer - who tells a 'second 
person'' - the visitor - about a 'third person' - the object on display (Bal 
1996:: 3-4). In the Rijnders/De Chatel performance, the actor represents the 
firstt person. He stands on the left-hand side of the stage and recites Von 
Kleist'ss text On the Puppet Theater. He acts as though he is giving a lecture, 
addressingg the audience that represents the second person. On the right-
handd side of the stage, there is the dancer making simple dance movements. 
Hee does not speak; he is just there, acknowledging the presence of the 
audiencee through his look. He represents the third person, the object on 
display,, the body exhibited. 

Thee object is framed in a way that enables the statement to come 
across.. This frame helps to read what is seen according to the logic implied 
withinn the frame. An important part of framing in this performance is the 
changee of title, from Von Kleist's On the Puppet Theater to Rijnders and De 
Chatel'ss The Path of the Dancer's Soul, which is a quote from the text. This 
neww title turns the dancer into the object of the argument. The object seen 
doess not participate in the conversation. The object is there to substantiate 
thee statement. However, unlike the speech-acts that make up Von Kleist's 
text,, in the performance the object, although mute, is present. This is 
important,, for it allows for a critical move. 

Whenn the speaker is near the end of the text, the dancer makes an 
unexpectedd move: he leaves his position on the right-hand side of the stage, 
walkss toward the speaker, and looks at him. This move appears to be highly 
uncomfortablee for the speaker, who tries to avoid the dancer's eyes, to 
ignoree his presence near him, and to focus his attention on the audience. 
Thee speaker begins to repeat the entire text at double speed, as well as his 
demonstrativee gestures. 

Thee unexpected move by the dancer resembles that of the bear in 
Mr.. C's story, just as the response of the speaker resembles that of Mr. C. 
Likee Mr. C, the speaker tries to counter the threat by attempting to impose 
hiss story - his vision of 'how it is' - on the audience, and to deny the 
disturbingg look of the object of his vision. He literally ignores the dancer and 
repeatss what he has already said, as though to stress that this is 'how it is.' 
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However,, the dancer, who is visually present before the eyes of audience, pre-
ventss him from accomplishing what Mr. C manages to accomplish in the text. 
Onn stage, the speaker loses his authority, and his demonstration of 'how it is' 
withh the object of his attention turns into an exposition of himself as an 
embodiedd subject. 

Thee unexpected move by the dancer offers the audience a second point 
off view. This critical move presents an invitation to the audience to look in a 
differentt way. This moment presents an example of what Mieke Bal (1991) 
hass called the 'navel' of the performance text. The dancer turns from object 
seenn into a subject of focalization who redirects the audience's attention 
towardss the speaker. Of course, this speaker was visible from the outset and 
wass well aware of his being visible. Yet, the look of the dancer exposes him 
inn a different way. 

Thee dancer's move causes an actual re-reading of the entire text by Von 
Kleistt in a different way exposing it not as a demonstration of truth, but as a 
nervouss attempt by the speaker to keep going. By redirecting attention, the 
dancerr turns the demonstration of 'how it is' with the dancer - with bodies 
seenn - into a performance that instead exposes the observer as subject 
seeing.. His critical move turns the demonstration of 'how it is' with the body 
off the dancer seen, into an exhibition of the speaker as body seeing. As a 
result,, the speaker is exposed as a desiring subject, exposed to himself, and 
alsoo to the 'presence of others as such.' In this process, the look of the 
audiencee stands in for the Lacanian gaze. This is not to say that the audience 
iss gazing, nor that their look is the gaze: The Lacanian gaze refers to 
beingg conscious of one's visibility. The Path of the Dancer's Soul uses the 
theaterr situation to externalize the mechanism and in this way to expose its 
functioning. . 

Exposin gg the Audienc e — In The Path of the Dancer's Soul, the desiring 
subjectt exposed is a body on stage. Lacan's account of the field of vision 
however,, allows for an analysis of how the look of the body seeing in the 
auditoriumm is also under cultural and psychological pressure. Here, moments 
off 'presence' prove to be particularly instructive. With a Lacanian model of 
thee construction of the field of vision, it is possible to understand the feeling 
off intense closeness to bodies directly 'present' on stage, not in terms of the 
characteristicss of the object, nor as the result of the immediateness of 
thee presentation, but as the effect of a culturally mediated way of looking. 

Evenn before we become conscious of having seen something, 
perceptionn has been processed in all kinds of ways. The look is exhorted 
fromm many sides to perceive and affirm only what generally passes for 
'reality.'' In Male Subjectivity at the Margins (1992), Silverman proposes to 
replacee 'reality' with dominant fiction. The 'fiction' in 'dominant fiction' 
foregroundss the constructed nature of what passes for reality. The 'dominant' 
pointss to the fact that there is more than one fiction possible and, also, that 
thesee different possibilities do not have equal access to the 'reality' status. 
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Callingg reality a fiction undermines its ontological claims on truth, and opens 
itt up to change and cultural difference. Here again, however, it is important 
too notice that this does not imply unlimited freedom. The dominant fiction is 
nott a story told by the self, nor can it be changed by an individual. It is the 
storyy within which both world and the self are produced, and it is at work at 
levelss we do not consciously control. 

Thee 'mirror stage moment' in Von Kleist's text can be read as a 
demonstrationn of the dominant fiction at work. What is needed in order to 
exposee this fiction at work, is to redirect attention analogous to the critical 
movee performed by the dancer in The Path of the Dancer's Soul. Von Kleist's 
narratorr tells a story about a boy in front of a mirror. Yet, this story is not that 
of,, nor that told by, the boy: it is the story of the older man observing the 
boy.. It is as much about him as about the boy observed. Interesting in this 
respectt is the account the narrator gives of his own reaction to what happens 
too the boy. Recalling the moment the boy pointed out that he looked like the 
Spinario,, the man says: 

II indeed had noticed it too in the very same instant, but either to test the self-assurance 

off the grace with which he was endowed, or to challenge his vanity in a salutary way, I 

laughedd and said he was seeing phantoms (Von Kleist 1982: 215). 

Hiss denial of the boy's discovery is not the correction of a mistake. It is not 
ann exposure of 'how it is,' confronting the boy's subjective point of view with 
thee objective truth seen from a transcendental point of view. On the contrary, 
itt is a denial of what he, too, has seen, but does not or cannot believe. 
Hiss response is a subjective reaction dictated by cultural values and psychic 
pressure,, dictated perhaps by the same cultural presupposition that was 
alreadyy at stake in the first story, namely that a living and self-conscious 
beingg can never approach the beauty and grace of a marionette. Seen this 
way,, the older man's reaction is an aggressive one toward someone who 
seemss capable of approximating what he himself cannot. His reaction 
demonstratess how he translates a threat to his own ego into a disorder 
perceivedd in the boy. 

Inn the same way, to expose the audience as a desiring subject, what 
iss needed is an explanation of the appearance of bodies on stage as the 
productt of a cultural and psychological determined look, rather than as 
simplyy being there to be seen. Here again, moments of 'presence' can 
providee a point of entrance for they present a kind of audience variant of the 
constativee gesture of 'this is how it is.' 'Presence' - understood in terms of 
Silverman/Wallonn as a successful stitching together of an image of a body 
seenn and the proprioceptive ego of the body seeing - can function as a 
meaningfull pointer, indicating that the body seen appeals to a desire of the 
bodyy seeing. This desire is nota deformation of reality, but constitutive of 
whatt is perceived as reality. To demonstrate what such an exposure of the 
subjectt of vision could mean, I will end this chapter with a little thought 
experiment,, and conceive of the mirror stage as described by Lacan as a 
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stagedd situation like the Rijnders/De Chatel performance. In order to 'look 
back'' at the subject of vision, I will perform a move analogous to the one 
proposedd by the performance, and expand Bal's analysis of the act of expo-
suree as a discursive gesture to this academic demonstration of 'how it is.' 

Lookin gg back at Lacan — Like Von Kleist's story about the boy in front of the 
mirror,, the Lacanian account of the mirror stage is a story about a child and 
nott that of, or by, this child. It is the story of Lacan seeing and observing the 
child,, and it is therefore, as much about the subject 'Lacan' as it is about 
thee child. By 'the subject Lacan,' I do not mean Jacques Lacan as a histori-
call person, but the subject of vision as it is produced in his text. I wonder 
whatt his text about the mirror stage can tell me about this subject of vision 
ass a body. What could it mean to understand Lacan's observations as the 
productt of an embodied look under cultural pressure to perceive the world 
fromm a pre-assigned point of view? As I will show, especially the jubilant 
recognitionn is telling in this respect, provided that it is approached as 
proposedd by the performance, that is, starting from the question of to 
whomm this bodily image appears as more ideal, and what desire this image 
appealss to. 

Accordingg to Lacan, it is the organic disturbance and discord of the 
bodyy as experienced from the inside that prompts the child to assume whole 
body-imagee perceived in the mirror. Lacan acknowledges the possibility of 
momentss of collapse of the alignment with the ideal image, moments that 
resultt in what he calls the fantasy of the body in bits and pieces. Silverman 
pointss out that this explanation in terms of disintegration and failure is only 
onee way of apprehending the heterogeneity of the corporeal ego, and a very 
particularr one, too. It is a way of apprehending that is inextricably tied to 
aspirationss concerning wholeness and unity. Silverman proposes to reverse 
Lacan'ss argument, and argues that the opposite is actually true. It is not that 
thee child seeks wholeness because it experiences itself as fragmented. 
Accordingg to Silverman "it is the cultural premium placed on the notion of a 
coherentt bodily ego that results in such a dystopic apprehension of corporeal 
multiplicity"" (Silverman 1996: 21). It is because of the cultural appreciation 
off bodily wholeness that the child experiences its bodily fragmentation as 
dystopic.. Both the identification with the unitary image of a body in the 
mirror,, and the fantasy of the body in bits and pieces, are the result of the 
culturall premium placed on unity that informs the Lacanian subject. 

Silvermann likewise draws attention to the constructed nature of what 
cann appear as an ideal image. Again, she points to the fact that the relation 
betweenn the image the subject identifies with, and the body as felt, has to be 
understoodd as a product of culture, rather than naturally given. Yet at this 
point,, Silverman's elaboration on Lacan seems to open onto a more profound 
critiquee as well. A further implication of her reading seems to be that the 
specificc relationship of body image and body as felt, as observed by Lacan 
mightt be culturally informed. 
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Susann Buck-Morss (1992) offers a further possibility for thinking in 
thiss direction. Lacan characterizes the coherence to which the classical sub-
jectt aspires as "the armor of an always alienating identity" (Lacan 1977: 4). 
Itt is the result of a cultural logic in which 'wholeness' - a coherent bodily ego 
-- signifies psychic health. Susan Buck-Morss suggests however, that this 
culturall imperative has to be understood in the context of sensory alienation 
typicall of modernity. According to her, the significance of Lacan's theory 
emergess in the historical context of modernity as precisely the experience of 
thee fragile body and the dangers of fragmentation. She presents her critique 
off Lacan as part of a re-reading of Walter Benjamin's famous essay "The 
Workk of Art in the Age of Mechanical Reproduction," which appeared in 
1936,, the year that Lacan first presented his ideas on the mirror stage. 

Buck-Morsss describes how, according to Benjamin, the very essence of 
thee modern experience is shock. The technologically altered environment of 
modernn city life, the factory, and modern warfare, expose the human 
sensoriumm to physical shocks that have their correspondence in psychic 
shock.. It is against this cultural background of this kind of Western, big city 
modernityy that the unitary, well outlined body-as-image in the mirror appears 
desirable,, argues Buck Morss. 

Thee mirror image is a body as seen from the point of view German 
writerr Ernst Jünger describes as 'second consciousness.' Jünger calls the 
technologicall order dominating modern life a mirror that reflects back an 
imagee of the body that alters our awareness of ourselves as embodied beings. 

Inn the great mirror of technology, the image that returns is displaced, reflected onto a 

differentt plane, where one sees oneself as a physical body divorced from sensory 

vulnerabilityy - a statistical body, the behavior of which can be calculated; a performing 

body,, actions of which can be measured up against the norm; a virtual body, one can 

enduree the shocks of modernity without pain (Buck-Morss 1992: 33). 

Inn modern Western big city life, war causalities, as well as industrial and 
trafficc accidents, have become accepted as a feature of existence, and have 
forcedd modern man to develop a second consciousness that is indicated in 
thee ever-more sharply developed capacity to see oneself as an object. Jünger 
writes:: "It almost seems as if the human being possessed a striving to create 
aa space in which pain [...] can be regarded as an illusion" (Jünger quoted 
inn Buck-Morss 1992: 33). 

Thee construction of a second consciousness that manifests itself as the 
resultt of identification with an image of the body, divorced from the sensory 
vulnerabilityy of the body felt from the inside, reacts against the shocks that 
makee up modern life. Benjamin - relying on the Freudian insight that 
consciousnesss is a shield protecting the organism against stimuli - comes 
upp with a neurological explanation pointing in the same direction. To protect 
itselff against the constant bombardment of shocks, the ego employs 
consciousnesss as a shield, blocking the openness of the synaesthetic system 
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off the body, thereby isolating present consciousness from past memory. As a 
result,, experience becomes impoverished. 

Beingg 'cheated out of experience' has become the general state, as the synaesthetic 

systemm is marshalled to parry technological stimuli in order to protect both the body from 

thee trauma of accident and the psyche from the trauma of perceptual shock. As a result, 

thee system reverses its role. Its goal is to numb the organism, to deaden the senses, to 

represss memory: the cognitive system of synaesthetics has become, rather, one of 

anaestheticss (Buck-Morss 192: 16, italics in the text). 

Buck-Morsss suggests that the cultural imperative of assuming the image of 
thee unitary body in the mirror is a symptom of the threat imposed on 
thee subject as a vulnerable body under the pressure of modern life and a 
technologicallyy altered environment. Furthermore, this cultural premium not 
onlyy informs the subject to identify with a particular bodily image, but also 
thee specific relationship of body image, and body as felt, that makes up the 
veryy foundations of the Lacanian model of ego formation. His conceptualiza-
tionn of subject formation resonates with the 'disembodied' character typical 
off the modern understanding of vision, as well as the vigorous privileging of 
visionn over the other senses. It is through looking that modern individuals are 
understoodd to gain insight into themselves and the world, to such a extent 
thatt the T of the looker and his or her eye almost become conflated. 
Elementss of this fable can still be seen at work in today's understanding of 
ourselvess as embodied subjects, and in how we experience our relationship to 
thee world around us. 

Buck-Morss'' reading suggests the possibility of understanding the 
Lacaniann model as the product of a particular historical moment, as a con-
ceptualizationn that appeals to a desire at work within the dominant fiction of 
modernity.. At the same time, her historization of the Lacanian model invites 
onee to think beyond Lacan, and to undo the simultaneity of over-stimulation 
andd numbness. These have become the characteristics of the synaesthetic 
organizationn of the modern subject, now that the 'grand narratives' of 
modernityy have started to break down and become visible as 'dominant 
fictions'' rather than natural givens. 

Suchh rethinking might also grant new actuality to Martin's concept of 
innerr mimicry. Inner mimicry seems to offer the option of regarding not only 
thee bodily image as constitutive of the embodied self but also, vice versa, the 
embodiedd self as constitutive of the image of a body perceived. This would 
implyy a slightly different reading of proprioception as a combination of 
propriusproprius and capere. That is, proprioception meaning to grasp, conceive, or 
catchh what is seen through a process of bodily responsiveness. Inner mimicry, 
then,, would not mean feeling what the other body seen is feeling, but using 
one'ss own bodily feelings and kinesthetic responses to make sense of a body 
seen.. Understood in this way, inner mimicry does not present a link to an 
originall universality, but describes a bodily process of culturally specific 
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meaning-making.. It would come to mean a way of making things one's own 
throughh a process of non-visual mapping of what is seen on a culturally 
inflectedd body. Inner mimicry as the process of mapping of a body seen onto 
thee body seeing as a means to make sense of the body seen, might help to 
overcomee the mono-directionality implied in the Lacanian model, and to call 
attentionn to the ways in which reactions of bodily responsiveness contribute 
too the construction of what is perceived as 'just looking.' 

11 — De Zieleweg van de Danser {The Path of the Dancer's Soul) was first presented at the International Theaterschool 

Festivall  1997 in Amsterdam. Director: Gerardjan Rijnders. Choreography: Krisztina de Chatel. Performed by: 

Mimounn Oaïssa and Wen-Cheng Lee. 

22 — De Bacchanten. Het Nationaal Ballet/Stichting Voorheen ADM. Director: Gerardjan Rijnders. Choreography: 

Tedd Bransen. Premiere: June 18, 1986, Koninklijk Theater Carré, Amsterdam. 

33 — Ballet. Toneelgroep Amsterdam. Director: Gerardjan Rijnders. Premiere: April 4, 1990, Stadsschouwburg, 

Amsterdam. . 

44 — This first version of the mirror stage was never published. The text that opens Alan Sheridan's collection 

off  Lacan's texts in Merits is a translation of a later version of the text, presented at the International Congress 

off  Psychoanalysis in Zurich in 1949. For a detailed account on the confusion around the correct date of 

Lacan'ss text, see Jane Gallop "Where to begin?" in Reading Lacan, Ithaca and London: Cornell University Press, 

1985:: 74-92. 

55 — Silverman refers to Paul Scnilder's The Image and Appearance of the Human Body: Studies in the Constructive 

Energiess of the Psyche New York: International Universities Press, 1950; Henri Wallon. Les origines du caractère chez 

l'enfant:l'enfant: les préludes du sentiment de personnalite', Paris: Boivin et Cie, 1934; Henri Wallon. "Kinesthesia and the 

Visuall  Body Image in the Child"in; The World of Henri Wallon, ed. Gilbert Voyat. New York: Jason Aronson, 1984; 

andd an essay by Maurice Merleau Ponty on Wallon, Les Relations avec autrut chez l'enfant. Paris: Centre de 

Documentationn Universitaire, 1958. 

