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Gazing at Horror: Body performance in the wake of mass social trauma

Abstract

This thesis explores various dilemmas in making theatre performances in the context of social
disruption, trauma and death. Diverse discourses are drawn in to consider issues of body,
subjectivity and spectatorship, refracted through the writer's experiences of and discontent with
making theatre. Written in a fractal-like structure, rather than a linear progression, this thesis
unsettles discourses of truth, thus simultaneously intervening in debates about the

epistemologies of the body and of theatre in context of the academy.

Chapter 1: Methodological Anxieties

Psychoanalytic theory provides a way in for investigating the dynamics of theatrical performance
and its corporeal presence, by focusing on desire and its implication in the notions of loss and
anxiety. The theories of the unconscious and the gaze have epistemological implications, shifting
definitions of “presence” and “truth” in theatre performance and writing about theatre. This
chapter tries to outline the rationale for, as well as to enact, an alternative methodology for
writing, as an ethical response to loss that does not insist on consensus and truth.

Chapter 2: (Refusing to) Look at Trauma

This chapter examines the politics that strives to make suffering visible. Discursive binaries of
public/private, dead/living, and invisible/visible underlie the politics of AIDS and sexuality. These
discourses impact on the reception of Bill T. Jones's choreography, despite his use of modernist
artistic processes in search of a bodily presence that aims to collapse the binary of representation
(text) and its subject (being). The theory of the gaze shows this politics to be a phallocentric
discourse; and narrative analysis traces the metanarrative that results in the commodification of
oppositional identities, so that spectators participate in the politics as consumers. An ethical
artistic response thus needs to shift its focus to the subjectivity of the spectator.

Chapter 3: The Screen and the Viewer’s Blindness

By appealing to a transcendent reality, and by constituting spectators as a participative
community, ritual theatre claims to enact change. The “truth” of ritual rests not on rational
knowledge, but on the performer’s competence to produce a shamanic presence, which director
Brett Bailey embraces in his early work. Ritual presence operates by identification and belonging
to a father/god as the source of meaning; but it represses the loss of this originary wholeness.
Spectators of ritual theatre are drawn into an enactment of communion/community, the centre of
which is, however, loss/emptiness. The claim of enacting change becomes problematic for its
absence of truth. Bailey attempts to perform a hybrid, postcolonial aesthetics; but the problem



rests in the larger context of performing the notion of “South Africa”, a communal identity
hardened around the metanarrative of suffering, abjecting those that do not belong to the land of
the father/god — foreigners that unsettle the meaning of South African identity.

Conclusion: Bodies of Discontent

The South African stage is circumscribed by political and economic discourses; the
problematization of national identity is also a problematization of image-identification in the
theatre. In search for a way to unsettle these interrogative discourses, two moments of
performing foreignness are examined, one fictional, one theatrical. These moments enact a
parallel to the feminine hysteric, who disturbs the phallocentric truth of the psychoanalyst through
body performance. These moments of disturbing spectatorship are reflected in the works of
performance artist Marina Abramovié. Her explorations into passive-aggression, shamanism and
finally theatricality and the morality of spectatorship allow for an overview of the issues raised in
this thesis regarding body, viewing, and subjecthood. Sensitivity to the body and its discontent on
the part of the viewer becomes crucial to ethical performance.
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A Note on Reading

This thesis is writtemgainstthe inexorable path towards meaning that charaeter
the Cartesian rational subject and his epistemoldbg writing of trauma, pain,
violence and loss, necessarily interrupts thisdoljior is such interruption the
founding premise for this thesis — | have not saughiefine and explain it at the
beginning of chapter 1, making it the foundaticmaih of my thesis. Instead, it
(without predetermining what “it” may be) accumelstresonances throughout the
thesis. Its strange, meandering trajectory andngathythm make more and more
“sense” only as the reader reads on.

Most likely, the reader will read out of the hadiilinear trajectory, starting from the
beginning and finishing with the conclusion at é¢m&l. The text, however, reveals
itself in a kind of fractal logic; for example, wiia complex and difficult in chapter
1 may be easier to digest after seeing its echoastual theatre productions,
explored in chapter 2 and 3. The same ideas mag e@noss as simple in the
conclusion. Multiple readings, circular readinggpértextual readings may be more
appropriate, and in a modest way | have tried tp tiee reader by cross-referencing
different sections of the text, and by providingeay brief summary at the beginning
of each chapter. | cannot promise an easy joutmssguse the material is about dis-
ease.

Vi



Chapter 1

Methodological Anxieties I: The habit of truth, and the search for an
ethics for writing

"I am always astonished that there is ... somettinag, as time goes on,
still (encor@ brings me here ... facing you."
— Jacques Lacan, Encqreited in Benvenuto & Kennedy (1986: 183)

Psychoanalytic theory provides a way in for investigating the dynamics of theatrical
performance and its corporeal presence,’ by focusing on desire and its implication in the
notions of loss and anxiety. The theory of the unconscious and the theory of the gaze have
epistemological implications, shifting expectations regarding “presence” and “truth” in theatre
performance and writing about theatre performance. This chapter tries to outline the
rationale for, as well as to enact, an alternative methodology for writing, as an ethical
response to loss that does not insist on consensus and truth.

What compels us to be here, and do what we do—aga in?

| am at dossabout how to write. In writing this thesis, | apusred on by a sense of
discontent with writing: writing of words on a pageriting of bodies on a stage. |
feel discontent with representatiaegrésentation- the French word for
performance: Brook, 1972: 155) and its ineffectuaote and indifferent quality
that | sense, when | go see a theatre performanead a book.

Meanwhile, at the onset of a Masters degree, thedisity considerately provides
each student with a handbook as a guide to wriliihgre are certain rules or
boundaries around writing that will make it acadeatly credible, in other words,

identifiable as the genre of academic discourse.

So, a contradiction haunts me from the start: rmgs®f loss throws me into a
radically questioning, doubting (non-)stance regayany subject matter and the
way that | should write it. (I wonder/wandewhat is "loss"? Having lost something
— competence? faith? Mourning a separation — frad?Xertainty? love?

! This thesis focuses on “body performance”. Exampfegnres include dance, mime, performance
art, physical theatre, and such like; although | asitant to let genre boundaries govern my
investigation into the body. | am also aware thatword "theatre" does not apply aptly to all
these disciplines; the word can however serves as gondigtinguish the performer’s body from
the body's performativity in everyday terms, such asoofal or gender identity.

This comparison of thinking to "wandering" will bene clearer at the end of this chapter (p.44). The
word eschews the assumption of a position, a "stancafdiag the subject of research; but a
movement through it, characterized not by assertiopsoafen truths but doubting.
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connection? Losing thoughts and memories, rootésssrdisconnected from
tradition, incredulous towards history. Being lakitectionless, being indecisive,
inarticulate ...) At the same time there are bouredaail around me to guide me
towards articulation. (Strive for clarity of expsasn. Articulate your subject
position. Decide on the practitioners who will b@mined, and the theories that will
be used as lenses. Choose a South African subgtgmo ensure relevance, but
ensure that the theoretical lens is not Euroceittigvill be unfair of me to say that
the University lays down thaw as to how | should write my thesis; but through
various institutional practices the discursive d¢mists are unmistakably set.

Surely my quest is to resolve this contradictiod amfind a way of
writing/performing that satisfies me, instead @Mieg me in discontent. But neither
of these are individual pursuits; they entail givelationships, or contracts, that
govern these activities. The contradiction — theety, the discontent — is located in
the writer/reader and performer/audience relatipmssihis chapter addresses the
former while the rest of the thesis addressesatter| but it is difficult to separate
them, as shall become evident.

As a performer-choreographer and a writer, andsggeatator of theatre and a reader
of books, | find myself doing these activities ofihabit ("because these are the
things that a drama academic does"). Habits beqootdematic and in need of
revision when they seem meaningless, hollow; iaaor and theatre theorist Peter
Brook's term, "deadly" (Brook, 1972). My anxietyrpaps stems from a feeling that
my very presence in these habitual activities astake. One does not need to have
quantifiable data as evidence of the general lddesire to go to the theatre; as a
stage performer | can sense it when many more pewplderiving more pleasure
from attending popular music concerts, cinema, tetiibs and watching television
than watching my live performances. Even more irtgaly, the theatre productions
that receive calls of "encore"” from audiencesrgilg, or in the form of repeated
seasons) often repel me. At an immediate leved,khowledge brings on an anxiety
about my presence on stage. But this is only &atraspect of my discontent.

One of the recurring themes that psychoanalytiorieeJacques Lacan talked about



in his seminars in 1972-3, entiti&hcore® was the dilemma of his presence in
giving a seminar:

At stake is the stupidity that conditions what e my seminar after this
year and that is pronounceerntoré. You see the risk involved. | am only
telling you that to show you what constitutes thegglat of my presence here —
it's that you enjoy it. My sole presence — at l¢akire believe it — my sole
presence in my discourse, my sole presence isupyddly. | should know that
| have better things to do than to be here. Thatig | might prefer that my
presence not be guaranteed to you in each and easey (Lacan, 1998: 12)
Lacan's discourse is characteristically compler, amwandering explication of this
passage is warranted. The dilemma of "stupidityfasunlike that of the
analysand/analyst relationship in a clinical situgtand it is a dilemma in which the
relation between language, speaker (or subjectkaodlledge is thrown into

guestion.

The analyst has only the analysand's discoursethk with, and yet this discourse
cannot be taken as the guarantee of the truth @ahewtnalysand's condition. Unlike
a medical situation, for instance, where the dortes on the patient's descriptions
of dis-ease to diagnose the disease, the ana@yéitan cannot take the analysand's
discourse about his/her anxiety for what it is. Shbject is not in possession of
knowledge about him/herself in entirety; therenis tinconscious to account for,
whose repressed desires distort conscious repatiesst of self. Psychoanalysis as
initiated by Freud has thus always been concerngdumintended uses of language:
the slips of the tongue, the hesitations and defgrbe jokes that smuggle in
unpoliced desires, the rebus that treats lingusstjos as objects, rather than
representations of concepts.

The speaking subject (the analysand) is thus mhé¢d€say anything, without
worrying about saying something stupid” (Lacan,89%). This "stupidity” &

bétisg, as translator Bruce Fink points out, is Lacamws translation for Freud's
term to name the symptoms of a patiefihe unconscious material of the analysand

While Encoreis commonly known as Lacan's discourse on feminine sexuadcan's editor
Jacques-Alain Miller entitles the seminar as "On Femeir8exuality, the Limits of Love and
Knowledge". It is the discourse on knowledge, andri@ications for the analytic relationship,
that pertain to this chapter, contextualizing theha@nge relations in performance and in writing.

“The patient is the little boy Hans whose fear of horeesaled his Oedipal complex. Freud asked the
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is contrasted with language, which comes from donsoess; Lacan proposes that
the unconscious is structured like a language (insignifiers), the structure of
which is different from linguistics and which is tgpthe analyst to decipher
(Benvenuto & Kennedy, 1986: 167). The knowledgéefunconscious cannot be
consciously known and formalized in language, tqysearing to be "unacceptable,
or inarticulate, appearing in fragments of thoughall of which may appear at first
sight to be merely stupid and of marginal significa’ (Benvenuto & Kennedy,
1986: 167).

A brief aside: it is worth noting that Lacan di§drom the Freudian tradition in
focusing on the possibility that the unconscious &éogic, a structure of
representations of feelings, rather than pure taifgelf (Benvenuto & Kennedy,

1986: 168). It is not an oppositional binary of scivus language versus unconscious
affect, reminiscent of the age-old artistic dilemafidalancing form/technique, and
inspiration/emotions — the Apollonian and the Disiay® Rather than a

"disorganized mass of drives”, the unconsciousgamized "in the form of

guestioning, which [Lacan] called an 'interrogatisgce
1986: 168). | will return to the idea of interroget later on.

(Benvenuto & Kennedy,

This seems to explain how Lacan's "sole preserar@’be his "stupidity”. But he also
said to his audience: "what constitutes the weadmy presence here — it's that you
enjoy it". This seems to be the key to the dilenmhpresence — and the phenomenon
of "encore". In the first seminar of tlgcoreseries, Lacan spoke @uissance
(enjoyment, with a sexual connotationjadiir — "to come"), specifically exploring
feminine sexuality. After this seminar, word went that Lacan had given a seminar
on love, implying that the seminar dealt with peshk in love or sexual relationship,
an issue which features often in analytical worlat 8 the next meeting, he refuted
this, and insisted that what he spoke on was "ditypi(Lacan, 1998: 12) — in other
words, the nature of analytic discourse, the vassility of understanding and
talking about sexuality and the woman. The sigaifice of jouissance is thus to do
with knowledge (of the subject) and its limit, amalv it affects the analytic

boy's father to use the word, translated as "stupitfiansense", to name the symptom. (Lacan,
1998: 11h42)

SFor example, Brook states that the actor "must brirgyietng an unconscious state of which he is
completely in charge" (1972: 141).



relationship.

From a common-sense understanding, enjoyment uwfe, crucial to the
dilemma of presence: the audience only attendgrthéa the pleasure of it. Or does
it? Interestingly, Brook offers this provocation:

Almost every season ... one play succeeds nottddsi because of dullness.
After all, one associates culture with a certaimsgeof duty, historical
costumes and long speeches with the sensatiorirgf bered; so conversely,
just the right degree of boringness is a reassugisgantee of a worthwhile
event. (Brook, 1972: 13)
Similarly, that sexual enjoyment should featurdrequently in analytic discourse is
not because of its presence, but most often beadutsefailure. The truth that
manifests as symptoms resides in the unconscicersvEuto & Kennedy, 1986:
166), and can only be useful within the analystigs@nd relationship if the
coherence of the subject's consciousness is brdkesmgap, according to Lacan,

comes from the subject's demand for love as amtinfa

as between mother and child, there was always $dmgemissing in the
discourse between analyst and analysand. The andigtourse 'turns around’,
'stops and stumbles over' the same symptom — fisdfilled and unutterable
demand for love, which takes place in the analgiationship. ... The analytic
discourse keeps bumping into an empty space, #seexcluded by language.
(Benvenuto & Kennedy, 1986: 184)
The demand for love in an analytic relation sterosifrelations early in the child's
development; the "empty space” that it leaves eamdred back to the emergence of
the child as a subject out of the Oedipal compldse infant sees the mother as the
one who provides for the infant's needs, as arsdlake being' ... who can recognize
and love him" (Benvenuto & Kennedy, 1986: 174). Tiffant's physiological needs
are bound up with the demand for love. But she eafuifil the absolute demand for
love, even though she may satisfy the needs; sllsdsa subject who desires (the
father). "The demand for love golesyondthe objects that satisfy need"; the infant

thus perceives a lack in the mother (the love dpjead this is what constitutes

®The correlation between what Benvenuto & Kennedyriles as the "empty space" that confronts
the analytic relation, and what Brook proposes asémpty space" that is the essence of theatre,
is perhaps more than co-incidental. Both seem to poitfite desires involved in the
analysand/analyst and performer/audience relati@mnething which | attempt to explore in this
thesis.



desire (Benvenuto & Kennedy, 1986: 174). This iemseh_acan differs from
Freudian theory: for Freud, the mother's lack lisodogical lack of the penis, which
is the basis for her desire. For Lacan, her ladk iglation to the father's authority
(the Law of the Father); the castration (of thelmeotas a subject) is not anatomical,
but at the level of the signifier, the phallus -o@posed to the penis — which she
lacks and which she unconsciously desires (Gr&&):171).

As the infant recognizes the desire of the m/othefshe tries to identify with the
object of the mother's desire — to be the phaBenyenuto & Kennedy, 1986: 132).
The infant tries to make the absent phallus prasethie form of its own body; it is a
desire for and of the mother. This Oedipal desiniatervened into by the father;
again, away from Freud's more biological accowntLBcan it is the name of the
father (the one who has the phallic signifier) tlagts down the law. The boy infant,
in particular, renounces the oedipal relation \ilith mother and enters the symbolic
order of the father, organized around the signdiethe phallus. He moves from a
position of being a phallus to having one, reprassiis unspoken desires as the
unconscious. This is what enables the child torassa subject position independent
of the mother. As Elizabeth Grosz explains:

The child's sacrifice of its primary love-objedtgtmother] in conformity with
the law must be compensated ... by means of thésatign of a position, a
place as a subject in culture. ... The child nas bound to the law, in so far
as he is implicated in the symbolic 'debt’, giverame, and an authorized
speaking position. The paternal metaphor is ..fahmula by which the
subject, through the construction of the unconsgibecomes an 'l', and can
speak in its own name. (Grosz, 1990: 71)
Subjecthood, and the attendant ability to use lagguis thus dependent on the
renunciation of pre-Oedipal sexuality and submisswothe paternal law; conversely,
the phallic signifier governs social relations,luting the use of language: "the
phallus is the crucial signifier in the distributiof power, authority and a speaking

position, a kind of mark or badge of a social poslt (Grosz, 1990: 125).

For some psychologists, a person's psychic heajpathology can be traced to
his/her success or failure of the castration pre.c&social behaviour testifies to the
failure to resolve pre-Oedipal (perverse) desittes failure to submit to the paternal
law is seen to affect the subject's exchange oslativithin the social order,
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including the use of language. In this sense, smsyehoanalytical theory of the
human subject is in harmony with the traditiontod Cartesian Cogito — the subject
whose rationality guarantees his knowledge of hihf§eam thinking, therefore |
am"). The outlaw is repressed, allowing the conscgubject to conduct his lawful

social role.

The nature of knowledge and the use of languatfeisimplicated in how the
human subject is defined. This is what | have datlte "habit of truth": the
assumption of the speaking subject (thesis writetheatre performer) as possessing
knowledge of himself gives rise to exchange refetithat govern how the form and
content of the exchange is judged. Traditional, ¢ontract of the thesis is premised
upon the individual's effort in the adroit use afidguage ("adroit" from the French
droit, meaning law; Lacan, 1998: 3) to achieve clarftyneaning, which creates the
possibility of truth-telling, and which gives risethe basis for judging his/her merit.
Similarly with theatrical performances. An exam@®avid Best's approach in
applying philosophy to human movement (1978), wiietargues is possible to be
analyzed linguistically. He challenges the simiglifferentiation between language
as strictly verbal, and movement as non-linguistic: line can usefully, or even
coherently, be drawn between communication whichleys words and that which
does not ... language itself i$aam of behaviour” (Best, 1978: 145). Thus the
concept of "language" becomes applicable to arstiy&tion of the human body's
movement. "The crucial distinction is between net@itional and intentional
behaviour" (Best, 1978: 145); language, being tmeal, "provides the standards of
truth and falsity" (Best, 1978: 146). Artistic méags, whether communicated
through words or movements, depend on the artg€ation being correctly
understood by the spectafo€rucially, the artist's intention is "expresseaird
logically inseparable from the particular mediunmespression” (Best, 1978: 148).
Thus he concludes that the emotion of a performgocexample, cannot be known
as having a separate existence to the languagerorih which it is expressed (Best,
1978: 152). The artist's skill (adroitness) in nparating the form is thus the basis of
meaning, truthfulness (regarding intention), anteda for evaluation.

" Best’s position concerning artistic communicatioreiss|restrictive than linguistic communication;
different interpretations of the artist’s intentiom @ccounted for in the act of communication
(Best, 1978: 148). The centrality of intention, hoee remains.
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However, Best's insistence on intention and clarély be seen as a symptom of his
method: "one might characterize the methods obpbjphy as consisting in criticism
and clarification, tracing out tHegical consequences @fhat people sgyand
revealing thdogical structure of languaggBest, 1978: 4; emphasis added). The
intention of the speaking being and the exclusiomom-logical utterances are
already assumed in the methodology. Perhaps utiontefly, Best's argument seems
to result in the strange conclusions that a pevgtbralways know his/her feelings
intentionally. Common sense tells us that thisostrue. Psychoanalytical clinical
data confirms this: the unconscious disturbs thgestiand ruptures his/her
language; the authority of intention is undercWhat is at stake in analytic
discourse is always the following — you give aaliéint reading to the signifiers that
are enunciated than what they signify" (Lacan, 1393.

Symptoms, anxieties, and feelings of dis-ease atdithat the castration process is
not total; the indecent demand for love does redjiear. Some psychologists
interpret this to be individual pathologies. Butiaists (see for example, Irigaray
1985, Grosz 1990) point out that within this logio,woman can come out of
castration as anything other than not-whole (lagkire phallus), and her desire for
the phallus confines her to the maternal role: égrimg a child she has the
possibility to possess a phallus (the baby). Luicaitay particularly points out that
such accounts of feminine sexuality deny the "rplittity of genital erogenous
zones"; the discourse of psychoanalysis uses "rfiasqarameters"” to understand
something that is denied by its assumptions (lagat985: 63-4). From this | draw a
proposition: are all women then to be understoopladisological, or can the feminist
critique point to the possibility that no-one conees of the oedipal complex
completely at ease with the symbolic order?

This possibility can perhaps be found in Lacaré®ti. The demand for love, that
"empty space” in an analytic relationship (see,psbthe demand for the "absolute
being" — the mother who loves and recognizes tfainthe source of certainty and
fullness. The analysand speaks to the analyghasstibject who is supposed to
know", as an embodiment of the Other (Benvenutoeaiedy, 1986: 175), and
from the analyst a demand is spoken. The demaridverand the demand for
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knowledge is intertwined: "I love the person | assuo have knowledge" (Lacan,
1998: 67). And yet this certainty can only be adag, unconsciously projected as
the Other; or more accurately, the unconsciouswaatestablished through
repression is the "internalized locus of the Otl{@&tosz, 1990: 126). And the
unconscious is organized by the signifier phalusich is a signifier of lack,
because in carrying with it the paternal law itngfigs castration (Grosz, 1990: 125).
The fantasy of the Other (according to Grosz, ttieeis also the intervening
symbolic father who prohibits Oedipal desire; 1988} is thus a signifier of lack:

In Lacan's view, the phallic signifier ... struaarthe unconscious as a
language based on a 'defect in being'. Withoutdefsct, or the essential
constituting role of lack and absence, and theitac&bject, nothing could be
represented. ... Language represents in so fapashibits— it is marked by
the phallic signifier, and hence by castrationkJabsence. (Benvenuto &
Kennedy, 1986: 180)

At this point | am able to pick up again on theediima of presence, and explore why
the weight of the speaker's presence is that thieace enjoys it (see p.4). In

Encore Lacan does not speak of one kind of jouissantéau The signifier

phallus governs the unconscious which gives rigb@speaking being; the use of
language also gives the speaker a jouissance |l&cpbaissance. Lacan also posits
the possibility of an/Other jouissance, which heates in feminine sexuality.

Benvenuto & Kennedy explain:

There is something about sexual enjoyment whicls doé make sense, and is
of no use to phallic enjoyment, which for Lacamased on the economy of
pleasure. The economy of pleasure supports alrtigtecture of the words
and knowledge based on the ‘economy’ of the phdihes phallus is the
symbolic and idealized substitute for the missiegusl unity, or one-ness. ...
Talking about love is certainly enjoyable, butte £xpense of sexual
enjoyment 'having its say'. The latter fails tosexor the subject who speaks,
who is submitted to the symbolic structure of laager There is a 'phallic’ kind
of enjoyment in the symbolic operations of languagpch stands for, and
designates at the same time, another enjoymemgected to sexual
intercourse. (Benvenuto & Kennedy, 1986: 187-8)

Phallic jouissance is the enjoyment of the mastétgnguage (Benvenuto &
Kennedy, 1986: 188); and, by extension, artisticnfdBut it is an enjoyment that
fails. The desires that emerge from the castrgirosess cannot be satisfied by the

Other, even as the subject unconsciously longg.fbanguage has a remainder,
something which it cannot signify (such as the gnspiace in analytic discourse),
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except as a lacking object (Benvenuto & Kenned{$61976).

On this point, Lacan picks up on his earlier workdesire, and the formulation of
theobjet a(objet autre object other). It stems from desire for whatisking in the
mother, and what the mother desires (Benvenuto 8ni€dy, 1986: 176). The
voyeur's looking is, for example, not satisfiedthg actual object of his sight; his
sexual drive is satisfied by the imaginary objéeit tdoes not fulfil his desire. So in
looking at a "hairy athlete" he sees "the mostgi@of girls" (Lacan, cited in
Grosz, 1990: 78Y0bjet ais thus "the presence of a hollow, a void, whiah be
occupied ... by any object” (Lacan, cited in Grd€90: 78). It is an empty space
that invites to be filled — which induces desiréhwits inability to be satisfied, desire
keeps on calling out for more: More! Morfehcoré Encoré (Robbins)

Lacan offers this provocation:

... for the moment, | am not fucking, | am talkitmgyou. Well, | can have
exactly the same satisfaction as if | were fuckifigat's what it means. Indeed,
it raises the question of whether in fact | amfooking at this moment.
(Lacan, cited in Grosz, 1990: 75)
The weight of the speaker's presence — the audseeicyment — is thus a void that
satisfies the sexual drive; but language is in &tdtanding in" for another
jouissance. "[T]he risk involved" (see p.3) in dhag — in being present in front of
an audience — perhaps, is the very speaking abjouissance that escapes phallic
identification, and thus capturing it in the phaiconomy of words. And yet it is
what guarantees the enjoyment (phallic jouissaotte hearers, and induces them

to come again and again.

At stake is the relationship between analysandyahahd speaker/hearer; and also
between performer/audience, thesis writer/readérviite theobjet aof desire

(what desire/whose desire?) then what knowledgé\ariting? How will my
language be different to the adroitness of theawritith a presumption of his Cogito
subjecthood? Would this not give rise to the santer@ for judgment? Irigaray's
critique still stands: Lacan's theory ultimatelyuras to the mastery of the phallic
signifier; feminine sexuality cannot be conceivedther than the remainder of the
phallic economy; the analytic relation only has shepidity of signifiers to work
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with.2 The critique of psychoanalytic theory regardingussity is still open; but |
cannot provide a response just yet. Already a tiosteas about subjecthood,
knowledge and relations are raised, which neebie tworked through the activities
of making and watching theatre, writing and readigistemology is at the same
time a question regarding exchange relations: aiedge is governed around the
phallic signifier, what criteria is there to judgehesis except tharoit, the mastery
of language? Does a "Master's degree" pre-detertnengnpossibility of resistance?
Is there an alternative, an/Other jouissance?

The same questions apply to the skills of the adiaricer or mime. What and whose
desires are being induced by eliciting the callseoicore” from an applauding
audience?

Truth-telling and the blindness of narratives

It should now be more apparent how psychoanalytiesdry may be relevant in a
thesis on theatre. Beyond its ability to explaia themes and characters of plays and
dances, the theory helps me think through the xedationship that theatre is based
upon. By countering the Cartesian Cogito, "Lacamodeces the illusory mastery,
unity, and self-knowledge that the subject, adfacemsciousness, accords itself"
(Grosz, 1990: 148) The "theory of the socio-linguistic genesis of jsetivity" helps

me investigate how one assumes a "speaking posiitbim culture” (Grosz, 1990:
148 & 122); in other words, it dispels the notibatteach individual has equal access
to language (words, or "theatre language”) in otdespeak his/her meanings.
Instead it interrogates culture — the symbolic ordand how "exchange relations"
are governed by the phallic signifier which is baesis of the cultural order (Grosz,
1990: 126).

8Grosz notes that the point about the possibility eftloman to be talked about within the phallic
economy has implications on how artists are able orlartabntervene in culture. Julia Kristeva,
cited by Grosz as an example of a faithful followetatan's theory, proposed that the avant-
garde transgressor artist/poet can only be maleubedse alone occupies full speaking
subjecthood, and can thus disrupt the symbolic okdeugh his excess (Grosz, 1990: 164).

°For the moment, | cite this statement discounting L'aa&turn to mastery as proposed by Irigaray's
critique of psychoanalysis, which is touched upon éabove section.
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There is a shift of attention from individual autsloip to the cultural order which
regulates the speaking being and his/her exchaigions. This shift in method can
perhaps help me explore the sense of loss, disuosaute anxiety regarding my very
presence — in performing/watching theatre, anea&uaing/writing this thesis — as
something that is not confined to my own pathol&ty.

At this point, | attempt a shift in writing metholdwill tell a story. Throughout this
thesis, | will be relating many narratives fromfeient storytellers, storytellers who
have journeyed through different landscapes —tir{idescriptions of performances;
artistic manifestos; reflections on creative preess, spectatorial (reviews,
critiques), and theoretical — and brought backrtfieiside tales, in the form of
writings as representations of their journeys,rtiv@nderings.

Why story? It is not an aesthetic, but an ethiegiision. Lacan proposes that
psychoanalytic discourse "does not allow us to ieraathe level of ... Aristotle's
ethics", but encourages a slippage "to Benthartiwtanism, in other words, to the
theory of fictions" (Lacan, 1998: 3). The Greelditian, as Fink (Lacan's translator)
explains, insists on "the doctrine that the bakimaral obligations is found in the
tendency of 'right actions' to produce happinekatén, 1998: 5&.9). With the
anxiety over language that psychoanalysis (amolngr ¢heories) introduced, the
possibility of a subject with the knowledge of ‘hitgactions™ is thrown in doubt.
Utilitarianism, for Lacan, means that "we must khabout the purpose served by the
old words, those that already serve us" (Lacan8198). In casting my words, and
the words of other writers that | cite, as narmsgiv fictions — | hope to encourage a
reading that pays attention to the loss that iddmdn language. This seems to be a
more satisfactory basis for ethical writing; butreon ethics later. First a story.

| began my own journey of writing this thesis {ietmyth of origin can be believed
in) after the dress rehearsal of the biggest clyveginic work | had done. | was
nominated for the DaimlerChrysler Award for Southiidéan Choreography; on that

9t is hypothetically possible, of course, that | amsbke outsider who experiences frustration and
anxiety when it comes to theatre. But my readingwaddering led me to practitioners and
aesthetic theorists who write of similar discontents (gi&cBalverson: see below). The possibility
that this is symptomatic of a larger phenomenon suchlaseis a basic premise of my thesis.
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November evening in 2002 my cast and | would begming a 30-minute physical
theatre work to compete for the priZe.

Each choreographer was interviewed for a video ahecuary after his/her dress
rehearsal. The first question | was asked, aftetwhemed a rather significant pause
indicating, perhaps, hesitation: "All dance is conmication. What are you trying to
communicate in your piece?" Later, after the intamy the photographer took me
outside for some publicity shots. She confessdtlbd honest, | did not understand
your piece."

My first unspoken reaction to both these commeras mot to explain the subject
matter of my work, to help them understand whezenrhe from, my intentions (my
subject position; my theoretical lens; my histany, community and place of origin).
| wanted to pose a question in return, to exprgsswn non-understanding of their
comments: "where did your expectation come fron ltishould make you
understandsomething?"

My response, as recorded on the video documemeay,

| think | want to evoke through dance. | think &dé people would want to
come to a dance theatre and want a message givleanto but what | want to
do is to make dance theatre as a place where mesnesiocations,
possibilities, associations are made possiblenttdoink | want a single
message to go out to the audience. | want the aceli® invest their own
memories and their own sense of who they are, wtheseare, what they like
or don't like, what they find disturbing or exhé¢ing and invest it into the
watching of dance theatre. (in Nasser, 2003)

After the performance, | was talking to the audeeicthe foyer. From the portion of
the audience that did not respond with indiffereraciew positive comments were

offered, not as outright praise, rather they seetmérhve been spoken from minds
grappling with something murky, unable to pin igowith certainty, unable even to

“The definition of "physical theatre", and all thelesy crafts, and theoretical underpinnings that the
term could possibly embrace (which are not homogenbatioften contradictory), are beyond the
scope of this thesis. To describe my own work as a pHybeatre combining dance, visual
imagery, music and text is not sufficient to addréssinstance, how meaning-making processes
in my work differ from conventional theatre dancerls or plays; nor is the description adequate
in addressing the political and economic pressurestmatition the reception of physical theatre
as an art form.
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be sure what their response should be. To my #me was an unmistakable air of
loss, a sense of "if only” (if only | could sayrjeyed it; if only | had understood it;

if only | could say for certain how it affected nieat all), an already belated relation
between the audience's response and the performanaised myself to go
outside, where | wept quite uncontrollably. Thetrsening | found out that | did
not win the award; | had known it, in fact, in tm®ment of silent hesitation after the

end of the performance and before the applause.

The sense of loss (in this case, the disconneotiamcertainty of connection
between performer and audience) is understandéblee invokes philosophy of
aesthetics to understand the processes that wex@laduring the performance of
my choreography. Kantian aesthetics, for examplendlates the pleasure of the
aesthetic experience as an agreement. For Kantl&dge results when an object,
presented by the senses (such as sight) to therhsugect, is able to be matched
with a concept. An aesthetic judgment (the conoéfiaste"”) falls between the
presentation and the conception, linking the olj@tihe concept of beauty (Sim,
1996: 99). Taste (or the grand-narrative of tasteprding to postmodernists like
Jean-Francois Lyotard) determines the aesthetiereqre of pleasure as a
consensus (Lyotard, cited in Readings, 1991: 24é)concept of beauty as a grand
narrative is an agreement of art and its placedaramunity (Sim, 1996: 109).
Furthermore, as Sandra Kemp argues, performingldfés from other arts because
it presents not a "being-object”, but a "becomibgeot”’; because performance is
processual rather than a completed product, thefassthetic interpretation always
occurs in the collaboration between performer ardiemce (Kemp, 1996: 155-156).
Thus the artistic judgment of "whether it worksnot" happens at the moment of
performance, is itself a performance by the audiefM/e have no difficulty
deciding whether someone is good or bad at tejtikgs, for instance" (Kemp, 1996:
156). Performance is thusdciablé:

A joke is not a joke if no one laughs ... but augdhter, our sense of the
situation, cannot be disentangled from the fadtelaryone else is laughing,
too. We are embarrassed by an unshared or inapgepesponse; if, for
instance, we are the only person in the audienbe taughing. (Kemp, 1996:
160)

The pleasure of watching a performance is thergioeenised on social consensus. If

14



one then compares this model of aesthetic perageptid pleasure to my manifesto
of what dance theatre should be, it is clear thatanception of how an audience
should respond runs contrary to aesthetic pleaswas asking audience members
not to match what was presented to their eyeswilitit they can mentally conceive,
nor to rely on notions of beauty that were agrgeahiby the temporary community
of the audience. No wonder, then, the sense ofdodslisconnection that followed
the performance.

At this point | interrupt my narrative, and makeotvelated observations about my
writing, both disputing the stake as to the trudifue of this thesis. Firstly, the form
of the narrative has clearly emerged: a hero'sy@yran obstacle which disrupts the
hero's relation to his community and brings onisixof self; the tears of regret,
implying loss, mourning, contrition; a retrospeetreflection to draw out a moral of
the story that re-affirms the social order. Therfar logic of the narrative
inexorably leads on to the closure that impliessimeiring of ruptures and gaps. The
writing itself — that | am able to narrate the everis a sign of having dealt with the
sense of loss, according to some psychological teadavellness?

What does this say about the writing of my thekien? Perhaps this: By forming my
trauma into words, by representing it in a nargtivam able to turn my emotional
experience into knowledge. Then | can verify mycdigent, now represented in
statements of hypothesis. Perhaps | would be alpedve that traditional aesthetics
do not and should not hold in contemporary SoutticAf and my faith in an avant
garde mode of art making and reception would bggraight, even if only defiantly
and misunderstood by the public (which would, hogreindicate the failure to find
closure). Or else, | may be proven wrong, andttiesis would be a narrative of
mourning, an Oedipal process where | renounce fidadeals and take up a useful
position in "the real world" (often uttered in trdation by my peers, and as an
authoritative decree by older adults), to enterstbaal order of the theatre industry
where the mature desire of satisfying the audieepkaces pre-Oedipal narcissism.

?peggy Phelan (1996), for example, traces the origfipsychoanalysis in the construction of
narrative for the symptom of hysteria by Freud anelBr. The narrating of the symptom's history
joins the traumatic event into time; thus the actarfating, or interpreting the trauma, is a sign of
healing. Narrative psychology more explicitly rel@sthe act of narration for the subject to enact
a healing process.
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But in fact, the thesis is neither of these. I itie with the memory of the event, this
personal sense of loss; but it does not burn irsichy as an anger that spurs me onto
defiance (at least, not nearly as strongly). Narr asy longer a paralyzing reminder
of my pathology, my deviation from social norms, nged to renunciate infantile
desires. How | have survived through this evergnttialls through the cracks of that
inexorable logic of my narrative, and the (selfQlutedge it represents.