6 --

"Assailedd at various points, [my pre-existing] corporeal schema crumblefs]", he recounts. "I [subject] 

myselff  to an objective examination, 1 [discover] my blackness, my ethnic characteristics; and 1 [am] 

batteredd down by tom-toms, cannibalism, intellectual deficiency, fetichism (sic], racial defects, slave 

ships,, and above all: 'Sho' good eatin"' (Fanon, quoted in Silverman 1996: 28). 

77 — Jean-Paul Sartre Being and Nothingness. An Essay on Phenomenological Ontology. Trans. Hazel E. Barnes. 

London:: Methuen 1959. Original in French L'être et Ie néant, 1953. 
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Partt  3 > "It' s There, 
It'ss  Me"> Bodies Seeing 
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—— Chapter 8 > Death, Digitalization and Dys-Appearance > 
Thee Anatomical Theatre Revisited 
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—— Thinking does not take place in the head alone. This is a 
misunderstanding.. I am beginning to believe more and more 
thatt 'thinking' first and foremost takes place in the body — 
(Jann Ritsema 1998: 345, my translation). 

Inn 1996, theatre director Jan Ritsema, by then fifty-one years old, surprised 
friendd and foe with a dance solo he performed himself.1 He explained his 
unexpectedd move saying that according to him dance is the purest way of 
sharingg thoughts with an audience. He describes his experiences in 
rehearsingg and performing his solo: how in dancing thought and movement 
gett linked with one another; how this turns dancing into the expression of a 
kindd of thinking in which mind and body are no longer opposed but instead 
seemm to coincide, where it is the body that thinks. Therefore, according to 
Ritsema,, dance is not only a means to make things happen or to represent 
somethingg else. More than that, dance is an instance of thinking taking place 
throughh the body (Ritsema 1998). 

Ritsemaa speaks of dancing and thinking from the point of view of a 
theatree maker. But what if we take his idea of dancing as thinking through 
thee body as a metaphor to describe the way the spectator is moved by 
aa performance, invited to step inside and to move along with what is 
presented?? Thinking then would describe the active response of a body to the 
addresss it finds itself confronted with, a response which produces what we 
thinkk we see. In the following, I will take this idea of thinking as movement 
inn and through the body as a starting point for a further elaboration of the 
triangularr model introduced in chapter 3. 

Thiss triangular model describes the relationship between seer and seen 
inn the theatre in terms of a series of subjective transactions that involve three 
'positions':: the subject seen on stage, the individual subject seeing and the 
subjectt of vision mediating in the relationship between the two. The model 
helpss to understand seer and seen in relation to one another and within a 
specificc situation. The relationship between seer, seen and cultural context, 
ass I have already pointed out, is not always clearly visible. If visible at all, it 
iss readily associated with subjective deviations in an otherwise objectively 
visiblee field. With my triangular model, I argue for the opposite, namely that 
objectivityy - seeing it 'as it is' - is in fact a special case of subjectivity in 
thee field of vision, one in which subjective mediation goes unnoticed. 

Inn part I, I introduced perspective as a model, or cognitive metaphor, 
forr understanding the different positions involved in the relationship between 
seerr and seen. The institution of perspective 'theatricalizes' the field of 
vision.. It creates a 'scenographic space' in which all that is seen is in a 
sensee staged for the viewer. At the same time, this staging aims at an effect 
thatt is quite the opposite of being theatrical; the promise presented by 
perspectivee is one of direct contact between seer and seen and the fulfill-
mentt of a desire for immediateness and immediacy. This effect is often 
associatedd with the notion of 'presence.' I also introduced Michael Fried's 
termm 'absorption' in part I, to describe the effects of the seeming absence of 
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thee seer/seen relationship, Fried relates this effect to historical practices of 
organizingg the relationship between seer and seen in modern art. 

Perspectivee shows the world according to a particular logic and as seen 
fromm a specific point of view. At the same time, the power of perspective 
too present an image of the world 'as it is,' requires that this logic goes 
unnoticed,, or at least, is not visible as mediating in a vision that depends 
uponn a subjective point of view. In chapter 1, I likewise proposed an 
understandingg of this invisibility as the effect of automatic identification of 
thee seer with the subjective point of view implied within perspectival logic. 
Thiss point of view is part of the address to the seer and presents this seer 
withh a position to take up in relation to what is seen. This position does not 
onlyy mark a position in actual space but also in the symbolic spaces opened 
upp by discourse. In chapter 2, I termed this position the subject of vision. 

Inn part 11,1 showed how the model of perspective helps to relate what 
seemss to be just there to be seen to such a subjective point of view. I 
broughtt in psychoanalysis to account for subjectivity as it is involved in how 
bodiess on stage are seen. I also pointed out some of the limitations of the 
psychoanalyticc model of the subject when it comes to understanding how 
bodiess are seeing. Here, again, the model of perspective proves to be helpful 
ass a conceptual metaphor. 

Psychoanalyticc theory understands the psyche as a projection of the 
body'ss form. This projection is not a veridical diagram or a representation 
off the anatomical body, nor is it a point-for-point projection of the body's 
surface.. Instead, Freud describes it as a kind of bodily tracing, a cartography 
off the erotogenic intensity of the body, an internalized image of the degree 
off intensities of sensations of the body.2 Through these processes of mapping 
andd tracing, the child acquires a sense of unity and identity. This is 
necessaryy not only to produce an awareness of the body one is, but also in 
orderr to produce cohesion in sensations without which the subject would 
simplyy be an aggregate of disconnected perceptual events. The ego that 
resultss from this mapping is an image of the body's significance or meaning 
forr the subject and for the other. It is thus as much a function of fantasy and 
desiree as it is of sensation and perception. 

Inn his essay on the mirror stage, Lacan describes how this bodily 
mappingg takes place through introjection of an image of a body seen (Lacan 
1977:: 1-7). For Lacan too, the ego is not an outline or projection of the 
anatomicall and physiological body. Instead it is an imaginary outline or 
projectionn of the body. It is the body insofar as it is imagined and represen-
tedd for the subject by the image of others (including its own reflection in a 
mirror).. In the mirror stage, the child seeing assumes the image of the body 
seenn in the mirror to 'become' the more ideal body seen. This conflation of 
bodyy seeing and body seen obscures the perspective that is part of Lacan's 
accountt of the mirror stage. That is, the conflation obscures the considera-
tionn that identification with a body seen in the mirror not only means to 
identifyy with another body seen as being ones own, but also to identify the 
bodyy as other. 
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Thiss identification with the image of a body seen, provides, the child in 
frontt of the mirror with an imaginary identity. Assuming the coherent and 
unitaryy image of the body seen in the mirror helps to stabilize the turmoil of 
thee body experienced from the inside, while at the same time it presents the 
childd with an identity separate from its surroundings. For the first time, the 
childd is not absorbed into its environment, but becomes aware of itself as 
differentt from it. Thus, the mirror stage not only invites the child to identify 
withh a body seen, it also mediates in the way the child gets constituted as 
seerr of this body. The mirror stage also mediates in how the child becomes 
constitutedd as a body seeing in relation to what is seen. This perspective is 
whatt is at stake in this third part of my study. 

Assumingg the Image — In the previous chapter, I introduced Kaja Silverman's 
(1996)) reading of Lacan to explain identification with an image of a body 
seenn as always already taking place under the pressure of a cultural gaze that 
determiness which image appears as a suitable object for identification, and 
whichh not. Silverman's rereading turns Lacan's mirror stage model, from an 
explanationn of the origin of subjectivity, into a model that describes how the 
seerr as subject and the visible world come into being in relation to one 
anotherr in an ongoing process. In her view, stabilizing the self by means of 
assumingg the image of a bodyseen is not something accomplished once 
andd for all but has to be negotiated time and time again. This process of 
negotiationn happens largely unconsciously and is mediated by culture. 

Inn Lacan, the mirror stage precedes subjectivity and symbolic 
positioning.. It takes place when the child is between six and eighteen months 
off age and ends with what he describes as "a jubilant assumption of the 
specularr image" (Lacan 1977: 3). Lacan does acknowledge that the relation 
off imaginary identification is fraught with tensions and contradictions insofar 
ass the child identifies with an image that both is, and is not, itself. Although 
Lacann speaks of "a jubilant assumption of the specular image," and in this 
wayy suggests a resolving of these tensions once and for all, at other moments 
hee makes it clear that the stability of the unified body image, even in the 
so-calledd normal subject, is always precarious. Unity cannot be taken for 
grantedd as an accomplished fact, for it must be continually renewed.3 

Silvermann expands on this ambiguity in Lacan and proposes to 
off the 'assuming of an image' in terms of a process of laboriously stitching 
togetherr two ego-components: on the one hand, there is the visual imago 
and,, on the other, what she calls the proprioceptive or sensational ego. 
AA successful integration of these two ego-components results in a sense of 
'presence.'' Neither visual imago nor proprioceptive ego are naturally given 
butt both are 'always already' the product of cultural mediation. Furthermore, 
theirr conflation requires the support of the cultural gaze. Conflation can 
comee into play only when the representations through which the gaze 
'photographs'' the subject provide him or her with an idealized image of self. 
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Silverman'ss reading of Lacan offers a model that can account for how 
imagess of bodies seen, play a part in the ongoing life-long process of 
stabilizingg the self. Her model also accounts for how this stabilization is 
mediatedd by culturally specific body images. Silverman is then able to point 
outt the relation between the Lacanian account of the formation of the I in 
thee mirror stage and the cultural context from which this 'story' emanates. 

Inn the previous chapter, I used Silverman's reading of Lacan to expand 
onn a critical move performed on stage by a dancer in The Path of the 
Dancer'sDancer's Soul. With this move, the dancer evoked a reversal of attention from 
thee body that was object of vision, towards the body seeing it. In my reading 
off the performance, I elaborated on his move with a 'look back at Lacan' and 
readd his account of the mirror stage as a story emanating from a subject. In 
thiss third part of my study, I will use my triangular model to continue the 
criticall move started by the dancer. I will discuss two performances, 
Holoman:Holoman: Digital Cadaver (Mike Tyler, 1997/98) in this chapter and Double 
TrackTrack (Beppie Blankert, 1986/99) in the next. These performances will serve 
ass examples of the relationship between bodies seeing and bodies seen as 
accountedd for in the Lacanian mirror stage model in relation to discursive 
practicess which defined the historical moment from which the Lacanian 
modell emanates. 

Itt is not my intention to deem the mirror stage model outmoded. As I 
havee demonstrated in the previous chapters, the Lacanian model proves to 
bee most helpful in understanding how bodies are seen in the present context. 
Awarenesss of the relationship between the model and its historical context 
onlyy increases its explanatory power. Such awareness can also help to 
denaturalizee the Lacanian model and in this way, to open it to change. This 
willl be the subject of the final chapter. Here, I take up the suggestion pre-
sentedd by Jan Ritsema, and propose an articulation of the seer in the theatre 
ass a thinking body who moves along with the address presented to him or 
her.. This account of the relation between seer and seen is no less subjective 
thann the Lacanian model, however, it is informed by different subjective 
needss and convictions. 

AA Convenient Cadaver — Holoman: Digital Cadaver4 draws attention to how, in 
bothh visualizations of the body produced by anatomical and medical science 
andd in the theatre, strategies of de-theatricalization are used to bring the seer 
closerr to bodies seen. It also emphasizes how these strategies can be seen to 
alienatee the seer from his or her body as the locus of looking. Doing so, 
Holoman:Holoman: Digital Cadaver makes us aware of what might be called the 'other 
side'' of Silverman's rereading of Lacanian model. Our awareness of self as 
bodyy seen, is mediated by the repertoire of images that make up the visual 
unconscious,, and these images of bodies seen, also mediate in a specific 
awarenesss of ourselves as (disembodied) seers of these bodies. 
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Inn his performance, Tyler confronts state of the art anatomical visuali-
zationss of the human body with the body of an actor representing the human 
bodyy that was used to produce them. His protagonist is a fictional character 
whosee life and death parallel that of real-life murderer J. P. Jernigan. 
Jernigann was executed in Texas in 1993, but not before donating his body 
too science, or more precisely, to the Visible Human Project.5 The goal of this 
projectt initiated by the National Library of Medicine (USA) is to create an 
informationn resource which will make possible highly detailed 3D navigations 
off what is called "a representative male and female cadaver."6 

Thee researchers working on the Visible Human Project speak of a "renewable 
cadaver,, a standarized patient, and a basis for digital populations of the 
future.. Not only can we dissect it, we can put it back together again and start 
alll over" (Spitzer and Whitlock, quoted in Thacker 2001). 

Too become such a convenient cadaver, Jernigan's body underwent MRI 
(Magneticc Resonance Interferometrie) and CT (Computerized Tomography) 
scanning.. Subsequently, it was frozen to minus 70 degrees Celsius and cut 
intoo lmm-thick slices. Digital photographs of each of the 1871 slices, 
togetherr with the scans - a total of 15 gigabytes of electronic information -
weree processed in a computer to produce a digital resurrection of the cada-
ver,, a ghost on the Net representing "universal human meat" (Tyler 1998).7 

J.. P. Jernigan was a white man. The representatives of the Visible 
Humann Project selected a white man to represent the universal human meat. 
Althoughh his makers did plan right from the start to 'do' more bodies, and 
havee started to do so,8 the choice for a white man to be the first can hardly 
bee called incidental. It is a choice, furthermore that, taking into considera-
tionn the average population of death row, testifies to a certain determination. 
Tylerr in his performance commented on this choice in a way that was literally 
spectacular.. Actor Frank Sheppard, an African American man, played 
Holomann in 'white face,' or, in this case it is better to say, in 'white body.' 
Priorr to each show, his entire body was painted white with 'glow in the dark' 
makee up, turning him into what seemed to be the uncanny re-appearance of 
thee repressed other in the guise of the same. And Holoman presented an 
uncannyy reappearance in more way than this. 

Thee Anatomical Theatre — The mise en scène of Holoman: Digital Cadaver 
recalledd of the historical anatomical theatre combined with the secrecy and 
cleannesss of the modern morgue. The audience, sitting on a stand, looked 
downn on a bare stage. There, they could see a simple metal stretcher on 
wheelss and next to the stretcher a big white projection screen. On the 
stretcher,, the outline of a human body was covered with a white sheet. 

AA voice-over reminded the audience that cadaver dissection has been 
illegall for centuries, forbidden by the church. The audience was reminded of 
howw curious anatomists had to work in secrecy and steal bodies from the 
gallows.. Eventually however, during the Renaissance, dissection became 
legalizedd and turned into a public spectacle attracting much attention. 
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Speciall theatres were built in many European cities, one of which was 
Amsterdam.. The room is still there, in the Waag building on the Nieuwmarkt, 
althoughh most of its interior structure is gone. 

Thee bodies used in public dissections were usually the cadavers of 
convictedd criminals so that the spectacle of the dissected body could also 
functionn as an instrument for moral education. Dissection could be imposed 
ass an extra punishment in addition to the death penalty; it was considered a 
humiliationn and it meant the denial of a last resting place. The horrible fate 
off the criminals on the dissection table served as a frightening example 
off what misbehavior could lead to. Inscriptions on the walls of the former 
anatomicall theatre in de Waag in Amsterdam still remind one of this 
function.99 Given this then, Jernigan's digitalization continues an old tradition 
off disciplining the living body through the dead.10 

Butt more is at stake. The anatomical theatre has its place in a theatri-
call economy in which the body is marked as the Other and encapsulated in a 
structuree designed to neutralize its supposed threat. Public dissection then, 
wass part and parcel of the development of the Cartesian paradigm in which 
thee body is marked as something we have instead of something we are. 
AA body furthermore, that we look at rather than look from. 

Descartes'' Scheme — 

whenn one knows how much the souls of beasts differ from our souls, one understands 

veryy much better the reasons that prove that our soul is of nature entirely independent of 

thee body, and consequently that it isn't subjected to die with the body; then, inasmuch 

ass one doesn't see other causes that would destroy it, one is naturally inclined to judge 

thatt it is immortal (Descartes 1977: 152). 

Inn proving that the body is a mechanical, mathematical entity, free of all soul 
attributes,, Descartes laid the groundwork for modern scientific medicine. He 
hopedd to discover ways to prolong embodied life. However, since life cannot 
goo on forever, he also felt the need to prove the immaterial nature of the 
rationall soul, and thereby its immortality. Descartes' scheme serves to 
combatt death on all fronts. His strategy for overcoming death is precisely to 
capturee the body fully in the third person. It is the body of the other that 
Descartess anatomizes, his own body is then reconstructed on such a model. 

II do not want to suggest that Descartes is to be held personally 
responsiblee for what has come to be known as the Cartesian paradigm, nor 
thatt the mind-body dualism characteristic of this paradigm has to be 
understoodd as the product of his personal intentions. But I do think that 
observationss like the one quoted above can serve as an indicator of the 
subjectivee perspective at work in visions of the world 'as it is' according to 
Cartesiann world view. They can serve as an indicator as well of the kind of 
subjectivee desires and fears involved in the willing identification with this 
pointt of view. 
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Descartes'' scheme turns the body into another, which is then dissected 
andd turned into a body of knowledge offered to us for identification. This 
perspectivee is clearly visible in the set up of the historical anatomical 
theatre.. The anatomical theatre presents a gesture of exposure not unlike the 
onee performed in The Path of the Dancer's Soul discussed in the previous 
chapter.. It is a constative gesture that, as Mieke Bal (1996) observes, 
involvess three different positions. In the first place, there is the anatomist, 
whoo provides a 'first person' exposure of the corpse. Importantly in this 
respect,, the historical anatomical dissections were not so much investigations 
ass they were demonstrations of the authority of the anatomist. 

Thee anatomist demonstrated his knowledge to the audience, represen-
tingg the second person involved in the gesture of exposure. The audience was 
invitedd to take up the position of subject of vision as represented by the 
anatomistt and to recognize what is shown as being the truth about the body 
and,, therefore, about themselves as bodies. The audience was invited to 
understandd their own bodies through the parameters presented by the body 
seenn over there. This body is the third person, literally subjected to the 
dissectionn performed on it, turned into a mute object, there to prove authority 
off anatomist. 

Constativee gestures are always also performative in the sense that 
theyy are acts of making meaning. In the anatomy theatres too, the body was 
nott only demonstrated, but also performed. On the one hand there was 
thee material body, cut open and falling apart, transformed by rigor mortis, 
lifeless,, smelly, chaotic. On the other hand, as a kind of guide for the 
dissectionist,, there was the anatomical text, usually a classical source: 
descriptive,, organized, classificatory. The difference between them is 
accordingg to Jonathan Sawday one of the central tensions in early modern 
anatomyy {The Body Emblazoned: Dissection and the Human Body in 
RenaissanceRenaissance Culture, 1995). 

Inn the Renaissance anatomical theatre, the space between the anatom-
icall body and the body of anatomical knowledge is constantly negotiated. 
Sawdayy shows how this process of negotiation can be seen reflected the 
developmentt of a range of representational strategies that produce the body 
ass machine body in the 17th century. He describes how, during the period 
whichh opened with the publication of Vesalius De Human! Corporis Fabrica 
inn 1543 and continued roughly to 1640, scientists like Columbian explorers 
dottedd their names, like place names on a map, over the terrain which they 
encounteredd (Sawday 1995: 23). Natural philosophers of the early 17th 
centuryy conceived of the body in terms of territory, a yet undiscovered 
countryy that was to be explored and charted in an anatomical atlas. This 
processs was truly colonial, in that it appeared to reproduce the stages of 
discoveryy and exploitation which were, at that moment, taking place within 
thee European encounter with the new world. First the body was mapped, 
namedd and the new terrain observed. The second phase was to harness this 
neww terrain for the use of the discoverer. 
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Intrinsicc to such a project was the creation of the body's interior as a form of property. 

Likee property, the body's bounds needed to be fixed, its dimensions properly measured, 

itss resources charted. Its 'new' owner - which would eventually become the thinking 

processs of the Cartesian cogito - had to know what it was that was owned before use 

couldd be made of it (Sawday 1995: 26). 

Thee reduction of the body to a mechanical entity, 'owned' and controlled by 
ann immaterial cogito, did perhaps not begin with Descartes, but the Cartesian 
thinkingg that suggests that the operations of the body have to be analyzed in 
termss of automata or moving machines can, according to Sawday, serve as a 
summationn of half a century of voyages into the interior of which Descartes 
wass the heir: 

Mechanismm offered the prospect of a radically reconstituted body. Forged into a working 

machine,, the mechanical body appeared fundamentally different from the geographic 

bodyy whose contours expressed a static landscape without dynamic interconnection. 

Moree than that, the body as a machine, as a clock, as an automation, was understood as 

havingg no intellect of its own. Instead it silently operated according to the laws of 

mechanics.. [...] As a machine, the body became objectified: a focus of intense curiosity, 

butt entirely divorced from the world of the speaking and thinking subject. The division 

betweenn Cartesian subject and corporeal object, between an ' I ' that thinks and an 'it' in 

whichh we reside, had become absolute (Sawday 1995: 29). 

Descartes'' scheme turns the human cadaver, torn apart and transformed 
intoo a body of knowledge, into a metaphor for the Enlightenment project, 
andd Visible Humans into its personifications. This is not just because of 
Descartes'' fearful contempt for bodily matters. Nor is it only because 
anatomyy as an 'opening up' in order to see deeper or hidden parts is deep in 
thee heart of the Enlightenment project. It is also because, ironically, the 
destroyedd and disappeared body, repressed by the Cartesian enterprise, can 
bee seen to return in the metaphors of science itself. At the heart of the 
scientificc project of the Enlightenment, Barbara Maria Stafford (1991) 
observess a remarkable set of body metaphors. The sensual body, rejected as 
beingg sense/ess, returns in the images the mind uses to make sense of 
knowledge,, to literally embody abstract ideas in order to grasp them and to 
sensesense their implications. In the Visible Human Project this knowledge literally 
takess the shape of a human body. 

Withh the Visible Human Project, man created a body of knowledge after 
hiss own image, or so it seems. A body that is literally enlightened, consisting 
off sheer energy. But this mirror image appears to be marked by lack. 
Strugglingg with the gap between his disembodied psyche and the senses that 
connectt his body to the world, the protagonist of Holoman: Digital Cadaver 
pointss to some of the controversies and dilemmas that haunt the Cartesian 
subjectt disconnected from his objectified body. 
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Carriedd Away on a Data Stream — In Holoman; Digital Cadaver the mute 
objectt of scientific examination rises from the dead and talks back. While 
'his'' digital body is downloaded from the Internet, he speaks to us as a 
disembodiedd psyche, trapped within the computer. He tells us how he was 
persuadedd to give his body to science. His confessions testify to how this 
noblee deed was motivated by fears not unlike the ones that drove Descartes 
too the dissection table. 

Thee representatives of the Visible Human Project took advantage of 
Holoman'ss fear of death and finiteness, primal fears that must become 
especiallyy poignant on death row. Unlike his predecessors in the historical 
anatomicall theatre, Holoman never thought of his dissection as an extra 
punishmentt or as a denial of a last resting place. To him, it sounded like an 
opportunityy to escape the finitude of his body and to remain forever present. 

Holomann grew up in a modern Western society typified by a certain 
'disembodied'' lifestyle. Protected from direct corporeal engagement with the 
outerr world in many ways, it is easy to forget the material basis of our 
existence.. Technologies of communication and transportation allow us to 
transcendd what used to be the natural limits imposed by the body. Now that 
wee are becoming increasingly familiar with images of people, with artificial 
personss existing as bytes and bits of optical and aural messages, the 
distinctionn between physical and digital reality seems to be fading. Painfully 
awaree of the limitations of his material existence, Holoman is extra sensitive 
too this suggestive aura of the digital media. To him, digitalization appears as 
aa survival technique, a way to transcend the limitations of his vulnerable and 
mortall body. This survival technique seems to offer him something similar to 
whatt religion previously provided. 

Att first sight, Holoman's strategy to overcome death may seem to 
bee the opposite of the one put forward by Descartes. Descartes distances 
'himself'' (where 'himself can be understood as essentially a thinking and 
seeingg entity) from his body as mere matter. As a result, he is able to grasp 
thee body through the metaphor of the machine. Or, the other way round, his 
conceptionn of the body in terms of a mechanical entity, presents him with a 
positionn for the subject of vision at a certain distance from the body seen as 
such.. It allows him a perspective on the body rather than a perspective from 
thee body. 

Holoman,, on the other hand, identifies with his own dead body. He 
identifiess with a digitally produced image of his own corpse, an image that he 
doess not seem to perceive as an image at all but, instead, as a digitally 
producedd continuation of his physical body. He identifies with this digitally 
producedd image and begins to think that the image will secure his eternal 
presence.. Like the child in the Lacanian mirror stage, Holoman identifies 
withh an image of his body seen from a point of view outside of it. To him, the 
digitall image of his body is literally a means of stabilizing and counteracting 
thee disturbing awareness of his sensitive and sensible body. Poor Holoman. 
Hiss digitally produced mirror image appears to be marked by lack indeed. 
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Withh his performance, Tyler shows the identification with an image of 
aa dead body to be not the opposite of the Cartesian paradigm but to be its 
ultimatee implication. His performance suggests that the Lacanian mirror 
stagee based on identification with the image of another body seen, might be 
symptomaticc of the de-corporealized Cartesian subject and the effect of 
internalizationn of the perspective on the body presented by the anatomical 
theatre. . 

Comee to your Senses! — Descartes' scheme invites us to take up the position 
off the anatomist (from where the body appears as other) and to look at the 
bodyy from there. But he also invites us to understand our own body as similar 
too the body seen over there. That is, he invites us to identify ourselves as 
bodiess with the body seen. This position presented to us, therefore, is 
complicatedd and taking it up involves both a conflation of the image of the 
bodyy presented by this knowledge with one's own body, and the taking up of 
aa position from where this body appears as other. 

Inn the anatomical theatre, this perspective is clearly visible. The 
explicitt gesture of exposure performed by the anatomical theatre sets up a 
relationshipp between body seeing (the audience) and body seen (the body 
dissected/thee corpse) mediated by the subjective point of view represented by 
thee anatomist. The de-theatricalized visualizations of the Visible Human 
projectt on the other hand, suggest the absence of such a subjective perspec-
tive.. The explicit theatricality of the historical anatomical theatre is replaced 
byy a seemingly objective showing 'how it is.' This suggestive aura of the 
imagess presented to him by the new media, make Holoman forget the 
distancee between himself and the digitally produced images of his body. No 
wonderr he decides to put his faith in digitalization as a man-made afterlife. 

Duringg the performance, however, Holoman comes to his senses again, 
andd in more ways than one. Firstly, he comes to his senses in the usual figu-
rativee sense of coming out of unconsciousness or folly as he wakes up and 
beginss to sense the implications of his 'transubstantiation'. Secondly, it is 
alsoo possible to read the expression 'Come to your senses' in a more literal 
sense,, as an invitation or perhaps even an order to come towards the place 
wheree his senses are. Or, in his case, used to be. 

Inn his case, identification with a perspective on his body rather than 
fromm his body, has literally resulted in the erasure of his body from the field 
off vision. With Holoman's entrance into cyberspace, his body has ceased 
too exist as a place or locus. His transformation into a body of knowledge 
reducedd his body to zero. Its fate is not unlike that of an archeological site, 
wheree the quest for invisible origins results in a complete destruction of the 
locationn itself. Holoman's body is reduced to bits and pieces, the pieces are 
brushedd aside and the bits are used to produce a digital image. 

Duringg the performance, Holoman comes back to what he left behind, 
whichh is his sensible and sensing body. This suggests that he first must have 
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leftt this body and somehow stepped outside of it. Usually, experiences of 
beingg outside the body are considered to be paranormal phenomena. Drew 
Lederr {The Absent Body, 1990), however, argues for the opposite. A careful 
rereadingg of Merleau-Ponty's phenomenology leads Leder to conclude that the 
experiencee of being outside one's body is in fact a normal condition. 
Althoughh in one sense the body is the most abiding and inescapable presence 
inn our lives, it is also essentially characterized by absence. My own body 
iss rarely the thematic object of my experience. My attention is directed inten-
tionallyy towards the outside world and rarely dwells on my own embodiment. 
Accordingg to Leder it is precisely this phenomenological condition of our 
bodiess that plays a crucial role in encouraging and supporting Cartesian 
mind-bodyy dualism. He therefore proposes an analysis of the experience of 
bodilyy absence as a tool for understanding concepts of self. 

Thee body, Leder observes, tends to disappear from our attention as 
longg as it functions unproblematically. Largely taken for granted as the place 
off life, well-being and growth, the body is most manifest at times of 
dysfunction.. At those moments, we experience the body as the very absence 
off a desired or ordinary state. The body appears as a force that stands 
opposedd to the self. This leads Leder to propose a new concept as a tool for 
investigatingg the tension between the disappearing body and its troubling 
reappearance.. He introduces the term dys-appearance to denote a mode 
throughh which the body appears to explicit awareness. 

Inn dys-appearance, the prefix dys evokes several levels of meaning. In 
Greek,, dys signifies 'bad,' 'hard,' or ' i l l , ' a sense of meaning preserved in 
suchh English words as 'dysfunction,' as well as in many terms for illnesses, 
suchh as 'dysentery,' and 'dyslexia.' Dys can also be understood as a variant, 
noww somewhat archaic spelling of the Latin root dis, which originally had the 
meaningg 'away,' 'apart,' or 'asunder.' Dys-appearance, therefore, effects an 
attentionall reversal of disappearance. The words dys-appearance and 
disappearancee have an antonymic significance, while at the same time the 
homonimityy of the words is meant to suggest the deep relation between 
thesee modes (Leder 1990: 86-87). 

AA Place of Intertwining — In Holoman; Digital Cadaver, Mike Tyler uses the 
hypertextt anatomical atlas on the Net for what seems to be a postmodern 
re-valuationn of the old meaning of the aesthetic experience as that which is 
perceptivee by feeling; a form of cognition achieved through taste, touch, 
hearing,, seeing and smell - the whole corporeal sensorium. In waking the 
digitall cadaver from its condition of anesthesia, Tyler's performance can be 
readd as a response to Walter Benjamin's demand (discussed in the previous 
chapter)) to undo the condition of sensory alienation that he sees threatening 
modernn man, to restore the power of the human bodily senses. 

Benjaminn explains this condition of sensory alienation as the effect of 
thee pressure put on human beings by modern city life and factory work. 
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Withh Holoman; Digital Cadaver, Tyler suggests a different way of reading 
instancess of sensory alienation in modern times. Holoman's identification 
withh an image of his own corpse points to the centrality of other bodies 
andd the body as other in our notions of self and of subjectivity, and draws 
attentionn to how this goes at the cost of the absence or disappearance of the 
bodyy as sensing and thinking being. Holoman's state of sensory deprivation 
iss the direct result of his identification with an image of his body as other, 
ass corpse. This identification has turned him into a disembodied psyche, 
alienatedd from his body as a sensing and sensible being. 

Inn Holoman; Digital Cadaver, the character acts as an internal focalizor 
whoo presents the seer with a position to take up, a position from which the 
implicationss of this identification become apparent in a most compelling way. 
Thee audience is invited to assume the position presented by Holoman, who 
presentss an invitation to the audience to step into his shoes and see it as if 
fromm there. Taking up this position turns the dys-appearance of the body as 
representedd on stage into a sense of dys-placement, i.e. it makes evident the 
usuall absence of the body as location of sensory involvement with the world, 
precidelyy by making this body appear in unexpected ways. 

Inn Tyler's performance the digitally constructed dys-appearance is con-
frontedd with the physical body that disappeared in its making. In an attempt 
too make a direct connection with his digital Doppelganger, actor Frank 
Sheppardd looks straight into a digital camera placed in front of him. Then 
hee quickly turns his head towards the projection screen behind him to look 
himselff in the eyes. Before he can make a connection, however, the image 
turnss its head as well and slowly recedes into the background, disappearing 
intoo the multidimensional hollows of Jernigan's digital body. 

Holoman'ss condition recalls the psychotic condition called autoscopy. 
Thiss is an extreme form of depersonalization in which the subject's ego is no 
longerr centered in its own body. In this condition, the subject may see itself 
ass if it were from the outside (Grosz 1994: 43). Holoman; Digital Cadaver 
suggestss this pathological condition might be not so much a strange 
aberrationn from some 'natural condition,' as a consequence of a culturally 
producedd self-awareness through images of bodies seen. 

Thee images of Sheppard playing Holoman, manipulated on the spot by 
computerr artist Isabelle Jenniches, are like an electronic echo showing the 
paradoxicall distance at the heart of the immediateness of the digital 
inscriptions.. Holoman's digital resurrection is a mere reflection. He can only 
lookk at (t)his digitalized body; he can no longer look from it. It is exactly 
thiss intertwining of seeing and being seen that is of crucial importance to 
Merleau-Ponty'ss critique of the Cartesian mind-body opposition. 

Accordingg to Merleau-Ponty, the presence of a body implies a particular 
reversibility.. It is a 'place' that both sees and can be seen, that both 
touchess and can be touched. Seeing and touching are each recorded on what 
Merleau-Pontyy calls a map. These two maps are complete, but not super-
posable.. To paraphrase him, it is a marvel too little noticed that every 
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movementt of my eyes and every displacement of my body has its place in 
thee same visible universe that I itemize and explore with them, and that, 
conversely,, every vision takes place somewhere in tactile space. This is what 
Merleau-Pontyy calls a "double and crossed situating of the visible in the 
tangiblee and of the tangible in the visible; the two maps are complete, and 
yett they do not merge into one" (Merleau-Ponty 1968: 134). The tangible is 
nott completely reducible to the visible, and vice versa. Nevertheless, we 
experiencee what we see and what we feel as referring to the same world. This 
iss because it is the same body that both sees and touches. It is therefore not 
consciousnesss but the body that creates the unity of the world. Just as it is 
thee difference between the two that can be used to make one aware of the 
synthesizingg activities of the body and the limitations of unitary perspective 
basedd uniquely on vision. 

Inn Holoman; Digital Cadaver a computer screen prevents the 
connectionn between the visible and the tangible from taking place. When 
Holomann reaches out to touch his own body he feels the cold screen. But 
weree there no screen, there would still be no spark generated between 
electronicc image and tangible body. Instead, there would be a destructive 
flashh terminating the actor as a living locus. It is only within the embodied 
lookk of the audience that the visible and the tangible body refer to the same 
world,, yet in a way that disrupts the unity of this world. 

Unlikee the historical anatomical theatre, Holoman; Digital Cadaver does 
nott confirm the truth of the Cartesian paradigm, but instead asks for the 
undoingg of the modern transmutation. It presents an invitation to the 
audiencee as well to 'come to your senses,' that is, to leave the Cartesian 
worldd of shadows and to study the double and crossed situation of the visible 
andd the tangible (and the other senses as well, I would add) starting from a 
multi-sensuouss engagement with an object that is not 'over there' behind the 
prosceniumm arch, but takes place in a situation of intertwining with a body 
overr here, which is me. 

11 — Pour la Fin du Temps. Music: Alban Berg, J.S. Bach, Anton Webern, Gustav Mahler and Charles Ivens. 

Dance;; Jan Ritsema. Premiere: April 1996. 

Inn "Denken in het Openbaar" (Ritsema 1998), Jan Ritsema explains his ideas behind his dance solo and 

describess his experiences in rehearsing and performing it. In "Becoming Jan Ritsema" (Ritsema 2002) he goes 

furtherr into his ideas about dance, performing and philosophy. 

22 — See Freud (1961): "The ego and the Id." Freud backs up his ideas with reference to the 'cortical 

homunculus': : 

Thee ego is first and foremost a bodily ego: it is not merely a surface entity, but is itself the 

projectionn of a surface. If we wish to find an anatomical analogy for it we can best identify it with 

thee 'cortical homunculus' of the anatomists, which stands on the head in the cortex, sticks up his 

heels,, faces backwards and as we know, has its speech-area on the left hand side (Freud 1961: 26). 
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Inn a footnote added to the text in 1927, he states that: 

Thee ego is ultimately derived from bodily sensations, chiefly from those springing from the surface 

off  the body. It may thus be regarded as a mental projection of the surface of the body, besides, as we 

havee seen above, representing the superficies of the mental apparatus (1961: 26). 