The second observation is lengthier. The narratfwvay loss is written in the mode
of a confession or testimony, whose truth valuésren the telling of self, of
subjective truth (the truth of the subject). Thisralmost no way for readers to verify
it objectively, because they have no other wayectess to my thoughts, feelings
and memories. One can check if | had really beenimated for the award, if | had
really cried (through witnesses' testimony of tleein memories), if my citation of
Kant via Lyotard is defensible. It does not chatigefact that these wenay
processes and were "true” to my consciousnessicasasconfession is beyond
criticism.*® Confession that is done correctly is beyond dsitic As in the Truth and
Reconciliation Commission (TRC) hearings, testim@angot treated as legal
evidence to be tested but as a performance obilleasd conscience of the self:

The past decade in South Africa has seen us erglorice again the
implications of a legal-judicial process which itkeal confession rather than
material verification for its primary instruments/A nation we watched and
listened, and felt ourselves competent to determvime@ amongst the amnesty
applicants was bearing false witness, and who s ¢ontrite and seeking
reconciliation. (Taylor, 2004)

The word "truth", as Lacan points out, is of jucaliorigin; yet the purpose of truth-
telling is at odds with what is being confessed:

Even in our times, a witness is asked to tell theht nothing but the truth, and,
what's more, the whole truth, if he can — but halas, could he? We demand
of him the whole truth about what he knows. Butaat, what is sought —
especially in legal testimony — is [how things stavith] his jouissancelhe
goal is that jouissance be avoweuiecisely insofar as it may be unavowable.
The truth sought is the one that is unavowable végipect to the law that
regulates jouissance (Lacan, cited in Caudill, 2@3®, emphasis added).

Chapter 2 elaborates on the idea of something beipgri criticism, because of its subjective
premise.
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The hearer of confession desires the certaintyutti - Was his torture sadistic, or
was he reluctant? Is he really remorseful? — andhy®desire is impossible to
satisfy (psychologically — see p.10 — but also @@@mon-sense level). The person
who is confessing does not have access twhdde being/truth; the truth of the
subject cannot be total. David Caudill describés dilemma in a legal context: "we
are asking for a confession of that which is nonfessable’ due to the very structure
of the subject of law" (Caudill, 2000: 249).

If confession (or the desire for it) is apparerstyfutile, what is its fascination? Why
does confession appear credible; what makes igrézable as correctly performed,
and its truthfulness trustworthy? What makes a&ssihg perpetrator appear "truly
contrite”; what makes readers of a choreographiingrabout his own art agree that
he is convincing as to the integrity of his proessand beliefs? More disturbingly,
Jane Taylor, academic and theatre writer, askseoTRC: "what is it in us that
makes us seek out the stories of another's griefhat makes us follow the stories
of torturers?" (Taylor, 1998: v)

Jacques Derrida's discussion on self-portraitsrstoacts the discourse of
confession, and so | will relate his narrative herehe hope of responding to some
of the (ethical) questions above. Derrida confebgeanxiety regarding drawing:

In truth, | feel myself incapable of following withy hand [by drawing on
paper] the prescription of a model: it is as iktjas | was about to draw, | no
longersawthe thing. For it immediately flees, drops ousifht, and almost
nothing of it remains; it disappears before my eydsch, in truth, no longer
perceives anything but the mocking arrogance sfdisappearing apparition.
As long as it remains in front of me, the thingidefme, producing, as if by
emanation, an invisibility that it reserves for mejight of which | would be,
in some way, the chosen one. (Derrida, 1993: 36)
The last phrase needs to be elaborated beforengewilih what Derrida might be
confessing here. Derrida traces the confessiothef¢chosen one” through the
lineage of blind men in the bible, whose blindniessame allegoric of the fall; the
divine vision (an angel, an appearance of the Ltral) visits upon the blind man
opens his eyes and grants him spiritual truth.ibtidal hermeneutics this is the

allegory for the union of the Church with God: "Neve see but a poor reflection as
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in a mirror; then [i.e. "when perfection comes"] slell see face to face. Now |
know in part; then | shall know fully, even as | &fly known" (1 Corinthians 13:
12). This event of giving sight/truth by the traesdent Being is a debt that must be
inscribed, remembered and proclaimed (Derrida, 129B8— hence the writing of
scriptures, the proclamation of the gospel throexggngelism, the confession of faith

that is simultaneously a confession of guilt (sinyl a giving thanks of salvation.

Confession is thus the performance of the chosahtlee chosen is marked by a
wound (Derrida, 1993: 33), a loss of sight, a tratimevent, a fall. It is a confession
of the blind (testifying to eventual salvation aswmmunion with God, the origin,
truth and certainty). As such the blindness isaifsee, in the type of Christ's
affliction; and for Derrida, what meets the eydahe"narrative, spectacle, or
representation of the blind" — is a "sacrificiakat', a blindness at the heart of
seeing/drawing/confessing (Derrida, 1993: 41).

Drawing** — in particular the self-portrait, the seeing ampresenting of self — does
not transform the self into visible object; confesdss instead a testament of
invisibility, of an object that, as Derrida confess"disappears before my eyes"; "it
immediately flees, drops out of sight, and almaghmg of it remains"”. It is as if
Derrida is describing the seeing of a performandgt Kemp calls the "becoming-
object” (1996: 156 — see p. 9 above). The afflictm the chosen confessor also
closely resembles the call of the stage perforRRachel Karafistan compares the
"calling' towards performance, the 'urge' to bestage" which actors recount (or
confess), to the calling of a shaman through iBessand psychic disturbance (2003:

158&151).

“In "drawing" Derrida refers to all performances onfessions of self. "The drawing of men [the
patriarchal implication of which is developed thrbogt my thesis], in any case, never goes
without being articulated with articulation, withathe order being given with words ... without
some order, without the order of narrative, and tHusemory, without the order to bury, the
order of prayer, the order of names to be givenesded. Drawing comes in the place of the
name, which comes in the place of drawing ... As ss0a name comes to haunt drawing, even
the without-name of God that first opens up the spaoaming, the blind are tied in with those
who see. An internal duel breaks out at the verytleatrawing.” (1993: 56-57) Drawing — the
seeing of object and the performance of the handylbe never goes without the structure or
authority or lineage proceeding from the giving &teksing of the name (language) — the
choosing of the blind men. And so: "If what is caledelf-portrait depends on the fact that it is
called 'self-portrait,’ and act of naming shouldwalorentitle me to call just about anything a self-
portrait, not only any drawing ... but anythingtthappens to me, anything by which | can be
affected or let myself be affected." (1993: 65)f-pelrtrait becomes a performance (a confessing, a
naming) of self as the chosen one, the blind confedsal\ation.
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The martyrdom of the confessor (writer, perfornseer, spectator) is thus what
makes his witnessing credible, and its truthfulnaesstworthy. Whereas, in common
usage, the "witness" is the one who serves thé pegpose of reporting,
transparently, what he/she had seen — as if s€¢eregch:voir) is knowing gavoir)
(cf. Derrida, 1993: 12); confession, in fact, camsespiritual light:

the blind man thus becomes the best witness, a&ohegness ... Witnessing
substitutes narrative for perception. ... No autication can show in the
present what the most reliable of witnesses seeatlwer, has seen and now
keeps in memory ... (Derrida, 1993: 104)

The performance of confession is "seen dhipughthe blindness that it produces

as its truth" (Derrida, 1993: 65):

In Christian culture there is no self-portrait vaith confession. The author of

the self-portrait does nghowhimself; he does na¢achanything to God, who

knows everything in advance ... The self-portrdtissdoes not lead one to

knowledgehe admits a fault and asks for forgiveness. (Bey1993: 117)
Confession thus still holds a hearer in fascinatiespite the impossibility of truth;
the "truth" of the narrative, for instance, thergtabout my existential crisis as a
choreographer, testifies not to knowledge, but pedormative imploring for
forgiveness, acknowledgment, reconciliation, redogmof my art. | am a practising
artist, writing about the conditions of the makautd reception of art. The
convention of academic discourse, based on rattgnedlies on my being a witness
who transparently (without interference from theeatver) reports what he has seen;
the language with which a report is made of whakisn must also assume a
transparency of representation. But if | watch @emniances and read writings
through my blindness/loss, what truth will my tiset&gll? On the other hand, what
discursive model is adequate for the blindnessabiatlitions performance and its
seeing? Perhaps, my writing inevitably becomedfepsetrait, an artistic manifesto;
my readings of other practitioners a function of bipdness: a narration of my
memory, my calling; the wound, the name with whiebas chosen (the name of the
father?), becomes the (only) story I tell.

Like the testimonies at the TRC, confession geersrpérhaps not so much
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knowledge but a ple&.Antjie Krog, who led the South African Broadcast
Corporation radio reportage of the TRC, writes thiation between testifier and
hearer with the analogy of a husband demandingrtitie of an affair from his wife:

Why? Where? How? From when to when — all of thaigigotiable with the
things | already know. So the more | know, the mare will confess. What
truth 1 don't know, you will never tell me. (Kro$999: 300)
The details, the verifiable information, only addathat is already known; or perhaps
one should say, the already named — the guiltysaweur, the confessor. In the
TRC's case, the elements of "the guilt of aparthé&idcities"”, "the national
reconciliation process and amnesty", and "the pudait of testifying and promising
to tell the truth", are all already named. In tse of my narrative, the elements of

"my sense of loss", "aesthetic principles”, anet'friting of my thesis" stand in the

same relation.

If this were the case (and please note the "iffjats there for the reader to do
except, in the same manner as TRC chairman ArcbpiBlesmond Tutu and the
commissioners, to sympathize with the victims, tmthake decisions about granting
amnesty?

The mark that gives credit to the confessor — theamnd, the trauma, the loss —is
made evident in tears. Tears, by veiling sighteats "thetruth of the eyes", which is
not to see (and know) but to implore (to God, thgio of names) (Derrida, 1993:
126). Within the mode of confession, the spectigels that s/he has the ability to
tell apart the "truly contrite”, and one of the mtedling evidences that confession
has been "performed correctly”, is tears. In my oarrative, the climax, the
moment of truth, of reckoning, was in my weepingt #&hat truth did my tears
guarantee — the truth of my confession narrativeth®truth of the narrative of fall
and salvation? And thus what truth can the reatiartify with or grant amnesty to —
the subjective truth of my art which is already eam

%0r, thepoint of testimony is not so much knowledge as a plesedms problematic to think that
knowledgein itself, such as the location where a victim is buried, wdaeél@nough to offer closure
to the bereaved. That the knowledge could be datied at all is dependent on the discourse of
forgiveness; the speaker testifies because forgivesassight. Even if the bereaved refuses to
grant forgiveness, the perpetrator's speaking atdagstls the end of the hatred or madness that
killed the victim, and so giving rest to the departed
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Ethical anxieties: identification and the dramatic hero

Words fail me. How am | to tell the story of my disitent and loss? Words cannot
objectively represent meanings allowing knowledgges¢ir) to be transparently seen;
| can act as my own analyst and diagnose my arpisiihology, but a neat, well-
argued interpretation is no cure. Words cannotquip bypass rational objectivity
and confess the truth of the subject; such preqchted "truth” that is already
named is not knowledge, and can never satisfy ¢laeehn's demand for certainty. If |
may be so bold, I think | am approaching a crudaeddroit) understanding of why
Lacan's words are so notoriously obscure, why Bmed ambivalent about his
relation with the hearers of his seminars, and taymight prefer that [his]
presence not be guaranteed to [the audience] maatevery case" (Lacan, 1998:
12) 16

All this anxiety! Why am | flaunting my angst, pass off personal pathology as
academic knowledge? Why am | displaying my adolestatasy of being a social
misfit? This, | anticipate, is how some readers me$pond, in exasperation. And |
anticipate this less out of paranoia, and moreobtiearing what some people, both
within and outside the theatre industry, have saithe or my colleagues, expressing
disapproval when certain types of theatre are mBlgese are not worth repeating;
the silent pressure to make certain types of tedatrterms of style or content, to
elicit responses from audiences that are consideoktically, aesthetically or
economically appropriate) is that much louder.

The audacity in my thesis, | believe, lies nothia seeming complexity of subject
matter or writing style, but in my making this f@iing argument: that my anxiety
and discontent should be understood as ethicabwtient. In other words, in this
thesis | will dare to evaluate art according tdethlt is audacious, because | refuse
to settle my differences with the disapproving esi@s "a difference of taste";

®Elizabeth Grosz writes of Lacan's seminars:
Many saw these seminars as a kind of intellectual/$¢sase; his indirect, elliptical, evasive,
but always suggestive lecture techniques remainsrairflor the promise of a 'knowledge' (the
gratification of a desire to know) which recedesdluser it comes. (Grosz, 1990: 15)
Lacan was also reputed for his emphasis on the endingearuption of analysis sessions, rather
than the standard 50-minute sessions that guarantegetfemnce of the analyst/analysand for a set
amount of time (Grosz, 1990: 15).
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rather, | am implying that they are unethical. Oagain, some wandering is needed
to unravel these ideas. | return to my narrativartétic failure, still in search of
what caused the failure to offer pleasure to thiieace. What, in theatre terms, is
the audience's desire?

In Freud's account of drama, the pleasure of tdésaae rests on the ability to

identify with the hero's struggle against God (fel097: 88). Modern (Western)
dramas move the hero's quest from rebellion irsghetual terrain to the social and
the psychological. Freud poskkamletas the first instance of a drama that deals with
psychopathological suffering in the hero; the restruggle is between his conscious
and repressed impulses, and the pleasure comesdennifying the hero's neurosis

as also existing in the spectator (Freud, 1997: 91)

However, Freud also posits a "precondition” todbdience's pleasure: while they
can invest their desires in the hero's quest, tr@sgmce must protect the audience
from actual suffering. The game of make-believe thdrama makes pleasure from
suffering, but on the condition that no sufferisgaused in the audience (Freud,
1997: 89). The identification is an unconscious;¢reud considers this drama
impossible unless the audience's identificationwhe neurosis can be achieved
"with [the spectator's] attention averted, allownegressed material to surface"
(Freud, 1997: 92).

In dramas that deal with the psychological terrdimeans that the struggle between
the conscious and the unconscious must end "inuncgation” (Freud, 1997: 91).
Having struggled with the unconscious, as Jacalggted with the angel, the hero
must ultimately succumb (renounce Oedipal impulses)) receive the blessing (of

divine vision, the name). The hero must enter theosymbolic order.

So far, this account of the desire at work in atheal exchange relation between
performer and audience seem well within what igcathl have already mentioned
Lacan's attack on the Greek tradition of ethicbased on the subject's knowledge of
"right actions” (see p.13). To presume the sulgsable to know the rightness of
his/her intentions and actions could be dangerassartling and extreme example is
provided by political and aesthetic theorist Theofldorno. He asserts that if
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rational thought is not checked by what can elaearhaps, what the subject cannot
know), it is "in the nature of the musical accompant with which the SS liked to
drown out the screams of its victims" (Adorno, dite Eagleton, 1990: 41-2). In this
example, there is a radical separation betweerdpRistication of language or form
and the ethics of the action. For Freud, dramaigesva framework for balancing
conscious form and unconscious desires, allowipgessed material to surface, but
ultimately to be renounced for the social orderetioirn. If the unconscious material
is not carefully drawn out while the audience'sribn is diverted; if the repressed
desires of the hero are not ultimately renouncadsing the audience to be
implicated in the suffering; if the conditions dépsure are not adhered to, Freud
claims, the drama simply would not work, the audeewould resist it (Freud: 1997:
92-3). | have already mentioned this age-old dialdmetween the Apollonian and
the Dionysian (see p.4).

However, the identification with the hero, on whitle audience's enjoyment is
based, needs a closer examination. Lacan relatesyaabout identification:

| can tell you a little tale, that of a parakeettttvas in love with Picasso. How
could one tell? From the way the parakeet nibldkedcollar of his shirt and the
flaps of his jacket. Indeed, the parakeet waswe Wwith what was essential to
man, namely, his attire ... The parakeet was likedartes, to whom men were
merely clotheskabitg ... Clothes promise debauchery ... when one ttiera
off. But this is only a myth ... To enjoy a bodywhen there are no more
clothes leaves intact the question of what make©the, that is, the question
of identification. The parakeet identified with Bgso clothed. ... [W]hat lies
under the habit, what we call the body, is periafghe remainder ... | call
objecta. (Lacan, 1998: 6)
With what does the audience identify? If clothitigaf the parakeet loves) is opposed
to the debauchery promised by its absence, thguége and meaning
(signification) similarly promises the chaotic, peskable, outlawed pre-Oedipal
impulses hidden under the social order — the repreanconscious. But the clothes's
promise of debauchery is "only a myth"; even whealethed, the body is
constituted and regulated by signifiers: "It enjagelf only by 'corporizing' the body
in a signifying way" (Lacan, 1998: 23). The debamgtof the body, the sexualized
body, is produced within the economy of the phallusugh castratiombjet g that
which fuels desire again and aga@m¢org, is but a remainder "produced by the

operation of language" (Irigaray, 1985: 90). Thetleés, the signifiers — the "habit" —
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reproduces the "truth" of the unconscious whiclevatry performance ¢lamletand
other such dramas according to Freud, must be @mutefl and brought to Oedipal
resolution.

As such, the audience's desire can never be sdtigfhallic jouissance depends on
the identification with a hero who tries to stargta God/repressed impulses;
literally, someone who tries to be the phallic ign an attempt to recover the lost
Other?’ This is what induces the call of "encore"; Freedatibes how these
conditions on the audience's pleasure can procutiess combinations of stories
and themes, "just as endless, in fact, as thecattati-dreams of men" (Freud, 1997:
91).

What seems to be left unsaid in Freud's essawisitithe hero does not renounce
his rebellion (against God; the fantasy of the ©that is repressed), the audience,
with their libidinal investments in the hero, wallso come face to face with
suffering. If identification brings phallic jouissee, then what is this "suffering” that
comes from the refusal of or escape from castration

Irigaray develops Lacan's theory of feminine seityiadhowing that if sexual
relations are governed by the phallic signifiew@man's body always serves as the
objet g as the "not-whole" that requires the injectioriref male phallus, ignoring
the many different erogenous zones of the bodyste Irigaray critiques Lacan for
not seeing beyond his own logic; perhaps, like D&8&st with his philosophical
method (see p.8), Lacan is trapped by his own laggwf phallic jouissance:

The production of ejaculations of all sorts, offgematurely emitted, makes
him miss, in the desire for identification with tlaely, what her own pleasure
might be all about. (Irigaray, 1985: 91)
Responding to one such "ejaculation” of Lacanda, titie body “enjoys itself only by
‘corporizing' the body in a signifying way", sh&kss'How, how many times, are we
going to have to be cut into 'parts,’ ‘hammereastast ..." in order to become

_acan writes: "If an angel has such a stupid smil, ithbecause it is up to its ears in the supreme
signifier. To find itself on dry land would do it sorgeod — perhaps it wouldn't smile anymore"
(Lacan, 1998: 20).
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sufficiently signifying?*® (Irigaray, 1985: 92) Lacan cannot admit to anotbgic,
Irigaray argues, because he would have becomenablieeto another logic "that
challenges mastery" (Irigaray, 1985: 90). She thmoses a significant blindness in
Lacanian theory:

woman has no unconscious except the one man gereMastery clearly
acknowledges itself, except that no one noticdsnjoying a woman,
psychoanalyzing a woman, amounts then, for a noareappropriating for
himself the unconscious that he has lent her.h&lsame, she continues to
pay, and then some ... with her body. (Irigaray85t®4)
The theory of the unconscious, located as the ttigsychoanalysis, is found
problematic if only for its partiality, its inabiyi to explain the sexuality of about
one-half of humanity. Furthermore, even as Lacatirdjuishes analytic discourse
from philosophical discourse (Lacan, 1998: 16pdray reveals it to be another
discourse "that tells the truth about the logit¢roth” (Irigaray, 1985: 86). Insisting
on the centrality of the phallic signifier as thetetminant in social, sexual and
linguistic organization,

we might suspect thghallus(Phallus) of being theontemporary figure of a
god jealous of his prerogativese might suspect it of claiming, on this basis,
to be the ultimate meaning of all discourse, thadard of truth and propriety,
in particular as regards sex, the signifier antilerultimate signified of all
desire, in addition to continuing, as emblem arehagf the patriarchal
system, to shore up the name of the father (Fatlfgigaray, 1985: 67)

If psychoanalysis is a phallocentric discourse ihsists on truth, then its

postulations of psychic health or pathology becopreblematic (see pp.8-9); like

the blessing of god's name on the confessor, g8wdise already names the

knowledge produced by psychoanalysis before paken.

If it is asserted — as can be inferred from Fretloat the failure of the dramatic hero
to renounce his repressed desires would lead tautience's coming face to face
with suffering, then one should pose a questiar$ponse: suffering from whose

18 would like to insert a personal intuitive corretatihere, although it is not backed by analysis: the
hammering and separation of the parts of the bodyderdo produce a signifying body — and the
artistic pleasure that results from it — reminds mbatfet training, with the repetitions of standard
barre exercises that recast each part of the bodasd ts "sufficiently signifying". (Most other
dance trainings achieves this in different ways.) fbiheefulness with which Irigaray writes
somehow echoes the discontent that | feel towards tfie &b mastery in theatrical body
performances.
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perspective? And conversely, from whose perspediitepleasurable to identify

with the hero in his quest? Recognizing the patyialf psychoanalytic discourse,

one glimpses the possibility that the desires efatdience, hitherto considered quite
obvious and commonly understood, are in fact méhifbo recall Brook, some may
find a widely praised theatre event to be dull, betause of unrefined taste but
because the others find the barrenness of "cultegssuring (see p.5). And, to recall
Kemp, we may have difficulty deciding whether someas good or bad at telling
jokes after all (see p.15).

The idea that an audience deprived of phallic pleasan be confronted with
suffering is a significant one. If the phallic siyer is revealed to be what it is — a
signifier of lack (see p.9) — the fantasy of th&a&t(god) as the one who possesses
certainty and fullness can be shattered. The dasive One with the Other (Freud
describes Eros as the drive to combine two intg @neevealed to be hollow,
"fraudulent” (Franses, 2001). The audience's comditen with a jouissance that
escapes the signifier can bring on suffering —drofrsince the master signifier that
governs meaning no longer holds.

Psychoanalyst Julia Kristeva calls this place ofdrathe abject. If through
repression the subject is constituted by drawimgubboundaries between self and
other subjects in the social order, between consamd unconscious, between
body's inside and outside, then "acts or matetii@iscross or question [these
boundaries] are defined as 'abject’, to be viewild disgust” (Counsell & Wolf,
2001: 140). "I" find horror in the abject — thetigbned parts of self — because "it
draws me toward the place where meaning collaggesteva, 1982: 2). The abject
— the unclean and the improper, the physicallyutisgg and the socially disruptive
— "attests to the perilous and provisional natdrge symbolic control" of my
subjectivity, revealing the fragility of “identityprder, and stability” (Grosz, in
Counsell & Wolf, 2001: 143). The abject, "as inetheater, without makeup or
masks ... [shows] me what | permanently thrusteasidrder to live" (Kristeva,
1982: 3). The horror of facing the abject doesatlotv the audience the fantasies on
which subjectivities depend.

| will elaborate on Kristeva's theory in chapteK&eping my focus on the exchange

26



relation between performer and audience, and thieattanxieties that arise, | hope
to explain the horror of this "true theater", ajfibacan's theory of the gaze.

The common sense understanding of the processtohiwg theatre, perhaps
influenced by film theory, is the gaze of the andie at the objects of representation
on stage. In this sense, the gaze gives the Ildbkgower as the subject, who sees
and knows. The cone of vision allows the objedigdocused as an image, and the
subject looks from what Lacan calls a geometrahipoi viewing; this is the familiar
perspective instituted by Renaissance painting Bdater, 1996: 139Y.

Object Img Geometral point

The geometral perspective constructs the lookar@artesian subject (Grosz, 1990:
78): "l assure myself as a consciousness that kitinast is only representation, and
that there is, beyond, the thing, the thing its@l&ican, in Mirzoeff, 2002: 127). This
looking is the basis for theatre's make believe:ithage represents the thing, but is
not the thing itself, an obvious example beingubke oftrompe-l'oeil It is
understandable even by the blind, because "[what issue in geometral
perspective is simply the mapping of space, ndtt$id.acan, cited in Grosz, 1990:
78)2% For Lacan, that a subject has sight also entaéistibject being looked at,
hence the notion of the gaze.

A second cone of vision is added, where the suljlctis looking is the picture that

is seen.

Point of light: en Picture

*The following drawings are reproduced from Hal Fo&t®96: 139).
PDescartes's "Optics" explains light rays with the agyalof the blind man's walking stick, as an
extension of the senses sending signals back to tfecsdh Mirzoeff, 2002: 117).
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The gaze is not the look of another subject (amqibeson looking back at me); it is
"not carried by any specific set of eyes ... theega is the person looking being seen
... by objects" (Franses, 2001).

How can an object be said to be looking back asthmgect? It is in fact a gaze that is
imaginedby the subject "in the field of the Other" (Lacaited in Franses, 2001,
emphasis added). It is the subject's desire inioel#o the Other that constitutes the
gaze, as an excess over perspectival optics (Gt688; 78). Theobjet ain the field

of the visible is the gazéLacan, in Mirzoeff, 2002: 126). In the same whgt pre-
Oedipal impulses threaten to disrupt the law offgtieer and must be renounced in
order to become a speaking being, i.e. the ahdityse language; so the gaze, as a
fantasmatic projection by the desiring subject, gasettle the position of the looker.
"The gaze is ... the drive under which the sulgadéntity and certainty fail" (Grosz,
1990: 79). Citing from Lacan, Hal Foster notes thatsubject,

"looked at from all sides," is but a "stain" in tBpectacle of the world". Thus
positioned, the subject tends to feel the gazetheeat, as if it queried him or
her; and so it is, according to Lacan, that "theeggua objet amay come to
symbolize this central lack expressed in the pheammm of castration”. (Hal
Foster, 1996: 138)
The link between the threat of the object-gazethadear of castration is echoed in
Freud's essay, "The Uncanny", where the "substéuglation between the eye and
the male organ” is analyzed (Freud, 1997: 26@pth fears demonstrate the process
through which the subject — who can use languagdendro can be represented in the

visible field — comes into being by regulating desi

Thus the screen, similar to language, alleviateghheat of thebjet a Hal Foster
understands the screen as

the cultural reserve of which each image is onmim. Call it the conventions
of art, the schemata of representation, the cofieiswal culture, this screen
mediateghe object-gazéor the subject, but it algorotectsthe subjecfrom

this object-gaze. That is, it captures the gaandtamesit in an image. (Hal
Foster, 1996: 140)

Mirzoeff notes that Lacan invented the temompte-regarti based on the verb

ZDerrida’s analysis of the self-portrait also cites Feeasgsay on the uncanny.
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"domptel, to tame/to subdue; the term refers to "a situmain which the gaze is
tamed by some object, such as a picture” (Mirz@&£02: 1281).

Visual representation is thus not only the imags,its superimposition on the

screen:

The gaze The subject of representation

Art is not only the manipulation of the image, eaptg the object of representation
within a perspectival gaze; but because the humbjest, with access to the
symbolic order, is a desiring subject, the scremsomes "the site of picture making
and viewing" where the subject manipulates and matde the gaze (Hal Foster,
1996: 140).

Such is aesthetic contemplation according to Lasame art may attempt a
trompe-I'oei| a tricking of the eye, but all art aspires tdoanpte-regargda
taming of the gaze. (Hal Foster, 1996: 140)
Freud's analysis of drama as the identifying whith lhero's quest can thus be
explained as the taming of gaze. The horror thafroats the audience, should the
hero fail to renounce his repressed desires (239, s the horror of revealing the
objet g the lack that constitutes the subject's desitherfield of the Other. It is a
glimpse of the jouissance that the subject cannotk

The theory of the gaze, along with the theory efuhconscious and the role of
language, thus offers me a dual method to expleexchange relation between
performer/audience. The theatre, particularly thyspcally oriented performance
forms which are the focus of this thesis, involisegh visuality and narrative. But —
to restate my anxiety and discontent — does thgsubecessarily come out of
castration completely at ease with the symboliepfdee p.8)? Must all narratives
confess the blindness (the castration) of the gratial order? Must all art tame the
gaze? Foster argues that some contemporary wosk"aioh only to attack the image
but to tear at the screen, or to suggest thagirésady torn” (Hal Foster, 1996: 141).
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The implication is that these artistic innovati@me not merely the renewal of form,
but a questioning of the very act of looking.

| have already mentioned that the motivation belimsl questioning, this anxiety, is
an ethical one. The perspectival gaze can givéltisgon that the world can be
captured as an image within the subject's knowledgelegger states,

The fundamental event of the modern age is thewsstigf the world as
picture. The word "picture” now means the struaumage that is the creature
of man's producing which represents and sets hdfoseich a producing, man
contends for the position in which he can be tlatigular being who gives the
measure and draws up the guidelines for everyttmagis. (cited in McKenzie,
2001: 157)
This humanism is described by Heidegger as a "ra@sihetic anthropology" (cited
in McKenzie, 2001: 157), in other words, the aetstBeof seeing gives rise to a
moral order. The screen on which such an imagaptuced, however, can cover up
the truly horrifying. Slavoj Zizek uses the theafithe gaze to explain the horror of

Nazi Germany:

theimaginaryscreen of satisfactions, myths, and so on ...leriab subjects to
maintain a distance towards the horrors they arelwed in ... and, above all,
the real of the perverse (sadistic) jouissancehiatwhey were doing (torturing,
killing, dismembering bodies...) (Zizek, cited iuikle, 2000)
The stability of subjectivity (having "successftlyone through the Oedipal
complex) is thus no guarantee for the subject'spaihological social functioning.
The social order can institute an image of thelidiéiaen as the "measure" and
"guideline" for right action, which is in fact anability to confront repressed

horror??

It thus becomes an ethical imperative to exploctexplode the pleasure of
identification — the phallocentric search for Orenésee p.26) — in theatrical
exchange relations. As an example, | cite a swldy/ly Julia Salverson regarding
her theatre work in Canada. Salverson creates caotyr(or "popular”, as opposed
to mainstream commercial) theatre from testimoofgseople who experience
violence. She recounts the story of her attendaheeTheater of the Oppressed

%This idea of thdreimlich(as opposed to thenheimlich the uncanny) nation, which prescribes the
image for its citizenry within a communal unity, igther explored in chapter 3.
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workshop led by Augusto Boal, whose work often ¢silssof games and exercises to
encourage active contribution to the moment-to-muaroeesation of the drama,
usually with the aim of bringing about politicabcal or psychological change. The
people at the workshop, hailing from across Canlaae been through a day which
has left everyone "tired, excited, disorientedjaus" (Salverson, 2001: 119). After
Boal ended the day's session,

someone involved with the workshop asks us to fartircle and join hands.
We have been doing what we're told all day, hapgihparking on a
succession of games and exercises. Glad for ortde be the teachers, the
leaders, we are pleased to oblige. The organizer dksks us to repeat: "We are
from near, we are from far, we are one. We are"dregen my mouth, start to
repeat, and become immediately uncomfortable. Sangetnside me refuses
this glib recitation of unity. | sense discomfarithe friend and colleague
beside me. Later in the evening he asks me, ‘ltsttange? Here we are, a
group of people who fight oppression every day. 8lfyd have survived
torture, imprisonment, exile from my country. Anety couldn't bring myself
to speak up, to say, 'No, excuse me, | don't vasiepeat this phrase that
makes me so uneasy: We are one.™ (Salverson, 209}.:
The oneness that is aspired towards in this simadittical act, seemingly positive,
causes anxiety in Salverson and her colleagued&hiee for oneness is constituted,
firstly, by the verbal narrative that aims to cesmmlentification; and secondly, by
body performance. The simple performance of joiiagds in a circle seems to
form a screen that does not sit easily with, fetance, Salverson's colleague's real
world experiences of horror. Yet it seems to pradsiech a powerful contract of
behaviour in this group of theatre practitioneiat tiney find it hard to rebel.
Salverson and her colleague, in effect, have tourece their struggle, much like the

hero submitting to what Freud considers the necgssmditions of theatre.

If exile can be understood as an ejection of thteseti from the (One/whole) nation,
Salverson's colleague had strong motivation fdirfgeuneasy"” — anxious — about
the forced identification. Adorno, with the scafs\@zi Germany fresh in his mind,
pointed out the violence when (mental) concepdéniified with phenomenon
("reality"): "Auschwitz confirmed the philosophefii®f pure identity as death”
(Eagleton, 1990: 43). For Adorno, if history canuméversalized (made One), "it is
not a tale of cumulative happiness but ... theatiae that leads from the slingshot to

#Crudely defined: a basic principle of reasoning.

31



the megaton bomb" (Eagleton, 1990: 42). If thei@ @neness, Adorno argues, it
"would teleologically be the absolute of sufferir{@dorno, cited in Eagleton, 1990:
42).

What | clumsily named "mass social trauma” (so@mgrder to distinguish the
human agency of atrocities from natural disastersd less than the pervasive
condition that affect thinking, seeing, speakinud &eing. As for theatre,

It is no longer enough — if it ever was —assumethat theater is by its very
nature about connection; now those of us who mratkieater that engages
with people's accounts of violent events must aldte the nature of that
contact. (Salverson, 2001: 119)
Theatre practitioners repeatedly rehearse statsniieait praise the “liveness” of
theatre; it is the quality that supposedly makestie indispensable even when faced
with the onslaught of film, television and othetetainments and therapeutic
channels that now occupy the major portion of thielip's time and imagination. We
rehearse phrases such as "sense of connectionimigoal experience” and
"immediacy" as articles of faith that legitimater dinelihood. But the traditional
agreement of aesthetic experience, what AndrewaBeinjidentifies as "a set of
expectations about mimesis and representation langer makes sense of what art
(and the experience of art) may be" (cited in Ker§96: 154). The important point
to note is that, to insist on outdated modes okustdnding (and producing) the
experience of theatre is not naivety, nostalgia pratter of taste, so much as a
blindness to the dissolution of certainty (the s@andental subject/Being based on
which hope can be believed in) that mass sociahteahas introduced to living and
meaning making. The pleasure of identification Imees ethically questionable,
stirring anxieties and discontent. God's blessimgdj@nferring of the name produces
a blindness that screens out horror. The confessgitme hero, his imploring gestures
for forgiveness, reconciliation and Oneness ring®otv.

Dissensus and the role of the artist/writer

With the overwhelming tide of traumatic social &ities in the twentieth century
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came the emphasis on the importance of spacedsenit” It is this space of
dissensus that | search for in the theatre. Bub®gigo must be stated: there is a
danger in treating consensus as inherently opmesBhe rejection of consensus can
become a fetish for championing western individiralithe Enlightenment ideal of
the autonomous, unattached individual (van Heer2@02: 9); of art as unfettered
from social, political and economic concerns. hgd be added that this view of art
as having a transcendental Being does not reshitioeffete notions of "beauty"
that retreat from any engagement with the politeoad social. Another product of
this ideology is the transgressive artist, who gltie role of the liberator by
transgressing restrictive social norms — the pegation ofdroit, the embodiment of
purejouissance Anthony Julius traces the rise of the transguesaesthetic in visual
art from the paintings of Manet to its exhaustionaday's cultural order. A hint of

the political ineffectiveness of transgression barseen in the following anecdote:

The story is told of the postwar performance afi@hislav Gotovac who
would walk naked through Zagreb [in the former Ysigwia]. His purpose was
to offer himself as a metaphor to passers-by, antgiwithout cover before the
totalitarian state, however layered in actual égtailthey might be. Arrested
and tried, he attempted an explanation: 'l am &staand my métier consists
of stripping, and walking.' To which the judgespesded: 'Yes, and our métier
consists of gaoling you.' (Julius, 2002: 222).