Groszz (1994: 31-39) offers a very helpful explanation of the bodily ego as corporeal projection. 

33 — In his mirror stage essay Lacan refers to how the fragmented body can manifest itself in dreams. 

Itt then appears in the form of disjointed limbs, or of in those organs represented in exoscopy, 

growingg wings and taking up arms for intestinal persecutions - the very same that the visionary 

Hieronymuss Bosch has fixed, for all time, in painting, in their ascent from the 15th<entury to the 

imaginaryy zenith of modern man (Lacan 1977: 4-5). 

Lacann comes back to this theme in his "Some Reflections on the Ego" in; International Journal of Psychoanalysis 

34,, 1953. See also Grosz (1994: 39-46). 

44 — A First version of Holoman: Digital Cadaver was presented at the Festival a/d Werf (Utrecht, May 1997). 

Inn this text, I refer to the second version of the show performed in De Balie, Amsterdam, May 26 and 27, 1998. 

Performedd by Frank Sheppard (Holoman); Concept/director/music (electronics, bass): Mike Tyler; 

Guitars:: Meindert Meindertsma; Percussion Peter Kuitwaard; Choreography: Frank van de Ven; 

Animations,, video: Isabelle Jenniches. 

Forr more information and images, see: http://www.media-gn.nl/mfa/isabelIe/HOLOMAN 

55 — The name of the person used to produce these images was not officially disclosed. However, since the 

datee of his execution was released it has not been very difficul t for journalists to discover that the person in 

questionn was Joseph Paul Jernigan, found guilty of robbing and murder and executed on August 26, 1993. 

66 — This quote is taken from the The Visible Human Fact Sheet 

(http://www.nlm.nih.gov/pubs/factsheets/visible_human.html) ) 

77 — For more information on the technical aspects of the Visible Human Project see: 

http://www.dlib.org/dlib/october95/10ackerman.htlm m 

Seee also the website of the Visible Human Project: (http://www.nlm.nih.gov/research/visible) 

88 — The Visible Human Female data set was released in November 1995 and has the same characteristics as 

thee human male, with one exception. Due to new techniques, it was possible to cut the female cadaver into 

evenn thinner slices. This time no less than 39 gigabite of information found its way to cyberspace. 

99 — "Zij die bij hun leven als boosdoener schaadden, worden van nut na hun dood en gezondheid ontleent 

aann den dood zelf haar bevordering." 

"Voorhoofd,, vinger, nier, tong, hoofd, long, hersens, handen, geven u levenden waarschuwend voorbeeld." 

"Hoorderr neemt u ter harte, en terwijl u gaat langs de verschillende dingen van het leven. Weest er van 

overtuigdd dat ook in het nietigste de Godheid nog verborgen is." 
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100 — These similarities between the Visible Human Project and the historical anatomical dissection were 

pointedd out by José van Dijck in a lecture presented in De Balie in Amsterdam (December 18,1997. See also 

myy review of this lecture in relation to the performance Holoman: Digital Cadaver; "Het Visible Human Project 

alss Schouwtoneel van de 21ste Eeuw." in; Etcetera XIV (64) 1998,19-23. See van Dijck (2000). 

Seee also Sawday (1995). Thacker (1998) and Ruth Richardson. Death, Dissection and the Destitute, London 

andd New York: Routledge and Kegan Paul, 1987. 
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—— Chapter 9 > Bentham's Theatre > Managing the Attention 
off the Audience 
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[Is]] that me still waiting, sitting up stiff and straight on the 
edgee of the seat, knowing the dangers of laisser-aller, hands 
onn thighs, ticket between finger and thumb, in that great 
roomm dim with the platform gloom as dispensed by the 
quarterr glass self-closing door, locked up in those shadows, 
i t 'ss there , i t 's me — (Beckett 1974: 38). 

Inn Beckett's Text for Nothing no. 7, a narrator describes himself sitting on a 
benchh in a small railway station, waiting for nothing. Trains and time pass by 
whilee his mind is absent, floating elsewhere, performing what Hugh Kenner 
hass called "fantasies of non-being" (1973: 119). The narrating subject in 
TextText for Nothing no. 7 inhabits, as Jonathan Boulter puts it, a curiously 
'located'' space: "a space in which the subject is at an ontological or at least 
psychologicall distance from itself" (1999: 7). 

Beckett'ss text confronts the reader with a merely disembodied voice 
speakingg of itself to itself. In his text, this disembodied condition is related 
too particular type of vision "as if from Sirius," and opposed to this "heap of 
flesh"" sitting over here in the railway station (Beckett 1974: 37). Separation 
fromm the heap of flesh allows the mind to travel elsewhere while in fact "I 
hadd not stirred hand or foot from the third class waiting-room of the South-
Easternn Railway Terminus" (Ibid.). 

Inn 1986 and again in 1999, Dutch choreographer Beppie Blankert 
presentedd a staging of Beckett's text in a performance titled Double Track. 
Playingg with a huge mirror, Blankert turns the question of the location of the 
subjectt into a riddle for the audience. The audience finds itself located in 
betweenn two raised stages. On the stage in front, a mirror shows the reflec-
tionn of a dancer. This dancer is actually present on the stage behind the 
audience,, sitting on a bench, waiting, like the character in Beckett's story. 

Justt as Beckett's text presents its reader with self-reflexive remarks 
aboutt the condition of the speaker sitting, watching and waiting in "that 
greatt room" while his mind is floating elsewhere "I don't know where," so 
Blankert'ss performance confronts the audience with self-reflection by 
exposingg the audience as body seeing within the architecture of the theatrical 
event.. In Blankert's performance, Beckett's text 'migrates' from the domain 
off text-based theatre to dance. With this move, she sheds new light on 
questionss of traveling, tracking movement, and positioning as they are 
broughtt up by Beckett in his text. Train travel turns into a metaphor for 
navigatingg attention through a performance, and the architecture of this 
performancee into a positioning system defining where and how we, the 
audience,, are. 

Heapp of Flesh — In the first part of this study, I wrote about perspective in 
orderr to explain the address presented by dramatic theatre in terms of 
positioning.. Like perspective in painting, the architecture of the dramatic 
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theatree presents the seer with a stable and detached point of view from where 
hee or she is able to see it 'as it is.' It is precisely this stable and detached 
pointt of view that allows for the seer to 'step inside;' that is, to leave this 
'heapp of flesh' in the auditorium and to project him or herself into the world 
onn stage. With this strategy, the dramatic theatre aims at bringing the 
seerr closer to what is seen, while at the same time this means a certain 
distancingg of the seer from his or her body as the locus of looking. 

II also pointed out that the strategies of de-theaticalization as they are 
oftenn part of the deconstruction of dramatic theatre can be seen to serve a 
similarr purpose right at the moment that the dramatic theatre lost its power 
too evoke the effect of direct contact between seer and seen, and was no 
longerr able to absorb the seer into the world seen on stage. Like the perspec-
tivall construction of the dramatic theatre, these strategies of deconstruction 
aimm at bringing the seer closer to what is seen. They do so by breaking up 
andd taking away the dramatic frame which mediates between seer and seen. 
Ass a result, the seer is no longer presented with a fixed perspective but 
insteadd free to 'wander around.' This wandering around on stage, however, 
againn involves a position for the spectator as subject of vision at a certain 
distancee from him or herself as body looking. 

Inn this chapter, I will further investigate the relation between this 
positionn of disembodied l/eye as it is part of the address presented by the 
theatricall event and the bodies of actual seers conditioned to perceive in 
culturallyy specific ways. Therefore, I will understand the theatre as an 
instancee of what Jonathan Crary has termed managing attention (Suspensions 
ofof Perception; Attention, Spectacle and Modern Culture, 1999). 

Craryy shows attention to be a hinge between issues raised in the most 
influentiall reflections on vision and perception and the work on modern 
effectss of power on social and institutional constructions of subjectivity 
throughh disciplining the body, as theorized by Nietzsche, Benjamin, Foucault, 
andd others. This hinge helps him to explain visuality (understood as a 
separatee category isolated from the other senses) as a product of culture 
ratherr than a natural given. He explains how its production is related to 
practicess of organizing the relation between seer and seen typical of modern 
westernn culture, and also how these culturally specific practices mediate in 
producingg and sustaining not only this notion of vision, but also a particular 
typee of subjectivity. 

Craryy argues that Western modernity since the 19th century has 
demandedd that individuals define and shape themselves in terms of their 
abilityy to pay attention. What takes place is a disengagement from a broader 
fieldd of attraction, whether visual or auditory, for the sake of isolating or 
focusingg on a limited number of stimuli. Methods of managing attention 
aree inseparable from the operations of what Foucault has described as 
'disciplinary'' institutions: the wide variety of disciplinary practices that 
organizee modern life and produce the modern subject by literally subjecting 
thee body. According to Crary, the modern notion of attention is a sign of 
reconfigurationss of those disciplinary mechanisms: 
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Iff disciplinary society was originally constituted around procedures through which the 

bodyy was literally confined, physically isolated and regimented, or set in place at work, 

Foucaultt makes clear that these were but the first relatively crude experiments in an 

ongoingg process of perfecting and refining such mechanisms. By the early twentieth 

century,, the attentive subject is part of an internalization of disciplinary imperatives in 

whichh individuals are made more directly responsible for their own efficient or profitable 

utilizationn within various social arrangements (Crary 1999: 73). 

Noo longer does the power of disciplinary institutions manifest itself by means 
off a guard or a prison wall producing the subject through enforcing discipline 
onn a body quite literally through incarceration. Power now can be seen at 
workk in practices of self-discipline to which the body is subjected. Power 
manifestss itself in the ways in which responsibility is assumed for the 
constraintss of power, and makes them play upon oneself. At this moment, 
strategiess of managing attention appear as means of sustaining, reinforcing or 
furtherr developing the self-regulatory practices that produce the self. In this 
sense,, managing attention is inseparable from the operations of Foucault's 
'disciplinary'' institutions, but as an inversion of his panoptic model in which 
thee subject is an object of attention and surveillance. This inversion turns 
Foucault'ss most famous example of a disciplinary institution, Bentham's 
Panopticon,, from a prison into a theatre. 

Bentham'ss Theatre — In the Panopticon, disciplining is the effect of how 
seeingg and being seen is structured through the spatial set up of the 
building.. An important aspect of this 'architecture of vision' is what Foucault 
namess the "dissociation of the see/being seen dyad" (Foucault 1995: 202). 
Thee Panopticon is a circular building with a tower in the center. This tower 
iss pierced with wide windows that open onto the inner side of the ring. The 
circularr building is divided into cells, each of which extends the whole width 
off the building. Each cell has two windows, one on the inside, corresponding 
too the windows of the tower, the other, on the outside, allowing the light to 
crosss the cell from one end to the other. 

Byy the effect of backlighting, one can observe from the tower, standing out against the 

light,, the small captive shadows in the periphery. They are like so many cages, so many 

smalll theatres, in which each actor is alone, perfectly individualized and constantly 

visiblee (Foucault 1995: 200, my italics). 

Thee guard in the tower observing the 'small captive shadows' is invisible to 
thee inmates. These inmates on the other hand are all the more visible to 
himm or her. 

Inn the Panopticon, the inmate is forced into the position of object of 
vision.. Yet, as Foucault points out, in order to achieve its effect, the inmate 
hass to "inscribe himself in the power relation in which he simultaneously 
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playss both roles" (Foucault 1995: 202-203). That is, the Panopticon derives 
itss effect from the way it sets up a relationship between an object of vision 
andd a subject of vision. With this relationship, the Panopticon presents an 
addresss to individuals coming to the viewing scene. 

Likee the Panopticon, the address presented by architecture of the 
theatree implies a position for the audience as subject of vision. This position 
iss comparable in many ways to that of the guard in the Panopticon. Now it is 
thee audience that is sitting in the dark, watching figures on a well lit stage. 
However,, the situation in the theatre, seen from the point of view of the 
audience,, is not simply a reversal of the Panopticon. Rather, the position of 
thee audience in the theatre derives its effect from the internalization, or 
incorporation,, of precisely those notions of vision and subjectivity as they are 
impliedd by the architecture of the Panopticon. These are conceptions of the 
seerr as subject, as well as of what it means to see, for which the architecture 
off the Panopticon presents a spatial metaphor. 

Inn the Panopticon, a disembodied all-seeing subject of vision is 
opposedd to a body as object; subject and object are strictly separated. The 
disembodiedd subject appears as master over the body seen. This power is 
closelyy related to knowledge. The body/object cannot escape being known and 
masteredd in its entirety by the subject seeing. It is this seeing, dissociated 
fromm the body and the other senses, that provides the subject with its 
powerr and knowledge. In short, the Panopticon presents a spatial metaphor 
off Cartesian subjectivity and modern notions of objective and disembodied 
visionn related to it. 

Bentham'ss Panopticon was designed as a prison, but as Foucault 
pointss out, it could be model for all kinds of disciplinary institutions. In the 
coursee of time, it has become the image par excellence of modern technolo-
giess that locate, identify, fix, and define the subject. In the Panopticon as it 
iss disciplinary institution, these definitions of subjectivity and vision are 
enforcedd upon the inmates. The theatre on the other hand, manages attention 
inn such a way as to sustain or reinforce (or contradict) already internalized 
notionss of this very same type of subjectivity. 

Attention,, Please! — Crary shows how the management of attention helps us 
too understand the effects of subjecting bodies to cultural practices. This 
managementt does so not only in terms of how bodies appear as objects of 
vision,, but also how bodies are turned into subjects of vision. Furthermore, 
suchh management sheds light on the body as a combination of perceptual 
systems,, which are disciplined in order to pay attention in culturally and 
historicallyy determined ways. 

Again,, this is not to presuppose a 'real' material body on the one hand 
andd its cultural and its historical transformations on the other. Historical and 
culturall practices themselves produce the body, even the 'real' material one. 
Bodiess have however, as Elisabeth Grosz puts it, the ability to "always extend 
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thee frameworks which attempt to contain them, to seep beyond their domains 
off control" {Grosz 1994: xi). Bodies are both the location of operations of 
powerr and the potential for resistance. Crary's notion of managing attention 
goess to the heart of this field of tension. 

Craryy points out how attention emerges as a discursive and a practical 
objectt right at the moment that vision and hearing have become progressively 
severedd from the various historical codes and practices that had invested 
themm with a level of certainty, dependability and naturalness. He locates its 
appearancee in the early 19th century, at the moment that the Cartesian 
notionn of objective, disembodied vision begins to lose its self-evident 
character. . 

Priorr to the 19th century, the perceiver was generally considered a 
passivee receiver of stimuli from exterior objects which formed perceptions 
thatt mirrored the external world. In the early 19th century, the emergence of 
subjectivee models of vision in a wide range of disciplines turned perception 
intoo a problem. Dominant discourses and practices of vision broke away from 
aa classical regime of visuality and grounded the truth of vision in the density 
andd materiality of the body. Sight, once considered the noblest of the senses 
andd the best way of knowing the world, gradually but irresistibly lost its 
privilegedd position. This is the development Martin Jay (1993) has termed 
'thee denigration of vision.' 

Withh the collapse of the Camera Obscura model of vision it became 
increasinglyy clear that perception is not a matter of relative passive reception 
off an image of an exterior world. That, instead, the observer's capacities and 
psychologicall make up contribute to the making of perception. One of the 
consequencess of this shift was that vision became dependent on the complex 
andd contingent physiological make up of the observer, rendering it faulty, 
unreliablee and, it was sometimes argued, arbitrary. 

Att this historical moment, attention emerges both as a problem and 
ass the promise of a solution. Attention appears as a means by which the 
perceiverr becomes open to control and annexation by external agents, but it 
alsoo seemed to hold within it the promise of the possibility of transcending 
thesee subjective limitations. Crary refers to the rise of phenomenology and its 
methodd of 'bracketing,' as well as to the ways in which much late 19th- and 
earlyy 20th-century aesthetic theory posited various modalities of contempla-
tionn and vision that were radically cut off from the processes and activities of 
thee body (Crary 1999: 46). 

Craryy illuminates how these strategies of organizing relations between 
seerr and seen have aimed at achieving an effect similar to what Michael 
Friedd terms 'absorption.' Crary also draws attention to how the theatre can be 
understoodd as part of a broader tradition of producing and sustaining this 
effect.. One of his examples of historical strategies of managing attention is 
Wagner'ss Festspielhaus theatre in Bayreuth (1876). Crary describes at lenght 
howw this theatre was designed to prevent distraction. The aim was to absorb 
thee spectator into the spectacle; this was done not so much by means of a 
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tableau-likee composition on stage, but by means of a theatrical apparatus 
designedd to evoke sustained and continuous attention throughout the 
performancee (Crary 1999: 253-254).1 

Phenomenology,, formalism, as well as the architecture of Wagner's 
Festspieihaus,Festspieihaus, thus appear as attempts at restoring or preserving the autono-
mous,, self-knowing and unitary subject of Cartesianism, and ways of seeing 
typicall of the disembodied and detached eye, at the moment this became 
threatenedd by subjective and embodied notions of vision. As such, practices 
off managing attention can be understood as attempts to maintain or preserve 
thee historical fable that lies at the foundation of our own epoch. This histori-
call fable is not just some story. It is part of what Kaja Silverman (1992) 
hass named 'the dominant fiction': the powerful constellation underlying our 
conceptionn of truth, objectivity, of the world 'as it is.' The conjunction of 
themess and powers typical of the modern period is still ours to live today, yet 
partss of it start to become more and more visible as a fable, as fiction. At 
thesee moments, managing attention can turn into a tool for deconstruction. 

Justt as the theatre derives its effect from an internalization - and not 
simplyy a reversal - of the Panoptic model, so Crary's concept of managing 
attentionn presents a shift in approach that is by no means a simple change in 
direction,, from a focus on the body as object of vision, to a focus on the body 
ass subject of vision. Rather, to specify cultural practices as instances of 
managingg attention, involves exposing the story that connects the appearance 
off the body as spectacle and the disembodied observer 'just looking.' This 
storyy is not that of the body staged, nor the story of the body looking at the 
bodyy staged, but the story of the staging of the relationship between them. 

Withh his notion of managing attention, Crary makes space for a 
distinctionn between the actual practices in which bodies are involved and 
thee presuppositions, expectations and ideas that are part of internalized 
disciplinaryy institutions. He shows these practices and ideas to be related, 
yett not in a one-dimensional, causal or linear way. The theatre does not 
disciplinee audiences by enforcing ideas upon them; it does not turn people 
intoo disembodied subjects 'just looking.' Rather, it presents its audience with 
ann address that resonates with the implications of this culturally mediated 
typee of self-awareness. Either by supporting it - as in the conventional 
theatree situation - or not, as it is the case in Double Track. 

Bodyy Double — Double Track does not present the seer with a position that 
suggestss his or her bodily absence from the viewing scene. On the contrary, 
thee seer is placed literally in the center of the theatrical event and presented 
withh an address that redirects attention from the world projected over there 
behindd the shiny glass screen towards the 'heap of flesh' that is the locus of 
looking. . 

Thee spatial set-up is reminiscent of Plato's parable of man in the 
cavee watching mere reflections of what is actually present behind their 
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heads.. But unlike the people stuck in the cave and deceived by mere 
shadowss on the wall, the spectator of Double Track knows what he or she 
seess to be a reflection. When spectators enter the theatre room, both the 
mirrorr in front and the stage behind the auditorium are fully lit and a dancer 
cann be seen present on the stage behind, sitting on the bench. 

Thee mirror splits the presence of the dancer in two. Two video monitors 
onn the stage in front of the audience take the splitting to another level. 
Theyy show the very same dancer sitting on a similar bench at a small railway 
station,, waiting for nothing. Then, this dancer splits in two. The dancer, 
wearingg a light colored costume, is sitting on the bench and remains seated, 
whilee at the same time, another dancer in a dark costume rises from where 
thee man in white is seated, and walks away. 

Thiss second person, as it appears, was actually seated on a similar 
benchh behind the mirror, invisible to the audience. Invisible, until the light 
behindd the mirror goes up. Through the see-through mirror the two dancers 
performm a duet that actually takes place in two different locations. They are 
onn two different stages - one in front and one behind the audience. The 
dancerr in front is seen through the mirror, while the one behind is seen 
reflectedd in the mirror. Often, it is hard to say who is where. 

Thee dancers constantly change positions: sometimes they are together 
behindd the mirror, sometimes they are behind the audience, sometimes they 
aree together on the same stage, sometimes they are not. This presents the 
audiencee with an address that positions them differently each time, while 
positioningg them differently in visual and in auditory space. When the man 
seenn in front starts to talk, his voice is heard from behind. When the two 
dancerss perform a duet, the sound of their feet - coming from two different 
directionss - undercuts the unity seen in the mirror 

Thee complicated address presented by the image seen in the mirror in 
frontt and the sound heard from different directions, causes disturbing 
instancess of bodily dys-appearance that redirect attention from the bodies 
seenn in the mirror that is the stage, to the 'heap of flesh' perceiving them. 
Thee architecture of Double Track manages attention in a way that under-
mines,, instead of supporting a position for the seer as a disembodied and 
detachedd observer. The sounds deny the seer what he or she is granted by 
strategiess of managing attention such as the conventional theatre situation. 
Thatt is, they prevent the seer from being absorbed into this world seen 'over 
there,'' and instead, make evident the body as locus of looking, seeing it as 
suchh 'over here'. 

Thesee disturbing moments of bodily dys-appearance are that what has 
too be suppressed or ignored in order for the spectator to leave the 'heap of 
flesh'' in the auditorium and become absorbed in the image seen in the 
mirror.. Yet, these moments can also function as what I have termed the navel 
off the performance, and shift attention from what is seen to the relationship 
betweenn seer and seen. Such moments can show how this relationship 
involvess a story. 
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Crary'ss history of managing attention helps to understand this story 
ass the story of a seer conditioned to see "as if from Sirius," willingly leaving 
hiss or her body for "I don't know where" (Beckett). Internalization of the 
culturall practices described by Crary, has shaped the expectations and 
desiress of these seers and this, in its turn, has resulted in the demand for 
practicess that confirm and support this notion of self, as well as the notion of 
disembodiedd vision that relates to it. Double Track makes us aware of this 
conditioningg by denying the seer a position that would support his or her 
expectations.. By confronting the audience with a mirror in place of the 
stage,, Double Track draws attention to the similarities between this way of 
managingg attention in the theatre and the Lacanian mirror stage model. 
Thiss comparison works in two ways. 

Onn the one hand, these similarities help to understand why the 
mirrorr stage model might be useful to explain effects of closeness and 
immediatenesss that the theatre can evoke - the effects of being able to get 
soo close to bodies seen on stage that one is actually able to feel what they 
feel.. The mirror stage model, based on a similar 'staging' of the relation 
betweenn body seeing and body seen, presents an explanation of this sense of 
closenesss as the effect of mixing up bodies seen over there with the sensa-
tionss of the body seeing them over here. 

Thee similarities between the situation sketched in Lacan's mirror stage 
essayy and the way of managing attention in the theatre might lead one to 
wonderr whether the architecture of the theatre is understandable as a 
responsee to the desire of a subject who, after having gone though mirror 
stagee identification and now, marked by lack, constantly seeks for lost 
completeness.. Thus perceived, the refusal of the audience to take up a 
positionn of subject of vision from within the body is symptomatic of this lack. 

Onn the other hand, comparing the similarities between the set up of 
thee mirror stage and the theatre as an example of culturally specific practices 
forr managing attention, might lead to a further historicization of Lacan. Does 
thee mirror stage help us to understand the relationship between bodies seeing 
andd bodies seen in the theatre, precisely because it implies a subjective 
perspective?? A subjective perspective that is the product of this very same 
historyy of managing attention, of which the architecture of the theatre is a 
primee example? So perceived, the behavior of the audience is not symptoma-
ticc of a lack that drives them to assume the image seen in the mirror. 
Instead,, describing it as lack is a way of accounting for a behavior that 
resultss from being disciplined to perceive in certain ways rather than others. 

Crary'ss history of managing attention and Lacan's mirror stage model 
appearr as two different ways of accounting for the effect of the address 
presentedd by the constellation of elements that make up Double Track. Crary 
andd Lacan appear as two different stories, two different ways of accounting 
forr the uncomfortable effects of the address presented by Double Track. Two 
wayss of accounting for part of it, at least, for Double Track does something 
elsee as well. 
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DoubleDouble Track does more than undermine automatic identification with 
aa disembodied point of view. The piece also makes one aware of how one as 
seerr tends to actively compensate for the disturbance caused by the address 
presentedd by the performance. My response to the architecture of Double 
TrackTrack made me aware of how my body tended to re-produce this position of 
thee disembodied l/eye, even against other evidence. The curious thing in 
experiencingg Double Track is that although the sound confirms ones position 
att the center of the event, and thus confirms what one can see (namely that 
onee finds oneself are at the center of a performance taking place around 
oneself),, it is nevertheless the sound that causes the uncomfortable sense of 
dys-placement. . 

Strangely,, these sounds, educating the audience about the actual 
situationn in which they find themselves, only add to the confusion. Although 
thee audience of Double Track is reminded repeatedly of the fact that the 
unityy perceived in the mirror is an illusion, it is difficult to perceive it as 
such.. Although I knew from the start that what I saw in front of me was a 
mirrorr image of someone present behind me, I perceived the performance as 
iff it were taking place in front of me. I continued to do so even though the 
soundd of the voice of the person I saw speaking in front of me and the sound 
off his feet reminded me time and again that at least part of what I was 
seeingg was, in fact, taking place behind my head. 

Hiss Father's Voice — Blankert's strategy of evoking dys-placement in Double 
TrackTrack recalls an observation made by Henri Wallon in his study Les origins du 
caractèrecaractère chez I'enfant (1949). In this study, cited many times by Lacan, 
Wallonn describes a situation of an infant smiling in recognition of its father's 
imagee in the mirror.2 When the father speaks to the child, the child, surprised 
thatt the voice emanates from a different place than the image, seems 
shockedd and turns from the image towards the father holding him. 

Wallonn takes this as an indicator of the fact that the child has not 
yett grasped the differences and connections between its father's physical 
presencee and his specular reflection. In normal development, the child will 
eventuallyy learn to understand how the image in the mirror and the father's 
physicall presence are different yet related to one another. In Lacan's mirror 
stagee story, this 'being the same yet different,' is crucial for the pleasure that 
thee child finds in recognizing its own image in the mirror, and for the promise 
thiss mirror image seems to offer. This is a promise of a unity and coherence 
thatt it does not feel from inside. 

Thee members of the audience of Double Track are not children, but 
grown-upss who presumably already know the difference between mirror 
imagess and physical presences. Nevertheless, the architecture of Double 
TrackTrack somehow appears to evoke a similar confusion as that described by 
Wallon.. I experienced a strong tendency to perceive the mirror image as the 
reall thing. In the case of Double Track, this 'mistake' happens even though 
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everybodyy 'knows better.' Not only did I already know what the child still has 
too learn but, more than that, Double Track made me aware how this illusion 
iss preserved at the cost of signals that suggest otherwise. Although the sound 
off voice and feet reminded me repeatedly of the fact that I was watching a 
mirrorr image, it was very hard to grasp it as such. 

Wallonn suggests that the child's confusion results from he or she not 
(yet)) knowing the difference between mirror image and reality. He suggests 
thatt this difference is something to be learned, after which it would cease to 
bee a source of confusion. In Double Track, on the other hand, the situation is 
confusingg even though one knows the difference between mirror and reality. 
Itt is confusing exactly because one knows. 

Thee sound of the feet and voice of the dancer in Double Track 
causess a confusing oscillation between bodily disappearance and bodily 
dys-appearance.. My response to it made me aware of my body as what 
Merleau-Pontyy termed 'a place of intertwining.' It made me aware of my body 
ass the locus that produces the unity of the world, and also of how the unity 
off the world as I perceive it is not a matter of matching or reconstructing 
aa 'natural' pre-existing unity given in the world 'outside,' but rather a 
constructionn that involves a subjective point of view. 

DoubleDouble Track made me aware of how the production of the world 'as it 
is,'' as I perceive it, also involves producing a position or the self as seer in 
relationn to it, even if this awareness is the suggestion of being not involved. 
Inn Double Track what Drew Leder terms the 'phenomenological condition of 
bodilyy absence' is produced and re-produced at cost of denial of the 'sound 
track.' ' 

DoubleDouble Track thus suggests a much more active involvement of the 
bodyy in what we think we see than either Lacan in his mirror stage essay, or 
Craryy in his history of paying attention, accounts for. Hence, Double Track 
cann be read as a critique of the assumption underlying both Crary's approach 
too subjectivity as the effect of cultural conditioning of bodies, and the 
Lacaniann psychoanalytical account of subjectivity as the effect of assuming 
ann image of a body seen in a mirror. 

Althoughh these two approaches to subjectivity as they are represented 
byy Crary and Lacan differ in many ways, and are perhaps not even compatible 
(orr maybe they are?) there seems to be at least one thing they share and this 
iss a conception of the body as ultimately materiality, mere matter, as opposed 
too subjectivity, to notions of agency and creativity and the capacity to think.3 

Thee effect evoked by Double Track, undermines this assumption and points to 
thee necessity of conceiving of what we think we see as the product of a more 
activee and creative involvement of the body. 

Mimickingg the Mirror— If, as Kaja Silverman argues, mirror stage identifica-
tionn is an ongoing process of attempting to match bodily sensations with 
visuall imagos, it seems to leave space for a more active involvement of the 
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bodyy than Lacan's mirror stage, or even Silverman's re-reading of it, accounts 
for.. That is, Silverman's definition of mirror stage identification seems to 
leavee open the possibility of a body actively adapting itself to an image seen 
orr actively producing unity in what is seen. 

Inn chapter 7, I introduced John Martin's theory of inner mimicry as an 
alternativee account of the relation between bodies seeing and bodies seen. 
Alternative,, that is, to Lacan's mirror stage model. Martin describes how we 
seee other bodies on stage through a process of bodily 'mimicking' them. 
Throughh this mimicking, we actively align our bodies felt with bodies seen 
andd in this way, grasp them. Whereas Lacan argues that we learn to perceive 
ourr own body as unity through the introjection of the image of a body seen, 
Martinn on the other hand suggests that seeing other bodies happens through 
ann active process of mapping using the kinesthetic awareness of body seeing 
too grasp the other body seen. 

Bothh Lacan, in his mirror stage essay, and Silverman (1996), in her 
readingg of it, mention mimicry to account for ways in which the body can 
adaptt its posture and movements to match an image of 'itself' seen from a 
pointt of view outside itself. Mimicry is a means of assuming this image 
throughh a process of bodily matching. Lacan refers to the behavior of pigs 
andd migratory locusts, as well as to Callois legendary psychasthenia to 
explainn this behavior as a way of installing a relationship between Innenwelt 
andd Umwelt, just as in the mirror stage (Lacan 1977: 3-4). He comes back 
too this notion of mimicry in his later Four Fundamental Concepts in 
Psychoanalysis,Psychoanalysis, where he argues against the idea that mimicry in certain 
animalss serves as a protective device. Instead, he argues, mimicry is part of a 
strategyy to become part of a particular 'picture' (Lacan 1981: 73, 98-100, 
107,, 109). 

Silvermann elaborates on this possibility in Lacan in order to describe 
howw human subjects do not always wait passively and unconsciously for the 
gazee to 'photograph' them in the shape of a pre-existing image. On the 
contrary,, they may give themselves "to be apprehended by the gaze in a 
certainn way, by assuming the shape of either a desired representation or one 
thatt has come through less happy circumstances to mark the physical body" 
(Silvermann 1996: 201).4 

Bothh Lacan and Silverman discuss mimicry in relation to the self-
awarenesss of the seer, how the seer as body mimics what is seen, and how 
thiss contributes to the identity of the seer. Mimicry thus helps to understand 
howw these images mediate and transform the seer as body and how this 
involvess a body actively involved in assuming the image. Yet, neither Lacan 
norr Silverman theorizes mimicry as a force at work in the constitution of 
whatt we think we see: how this takes place and how body might be actively 
involvedd here as well. 

Att this point, Martin's concept of inner mimicry be a useful addition to 
Silverman'ss 'spaced-out' model of the mirror stage. Read through Silverman -
understoodd as a process that is culturally mediated rather than 'naturally' 
givenn - inner mimicry might help to elaborate the mirror stage towards a 
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modell that opens up a whole spectrum of possible relations between bodies 
seeingg and bodies seen, a spectrum of which the positions represented by 
Lacann and Martin mark the two opposite poles. Between Lacan and Martin 
residess a whole spectrum where the senses are not understood as passive 
receptorss of image seen, but as actively involved in constituting what is seen 
inn relation to an also actively constituted point of view. This is a whole 
spectrum,, furthermore, where the senses do not function separately, but 
ratherr as what James J. Gibson has termed perceptual systems. 

Perceptuall Systems — In The Senses Considered as Perceptual Systems 
(1966),, Gibson explains senses as active systems that orient, explore and 
investigate.. He opposes this notion of the senses as perceptual systems, to 
notionss of senses as passive receptors. Understood as active systems, the 
sensess are neither passive senses nor channels of sensory quality, but ways 
off paying attention. Furthermore, understanding them as perceptual systems 
helpss to account for the ways in which the sensors traditionally associated 
withh different senses of sight, hearing, smell, touch, and proprioception 
interactt and overlap in the constitution of our perceptions of the world. 
Understoodd as perceptual systems, these senses are not mutually exclusive or 
separatee systems. Instead, they interact in the constitution of a world that is 
visible,, audible, and touchable at the same time (Gibson 1966: 1-6 and 
47-58). . 

Withh his notion of the senses as perceptual systems, Gibson objects to 
thee model of a receptor mosaic for each sense connecting with the central 
nervouss system and projecting the pattern of excited receptors in the brain. 
Hee argues that, instead of supposing that the brain constructs or computes 
thee objective information from a kaleidoscopic inflow of sensations, we may 
supposess that the orientation of the organs of perception is governed by the 
brainn so that the whole system of input and output resonates with the 
externall information. 

Iff this formula is correct, the input of the sensory nerves is not 
thee basis for perception but only half of it. It is only the basis for sense 
impressions.. These are not the data of perception, nor the raw material out 
off which perception is fashioned in the brain. The active senses cannot be 
simplyy the initiators of signals in the nerve fibers or messages to the brain, 
insteadd they are analogous to tentacles and feelers. The function of the 
brainn when looped with its perceptual organs, is not to decode signals or to 
interprett messages, nor to accept images. The function of the brain is not 
evenn to organize sensory input or to process data. Perceptual systems, 
includingg the nerve centers at various levels up to the brain, are ways of 
seekingg and extracting information about the environment from the flowering 
arrayy of ambient energy. 

Consideringg the senses as perceptual systems helps us to understand 
thee world as a construction which depends on our way of interacting with 
whatt we are confronted with. This also helps to explain how it is possible that 
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wee perceive of the world as stable and unitary even though our impressions of 
itt are constantly changing. Conceiving of the senses as perceptual systems, 
allowss for an understanding of how the senses work in interaction, but also 
howw they can be separated out, either by choice, or by the effects of cultural 
practices.. At this point, Gibson's notion of the senses as perceptual systems 
iss in line with Crary's idea that not only seer and seen, but also what it 
meanss to see, have to be understood from the ways in which perceptual prac-
ticess take place within, and are organized by, specific cultural and historical 
situations.. But what Gibson adds to this, is that the senses themselves are 
activee and creative systems. 