Some theories also embrace this pure negatioreasasis of political action.
Eagleton critiques poststructuralists (who did mweink on the regulatory function

of language) for mistaking consensus or collegtias always oppressive (Eagleton,
1990: 56):

Those who indiscriminately demonize such concepisnaty, identity,
consensus, regulation have forgotten that thereaftey all, different
modalities of these things, which are not all eglently repressive. (Eagleton,
1990: 57)

*The rise of democratic forms of government in the tie#in century can be seen as an indication of
either the value that is placed on the possibilitgie§ent, or as an increasing recognition by states
of the heterogeneity and dissent that exists withiin tfegions' boundaries. It is true that much can
be found wanting in democratic governance: whetheform of democracy indeed allows true
dissent, and the collusion of democracy with unbddlapitalism and the new imperialism of the
Washington Consensus; these will be touched ohapter 2. However, the twentieth century was
unarguably characterized by the ends of many empiic$cgalitarian regimes, be they imperial
(British empire), communist (USSR and its satellite shafascist, militaristic and/or other
totalitarian forms of government (the Third ReichG#rmany, expansionist Japanese empire,
African states such as Uganda, DRC and South Africa).
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To insist on the absolute rejection of phallic gsaince, after all, besides being
impossible, is but another kind of repression; Eggl puts it aptly: "Pure difference
... Is as blank and tedious as pure identity" (&aqgl, 1990: 56). (The implications of
pure negation will be elaborated later in this ¢bap

In the following chapters | explore the complex dgmc between dissent and
consensus through two theatre controversies: ipteh, | attempt to re-tell the
narratives that surrounded the "victim art" con&n®y that arose from American
choreographer Bill T. Jones's wofjll/Here and the "review" of critic Arlene

Croce that sparked a furore of public debate. bBptdr 3, | re-tell the stories of
controversial South African director Brett Bailaydasome of the dissent that he had
stirred through his theatre, which blends rituahveipectacle. Each of the
controversies offers clues as to how the culturdénin question was destabilized
and in trauma. Jones's art is intimately linketheotraumatic losses of life from the
AIDS pandemic; Bailey's art is made from the wregkaf colonialism and

apartheid. That these artists should have arous@toversy indicates that consensus
about the truth of theatre and the role of art atastake. Concluding my thesis, | re-
examine the work of Marina Abrama@ywhose range of practices from performance
art to ritual seems to re-trace my investigationes the above controversies.
Emerging from the totalitarian regime in Yugosladramovt'’s performances are
also located within the crisis of meaning-makingt ¥ier work also points to ways of
negotiating heterogeneity; my reason for citingwerk is to find out how one can
construct ethical relations in performances ow space of anxiety and discontent.

The point of the proviso (not to treat consensusitasrently oppressive) is that,
while the loss of consensus opens the possibililissent, the role of the artist
within the cultural order must also be questioriétere is a temptation for me to
write about the controversies in order to deliv@rdgment on whose aesthetic is
ethical, whose is not. (For example, my predileti®to side with the transgressive
artist's political project.) However, if my writingethod is to attempt to be ethical as
claimed, the writer's role must be brought intoithestigation as well. What
justifies my existence, my work, my being paid?ustask about what/whose
desires | satisfy in writing this thesis, just asust ask the same about my

performing on stage.

34



To answer these questions, | relate the story ¢fiedldrog's struggle to write the
story of the TRC. As the head of a radio team r&pgpion the TRC and as a literary
writer, her anxiety is in trying to find the positi from which she could write in the
wake of gross human rights violations.

Krog traces the inheritance or lineage of her wgitihrough her mother, citing an
essay that she wrote when Hendrik Verwoerd wassthin Parliament, an essay
"picturing the Afrikaner psyche" (Krog, 1999: 14Kxog's mother wrote that she
was alone on the veld far from her house in then@ed-ree State, when an
aeroplane flew overhead possibly containing thércedith Verwoerd's body. She
wrote,

In this moment the life of the man | only saw add&red from afar, had
touched my life ... It moved in my soul. And | wasndering what | should
do? Should | go out on the streets and call upoplpeo consider what is
happening to our country? Should | call on thenhwlie only call that | know
— that of concentration camps, tears and bloodhd.| prayed that my hand
should fall off if | ever write something for my @®nal honour at the cost of
my people and what has been negotiated for themugiryears of tears and
blood; that I will always remember that to writeAfrikaans ... brings with it
heavy responsibilities. (cited in Krog, 1999: 148)

While Krog's own coverage of the TRC led to thisp@nse:

No poetry should come forth from this. May my hdaltl off if | write this.
So | sit around. Naturally and unnaturally withewdrds. Stunned by the

knowledge of the price people have paid for theirdg. If | write this, |

exploit and betray. If | don't, | die. (Krog, 199%4)
The paralysis of the writer (performer) is diredthked to the traumatic encounter
with violence and loss. To write, to represent,dmees a betrayal that takes the
sacrifice too lightly. But in Krog's writing one calso sense a conflict about the use
of language itself: that words are not neutralgdmit paid for by loss. Within the
emerging post-Apartheid South Africa, Krog has égatiate the lineage that paid for
her own writing; "It has been stated openly thailésfans is the price that Afrikaners
will have to pay for Apartheid" (Krog, 1999: 14%or which nation — which
consensus — does she write?
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Krog negotiates the conflicting authorities ancdom@ssibilities that act upon writing;
coping with heterogeneity disrupts the natural eossis offered to the artist in a
homogeneous society. Putting her dilemma in petsgedirog includes a passage
recounting a poetry festival off the coast of Setie§he asked two Senegalese poets
and a Berber poet what makes a good poet, afteridesy that the West considers
good poetry as finding new ways to write old thenfeSenegalese poet replied that
the position of a poet is accepted after scrutngzhe candidate's ancestry and
ability. The apprentice poet then learns the n&ipoetry with the chief poet. The
poet thus keeps (preserves) the nation's poetdy’,\arur people's poetry is your
people's lyrical soul, their history". For the Berlmomad, poetry remembers
watering places; the survival of the tribe depemus$he poet. The poetry must not
reveal the positions of these crucial positionstteer groups, or the poet will be cast
out into the desert (Krog, 1999: 336). The consioncof nationhood is enmeshed in
art; to the extent that the nation is intact, cosse is provided for the artist to work.
The nomadic poet's tradition is telling: the artjgards the boundary between his
own people and others. To betray "us" resultsect&n: not only is the poet's role
as artist, but the poet's very life, is threatened.

Even though Krog hopes for a time when she carevioit a reconciled nation: "I
want this hand of mine to write it. For us all; atlices, all victims" (Krog, 1999:
422); she is aware that "it is difficult to makense of our daily diet of contradictory
codes" (Krog, 1999: 435). As a writer, she finddifticult to write for preserving the
nation's truth, in the manner of the Senegalest pblee word 'Truth' makes me
uncomfortable” (Krog, 1999: 53). She is told by thdio technical assistant that her
voice tightens up when she says the word; whenyges it, the words comes up "as
eitherturth or trth". She describes that when she writes:

neither truth nor reconciliation is part of my ghép when sitting in front of a
blank page, rubber close at hand. Everything eldes away. ... Truth and
reconciliation do not enter my anarchy. They chokédetrayal and rage, they
fall off my refusal to be moral. | write the brokéne. (Krog, 1999: 54)
For Krog the writer, language slips through thecksaof her anxieties over truth. She
seems to realize that language is the ldnwif) of a nation — a cultural order, and
truth is the standard set by language (see p.#)akdeety about truth is her anxiety

about her writing that was inherited from the Afniler cultural order, the exclusivity
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of which is being put to test in the new South édi

The anxiety about belonging induces a desire th bimew language, one that does
not re-state the truth of her partial lineage; vealake on motions, they are
performative as if corporealTd seize the surge of language by its soft, bauk"sk
(Krog, 1999: 39). Perhaps, the desire is thatehsan origin of language can be

traced, her words (representation) will not bettre/trauma that she must write.

Is this, then, the ethical role of the writer? Esaue writing from detached
representation, to return writing to its corporg@liBefore hastening to answer this,
the relation between language and body needs fueipdoring; | do so by relating
the story of Antonin Artaud's search for a languane body.

The corporeality of writing and the longing for ori gin

Artaud's notion of the "Theatre of Cruelty" is famsdor his rejection of the banal
literary tradition in French theatre. Through themiersion into the body, his theatre
aimed to bring about total transformation, of tleefprmer, the audience, and by
extension the social order. Commonly his theatessociated with painful, writhing
or naked bodies, as the word "cruelty" seems tgesig This image was propagated
by theatre groups that subsequently claimed inspirdrom Artaud, such as The
Living Theatre®

Derrida's reading of Artaud, however, points nathi destruction of language to
return to a primitive state; Artaud's rage was agjahe devaluation of "true"
language. Artaud wanted to birth words that aréuges, living hieroglyphs; the

BFor exampleParadise Now(1968) was conceived by American group The Livingdtre as a
performance that is also "a revolutionary situatiogéiast capitalist society orientated towards
money and power. To make this possible, "the firstwpArtaud's declaration that the texts had
to be burned, that the theatre of intellect hade@bandoned, that the actor would have to find
feeling through inner resources” (Tytell, 1997: 2ZHxual repression is the target in a scene
called "the Rite of Universal Intercourse"”. "In aepiif practically naked figures on the stage floor,
the actors making a low humming sound caress each ottdulating and embracing” (Tytell,
1997: 228). At Yale University, the actors in thisrseéwere joined by almost two hundred
spectators, many of whom were partially or totalsrdbed” (Tytell, 1997: 240).
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word is body. His was a metaphysics of flesh:

The integrity of the flesh torn by all these difaces must be restored in the
theater. Thus the metaphysics of flesh which ddatersnBeing as life, and the
mind as the body itself, as unseparated thoug{errida, 1978: 179)
This language is not representation but "the aesyrtation of pure visibility"
(Derrida, 1978: 238) which is not a citation of aster-text (i.e. regulated by
metanarrative, an overarching discourse that réggithe meanings of narratives).

But the wholeness of the origin of language iséuotythic dream of unity. Artaud
knew that his language and his body, his wordsremreaths, are separated even
from birth; flesh is "purloined"”, words stolen flagical and discursive use (Derrida,
1978: 240). His origin is a void, the orifice ofthi, which is the purloining of the
body by the Other:

My body has been stolen from me by effraction. Otleer, the Thief, the great
Furtive One, has a proper name: God. His histosythken place. It has its
own place. The place of effraction can be onlydpening of an orifice. The
orifice of birth, the orifice of defecation to whi@ll other gaps refer, as if to
their origin. "It is filled, / it is not filled, there is a void, / a lack / a missing
something / which is always taken by a parasitéight" (Artaud: August
1947). (Derrida, 1978: 180)

The "Cruelty" thus refers not to its representataepicting "sadism," "horror,"
"bloodshed," and "crucified enemies” (Derrida, 19789). These are mere
spectacles of horréf. The horror of violence and loss of life pointshe horror that

is revealed when God — the certainty that the Qph@mised — turns out to be a void,
a mere signifier, thebjet athat promises but does not sati$fVithout the

Christian promise of "the belated unification é&land fate or destiny” (Jameson,
2003: 708) — the promise of deferred desire bypttaarchal order that encouraged
the subject to renunciation (see p.6) — there nesnamly the purloined body, the
existential body of the present (rather than aflediogical destiny); a body
"alienated from itself ... a 'zero-point' withipeenomenal world" (Sanchez-Colberg,

1996: 44).

%The phrase "horror pornography" is used by Basil JandsAdrian Kohler of the Handspring
Puppet Company, co-creatorsUifiu and the Truth Commissidim Taylor, 1998: xvii).

" acan defines thebjet ametonymically by the erotogenic rim, orifice, ot cn the body's surface;
the gap in the body (metonymic of the lack in theamscious) invites the filling of desire, which
must necessarily return by returning or withdrawinge (Geosz, 1990: 75-7)
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Writing about trauma (apartheid and TRC, AIDS, litdean regimes) is thus to
revisit the gap that is the subject; the suffeofthe subject is a reminder of the
body that is already stolen. The horror is in thentle of the name (God; Other; the
Name of the Father) from which language comesnta$y of "a place of wholeness
of unity which will reflect its truth” (Rimmer, 199 204). But it is always already in
a state of loss; writing comes from an "inspiratfrioss and dispossession”
(Derrida: 1978: 179). The identification with therb turns out to be hollow, and the
audience is no longer protected from suffering.

The writer Krog is similarly left exposed to thertar of her people (Afrikaners) and
the horror of the name which she has inheritedvamdh gave her writing, leaving
her paralyzed and feeling the guilt of betrayal K&keg stumbles over saying the
word "truth”, and misspelling it when typing, siseunconsciously being reminded of
that thieving nature of language. The Freudiarssiyark the surfacing of the
repressed.

What, then, of the role of the writer, of an ethiteethod of writing? The trauma of
violence and loss of life, and the existentialisris response, does not have to lead
to a classical or Christian resignation to destanynihilism. Fredric Jameson writes:
"What the innumerable holocausts of this periodbdeeal (to use an existential
neologism) is not so much death and human finiaglether the multiplicity of
other people" (Jameson, 2003: 709). Socio-histllyidie atrocities were followed
by decolonization (and, | would also add, the nehsglacement of population on a
global scale), which "suddenly released an explosimtherness unparalleled in
human history" (Jameson, 2003: 709). The horrah@iOther is the decentering of
power, the dissensus that democracy brings.

So: if the relation between horror, theatre anicetantails a refusal of the pleasure
of identification and a suspicion of the screere (882), then the link between
horror, writing and ethics similarly entails a siesgn of the originary unity, the
metaphysical and/or social-political Oneness thainises knowledge and certainty.
The habit of truth must be mistrusted — even whe truth comes disguised as
modern theories such as psychoanalysis.
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Unfortunately, in the face of horror, simplisticsagtions about the value of life and
the condemnation of the immoral are often recybledrtists and writers, much like
the liveness of theatre is often uncritically upha$ an article of faith. In the wake of
trauma, artists and researchers may insist ondéd for theatre to justify its
existence by serving, variously, as a chronicldnisfory; as therapy for healing
social wounds; as the champion of the masses threngertainment; as platforms
for political debate; or as the paragon and presesf/beauty and human values.
These discursive positions may be upheld as thiegelent truth of theatre,
according to the desires of artists, arts fundashticians and administrators. They
become legitimating narratives for making, comnaissig and funding art. But,
regarding the trauma to which they respond, thesmdrses sound like defence
mechanisms that ultimately fail to engage with teator.

In contrast, if loss is the drive behind Krog'stiag and its slippages, it is interesting
to note her insistence that her words fall off 'wefusal to be moral” (see p.36). For
Krog, "[t]ruth and reconciliation do not enter [hanarchy [of writing]". Writing is
the movement of graphite over paper; it is theiagibf the "broken line".

What Krog is pursuing in that moment corresponds what Lyotard calls the
"figure”, which is the excess beyond "discoursanguage for the Cartesian subject
is discourse, or conceptual representations ofctdyjevords signify (gain meanings)
by being located in opposition to one another withitextual frameworkgngug.?®
Lyotard points out that discourse relies on thepsegsion of the figural, such as the
trace or line of the word that is not concept selt (Readings, 1991: 19). The
construction of this perspectival space (see g27he identification of being with
meaning"”, which is "the definitive feature of logmtrism", where "all objects must
be enclosed within a field of signification” (Reags, 1991: 19). In other words, the
world must be known (or knowable) and meaningfuhi subject through the
mastery of language. If the subjectivity of ansdrtir writer is thus constituted,
ethical action cannot proceed unless the trutmasva and stated.

%5ee Chapter 2 for a more elaborate explanationeafdhcept.
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The figure is what resists such signification. Fegis not the opposite of discourse;
"the figural opens discourse to a radical hetereggn.. which cannot be
rationalized or subsumed within the rule of repnésigon”; and "the figural marks
this resistance, the sense that we cannot 'saytbirey about an object, that an
object always in some sense remains 'other' taletpurse we may maintain about
it" (Readings, 1991: 4). A claim to accurate repreation, or a full understanding of
what is represented (conceptually) is premisechemrépression of figurality
(Readings, 1991: 5).

Lyotard's idea of figurality thus opens up a cogadity of writing in a way that does
not long for the purity of wholeness and origing§e38). The line, the corporeal is
not inherently figural, "the pure negative of reg@etation" (Readings, 1991: 20).
The figural — the body, the phenomenological —-as“another kind of
representation” in opposition to discourse:

the figural is other to representation ... The fidus that which, in
representation, makes us aware that there is sorgetimich cannot be
represented, an other to representation. (Readi®g4,: 20&22)
So, in Krog's account of her writing, the needdpart the discourses of truth and
reconciliation through the mass media is constanttgnsion with her act of writing;
the concepts falls through the crack of writingafgite and paper). Her writing thus
resists recycling already named notions of trutth @thics, but is constantly aware of
the problematics in taking language as a transpgreen.

To give attention to the figural in writing is aligal act; for Lyotard, the figural
space allows an imagined displacing of politica@n "opening onto a space of
social desires and possibilities that are as ymhaginable within political
representation”; the figural of writing "becomeguasi-symptom of a 'political

unconscious™ (Readings, 1991: 7).

It should be apparent that my usage of the worthéca" and "political” is not
clearly distinct. | cite Bill Readings in thinkirtgrough these terms. His book on
Lyotard is subtitled "Art and Politics", but Lyoths politics "may appear more like
an ethics" (Readings, 1991: 37). In conventionabus these words, "politics"
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entails "a realm of knowledge, of strategy and gjbala plan of action that proposes
a social outcome based on knowledge; and "ethiapliés "a focus on individual
conscience", again dependent on a knowledge of aigth wrong (Readings, 1991
37). In both cases, the subject acts accordingt@rchinate knowledge. However,
Lyotard's ethics (or politics) is one which confi®fthe question of judging how to
act once one can no londerowin advance how to act" (Readings, 1991: 37). Itis
an ethics/politics that eschews the programmatiteterminacy is the keyword to
this ethics.

The determinate treatment of the figural in terfbarly and subjectivity in much
recent theatre studies, cultural studies, and yhéopartly what caused my
discontent. Much of this literature only investigmbodies as discursive entities, as
sites for social, political and cultural inscripi® either because the non-discursive is
seen as essentialist or is considered unknowabl¢hanefore unable to be written
about?®® What seems problematic is that such analyses &e&Tsist on a conscious,
intentional representation of the repressed. Famgte, postcolonial and feminist
writers often seem to treat bodies in theatre perdmces as inscriptions of unequal
power relations, so that contestations of imagerapcesentation dominate writings
on/of the body. Politics/ethics becomes a detertaipeoject to reinscribe a
discourse (representations of race or genderoalgtion the body that is more just.
Lyotard's critique is that "repression does notpyntake placen historical
representation but that oppression begins in theemmist thought of historgs
representation” (Readings, 1991: 61). To writeltbey in terms of a more just
representation of the repressed risks repressanfigtiral, the loss that always
haunts.

In contrast, another part of my anxiety in writisghat the notion of "truth" hangs so
dominantly over my head and body. This "truth*hie temptation to be the exact
reverse of discourse: to believe in the truth efpychoanalytic theory of the
unconscious without recognizing its phallocentyicio believe that Artaud's

mythical hieroglyphics is possible; to believe tpate desire, pure unconscious, pure

®This is related to Lacan's own assertion that therfieX@jouissances ultimately unknowable, with
implications for what the analytical relationshiputsband could not be. Some feminists disagree
with this patriarchal relationship; the conclusidrile thesis explores some alternatives.
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corporeality is the truth. To recall my intervienthe award competition (see p.13): |
tried to propose a dismantling of discourse in @aheatre by suggesting that no one
single message can be offered to my audiencethtbatork can be an encounter of
pure unconscious (what | called "memories"). Myglaage, the words that | used to
talk about my dance, assumed that my choreogrdpweal the bodies to escape
discourse, and to perform a truth that originatelsadies.

But, if figurality haunts discourse, Lyotard rem#nche, discourse also haunts
figurality. "The unconscious risks ... becomingoaiter-orthodoxy" (Readings,
1991: 45). Just as it is dangerous to charactatizensensus as oppressive (see
p.33), the yearning for corporeal wholeness iddwnd yields an ethics that is as
determinate as an ethics based on programmaticledge. To champion the body
and its pure materiality risks treating the bodyasuthentic totality; it is to posit
the body as a determinate origin, where existeataleties can be cured by being
pure Other.

Towards an ethical writing

How can the writing of my thesis pay attention iesénsus, to the heterogeneity of
writing? In response to the anxiety of writing andking art in the wake of trauma
(both social/historical and metaphysical), my wgtimethodology takes its cue from
Lyotard's ethics of indeterminacy. The point of mkang the theatre controversies
in chapters 2 and 3 is not to reveal the hiddeth foased on which a judgment can
be pronounced as to who is right or wrong. Thisighdoes not aim to offer
convincing interpretations of theatre works to sabsate my positing of the "truth"
of body performance. | try not to treat theorisgsaathoritative confessors of truth,
refusing to use psychoanalysis or deconstructidieréteriological tool" by which
other discourses are evaluated (Grosz, 1990: I’5¢jting source material on the
artists, | try not to "just 'read what's therefbut] to do something” to the text
(Readings, 1991: 51). | use the notions of "stgsge p.12) and "re-telling” (see
p.34) to indicate my attempt to put the texts takyso as to explore the cultural
order that regulate the individual artist/critia/gting. | do not treat this thesis as an
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attempt to render my words as transparent a repi@sm of the truth as my skill
allows, just as | do not treat my choreography asy of communicating my
authoritative intention to the audience throughdtaeity of the dancers' technique.
The ethical can be explored only when considerexmmext of how exchange
relations are regulated by the cultural order, sigdificantly, what slippages of

heterogeneity can be found in these societies.

I hope that the first step towards ethical writisglready made, by writing this
thesis text upon my anxiety, daring the readetamtrteat loss and discontent as
pathologies confined to the individual. Also, tiveelr structure of logic gives way to
fractal pathways; questions raised in one sectidgaxt may be picked up a few
paragraphs later, a few pages later, or in a &itapter. Thoughts occur and reoccur
in this text as if motifs in a choreographic woskatches of movement memories
which are held in non-climactic tension, best raad palimpsest — a text that lends
itself to be read, re-read, re-told, re-thoujithave mentioned "wandering” (see
p.1), as a pun on "wondering”, connoting the cutyasf the thinking process that
often resists regulation. A similar method is foumd.yotard, describing a strategy
of thinking and writing that he calls "drifting".d3pairing of how to counter the utter
certainty about knowledge and history displayedayxist orthodoxy, Lyotard uses
the analogy of a swimmer drifting with the ocearrent, so as not to set up a
"parity” with the Marxist metanarrative, but tortkiheterogeneously to it (Lyotard,
1988: 54). And so | have tried not to set up ameiteate landscape (geographical
and/or discursive) on which to draw my view of traly; | try to allow my writing

to drift along with the series of narratives thatlate, like a travelogue, with only
my sense of anxiety and loss showing me the nithet dlistance ahead.

The reader may find that this text challenges bisfiatience; even a change of
reading habits may be needed. But the sense oh&s#s my writing, and | am
constantly aware that my words may easily silemzbvaolate the heterogeneity that
trauma presents to me. Through this wandering kéadpe that | have not enforced a
consensus on the theories and practitioners ttitg.IMy writing must try to narrate

¥ acan said of his seminar: "What's nice about what e ... is that it's always the same thing.
Not that | repeat myself, that's not the point. Itat tihat | said before takes on meaning
afterward" (Lacan, 1998: 36). It makes sense of theelting” strategy | outline above.
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after their stories, noaboutthem; simply to link my words onto theirs, rathiean
attempt to impose my metanarrative over their aori

This is what Lyotard refers to ifthe Postmodern Conditicas the 'horizon of
dissensus', in which consensus is never reachealbays displaced by a new
paralogical narrative, which does not aim at iristgla new consensus but
evoking a further paralogical move — its own displaent. (Readings, 1991:
68-9)
It may be a scandalous thing to do, to treat academiting as stories, even personal
stories, and not apologize for its "contaminatibganecdotes, bias of the
storytellers, and affects. But it is ethical, nothe sense of compliance with an
objective set of guidelines, constituting a gerfrendting that determines
truthfulness. It is ethical, for Lyotard, in a sercomparable to the way aesthetic
judgment is made — indeterminate, without recotose metanarrative. | hope that
by the end of the thesis, the reader will sensktkisis not as scandalous as it may
appear, and in fact quite fitting for an artistisapline, that there is a different
process of legitimation at work. It is a proces# thhe academy needs to be aware of,
in order not to silence the specificity of the ddioe, and its heterogeneity to other
academic discipline¥.

Furthermore, it seems the only ethics possiblafgpeaking being torn between his
unknown jouissance and his subjectivity as a spgabeing. Suffering from
performance anxieti€$,it is tempting to renounce uncertainty and acaqéee the
desires that structure the speaking being; somelidead dancer who resorts to
his/her dazzling technique in longing for the calfi§encore" from the audience. My
thesis could be but a (phallic) signifier in excparior academic position and
recognition. The awarding of a degree, after alfy be a metonym for the desires of
wealth, power and status. What about the examidesse for rigorous language, to
be convinced that | "know my stuff"? My desire ® dccepted in the academy, not
to waste the scholarship invested in the writingl meny desire for a better paying
job? The University's desire for good research aistgncreased funding and
reputation? The desires of policy-makers to prodummvliedge about Africa, for

*IThe writers of Corporealitiesssert that the contamination of academic writingnbpducing the
body — "corpo-realiz[ing] writing" — would "challge [and] profoundly ... alter the discipline — the
human sciences — such as they are not disposed to ireerpgb(Susan Leigh Foster, 1996: xv).

%2The pun is intentional, relating Lacan's work on séxelations to my explorations on theatrical
relations.
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nation-building, for the African Renaissance?

It would probably be far easier to write out ofgshalesires, but thabjet aof desire

is not a graspable object. The writing will "keapniping into an empty space, the
area excluded by language" (Benvenuto & Kenned861984) — a sense of loss that
haunts all my effort to write, speak, perform, aoednducing anxiety, spurring me to
rise again and again — encore. But my performangegy could also be an

invitation to exploit the gap in the way subjediyvis constituted. | wonder if it is
possible to wander towards a time and place whertheatre performances elicit
calls of "encore" from an audience who are nevétsenot unaware of the lack that
constitutes their enjoyment.

Travelling towards such a horizon is not like tleeds quest. There is no
renunciation, no blessing to be expected. Eachtarévels through the mire of
anxiety in order to establish the possibility foaking work. It is not an
accomplishment, only a precondition. Krog's steryfor example, strictly her own
travelling towards finding a position from whichesban write, which is a new
consensus in a reconciled South Africa: "l warg trand of mine to write it. For us
all; all voices, all victims" (Krog, 1999: 422). Ate end, her writing is the imploring
of a confessor (see p.17): "forgive me / forgive/rfargive me" (Krog, 1999: 423).
Hers is not my journey, | cannot identify with ftchthus lighten my anxiety through
catharsis; her exit from anxiety is not the ansieemy discontent, is not my cure.
Similarly, the reader cannot expect to take somgtdeterminate away from this
thesis, like a perspectival drawing that capturgsknowledge, my view of the world
which can then be compared to other (self-)posr&iam not writing this thesis to
fulfil the desire for a "model" of knowledge whichn then serve as a determinate
hallmark for truth or falsity. If | wrote as a casisor of faith (in art, in humanity),
the reader would not know what is not already knoavrd | would be doing a
disservice to the reader. However, the re-tellihgrog's story does allow me to
embark on my own; and so my hope is that the rehaéng next in the chain of re-
tellings, can set off on his/her own wandering.
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Chapter 2

(Refusing to) Look at Trauma: Visibility and the noisy politics of
representation

Bill T. Jones'sStill/Hereand the "victim art" controversy

"Sometimes when | step onstage, ... | carry intfodme an invisible phallus. ...
It is my virility, my right to be, and the assuranbat | will always be."
- Bill T. Jones, cited in Morris (2001: 259)

This chapter examines the politics that strives to make suffering visible, to let victims have a
voice, and to represent the silenced. Discursive binaries of public/private, dead/living, and
invisible/visible underlie the politics of AIDS and sexuality. These discourses impact on the
reception of Jones's choreography, despite his use of modernist artistic processes in search
of a bodily presence that aims to collapse the binary of representation (text) and its subject
(being). The theory of the gaze shows this politics to be a phallocentric discourse; and
narrative analysis traces the metanarrative that results in the commodification of oppositional
identities, so that spectators participate in the politics as consumers. An ethical artistic
response thus needs to shift its focus to the subjectivity of the spectator.

Coming out: public visibility as liberation

Whatever anxieties there may be about represetrangna, images and narratives of
suffering are daily disseminated in public. Fronr yeairnalism to television talk
shows, private experiences of trauma are repres@uigicly as a matter of routine,
ranging from the most horrifying to the trivial. &Iblurring between public and
private is a distinctive feature of the Truth aretBnciliation Commission (TRC):
Taylor notes how "stories of personal grief, ldgsmph and violation now stand as
an account of South Africa's recent past”, markarsfift from the eclipse of

personal suffering under the "larger project of snldgeration” (Taylor, 1998: ii).

The role of disseminating private images and ssasfegrauma is not only played by
the mass media; art has also been widely usedstertid. Because this chapter
touches on the intersection between sexuality/A#D& art, | cite the AIDS

Memorial Quilt as an example. Described as "thgdar ongoing community arts
project in the world" (www.aidsquilt.org), the Quihakes its intervention by making
visible the names of individuals who have diedh&f AIDS pandemic. AIDS, more
than the wars and genocides of the twentieth cgrisia social trauma on a massive
scale, is perhaps the one that straddles mostresly between the private and the

public. Because sex is in the majority of casedrtimediate cause, AIDS makes
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what is usually hidden from view available for pualdiscourse, along with
expressions of opinions (often prejudicial) abaxuslity, race and class: what is
commonly called the "stigma" attached to AIDS. HIBS Memorial Quilt attempts
to steer this intersection of public/private diss®s to counteract stigmas, by
making visible private desires, loves, and gridfgdividuals affected by AIDS,
both the deceased and the bereaved.

The Quilt has its beginning in gay rights activisnBan Francisco, USA. Since the
1978 assassinations of prominent gay public figutésve Jones had been
organizing annual commemoration candlelight marche following is from the
Quilt's official history:

While planning the 1985 march, [Cleve Jones] leduthat over 1,000 San
Franciscans had been lost to AIDS. He asked eabls éllow marchers to
write on placards the names of friends and lovessavho had died of AIDS.
At the end of the march, Jones and others stodddulers taping these
placards to the walls of the San Francisco Fedgrédling. The wall of names
looked like a patchwork quilt. (www.aidsquilt.org)

This inspired the idea of quilt panels, and stgrfirom 1987 the Quilt began touring
across the US for display; there are now manyiatiitt AIDS Quilt organizations
across the globe, and since 1996 the Quilt inntsety has grown too large for a
single display. Each quilt panel is of set dimensjcreated by people (usually
friends/family) who wish to commemorate an indivatlwho passed away from
AIDS; panels are then sent to the organizers teela together. Private objects such
as photographs and clothing may be sewn onto tiite Basides the set dimensions,
there is basically no limit to what can be incluaeéthin a quilt panel. So the Quilt is
unlike other public memorials, such as war memsmalmuseums, which are
usually commissioned by a public institution aneated by selected individuals
through a once-off construction process. The Qaigin ever-expanding
representation of individual expressions of a vitsslremember individuals who
are/have been part of this extensive social tralinheas also become customary at
each display of the Quilt for the commemorated reatode read over public
announcement by celebrities, politicians, famillesers and friends
(www.aidsquilt.org).

The Quilt thus came into being explicitly withinetikontext of remembering. A
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slogan on www.aidsquilt.org reads: "Remember. Ustded. Share the lessons.
Act". Memory serves as the basis for knowledge d&arstanding™); once this
knowledge becomes public ("share the lessons'ipracain be taken to intervene in
the course of the pandemic. In other words, wihiéeQuilt offers a space for
emotional responses to suffering (such as sympagtisf, and so on), such personal
memories and emotions are represented publiclythBexplicit purpose of
intervening in social life. (It is worth recallirgat the original impulse for the Quilt
was located in a public march.) It is a politicsost efficacy is based on the
representation of the private in the public.

Another word that describes this (epistemologibalis for political action is
"outing”, also with origins in gay culture. To "cerout (of the closet)" means
declaring one's (homo)sexual orientation; whariggpely known is now declared in
public. To "out" someone is the involuntary versadrthe same thing. The
implication is that there exists a truth of the:s@lpressed desires that are first
acknowledged privately and then publicly. Makings tknowledge public affects
one's social relations: although it can be dange(gay bashing, ostracization,
economic/job discrimination), usually it promiségefation (the idea that coming out
enables you to be authentically yourself). Thigettory of coming out seems to
have become a model for contemporary cultural disszs and struggles for
empowerment. In AIDS activism as in gay activisaipSets” are regarded as
detrimental to personal well being. In the late@9&ctivist group ACT-UP in New
York issued a poster with the slogan, "Silence=Beanh a pink triangle (symbol of
the gay community). The political action encouragedear: bring both "shameful”
secrets (being gay and/or being HIV+) out intodpen, to be seen, heard, talked
about; get yourself onto the public agenda so yewnat ignored. Similar strategies
of visible representation are found in South Afripablic figures are encouraged to
wear the red ribbon symbolizing the AIDS pandertiiere have been calls for
members of parliament to have public HIV tests;ligith campaigns encourage
open discourse about sexuality and AIDS.

The need for a politics of representation and iuigrlis understandable. AIDS was
first linked with homosexuality in the US (it wasst called GRIDS: Gay-Related
Immune Deficiency Syndrome), and the American gowemt's reaction in the early
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1980s was a virtual non-response, a concrete nsaaiifen of the "silencing" of
marginal groups. The need for representation was tihgent, on which was hinged
the lives of HIV+ people: at stake were funding ang@port structures for medical
and social intervention to slow down and to copenhe tide of death. In the face of
this official silence and discursively cordoning of AIDS as a problem of the gay
ghetto, making personal trauma visible seemed silderpolitics: AIDS victims are
humans too; gay people also love, grieve, and mdtrieast part of the appeal of
projects such as the AIDS Memorial Quilt is theogadtion of the private domain as
a universal, the provocation for policy-makers andiety in general to see that "we
are all humans, after all". A quilt, a domesticemthjassociated with personal
intimacy, is a concrete manifestation of this ureat appeal; the act of crying and
the need to commemorate also attempts to cemanilegttvity of humans as

emotional beings.

Understanding and questioning the politics of repn¢ation and visibility is a
preparation for re-examining Bill T. Jones's thegterformances in this chapter,
particularly the choreographic woskill/Here (1994) and the "victim art" debate that
surrounded it. One of the basic questions thabeaasked of this politics is this:
why the need to traverse across the public/privatendary? And: how did this
boundary come about?

We seem to have a notion that the separation dicpaied private spheres is self-
evident. Sex belongs in the private realm, demadcdiscursively, geographically
and temporally (Don't tell everyone about your ex Get a room to have sex. Sex
happens at night/mornings/on weekends). So embaddkd social order is this
separation that to upset it, as the controversieitato be examined have done, is to
invite vehement attack. Queer theorists Laurena®¢ind Michael Warner, in a
provocatively titled paper "Sex in Public", accofmtthe vehemence of contestation
by tracing the construction of the public/privateubdary. The ostensible privacy of
the sex act is in fact enmeshed in a "constelladfgoractices"” that influence social
organization; the boundary of sexual practice ingaa such seemingly non-sexual

practices as

paying taxes, being disgusted, philandering, bethireg celebrating a holiday,
investing for the future, teaching, disposing @bapse, carrying wallet photos,
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buying economy size, being nepotistic, runningdiesident, divorcing, or

owning anything "His" and "Hers". (Berlant & Warné&®99: 359-360)
There are everywhere unspoken habits or expecsaitiofpublic and private) living
that are regulated according to sexual norm. Moae explicit prejudice against
alternative sexualities, it is the nexus of somiatitutions, structures of knowledge
and social practice that produces "a sense ofrmggist' about heterosexual culture.
Oftenunconsciousthis sense of rightness feels as if it is "haited/into
personhood", as if it is the foundation of subjatti(Berlant & Warner, 1999: 359).

Such "heteronormativity" discursively and institutally produces the separation
between the private sphere for the sexual perswhitee public sphere for the
political/economic person. Sex is constructed &macy within the context of
home-based familial reproduction, a realm which $aive as "a vision of the good
life", a fantasy promising a "simple personhoodittis separated from the chaos of
political discourse and economic inequalities (Betl& Warner, 1999: 358-9). The
public sphere is thus organized around a heterasgxivilege, bracketed off as
private and sexual: hence "[t]here is nothing nprklic than privacy” (Berlant &
Warner, 1999: 355).

To bring the private, particularly the sexual, iptablic discourse is thus to challenge
heteronormative privileges: this is the potentféitacy of the politics of
representation and visibility. Even in seemingiyi&l exercises in visibility such as
television talk shows, "people testify to theildiae to sustain or be sustained by
institutions of privacy" (Berlant & Warner, 1999%6@). The promise of the normal,
good life falls apart; images and narratives of-normative social relations can be

publicized and disseminated.