Iff the senses are perceptual systems, then infants do not have 
sensationss at birth, but start at once to pick up information from the world. 
Initially,, the infant's detection equipment cannot be finely tuned. 
Neverthelesss he or she looks at things and touches, and mouths and listens. 
Ass he or she grows, he or she learns to use perceptual systems more skillfully 
andd attention is educated to the subtleties of stimulus information. The 
infantt learns to perceive and this learning process is the effect of his or her 
interactionn with his or her surroundings. It is from this interaction that both 
aa sense of this world and a sense of self in relation to it comes into being 
(Gibsonn 1966: 266-288). 

Gibson'ss ideas originate in biology, but the philosophical implications 
off his ideas seem to be useful for visual theory as it has developed within the 
humanities.. The senses understood as perceptual systems, allows for an 
understandingg of subjectivity as the effect of an active engagement of various 
perceptuall systems (which do so simultaneously) with what the body finds 
itselff confronted with. Subjectivity is the effect of how these sense systems 
probe,, map, and bring together the results of their engagement with the 
world. . 

Gibson'ss proposal to consider the senses as perceptual systems, 
suggestss the possibility of understanding seeing in the theatre as a process of 
bodilyy response and investigation, measuring, exploring through sight and 
hearing,, as well as through proprioception and kinesthetics. The response of 
thee seer is the product of a body as the place where these various perceptual 
systemss intertwine; they probe the world around us. In this response, various 
informationn is produced and gets connected. How this happens will depend 
bothh on the physical possibilities of the body to engage with the world, and 
onn the way this body is marked by culture. The response of the seer will 
dependd on how the body has learned to perceive itself and the world around 
itt according to culturally specific parameters, how the body has learned to 
behave,, how it is marked by experience and the address of others. 

Möbiuss Strip — Conceiving of the senses as perceptual systems affords an 
understandingg of how seeing takes place in Double Track, as an effect of the 
processs of probing and combining through various sense systems simultane-
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ously.. Both a sense of self as seer, and of what is seen, are the effect of how 
thiss probing and combining takes place. That is, they are the effect of the 
wayss in which various systems extract information, how they are related to 
onee another, mapped and matched, and how this is also measured against 
expectationss and desires that result from cultural conditioning. Here, Crary's 
notionn of managing attention still proves useful in analyzing the way bodies 
aree cultured to perceive according to specific parameters and how this results 
inn a culturally specific self-awareness as seer. His model is still useful, 
providedd that the central metaphor is replaced by one that allows for the 
possibilityy of change, and of bodies seeping beyond the domain of control. 

Crary'ss model is historical. It exposes the relations between the grand 
narrativess of modernity and the disembodied subject 'just looking.' In Crary's 
model,, the Panopticon functions as historical point of reference. The 
Panopticonn appears as the blueprint for all kinds of cultural practices for 
discipliningg bodies, and as a spatial metaphor for the type of vision and 
subjectivityy resulting from these practices. In Crary's argument, the 
Panopticonn represents a kind of origin, both in the sense that it is presented 
ass the model of cultural practices of managing attention, and also in the 
sensee that it represents an ideal state, a perfection that can only be approa-
chedd but never regained. Like the Lacanian mythical fullness, it functions as 
ann image of that which is lost. This lack induces a desire for the originating 
fullnesss that drives subsequent attempts to regain it, thus turning managing 
attentionn into a 'recovery narrative.' 

Expandingg Crary's model to include the possibility of change would 
involvee replacing the Panopticon with another central metaphor that account 
forr subjectivity by acknowledging the influence of the past on the appearance 
off the present, without depending on the past as a fixed point of reference. 
II propose to do so by replacing the Panopticon by Elisabeth Grosz' model of 
thee Möbius strip, the inverted three dimensional figure eight. 

Thee Möbius strip has the advantage of showing the inflection of mind into body and body 

intoo mind, the ways in which, through a kind of twisting or inversion, one side becomes 

another.. This model also provides a way of problematizing and rethinking the relations 

betweenn the inside and the outside of the subject, its psychical interior and its corporeal 

exterior,, by showing not their fundamental identity or reducibility but the torsion of the 

onee into the other, the passage, vector or uncontrollable drift of the inside into the 

outsidee and the outside into the inside {Grosz 19: xii). 

Withh the image of the Möbius strip, Grosz, like Crary, argues for a model of 
subjectivityy in which interiority and exteriority are understood as the effects 
off the interaction between the body and the world surrounding it. Unlike 
Crary'ss Panopticon based model though, Grosz' model of the Möbius strip 
lackss a notion of origin. It recognizes influences of past experiences and 
practices,, but only as moments in ongoing process of transformation.5 
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Grosz'' model of the Möbius strip is useful in conceiving of attention 
managementt taking place in theatre as a process that does not necessarily 
confirmm already internalized parameters or strive to do so, but can also be 
usedd to invoke changes in self-awareness. Accounting for these not only as 
deviationss from the historical model but as useful contributions to reconfigu-
ration,, theatre performances can ask for a re-positioning of the seer in the 
theatree and in theory. 

11 - Crary explains how Wagner felt dissatisfied with French and Italian opera composed around a few 

brill iantt arias that would only attract the audience for their brief duration. Dissatisfied as well with theatre 

designn that allowed {or even encouraged) audiences to look at each other, and let their attention wander 

around,, he sought a construction of visibility that would more rigorously structure the spectator's perceptual 

experience.. To achieve this effect, he eliminated the lateral views of older theater design to achieve a frontal 

engagementt with the stage for every spectator. He also initiated the idea of near complete darkness as a way 

off  heightening the intensity of l ighting effects on stage and preventing peripheral distraction. The multipli-

cationn of proscenium arches combined with the extreme darkness of the theatre was intended to detach the 

il luminatedd stage from any legible relation to the rest of the opera house (Crary 1999: 247-257). 

22 - Lacan refers to Wallon in "Some Reflections on the Ego" in; International Journal of Psychoanalysis 34 (1935), 

Lacann (1977: 3), Lacan (1981: 73, 99, 109). See also Grosz (35-38). 

33 — This implication of theories of subjectivity is extensively discussed by Elisabeth Grosz in her Volatile 

Bodies;; Towards a Corporeal Feminism (1994). 

44 - Silverman (1996): 

Lacan'ss recourse to the metaphor of a stain when accounting for the image in the guise of which 

wee invite the gaze to affirm us suggests the need for a more supple understanding of the relation 

betweenn our bodies and the representations which make up the cultural inventory suggested by the 

signifierr 'screen.' The stain metaphor accounts for that relation in three-dimensional rather than 

twoo dimensional terms, and it collapses the distance between the body and the image which defines 

it .. [...] It designates, in a way the screen cannot, the transformation of actual muscles and flesh into 

aa photographic representation, and i t helps to understand that this representation can implicate the 

posturall  schema and indeed the whole of what Wallon calls 'proprioceptivity.' It can thus involve a 

corporeall  assimilation of the image (201-202). 
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And: : 

Mimicryy does not always imply a resistant or even a conscious intentionality: on the contrary, 

i tt may bespeak a subject's completely unconscious compliance with the images to which he or she is 

accustomedd to being apprehended by the camera/gaze. The pose needs to be more generally under-

stoodd as the photographic imprinting of the body, and that imprinting is not always apparent to the 

subjectt in question. It may be the result of the projection of a particular image onto the body so 

repeatedlyy as to induce both psychic and corporeal identification with it. And the image may be 

generativee not of pleasure, but unpleasure (205). 

55 — Grosz (1994: xii ) explains that she came across this model of the Möbius strip in reading Lacan, but also 

thatt she uses it in a different way and in a different context than he does. In Volatile Bodies (1994) she uses the 

Möbiuss strip to rethink the relation between body and mind. The model helps her to conceive of body and 

mindd not as two distinct substances or as two kinds of attributes of a single substance, but as somewhere in 

betweenn these two alternatives (xii , xiii , 36, 116, 189, 209-210). 
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Chapterr 10 > "Welcome to What You Think You See" 
(Epilogue) ) 
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—— Good evening. Remember me? Good. Now try not to forget 
whatt you are seeing, and you will think what I hear. Try not to 
rememberr what I am doing and I will say what you thought. 
Tryy not to forget what you are hearing and you will see what I 
think.. Try not to remember what I am saying and I will hear 
whatt you do. Try not to forget what you are doing and you will 
hearr what you say. Try not to remember what I am seeing and 
II will see what you think. Do you see what I mean? — 
(Fromm Artifact by William Forsythe). 

Rememberr her? The woman in the historical costume from Artifact. The 
womann who invited the audience to leave their seats in the auditorium and 
'stepp inside' the performance on stage? The woman whose appearance in my 
textt marks my invitation to you 'to step inside' my theoretical engagement 
withh the enigmas that characterize our perception of the visible world? This 
world'ss appearance, as I have argued, is the outcome of a process of seeing 
thatt always involves reading, even if it seems to be 'just looking'- a world 
wheree the seer is involved in a process that cannot be understood solely from 
whatt is implied by what is seen, nor from the constitution of the seer only, 
sincee the seer is always involved in what is seen just as what is seen always 
implicatess a seer. 

Inn this final chapter, I return to the woman in the historical costume 
too let her be my guide again, this time for a reconsideration of seeing as a 
readingg performed by a body involved with the theatre event through different 
sensess simultaneously. This is a reading performed by a body responding to 
thee address made explicit by the woman in Artifact, who bids the audience a 
cordiall "Welcome to what you think you see." 

Seeingg as Reading as Dancing— How can we conceive of seeing as an 
activityy of a body involved with what is seen through different perceptual 
systemss simultaneously? In this chapter, I propose an answer to this question 
basedd on a re-conceptualization of reading as it is performed in seeing. I will 
bee using the metaphor of dancing. This will allow me to expand on several 
notionsnotions that have come up in the previous chapters. 

Thesee are, to begin with, Jan Ritsema's idea that dancing is a process 
off thinking which takes place through the body (introduced at the beginning 
off chapter 8). I proposed to take his idea as a metaphor in order to describe 
howw the address presented by a performance sets a seer into movement, and 
engagess the seer in a process of bodily responsiveness of which we think we 
seee is the effect. This idea of the seer responding to what is seen through 
bodilyy responsiveness grants new actuality to John Martin's concept of 'inner 
mimicry'' (first introduced in chapter 7), with which he describes how seers 
movee along in their seats with bodies seen on stage, mimicking their move-
mentss through a process of kinesthetic responsiveness. 

214 4 



Ass a metaphor for describing seeing in terms of a process of bodily 
responsiveness,, dancing also links up nicely with the notion of 'choreo-
graphicall inscription' to describe positioning as it takes place in the post-
dramaticc theatre (introduced in chapter 4). The notion of choreo-graphical 
inscriptionn is used to indicate that on the post-dramatic landscape stage the 
audiencee is granted more freedom to 'wander around,' but also that this does 
nott mean freedom to do and perceive at will. It also points to the need to 
reconsiderr the body in the process of seeing, and how the body is involved in 
thiss process of world making. 

Inn the previous chapter, I showed how Martin's notion of inner mimicry, 
rereadd through Silverman, allows for an expansion of Silverman's version of 
thee Lacanian mirror stage model, towards a model that can account for the 
wayy both what is seen, and the point of view from where it is seen, come into 
beingg in relation to one another, and as the product of bodily responsiveness. 
Thiss expansion turns the mirror stage into a model that can account for the 
relationn between seer and seen as the product of a process of synaesthesia. 
Inn this process, various perceptual systems are involved, and it is through 
thesee that the body produces what we think we see in relation to a point of 
view,, that is, in relation to a position to which the terms 'here,' 'there' and 
'my'' are keyed. Silverman's reading of the mirror stage thus opens up what 
Miekee Bal has describes as "a space for a bodily and spatially grounded 
semiotics"" (Bal 1999: 152). 

Thiss expansion turns the mirror stage into a model for accounting for 
whatt Damish (chapter 2) describes as characteristic of perspective, in terms 
off a process of bodily response: 

Perspectivee is not a code, but has this in common with language that in and by itself it 

institutess and constitutes itself under the auspices of a point, a factor analogous to the 

'subject'' or 'person' in language, always posited in relation to a 'here' or' there,' accruing 

alll the possibilities for movement from one position to another that this entails (Damish 

1995:: 53). 

Inn chapter 2, I discussed Damish' formulation in relation to Benveniste's 
theoryy of deixis in language. I showed how deixis articulates the way 
perspectivee "institutes and constitutes itself under the auspices of a point 
analogouss to the 'subject'" (Damish), thus helping to theorize the address 
presentedd by perspective in terms of positioning, and how these positions can 
bee seen to mediate between seer and seen in the theatre. These positions, I 
havee argued, present an invitation to the seer to take them up and to see as 
iff from there. The performance addresses the seer with a succession of such 
positionss and, in this way, the performance offers an invitation to move along 
withh it. 

II also showed how Benveniste's relational and discontinuous notion of 
subjectivityy allows for an understanding of the address presented by Artifact 
ass an address that involves two positions which could be taken up 
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simultaneously.. Artifact addresses the audience as both listener and viewer 
andd these different positions interact in what seems to be 'just looking.' 

Inn this chapter, I return to Benveniste for a reconceptualization of the 
seerr as a body involved with the world through different perceptual systems 
simultaneously.. I will introduce the term interference to account for the way 
inn which perspectives presented by the various perceptual systems through 
whichh we are involved with the world, interact with one another and with 
pointss of view given in the discourse through which we make sense of 
thee world. I take this notion of interference from Deleuze and Guattari's 
conceptualizationn of thinking described in their final co-authored book, 
namely:: What is Philosophy? (1994). 

Deleuzee and Guattari's conception of thinking is performative par 
excellenceexcellence and links up well with contemporary developments in theatre 
semioticss where meaning is no longer conceived of as something represented 
byy means of signs, but where meaning is thought instead as the effect of 
thee theatrical event, here and now, in relation to an audience. The Deleuzian 
conceptionn of thinking makes it possible to be much more radical than 
theatree semiotics has, as yet, allowed for. However, what is needed to make 
Deleuzee and Guattari's philosophy productive for the theatre, and for my 
dissectionn of visuality in the theatre in particular, is to understand more 
preciselyy how this movement performed in thinking proceeds, who the subject 
off this movement is, and if it is possible to conceive of this thinker as a 
body. . 

Inn this chapter, I propose an argument for this purpose that is highly 
speculative.. My aim is to take the outcome of my 'dissection' and think the 
nextt step beyond. I will be presenting an epilogue in which I speculate what 
thiss extrapolation could lead to. My argument is speculative, which means 
thatt I will not present a faithful exegesis of Deleuze and Guattari's work, but 
usee it, dance along with it, using their ideas as stepping stone to jump off 
intoo what might follow my dissection of visuality. 

Thinkingg as Movement — In What is Philosophy? Deleuze and Guattari define 
philosophy,, art and science as three modes of thinking each moving in their 
ownn way: art thinks through affects and percepts; science thinks through 
knowledge;; philosophy thinks through concepts. The three modes of thinking 
takee place at different 'planes' and they utilize different 'elements'. The 
brainn is the junction - not the unity - of these three planes. 

Thee differences between the three planes are a recurring motive 
throughoutt their book. Near the end, however, Deleuze and Guattari observe 
thatt there are also cases in which art, science and philosophy cannot be 
understoodd as distinct in relation to the chaos that the brain plunges into. 
Afterr having stressed the differences between the planes throughout their 
book,, they conclude that what seems to be more important now are the 
problemss of interference between the planes that meet in the brain. 
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Inn this submersion it seems that there is extracted from chaos the shadow of the 

'peoplee to come' in the form that art, but also philosophy and science, summon forth: 

mass-people,, world-people, brain-people, chaos-people - nonthinking thought that lodges 

inn the three, like Klee's nonconceptual concept or Kandinsky's internal science. It is 

theree that concepts, sensations, and functions become undecidable, at the same time as 

philosophy,, art and science become indiscernible, as if they shared the same shadow 

thatt extends itself across their different nature and constantly accompanies them 

(Deleuzee and Guattari 1994: 218). 

Inn Deleuze and Guattari, it is the brain that is the locus of the interferences 
betweenn different thought movements. They describe the brain as a "state of 
surveyy without distance" and subjectivity as its effect (Deleuze and Guattari 
1994:: 210). At the same time that the brain becomes subject, the concept 
becomess object as created, as event or creation itself. Within this movement 
subjectivityy appears as an 'eject.' 

Onn each plane these 'ejects' appear in a different way: on the plane of 
immanencee of philosophy as the subject of creation of concepts ('I concei-
ve'),, on the plane of composition of art as the subject of feeling ('I feel'), on 
thee plane of reference or coordination of science as the subject of knowledge 
('II know'). 

Deleuzee and Guattari conceive of these 'ejects' in terms of speech-act 
theory.. In everyday life speech-acts refer back to psychosocial types who 
actuallyy attest to a third person: 'I decree mobilization as President of the 
Republic,'' 'I speak to you as father,' and so on. In the same way the 
philosophicall shifter is a speech-act in the third person where it is always 
thee conceptual persona who says ' I . ' This leads them to a reformulation of 
speech-acts,, drawing attention to the way speech-acts produce positions and 
thee way these positions mediate in the movement of thoughts (Deleuze and 
Guattarii 1994: 64). 

Thinkingg in and out of Step — Conceptual personae are complicated entities 
thatt lead a hazy existence somewhere in between the concept and the 
pre-conceptuall plane. They are part of the implicit presuppositions forming 
imagess of thought. Sometimes they appear with a proper name, like Socrates, 
whoo is the principal conceptual persona of Platonism. 

Yett the conceptual persona is not to be confused with a character. 
Conceptuall personae and characters only nominally coincide and do not have 
thee same role. The character of a dialogue sets out concepts. Conceptual 
personae,, on the other hand, carry out the movements that describe the 
author'ss plane of immanence and they play a part in the very creation of 
thee author's concepts. They can have all kinds of features. In What is 
Philosophy?Philosophy? Deleuze and Guattari distinguish between pathic features (the 
idiot,, the maniac), relational features (the friend), dynamic features (the 
diver,, the dancer), juridical features (the claimant, the judge, the plaintiff) 
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andd existential features (the bourgeois). These features of conceptual 
personaee have relationships with the epoch or historical milieu in which they 
appearr that only psychosocial types enable us to asses. Through these 
features,, conceptual personae and psychosocial types refer to each other 
andd combine, yet without ever merging. Unlike a psychosocial type, the 'I 
conceive'' of philosophy is not an empirical circumstance but instead has to 
bee understood as a presence that is intrinsic to thought, a condition of 
possibilityy of thought itself, a living category, a transcendental lived reality. 
Conceptuall personae appear as the agents of philosophical enunciation. 
Deleuzee and Guattari speak of "intercessors, crystals or seeds of thought" 
(Deleuzee and Guattari 1994: 69, my italics). 

Deleuzee and Guattari conceive of the ' I ' of philosophy in terms of 
friendship.. They refer to the Greek origin of philo-sophy: the friends of wis-
dom,, those who seek wisdom but not formally posses it. Friendship appears 
ass a precondition of thought; it is part of a relational model of thinking as 
takingg place between friends. Friendship, as Deleuze explains, is not based 
onn having the same ideas. Rather, it is the condition of having something to 
sayy to one another as a result of which thought starts to move. Friendship 
carriess something of a mystery within itself, and this mystery Deleuze under-
standd in terms of being possessed by a certain 'charme.' This 'charme' is the 
sparkk that lights between friends, turning them into friends (Deleuze and 
Parnett 1995). 

Inn What is Philosophy? Deleuze and Guattari present friendship as the 
mostt outstanding feature of the conceptual personae. The friends as they 
appearr as mediators of movement in philosophical thought are claimant and 
rivall striving for the same object. Friendship designates a form of competent 
intimacyy that involves love as well. Love, not for one another, but for the goal 
bothh friends are striving towards. Friendship, therefore, involves competitive 
distrustt of the rival as much as an amorous striving towards the object of 
desire.. Striving and rivalry are part and parcel of philosophy as a continuous 
statee of becoming, of thought as movement. 

Itt is, according to Deleuze and Guattari, in this sense that philosophy 
hass to be understood as something Greek that coincides with the contribution 
off cities: the formation of societies of friends or equals, but also the 
promotionn of relationships of rivalry between and within them, the contest 
betweenn claimants in every sphere, in love, games, tribunals, judiciaries, 
politics,, and even in thought. Friendship designates "the rivalry of free men 
andd a generalized athleticism" (Deleuze and Guattari 1994: 4). 

WhatWhat is Philosophy? is the fourth and last book Deleuze and Guattari 
wrotee together. It is "the last achievement of a form of experimental 
'authorship'' that has few precedents in philosophy," as Hugh Tomlinson and 
Grahamm Burchell, in the translator's introduction to the English edition, put it 
(Deleuzee and Guattari 1994: viii). They quote Deleuze's own account of 
thiss extraordinary collaboration, saying: "We don't work, together, we work 
betweenn the two. [...] We don't work, we negotiate. We were never in the 
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samee rhythm, we were always out of step" (Deleuze and Guattari 1994: viii). 
Deleuzee describes his philosophical 'duet' with Guattari in terms of move-
ment,, in terms of dance, but only in order to disqualify them as dance 
partners.. Instead of moving along in the same rhythm naturally, every step 
hadd to be won through negotiation. His intellectual partnership with Guattari 
thuss seems to be conform their model of philosophical thinking as the 
productt of competent intimacy between claimant and rival, a friendship that 
hass to be won time and again over competitive distrust. 

Inn the books that are the expression of this 'duet,' however, it is hard 
too distinguish between the two competitors. The differences in rhythm have 
dissolvedd into a collective movement presented under the double name that 
hass become their trade mark. Their books thus express a collectivity that is 
absentt from their conception of conceptual personae and their role in thought 
ass movement. 

Att this point, I think, the model of the duet as performed on stage pre-
sentss a useful alternative to Deleuze and Guattari's generalized athleticism. 
Thee duet can function as a conceptual metaphor that helps us to become 
awaree of the specific understanding of thinking as movement as described 
byy Deleuze and Guattari and expose aspects of the movement of thought that 
remainn invisible in their conception in terms of the rivalry of free men and 
generalizedd athleticism performed by disembodied brains. In the following, 
II will confront the 'duet' performed by Deleuze and Guattari with When You 
SeeSee God, Tell Him (1995) by Itzik Galili.1 

Dancingg Reading — When You See God, Tell Him is set on an extraordinary 
musicall score. This score consists of part of a lecture given by I. F. Stone 
att the Ford Hall Forum and set onto music by Scott Johnson. Stone's text 
invokess us to stop turning argument into war, to stop settling arguments 
throughh war and to find a different way of dealing with arguments other than 
havingg recourse to war. The text proposes a re-conceptualization of human 
relationshipss and interactions in terms of family. "We have to begin to think 
off ourselves as a family [in order to overcome] those reversions to barbarity 
andd tribalism, who are still hung up in ancient, anachronistic hatreds like we 
seee in Ulster, like we see in Israel, Palestine. That we can see in many parts 
off the world." Stone argues for a change in the way we live and deal with one 
another,, and argues that what is needed is that we begin to understand 
ourselvess as part of one family. Once we start conceiving of ourselves as part 
off one family, once we begin to understand the relationships between 
differentt peoples in terms of family relationships, we will start living these 
relationshipss in a different way as well. 

Whenn the light goes up we see a man and a woman living in separate 
worlds,, each in a small beam of light on either side of the stage. He is 
examiningg a flower, she is running around in circles. After a little while, she 
breakss away from 'her' beam of light and runs toward him, turns her back 
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towardss him and bends over in what I take to be a sexual invitation. He does 
nott accept the invitation and turns away. She repeats the gesture three times 
untill he literally jumps over her, picks her up on his shoulders and puts her 
inn a different place. He starts doing some frantic dance on his own with his 
facee turned away from her towards the backside of the stage. Nevertheless, 
herr gesture did catch his eye, or so it seems, for after a little while he turns 
aroundd and imitates her pose in what appears to be an attempt at concilia-
tion.. This is the start of an interaction in which they get acquainted with one 
another. . 

Accordingg to Deleuze it is the perception of a certain 'charme' that 
markss the moment of the appearance of friendship. The perception of this 
'charme''charme' is the spark that sets the movement of thought between the two 
friendss of wisdom into motion (Deleuze and Parnet 1995). The opening 
sequencee of When You See God, Tell Him shows such a moment that marks 
thee beginning of movement of thought, thought that, in this case, literally 
proceedss through movement. The first line of Stone's text reads: "You know, I 
havee so little here to say this evening, but there's so many things that have 
beenn said over and over again, that need to be said again and again." In 
thee performance it is the perception of this certain 'charme' that turns the 
situationn of "having so little to say here this evening" into a situation of 
collaborativee movement. 

Thee interaction between the two partners in movement on stage does 
nott always proceed harmoniously. When Stone's voice observes that "it is too 
smalll a planet - it grows smaller and smaller all the time" the dancers are 
physicallyy in each other's way, one blocking the movement of the other. There 
aree moments when they fall back in what the text calls "ancient, conditioned 
reflexess and psychoses of mankind and his homocidal tendencies." 
Nevertheless,, as they become more familiar with one another, they seem to 
"beginn to enjoy the differences in the human family like we enjoy the diffe-
rencess in a garden of flowers. There is very little time to muster this broader 
vision,"" Stone says, but "either we live together, or we die together" and the 
dancerss drop 'dead' on the floor. Stone ends his text with the question: "Is it 
necessaryy - is it necessary?" During these final words, the dancers walk away 
togetherr towards a single beam of light, facing a common goal. She picks 
thee petals from the flower he had been holding at the beginning of the piece, 
ass if to indicate that what this future will be, remains the question but 
neverthelesss they will face it together. 

Thee choreography presents a reading of I.F. Stone's text in terms of a 
relationshipp between a man and a woman, translating the big words in the 
textt into embodied situations we live by. Yet, to understand the performance 
solelyy as a visualization of the argument made in the text, would mean to 
ignoree the many moments in which the dance presents a critique of, or an 
elaborationn of, the text. The performance does much more than translate 
thee argument made in the text into dance movement. It reconceptualizes the 
argumentt made in the text in terms of dance, and through this reconceptuali-
zationn the performance breaks open the argument as made in the text, 
underminess it, and expands upon it. 
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Inn doing so, the performance can be read as an example of what 
Deleuzee and Guattari describe as art's ambiguous relationship with chaos. 
Art,, science and philosophy cast planes over the chaos, but at the same time 
theyy want us to tear open the firmament and plunge into chaos. "It is as if 
thethe struggle against chaos does not take place without an affinity with the 
enemy,, because an other struggle develops and takes on more importance -
thee struggle against opinion, which claims to protect us from chaos itself" 
(Deleuzee and Guattari 1994: 203, italics in the text). Deleuze and Guattari 
referr to D.H. Lawrence's Chaos in Poetry in which he explains what 
producess poetry: 

Peoplee are constantly putting up an umbrella that shelters them and on the underside 

off which they draw a firmament and write their conventions and opinions. But poets, 

artists,, make a slit in the umbrella, they tear open the firmament itself, to let in a bit of 

freee and windy chaos, and to frame in a sudden light a vision that appears through the 

rentt (Deleuze and Guattari 1995: 204). 

Artt can let in a sudden light by creating structures that break up existing 
ones.. In this way, art can illuminate the chaos for a moment, rendering it 
sensory.. Art can perform what Stone's text argues for, namely breaking 
throughh the opinions and presuppositions we hide behind and open up a 
neww vision. What the performance also demonstrates is that these new visions 
implyy new points of view as a result of which thought starts to move in new 
ways. . 

Inn Johnson's musical score, Stone's text is literally cut up, and the 
piecess are framed in new ways. His first sentence - "You know, I have so 
littlee here to say this evening, but there's so many things that have been 
saidd over and over again that need to be said again and again" - is cut 
intoo pieces, some of which are repeated and transformed into a rhythmic 
structure.. This is further elaborated on in the performance in which the 
movementt of the dancers presents a visual equivalent to this process of 
cuttingg up. When the text says "There are so many things that have been 
said"" the man and the woman face the audience together. During "That need 
too be said" they raise their arms. During "That have been said" they move 
backwards,, and during "That need to be said" they raise their arms again 
whilee moving forward. 

Thee movement pattern enhances the rhythmic structure of the text and 
thee musical score, while at the same time the meaning of the text and the 
movementss performed, start to interfere with one another. Through these 
interferencess of the argument performed through the text with the movements 
performedd on stage, attention is directed in new ways, so that Stone's first 
sentencee ("You know, I have so little here to say this evening, but there's so 
manyy things that have been said over and over again that need to be said 
againn and again") turns into an ambiguous statement. The composition of the 
performancee offers opportunities for different readings of the same text, at 
thee same time offering different points of view from which this text could be 
read.. Central to this ambiguity is the question of positioning. 
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Stone'ss first sentence now can be read as a self-reflexive remark about 
thee situation of the theatre. Its position at the beginning of the performance 
turnss his statement into a commentary on performing the same performance 
nightt after night. At the same time, it remains an integral part of Stone's 
ongoingg argument as made in the text. A third layer is added when the text 
beginss to interfere with the individual performance of the dancers. Right after 
thee man has jumped over the woman, the text begins with "You know." After 
aa minute or so, this "you know" is repeated, then followed by "I have so little 
too say here this evening." At this moment, the man walks away from the 
womann towards the back of the stage as if 'having so little to say this eve-
ning,'' is the reason he walks away from her. While the text says "but there 
aree so many things that have been said," he starts doing his frantic dance, 
movingg from left to right and back again, again and again, following the 
rhythmm of the text montage: "that have been said, so many so many things, 
thatt have been said, that need to be said, over and over again, over and 
overr again, over and over again, over and over again." Thoughts that might be 
playingg through his head find a physical expression in his movement, showing 
himm hovering between the fact that these things "have been said" so many 
times,, yet that they "need to be said again and again." His movement comes 
too a stop as he bends over in imitation of the woman's pose, marking the 
beginningg of yet another old story starting all over again, the age-old story of 
love. . 

Withh their performance, the dancers present partnership as an 
alternativee to the rivalry, violence and tribalism that the text speaks of. The 
piecee shows the development of this partnership represented through the 
interactionn of the dancers on stage. As it is the case with the friends of 
wisdom,, this relationship does involve love, not only for the object both 
friendss are striving towards, but for one another as well. The development of 
thee interaction between the partners in movement does include moments of 
rivalry;; moments at which they interact as claimant and rival striving for the 
samee goal, driven by the desire for same object. 

Thee duet also demonstrates that in order for the personae of claimant 
andd rival to appear, partnership is required, partnership that is needed to 
executee the movements that produce the two figures on stage as claimant 
andd rival. Together, the dancers comprise the condition of possibility of 
movementt itself, just as the conceptual personae are the condition of possibi-
lityy for philosophical thought. They are a presence intrinsic to movement. 
Yet,, it is only within these movements that they appear as claimant and rival, 
positionss that appear as points of view implied by the sequence of move-
ments.. It is within this collaborative effort, and as a result of shared techno-
logies,, that claimant and rival appear as points of view. Furthermore, in the 
duett the two figures on stage appear as claimant and rival at the very same 
momentt that they also appear as partners in the execution of the movement. 
Itt depends on how one wants to look at it. The performance demonstrates 
thatt points of view, as they are constituted in and by the movements 
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performed,, at the same time imply a point of view from where they can be 
perceivedd as such. 

Inn Deleuze and Guattari's account, these two points of view threaten 
too become conflated as a result of which the 'I conceive' of philosophy can 
appearr as the immaculate conception of and by a lonely thought athlete 
surfingg the plane of immanence. Here, the duet presents an alternative model 
inn which both aspects of friendship - sharing and rivalry - are shown in 
relationn to one another and as different moments mediating in the movement 
off thought between the two partners, and between partners and the audience. 

Sharingg Technologies— In a philosophical enunciation, movement is 
producedd though thinking and this happens through the intermediary of a 
conceptuall persona. In a philosophical enunciation it is the conceptual 
personaa who says "I conceive" and thus constitutes a point of view according 
too which planes of immanence are distinguished from one another or brought 
together.. These points of view, the "seeds of thought" as Deleuze and 
Guattarii call them, then have to be reconstituted by a reader. In the duet, 
itt is the two dance partners who produce an ongoing flow of movement -
aa constant state of becoming - in which movements of one partner are 
generatedd by movements of the other. The partners need one another, depend 
onn one another, for it is their interaction that produces the movement just as 
theyy are produced as partners in and by it. 

Thiss ongoing flow of movement constitutes points of view as well, 
pointss of view that can be reconstituted by an audience as a result of 
whichh the audience can move along with what is presented. However, how a 
particularr audience will reconstitute these points of view, and move along 
withh what is presented, will not only depend on points of view as constituted 
byy the performance, but also on conventions, knowledge, and experience that 
thee audience shares with it, or not. The duet as performed in the theatre thus 
pointss attention to the "seed of thought," and the "I conceive," of the con-
ceptuall persona as two different yet intimately related moments. In the duet, 
theirr relationship is visualized in a way that renders the "I conceive" of 
philosophyy sensory again in a way that stirs the imagination. 

Ass I.F. Stone speaks of how the world gets smaller in terms of travel 
time,, and how we are becoming one family through sharing each other's 
technology,, culture, poetry, and philosophy, the dancers begin performing a 
collectivee movement that at first looks like a representation of a vehicle, a 
wheelbarroww perhaps. They act out progress and reduction of travel time 
throughh portraying of a shared technology in bodily movement. 

Yet,, when the voice of Stone says "we share each other's technology," 
thiss is visually represented in an entirely different way. At this moment the 
womann repeats the sexual invitation the performance began with, and this 
timee the man responds without hesitation. Sharing technologies is not shown 
throughh the embodiment of technology, but by means of a reference to a very 
muchh bodily or physical technique. With this striking image the performance 
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drawss attention to bodies and desire as involved in conception, as well as to 
thee pleasure that can be the result of sharing technologies of various kinds. 

Thiss moment of sharing technologies also shows how what is produced 
inn the kind of thinking that takes place between people will depend on the 
specificitiess of these people as bodies involved in the interaction. The speci-
ficitiess of the partners in thought will determine what kind of technologies 
willl be used, how the interaction will proceed and what its outcome will be. 
Thesee specificities depend both on the physical possibilities of these bodies, 
andd the way they are cultured to proceed in specific ways, and on how cultu-
ree has marked their bodies as sites of projected desires. 

Interferencess — Deleuze and Guattari conceive of the brain as a multitude of 
planess on which thinking proceeds simultaneously. This raises the possibility 
off conceiving of subjectivity as even more radically discontinuous than 
suggestedd by Benveniste. It embraces an understanding of the subject 
thinkingg as a conglomerate of 'I's' emerging from various thought processes 
inn which the brain - in its continuous state of survey - is involved. 

Inn art, thinking proceeds through sensations and these sensations are 
formedd by contracting that which composes it. This contraction is not an 
actionn but a pure passion, "a contemplation that preserves the before in the 
after"" (Deleuze and Guattari 1994: 212). Art, therefore, takes place on a 
planee that is altogether different from mechanisms, dynamisms and finalities. 
Artt takes place on the plane of composition and this plane is populated not 
withh conceptual personae but with artistic figures. The difference between 
conceptuall personae and aesthetic figures is that the former are the power of 
conceptss and the latter are the powers of affects and percepts. In art, it is 
nott the conceptual persona that says 'I conceive' but the aesthetic figure that 
sayss 'I feel.' Through the speech-acts 'I feel' and 'I conceive' philosophy is 
definedd in terms of thinking as conceiving while art is defined in terms of 
thinkingg as feeling. 

Notwithstandingg the fact that art and philosophy constitute fundamen-
tallyy different modes of thinking taking place at different planes and utilizing 
differentt elements it is, according to Deleuze and Guattari, possible to think 
onn one plane through the elements of the other. They understand these 
momentss that cross-overs take place, not in terms of new types of objects but 
inn terms of new modes of thinking, new modes of thinking that result from 
interferencess taking place between the planes that join up in the brain 
(Deleuzee and Guattari 1994: 216). I take a sequence of When You See God, 
TellTell Him as an example of moment of interference between different modes 
off thinking. 