However, these sites of visibility are also whére non-normative can be brought to
trial: "punitive responses ... tend to emerge wheople seem not to suffer enough
for their transgressions and failures”; "[e]very d&ven the talk-show hosts are
newly astonished to find that people who are comeaito hetero intimacy are
nevertheless unhappy" (Berlant & Warner, 1999: 3B0plic visibility does not
equate social change; falling short of the normalgually gets blamed on the
individual's pathology ("what a slag, she can'trekeep faithful to her husband") or
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the stereotype of a class ("these trailer traslathstags”). "On these shows no one
ever blames the ideology and institutions of hetexaality" (Berlant & Warner,
1999: 360). In other words, the Freudian hero'sguethe myth of heteronormative
intimacy continues; the Lacanian screen remairaintaming the trauma of the
gaze — the trauma of confronting the idea that iitnpossible to maintain a
heteronormative subjectivity.

Berlant and Warner enact a Foucauldian analydiet#ronormativity, aiming to
intervene by radically re-constructing social rielas? My focus is far narrower: to
examine the act of representation in theatre, ha@dxchange relations thus
engendered (pun intended). How efficacious is thgigs of visibility?

The importance of being (re)present(ed)

The public for art does not stay constant. As caltaonditions shift, the conditions
under which the exchange relations take placeffam#éinds of responses expected
or possible to a piece of art, also shift.

Dance writer Roger Copeland cites what Jean-PatieS&fers to as

the crisis of the imaginary, the ways in which flaas put fiction on the

defensive in a century of unprecedented horror (dnohprecedented means of

documenting those horrors). (Copeland, 1995: 16)
Copeland draws attention to art's conditions oép¢ion: the prevalence of horror
changes how the audience receives a piece of ker@y fiction, an image, a
performance). The idea of "art" also shifts: ifatien to fact and fiction is
conditioned by the perception of pervasive horfarrespond to an image of horror
in a past century would have been different tovthg one would respond in the late
twentieth century and today. Could the responggithedisdain, indifference? Of

For explication of the "hero's quest" and the "sctesee chapter 1.

>The authors propose “a world-making project", to Eeréqueer counter-publics” that resist
heteronormativity (Berlant & Warner, 1999: 361). Bacproject, echoing Habermas's theory of
publics, may entail intervening in urban zoningjs&gions, club cultures, sexual practices, as
well as literary and artistic practices. The meribtherwise of such a project is beyond the scope
of my study.
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images that depict war and its victims, Susan Spwiies:

It used to be thought, when candid images weremwmimon, that showing
something that needed to be seen, bringing a paediity closer, was bound
to goad viewers to feel more. (Sontag, 2003: 79)
Goya's famous series of etchingss Desastres de la Guerra (The Disasters of
War), made between 1810 and 1820, were premised ornssusiitivity of the
viewer. The "ghoulish cruelty" depicted "are meanawaken, shock, wound the
viewer" (Sontag, 2003: 44). The etchings are ac@maal by captions, such as "One
can't look", "Barbarians”, "What madness!", "Thlidoo much!”, and "Why?" Sontag
characterizes these captions as the artist's wdhgsh "badgers the viewer: can you
bear to look at this?" (Sontag, 2003: 45). Theoasweness — the respons(e-)ability
— of the viewer is taken for granted, utilized, @mtouraged. The ethical basis of

imaging horror is for the viewer to see and respeittd feeling.

One is tempted to seek recourse in an essentlalistanist framework in which to
understand, and to prescribe, a reaction of pitiysamrow in response to horror: it is
human to respond in this way; if you don't feely'ye inhumane. However, Sontag
traces the politics of this seemingly universalman" way of responding. She
notes that published journalistic photographs ugsilow "grievously injured
bodies" in wars "from Asia or Africa" (Sontag, 2002). She traces the precedents
of the journalistic custom in "ethnological exhibits" which displays the "exotic —
that is, colonized — human beings" (Sontag, 20@3: Such seeing imposes the
discursive othering of the exotic on the viewehg'bther ... is regarded only as
someone to be seen, not someone (like us) whesats) (Sontag, 2003: 72).

The imaginary proximity to the suffering inflictech others that is granted by
images suggests a link between the far-away su$ferseen close-up on the
television screen — and the privileged viewer thaimply untrue, that is yet
one more mystification of our real relations to gowSo far as we feel
sympathy, we feel we are not accomplices to whasea the suffering. Our
sympathy proclaimeur innocence as well as our impoten®ontag, 2003:
102, emphasis added)

The unequal power relations of seeing that Son¢éasgribes here are not necessarily
a callousness, or even perverse satisfaction, ttsathe suffering of others. The
viewer's sincerity, or even a passionate caringerbaps not so much questioned as
rendered irrelevant by the inability of the imagemplicate "our" responsibility, our
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participation, in the same world as those who affegng. To invoke Lacanian
theory: "we" see the image of horror via the medmabf the screen, which leaves us
in an external viewing position. The object of lwons captured within our
subjective (perspectival) look; it avails to uswaeta” level where we can see and
know the world, and thus control it. Our subjecsifion is not threatened; the horror
is never really our direct concern, however muahngthy we may feel.

This discursive divide between the viewer and thjeat of viewing (horror) is not
confined to the politics of colonialism and itsdey; in the case of the AIDS
pandemic, where "one of us" crosses the divide &etwife and death, the memorial
image becomes a representation of the loss, whialso a loss of "me" (the lover,
family member or friend takes away a part of my gomal bond by dying).
Commemoration enables me to see the image of temaded, represented as lost;
but in the seeing | am confirmed to be alive. Thespnce of the dead through
representation is a way to restore the equilibradrtine subject, to affirm the
boundary between life and death.

Memory is, achingly, the only relation we can hawth the dead. So the belief
that remembering is an ethical act is deep in atunes as humans ...
Heartlessness and amnesia seem to go togetheta¢$Sa8003: 115)
Forgetting — the failure to represent the losseasean inhumane thing to do,
because what is forgotten is the division betwéerahd death, the discursive
division which makes life possible. Memory makesgdag away understandable. It
becomes a way to keep the living "us" as exteriealers of death, rather than
participants in it, which would be an unbearableto

This complex exchange between the seeing subjectmediating screen and the
horror of the gaze, however, is seldom the basith® politics of representation and
its analysis. Particularly in the Anglophone acagetine kind of analysis that has
gained prominence and that is identified as hasipglitical relevance or
commitment, is one that aims to "give voice todppressed” (Readings, 1991: 61).
Political intervention is mainly located in coniegtthe production and
dissemination of images of marginalized groupssTimages of’ analysis”
intervenes in how social groupings such as womlkacklpeople, ethnic minorities,
lesbians and gay men, the disabled and the agedmesented (Dyer, 2002: 1). Its
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political efficacy is derived from the idea that,dreate and disseminate "positive" or
"negative" images of a certain grouping affectsrtbecial standing, and hence
quality of life.

There are several ways in which representatiossaraed to affect the lives of
people. Firstly, how a group is represented inég&bw or if they are "spoken for
and on behalf of" (Dyer, 2002: 1). Representatilinked to their subjecthood, their
status as speaking beings within a social orderBvious political example is the
ability (or prohibition) to present a member of l@anent to voice the concerns of
that particular group. Secondly, representatioacasf"how they see themselves and
others like themselves, how they see their plas®arety, their right to the rights a
society claims to ensure its citizens" (Dyer, 20021t concerns how and if a group
has the (discursive and institutional) power todoice images with which they can
identify and which will satisfy their sense of rifil subjecthood within the social
order.

Note that these two notions of representation wéhl subjectivity in terms of
speaking and seeing. This echoes the dual methadatysis that | explore in

chapter 1, relating the theory of the gaze andtbery of the role of language in the
unconscious. The anxiety and discontent over bodge and language are related to
the dilemma of presence.

Thirdly,

Equal re-presentation, representativeness, regnegdrave to do also with

how others see members of a group and their plagteights, others who have

the power to affect that place and those rightge(P2002: 1)
In other words, other subjectivities, particulatipse who hold discursive and
institutional power, are compelled to acknowledgd ehange the narrative frames
and institutional structures and practices — irrshioe cultural order — to allow these
marginalized voices to be heard/images to be $se@rexample, Ann Cooper
Albright describes this process in theatrical damacelience responses are the focus
of political challenge and change in

dances that foreground issues of social, politevadi sexual difference in ways
that make the spectator aware of the performeltsraliidentity as well as his
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or her own cultural positioning. (Albright, 1997%iR

The assumption here is that viewing subjects willrgge by being asked to identify
with images of difference presented on stage.

This politics has gained currency in dance studiebother arts disciplines. The
academy is moving away from the traditional artdrisal approach emphasizing
aesthetic coherence, towards locating dance witlg@rdiscursive field that is culture
(or, within culture that is seen as a discursietdfi. As dance scholars discover that
this theory proves productive in linking dancingotber cultural practices, and as
they vie for acceptance in the universitye turn towards discursivity in dance
becomes prominent: the textual and the visual mel@eet Adshead-Lansdale
embraces a textual model of dance for its abititgestabilize the meaning-making
processes of dance, allowing multiple interpretetipAdshead-Lansdale, 1999: xiii-
iv). Albright further locates her project withinpalitical urgency:

This book grew out of a conviction that contemppménce could shed light
on the current debates about how cultural idestdi® negotiated and
embodied. The project has acquired an urgencytbeepast few years as | see
more and more dancing bodies becommgsible and arts funding
increasingly becoming a political minefield. My leojs that ... [this book] will
also expose both scholars and dancers to some wofais in which dance can
be a central, indeed, a cruati$course (Albright, 1997: xiii, emphases added)

The artistic and the political thus become bourgter within representation.

It should be apparent that the premise for thigipslis the perspectival gaze: the
position of looking equals accession to power atiiemation of the
looking/speaking (and hence knowing) subject. Tile hbetween the textual and the
visual as theoretical basis also defines the daasard describes the perspectival
gaze as the "textualization' of the visual" (Regdj 1991: 25). The audience's
looking is thus the very possibility of the polgiof representation. On this gaze
depends the political efficacy of empowering tHersied, marginalized, forgotten.
This is the main point about the politics of rer@stion and visibility that prepares

Dance is ephemeral to a greater extent than otbatribal performance, such as drama, which
usually has a script as a textual foundation. This legth Iseen as a weakness in the discipline,
which explained "both the lack of serious scholarsduig, the lack of funding for its practice"
(Adshead-Lansdale, 1999: xii). This link betweenpbétics of representation, which emphasizes
giving voice to the silent, and the under-repregentaf dance in the academy, is perhaps a
circumstantial explanation for the theory's curremcgance studies.
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my re-examining of the "victim art" debate.

Still/Here: dance as politics

Visibility is a way to recoup the horror of traunta,turn a negative into a positive.
Frank Rich alludes to this politics regarding ditipractices:

To the extent that AIDS is responsible for yankitegth out of the American
closet, history may show that the epidemic has gedmur culture in much the
way that the cataclysmic carnage of World War m$farmed English
literature. (Rich, 1995; in Dance Connection)

The dance of Bill T. Jones is usually credited withking marginalized identities

visible, to "yank" them "out of the closet", sospeak. The "truth" of his personal
realities is always part of his dances:

in a 1994 cover story Timmagazine identified [Jones] as a gay, black, HIV-
positive choreographer. Newswedéke New York Times Magazinand the
New Yorkerdescribed Jones similarly, and it is probably faisay that every
feature article written about him today speaksiof im these terms. (Morris,
2001: 243)

Jones himself encourages this discourse: iderstits pivotal idea in everything |
do" (Jones, cited in Morris, 2001: 243). His worhibits "a soul-searching,
missionary zeal ... with a multifarious politicgenda” (Bremser, 1999: 123). The
dances that brought him initial fame were solos ithe@luded autobiographical
material, and duets with his long-time lover Ardigne. Jones does not dance in
Still/Here (1994), which was choreographed on his companythausame logic of
"coming out" is at work: it is a work about livilgrough terminal ilinesses,
including AIDS.

So why did it draw such ferocious debate? Frank'Ricomment, cited above, was
written for theNew York Times in defence of Jones and to explain his

choreographic practice. The defence was occasioyam article in the New Yorker
written by a leading dance critic Arlene Croce, whfused to se8till/Hereand yet
wrote a piece attacking Jones and his work. CrdBestussing the Undiscussable"
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(1994Y instigated a public furore. Commentators wrotth®press both supporting
and attacking her article, and subsequently thatdelvas furthered in academic

writings.

In the following section | will first attempt a dagption of the workStill/Here, and
then outline Croce's attack on Jones. At firstisiga debate can be judged quite
simply: Croce obviously felt threatened by imaggthe sick and dying, and wanted
to maintain the stronghold of white and able-bod&guresentations and silence
black, gay and HIV-positive subjectivities. Theietthjudgment can then be easily
made: Croce is obviously in the wrong. But candbbate be reduced to Croce's
conservative politics versus the liberation movetsehe debate indicates that the
political efficacy of visibility is open to questis that need exploring.

Still/Hereis a modern theatrical dance work that developéabthe Survival

Project in eleven American cities, consisting ofkehops held by Jones with people
coping with life-threatening illnesses (Bremser929125). The words and
movements of the participants became sources foeography, and video
interviews of participants were edited and projeéa®a stage, mainly as "talking
heads" (Siegel, 1996: 61). The work, performed isydance company, consists of
two acts Still andHere. Still is more meditative, reflecting on the processarhing

to terms with the knowledge of having a terminkalgés, and is performed to a
chanting vocal score by gospel/folk singer Odéftee tone tends towards being
"ordered, contained" (Parry, 1995: 2Rereis more dynamic, focusing on taking
action to live, to defy death; the survivors anestisaid to be "still here". The musical
score by Vernon Reid is of "aggressively strummaiteg’, with recorded voices of
workshop participants sampled on tape and editélgetonusical rhythm. Compared
to the more posed and elegant, almost sculptucalpwork in the first act, here the
dancers "leap and twirl, plunging in headlong di&arry, 1995: 22). Critic Marcia
Siegel describes the overall tone of the work asftbm ... gloomy or unspeakable,
evok[ing] a sort of '70s positivism, an almost pwgt faith that supportive friends
and self-awareness can help even those who areiilegé¢o live bravely” (Siegel,
1996: 61).

“Henceforth all citations of Croce shall refer to thiticle.
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The worth of this work is thus hard to miss: ifiis act of memorial for those who
died and an affirmation of those still "here". Amsite dedicated t6till/Here

reflects on the work's significance:

The difficult truth is that the majority of SurvivdVorkshop Participants, both
young and old, have died. These images of willatéy, beauty and Grace
[sic] are most precious because they&tifHere.(PBS.org)

The work thus gives presence to those who haveedahe divide between life and

death; it makes visible and celebrates the strugglige.

It seems strange that such a work would causeoaiters debate which saw
accusations of conservatism and silencing of miresrirom the one side, and
political coercion and "intellectual swindle" frotfme other (Kramer, 1995, in Dance
Connection). No doubt these are sincere respoandés work (except for Croce,
who did not see it); but in this context they beediftlhe oddest of affective
tendencies" (Massumi, cited in Zizek, 2004: 294vi(l return to this sense of
strangeness later by locating it in context ofriddelemocratic capitalism. For now |
will stay with expounding on the political and atit significance of the politics of

representation.)

The discomfort shown in Croce's attack and theemisnt counter-attacks can
perhaps be traced back to the degree to which AVBSstill a contentious, even
taboo topic, in American culture. The stigma atetto the subject was perhaps
reflected in the intensity of affect in the debd@at AIDS is only one of several
terminal illnesses mentioned $till/Hereg it is more foregrounded because Jones's
works have been vocal and visible representatibhgsadentities as a gay, black,
HIV-positive male. (He is "vocal and visible" iflieral sense, since in his early
solos he talked and sang as he danced.) By rexyéoe development of Jones's
dance/politics, perhaps the source of this discanaiad the ferocity of responses can
be found.

Jones reached college in 1970, a year after theeall rebellion which officially
heralded the gay rights movement, and merely tveosyafter the assassination of
Martin Luther King Jnr. The '70s also saw the aéevork based on the maxim, “the
personal is the political”, with conscientizatiorogps bringing the work of feminism
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into private domains. Jones's early work therefoo& place in context of a time
when political changes, particularly change inriature of political discourse as
belonging to the public sphere, were prevalent.ddisces told stories that were
"deeply personal, dealing primarily with his familistory and with dreams"
(Morris, 2001: 248).

But most remarkably his early work dealt with hdwege private stories were to be
accessed by the audience. Siegel offers her retioleof the early Jones:

he'd brazenly display his gorgeous body, do sonmgeous turn from a
minstrel show with a seductive smile on his fabent while we were still
enjoying it, snarl some retaliatory joke or whispdrumiliating experience he
remembered. He could sing with a velvet voice, diddcdance, he could do
acrobatics that looked like love scenes with higevlover-partner Arnie Zane,
he could pull one-liners out of the day's newsuartg from a book. You didn't
know if he was making it up or spilling his gutSidgel, 1996: 68)
To explain this unsettling switching between seiucand aggression, Morris
locates Jones's tactics within his marginalizedtitieand his attempts to disrupt and
wrest control over how he is represented (Mor@)12 244). Jones's audiences in
those years were "overwhelmingly white", and be&xhtp the "downtown
postmodern avant-garde" scene, rather than theedaakers who worked with
African or Afro-Caribbean dance forms without posttarn devices (Morris, 2001
249-250)° Morris traces how, traditionally, black gay maleso appear on stage in
a dominant white society undergo a triple "symbelicasculation”: as a black man
he is defined by his body, marked by his colouladsurer/slave, and uninhibitedly
sexual and hence uncivilized. As a male dancepuiic display of emotions
violates the definition of masculinity which uphslthe homosocial power of men
(by remaining hidden from sight, the "unmarked" oudisie identity upholds the
heteronormative order). As a gay man, he doesmgtdisrupt heteronormative
gender identities, but also disrupts his relatimnsther black men, because
(hetero)sexual potency is one of the few powetddefa black man (Morris, 2001:
244-7). Jones thus found himself playing in betwthese stringent conditions of
visibility. By seducing his audiences (he undreskeggestures and tell stories that

are suggestive, he displays his physical prowesd@imanding dance technique) he

*The use of "postmodern" in American dance should befuir distinguished from wider
understanding of "postmodernism”, and is more appatglyi considered modernist. The
relevance of this will be explored within this section
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played to the stereotype of the desirable, sexedlizale dancer that Alvin Ailey
popularized in the 1960s and 70s (Morris, 2001)24id then by switching to
aggression (he walks towards and addresses thermedilirectly, mouthing or

saying swear words), Jones upset those stereatyesasculation. "Jones actually
frightened spectators™ (Morris, 2001: 251). He sefiito be the obedient and passive
object for the audience's pleasurable looking,dared the audience to identify his
defiant self as the truth. He "transform[ed] hieritity from passive ‘feminized’

object to active 'masculinized’ subject" (Morri®02: 250).

A part of what Croce seizes on in her attack oredas this wresting of control from

the viewer to the performer.

With Jones, you were actually intimidated. ... is$tf | saw the intimidation as
part of the game that postmodernists played. Clypaghers as different as
Kenneth King and David Gordon and, later, Williawr$ythe had fun heckling
the critics — anticipating or satirizing the reviewones also did this. When |
blasted an early work of his with the phrase "fessamps," he retaliated by
using the phrase as the title of a piece. (Crog@4)1L

She locates this "intimidation" within the "defiaamti-conventionalism" of the

1960s, which she acknowledged as something positive

I'll say one thing for the sixties: the dance pssfen flourished in a climate of
aesthetic freedom it hasn't enjoyed since. Jonsis connection to the sixties
experimenters was to the power they'd claimed trobthe terms on which
they could be artists and be written about astarif€roce, 1994)

However, she criticizes what the artists did wite power they had wrested from

what she considers to be serious artistic criticism

The kind of "innovation" that seeks to relieveicstof their primary task of
evaluation is always suspect. In the sixties, if galn't like the rules you made
your own; you fought the critics because they irgpohon your freedom. In
the eighties, you fought the critics because traaypered your chances of
getting grants. (Croce, 1994)
In collusion with funding agencies (such as theidtetl Endowment for the Arts —
NEA), artists used art for social and political ajrfunders justified their existence
on supporting "utilitarian art", abandoning "digrgsted art" which could be
evaluated on aesthetic terms (by critics like Cyo€eoce thus bemoans the use of

art for political crusades, which she traces badké 1960s: "against Vietnam, for
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civil rights"; and further back to the "proletarithirties" (Croce, 1994).

This is one strand of Croce's argument for hechtten JonesStill/Hereis not made
on (disinterested) aesthetic grounds but for aipaliend, and thus pre-determines
audience response, which cannot be but a voyeusiginpathy for the victims of
disease. It is hence "undiscussable”, as Crocedtes in the title of her piece.

There seems to be an important gap emerging ine€&acgument. By attacking
"utilitarian art", Croce seems to be discursivedgidnating the relation between art
and politics as between form and content (danceensakse the form of dance to
convey political messages, rather than strive &fgetion of form). She evokes
images of agit-prop theatre, or political plays akdtches with characters acting out
scenarios, typically using unrefined acting techeigndeed she calls Jones's
company "a barely domesticated form of street teé4¢€Croce, 1994). But these do
not seem to apply to Jones's art. The conventiem@hasis on content and the clear
separation between performer and role do not ajoyead of using art to be
political, it seems more accurate to say that Jergess political. Once again it has
to do with the issue of presence. Croce blamegl#wogy of the 1960s; so it is to
the 1960s | return, to trace the shifts in thearbdf a dancer's presence at the
emergence of the American "postmodern dance".

Modernism: text = being = truth

The phrase "postmodern dance" emerged in the i86Gfistinguish itself from
modern dance. Sally Banes describes it as a phin@monological usage of the
word: it came after modern dance. Modern dancecepred by the likes of Isadora
Duncan and Martha Graham were never really moddiB&nes, 1987: xiii-xiv).

New techniques were established which challenged®minance of ballet, but
essentially its attitude to the medium itself i$ addressed. The work of the
postmodern choreographers, starting with the Ju@amch choreographers such as
Yvonne Rainier and Steve Paxton, were much claskotv "modernism" is
generally understood as an artistic concept:
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the acknowledgment of the medium's materials, ¢élealing of dance's
essential qualities as an art form, the separatidormal elements, the
abstraction of forms, and the elimination of etéreéerences as subjects.
(Banes, 1987: xv)
Merce Cunningham may be considered as a forerwirtbe postmoderns, in that he
encouraged dance to be performed and watched owitserms: as dance
movements, rather than as illustrations of confgnth as the many psychological or
mythical narratives that Graham created). His ssfmar of the formal elements —
sometimes bringing the dancing, the music andtdgesdesign together for the first
time on opening night — is a typically modernisiit{Banes, 1987: xvi). The
postmoderns extended these experimentations anddfoew ways to foreground
the medium of dance rather than its meaning" (Bal@&7: xvi). The question "what
is dance" became the most urgent: ordinary andamnalic movements, movements
of the mouth in eating, the mental action of spegkimovements of a film projector
were presented as dance pieces (Banes, 1987 kg.body itself became the
subject of the dance, rather than serving as @grumsnt for expressive metaphors"
(Banes, 1987: xviii). The act of performing is tlibe meaning, or, to echo
developments of cultural theory in that era, "thediom is the message" (Marshall
McLuhan, 1967).

Because of this, the debate is still open as tahenehe work of the postmodern
choreographers should more properly be describé&atesiodernist.Bill Readings
characterizes late modernist art's innovation akisg "a new truth to the experience
of telling” (Readings, 1991: 74). Readings, in irgdlean-Francois Lyotard's The
Postmodern Conditigns looking at the relation between narrativityeg(tact of

telling) and its claim to knowledge (truth). Thaditional representational strategy,
in which performers assume roles (characters) wdhnarrative, seems to belong in
what Readings terms "the early modern or classioaldel of artwork, which
"sought to represent ... the world as a fixed megra tableau" (Readings, 1991.:
74). The innovation of Graham relied on findingeawway of telling this "truth" of
the world (via a new dance technique), but esdgntree picture or meaning stays

®Banes notes that the American avant-garde dance stéme1980s was closer allied to
postmodernist devices such as pastiche. But she choastaitothe term "postmodern” to
emphasize the continuity from the 1960s to the 19B@ses, 1987: xv). The break with historical
modern dance, in her view, is more significant; and sointiee principles and devices explored in
the 1960s still informed the choreographic practicab®fl980s, as indeed | shall argue regarding
Jones.

63



fixed. For the late modernists, the subject's @rpee of telling becomes legitimated
as knowledge (Readings, 1991: 67). The performer\s act of moving is thus the
locus of meaning.

The shift away from narrative meaning to the medafrdance is, ironically,

probably what gave birth to a "golden age of théthat Croce nostalgically recalls
(Croce, 1994). The postmodern choreographers bt@ugddical dismantling of
habitual ways of seeing dance in strict terms ofrg®r tradition, such as "ballet",
"modern”, allowing "dance" to come into focus. Graeminisces: "All the way up
and down the line, the most wonderful dancing,niest brilliant choreography were
all about dance" (Croce, 1994). From this ethosrgatechoreographers such as
Twyla Tharp, who began her career in 1968 withenggbstmodern ethos and became
one of the most prominent choreographers in AmeEwan though she later
abandoned the radical dismantling of dance teclesigund the focus on pedestrian or
organic ways of moving, opting to work with the mtechnically brilliant dancers
such as Mikhail Baryshnikov, the underlying logfcher choreography was still an
investigation of the mediunReuce Coupevith the Joffrey Balley (1973), for
instance, was a juxtaposition of two dance formsma stage: breakdancing and
ballet®

It is evident that Jones is a legacy of this emjshais formal concerns. The
switching between seduction and aggression watheainly aspect of his early
solos; also featured was a "detached approachoamdf complexity of much of his
material”, and "an unemotional performance styl@oifis, 2001: 253-4). Some of
his works "offered task-oriented abstract movemé@wirris, 2001: 254),
reminiscent of the postmoderns of the 1960s whd gaenes and task structures as
choreographic devices. He also juxtaposed cootradisnovement "while
reminding viewers through his verbal narrativeshef pain of black experience"
(Morris, 2001: 254), clearly a legacy of the Cumgiiam approach against the

"The logic that runs through these works originatethftbe modernist era of Clement Greenberg and
the abstract expressionism of Jackson Pollock. Greeslmlfjfor paintings that did not illustrate
figures, but which exists solely on the canvas, ectteeshoreographers' insistent focus on
"dance" that comprised solely of moving bodies, fremftbe yoke of (literary narrative)
meanings. Perhaps it can also be traced within bdlegme of George Balanchine's works,
which stripped ballet of its romanticist narratives.

8t is interesting to note that Meuce CoupgTharp approached the ballet vocabulary as wortie — t
ballet sequences were constructed from going throwghisthof standard ballet lexicon
alphabetically: "arabesque" and so on. The danceiayay— its textuality is its meaning.
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synthesis of meanings.

Croce's complaint of "utilitarian art" thus faits ¢apture the shift in meaning-making
brought about by the postmodern choreographerssé&éeés of Jones's politics were
sown in locating meaning within movement itselfisTpolitics also applied to other
choreographers contemporary to Jones: "even whegndances remain specifically
private, that very act of confessional revelatiearss to take on political meaning”
(Banes, 1987: xxx).

Even as Jones moved away from the antagonisticnoignaith the audience, this
method of communicating meaning remained. His vitdo, Untitled (1989), was
among the first works created after the death okeZ&Vhile the narration evoked
painful memories and longings for people from thstpthe dance movements were
constructed according to a "continuous revisiothefestablished formal structure”
(Gere, 2002: 56) — a rigorous formal manipulatibset vocabularies. The source of
vocabulary also betrayed a formal concern: thene wections of "near-literal
repetition” of a phrase from an earlier wo@lgntinuous Repla§1982), which itself
sourced movement from Zaneéland Dancg1977) (Gere, 2002: 55). The
remembrance and longing for Zane was thus not sshrambodied in the
movements themselves; rather, through its beingtifiled (named) as having
originated from Zane, the movement text becameatepée quotations, signifying
the loss of Zane. Its basis was still the emphasithe medium (the dance text); its
performance is its meaning.

Jones's dance is Jones's politics: his perforsitige representation of the silent,
repressed voices, in society and in personal liVes.truth that drives his politics is
in performing: being present, being seen. It casdie that Jones's dancing
embodies democracy: as a political system, dempavacks on the principle of
representation, in which the social groups areesgted in the distribution of
governing power and hence material resources. Beagilgle ensures participation in
the system; for Jones to perforgrto represent the interests of gay, black and HIV-
positive communities, and their rights to partitgpal he same self-referential logic
is evident in the title for Jones's choreographickpWWe Set Out Early ... Visibility
Was Poor(1997). Jones explains the "we" who started thengy "early” to be

65



himself and Arnie Zane; but, "[0]n another levemight be my whole generation of
art makers" (Jones, cited in Al-Solaylee, 1999)siMlity”, being "poor", has been
the issue against which his dancing struggled:

[Jones] has commented that his early work wastamat to overcome his
invisibility and marginalization as a black gay mBut the picture is different
now. "l feel I've been able to show my work, whislihe greatest victory for
me these days. Therefore | feel less invisibleel Empowered, | feel
validated." (Al-Solaylee 1999)

The identification between autobiography, perforostext, meaning and politics is

clearly shown; power comes from the visibility b&tself, where truth resides.

The screen of visibility

A significant part of what Croce attacks is &oill/Hereitself, but the lack of
separation between Jones the person and his wothaa® discussed above. This
identification between personal struggles and ttefdancing is seen, from Croce's
more classical paradigm, as the representatioamétives of victimhood, hence her
label of Jones's work as "victim art". This is #ezond strand in Croce's argument:
the relation between art (beauty) and morbiditsuina).

Based on the publicity material she had seen (Wivizh abundant, according to her
account) Still/Herewas unequivocally about illness and dying. Forther was not a
problem in itself, as she cites nineteenth-cendutyas laudable examples of how art
can use suffering as subject matter, how Romartigiawere in fact "preoccupied
with death” (Croce, 1994). But Croce sees thes&t®ds having transcended or
"sublimated" their diseases, grief, or morbid pregations. Jones, however, as
epitome of today's culture for Croce, has madeesiuff) a spectacle. Her anxiety lies
in that "[tlhe cast members 8till/Here —the sick people whom Jones has signed up
— have no choice other than to be sick" (Croce4L®ecause the performers do not
transcend morbidity, and do not sublimate suffenmg art, the only response she
feels capable of making is one of sympathy, nastestjudgment: "l can't review
someone | feel sorry for or hopeless about" (Cr&684). Her attack on Jones and

the political left is that such responses beconsaiee criteria with which to judge
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the worthiness of art.

For Croce, any performer should try to strive tadgathe ideal of beauty; she
specifically cites the "beauty of line" as criteridn her paradigm, what matters is a
good dancer, and cites an example: "Jackie Gleaasrfat and was a good dancer"
(Croce, 1994). Her problem with overweight, oldhlgatic dancers was that they
could not fulfil the criterion of beauty (of linéyVhat underlies Croce's ideal of
beauty is clearly the classical model of the separdetween performer and role. (A
fictitious, but likely, thought process in Crocautabbe: "Even the less fortunate can
strive for art but, let's face facts, a scoliotander cannot attain the beauty of line.")

What is at stake here is the conception of "atiow one knows something to be art.
Referring again to Readings, Croce's paradigm eaermed “classical" because she
holds "beauty" as an objective truth. "Classicaifpasm claims speaker and auditor
[or viewer] as mere contingencies upon the trutheémarrated” (Readings, 1991:
66); thus it is incidental whether the performed #me viewer are healthy or ill,
privileged or oppressed: a "descriptive anonymityaracterizes this paradigm. Both
parties should honour the objective truth of adntasted with the modernist truth
of subjective presence, Croce and Jones are vieavirfgpom different paradigms.
Jones's paradigm, in which his act of performaaded politics, thus becomes to
Croce "unintelligible as theatre" (Croce, 1994).

At this point, | could easily make what seems t@besthical judgment between the
classical and the modernist models of artistiditrbased on the idea of doing justice
to (or not betraying) the bodies in trauma, i.e. 8urvival Workshops participants,
the choreographic source 8till/Here Croce's clinging to beauty as an objective
criterion clearly effects an exclusion of bodiedreuma. To recall Copeland's
reference to Sartre, the classical model is sulfeiiom a “crisis of the imaginary";
the fiction of striving for transcendence simplyedanot hold in "a century of
unprecedented horror" (Copeland, 1995: 16). Theas&iCroce displays in her
article also seems to attest to the efficacy ofpthigics of representation: like a
Freudian return of the repressed, Croce is hauwete previously silenced bodies
clamoring to be seen and heard. Her anxiety aetreggressed voices can almost be

said to testify to her guilty conscience. So, whould | want to re-open this debate?
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Interestingly, | also feel anxious about the latkeparation between Jones's dancing
and his subjective truth. | do not object to ittha same basis as Croce; rather my
anxiety concerns the politics and representationaVéxactly is made visible to the
audience? What comes in between the bodies in &#raund the dancing bodies, what
is the effect of conflating the two?

Seeing Jones's dance works on video recordingplastdgraphs, reading critical
writings on his work, and, particularly, examinihig creative process, leaves me
with a sense of incredulity as to the efficacy ofitical representation. Later | will
also refer to a similar sense of anxiety which 3dmenself feels. What follows is an
analysis of the creative processeSbli/Here, with which | wish to tease out this

sense of anxiety.

The Survival Workshops, the process that genesaiatte material, seemed less
therapy than conscious contributions to an art-n@kirocess. Jones pointed out that
the participants' words and movements, relatetdw experiences of coping with
life-threatening diseases, were used in the piettetireir permission. Jones
described the workshops and rehearsal process:

With every workshop we developed a gesture phsasaething that
everybody could do, and we recorded what that gesteant to the
participants. All the dancers have had to learofABese gestures and what
each one meant. Now we are making phrases ouenf.tiWe speed them up
and slow them down, we make transitions, we juxdéapnd invert them. We
do these things as a way of making movement. Alsitl imake a phrase
which for me is solving technical problems. | wémsee the dancers use their
feet more, or | want to make a phrase that hastaotig changing directions ...
(Farrow, 1994: 81)
Jones's description suggests that he constr&titHerefrom a modernist, if not
formalist, process. The material was crafted adogrtb its formal qualities: "speed
them up and slow them down"; "juxtapose and inyéadnstantly changing
directions". The words of participants, for exampjeone who was living with
cancer: "Slash, poison or burn, these are youicelstj became lyrics which were
then turned into songs for folk singer Odetta, agoanying theStill section of the
piece. Copeland notes that "the 'genuine’ sufferimgnich we witness or hear about

only intermittently on video — is soon distilledarartistic form" (Copeland, 1995:
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16)?

Reviewer Jann Parry notes the clear coding of mearin the formalized

movements:

At the start ofStill/Here, dancer Arthur Aviles runs through the sequence of
gestures, explaining the coded meanings they cd&ngulfing the universe” is
a sweeping embrace, offered by a woman [workshajcyant] with a spine
tumour; “maintaining my sexuality” is the provoaatipose of a woman with
breast cancer ... Gestures and movements are feeth@hto dance phrases,
but they can still be read, like semaphore ...r(R41995: 22)
It would seem that the layers of abstraction ine¥®schoreographic process had
purified movements to resemble words. What Jonkesexf was a highly crafted
dancdanguagewhich mediated trauma in a highly artistic (acigéi) manner. From
the written records available, it seems that mgpectators noticed primarily the

artistic craft of this work. According to Martha By of Timemagazine, Jones

feels that people know they're watching dance axidlocumentary. "When |
go to talk sessions after my performances," he, Spgsple want to know
about specifics. They want to know about the hystdrmodern dance."
(Duffy, 1995: 62)
And the history of modern dance, as Jones expiaiRarrow's interview, is about
"find[ing] a new vocabulary"; source material sushthe "very naive movements
and gestures" from the workshop participants wereotporate[d] and exploit[ed]
for their movement potential." Jones goes on to 'SHye reason I'm doing this is
that I'm trying to find a new vocabulary." (citedFarrow, 1994: 79.) His explicit

aim was to make art; his dance was about dancing.

This seems strange, given that Jones seemed anaidistinguish himself from the
"Northern European aloofness" of formalism, aslaritics to respond to his work
"at the same level of passion” that he had (P4895: 21). But Jones's work
diverges from his explicit intention; his politidees not operate through
embodiment of meaning, but through making moverteetitavailableas meaning
itself. The politics emerge in the act of dancing: 'dt®ut how people partner each
other, how people dance in tandem.” (Farrow, 19%4.The degree to which Jones
had been a faithful disciple of the western modgré@nce tradition can be seen in

°Regarding the phrase "genuine" suffering, Copelamglioting from Croce.
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his echoing Gertrude Stein's famous modernist proation: “What is the meaning
of a flower? A flower doesn't have a meaning..l¥ifhat is the meaning of a turn? A
turn doesn't have a meaning. Itis.” (Farrow, 1994:

An important distinction needs to be made betwedareing body that
communicates suffering and trauma through therséliéxive, formal action of
dancing, and bodies that experience trauma. Theebadtrauma had taken a
journey of artistic crafting, from the ("naive")siaral work and speaking about their
experiences at Survival Workshops, through a relaéarocess, to being seen on
stage via video projection and crafted dance vdeapuThe abstraction processes,
the beautiful crafting, transformed trauma intatté@xto image. This change can be
highlighted by comparing the bodies of dis-east¢obodies that danced on stage:

... when [folk singer] Odetta chants an invocafimncancer sufferers, “Slash,
poison or burn, these are your choices”, a loiige woman with a shaven
head, Odile Reine-Adelaide, leaps galvanically, lnawed clutching a breast,
the other her groin ... The words reflect an expere; the dancer embodies it.
(Parry, 1995: 22)
The visual codes of the dancer — shaven head, gestdres referring to breast
(cancer) and groin (sexuality) — clearly referredhte cancer sufferer; while the
technical dance movement, along with the “londpefitbody of the dancer, reminded
the audience that they are watching a work ofRatry describes the dance
effectively, but the word “embodies” seems inacteireather, the dancer seemed to
be offering another layer — “words”, “semaphordjy-dancing. Meaning was
conveyed through a highly trained dancing body. d&ecer did not purport to
embody the suffering of the woman with cancer. abstraction processes drained
thejouissancdrom the body in trauma; bodies conveyed clearmmegs by being
technically accomplished, achieving clarity in periance™

The gap between these two vastly different bodies sensed by Johannes Birringer

Ointerestingly, even though the modernist model aspid both 1960s postmodern choreographers
and toStill/Herein 1994, the bodies that perform differed quitenatically. In the 1960s the
emphasis was on a refusal to "differentiate the d&nbedy from an ordinary body" (Banes,
1987: xxvii), in reaction to the training of ballend modern dance, and in tune with the 60s spirit
of "do your own thing". Bane argues that as sportfandss became more widespread in the
1980s, "physical dexterity, complicated timing andmering, and acrobatic embellishment"
became the norm; "[i]n the virtuosic works of thgteies, the significance of the dance is the
refinement of bodily skills" (Banes, 1987: xxviii).
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as the crucial aspect that m&gtdl/Here "aesthetically pleasing” for him. He argues
that it was not the technical execution of the @daoguage that pleased him,

but rather the dancers' awareness that technin&lottere may function
ironically as a conscious, futile yet necessarpaiation of personal and
psychologically charged experience. The very sefsentrol is always
precariously shadowed and ghosted by the recuvidep projections of the
witnesses' testimony of their struggle to maintsense of dignity in the face
of death. (Birringer, 1998: 13)

But it is possible to understand Birringer's insiffom the opposite angle: the gap
becomes an ironic, anxiety-inducing testimony of/libe presence of athletic and

articulate bodies is unable to dance the truthubjestivity in trauma. The more
common response to the work is more likely to biobsws:

The thing | disliked aboustill/Herewas its mainstream aura. There was
something inappropriate about its flashy visuakstiture, its snappy timing,
its ruthless editing of the tapes, its slick, acpbismed dancing. It left the
audience screaming with delight instead of paufingeflection. (Siegel,
1996: 69)

And

along similar lines:

The sad fact of the matter is that the eveningnetitle of the raw
documentary impact of the interviews with the urweut at the same time,
the abstracted version of the interviews areny gatisfying formally, as
dance. And the abstracting process hasn't resualtespecially powerful
images that embody some deeper essence of suftersgvival. (Copeland,
1995: 16)
The artistic processes of formalism and abstract@riinually purge the bodies in
trauma. What the audience sees is a screen thaekaserected in front of trauma.
Although it claims to tell the story of bodies Ing through terminal illnesses,
Still/Here hides these bodies behind art. Not intention&ltio not imply that the
work is a pre-meditated betrayal of the participanftthe Survival Workshops. But
within the politics of representation, the dandhuglies, and the video images of the
diseased bodies, can only be the image presentbd subject's perspectival gaze:
the political efficacy of visibility is premised at But, to recall Berlant and Warner
(cited towards the beginning of this chapter), mubisibility does not equate social
change. Like memorial images of the dead, the pyiraHiect of the image is to
prevent the reality of loss (death) from overwhelgiihe viewing subject, who
desires to identify with the living. The image tasnibe gaze and reassures the
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viewer: "l am alive". Croce is wrong in worryingaththe dying "have no choice
other than to be sick" (Croce, 1994); it is thewse: the living have no choice but
to be well. The audience's complicity in the anxiettrepresentation is left hidden,
the normative social order left unchandéd.

To recall Sontag:

So far as we feel sympathy, we feel we are notraptioes to what caused the

suffering. Our sympathy proclaims our innocencevel as our impotence.

(Sontag, 2003: 102)
The sympathy comes from seeing the image (of hpwithin conditions that leave
intact the divide between us and them, with "usd Bafe, external (ahistoricized)
viewing position. The horror is mediated througscdurse such as "the human
condition” (classical, essentialist), or perhapsegual power relations” (modernist
ideological). These words enable usitaerstandsuffering, purporting to reveal the
truth about horror. But so quick are we to speasd¢hwords as truth that they
conceal the lack of reality, the loss, within tlegywwords we speak; hence our
"iImpotence” (our castration). And, they leave usretated from our complicity,

hence our "innocence".

Refusing to see: the indifference of representation

Even though the conflict between Croce and Jonededraced to the problem of
two different models of relating subjectivity taith and representation, underlying
both sides of the debate is the same premise dealsrdeconstructing. Each attempts
to capture theatrical performance within its pecsipal seeing/discourse, seeking
recourse to conceptual metanarratives to legitinistepresentation as truth — that
the meaning of dance can be understood in thisadmvtay. Once this truth is
established, it serves as the determinate baspfiics. This common premise is

YThis may come across as a cynical interpretation; avishi to clarify that the focus of this analysis
has been on the one particular wakill/Here. Albright records a performance of another work,
D-Man in the Water$1989), involving the dancer Demian Acquavellapwias ill with AIDS
that he could barely stand. Nevertheless Jones sugdpgonteon stage so that he could perform the
arm gestures of his solo (Albright, 1997: 75). Cleahg, gap between the technically proficient
and pleasing bodies, and the bodies in trauma, veagbt into the meaning-making operation of
that particular performance of the piece.
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the target of Lyotard's poststructuralist criticjssh "politics as representation” (cited
in Auslander, 1992: 43).

Lyotard analyzes a narrative in its three instancagator, narrated and narratee. In
the classical model, the narrated (what is toldidd,referent) is privileged as
objective truth, which places it outside of navatand governs it, as a
metanarrative. The metanarrative abstracts itsetfi@ concept that legitimates all
other narratives, revealing their ultimate mear{lRgadings, 1991: 66). Hence, for
Croce, the truth of art is in the aesthetics ofulgao which the pragmatics of
narrator and narratee (performer and viewer) anel@mtal. The "descriptive
anonymity" in the classical model (Readings, 19H):renders the performer and

viewer's idiosyncratic differences irrelevant for. a

In modernism's case, the subject (narrator) islpged to the status of a
metanarrative. Narration is reduced to "an efféctomsensus between narrator and
an anonymous narratee" (Readings, 1991: 67). Hénuth,is the performers'
experiences of moving. In both models, it is theanarrative (conceptual
abstractions) which legitimates knowledge. Like sheeen that regulates the
conditions within which an image can be understoloel, metanarrative constructs a
position outside of the actual event of narratiperformance). From this position
representations can be viewed, and certainty ofivledge can be derived.

What guarantees presence (in the Derridean sdrestransparency and certainty of
meaning for the conscious subject; and in the tloahsense, the "actorly
representation” (Auslander, 1992: 37) as the artisith that is guaranteed to the
audience) is thus representation by concept, wihycitard calls "discourse”.

Discourse, that is, organizes the objects of kndgdeas a system of concepts
(units of meaning). Meanings are defined in terfrtheir position in the
discursive framework, by virtue of their oppositimnall the other concepts or
elements in the system. Discourse thus imposeat@abkarrangement upon
objects which Lyotard calls "textual”, a virtualdyof oppositions. (Readings,
1991: 3)

Therefore, the discursive space of presence predueanings through operations of
opposition. A textual object signifies in opposititho another textual object in the
system of discourse. This analysis of significafiodiscourse is based on
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Saussurean structural linguistics, where textud$@tquire meanings through being
in opposition to other units. Thus, "cat" signife@smething different to "mat" by
virtue of the opposition between the phonemes ki [an], within the system or
"grid" of English phonology. The word "cat" is naherently meaningful; the
relationship between signifier and meaning is @wstrary, an effect of opposition.

| have already outlined this discursive operatioterms of artistic and political
representation, by referring to Sontag on the vigvaf images of horror. The
images, as representations of trauma, signify daghdof "them™ in opposition to the
living "us". "Remembering" becomes signified ase#imical action, in opposition to
"forgetting". In the politics of democracy (partiady for the US Left), to "speak"
becomes a positive value in opposition to "beitensi, the "closet" which is valued
negatively.

In 2001, in the wake of the September 11 attactherWorld Trade Centre in New
York, Jones spoke in broadcast and press intenvéadweat envisioning art-making

after the horror. David Gere records how Jonesestmélized 9/11 in terms of the
AIDS pandemic:

Jones reaches back "to another numbing, paralyzisig that confronted and
continues to confront the dance community — AlQis&fore attempting some
insight into what we might expect from artists néwnong other things, Jones
tells us to expect that "works with a public vow# sound even louder in
certain quarters recently vacated by the cool alestures of modernism." He
continues, "More literary or theatrical in natuseme will 'name names,' decry
and demand to know what is really happening and iwihesponsible.” (Gere,
2002: 62)
Jones privileges the public voice in oppositioptivate silence; in the face of
horror, his solution is to "sound even louder"the (literal) void that is the site of
horror, he proposes "going to the site of ground,z&here the New York towers
collapsed, and dancing"” (Gere, 2002: 62) — to aseidg to fill in the gap. This
logic of representation inevitably leads towardsggressive, interrogative stance:

"decry and demand tnow..." (emphasis added).

In this noisy proliferation of loud sounding antlirig in of voids, Lyotard "refute[s]
the claim that everything iadifferentlya matter of representation” (Readings, 1991:

5, emphasis added). The arbitrariness of oppositsom meaning-making operation
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gives rise to an indifference: opposites esseptialve the same value by virtue of
deriving their meanings from the same represemtatisystem. The clamour of the
victim art debate is a very good example: both spppsides of the debate — the
political right and the left — use the argument thair right to voice dissent has been
silenced. The left criticizes Croce for consenatand refusal to let minorities have
a voice; cultural activist bell hooks writes to tRew Yorker

The publication of this piece alarms and threatetause it exposes the extent
to which right-wing values, particularly censorshighe will to suppress
dissenting voices, to limit artistic freedom anical vision — are gaining
cultural momentum. (hooks, 1995; in Dance Conneagtio
The political right defends Croce for her defiant¢he face of political correctness,
the new political orthodoxy that threatens to oulerartistic standards and impose

political standards. Hilton Kramer writes to theviN¥orker,

the ritualistic charges of racism, sexism, homojéalnd the like do not issue
from any serious attempt to illuminate the problerhart and culture in our
tragically divided society, but are designed tersile dissent from a prevailing
political orthodoxy. (Kramer, 1995; in Dance Conti&rt)
"Silencing dissent" becomes a charge against pallitippositions that are
exchangeable. The concept has currency for oppadeadogies, indifferent to the

possibility of a referent in the "real world".

Herein lies the malaise of the politics of repréagan, especially democratic
representation in capitalist societies. Opposingigal parties discursively signify
differences: apparently one side champions weHarksocial justice, and the other
side upholds free-market competition and consergaiocial policy. But in reality
the left has dismantled the welfare state and theeprivatizing for the right (Zizek,
2004: 314); the discursive differences are, aetiek of the day, meaningless. The
reason is because the signifying operation of afipogs, despite the structuralists'
claim, not arbitrary. There is still the presenE¢he metanarrative, the master-
signifier, that governs signification.

Earlier, | propose that Jones's dance is an emlsodiof democracy (see p.65). Of

democracy, Slavoj Zizek writes,

There is no democracy without a hidden, presuppebtsin. Democracy is,
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by definition, not global; ihasto be based on values or truths that one cannot

select democratically. In democracy, one can fightruth, but not decide

what truthis. ... As Hegel already knew, “absolute democraoyild only

actualize itself in the guise of its “oppositiomigtermination,” agerror.

(Zizek, 2004: 306)
The "elitism™ in democracy is in the power to decwhat will be legitimated as the
truth — the metanarrative — that is the "transcetalguarantee” (Zizek, 2004: 320)
of the value of representation; but what it careof$ no more than opposing
signifiers that cannot escape the totality of ystesm. Jones's strategies of seduction
and aggression, his politics of visibility, is toast from the audience the power to

decide his representation. What then does Jonesdab

Sometimes when | step on stage ... | carry in fobmhe an invisible phallus. ...
It is my virility, my right to be, and the assurantat | will always be. | am in
search of the dance in which the phallus is fongi¥éor being a thing that
must penetrate, deflower. This dance will be deléind self-interested, and
yet, fulfilled by filling. (Jones, cited in Morri£001: 259)
The truth of the phallic master-signifier under efhidones performs is already
decided; the politics of visibility has already kst that it will only operate within
the perspectival, discursive gaze. Irigaray lissgility as one of the values
inscribed within a phallic discourse of truth (kigy, 1985: 86); what visibility
offers is the accession to a subject position ggeaking, seeing being, regulated by
the master-signifier of the phallus. What thishrfataster-signifier/metanarrative
does not legitimate, is not seen. Psychicallys & blindness towards the
impossibility for the fulfilment of desire that wasecluded by castration and
language; politically, it is a blindness towards tmpossibility of the good life
promised but precluded by the (hetero)normativeiofsee p.51). Deviance is
punished; Jones has to survive by adopting "a adioreally masculine persona”
(Morris, 2001: 260)? the phallic signifier, in order to overcome hisrgyolic
emasculation; while "no one ever blames the idgokogl institutions of

%n asking to be forgiven, Jones becomes the self-pistteat a blind confessor of a transcendental
Truth. See chapter 1.

BMorris notes that in the early works, Jones's movenegited to be "blunter, less embellished, more
squared, and directly forceful"; the verbal narmatidten involved "tales of heterosexual liaisons"
(Morris, 2001: 260). Only in 1984 did Jones and Zexglicitly refer to their relationship in public
interviews, even though it has been implicitly réatd their duets before this (Morris, 2001: 258).
It is important to note again that the focus is noflones's choice as to how he represents himself
(a return to the Cartesian subjectivity, hence inmgyiotions of truth and deceit); but the focus is
on the positions that were open for Jones to assume \hignimormative order. Morris argues that,
in co-opting heterosexual power to overcome emasoulalones arrived at a position where he
could use this power to declare his identity (Mor2i30Q1: 260-1).
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heterosexuality" (Berlant & Warner, 1999: 360).

What power Jones gains is only meaningful in tliffierence of representation, the
“terror" of “oppositional determination” (Zizek) h& positions available to him must
either be "visible" (phallic, in control) or "silead" (oppressed, passive, feminine),
and both of these positions are accorded to hithé@gudience's perspectival gaze,
operating under the master-signifier/metanarrativeomeone such as Croce does
not want to acknowledge his power, all she hasots do refuse to look. The truth of
Jones's visibility suddenly becomes meaninglesssiguifiable.

Croce's (in)action should have been the obviousn@Win her argument: she was
not present at the show, she did not see someshimgeviewed, she has broken her
professional standard of behaviour. It should Haaen enough to discredit her
argument completely. Yet the debate continued aew;gand despite some
criticisms of her arrogance or foolishness in regtisg the work? her arguments
gathered voices of agreeméntier refusal to see — however much she revealed
herself to be a bigot by doing so — points to @ialuweakness in the politics that
have been pursued by the left in the last few dexiaglich as the "images of"
analysis pursued by visual culture theorists (sBé above). Albright understands
Croce's attack as an unease towards the "disrujtige represented by even the
merethoughtof seeing disabled, ailing, or dying bodies oraaad stage” (Albright,
1997: 74). But she is perhaps using the truthfitb&narrative that guarantees
visibility) within which she works, to decry an igiaed Croce which is her
opposition, and not her real point of vié'Perhaps the best indicator of the liberal
fake is the sincere horror expressed by liberalsgys overt racist excesses" (Zizek,
2004: 313). The sincerity of critique is no guaesnof its truth.

Robert Brustein, for instance, writes that Croce shbalve gone to see the work and then criticize
it, to lend more weight to her argument (Brustein,5t98 Dance Connection). But essentially he
supports her view.

Notable public figures who wrote in total or parsapport of her view included: Robert Brustein of
American Repertory Theatre, writers Camille Paghd Susan Sontag, and to a small extent,
Village Voicedance critic Deborah Jowitt.

8Allow me to emphasize that | am not in turn denongehlbright's stance; if | do so, besides
pursuing the same recourse to a metanarrative ofytligorhich to judge her statement, | would
also be reducing the complexity of her work in thdiances' gaze and different bodies performing
on stage. By questioning her particular statemer@roge | hope | am not trying to discredit the
work, nor to propose that Croce is perhaps not bijote
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The truth that is pursued by the politics of reprgation becomes a fetish for the
subject. Thebjet afuels but does not satisfy the subject's desee ¢hapter 1) — in
this case, for political control, empowerment. Bloesen protects the subject from
confronting the impossibility of the total fulfilme of this desire; the gaze of the
objet ais tamed by holding onto the image on the scrbeahgrovides an illusion of
a subject in control, looking, speaking. Hencef#tish of the image, the importance
accorded to contesting representation. Zizek daitbe fetishizing power of logos"
(Zizek, 2004: 310). Marxists call it "the fetishisshcommodities" (Bewes, 2002: 4),
the image as a reification of the struggle for eattjood. The exchangeability of
opposing political signifiers (images) can be ust®rd as fundamentally an
economic exchange. Democracy (operating througtesepting the interests of
various opposing voices) does not escape, andefuntbre colludes in, the
overdetermining of "all noneconomic strata of sblii@" through capital (Zizek,
2004: 294). The pluralistic openness of democraficesentation is overdetermined
by "capitalism’s power to produce variety — becamsekets get saturated. Produce
variety and you produce a niche market" (Massuitgddn Zizek, 2004: 294). If the
(phallic) body of Jones embodies democracy, thg@sdhat his dances can produce
can only signify as commaodities (fetishes) wittie (political) market — the same
market within which opposing political camps operdthe politics of resistance
converges with the dynamics of capitalist power §dMami, cited in Zizek, 2004:
294); the politics of representation increasingbgdimes the production of niche
markets. If you don't like what you see, just dony it: that (consumer's) choice
stays no matter how much one contests represamaaad fights for the visibility of
the marginalized. Simply by refusing to see, Cropts out of buying into Jones's
niche market, and in one stroke disarms the psldiche left.

Croce's refusal is thus, ironically, the key toasking the crisis of "impotence”
(Sontag; see p.53 above) in body performance invdie of mass social trauma.
Instead of giving him control, the phallic signifiéat Jones carries with his dancing
body may be suffering from performance anxiety (&eagpter 1). Jones describes the
experience of performing:

There is something about the spectator sayingfecte 'Perform for us. Show
us your body." So it made me extremely aggresaivé, maybe that was my
desire to impose masculine control ... (Jonesd aiteBurt, 1995: 51)
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And,

| found myself easily seduced by a set of eyesntghwhat it is to engage the
expectations and needs of spectators. It made metwalease. Or spit.
(Jones, cited in Morris, 2001: 252)
His aggression can be understood as an illusi@omwiol that defends himself
against performing against his will. This anxiowsition can be further detected in

the following incident, described by Jann Parnnaacritic of a British newspaper:

"What do you want from us?" | asked Bill T Jonea abund-table meeting for
the press in Amsterdam, where his company had pee@Still/Here He had
been berating critics in general (and me in paedigdor "inappropriate”
responses to his work in the past. "I'm asking tporespond at the same level
of passion that | have," he said. "l don't wanpleyy Northern European
aloofness. | refuse to speak to you on your termbiy-should 1?" (Parry,
1995: 21)
Sensing the lack of connection between his workthadritics, Jones asks the
audience (of which critics are a part) to recogmsetruth, namely his sincerity and
passion. He refuses to be seduced by the audiey@ssand so by setting up an
antagonistic relation, he demands a reversal dfhgp he will "please” them, or
"spit" at them. Parry remains unconvinced: at the @& her review, she writes:
"surely a paean of praise [for Jones's "passiami]aflood of tears [in sympathy for
the workshop survivors] are not the only valid m@sges?" (Parry, 1995: 22) His
demands and aggression, his phallic penetratismmasculine control may have
won over his power to look instead of being looké&dout his perspectival gaze can
only produce an audience in the image of his amiatjo discourse — people who are
antagonized, refusing to speak on his terms. Thhanges between opposing

signifiers continue.

Croce's refusal to look is thus key to the dilembegause it points to the difficulty,
if not futility, in contesting representation. A nearelevant question is: how can the
viewing subject be unsettled — that illusory subyeleo purports to see, know and
speak the truth? How can the viewer's "innocenod™anpotence" (Sontag) be
changed?

To unsettle the viewer — literally, to leave thewer feeling disturbed. Goya did
this; but as Sontag points out (see p.53 aboveedually explicit photography of
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war atrocities may simply leave us unimplicatedefg sympathy from an
"iImpotent” external position. The image can onbndy as a fetish for commodity:
at the simplest level of analysis, disturbing waages can be neutralized by
switching to a "different" television channel.

Discourse always suppresses an "other" by redutiffeyence to oppositions;
the indifference of discourse represgrgssancean unspeakable other that is
always at work within and against the text, disingpthe rule of representation
(Readings, 1991: xxxi, 5-6).
The screen and the image conspire to tame (org€pttee horrors of large scale
trauma before it reaches the viewer. It used teupposed that the disclosure of
private suffering can move the viewing public tordend more justice. But in the
marketplace of images, the separation betweeng(gmiitics) and private
(suffering) is only a discursive construct; "pri@asignifies in opposition to "public”
so that a normative order can be maintained — ¥t loesa heteronormative order, or
the order of the global market economy. Jonestmsis the public voice: to make
the terminal ill visible, to dance on ground zefdhe World Trade Centre attack;
but this call for the "public" assumes a truthfwé tprivate” that now rings hollow, a
fetishizing belief in democracy (Zizek, 2004: 312-@&mocratic bodies only count if
they are seen, represented, remembered.

But: a jouissance, an object-gaze, a figurality (@@apter 1), “is always at work
within and against the text, disrupting the ruleegresentation”. Before finding out
howto access this, Sontag proposéry this should be necessary:

Perhaps too much value is assigned to memory,nmaigh to thinking. ...
history gives contradictory signals about the valfisemembering in the much
longer span of a collective history. There is siyrplo much injustice in the
world. And too much remembering (of ancient grieses1 Serbs, Irish)
embitters. To make peace is to forget. To reconitile necessary that memory
be faulty and limited. (Sontag, 2003: 115)
The scale of loss has become that, not only mepissible to be fully represented, it
is dangerous to cling to representation. The feifstemembering — which is "the
fetishizing power of logos" (Zizek, 2004: 310) -minds the presence of meaning.
But in the twentieth century, to be present and &ursuch as being a Jew during the
Holocaust or being black under Apartheid, is toehalready transgressed and to be

killed; they havecommitted the crime of beir{§teiner, cited in Kobialka, 2000: 42).
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The identification of being with meaning and trthiat is characteristic of
representation becomes unthinkable, unbearablesthimhlly non-viablée’

Lyotard's politics is based on the "unspeakablerdthhe "figure" that haunts
discourse and representation. For Lyotard, "[t]&enidne Holocaust a concept rather
than a name, to claim that the death camps coutldebebject of a cognition, a
representation by concepts, is to drown out theasus of its victims" (Readings,
1991: 22). And, to give voice to the silence of dead would be to betray that
silence (Readings, 1991: 62). This is preciselyahse the horror entails such
complete erasure of being. It would do an injustacask a survivor of Hitler's Final
Solution: "Have you ever, with your own eyes seg@aschamber?" Any such
witness is dead and the demand for such a witnagesrthe gas chamber less of a
horror than it had been. For the survivor to eaisd speak of her knowledge of the
horror is to cast doubt on "her authority to be@ness" to that which was invented
to terminate her existence (Praeg, 2000: 229).dEmeage is thus accompanied by
"the loss of the means to prove the damage” (Ldotated in Praeg, 2000: 229).

Because representation can do this injustice coimes "an ethical necessity that the
Holocaust haunts us, that it cannot be remembaredamnot be forgotten either", to
exist as an "immemorial” (Readings, 1991: 22). Tihmnemorial” is "that which
cannot be either remembered (represented) or terg@bliterated)” (Readings,
1991: 62). "It is that which returns, uncannily'e@lings, 1991: xxxii). The
discursive divide between the living and the umigyisubject and object, is unsettled,
disturbed. The ethical response demands that

[w]e must not give voice to the millions of murderd&ews, gypsies,
homosexuals and communists, but find a way of mgihistory that will testify
to thehorror of their having been silenced. This amounts tadigmonstruction
of the binary opposition between voice and sileh¢gpry and the
unhistorical, remembering and forgetting. It's stdny directed towards the
immemorial. (Readings, 1991: 62).

For Lyotard, "Adorno's greatness is to have recoghthat, after Auschwitz, art can
only be historically responsible as [figural] evemather than representation”

Jones's exaltation for people to dance on groundafanorld Trade Centre thus appears to me not
only a futile gesture of "impotence" in the facehofror and death, but also a dangerous defiance
that seems to indicate a lack of understanding as terigais own complicity in their conflict with
the Arab world; it seems to betray a false "innocence"

81



(Readings, 1991: 23).

What, then, for the artist? Michal Kobialka asks:

Is there a way ... [to] surpass the visible whikpistemologically organized
by the Self, optically totalized by the eye realgzihe vision of transparency of
humanity to itself ...? (Kobialka, 2000: 43)
What can the artist do to stop the screen of Vigilfrom maintaining the viewer's
"innocence" and "impotence"? Can the artist acttesgouissance of the figural, and

if so, how?
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Chapter 3

The Screen and the Viewer's Blindness: Ritual's (em  pty) promise of
atonement

Brett Bailey and ritual theatre

"Once you realize that the road to confession isthe road to salvation, it
may be the case that our narratives of suffering\ary mixed with
outcomes that we can't really predict.”
— Jay Winter, speaking on traumatic memory and war

By appealing to a transcendent reality, and by constituting spectators as a participative
community, ritual theatre claims to enact change (not only making it visible). The “truth” of
ritual rests not on rational knowledge, but on the performer’'s competence to produce a
shamanic presence, which Bailey embraces in his early work. Ritual presence operates by
identification and belonging to a father/god as the source of meaning; but it represses the
loss of this originary wholeness. Spectators of ritual theatre are drawn into an enactment of
communion/community, the centre of which is, however, loss/emptiness. The constitution of
the audience as one body participating within a transforming ritual becomes problematic for
its absence of truth. Bailey attempts to perform a hybrid, postcolonial aesthetics; but the
problem rests in the larger context of performing the notion of “South Africa”, a communal
identity hardened around the metanarrative of suffering, abjecting those that do not belong to
the land of the father/god — foreigners that unsettle the meaning of South African identity.

Ritual and efficacy: transcending visibility

The published collection of South African directaniter Brett Bailey's early plays is
entitled_The Plays of Miracle and Wond@003). He explicitly warns against

treating the book as "pieces of literature sepdrata the rich and multi-layered
non-verbal elements which make up the languageiofldrama” (Bailey, 2003:
10). Bailey emphasizes the immediacy and enerdlyeztre through music, visual
spectacle, "ritualistic rhythm", and "atmosphei®ai(ey, 2003: 10).

His approach is similar to the western avant-gardes rejection of the primacy of
the word, the exploration of subconscious and drse@tes, "the quasi-religious
focus on myth and magic, which in the theatre l¢adscperiments with ritual and
the ritualistic patterning of performance” (Inn&993: 3). Ritual has an even deeper
influence for Bailey: working with practisingangomagdiviners, traditional healers)
in his theatre, he is dealing with the Xhosa calteontext where spiritual practices
do hold significance, in comparison to the "de-ifymlis[ed]" west (Bailey, 2003: 9).
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The sangomas have been his "main source of ingpitgBailey, 2003: 19). A
sangoma "serves as a channel for ancestral comatiamdetween her society and
what Jungians would call the collective unconsclpumsaniintiombe(ceremony),
the sangomas transport the clapping, chanting camtyny “"coaxing the Spirit of
the people into a tangible throbbing force" (Bajl2903: 19). Bailey describes this
state of consciousness and the "performance teobsiiqused by a sangoma:

In a ceremony her increasingly strident dancingnting and "confessing"
(rapid stream-of-consciousness out-pourings angepsy, the clapping,
drumming and singing of her supporters, the pungemke of smouldering
herbs all aid her journey into the trance in whioh ancestors "possess" or
animate her voice, her movements, her being .ilg§gal998: 193)

Being in the presence of this energy, Bailey claithas a healing and rejuvenating

impact" (Bailey, 1998: 193).

With the sangoma as the ideal figure of a thedtpgegormer, Bailey aims "to fuse
ritual and theatre in some way, to make drama wivichld transport performers and
spectators” (Bailey, 2003: 15). ilumbo Jumbg the character of Nicholas Gcaleka
directly instructs the audience on how to watchp@ticipate) in the show:

Gcaleka: Now you white peopfejou like to watch, don't like to get involved,
don't like to sing and clap. Hey, tonight you h#ivat opportunity, tonight we
are all together in one Spirit ... If you don't wéme Spirit you must close here
and here and here [indicating his eyes, ears aatlyfihis arsehole] — put
something like a cork so that the Spirit cannomned find you, understand?
(Bailey, 2003: 111)

It is thus "the Spirit of the work which is all-irmpgant" (Bailey, 1998: 201).

At the end of chapter 2, | ask if the artist captuue the "screen of visibility" and
access the "jouissance of the figural”. In thisesteent there are echoes of

The original production premiered in 1997. | watckieel revival of the play in 2003 at the National
Arts Festival in Grahamstown.

The character explicitly identifies the audiencevhite. An interesting correlation is set up with the
audiences that Bill T. Jones performed to in his eadsks (see chapter 2). In reality, it is perhaps
common knowledge that South African theatre audieace mainly white due to socio-economic
realities; however, at the performance that | atenthe groups that were seated in front and
across the aisle from me were not white. | will noéee that I, also not being white, felt an
alienation to the play at hearing this comment fromadctor. This incident became an example of
my discontent of the theatre experience that | tyrtderstand in this chapter.
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spirituality: for example, Jesus's crucifixion écorded in the Christian Bible to
cause the veil of the Temple to be torn in two (kesv 27: 51; Mark 15: 38; Luke
23: 45), thus providing access to the Holy of Halithe inner sanctum which was
shielded from sight. Peter Brook describes "theyHdleatre" as the "Theatre of the
Invisible-Made-Visible" (Brook, 1972: 47). Thereassense that a higher reality or
spiritual truth can be reached in special momemasipared to which daily living is
but an illusion. Ritual theatre is highly relevamimy investigation into the
performer/audience relationship: it purports tovmte a spiritual or psychic
communion that transcends the barrier of concepéaksentation.

There are four threads of connection between randlmy investigation, which |
would like to explore further:

Firstly, the claim thatitual transcends language and rationalifiailey refers to the
Jungian "collective unconscious") differentiateBaim other approaches of
intervening into the dilemma of representation.clwious example of theatre that
disturbs the screen of visibility is Augusto Bodllsvisible Theatre", a pedagogic
strategy derived from Paulo Freire that is essiiytiae invasion of theatrical reality
into real life®> However, it differs from ritual theatre in two waythe change that
Invisible Theatre potentially brings about (namdty pedagogic efficacy) is mainly
achieved through provoking debate, leading to agéan conscious perception and
behaviour (as opposed to the unconscious). ltsguegealso depends on the
spectators' not knowing that a theatre perform@noecurring. Boal calls the
spectators "spect-actors", since they are actimelylved in the action; but their
participation depends upon their being in a diffiéfeognitive world" to the
performers, in other words, without suspecting thataction is in any way rehearsed
(Watson, 1997: 168). Therefore the frame of theigdsdf is the screen that Invisible

3Watson (1997) cites an example of Invisible Theptowided by Boal: in a performance in 1978 in
Belgium, a group of actors rehearsed actions and sosr@ound the unemployment problem that
was rife. At the "performance”, the actors enter a&suprket as if they are ordinary shoppers:
they do not set up the fictional framework of thedty setting themselves apart as actors. One
actor takes some basic food items to the checkout&quout informs the cashier that since he is
unemployed, he cannot pay in cash, but can worthfBosupermarket for however many hours are
needed to pay for the food items. Negotiations andutispensue, involving the cashier, the store
manager and other customers, with the other actorisifity en-roled as customers) provoking
discussions about economic problems, different naiitesgin Belgium, prices .... When the
police arrives after being called by the managestaers are collecting money to help pay for
the food items.
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Theatre attempts to bypass: theatre must not logmnexed as theatre.

Ritual theatre is closer to what Richard Schecla#s "believed-in theatré"Even
though the audience knows they are watching adfuese is also a real process
occurring, such as real-life events that are nadrat the performance, or real HIV-
positive blood that is spilt in a performance atr@ (Schechner, 1997). Christopher
Innes describes the merging of illusion and reatitgvant-garde theatre (Innes,
1993: 179); the transformation effected by ritinadtre (such as the healing that
Bailey claims) is not a discarding but a penetratibtheatrical illusion as the screen.

Secondly, avant-garde theatre has traditionally ugeal as inspiration tdisrupt
theatrical representatiorso that theatre does not only tell the audiehozit
something, butloessomething to the audience. "[T]he ambition to mideatre into
ritual is nothing other than a wish to make perfance efficacious, to use
[theatrical] events to change people” (Schechnied in Innes, 1981: 11). Artaud
called for a theatre as a plague that unmasksw/trkl's lies, aimlessness, meanness,
and even two-facedness" so as to transform humghitgud, 1970: 22). His writing
had inspired Grotowski's rigorous confrontatiorired self in his Poor Theatre,
Brook's experimentations in the 1960s leadingtt@litheatre, the Living Theatre's
mythological visions of transformation, and the ityidnd Dionysian events of
Schechner's Performance Group, leading to enviratahtheatre. To greater or
lesser extents, all these theatres try to perfostmeananic function, exorcizing the
"disease" of the community through the performactions (Innes, 1993: 180). The
audience are presumed not as spectators sittitlgeasther side of the divide (such
as the "fourth wall"), able to maintain aesthetd/ar critical distance. Even though
audience involvement at the Performance Groupetiving Theatre was often
crudely conceived, they were nevertheless attempts at counterintydire
spiritualisation of the West" (Bailey, 2003: 9),reach towards the sacred which

“Although Schechner includes Boal's work as an exaoffdelieved-in theatre, he specifically cites
Forum Theatre and Legislative Theatre, in which spetdrs are aware that they are engaged in
the make-believe of theatre as well as the possilufigocial change (Schechner, 1997: 86). The
performer/spect-actor relationship is thus differerthtd of Invisible Theatre.

®Innes cites the example of the Performance Gradipisysus in 641968), in which spectators were
encouraged to strip off clothing and to join in dbiimg through a canal shaped by actors' naked
bodies, symbolizing rebirth. To be naked was coneitléberating, and so "the meaning of
Dionysus... lay not so much in what was performed, as in sirgptying spectators to strip"
(Innes, 1993: 174).
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“"transcends the limits of cognitive signs and cptee(Uzukwu, cited in April 2002:
51). The politics of the Living Theatre, for examplvas not only found in their
street protests and slogans, but also in tryingdace in the audience "something of
a vision of self-understanding, going past the cmus to the unconscious" (Innes,
1993: 181).