Att one point in the performance there is a minute long sequence in 
whichh the only text is a continuous repetition of 'again and again.' During 
thiss minute the dancers execute an intricate series of highly energetic 
movementss in which they constantly change place yet remain very close to 
onee another. They move around each other figured in entanglement, engaged 
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inn an ongoing series of collisions, which release force of action and reaction. 
Thiss repetitive movement in the rhythm of "again and again" does more than 
presentt a visual equivalent to the words "again and again." It also brings the 
reasonss why "these things" that have been said "over and over again," still 
havee to be said "again and again" to mind: the many actions and reactions 
thatt collide time and again "that we can see in many parts of the world." 

Thee contraction on the plane of composition not only shows the before 
inn the after, but also, the other way round; the performance foreshadows what 
inn the linear argument of the text still has to come. Furthermore, the impact 
off the collisions, and the force of action and reaction on these bodies make 
onee feel how tiresome this situation is more than the text. The performance 
mediatess in a movement of thought in which thinking as conceiving and 
thinkingg as feeling begin to interfere. 

Inn the theatrical duet these inferences take place through the 
involvementt of a third party, namely the audience. It is the body as locus of 
perceptionn of the observer that marks the 'place' where thinking as feeling 
andd thinking as conceiving start to interfere as concepts, and sensations 
andd functions become undecidable. The argument, as represented in dance 
movement,, is made sensible again as the words begin to interfere with the 
energyy evoked by the execution of the movements. When the man finally 
layss his head to rest on the woman's shoulder, with a movement of longing, 
stretchingg towards her, it feels like relief. This gesture puts an end to a 
representationn of human conflicts 'as we see them in many parts of the 
world,'' while resolving the emotional impact caused by the collision of these 
twoo bodies here and now on stage, involved in a conflict that addresses the 
viewerr on an emotional and sensational level. These emotions and sensations 
gett mixed up with the conception of the story represented. 

Inn Deleuze and Guattari, it is the brain that is the locus of interferen-
cess of different modes of thinking. When You See God, Tell Him, suggests 
thatt their model of thinking as taking place through interferences might be 
usefull as well to conceive of the body as the locus of input of various 
perceptuall systems that produce perspectives on the world in relation to a 
sensee of 'here, 'now' and 'me.' The ' I ' as deictic marker of this 'place' can 
functionn as a shifter between the perspectives presented by various 
perceptuall systems. This would allow for a reconsideration of the subject of 
sensee perception as a complex conglomerate of perspectives that interfere 
withh one another. This opens up towards a conception of the synaesthetic 
processess that take place in the seeing body in terms of influence, resonance 
orr even contradiction rather than unification. The ' I ' as deictic shifter also 
suggestss the possibility of relating these perceptual perspectives and the 
pointss of view that are part of the discourse through which we live in terms 
off interferences. This would permit an even further radicalization of 
Benveniste'ss notion of discontinuous subjectivity and move towards an 
understandingg of bodies as loci of conglomerates of 'I's' capable of complex 
experiencess that result from interferences between discursive formations and 
bodilyy practices. 
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11 — When You See God, Tell Him. Choreography: Itzik Galili. Music: Scott Johnson (Soliloquy from How it 

Happens,Happens, written by I.F. Stone). Dancers: Jennifer Hanna and Itzik Galili. Premiere: September 15th 1995, 

Stadsschouwburgg Heerlen. 
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Inn het theater zit het publiek vaak in het donker. Alle aandacht gaat uit naar 
datgenee wat op het verlichte toneel te zien is. Deze ruimtelijke organisatie 
zouu je kunnen zien als metafoor voor de verhouding tussen kijker en bekeke-
nee in veel theorie over de manier waarop voorstellingen betekenis krijgen. 
Enerzijdss is de gelijktijdige fysieke aanwezigheid van toeschouwer en acteur, 
danserr of performer vaak de kern van basisdefinities van wat theater 'in 
wezen'' is. Deze gelijktijdige aanwezigheid is datgene waarin theater zich 
onderscheidtt van bijvoorbeeld film. Anderzijds echter krijgt de fysieke aanwe-
zigheidd van met name de toeschouwer in theorieën van theatrale betekenis-
productiee nauwelijks gestalte. Alhoewel theatersemiotiek en performance 
theoriee hebben bijgedragen aan een begrip van theater dat voorbij gaat aan 
tekst,, en ruimte gemaakt hebben voor een begrip van theater waarin aandacht 
iss voor het visuele, het performatieve en het lichamelijke op het toneel, staat 
dee relatie tussen datgene wat gezien wordt en de kijker die het als zodanig 
ziet,, zelden ter discussie. Er is sprake van toenemende aandacht voor visuele 
tekens,, maar wat veelal buiten beschouwing blijft is door wie die tekens 
gezienn worden zoals ze worden gezien, en wat het betekent om ze als zodanig 
tee zien. 

Dee rol van de kijker in theatertheorie is veelal die van wat in het engels 
zoo mooi het disembodied l/eye genoemd wordt. Deze rol is typisch voor de 
modernee tijd waarin de nadruk is komen te liggen op visuele waarneming als 
geïsoleerdd van de andere zintuigen en van het lichaam. Juist vanwege deze 
schijnbaree onafhankelijkheid van het lichamelijke, plaatselijke en tijdelijke 
kann zien, meer dan andere zintuiglijke waarneming, geassocieerd worden met 
weten,, met kennis en met objectiviteit. Het is van alle zintuiglijke waarne-
mingenn met name het zien dat ons in direct contact lijkt te kunnen brengen 
mett datgene wat zich voordoet in de wereld om ons heen, of op het toneel. 

Volgenss Martin Jay (Downcast Eyes: The Denigration of Vision in 
Twentieth-CenturyTwentieth-Century French Thought, California University Press, 1993) hangt 
dee ontwikkeling van dit moderne visuele paradigma samen met een hele 
constellatiee van sociale, politieke, esthetische en technische factoren die 
gezamenlijkk geresulteerd hebben in wat, in retrospectief, de 'rationalisatie 
vann het zien' genoemd wordt. In de loop van de 20e eeuw komt er steeds 
meerr kritiek op dit begrip van zien en van de kijker, een ontwikkeling die Jay 
thethe denigration of vision noemt. 'Denigration' omdat als gevolg van deze 
kritiekk het zien en de kijker hun vermeende superioriteit verliezen. De 
geprivilegieerdee positie van het zien en van de kijker blijken niet langer 
houdbaarr te zijn. Het wordt duidelijk dat kijken een activiteit is waarin de 
kijkerr de visuele wereld construeert veeleer dan passief waarneemt, en dat 
doett volgens cultureel specifieke patronen. 

Alss datgene wat gezien wordt en de kijker als subject niet los van elkaar 
begrepenn kunnen worden, dan is dat wat gezien wordt niet simpelweg 
datgenee wat aanwezig is en geregistreerd wordt, maar altijd al een inter-
pretatiee van de kijker waarin de kenmerken die deze kijker maken tot wie 
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hijj of zij is, onvermijdelijk meespelen. Tegelijkertijd zal de manier waarop 
datgenee wat gezien wordt (de voorstelling) de kijker aanspreekt, van invloed 
zijnn op de manier waarop de kijker zich van zichzelf in relatie tot het 
bekekenee bewust wordt. Dat kan heel onopgemerkt gaan, zoals in conventio-
nelee theatersituaties die impliciet de culturele vooronderstelling van het 
disembodieddisembodied l/eye bevestigen. Theatervoorstellingen kunnen kijkers echter 
ookk aanspreken op manieren die in strijd zijn met deze vooronderstellingen, 
mett als gevolg dat de positie van de kijker als schijnbaar disembodied l/eye 
ondermijndd wordt. In mijn onderzoek is een selectie van dergelijke voorstel-
lingenn beginpunt voor een her-denking van de rol en positie van de kijker. 

Dezee theatervoorstellingen fungeren in mijn onderzoek als theoretische 
objecten.. Net als theoretische teksten doen deze voorstellingen (impliciet of 
expliciet)) uitspraken over de manier waarop wat we zien in het theater tot 
standd komt. Theoretische teksten doen dat in een academisch discours. In de 
voorstellingenn zijn deze uitspraken geformuleerd in het artistieke discours van 
hett theater wat weer heel andere mogelijkheden biedt. In mijn proefschrift 
confronteerr ik academische en artistieke teksten met elkaar en tracht de 
verschillenn productief te maken. Zo laat ik zien hoe Gonnie Heggens Looking 
forfor Peter (1996) helpt om bewust te worden van gender-aspecten van kijken, 
hoee De Zieleweg van de Danser (1997) van Gerardjan Rijnders en Krisztina 
dee Chatel licht werpt op de relatie tussen de ontlichaamde conditie van de 
kijkerr en het psychoanalytische model van het subject, en hoe William 
Forsythe'ss Artifact de aandacht vestigt op de betrokkenheid van de 
toeschouwerr in het tot stand komen van de betekenis van wat hij of zij ziet. 

Nett zoals een taalgebruiker door een taaluiting van een 'ik' die spreekt 
aangesprokenn wordt als een 'jij' die luistert, zo wordt een kijker aangesproken 
doorr een voorstelling als visuele uiting. Echter, er is iets vreemds en 
verwarrendss aan de hand met de manier waarop een kijker als kijker 
'geplaatst'' wordt door wat hij of zij ziet: de positie van de kijker is niet die 
vann een ' j i j ' die aangesproken wordt, maar van een 'ik' die ziet. Deze 
complicatiee wordt in Artifact expliciet aan de orde gesteld door middel van de 
vraagg "Do you see what I mean?" waarmee een van de personages op toneel 
zichh richt tot het publiek. 

"Doo you see what I mean?" stelt een problematiek aan de orde die 
centraall staat in een belangrijke ontwikkeling in de theatersemiotiek uit de 
tijdd dat Artifact in première ging: de ontwikkeling van een tamelijk statische 
semiotischee benadering gebaseerd op structuralistische semiotiek van De 
Saussuree naar een semiotiek met meer aandacht voor tekengebruikers en 
processenn van receptie. Vanaf begin jaren '80 groeit de belangstelling voor 
eenn pragmatische benadering waarin aan de dualiteit van teken en betekenis 
typischh voor het structuralistische model een derde term wordt toegevoegd: 
dee interpretant. Deze derde term vestigt de aandacht op het verband tussen 
betekeniss en subjectiviteit. 

All te gemakkelijk wordt denken in termen van subjectiviteit afgedaan 
alss zou dat leiden tot relativiteit, willekeur of totale vrijheid in persoonlijke 
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keuze.. In feite echter impliceert de semiotiek van het subject kritiek op 
preciess de mogelijkheid van zowel vrijheid als totale willekeur. De semiotiek 
vann het subject vestigt de aandacht op hoe subject en betekenis in relatie tot 
elkaarr tot stand komen; dat het subject en de wereld zoals die aan hem of 
haarr verschijnt daarom niet los van elkaar begrepen kunnen worden. Dit is 
eenn belangrijke vooronderstelling van mijn onderzoek. 

Omm de interactie tussen kijker en bekekene in het theater te analyseren, 
introduceerr ik een driehoeksmodel. Dit model helpt mij om binnen het brede 
begripp subjectiviteit drie verschillende posities te onderscheiden die mee-
spelenn in die interactie tussen voorstelling en toeschouwer: datgene wat te 
zienn is op het toneel (het subject van de voorstelling), degene die kijkt (de 
individuelee kijker als subject) en de subjectpositie zoals die geïmpliceerd 
wordtt door datgene wat er op toneel te zien is (het zg. subject of vision). 
Dezee laatst positie is vergelijkbaar met het gezichtspunt in een perspectief-
tekening.. Het is een positie die deel is van de manier waarop de toeschouwer 
doorr het beeld of de voorstelling aangesproken wordt en die bemiddelt in de 
relatiee tussen de kijker en datgene wat gezien wordt. 

Hett door mij voorgestelde driehoeksmodel maakt het mogelijk om de 
relatiee tussen kijker en bekekene in het theater te begrijpen in termen van 
positionering.. De theatrale gebeurtenis impliceert een bepaalde positie voor 
dee kijker als subject of vision. Ik laat de overeenkomsten zien tussen de 
manierr waarop de toeschouwer aangesproken wordt in een conventionele 
theaterr situatie en de manier waarop een kijker aangesproken wordt door een 
perspectieftekening:: beide ondersteunen een (impliciet) zelfbegrip als ont-
lichaamdee kijker. Ik laat ook zien hoe sommige hedendaagse voorstellingen 
zoalss Artifact die suggestie ondermijnen en de aandacht vestigen op wat in 
dezee situatie onzichtbaar blijft maar desalniettemin meespeelt. 

Inn hoofdstuk 2 bespreek ik het begrip focalisatie. Dit begrip helpt mij 
omm te beschrijven hoe een kijker door een voorstelling uitgenodigd wordt om 
eenn bepaalde kijkpositie in te nemen. Of een werkelijke kijker zich in deze 
doorr de voorstelling voorgestelde positie wil en kan verplaatsen hangt af van 
wiee de werkelijke kijker is en hoe deze kijker als subject zich verhoudt tot die 
geïmpliceerdee kijkpositie. 

Inn hoofdstuk 3 stel ik de begrippen absorptie en theatraliteit voor om 
dee effecten van de interactie tussen het subject of vision en de werkelijke 
kijkerr te beschrijven. Absorptie beschrijft het effect dat optreedt wanneer een 
kijkerr automatisch de geïmpliceerde positie inneemt waardoor kijken schijn-
baarr onbemiddeld verloopt. Van een (cultureel specifieke) relatie tussen 
kijkerr en bekekene lijkt geen sprake. In tegendeel, er lijkt überhaupt geen 
sprakee van enige relatie en de kijker wordt als het ware het bekekene 
ingezogen.. Theatraliteit beschrijft het tegenovergestelde geval. De kijker blijft 
zichh bewust van de afstand tussen hem of haarzelf en het bekekene, van 
hoee hij of zij aangesproken wordt als kijker en uitgenodigd wordt om op een 
bepaaldee manier te kijken. 
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Inn deel II ga ik verder in op de specifieke eigenschappen van het 
subjectsubject of vision, zoals dat deel is van de manier waarop een kijker door een 
voorstellingg aangesproken wordt. Ik bespreek Mieke Bals begrippen navel en 
gesturegesture of exposure als beginpunt voor een analyse van de relatie tussen 
kijkerr en bekekene. Verder bespreek ik de begrippen screen, gaze, productive 
lookingenlookingen empowered transvestism. Al deze begrippen zijn ontwikkeld vanuit 
feministischee kritiek op het model van het subject zoals voorgesteld door 
Freudd en Lacan. Deze kritiek heeft geholpen om het psychoanalytische model 
vann het subject op een nieuwe manier bruikbaar te maken als model van hoe 
subjectiviteitt binnen een cultureel en historisch specifieke context verschijnt. 
Tevenss vestigt deze kritiek de aandacht op hoe de schijnbare universaliteit 
vann het psychoanalytische model een heel specifiek gezichtspunt verhult. 
Ditt is een gezichtspunt dat, precies omdat het onzichtbaar blijft, kan preten-
derenn universeel te zijn. 

Inn het laatste hoofdstuk van deel II bespreek ik ook John Martins 
conceptt inner mimicry. Martin introduceert inner mimicry om te beschrijven 
hoe,, in het kijken naar moderne dans, de kijker als het ware meebeweegt met 
dee danser die hij of zij op het toneel ziet (Introduction to the Dance, Dance 
Horizonss Incorporated, 1939} In Martins begrip van kijken naar dans speelt 
hett lichaam van de kijker een grote rol. Een rol bovendien, die constructief 
enn creatief is. Anderzijds kleven er ook de nodige nadelen aan Martins model. 
Nett zoals het psychoanalytische model van het subject laat Martins inner 
mimicrymimicry weinig ruimte voor diversiteit in termen van gender, ras en maat-
schappelijkee klasse, en evenmin voor culturele en historische diversiteit. 
Desalnietteminn biedt inner mimicry een bruikbaar aanknopingspunt voor een 
herzieningg van de rol van de kijker als lichaam. In het laatste hoofdstuk van 
deell III kom ik daarom terug op Martin en gebruik zijn concept van inner 
mimicrymimicry om mijn driehoeksmodel verder uit te bouwen. 

Inn deel III staat het ontlichaamde karakter van het subject of vision 
centraal.. In het eerste hoofdstuk plaats ik de positie van de kijker in het 
theaterr in de context van de Cartesiaanse oppositie van lichaam en geest en 
hett daarmee samenhangende mechanistische model van het lichaam. In het 
tweedee hoofdstuk plaats ik de relatie tussen kijker en bekekene zoals die tot 
standd komt in het theater in de context van wat Jonathan Crary 'cultural 
practicess of managing attention' noemt (Suspensions of Perception. 
Attention,Attention, Spectacle and Modern Culture, MIT Press 1999). Crary laat zien 
hoee cultureel specifieke praktijken in kunst en wetenschap bijdragen aan 
eenn zelfbegrip van de kijker als ontlichaamd oog, of dit zelfbegrip zelfs 
produceren.. De contextualisering van het ontlichaamde oog in de eerste twee 
hoofdstukkenn van deel III helpt om deze onzichtbaarheid van het subject of 
visionvision in het psychoanalytische model van het subject verder te begrijpen in 
relatiee tot een cultureel specifiek begrip van het zelf en van kijken. 

Inn het laatste hoofdstuk, tenslotte, stel ik voor om de interactie tussen 
kijkerr en voorstelling te begrijpen in termen van beweging. De kijker is als 
lichaamm betrokken in deze beweging door middel van verschillende zintuig-
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lijkee systemen tegelijkertijd. De manier waarop de voorstelling de kijker 
aanspreektt impliceert posities voor deze kijker, nodigt de kijker uit posities in 
tete nemen, en als gevolg daarvan met het door de voorstelling voorgestelde 
trajectt mee te bewegen. Of, en hoe, de kijker meebeweegt met het door de 
voorstellingg voorgestelde traject is afhankelijk van de relatie tussen de 
voorgesteldee posities en de kijker als cultureel geconditioneerd lichaam. 
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