Thirdly, ritual keeps a community's history through the presenteegberformersn
the action of narrating, rather than conceptualasgntation. It differs to the
insistence on memory that serves to signify theuisgfon between the living and the
dead (see chapter 2, p.54). For example, Gary eamnddn (2002) examines Xhosa
grieving rituals as means of keeping the deceasedntact with the community.
While the failure to "let go" is pathological inethvestern view (Van Heerden, 2002:
9), the Xhosa rituals deal with loss by invoking firesence of the dead. Lyotard
(cited in Praeg, 2000: 235-6) explains ritual asiaimemorial” narration: instead of
remembering the past as representational conterd| as a narrative form gives rise
to a pragmatics of knowledge, where the emphasis ihe act of reciting (or, as |
refer to in chapter 1, storytelling). Focusing ba tegularity of metre ("the beating
of time in regular periods") rather than the indivality of accent (“the modification
of the length of a certain episode"), performarszesh as ritualized chanting
organize narrative and time not for the recallihghe community's memories

(accents), but as "an immemorial beating" (Lyaotareed in Praeg, 2000: 236).

The immemorial thus locates the participants afeteaces of the past within the
present act of narrating, or performing a ritualotard writes,

... a collectivity that takes narrative as its keym of competence has no need
to remember its past. It finds the raw materialit®social bond not only in the
meaning of the narratives it recounts, but alsihénact of reciting them. The
narratives' reference may seem to belong to thee Ipaisin reality it is always
contemporaneous with the act of recitation. (citeBraeg, 2000: 236)
Gideon Khabela clearly illustrates this by diffetiating the Christian missionaries'
emphasis on strict, formal catechisms, and the XBagliance on orality, regulating
social behaviour through "myth handed down in tred wadition without any
demand for exactitude and finality. The mythologmast was always recoverable in

ritual” (Khabela, 1996: 26).
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Ritual eschews the distancing of conceptual reptasien that is characteristic of
discourse; the immemorial ritual performance bemégure to the discourse of
memory, and can perhaps provide clues regardingrikiety of representation of

trauma and loss.

Fourthly, and most importantlyifual interrogates my epistemologyy, for example,
Xhosa rituals of mourning are immemorial narratjais my anxieties of
representation apply to these performances? Aranrigeties rooted in western
metaphysics, and hence do not apply to, for ingtaAfrican theatrical events?

Praeg argues that anxiety about representing sujfes a "reluctance to accept,
respond [to] and embrace an African ethical impeeab tell stories” (Praeg, 2000:
232). Was it not ethical and necessary that stofi@srocities and trauma be told at
the TRC? It was not a perfect solution, but theas & "moral superiority of
maintaining the social bond" (Praeg, 2000: 232 pbace and stability of a nation
was more important than fidelity to individual “tng" of suffering, since it promises
the prevention of further suffering. Similarly, gée Krog's anxieties around the
word "truth" (see Chapter 1, p.36), she insistseporting the stories of the TRC.
She acknowledges the artist's anxiety of defillmg toly character" of the victims'
experiences; but she sees the danger of paralysiseaists it:

German artists could not findfarm in which to deal with Auschwitz. They

refused to take possession of their own historyth8anevitable happened.

Hollywood took it away from them. (Krog, 1999: 36)-
Does an African aesthetics render irrelevant myedi®s around representation? Are
my anxieties a legacy of the Enlightenment sepamdietween art and life? Miki
Flockemann, citing several writers, notes that@sn art is premised on the
continuity between art and life; African art is tional (in other words, not purely
aesthetic) in that art mediates between materhbsairitual experiences (Reyes,
cited in Flockemann, 2001: 31). This sense of oty allows art to assume a
social position that can readily effect transforimain society; the efficacy of
performance is part and parcel of its aesthetics.

88



To my ears, this trajectory of thought seems tolyntipe following: if | were open to
being transformed, to embrace being in Africa, Lldcsee that the discursive
categories and divisions about such notions aasnartruth, and hence my anxieties,
in fact do not exist. My pathology is diagnosedhging to un-African thinking.

But how is the relationship between art and realdystituted in the wake of trauma;
what does continuity of art and life mean in a matic reality? Does this aesthetics
apply to postcolonial hybridities, such as Baileitisal theatre? To further my
wondering/wandering, | invite a few postcoloniattary figures into my narration.

If Bill T. Jones (in his early solos) could be ccamgd to a Caliban who seduces and
curses with the (dance) language he was taligiten one could perhaps find a
different way out of the dilemma in the novel Fdé. Coetzee's re-working of
Daniel Defoe's Robinson Crusderiday, the slave who is unable to speak — to use

the colonizers' discourse — points to a differanguage that resists representation.
Friday was Cruso's slave, brought to England wheis&€and Susan Barton were
rescued from being marooned on the island. He bapeech, but as Barton
describes, "utters himself only in music and dagtiiCoetzee, 1987: 142). To
construct the truth of Friday out of his wordlesshbecomes Barton's main focus,
who hires a writer Foe (alluding to Daniel Defoe)trite the story. As if describing
the psychoanalytic experience, Foe says, "In estny there is a silence, some sight
concealed, some word unspoken, | believe. Till aeehspoken the unspoken we
have not come to the heart of the story" (Coett887: 141y Friday's dances are
indecipherable to the colonizers; perhaps thisiexample of what post-colonialist

6l am aware that, if read with irony, this sentencetaims an ominous and potentially offensive claim,
making (perhaps unwarranted) allusions to less wholegpisedes in history. Like sections of
chapter 1, it is a confession, an unsubstantiatedtiar of my experience of making theatre in the
new South Africa: labouring under guilt, constaratlyare of potential accusations: | am not
"proudly South African”. My narrative here is meametho ideas of consensus and dissensus in
chapter 1. | also stated in chapter 1 (seerd.QPthat | do not necessarily reject the possibiligtt
| am, after all, writing about my personal pathology, refusal to operate within the (new) social
order. But there are discontents that remain ungatisbo | will continue asking questions, and
tentatively propose an answer at the end of thagpieh.

"The comparison relies on a postcolonial readinghef Tempesghat does not necessarily confer
judgment on Caliban according to his representdtjoather characters in the narrative, for
example Miranda's charges of rape. The comparisarséscon the issue of discourse: who speaks,
who has access to the symbolic order, and how iatfgaibge used to negotiate power relations.

®This trajectory of thought strays towards a romantimjtivism that projects western desires and
anxieties on to Africa, constructed as a blank spabere fantasies of pure origin are projected. |
will return to this critique later in this chapten,rielation to the search for Spirit.

89



theorist lain Chambers calls "the untranslataboityhe native's experience"
(Chambers, 1996: 47).

Coetzee resists writing Friday as a truth thatiaks, which he can represent. At
the end of the novel he writes himself within thgtf re-enacting the capsizing of
Susan Barton's boat. He sinks into the oCadiving beneath Defoe's discourse, and
discovers the shipwreck where he finds the corpseiday. He tries to ask Friday:
"what is this ship?"

But this is not a place of words. Each syllableit @a@smes out, is caught and
filled with water and diffused. This is a place wiéodies are their own signs.
It is the home of Friday. (Coetzee, 1987: 157)

He tries to dig into Friday's mouth. As it opens,

a slow stream, without breath, without interruptibows up through his body
and out upon me; it passes through the cabin, gifirtlue wreck; washing the
cliffs and shores of the island, it runs northwandl southward to the ends of
the earth. Soft and cold, dark and unending, itdagainst my eyelids, against
the skin of my face. (Coetzee, 1987: 157)
What truth Friday can yield is not uttered in wqridst in a corporeal and sensual
"stream"”; it is felt corporeally ("against the skirand the wave reaches far —

perhaps it washes across the divides set up bgutse.

Friday's corporeality is a resistance against V@wtatri Spivak calls the "epistemic
violence" with which the (European) Cartesian scioygews the world (Chambers,
1996: 47)'° The critique of the perspectival gaze of the stiifeus intersects with
the critique of western modernity, and the poininbérsection is the body. Rey

*The immersion (of Barton and Coetzee the author)thecsea echoes Héléne Cixous's essay, "Aller
a la mer". Writing about her theatre work as resigtargainst the theatre as a patriarchal structure,
she advocates a "body-presence"” and a lessening ohttlpzy on the visual" (Cixous, in Drain,
1995: 134). This writing of the body and of the feménis described as a scene/stage where
women will be "listening and [be] heard, happy asmtiey go to the sea, the womb of the
mother" (Cixous, in Drain, 1995: 135). The Frenclaggile offers a pun between "mother" and
"sea". Coetzee's choice of narrating through Baaamoman, is thus significant.

°The European conqueror objectified the world, dauting itself as the "Subject of History":

The self-assured tone, critical distance and academscientific' neutrality of the narrative
that purports to describe and explain the world fldwéthout interruption towards meaning.
The threat of an interruption, of the violence tbastitutes the chronology of events and the
semantic disposition of power, is effectively obliteda In the aseptic and sterilised accounts
of history, sociology, anthropology, the 'pain aflence’ is written out of the narrative and
forgotten. (Chambers, 1996: 47-8)
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Chow proposes that the colonizer's subjectivity imake first instance not
constituted as actively gazing; instead, they @eeled at by the native:

This gaze ... makes the coloniser "conscious" wiskif, leading to his need to
turn this gaze around and look at himself, hentefoeflected" in the native-
object. It is the self-reflection of the colonigkat produces the coloniser as
subject (potent gaze, source of meaning and actioththe native as his
image, with all the pejorative meanings of "lackaaehed to the word "image".
(Chow, cited in Chambers, 1996: 58)
What was it about the native's body that so "gaz¢die colonizer; what
performances of body made the colonizer feel tlesite cover this body (literally,
and through banning indigenous rituals), so asadyce the native-object as image?
If this gaze can be recovered, would it tear threest that protects the colonizer's

subjectivity and his perspectival gaze?

So, to return to the question: does African aestheénder my anxieties irrelevant?
Within a postcolonial context, perhaps the morevaht question is: does insisting
on African aesthetics escape the colonizer's laggkiDoes ritual theatre reproduce
the image of the native-object, or is it "a pladeeve bodies are their own signs"
(Coetzee)? Bailey's theatre manifests the crit@jugestern epistemology: in
iMumbo Jumbpas will be explored in detail in this chaptee tritique of Cartesian
rationality is simultaneously a critique of coldisan and its representation of
Africa. But what does Bailey propose in its platethe Spirit, a radically irrational
force, an adequate response?

Is it possible to uphold an African aestheticshia wvake of trauma and dissensus? |
can only answer this later in this chapter, whendbntradictions of postcoloniality

and its anxieties are explored further. Before, thisexamination of the truth claims
of ritual theatre is needed.

Competence: shamanic presence and the truth of thea  tre

Bailey records in his workbook regarding the pldyimbo Jumbo
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More than just a stand against materialistic ratity, this IMUMBO JUMBO
must be a celebration of dream, ritual, Spirit, iheonscious and the irrational
... The Spirit cannot be quelled, though scientisid kings may thwart it for a
while, though people may side with Big Science. Viotory is the Spirit. The
ritual of Life. The play must always remember tiiBailey, 2003: 108)
Bailey's insistence on the Spirit can be seendaditly to the subject of his research,
Nicholas Gcaleka, the "chief" who travelled to $@mad in 1996 on a mission to
retrieve the skull of King Hintsa kaPhalo of theaathosa nation. Gcaleka received
his mandate in a dream, which traditionally enabl@sophetiangomd ighira) to
be in contact with ancestors. According to oraldrg Hintsa's body was mutilated
by Scottish soldiers and his skull taken to Scatlatintsa's Hell Spirit was thus
ravaging the country, bringing crime, instabilitydamoral degeneration. The return
and re-burial of Hintsa's skull would reconcile #dreestral realm with the living,
“"traditional collective values will be reaffirmeand the national pride, morality and
social harmony of the pre-colonial Golden Age Ww#l restored" (Bailey, 2003: 100).
But, on Gcaleka's return from Scotland, the Xhagalrhouse organized scientists to
examine the skull. Forensic tests concluded theasklull in fact belonged to a young
Caucasian woman. The skull was not returned toeBedior burial. Scientists
therefore "thwart[ed]" the Spirit.

Some came to suspect the motives behind enlidtmgdientists, since the Xhosa
royal house were initially supportive of Gcalekaigssion. Bailey came to the
conclusion, after gathering information for the gwotion — a part of which entailed
recording long speeches and diatribes by Gcalekdsomission and on the state of
the nation — that the Xhosa royal house enlistedstientists out of the fear that the
monarchy was being upstaged. Also, Gcaleka's stgyganited jealousy as the
motive (Bailey, 2003: 98). Bailey came to this dois®n:

The point is this: exactly whose neck the skull@sat upon is really irrelevant
... ho scientific test can ascertain the symbdaditie of an item, the importance
it has for the people who revere it. (Bailey, 2003)
The rejection of scientific truth is motivated lynsething akin to the "moral
superiority of maintaining the social bond" (Pra2@00: 232). What appears to be
"mumbo jumbo" — superstition and magic — to modsientific eyes may hold more
truth. For the purported skull of Hintsa is onerapée of the many sacred bones,
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royal artefacts and similar items of magic thateMeoted away by European
colonizers, and on these purloined items rest tiveep and legitimacy of nations
(Bailey, 2003: 100). In the play, political leadere denigrated for relying on
rational discourse rather than the Spirit:

Gcaleka: Why you people not dreaming, only depemdimwriting?* ... And
you chiefs, you bloody bastards, you are nothintpéoSpirit, nothing, nothing,
nothing! ... First you agree that the head mudiued, then you change your
mind, you want the written proof, you want the beloKou are powerless, you
got no visions, you are puppets. (Bailey, 2003:-352
Writing (rationality) is "powerless” when compareddreams, to spiritual reality.
Bailey remains faithful to Gcaleka by abandoning éfpistemology of (Western)
scientific discoursé? He does this in the play by giving the Gcalekarabr long
speeches to voice his beliefs, based on the rewsdif the real Gcaleka. But Bailey

also kept faith with the Spirit in theatrical preseand form.

iMumbo Jumbas conceived as a "play within a ritual”, whicHifitaxed with the
sangomasalling their ancestors into the theatre to askrtho bless all present and
to bring peace and light to the city" (Bailey, 19283). It is an htlombeto tell the
people of the world about [Gcaleka's] beliefs, géalphies and predictions, and to
strengthen the Spirit in the audience by incorpogathem in this ritual” (Bailey,
2003: 106)"3

It is thus not a representation of Gcaleka's diosyand foremost, but a performance
that is meant to be efficacious, performative afaia transformations perceived to

YCitations of Bailey’s play texts in this chapter maglimie non-standard English grammar; they are
quoted as in the play text.

2Even within western science, the "representationaldigm” has been challenged. Koen Tachelet
describes the basic assumption of the dominant paraatidithe successful transfer of 'objective’
information from the world outside to an intern@presentation of it by means of cognitive
operations within the brain"; but it is becoming evitinat the act of perception constructs reality
(Tachelet, 2000: 84). Tachelet concentrates on seseoichbiology and cognition; by studying
visual perception in animals and humans, the westeadjggn of "the ontological distinction
between a perceiving subject and a perceived dkjwbich gives rise to representation) is
challenged. For example, the frog does not seeasfln objective entity; it can only see a fly
when in motion. The human eye has a blind spot oretiiea where the optic nerve leads to the
brain; something that is projected directly into thaint cannot be seen (Tachelet, 2000: 84-85).

“This echoes the circumstance under which Bailey mele@aain his account of his research, Bailey
met the prophet in Nyanga East (a Cape Town townshiphe day when there was to be a ritual
sacrifice "to make the Spirit strong" (Bailey, 2003). This first encounter may have informed
the eventual dramatic structure of the play.
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be needed: the performers, some of whom are asdanglomas'use dancing,
chanting and clapping to take them into the sthteaace in which they may bring
the restorative powers of the ancestors to allgm&gBailey, 2003: 106). The re-
enactment of the journey to Scotland is a dramapoorent within a larger ritual

performance. Reviewer Suzanne Joubert records,

"You think you are watching a drama show," says a@niélumbo [sic]

Jumbo's 21-strong cast. "We are doing much biggek Wwere." (Joubert,

2003)
Bailey writes in his workbook faMumbo Jumbo"My performers ... need to believe
that their actions, their presence, their energynduhe performance have an effect

on the world" (Bailey, 2003: 20).

The training and rehearsal process reinforce théanal:

In training my group members | spend much time araging them to yield
themselves to various spirits or emotions, to fiaerthemselves to their
imaginations. ... The spirit then moves onto th@igues and flow out through
their voices, then into their gestures until thegry being becomes a vivid
articulation of that spirit. (Bailey, 2003: 21)
Echoes of Artaud are evident: the Theatre of Cyusdarched for an "objective
theatre language" that "turns words into incantdtitexpands the voice" and
"liberates a new lyricism of gestures"; a thedtid taims to exalt, to benumb, to
bewitch, to arrest our sensibility” (Artaud, 1989-70). Compare Gcaleka's question
in iMumbo Jumbo"Why you people not dreaming, only depending aitimg?" to
Artaud's First Manifesto: "We do not intend to deeg with dialogue, but to give
words something of the significance they have sadrs" (Artaud, 1970: 72).
Compare also the statement: "I want human fire grstage” (Bailey, 2003: 22) to
the call for performers who are "like victims buattthe stake, signaling through the

flames" (Artaud, cited in Derrida, 1978: 179).

Bailey describes some of his training exercisesgbah the performers away from
rational states of mind: he uses trance "accomgayeavailing, fits and gnashing of
teeth"; he uses "roaring and cursing" to drivegedormers; he gives a particularly
vivid example: "I have blindfolded [the actors]arforest for hours while they
explored their animal selves, and then chased gdweaming and stumbling blind
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down a steep river course" (Bailey, 2003: 21). $laware that some people find his
methods "manipulative"”, or that he comes across'lmadman”, but he believes his
methods are able to "access deep, collective afesf"; the work "clean[s] the
channel of their self for the free flow and consisi@ontrol of these currents”, and
"when these channels are open they will truly de &bperform, touching people at
deeply symbolic levels" (Bailey, 2003: 21-23).

Bailey's actors thus emulate the shaman as theat {@vith the sangoma being the
shamanic figure within the specific cultural cortjeXhe shaman

develops the power to transmit his creative trandhis audience] so as to
transport them out of the ordinary, everyday regatito other cosmic regions ...
the shaman is the stimulator of the collective imatyon ... This is also the
contemporary role of the artist today. (Karafist2003: 152)
Karafistan lists symbolism, Artaud, Grotowski, dhggenio Barba among others as
theatres that draw on aspects of shamanism. EvBowh African critics hail
Bailey's work as "a new and thoroughly appropriaten of theatre for this country”
(Accone, in Third World Bunfight web site) and "ewn South African theatre that is
highly innovative in its use of indigenous performa modes" (Mda, in Third World
Bunfight web site), Bailey's ritual theatre is ¢lgdocated within the lineage of the

western avant-garde, which he lists as one ofdusces (Bailey, 2003: 9).

Drawing the avant-garde connection allows a petspeon Bailey's ideas and
methods for the actor's training and mode of perforce. Some of his methods
remind one of the licentiousness which groups ssctihe Living Theatre embraced
as liberation (see description of thBaradise Nown chapter 1, p.325). Indeed
some avant-garde theatres understood ritual angnib@nscious as resisting the
fixity of forms and preferring spontaneous actif@immes, 1993: 173); Grotowski
calls them "chaotic, aborted works, full of a stlezhcruelty which would not scare
a child, ... which only reveal a lack of professibskill, a sense of groping, and a
love of easy solutions” (Grotowski, 1969: 86). Thest influential avant-gardes,
however, emphasized thechniqueof the shamanic actor: "Cruelty is rigour"
(Artaud, cited in Grotowski, 1969: 93). The '60sieterculture in America "folded
up" because "there wasn't enough competence, eqagision, enough
consciousness" (Grotowski, 1987: 31). Bailey aldmmawledges the need for
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"techniques, stringent discipline and commitment strong belief and aptitude"” for
the actor to emulate sangomas (Bailey, 1998: 196).

Thus an apparent contradiction is at the coretoéktheatre: despite Gcaleka's call
to obey dreams and disregard writing, shamaniopadnce requires not the
abandonment of form and language but its fulfilm&ihe philosophical aspect of
this contradiction is explored in chapter 1, in aityng Derrida’s reading of Artaud.
The practical implication in the making of theasehat the truth of the shamanic
presence is reliant on the apparent falsity andharshess of illusion and technique;
transcendence relies on lengthy and repetitivegoedion. For example, Etzel
Cardefia and Jane Beard cite research into théditveen facial muscles, bodily
postures and emotions; "changing facial expressati®ut any association to
emotional labels and thoughts was more effectiae thinking about personal
memories associated with these emotions” (CardeBaad, 1996: 35). Bailey
notes a similar process in his work: making a satardrouse emotions (Bailey
1998: 196-7). Cardefa & Beard (1996) call it "tfuthrickery”. Grotowski notes
that the tension between the performer's consaonsol and animal instincts
"creates a contradictory and mysterious fullne&'ofowski, 1987: 36-37) — the
charismatic presence of the actor.

This appears contradictory because of an ideaethatged with western modernity:
the idea that truth is internal and spontaneoudievidodily technique is associated
with falsehood. Jane Taylor (2004) traces the @hiftotions of truth brought on by
the Reformation. A main target of Martin Luthertaek on the Catholic Church was
confession. Taylor notes that confession was a@ubming of sins that precipitated
forgiveness; it was only in response to the Refdionahat the more contemporary
practice of "furtive whisperings undertaken in alsded confessional box" was
instituted (Taylor, 2004: 8). In other words, "ces$ion” belongs to a regime of
truth-telling that has similarities to the proclaia of the Angel's blessing (Derrida,
1993: 29; see chapter 1), the sangoma'’s verbaboutgs and prayers (Bailey,
1998: 193), and testimonies at the TRC. With thioReation, however, "the truth

of the self [became] associated with conscien@etdirain within, that which is
unseen" (Taylor, 2004: 11); truth came to be latatehe private as opposed to the
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public*

Taylor cites the example éfamlet in the "Mousetrap” scene, "the suspected
murderer [Claudius] is observed throughout theqrernce [the re-enactment of the
murder], and his responses are read for tracegoiltg heart" (Taylor, 2004: 14).
The assumption is that the internal burden of gnist show externally — if
unrehearsed. The spectator, not knowing what teaxmust react with truthfulness.
The actors, however, were derided by Hamlet forraoming up grief and tears
without an authentic source (Taylor, 2004: 14). &eked action is pretence, which
is abhorrent. Acting as a profession came to be s&th suspicion.

The body was thus read for signs that point taatetruth. Taylor then traces how
truth-telling in western modernity developed withesitific methods: the truth of
personhood could be read off the body through ¢ibobservations such as
fingerprinting technology. Within this regime otith-telling, then, théVlumbo
Jumbostory appears dubious, partly because sciengifitstproved that the skull did
not belong to Hintsa, but also partly because Geddeperformance did not come
across as sincere, authentic. At their first mgetBailey found his "naiveté ...
pathetic”, and his two main actors shook their Besidhe chief's ranting (Bailey,
2003: 94). His performance failed to convince Hiseyvers. Later Bailey became
aware of Gcaleka's previous charges of forgergntiw he's a bit of a conman and a
power-monger and an opportunistic businessmanthlyift of the gab”; and the
amaXhosa leaders claimed that Gcaleka had notaghat name (Bailey, 2003: 96).
In short, Gcaleka is something of a "fake".

Yet Bailey focuses on a different framework foredatining the truth: Gcaleka's
authority — his competence — rests on his shangaegence, his performing the
required action with precision and to great effBetiley describes his "affecting
physicality" in "the way he talks, the way he flgngis arms about, the way he
touches people" (Bailey, 2003: 97). He performsritual of sacrifice, and the cries
of his sacrificial ox "will signify ancestral appral” (Bailey, 2003: 101). Against the
charges of Gcaleka being a charlatan, Bailey cosmiti the Spirit of the Xhosa

“See chapter 2 for the discussion on constructionsegdriate/public separation.
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Nation chose a rather gregarious and offbeat mgesgwho are we to question?”
(Bailey, 2003: 96)

The etymology of "shaman" is the Manchu-Tungus vsanchan deriving from the
verbsa— to know (Karafistan, 2003: 151). Shamanic knalgkeis revealed "in an
ecstatic manner" (Grimm, cited in Karafistan, 20031); its truthfulness cannot be
tested through rational means: it is beyond csiticiYet it can be traced and named:
Gcaleka's dream is an instruction that came fraraticestors. Similarly, the truth
that an actor can access is, for Grotowski, alsanoestral origin.

Grotowski proposes that the actor's competencevsllom'® to access the originary
moment of creation. By working with precision ansaipline on technique and
artistry, an organic realm opens up to the actarevine can explore not only
himself, but also the person(s) through whom théas passed. For example, an
actor sings a song; but if he learnt the song finisrgrandmother, then "who is the
person singing the song? Is it you?" (Grotowsk87:8B9) The actor's impulses
explore not only himself, but also the grandmotieger. The tradition can be traced
back further:

You have the song, you must ask yourself wheregtl. Perhaps at the
moment when a fire was tended in the mountainsyevb@meone was looking
after animals, he began repeating the opening wtwdeep warm. It wasn't
the song yet, rather ... a primitive incantatioat ttomeone repeated. You look
at the song and ask yourself: Where is this printagntation? In what
words? Perhaps these words have already disappearmgerhaps ... someone
else has developed what the first person sangif Bat possess the ability to
go toward the beginning of the song, then it'samgér your grandmother
singing but someone from your ancestry, your cguyur village ...
(Grotowski, 1987: 39).

The actor's presence, beyond mimetic fidelityhesresult of tapping into an organic
tradition; in an old French saying, you are somé&psen; and "if you are the son of
the person who sang the song for the first timéhat's the real image of the
character" (Grotowski, 1987: 40).

The truth of the shaman/actor is at odds with #temnality that has come to

The choice of gender does not only reflect Grotowskiiting, but it is also chosen in light of my
interpretation of Grotowski's theory below.

98



dominate modernity. Liz Mills (2004) locates thest@mology of theatre within a
tradition of orality, rather than a literary tradit; its "creative essence" is "original
being". The immemorial (Lyotard) nature of sham#hmatrical knowledge makes it
possible to recover the past — the original songthe present.

Performing for the Father: the blind spot of truth

One is left with an impasse between scientificdtrand shamanic truth. The stake
involved is similar to that of Gcaleka's quest: wilsahe truth about the skull that he
retrieved? (A rhetorical question: if Hintsa's &pg appeased by the return of the
skull, what about the spirit of the Scottish wontarvhom it may belong?)

Is the truth recoverable from the corpse of Fridag,African whom Defoe silenced,
and whom Coetzee tries to restore? Is it only recale in an African epistemology
and an African aesthetics; is it only recoveralsl@ &ruth of the Spirit? If that is the
case, why does Gcaleka perform as a Caliban, vikewJbnes) curses and attacks?
Towards the end dMumbo Jumbpafter a caricature of the scientists' announcémen
about the skull, Gcaleka interrupts the scene withng, ranting speech:

Gcaleka: ... What is your clan? You cannot dreacutiblintsa, he's not your
clan. ...Who sent me to overseas to fetch the hisatithe scientists or the
Spirit? ... Why you want to keep my grandfathe€adf That body's got no
head for one hundred and sixty-one years, carel yakr head? Won't take me
five minutes. You're playing with his head, whesgour respect? My Spirit
doesn't play! Why you think everything not coméhtig this country, how
many people must die? ... | can challenge any aran Spirit! | can turn whole
of South Africa upside down in five minutes if mpift getting cross. ...
There's gonna be a big calamity in this countryyrgobe your [the amaXhosa
chiefs’] fault. The Spirits of our forefathers dighting. This is war! You are
the enemies. (Bailey, 2003: 142-3)

Like Jones, shamanic presence operates under sterrségnifier of the phallus:
however sincere the intention, Gcaleka's performatigplays aggression and also
impotence (see chapter 2). It demands, but doesealite the impossibility of

satisfaction. The phallic signifier is clearly iparation in Grotowski's text.
Grotowski stresses the competence that must preékbed®ganic process of
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accessing the originary truth, the impulse thargui@es theatrical presence. But
what is this competence?

The overriding concern for an actor, Grotowski egs, is to arrive at a place
where "you are someone's son"; to realize that'gcen't a tramp, you come from
somewhere, from some country ..."; and if you axesomeone's son, "you are cut
off, sterile, unproductive" (Grotowski, 1987: 4@ne cannot dream of Hintsa's skull
unless one is in the Hintsa clan. The questioredinical competence leads
ultimately to the question of "your competence"réAou a man?" (Grotowski,
1987: 40)

To be a man, writes Grotowski, is to be "conneetét the vertical axis", to stand,
which means to be vigilant (Grotowski cites thisrdvas a Biblical reference), to
have conscious control (Grotowski, 1987: 36). Temdtmeans not to fall over —
losing your balance (because of incompetence,datichnique), losing your
uprightness, your moral and spiritual steadfastn&gsare told that language
distinguishes us from animals; language enablestmtake greater control of his
environment. Theorists propose the erect postueekay event in human evolution,
and one of the results is the increased emphasgybhas the primary sense
perception. Falling becomes an indication of logimgcompetence of man as a
spiritual being — the Fall of Man necessitated neplgon, the Angel's blessing; and
"the blind are beings of the fall, the manifestatédways of that which threatens
erection or the upright position (Derrida, 1993).21

Shamanic presence can thus be translated in psyalytia terms as: How stable is
your sense of “I"? Freud states, "the beginningsebdion, ethics, society, and art
meet in the Oedipus complex” (Freud, 1919: 260)l é&splore in chapter 1, the
Oedipus complex is the crucial event in the fororabf subjectivity. In more recent
psychoanalytic theory, the same question may lstated as: How cleansed of the
abject is your subjectivity? (see chapter 1, pT&) horror of abject, which shows
me "what | permanently thrust aside in order te'ljus felt in confronting the horror
of (for instance) a corpse — the abject which ming to "the border of my condition
as a living being", the abject which is death aatjust signified death or the idea of
death (Kristeva, 1982: 3). The cadaver's root vi@oddere to fall; the bodily
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wastes that | drop enables me to live, "until, fioss to loss, nothing remains in me
and my entire body falls beyond the limitadere cadaver” (Kristeva, 1982: 3). If
ritual "must aim to resolve some tension and stuista situation of equilibrium"
(Layiwola, 2000: 128) — in other words, if the posp of ritual is to resolve some
fundamental contradiction in humanity, it is ultirely the definition of "man" — and
the fragility with which this standing definitios constructed — that ritual (and ritual
theatre) must negotiate. Kristeva writes of religamd art:

The various means giurifying the abject—the various catharses—make up the

history of religions, and end up with that cathesir excellence called art,

both on the far and near side of religion. (Kristel982: 17)
If body brings me inexorably towards the horrotle# abject, what religion (and art)
tries to purge through catharsis is my body. Lyshtar The Inhumar§1991), traces
the blind spot in western thinking and developndriechnology: the distinction of
life and death (on which the sense of "I" depemuizy be a defence against thinking
the breakdown of this distinction. Lyotard writéfste possibility that one day, for
instance when the sun (four and a half-billion gezld) expands and causes the
death of earth itself, not only life will be brougb and end, but the event will be the
end of death as well, since after such an eveatetwill be "no more thinking able
to reflect upon that moment as being the deathetun" (Tachelet, 2000: 88).
Artificial intelligence — a technology that tries think without the body — may
therefore be a defence against the possibilithefend. Jettisoning the body
ostensibly allows a thinking that can carry on withthe abject.

Is it possible that religion is also a technololatttries to cheat the inevitability of
ending, repressing the fear of absolute loss,itd tvithout the body? In an
interesting parallel, Sandra Kemp describes gradeiincing as an attempt to render
the body immaterial, for the dancer to "just thaibout the music" and forget the
body (Kemp, 1996: 158-9).

Freud interprets this repression not in the futbtg,in the immemorial past. The
sacrificial feast of totem animal- the slaying and eating of the animal that holds

®Ethnologists have noted that "primitive men" refettteir totem also as "ancestor and primal father"
(Freud, 1919: 218-9). Freud thus draws a paralleldet the sacrifice of the totem animal and
parricide — as explained in this paragraph.
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spiritual power of the community — is, for Freudsubstitute and commemoration of
an original murder of the ultimate figure of powEreud cites Charles Darwin's
concept of a primal horde, "a violent, jealous éativho keeps all the females for
himself and drives away the growing sons" (Fre@,9t 235). But this social
structure is not observed in any human societys ffreud induces, from the
sacrificial feast, an event of murder in which éxpelled brothers, both envious and
fearful of the father, "joined forces, slew and e father, and thus put an end to the
father horde" (Freud, 1919: 235). The brotherstadather out of a desire to

identify with his power (Freud, 1919: 236).

The totem feast ... would be the repetition androemoration of this
memorable, criminal act with which so many thinggdn, social organization,
moral restrictions and religion. (Freud, 1919: 236)

The feast — of the totem animal, and similarly Bueharist feast of Christ's body —

thus establishes the social organization of ideatibry kinship:

If one shared a meal with one's god the conviotias thus expressed that one

was of the same substance as he; no meal wasdtepefrtaken with any one

recognized as a stranger. (Freud, 1919: 224-5)
It is thus significant that Gcaleka derides theststs for not being able to dream,
because they do not belong to the clan. His shantarth (the calling of dreams, his
performance, his execution of sacrifice) is thug=®ension of how his identity, and
the identity of the community, was constituted. Elisnpetence as a performer is
linked to his competence as a “man” (Grotowski, 3eE00). Grotowski’s definition
of a “man” — of personhood — involves locating aiewithin a fatherland (if you
are a “tramp”, you are “not someone’s son”, youndobelong to “some country”,
you are “sterile” — see p.100). Freud's analysitheforigin of social organization
perhaps traces the flipside of this personhoodrédfeztion of the “stranger” (who is
not a son of this land) allows for kinship — orntigy.

Why is the father/god killed, but then commemoraté¢hat allows the act of

It is also necessary to comment on the problematiceaf Freud’s Totem and Taho#slthough
the patronizing Enlightenment model of cultural elepment, from the primitive (supposedly
found in contemporary aboriginal populations) tortedern (supposedly found in the superior
European societies), did not originate from Freuslwriting on the psychic life of “savages”
nevertheless operates within this model. In citing Peetaxt, | do not aim to draw on its
anthropological knowledge, but the psychologicalghts it may give.
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parricide to become the cement of social orgarinadind personal identity? Even
though the brothers transgressed patriarchal atyhtire parricide was performed
out of both fear and envy for this authority. Resaful of their act, they instituted
prohibitions in the form of taboos (in the narratof the primal horde, it is the
father's women whom the brothers denied themse(Fesyud, 1919: 238). The
taboo, which cannot be touched, points towardsitietean and yet also the sacred
(Freud, 1919: 32) — the murdered father both hatetrevered. Repression (a
psychic echo of taboo) thus upholds the law ofpieiarch; the Oedipal complex
and the repression necessary for the formatioredfgmhood allows the entrance
into the patriarchal symbolic order. And this happéhrough language. This link
between language and the psychic narrative ofdnecmle is traced by Derrida in
his reading of Artaud. It becomes possible to reddud’s theatre, and his quest for
an originary language, as a confrontation withfétber — the author-god, the seat of
originary truth:

the idea of a theater without representation rmgeus to conceive its origin,
eve and limit, and the horizon of its death. .edence, in order to be presence
and self-presence, has always already begun tesept itself ... Which means
that the murder of the fatfémwhich opens the history of representation and the
space of tragedy, the murder of the father thaaut in sum, wants to repeat
at the greatest proximity to its origin butly a single time- this murder is
endless and is repeated indefinitely. ... [In @$-presence] it erases itself and
confirms the transgressed law. (Derrida, 1978: 249)
Even though the performance re-enacts a transgressa death of originary
wholeness that gave rise to representation — adasequent re-enactment confirms
the law. The presence of the actor — who, "likdinis burnt at the stake, signal[ing]
through the flames" (Artaud, cited in Derrida, 19789) — is a repetition of the
original parricide; the actor's competence allows te-enactment. The body,
however, is the casualty: it is burnt (prohibiteghressed, abjected) in

commemoration of the death — the loss — at theroofypresence.

The competence of a performer, "the exemplary salgect as adequate to the
paternal function", therefore depends on "a negadicdhe heart of subjectivity — the
lack that is fundamental to the constitution ofntiy in the symbolic order ... "

™T]here is always a murder at the origin of crueltya parricide. The origin of theater, such as it
must be restored, is the hand lifted against the abugrider of the logos, against the father..."
(Derrida, 1978: 239).

103



(Rimmer, 1993: 209-210). The body of a performestage

acts as a place where the audience fantasises ket of represented image
using it as a type of mirror that allows for tramshation of the everyday body.
The external representation is then the place iohwthe audience constantly
refers to sustain their identity. (Rimmer, 199390
Ritual theatre transcends everyday reality, buivitson of the invisible" (Derrida,
1993: 29) is not the rupture of the image-screaiher a blindness (castration) that is
the condition of visibility, a deference to "inigible father who begets being as well
as the visibility of being", the patriarch(al lattat "remains as invisible as the
condition of sight" (Derrida, 1993: 16). Shamaniegence is theonfessiorof this

debt to the father.

Ritual, atonement and communion

Besides the performer's competence and shamarsenre, ritual theatre also claims
to effect transformation in the audience. Innegsdhat the most common link
between the avant-gardes and ritual is in the comiaeal of "community":

ritual is defined [by the avant-gardes] as an acdtowhich all the members of

a community actively participate, one which symaally or even actually

transforms the status and identity of the groufinnes, 1993: 174)
Bailey's primary critique of western theatre istthiedoes not bring us together in
communion” (Bailey, 1998: 191). Such communionasassary if ritual theatre is to
effect the transformation that it promises. Notyombuld the shamanic actor plunge
into the unconscious, but also lead the audiermegahe same journey: the actors
would "set the audience alight, to take them couarjey” (Bailey, 2003: 80). Bailey
takes Artaud as his model in this regard. CitirggrfiTheatre and the Plaguke
programme note of Baileyisi Zombi?(1998) compares his ritual theatre to Artaud's

vision, which "unravels conflicts, liberates poweardeases potentials, and if these
and the powers are dark, this is not the faultafpe or of theatre, but of life"
(Artaud, cited in Bailey, 2003: 40). Innes notes same tendency in the avant-
gardes inspired by Grotowski: "Their ideal wasdoreate a shamanistic
performance exorcizing the 'disease’ of the comiyumithe form of taboos,
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hostilities, fears" (Innes, 1993: 180).

Bailey's productions tend to seek out the traunwna, or disease of a community.
iMumbo Jumb@merges out of the restlessness of an ancegtoitsand the dispute
within the amaXhosa over a sangoma who seems &n reposterlpi Zombi?

brings to light the events of the Kokstad witch ten1995.The Prophe{1999)
focuses on Nonggawuse, the prophetess who insligadss cattle killing that broke
the strength of Xhosa resistance against Britighemalism.Big Dada(2001)
satirizes the brutal regime of Idi Amin in Uganttestead of hiding what some
would consider shameful to the community, Bailemdps the sores out in the open.
Artaud sees plague as a means of bringing soaipaychic crisis to its breaking
point:

It seems as though a colossal abcess, ethical s asusocial, is drained by
the plague. And like the plague, theatre is callety made to drain abcesses.
(Artaud, 1970: 21-22)
Ritual theatre thus intervenes at moments of caiststrauma. The role of ritual as a
mediator of crisis is widely evident: Khabela déses the Nonggawuse cattle killing

as a manifestation of a belief in the coming otw rstate, where

[rlisen Xhosa warriors who had died in colonial svarould drive all white
settlers into the sea and the new Xhosa culturmidef the whiteman's
interference, will be instituted. (Khabela, 1994) 8
The prophecy was a call for cleansing, not onlgatfle that were infected by
imported Friesland bulls (Khabela, 1996: 67-68},dis0 the plague of widespread
mortality, from warring against the British, frormallpox and tuberculosis, and
from famine. Belief in resurrection thus strengtseém reaction to the pollution of
death in "the whole of Xhosa existence" (Khabe®#®6t 81).

Thus the violence of ritual has as its aim thearegion of balance in the community.
The disease which upsets the harmony of a commisnditributed to the
community's failure to maintain good relations wighmata(God in isiXhosa) via
ancestors as mediators. Any "antisocial behaveancery and irresponsibility [and]
failing to do the family rituals and to display haneness towards others (ubuntu)”
are seen as threats to such harmonious relaticsng are "vehemently opposed
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by society” (Mtuze 1999: 46).

Qamata is the God of the whole community. It iseéf@re imperative that the
whole community and the whole nation behave in whgswould be
acceptable to him, failing which retribution andpa censure would follow
on the whole community. (Mtuze, 1999: 46)
The TRC, as repeated rituals of confession, aimethieve a similar state of
harmony and communion. From a Christian perspe¢titfecially the majority of
South Africans are Christians), confessing at a Tie@ring led to a healing of a
divided Christian brotherhood (Praeg, 2000: 268 TRC can deliver South
Africans from their sins and restore a unity in i§twhich can also be understood as
a "previous autonomy" —raconciled nation, a kind of Edenic original st&t&rom
an African perspective, confession (and its attehftagiveness) was "atual re-
enactmenbof the social bond" (Praeg, 2000: 275) — a resitoraf community.

On the link between personhood (one's competenae'msn™) and community,
Praeg offers a complex argument. He distinguisleésden Christian and African
discourses of confession, forgiveness and commuhitg Christian brotherhood
(koinonig is constructed upon a conditional exchange: f@mess is granted on the
condition that a confession is made, and this exgbaestores the social bond
(Praeg, 2000: 274). Africambunty or the dictum "I am because we are", demands a
more circular process in which both confessionfangiveness are imperative for
the social bond (Praeg, 2000: 275). While the risfi@onfession in the former is
enacted according to a transcendental (the sgif#weof the need for sacrifice to
exculpate), and is applied individualistically (tiefusal of forgiveness does not
negate the personhood of the confessor), the ofuadnfession-forgiveness in the
latter establishes the condition of African persmthitself. The failure to perform
this ritual (either by refusing to confess or togiwe) would leave the individual in
an "existential vacuum" (Praeg, 2000: 270), becauséuntu, neither the individual
nor the collective is prior to the other: | &racausave are (Praeg, 2000: 275).

However, while Praeg draws out the differences@sé two discourses, Khabela

®praeg analyzes "the politics of return” as a discarsdnstruction which promises a return to
African values unsullied by colonialism (Praeg, 2080). The prefix "re-" seems to postulate an
ideal original state.
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and Mtuze seem to place them on a continuum. Thayt put the similarities
between Xhosa and Biblical spirituality (Khabel@9&: 4; Mtuze, 1999: 3), and
Khabela traces the millenarian tendency in Xhosalpecy that clearly echoes the
Christian logic. In response to crises in landiwel and power, the Xhosa sought
"release through an act of atonement" (Khabela 13p@tuze specifically links the
practice of ritual sacrifice to the New Testamesfirdtion of atonement (Mtuze,
1999: 11).

I will not attempt to resolve the differences; hawee the outcome of either

discourse seems to be the same. In seeking atohé&nerwrong — in cleansing
society of its disease — it is atrement that is sought; the oneness of the community
establishes the possibility of transformation.

Ritual theatre seeks the same oneness that enebisformation to occur, not only
by the performer's delving into the spirit realrat by "healing the disease" in the
audience as welf A performer in ritual theatre therefore does motaich perform
for an audience, as performing with an audienceéhfergaze of another. Matthew
Goulish, of American experimental theatre Goatndladentifies this other as "the
phantom audience" (Goulish, 2000: 16). To arrivéhiat notion, he first re-cites the
story of a Jewish rabbi performing the ceremonthefkindling of lights in a
concentration camp during the Nazi Holocaust. Hidorwas confronted by an
offended fellow Jew, asking how he could say tles$ihg that God has "kept us
alive, preserved us, and enabled us to reachébsos", when they were surrounded
by death. The rabbi replied that he did hesitatatothe blessing; but then he saw a
vision of a large crowd of living Jews gatherindnimel him, phantoms that re-
affirmed the blessing of life even as death perdaéeom this tale, Goulish draws a
parallel in the theatre:

You perform for a different audience — for the pioam audience.
Although they are not present like the others, &y much closer attention.

¥This echoes Freud's analysis of modern psychologicalales an identification between a neurotic
hero and an audience also with neurosis (see chbgte22). The performer/audience relationship
in ritual theatre may apply, to a certain extem@alt theatrical performances, and indeed Karafistan
(2003) and Cardefia & Beard (1996) try to link shasrarwith not only avant-garde theatre, but
also to acting in general. Simply by taking cogncaof such textual links as this, as well as the
links between different religions that Khabela andiat attempt to draw, one can see shamanism
as a discourse premised on a universality (a onenessytraides differences.
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Think of how profoundly influenced you have beengayformances which
took place before you were born, which you hag beard about, or
even imagined.
Were you not then part of the phantom audienceiagr?
When you are gone, will you not return in the meyreudience, departing?
(Goulish, 2000: 16)
Goulish's notion of the phantom audience is rentdykelose to African notions of
the ancestors. A living person is not conceivedifiorth, but arrives in the realm of
the living from a spiritual realm. After death, joéns the realm of the ancestors, who
mediate between the living and God and is thuséisééo the harmony of the

community. Bujo describes the centrality of theestors in a community:

The ancestor constitutes the unity of the commuanity represents the pivotal

point from which all actions of the members of anctake their dynamism and

legitimacy. (Bujo, cited in Mtuze, 1999: 47)
The communion of ritual theatre is legitimated bg phantom audience; its claim to
having an efficacy on the (living) audience depewowishis other, a belief — a faith —
that we the living arseenby them. For even as we are blind (part of thedge of
blind men that Derrida identifies — see chaptee®gn as the truth is invisible to us,
we can be assured that we are watched over, betteiagnamnent, the suffering of
the sacrifice (of the animal in a ritual, of thefpemer in ritual theatre), is an image
of the larger communion to come. It is no co-inaicke that both Xhosa and Christian
spirituality postulate mediators between God armdithng: it is the screen on which
the image of oneness can be projected; they g@sraommunity.

The imposition of oneness

Yet the efficacy of ritual theatre is disputed. tha one hand, there are those who
insist that the theatre is a space for representagixcluding the possibility of theatre
thatdoessomething to an audience. On the other hand, ignssire posed to the
premise of ritual theatre: what effect does shampresence have on audiences, and
is it ethical? (See chapter 1, p.41, regardingitsth)

Gcaleka's failure to fulfil his mission is a cageitual's ineffectiveness against
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rationality. Another example is the failure of Bails ritual theatre to "set the
audience alight" (Bailey, 2003: 80) — except inady furore of debate — in the
controversy caused by the last performandadoimbo Jumbat the Baxter Theatre,
Cape Town, 2003. Towards the end of the evenicyjcken was sacrificed on
stage, propitiating and thanking the ancestorse&usof transporting the audience
into a spiritual reality, several spectators walketlof the theatre, feeling outraged.
The debate spread to the press, public respongsessseed by Bailey and the
Baxter Theatre, and the Cape Town Society for teedhtion of Cruelty to Animals
(SPCA) officially laid charges.

The sangoma ceremony that caused such controgeasylanned part of the
production (in a scene called "Rites" — Bailey, 20038), complete with the smoke
of mpepha(sacred herb), candles, drumming and chantingtheuthicken is not
usually slaughtered, only blessed by the sangom@sedurned to the crate. In his
public reply, Bailey explains that "where all otfo@remonial details were strictly
adhered to, this felt phoney" (Bailey, in The Sty Aug 2003). It would seem that
Bailey wanted to use the last opportunity in Capwil to "do it right", to ensure the
efficacy of the ritual.

The dispute clearly reflects a larger dispute reéigarthe nature of theatre. The
SPCA protested against the act based on "the modarstanding that the slaughter
of animals should not be a public spectacle” (Bottin, in Kemp, 2003). A reader
writes to the press: "It is entirely indefensildekill any animal ... in the name of
entertainment. ... African theatre is no differfotn any other theatre: it is intended
to reflect life, not replicate it" (Bird, 2003). Ather reader writes: "If there is to be
outrage | think it should be that Mr Bailey hasrs&eto reduce the sacred to
performance art" (Berkman, 2003). The emphasi$ieatte being "public
spectacle”, "entertainment” and "performance asitigs to an unfamiliarity in the
general theatre-going public with twentieth-centdeyelopments in theatre and
performance, especially the avant-garde (the mistidee phrase "performance art"
is telling). But more importantly, these views pdim an insistence on constructions
of truth in theatre: the stage is a public spacmake-believe, hence unable and
inappropriate to show the private, where truthdesi(see chapter 2). Also, there is
to be clear separation between art and life. Whatikkémann (2001) proposes as an
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African aesthetics — the continuity of life and aiis thus rejected. This is one of the
arguments used as a rebuttal: if Cape Town is iit&fthen the theatre should
follow African ways. Guy Willoughby offers this adyais:

One understands, of course, patrons’ shocked oeactit is because the
theatre, like the gallery a hallowed, charmed spa&®estern culture, became
for a moment something else altogether: that sphg&ualised sacrifice from
which all theatre, in ancient Greece, actually me@@/illoughby, 2003b)
The bias of western rationality against rituallsacly seen in the SPCA's response:
"Whether it's an act of cruelty where people attingjin an audience, or an act of
cruelty in somebody's backyard, it's something Weatake very seriously"
(Bodington, in_ The Citizer?2 Oct 2003). This view admits no possibility afath in
ritual, wherever it is performed. No wonder thdrattaccusations of cultural

insensitivity and racism were voiced in the furore.

This perhaps reflects the clearer lines of dividietween races and wealth/poverty
in Cape Town. The situation in Johannesburg i®dbfit. Choreographer Johan van
der Westhuizen presentdbmkhubulwan#2001) at a dance festiv&lIn this work

a Zulu ritual for rain, associated with fertilitwas performed by sangomas who
entered into trance. According to David Thatanetwilfof Moving into Dance
Mophatong (MIDM), the sangomas were in deep spogsession so that Van der
Westhuizen ran frantically to prevent sangomagiglbff the stage (April, 2002:
50). A substantial portion of the audience feltaméortable and angry, and walked
out of the performance; those who stayed were snodilte South Africans (April,
2002: 52

April summarizes the objections of the mainly blackmbers of the audience who

walked out, after conversing with some of them:

- The performance of sacred African dance ritualsau belong on stage as
it undermines the cultural values of certain Africacieties.
. The performance of sacred African dance ritualsdud belong on stage if

The FNB Vita Dance Umbrella, at University of Witeegrand Theatre in Johannesburg, 2001
(April, 2002). This festival mainly takes place at urltheatre spaces, and emphasizes original and
innovative choreography; in other words, it takexcplin an explicitly theatrical context, as
opposed to anthropological or religious contextssudh categorization of contexts can be made.

2t is interesting to compare this phenomenon to idumbo Jumbaddresses explicitly a
predominantly white audience.
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they are to be performed with lack of understan@ind sensitivity as it will
result in cultural values of certain African so@stbeing undermined.
- The sangomas are making a mockery of African celtur
(cited in April, 2002: 52)
While the performers have unquestioned competenperform the ritual (they are
real sangomas), it is interesting that the spa¢keoperformance rendered their
presence a "mockery". The theatre is identifiedblagk audience members as a

western space where African rituals will inevitably made profane.

Zakes Mda observes that it is generally white plagis "who have ventured into
using African rituals on the theatrical stage. Rkastill hold these rituals in awe"
(Mda, 2002: 286). The Johannesburg-based MIDM Inaade theoretical and artistic
interventions into the problem of ritual and theaby raising awareness of the
dangers of appropriating ritual. This discourseihame ways set the parameters
for contemporary dance fusion in South Africa, s$jpeadly in Gauteng. Sylvia
Glasser's (founder of MIDM) paper, "AppropriatiomdaAppreciation®? encourages
sensitivity to aesthetic values in different cudtsiand political contexts, warning
against trivializing rituals and presenting theninappropriate contexts. Since fusion
is inevitable, Glasser's emphasis is on how theogpation of ritual for stage can be
done with understanding and a "respectful and Be@sattitude (Glasser, 1997: 88)

— in other words, ethically.

What did this mean in practice? In making the damoek Tranceformationg1991),
Glasser identified the main problem as how imadesan rock art should be
translated visually and in movement. Her soluti@swo correlate choreographic
devices with the experience of San ritual: sinsdufjerimposition is a consistent
part of shamanistic art”, Glasser choreographecetta of activities on stage
simultaneously (Glasser, cited in April, 2002: S8he did not attempt to reproduce
the ritual on stage. The production designer, SRi@terts, similarly created a set
that did not provide a realistic ritual settingt bather referred to the trance
experience of San rock art. She cites as motivatastly modernist aesthetics, and
partly the need to eschew presenting the dancemmsdpriately costumed animated
museum pieces" (Roberts, 1991: 17). Thus in tls¢ $tene, for instance, panels of

22This paper has been presented at various times and plaeeersion | cite was delivered in 1997.
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acetate with translucent collages of rock art insagere flown from the flybars, to
suggest the "incandescent, shimmering" images peta the first phase of trance
(Roberts, 1991: 22). To "suggest" is the keywonahié seems that both
choreographically and visually, the work did ndeatpt to effect a ritualistic
transformation in the audience, but rather refetoeal shamanic experience which
can only be suggested on stage. Unlike ritual the#ierefore, MIDM's approach
maintains the difference between the artistic (étive) nature of the theatre space,
and the sacred nature of the ritual space. Risuidus brought to a theatre audience
through the mediation (screen) of art, sidestepfhiecanxieties surrounding ritual
theatre. Perhaps Glasser's approach can be contpahed of Bill T. Jones; there is
little doubt that the primary experience both amoffer is an artistic experience, in
other words, for the audience to see their woraraand to know it to be art.

In comparison, ritual theatre is far more provogaatin its attempt to upset the
representational framework of theatre. So in Caperil Bailey's play was seen as
heralding the presence of "African belief systethat] have not been diluted by
colonialism and the evangelic missionaries of &t two centuries" in spaces
previously dominated by white people — both theatr@ suburbs (Mangxamba,
2003). In Johannesburg, Van der Westhuizen's piasamwas seen as threatening
the sacred nature of the ritual, inappropriatelpding real ritual into the theatre.
Yet, despite their differences, both these reastmonstruct a purity of African ritual
that cannot or should not be sullied, "diluted".

It is against this purity — the oneness that rigesks — that critique can be made.
Because the effect that shamanic presence putpdnts/e on an audience is one of
communal transportation, it risks imposing a forcechmunity where dissent may
be quashed, or simply not made possibleMumbo JumbpGcaleka states: "Do you
know what's my vision of Africa? It's that everylyadust follow his Spirit" (Bailey,
2003: 132). Before this seemingly democratic statens made, Gcaleka tells a
story about speaking to a British man:

| ask him a question: "Who was the first writetlie world! Who introduced
everything must be writing down?" He say: "The @s&." | ask him: "If our
policy is not to write, our policy is to dream, vl you say?" (Bailey, 2003:
132)
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A clear opposition against rationality is once agabnstructed in this speech. He
then comes into the audience and addresses aajust spectator: "What is your
vision of Africa?" On the day that | attended teduction, | happened to be the
spectator to whom this question was addressedispeted my answer (here
paraphrased): "Africa is a place where if you daglitee, you're not welcomed." My
feelings of embarrassment and anxiety about reglgirt loud were not only because
of the content of the question, which | felt contd too many assumptions (such as
the notion of "Africa") which needed unpacking; Ithug act of questioning also
positioned me as a potential contributor to theasfep“spect-actor” with lines to
speak), a show which | did not want to ruin by pgithe "Spirit". It was in effect
not possible to answer in the contradictory to iSpito laugh alone is to be
embarrassed (see Kemp, cited in chapter 1, p.1éyelwas a compulsion not to
stand apart from the community, even if | felt asvethically warranted, even if |
wanted to.

Was this just a case of my being over-sensitive® WMay own pathology? | have
cited Salverson's experience (see chapter 1, sBé&)was compelled to state
explicitly, "We are one", even though internallyestbjected. The performance
already pre-determines a totalizatfdihe 1960s avant-gardes frequently subjected
audiences to an enforced ecstasy. Innes citex#meme of Schechner3ionysus in
69:

... Dionysus repeatedly announced, "It's a celabraa ritual, an ordeal, an
ecstasy", and the audience were encouraged tétf@rcommunity™ by
stripping and dancing with the performers as atp@sact, even though by the
time this level of participation was reached theugrhad a negative
significance in terms of the play, mindlessly foliog a megalomaniac quasi-
fascist leader in acts of violence. (Innes, 199%-6)

The Living Theatre gave rise to similar anxieti&seview ofMysteriesin Time
notes the aggression and latent violence that baek énto the group's work; and the

precision with which they rehearse and perform sofribe scenes feels so
"impersonal ... that it most resembles a comparfgreen Berets", as opposed to the

3 Even though Salverson proposes a different soltiovhat | will propose in this thesis (her
solution seems to tend toward strategies for contestiprgsentation), there are obvious
similarities between both reactions against totalizrati
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liberation that the group promises (Tytell, 199392 Robert Brustein finds the
actors "manipulative, preventing the expressioftegdom whenever the point of
view was different from theirs" (Tytell, 1997: 23%atParadise Nowelies on an
"emotional swamping of the audience" (Brusteirectiin Tytell, 1997: 241).
Brustein expresses fear that "people might sweryagcism" (Tytell, 1997: 241).
By the end of the 1960s, Schechner also came ttheetanger in the avant-garde

strategy of communal ecstasy. The same ecstasy

can be unleashed in the Red Guards or horrificiignneled toward the
Nuremburg rallies and Auschwitz. ... The hiddenr ig&chechner] have about
the new expression is that its forms come perijpakise to ecstatic fascism.
(Schechner, cited in Auslander, 1992: 41)
The danger of this indiscriminate ecstasy is evideBailey'sipi Zombi?, a re-
telling of how the death of twelve school boys imator accident led to a mass
witch hunt. Based on a testimony of seeing 50 nakaahen at the accident scene,
the blame for the deaths was attributed to witchbsre were fears that those boys
who were killed were captured by witches as zomtuedo their bidding, rather than
passing on to the ancestral realm. Bailey recoossthe Bhongweni community
was festering with discontent: unemployment, dredeling, exam failure rates and
a spate of car-crashes indicated to the commuméiythe "witches were definitely
up to their high-jinks" (Bailey, 2003: 31). "Catagthe large and small in traditional
African belief systems is often attributed to thesihes: satanic women ... who
harness evil to breed disorder in their commun(Béiley, 2003: 31). The stage was
set for mass hysteria. In the play, Senti, thedeadl the witch hunt, justifies his
actions: "We are cleaning this town, my brothdrpathese cockroaches must go”
(Bailey, 2003: 70) — the (millenarian) discourseclgfansing, maintaining the
oneness of community, and returning to an orignaeity, is evident. The disquieting
thing is: as Bailey and his company toungdZombi?in the rural Eastern Cape,
some audiences believed the actors to be zomipiestagors "threaten violence,
forcing the performers to break out of character iatroduce themselves as
representatives of a harmless troupe from Grahamst(Bailey, 2003: 78). If ritual
theatre succeeds so well in the continuity of ad l&e, that it transports the
audience to an immersion in the reality of anotleafm, so that they "threaten
violence" — just as a mob in Bhongweni perpetrat@lent witch hunt based on

these same fears — then what effect on the audismiteal theatre really seeking?
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And is it ethical?

In a scene from the play, Senti riles the mob gfstio hunt down the witches. As
more and more undesirables are named as witchmsdbminated, the character
Krotch pleads for sensible action:

Krotch: We need evidence, where's the evidence?
Boys: No need for evidence!
No need for evidence!
Krotch: What about the law!
What about the law!
Boys: We are the law! We are the law! (Bailey, 2068)
The Boys' words are telling, for indeed in theistatic reverie (in the narrative, and
the actors in performance), they do constituteradhe patriarchal law of shamanic
presence. The drive towards onenessn@hent) is the phallic pleasure — Eros (see
chapter 1) — that supports "all the architecture .ofvords and knowledge"
(Benvenuto & Kennedy, 1986: 187-8). Under the nmrasimifier of the phallus, the

performer embodies the truth and the law (of thiecfi.

The surplus of enjoyment left over by language bezothe unconfessable
crime which is pursued by the law of the fatherpvugithe upholder of the
phallus as legislative power. The law looks for tifugh, but only to put it
behind bars, to keep truth on the run, from ongieg to another; the truth
retreats and re-appears like a mirror-image maves in an out like waves
lapping on the shore, still it goes on, encordisguised, mute, fading away,
ungraspable. (Benvenuto & Kennedy, 1986: 191)
What is confessable is what confirms the law. Theeder (the original parricide) is
confessed in the form of ritual (sacrificial feasthement) that upholds the (father's)
law. The surpluses — the abjected, the outlawedidieigner, the wandering tramp —
can only be represented to the law in images ttraksa the phallic subject from the
gaze of their true alterity. The representatiothele abjected elements — in a witch
hunt's case, the naming of witches — protects thie from being exposed to their
own hysteria; as more witches are named, thesidlu(image) of cleansing the

community is further re-inforced, and so: encore!
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No pure Africa: contradictions of postcoloniality
VS

A pure South Africa: master-narratives, identity an d community

The problem lies in the attempt to construct a easss in a postcolonial,
heterogeneous society. Some objections to the ehiskcrifice inMumbo Jumbo
were motivated by this contradiction that they senghe play; for example, a
reader's letter to the press describes the plawlasnsical and allegorical ... [which]
relied on rudimentary and fanciful props to coniteynessage", such as "wooden
babies and porcelain dogs and cardboard trees'ritliad of chicken killing was
thus "incongruous" (Bird, 2003).

Bailey's stated artistic intention reflects thisizadiction: “The two realms —
showbiz and ritual — can work together” (Baileyediin Willoughby, 2003a).
Within his commitment to ritual there is also cyiai: does the titléMumbo Jumbo
ultimately affirm or mock the Spirit? (Matshikiza Bailey, 2003: 7) Flockemann
notes

the way Bailey's work incorporates simultaneousigdBtian effects that
foreground the constructedness of the representatioile at the same time
having a decidedly un-Brechtian involvement of élnelience in processes of
possibly cathartic emotional experiences. (Flockema001: 3i4)
The play-within-the-ritual — the dramatic enactmehGcaleka's quest — uses a
cartoonesque style that caricatures the charadotetkved in his story. There is
delicious irony in representing the English Queegleaarly black, clutching an
absurdly large cell phone and a porcelain dogingahierself "This is Queen
Elizabeth two of England” (Bailey, 2003: 130). Jeappears on the crucifix with
outstretched arms, a crown of thorns, and weanmbi® chest a large heart shape
outlined by bright blinking pink lights. He "wiggiehis fingers frantically and
Nicholas bounds up the steps and plucks the rraits §esus’ hands" (Bailey, 2003:
136). The amaXhosa leaders are portrayed by prensemble action, stylized
delivery of lines, and wearing thick white makeauglining eyes and lips, as if they
are clowns. This aspect of the play is often whakes the most impression; one
review states: "IMumbo [sic] Jumbo makes wondeyfelicapist theatre" (Joubert,
2003) — a far cry from the Spirit of ritual theatre
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Bailey is informed by the hybridity that he obsexve reality. On the one hand, he
narrates the mystical encounters which constithiedalling — in 1993 he journeyed
into Zimbabwe; one evening, alone in a river gotgewas approached by a spirit
messenger, "silver-blue and completely covered whht looked like large feathers
or scales". He was "transported away" with thisis@nd saw visions of barrenness
and industrial development on the land. He intéspites experience as the "African
Spirit" showing him the spiritual drought of theath and calling him to work with
the Spirit in making drama (Bailey, 2003: 13). @a bther hand, when he visited
Gcaleka in Nyanga East, Bailey found the chief dfing] court" while a "soap
opera flickers blandly on the TV" (Bailey, 2003:)9Bater, Gcaleka sacrificed a
goat; the blood "froths onto the electric blue levon, and two American soapie stars
kiss on the screen in the background" (Bailey, 20@395). He felt "ecstatic" about
"all this impurity, these minglings, these collis® This is the Africa of today"
(Bailey, 2003: 95).

Is this impurity a reason that Bailey's work offersbme black intellectuals?
Matshikiza describes the objections from "Johanmeps black glitterati”, because a
white man "dared to stray into nervous Africanitery — a mixture of witchcratft,
corrupt tradition and dodgy modern politics" (Maksra, 2002). Bailey does not
appropriate ritual with sensitivity and respech-ether words, he does not construct
African spirituality in terms of a sacred purityn@e other side of the contradiction,
Bailey also does not please those who desire thaatle truth of spiritual ecstasy.
Willoughby records a well-known playwright askifgst question: "Why a chicken?
Wouldn't, in terms of cultural meaning, a goat onchave been more appropriate?"
(Willoughby, 2003b)

The desire for a truth that is purely African iroally reaffirms a colonial
subjectivity:

the desire to re-cover an authentic African episteqgy in order to establish
African philosophy as autonomous subject, ironjcedtiterates Western,
enlightenment notions of the autonomous subjeate He the pursuit of an
autonomous subject the terms of historical oppoesaie necessarily
duplicated in the terms of liberation. (Praeg, 2Gifstract)

Even as the formation of subjectivity shifts aweynh race divisions, the audience is
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nevertheless constructed on the same terms asefterw (colonial) subject; its
autonomous detachment is secured as it castsriipgmtival gaze over the stage.

The belief in truth (of the Spirit, or of culturalsensitive representation) ensures that
its subjectivity is meaningful.

Does this mean that Bailey's theatre, by embratiagmpurity of postcoloniality,
enables reflection on the viewing subjectivity? Bdemanage to push aside the

screen, to reveal the void that shapes the audgedesire for identification?

The answer is no: firstly, the hybridity of postooiality is not in itself a truth that
can legitimate a subject position (makingaiwvful), without the tendency to purge
impurities in securing its identity. The contragbct of Spirit and cynicism or

rationality is not a stable co-existence, but &tislgi tension._ The Plays of Miracle

and Wondercame to constitute an early phase of Bailey's wdrich ended with
The ProphetBailey explains how in this production he pushied hard" the
exploration of Xhosa spiritual beliefs, ritualsngama ceremonies and trance
performance, "burning a couple of the performeBsiley, 2003: 198). He
"withdrew in fear", and "began to question [higjht to work with this material at
all" (Bailey, 2003: 198). Later, iBig Dada the "cartoon cabaret style" and
"grotesque buffoonery” became the modus operandidWghby, 2004). "As one
watches this production it's impossible to go beystyle" (Greig, 2001). The Bailey
of Big Dadadescribes himself thus: "I'm probably quite a sfip@al human. | love
over-the-top, camp, glittery sensational stuff. Far cheap tricks work" (Bailey,
cited in Szalwinska, 2001). There was a strongrssvim Bailey's intent and
approach.

It would seem that Bailey realized the terror t8pirit could bring. Was he perhaps
also unnerved by the failure of audiences to red@mritual theatre promises they
should? This is the second answer to the questiwther Bailey's theatre enables a
revision of the viewing subjectivity. A reviewerteg the significance of the
audience's reactions in Bailey's first w@imbie an early version api Zombi?

But it is this audience integration that fails arttughly engrossing chain of
events. In Nyanga, the expectation of mass appgi@citurned out to be short-
lived, as onlookers felt free to join in the actalislogue and burst into
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uproarious fits of laughter at moments that hasdigmed to warrant it.
(Witchcraft? What a crock!) ... (Marshall, 1997)
Bailey also records the reactions ofipnZombi?audience consisting of black
school learners, who

explod[ed] with laughter at what was never antitggdaas humorous: the
violent killing of a woman, the desperate hackifigarpses with axes in an
attempt to destroy the evil witchcraft. ... Sometsn find it disturbing when |
cannot understand, sometimes | let go and laugigalath them. ... [DJrama
stirs up deep feelings, drama releases emotioasistenough for me. (Bailey,
2003: 80)
Bailey's anxiety perhaps indicates that it is maiugh to accept that drama —
specifically ritual theatre — releases unconscmuspiritual energies without
accepting responsibility for how audiences readt tde came face to face with the
problematic statement by Artaud, cited in the paogme ofipi Zombi? "Theatre,
like the plague, unravels conflicts, liberates pmyeeclease potentials, and if these
and the powers are dark, this is ttod faultof plague oof theatre but of life"
(Artaud, cited in Bailey, 2003: 40, emphases addédgems that offence, disgust
and fear were elicited, but not the horror of i@al the fragility and impurity of the
"I". Kristeva writes of a horror that confronts atichws the subject towards a place
where meaning breaks down; it is a horror in r@aizhat meaning, and therefore
identity, cannot be ascertained by a belief inhtrithe audiences' reactions,
however, seem to indicate a reaffirmation and ectiment of their identities, a

hardened screen that does not allow disturbancsbabthe subject holds as truth.

What is this identity that draws an illusion of @ubmy around the subject? Again,
Bailey's records of his touring experiences oftens clues. In Ginsberg, a township
near King William's Town, the performance venueifoZombi?was double-
booked. Bailey and the troupe took to performinghim streets just outside; the
"township fathers" ordered them to leave. Theygstad that they could not be
prevented from performing in the streets, "thiSauth Africa”. The reply was: "This
is not South Africa, this is Ginsberg. This is gammunity. You don't know
anything, you haven't suffered" (Bailey, 2003: 18)Umtata, where school learners
laughed at scenes of violence (see above), a piofessor explained to Bailey:
"They are used to it, they have seen so much wele(Bailey, 2003: 80).
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The point is more complex than over-sensitivitydesensitization against violence;
rather, it concerns how identities were forgechim wake of apartheid. The signifier
that seems to legitimate their subjectivities is tlame "sufferer". And it points
towards more than the exposure to violence duhediberation struggle, or the
economic hardships that followed. | would suggekieit tentatively, that the TRC
as a major public intervention into the construttd a new South Africa was
instrumental in forging structures of subjectiviBraeg analyzes the TRC as the
construction of a sense of community through dissesiof nationalism, Christian
brotherhood, and ubuntu (Praeg, 2000: 235). Thisseurses informed the rituals of
confession (and forgiveness) out of which recoatidn was sought. Personal
experiences of trauma were narrated, representiny@rall narrative of suffering.
Even though the TRC marked a shift in that perserperiences of trauma were no
longer eclipsed by "the larger project of massrhlien” (Taylor, 1998: ii), Praeg
argues that

It is clear ... that there %0 significant difference between eclipsing the
suffering of the individual for the sake of libeoat and doing so for the sake
of constructing a master-narrative in which thespaal comes to stand for the
memory of the national. These are simply two ddferideologies. Both the
ideologies of liberation and nationalism dependt@ir legitimation as
teleological grand-narratives on a Hegelian codsdilbn of history and
autobiography — a consolidation that consumes é¢ingomal in order to produce
a public "horror pornography” (Jonesal 1998: xvi). ... [T]his consumption of
suffering also makes it possible to narrate boghprsonal as well as the
national in ... messianic terms(Praeg, 2000: 238)

The TRC aimed to establish a South African comnyumitnation by emphasizing
the general over the particular, forgingnadster-narrative of sufferingssential for
providing a united community with the past necessaiconceive of its identity."
(Praeg, 2000: 235, emphases added). Both perpsteaatd victimé' could identify
with the identity of sufferer, since perpetratanffared under guilt and needed
atonement (Praeg, 2000: 255); and all were in oébealing and reconciliation. As
they approached the priestly figure of Archbishagsmond Tutu to perform rituals

stephanie Marlin-Curiel notes that the TRC chosetéim "victim" over "survivor" despite
anxieties about the terminology, as "survivor" hasemmsitive connotations of strength and
overcoming adversity. The more passive "victim" wasselndecause it is the "intention and
action of the perpetrator that creates the conddfdreing a victim" (TRC Final Report, cited in
Marlin-Curiel, 2001: 79). The TRC thus located tirlin "the moment when the victim was
powerless and silenced" (Marlin-Curiel, 2001: 79).
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of confession, they submitted to a conversion -veding from a deceitful
representation of South Africa to the "Truth" ab8outh Africa (Praeg, 2000: 264).
The meanings of confessions and testimonies weregte-determined within the
metanarrative.

As a parallel, Schechner notes that "real eveas'bpposed to dramatic
representation) are always already mediatized ($cter, 1997: 88) — the supposed
authenticity of the event is already pre-determibgdts media of transmission and
reception. Schechner refers to the impact of TWantheatre: audiences are used to
receiving news of "real events" (such as war) iibeglcdbroadcasts, usually framed as
"morality play: good guys/bad guys, lessons todaeried"; and the victims,

relations, and bystanders who speak (confess) oabivt the event tend to "emote
on camera, or are edited to bring forth the grég@hos” (Schechner, 1997: 88).
The habit and expectations of receiving "event3sdrama" affect how live

theatre is received (Schechner, 1997: 88). The WBEalso represented to most
South Africans through the mass mefiap that in addition to the metanarrative that
consumes personal narratives to produce a "hoomwrography” (Praeg), the primary
relation between the ritual performance and theemeg also constructs the TRC as
a (TV) spectacle.

A similar overarching discourse may be found inl&as ritual theatre: "questions of
sincerity or irony on the part of the creator agéetred — or rather, overwhelmed —
by the sheer spectacle on stage" (Willoughby 200329 story of the Kokstad witch
hunt inipi Zombi?most likely came across to the audience of laughaigol
learners in Umtata as a spectacle of violence wdneh paradoxically affirmed their
subject position within the historical narrativetb& new South Africa. The
explanation that "they have seen so much violedoe’s not only refer to exposure
to real-life violence or to Hollywood films, but geps also points to the role that
such narratives plays in the construction of idgnti

Moreover, identities are hardened around the ndrfgufferer”. Against the

Krog (1999), for instance, writes of her anxietieséporting the TRC. Besides the issues raised in
chapter 1, Krog also engages with the more pragicdllems of mass media, selection of
material and its effect on representation.
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metanarrative of suffering, the TRC offered theutht of the new South Africa;
"the heimlichkeitof the nation is offered in return for confessiangestimonies”
(Praeg, 2000: 241). Purged of the abject (or, ltpbeen ainad by the TRC), a
homely peimlich South Africa becomes the image with which citzean identify.
This presupposition of a collective desire for fimenely nation demands of the

collectivity

that they should recognise that what the nationtdasfer is essentially better
or superior to the condition that preceded itsatan. This the national
narrative does by turning everybody into victimsdugse if everybody can be
persuaded of having been victims, then the sedubitimeliness of the nation
will legitimise itself. As essentially a narcissistliscourse the nation
postulates itself as desirable by inventing faglfta redemptive function.
(Praeg, 2000: 254)
The nation becomes a "messianic" (Praeg) imageshyfust as ritual theatre
promises in its millenarianism, delivers its audies/participants into a higher truth.
The sufferer thus entrenches his identity withim hiistorical narrative of the new
nation; to disturb his subjectivity is to distuttettruth about the new South Africa.
Ironically, the Ginsberg community leader who stegBailey's troupe from
performing drew a smaller, tighter boundary: "Tisisiot South Africa, this is
Ginsberg. This is our community." Perhaps out silldisionment with living
conditions, the nation does not hold the truthhion; but the messianic belief in the

community of Ginsberg is as strong, as entrenclied as exclusive.

The psychoanalysis of subjectivity reveals a singlanstruction of identity under
metanarratives. It is the premise of the "talkinge€. For Lacan, symptoms are
cured by reordering the signifiers in the unconssi(see chapter 1, p.8); material of
the unconscious (symptoms) are interpreted (reedjexccording to new master
signifiers. These master signifiers are essentrabiyanarratives with which a subject
can identify and which "commits them to certainesidgs of all the rest of the
signifiers”, in other words, to certain values ahehls that are intimately bound up
with identity (Sharp, 2002). In the talking cur@conscious material is "integrated
into the subject’'s symbolic universe: the way sihderstands the world, in the terms
of his/her community’s natural language. They hlagen subjectivised ... an integral
part of this identity"”, and thus not consideredken or foreign (Sharp, 2002). (Note

again the cleansing away of the foreign, the untpmeonsidered as traumatic and
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sources of symptoms — even if it is a matter afiaeling them akeimlich)
Psychoanalytic interpretation thus "realigns thg y#ae client] sees her past"
(Sharp, 2002).

The master-signifier that ultimately interprets dtient's unconscious is, as feminist
critiques point out, the phallus that governs tyralsolic order (see chapter 1, p.6).
New narratives can be constructed in the analytic theatrical — situation, creating
positive images for identification; but "these oftgork to resubstantialise identity,
resituating the phallus as the referential defnitdf subjectivity" (Rimmer, 1993:
214). Entrenchment of positions, rather than tramsétion, tends to follow as a
result (an example of which is the victim art debaliscussed in chapter 2; see
pp.77-78).

Peggy Phelan (1996) traces in the beginnings affmnalysis the suppression of a
cure that engaged with the body in favour of tlidrig cure, thus launching a
phallocentric trajectory for the disciplii&The talking cure aims to represent the
unheimlichunder the master-signifier of the phallus; thisass the attempt of the
TRC to offer a desirable homely nation organizedaurthe metanarrative of
suffering. Both posit a truth and promise a cuneytcome together in their collusion
to construct personal subjectivities that are defingainst national metanarratives.
Thus, as Kristeva notes regarding subjectivitighiwimodern nation states: "one
can be more or less a man to the extent that ameris or less a citizen ... he who is
not a citizen is not fully a man" (Kristeva, citedZiarek, 1995: 2). And if
competence to perform depends on the question Bs&taaised: "Are you a man?"
(Grotowski, 1987: 40) then the criterion for evding a South African theatre
performer is plainly set out: be proudly South A&m.

My performance anxiety, and the whole question abody performance in the
wake of mass social trauma, can be summed up igubstion: "In what sense is the
past ... already constructed prior to the act oframting it?" (Praeg, 2000: 254) Is a
confession of the traumatic past (in front of aalgst, a TRC commissioner and the
South African public, or a theatre audience) alyeaarated, its meaning pre-

%This is further explored in the concluding sectiorthaf thesis. The related idea that religion may be
an attempt to think without the body is exploredierin this chapter (see p.101).
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determined? What is "live" about theatre; what kihdommunal experience does it
construct, and is it necessarily ethi¢al?

Duma Khumalo testified at the TRC about his wrohganviction and death
sentence during apartheid. He spent nearly foursy@adeath row as one of the
"Sharpeville Six", convicted for "his alleged paipiation in the mob killing of a
town councillor" during a mass protebte( Left Quietlyprogramme note¥: Political
negotiation eventually released Khumalo from prjdmnt his conviction was never
overturned. Testifying at the TRC proved to beradequate ritual for Khumalo: he
subsequently participated in the plBEye Story | am about to Tell: Indaba
Engizoyixoxg1996) as one of three TRC testifiers; later, Béqvmed inHe Left
Quietly (2002), a production solely about his experientbeboth these plays, he sits
face to face with audiences, recounting his trainpeatst. It is doubtful that theatre
succeeded in offering Khumalo healing and closunere the TRC failed: he
repeatedly re-visited the site of trauma, tellingstory again and agaier{cors,
refusing closure.

Against the construction of national identity amtizen's subjectivity, there is a need
to register the dissent, discontent, and anxid¢tiasare the by-products of the very
identity and subjectivity that is upheld (erectad)desirable. Jay Winter studies the

trauma of wars and their memories: while consensuastructs neat narratives of

"black and white, good and evil, right and wrongtomme and justification”, "wars
of decolonization are never wars of consensus" (8Vjin Sujan, 2004). In such

cases,

It is entirely unclear whether the act of spealong)... heals. It's entirely
unclear whether the people who do it actually esd¢egm the shadow of the
events that disfigure their lives. It may happémay not. It's not the case that
the truth shall set you free — it's not the catsmdy be the case that there are
certain injuries that can never ever be healedomee you realize that the road
to confession is not the road to salvation, it riteycase that our narratives of
suffering are very mixed with outcomes that we toagdlly predict. (Winter, in
Sujan, 2004)

2| draw attention again to chapter 1, exploring osi of ethics and indeterminacy.

Z\ore precisely, Khumalo was charged with "common pse for being in a crowd near the scene
of the murder of a councillor during a rent boydotSharpeville in 1984 (Magardie, 2004).
Khumalo's "crime" was simply that he was there. Like maoy-white people's experience during
apartheid, he had simplgdmmitted the crime of beih@Kobialka, 2000: 42). See chapter 2, p.80.
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Does all this mean that the TRC was unethical?Tdere was clearly the "moral
superiority of maintaining the social bond" (Pra2@00: 232). The modern world is
organized around political states, and withoutdbiestruction of a national identity
there cannot be peaceful living to any extent. Nlo&t this nation has been
established, however, a new responsibility to #& prises: to negotiate between the
desire for oneness, and the foreigners (the outlathe wandering tramps — see
p.115) that such desire abjects. For the thedttiemeans a need to review not only
representational content, but also the performdréae relation. Also at stake are
the processes and performance modes of theatiteatsthe craft of making theatre is
not taken for granted, but investigated for its atipon the performer/audience
relation. It is not only an artistic but also ahie&al imperative to investigate the
desires that drive us to the theatre again anchagampelling a performer to stand
in front of an audience, allowing a spectator twklfrom the safety of his
subjectivity. And, once the dynamics of these @ssare more clearly understood,
the responsibility remains with the artist to fialternative ways of constituting the
theatre event itself — even if this means losiraséhcalls of "encore” to the
indeterminacy of this theatre.
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Conclusion

Bodies of discontent

The South African stage is circumscribed by political and economic discourses; the
problematization of national identity is also a problematization of image-identification in the
theatre. In search for a way to unsettle these interrogative discourses, two moments of
performing foreignness are examined, one fictional, one theatrical. These moments enact a
parallel to the feminine hysteric, who disturbs the phallocentric truth of the psychoanalyst
through body performance. These moments of disturbing spectatorship are reflected in the
works of performance artist Marina Abramovi¢. Her explorations into passive-aggression,
shamanism and finally theatricality and the morality of spectatorship allow for an overview of
the issues raised in this thesis regarding body, viewing, and subjecthood. Sensitivity to the
body and its discontent on the part of the viewer becomes crucial to ethical performance.
Reflecting on contemporary dance in South Africkeeade after the first democratic

election, and looking ahead, choreographer JayePaffers this thought:

Contemporary choreographers should be urged totlsioking just in terms of
the three-strong dance company and be supporizeate large-scale
companies that, fired by a contemporary imaginagiott edgy aesthetics, can
inspire a nation as well as rightfully be the pradel joy of the government.
(Pather, 2004)
What Pather is proposing here has a degree of apigvhat may at first come
across as jingoistic rhetoric can be contextualizighin the entire article, in which
Pather argues for artists to consider their respoitg to and dependence on their
political and economic environment. Nevertheless,goint remains that the
discourse of/on dance and the discourse of “goventhshould converge. Pather
offers the example of performing contemporary daatce presidential inauguration,
which would signal a kind of national recognitiointioe significance of
contemporary dance. Pather asks, “If we have folaylwhat is rightfully ours, why
can’t we leave the peripheries and inhabit cerirgeswithout losing our edge?”

(Pather, 2004)

Here the stage space is clearly circumscribed &yiscourse of the “nation” (as
represented by the governm@nA large-scale company “inspires” by being alole t
offer an image of a collective that South Africaias identify with; the image on

! Contrary to political discourse in the west, wheppasitional politics signals the health of
democracy, here the government is considered legftimnd just because democratically elected.
The discourse of political resistance in theatre artbpmance studies (e.g. the title of
Auslander’s book, Presence and Resistadoenot fit well into this scenario. However, see
chapter 2, pp.75-78 on the economic hegemony tratletermines the notion of democracy.
Doubt is thrown on the pride with which the “cengtage” — the space of the government, the
space of democracy — can be occupied.
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stage legitimates ways that citizens can be madeaination.

As explored in chapter 3, the operation of imagmidication in theatre primarily
serves to constitute a unity; what the contenhat tinity is may vary. Pather here
advocates "contemporary" and "edgy" (possibly witlspoken bias towards the
urban), but there are possible substitutes: "mmattial casting" and "cultural fusion”
once dominated dance discourse in the 1980s args1@®ile "relevance" once
dominated theatre discourse. "Deep roots in tr@adlitis conceivably the new
substitute.

One of the problems with erecting such images &tional identification is the
government’s adoption of Growth, Employment andiRedution (GEAR) before
2004, "a macroeconomic policy that genuflects tinéernational market economy"
(van Graan, 2004). Within this environment, it bagn the high arts such as opera
and ballet that were favoured, appealing to the maddle class (Pather, 2004).
Ironically, the "contemporary" and "edgy" aestheticat Pather proposes are but
ways that contemporary dance can enter into aaimiscourse of spectacle, by
projecting images of a modern, vibrant, and (urlzasymopolitan nation well
adapted to the global market. Dance becomes aasaahiinto the creation of niche
markets (see chapter 2, p.78). Even though Patbbtgmatizes the economic
controls over cultural production, the strategyphgposes is not dissimilar to the
theatre spectacles that gained support under GHA&R:ontent may vary, the
operation is the same.

[T]o invoke the power of presence through a drastiatmodel of political
action and art is to link oneself inextricably witte workings of a repressive
status quo by "leav[ing] politics as representatianriticized (Lyotard)"
(Auslander, 1992: 43).
My discontent gave rise to the (re)search for attieethat does not work according
to the audience's projection of desire, "attritng]ito others, especially a leader,
entertainer or artist the secret images within elwes" (Frenkel, cited in Auslander,
1992: 43). For Kristeva, the figure of the foreigpenbodies these "secret images";
and the prevalence of xenophobia in South Africeayomay be the cost that is paid
for patriotic subjectivities, a cost that theatremplicit in asserting images of the

nation, must share. But the foreigner that is hatetiexpelled is only a projection of
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the foreigner within the construction of our indiuel and national subjectivities;
"the foreigner lives within us: he is the hiddendaf our identity, the space that
wrecks our abode, the time in which understandimafinity founder"”, the abject
that reminds us of the emptiness within identityigkeva, in Oliver, 1997: 264).

Discontent and traumatized foreigners reveal thpteress of a nation. The character
of Gregor in a short story by Peter Rule, “A Retyi988), is the hidden face of
apartheid national identity; while Duma Khumalog®hapter 3, p.124) can be seen
as a parallel foreigner that confounds the TRO'straction of a new nation. Both
perform an emptiness that destroys the image afidtien, albeit in different
contexts; furthermore, the performances of empsifesid, gap, the tear in the
screen) by both foreigners are located in the body.

Gregor is a young white man returning home frorhtiiig in Angola. The trauma of
killing and witnessing death left hinbtsbefok (psychologically traumatized). He
finds himself feeling displaced within what usedw®his familiar jeimlich
environments, bottled up with memories and feeliiogsvhich he can find no
words. He falls (see chapter 3, p.100) into an oning silence. Gregor becomes
intensely aware of the physical motions and tersstbat accompany his attempts to
speak: “My throat is thick, | cannot reach my woods to her; they are caught
before the tongue, clotted in mucus and saliva'léR1988: 102).

Gregor's silence unnerves his family. One Satuadynoon Gregor and family go
on a visit to the “northern suburbs”, a middle-sldwirly well-off part of the city.
Despite Gregor's silence, they try to continue raab family life. Playing with his
young godson, Gregor experiences a flashback o#ineremembering the children
he had encountered on the battlefield. He canndirage playing with his godson.

| turn on the garden tap fully, kneeling. I thinktbe wails of small life thrust
from the mouth of the womb, the laughter and cties Jast clotted expression
caught in the throat. The water cascades acrosscaly, gushes down my
back, clogs and bursts in my ears, stings in mg.eyke water flushes like
shock over my body, through my shirt, presses nadHhi&e a blessing.
Terence turns the tap off.

"What are you doing, Greg?"

His voice is shaky, his face disturbed.

| felt clogged up. | needed a wash. | sit on ttesg wondering about such an
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answer.
"Damn it, Greg! Answer me!"

The sun stretches its warmth over me like a cliyheyes sting with the

water. Is it tears? (Rule, 1988: 106)
Is Gregor performing a cleansing, a baptism in ssemne? The washing does not
provide him with the forgiveness that he needsshmable to re-assume a speaking
subject position. Rule describes in detail Greqgainissical struggle, the agitation felt
particularly on the outer edges of his body: Wats caught at the throat; water
washes over his scalp and back, stings in his eyesdrenches his shirt so that it
clings to his skin. The symbolic action of cleamgsiaven the ordinary weekend
afternoon action of playing with water, are ruptlby the sting of the water that
touches on Gregor's pain; but by touching it atiévimg it, the pain of the body also
becomes an unspeakable jouissance. The forbidéasyk is in hurting where it is
not supposed to hurt: the heart of a white Soutican suburban home.

Khumalo was supposed to feel hurt; he was meaestdy at the TRC, have his
memories publicly recorded, in exchange for a lealentity. His repeated
performances of traumatic memory in subsequentrh@aoductions confound this
logic. Director and artist William Kentridge, whésa grappled with theatre and
testimony in makindgJbu and the Truth Commissigh997), records his experience
of watching Khumalo irmhe Story | am About to Tele found the "most moving
moment" to be when Khumalo "had a lapse of memonystage, and he notes the
"paradoxes” between an actor forgetting his placescript, and a victim forgetting
his own story of trauma (Kentridge, in Taylor, 1998i-xiv). Stephanie Marlin-
Curiel explains the loss of speech as a physia@sx by talking about their
traumatic memories on stage, the actorEha Storyare bringing out "an embodied
memory of violence"; the actors were observed i@cdace with hand, to wring
hands, and to rock back and forth on the chair [jkt&uriel, 2001: 85). These
bodily actions "proceed from, but also precede, eed beyond speech” (p.80).

| watched Khumalo telling his story ke Left Quietly’ The audience was ushered

2 The performance attended was part of the Nationial Restival in Grahamstown, at PJ’s, which was
a converted school hall. Scaffolding in the hallyides the audience seating throughout the
festival, facing the raised stage where the performarauld ordinarily take place; but for this
production only the raised stage was used.
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on to the school hall stage, where a few rows a$tt seats surrounded the playing
area on three sides. Khumalo sat but a few feey &noen my seat, smoking sedately
as he invited spectators to ask questions abouttémemained on stage throughout
the play, sitting on a chair, accompanying the #mant with his narration. | cannot
decide which moment of the play moved (as in ulezmBtime more: the flouting of
the dramatic frame as Khumalo spoke to us facade;for the dramatic re-
enactment of masturbation in prison: in a climantmment of crisis and pain, the
actor playing Khumalo stood, slightly bent at th&ist; his hand jerking in his
trousers. On the one hand, Khumalo's presenceage stearly marked the moment
as "unreal”, a mere re-enactment. On the other,Hémamalo stopped narrating at
this point, remaining silent; the scene stood sumempty, traumatic moment, a
taboo that should not be touched: not only becatige content, but also because
structurally, it did not seem predicted or expladiréterwards by the play's narrative
structure.

Perhaps the scene was moving (or unsettling) becétstly, this usually private
bodily action was performed so publicly. The préevatct is supposed to be the truth,
and its public (re-)performance supposedly fictivet Khumalo and the actor
playing him were both on stage should have undstlihis distinction, but it did not.
Having Khumalo sitting right thereyatching(like the audience), not talking,
somehow blurred the distinction. Secondly, whilestaebation is usually understood
as an action of comfort or release, this mastungaiody was a desperate attempt to
get into contact with the unspeakable horror ofnffigémpending death. Like the
water stinging Gregor's skin, the jerking hand aoted the jouissance (collected in
this case in an erotogenic zone of the body) tbakdcnot be spoken.

The bodies of Gregor and Khumalo (and his actorfopmed in ways that
introduced a foreignness, a strangeness that egthe performance contexts,
whether it is suburban home life, TRC rituals, e theatre event. Marlin-Curiel
holds the actors' bodies The Story'responsible for the ‘loss of control’ over
speech", that the bodies were speaking in waysitended by the speaker" (Marlin-
Curiel, 2001: 83-84). Her choice of words seemisgalerived from a perspective
which deems the body an unwelcome element in thrgeprocess. Some
psychological theories regard psychosomatic regsas symptoms indicating a
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"failure to work through" loss (Harvey, 1996: 151&). Healing is considered
successful when embodied memories are purged. 8agalysis, inheriting the
dualist metaphysics of the Cartesian subjectivage(chapter 1, p.7), displays the
same bias against the body. If subjectivity is fednm the gaze of the Other
(mediated by the screen), Kristeva describes tleedsd'a body to be put to death, or
at least to be deferred, for the love of the O#fwethat Myself can be" (Kristeva,
cited in Oliver, 1997: 149). The body becomes gadilso that "I" can be formed
(see chapter 3, p.100).

Critiques of this metaphysics have been mentionmu f/arious theoretical
perspectives; what | would like to elaborate hbmeyever, is a feminist critique that
reclaims the body. Even though Lacan left behipth@locentric psychoanalytic
truth that needs deconstruction, his investigaitibm feminine sexuality nevertheless
opened a door for something other, "something wkagls 'no’ to phallic enjoyment.
This can be seen in the pains of the hysteric, wisgsmptoms often represent a
denial of the role of the phallus” (Benvenuto & Kedy, 1986: 188-9).

Peggy Phelan (1996) traces the rise of psychoasdly®ugh Josef Breuer and
Freud's Studies on Hysteri@ut of the cases of five hysteric women, Freuitt bu

(erected) the discipline of psychoanalysis, whielineed to be "a therapeutic
technical procedure which left nothing to be deskireits logical consistency and
systematic application” (Breuer & Freud, cited leRn, 1996: 90). The technique —
the talking cure — emerged when the somatic symptafrhysteria in Anna O., such
as a nervous cough, paralysed leg, and faintingeeing her image in a mirror, were
"cured" by narrating her trauma to Breuer. Thiskgpoact of interpretation allowed
the joining of her body (symptom) to her consciass) the trauma, the origin of
symptoms, is framed by narration, given meaningigmified, and integrated into her
present sense of self. Phelan, reflecting on #dubriique, calls hysteria "the first
disease in which psychoanalysis imagines a hisibtige symptom and where the
patient discovers that her body's history mustdoken” (Phelan, 1996: 91).

But in re-visiting the case of Anna O., Phelan poout that this original account did
not show the talking cure as the only possiblesdsihealing. The touching of body

parts performing hysterical symptoms or the re-Bnant of a traumatic event were
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crucial parts of Anna O.'s process with Breuer [@0hel996: 97).

Classical psychoanalysis abandoned the physicalindavor of the clinical
technique of the talking cure. A technique thatedefed too heavily upon
touch was a huge risk for an epistemological ren@huwhose visionary leader
[Freud] was determined to be, above all, scient8tadies almost unwittingly,
realizes two different approaches to the cure —thagsychoanalytic
movement followed the one that left the body unkmat (Phelan,1996: 90-91)
Adopting the dualist, logocentric bias againsthibdy, psychoanalysis gained
recognition and legitimation as a science. Howelvedy is not simply constructed
as opposed to language. Phelan draws a link betthedalking cure and the act of
dancing and choreographing: "Psychoanalysis anceolgoaphy are two different
modes of performing the body's movement. Each seeyive the body a system of
time" — the former through conscious narration,|éteer through organizing
movements in space and time (Phelan, 1996: 94h &wt techniques that seek to
discipline the body: the talking cure brings thelypto the discipline of linear,
progressive time; dance disciplines the bodydmn$ciouslyperform[ing] the body's
discovery of its temporal and spatial dimensiofdiglan, 1996: 92). These

techniques of disciplining the body are exploredétail in chapters 2 and 3.

What, then, is the body that critiques the logogemt and phallocentrism of
psychoanalysis? After Breuer terminated treatm@mba O. had a phantom
pregnancy. As a reproduction that embodies an eegsj the hysterical pregnancy
"signifies the excess, the supplement that can@eabintained or interpreted by the
talking cure" (Phelan, 1996: 98). The phallocergncof the talking cure can be seen
in the interpretation of Anna O.'s symptoms: theyexplained as originating from
her anxiety over her dying father, and her uncanscattempt to lend her living
body to him. Phelan notes the parallel in which &@n's body is lent to Breuer and
Freud in order to give life to psychoanalysis. Plagient's body is used "as a stage
for the body of the other" (Phelan, 1996: §The phantom pregnancy, on the other
hand, returns Anna O. twer body, "as a body other than her father's or hetais"
(Phelan, 1996: 99). It is a body that "exceedsatiam and the will to mastery
enacted by 'masculine’ discourse” (Phelan, 1998). X& Lacan notes, there is
"something which says 'no’ to phallic enjoyment'if2enuto & Kennedy, 1986:188).

3Phelan notes the significance that most hysteriepetivere women: their bodies were wombs (also
the root word for "hysteria") for bearing the baafyanother (Phelan, 1996: 97).
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The possibility of this "something" in theatre teen the central question of my
research. What body performs the uneasy movemeéhissteria, and the choked and
jerky movements of Gregor and Khumalo? There dferdnt theories about this
body. Moving away from the medical model that feessn individual pathology,
feminist academics argue that the symptoms of hgatevomen of the nineteenth
century "seemed like bodily metaphors for the siéenmmobility, denial of appetite,
and hyperfemininity imposed on them by their soegt lacking "a public voice to
articulate their economic and sexual oppressidr@iy symptoms spoke for them
(Showalter, 1998: 54-55). For French feminists,hhsteric embodies the possibility
of a language that resists dominant phallocentscadirse. Following on from

Lacan, who understood the women to have been spedkie discourse of the
hysteric rather than the discourse of the mastieese theorists celebrate the hysteric
as the speaker of a woman's mother tongue (Showa®@8: 56). The hysteric
"occupies the place of female absence in [phallvimtinguistic and cultural
systems" (Showalter, 1998: 57), and this absendessris seen as generatfve.

Other theorists argue that hysteria is a body pedoce produced within the
(masculine) discourse of the analyst. Accordinglemne Showalter, many historians
and analysts explain hysteria as "the productdiibgue or collaboration between
the hysterical woman and the medical man" (Showal®98: 11). Some critics of
Freud argue that "Freud pressured his patientsodupge narratives congruent with
his theories" (Showalter, 1998: 41). The women[wegsion, suffered in silence, is
voiced through being scripted as hysteria, a sthgitis written by the (male) doctor.
Hysterical performance becomes a culturally aréitad way of manifesting
unspoken discontent. Showalter states that whreamy of hysterical symptoms is
articulated by a theorist or therapist, the locatbecomes a centre (the centre stage —
see p.126) where incidence of hysteria dramaticialgs® The analyst's
interpretation becomes the truth of the hysteticaly performance. An example is

“This is explored in chapter 3 regarding the possihilits language of the African body, linked to
Cixous's writing on a return to the mother/the sea [§sé@?9).

°*Showalter traces this pattern from nineteenth-cgriysteria centred around the Paris hospital La
Salpétriere with Jean-Martin Charcot (Showalter,8 @), to modern-day "hysterical epidemics”
in America such as Gulf War Syndrome, Recovered Mepzorg narratives of Satanic ritual
abuse and alien abduction, disseminated through alitarratives (for example, the film
Rosemary's Babgiving rise to narratives of Satanic ritual abuse) theorists who advocate the
truthfulness of these narratives.
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the case of Dora, the most famous of Freud's maesabn hysteria. Freud diagnosed
her symptoms (chronic cough, headaches, depre}sisigysterical manifestations
of her repressed attractions to her father, thedm of the woman with whom her
father was having an affair (Herr K.), and to Fréudself. Decades later, however,
researchers discovered that Dora's discontent pnosably arose from her
intellectual aspiration and wishes to avoid maeiagthe face of oppression; "Dora
was treated like a pawn or a possession by heerfaiid denied the rights to privacy
or personal freedom"; she felt that her father Inatided her over to Herr K. in
exchange for his affair with Frau K. (Showalter98942-43). The authority of
Freud's discourse confers an aura of authenticitje unspoken causes of her
symptoms, which does violence to the body expemgnicauma.

It is not that the hysterical body performanceaissf, it concerns the relation between
the unspoken/forbidden, and culturally sanctionegiswof articulating distress
(Showalter, 1998: 15) — the screen that allows #sdg be formed and seen. But it is
the viewer of such performances — the analyst —wsists on the truthfulness of his
narrative. Hysteria as a disease is defimgthe lack of narrative order, and the
analyst takes upon himself the responsibility trganize the hysteric's fragmented
narrative:

In doing so, he had not only to fill gaps in thesteyic's story but also to
overcome her resistance to his narrative interpogtss For this therapy to
work, the hysteric has to accept and believe tlagyatis story. (Showalter,
1998: 85)
Contrary to common sense, therefore, it is thegoerér's body that is often required
to conform to the viewer's sense of truth. Phetangares the technique of
psychoanalysis to the technique of dance, sucheadances of Balanchine. Both
entail an interrogation of the feminine body unasculine eyes; the ballerina's
body is scrutinized for a technique which "leavething to be desired"” (Phelan,
1996: 101, Psychoanalysis brings the "private theatre" ofiféme experience into
the "social space" of analytic discourse (Phel@361 96); similarly the ballerina
performs on a public stage, under the scrutinjhefdiscourses of dance criticism

The intended meaning of this phrase, to recall Fsaudting, is that the technique fulfils the
requirements of "logical consistency". Another intetption is however possible: the ballerina's
technique becomes a nothing, the engltjet aof the audience's desire.
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and dance history (Phelan, 1996: 101).

My thesis begins in chapter 1 by stating my seffisess. As a theatre performer, |
am caught in between unspeakable discontent, asttiatiny of the viewer's
discourse, always demanding meaning, order, atig, samething with which he
can identify. The psychoanalyst poses a seriesiestgpns to the body of the
hysteric: "Is she or isn't she? Is she or isn'trabking it up?" (Phelan, 1996: 100)
When the hysteric returns to her own body, howevierAnna O.'s case, a body in
the throes of a hysterical childbirth — the andlyetver cannot handle it. Breuer
"fled the house in a cold sweat" (Jones, citedhalé, 1996: 98). It is not that
theatre is pure discourse and rationality; we kitoat art and the unconscious is a
highly fecund combination. But art is always reatlan relation to a receiver; theatre
in particular must be made at the moment of faeim@udience. The meaning-

making process in this exchange relation is whastitutes the event; for Lacan,

psychoanalysis does not deal with feelings as dudhyith a questioning of

emotional states; that is, it is concerned withrtheaning, in so far as they are

represented in the unconscious. (Benvenuto & Kennk2B6: 168)
The unconscious is understood to be organizech&ridrm of a questioning, which
[Lacan] called an 'interrogative voice™ (Benven&i&ennedy, 1986: 168). The
viewer's interrogation is revealed at moments wthermeaning-making relationship
is unsettled: it can be seen in the politics ofespntation that informed Bill T.
Jones's works and the victim art controversy (bepter 2, p.56), as well as Jones's
feeling interrogated by critics (see p.79). It tenseen in Gcaleka's aggression
towards his critics. It can be seen in the thrieat Gregor's silent body performance
poses to his family and friends, when Terence desidibamn it ... Answer me!"
(see above, p.129) — he demands to hear Gregor gnitawe. The director dfle
Left Quietly Yael Farber, incorporates this interrogation witihe play's narrative:
Khumalo starts the play by inviting the audiencedse questions to him. Lastly, the
TRC's mandate of national reconstruction meantttieindividual victims' horror is
inexorably commaodified for the nation, their expeiges subjected to "a process of
reporting to the discourse police of re-conciliatand nationalism". Even as the
commission countered the silence of sufferinglsib dretain[ed] the basic structure
of interrogation” (Praeg, 2000: 241).
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The work of performance artist Marina Abramouiten lays bare this interrogation
of the viewing subject, and it is for this reasbattl now give some space for a re-
telling or re-tracing of her work, as a re-viewtlé issues of body, spectatorship,
interrogation and subjecthood raised throughouthhbsis. Perhaps, the solutions she
has taken may point to alternatives that lead bth@impasse between performer

and viewer.

Abramovit’s oeuvreof body art, objects, and more recently video tectre work,
engages with and challenges diverse discoursey: drmtlconsciousness, mysticism,
autobiography, history, trauma (war and totalitaisen), identity, gender, risk, even
theatre. But | wish to examine some of her work$dayising on the issue of
spectatorship. IRhythm Q1974), the notorious performance in which sheaiesd
completely passive as an object in front of thevckoAbramové's body explicitly
performed the emptiness into which spectators ptegetheir desires.

The crowd at Studio Morra in Naples wh&Bythm Qtook place was a mixture of
"art world aficionados" and people randomly broughtrom the street.

The gallery director announced that the artist Wwaamain completely passive
for six hours (8pm to 2am), during which time thsiters could do whatever
they wanted with or to her. The parameters werpasgdly defined by an
array of seventy two objects laid out on a tablernehich Abramowi was
standing. (McEvilley, 1995: 46)
The actions of the "spectators” grew in aggresa®time passed: "Abrama@wvas
stripped, painted, cut, crowned with thorns, and the muzzle of a loaded gun
thrust against her head" (McEvilley, 1995: 46). Aevarray of randomly chosen
objects (ranging from the gun, to lipstick, winadasulphur) were laid out; but
according to one account, the "desire, hatred ead projected by the spectators
were recognizably structured by "the classic toachother, madonna and whore",
images of which were reproduced on Abranisvbody (lles, 1995: 40). Her body
performance can perhaps be understood as symptoohaltie performer's hysterical

condition, a body constructed by the viewer's disse.

Abramovi and her partner Ulaylacision(1978) provoked open hostility in a
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spectatorincisionis described as follows:

Ulay [naked]

| am fixed to a wall by a stretched rubber cord.

| move repeatedly towards the audience as fareasl#sticity of the material

permits.

Marina

| am standing parallel to the point of maximum engian.

(Abramovti, 1998: 188)
Abramovit describes the building up of aggression in theema# "towards [her]
passive role" (Abramo¥j 1998: 193). She expected an attack but did nowkmhen
it would happen. Photographs of the attack shovaa with a leg lifted, jumping
into the air. The next photograph shows Abraradying on the floor, and the man
seems to be landing from a kicking action. The amnickt's interrogation manifested

in a spontaneous physical attack.

There are two levels of spectatorship in this wédicamovt functions as an
observer of Ulay's performance, but she is alstopming for the public that is
watching. It can be said that Abramé@siperformance of spectating exposes the
usually invisible act of seeing. Her performancseéing also provokes the public's
spectatorship to be exposed, to the extent thetmianifested in aggressive action.
After the performance, Abramaviecords, "the public was engaged in an intense
discussion about the function of the observer asdirhits" (Abramovi,1998:193)’

Increasingly, Abramoviarticulated the performance state of emptineshamanic
terms: Abramo\d's research into Eastern philosophies, ritualscanemonies, along
with Ulay's similar interest in Tibetan Buddhisndahantric, Sufi, and Indian
philosophies, gave rise to performances in whiehetmptiness could be reached in
an alternative state of consciousness (Goldbe@h:122). Abramovi compares this
"mental jump" to the effect of trauma:

In Western cultures, it is necessary to have soaarta, some terrible tragedy
in your private life, to be able to make a mentahp; perhaps somebody dies,
or you have an operation, or you half die and tleeover. In Eastern cultures
altered states of minds are a matter of educafiafi.dancers, for instance,

turn in concentric circles, increasing the speethefouter circles until those in

’ Like Jones’s early solos, the exposing of the actefivig provokes aggression (see chapter 2).
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the inner circles enter a trance ... (Abranip¥P98: 406)

The "unliving" and "absence" of trauma (Phelan,&®%5) becomes a strategy to
counter the western "cultural rejection of paimdutma and physical pain undo this
repression by "annihilat[ing] the most elementas ad perception ... 'by destroying
one's ability simply to see™ (Scarry cited in Pe}i998: 32). The risks taken by
performance artists especially in the 1970s weeergtes of this strategy: Chris
Burden is well known for his notorioi&hoot(1971), where he arranged for a gun
shot to be fired at him (in performance, the bytketnetrated his arm). The
experience of "getting ready to stand there" (Bora&ed in Carr, 1993: 16) and
take the pain, even to face the possibility of deatas the central context of the
work (Carr, 1993: 16). Abrama¥s "Rhythm" series involved risky performances
which may have resulted in her defth.

The shamanic, meditative performances may invavéefss risk, but "seemed to
correspond to unconscious desires" which lay beAim@movi's earlier
performances (Goldberg, 1995: 12); the absenceoobEment, like pain, aimed to
shatter the seeing of performanbightsea Crossingl981-1987) is one such work:
it was performed in different locations and withigtons, each lasting for several
hours across consecutive days. It entailed Abraérexwil Ulay sitting on opposite
sides of a long table, facing each other, motianles

installing themselves dableaux-vivantsas art, but reducing the events to the
point of zero. Or more precisely, reducing the of events as visible
occurrence to the minimum, since they showed ug thieir motionless bodies.
(Peji¢, 1998: 295

This absence of visual differentiation aimed tocgan perception, subjecting the eye
to a process of seeing that is different to seaipginting (Goldberg, 1995: 1.

8Carr lists other examples from the 1970s, for exaniplEscalade sanglantg971), Gina Pane
climbed a ladder with cutting edges with her barg fleennis Oppenheim iRocked Circle-Fear
(1971) stood in a circle while rocks were throw iat from above (Carr, 1993: 17).

%It is important that the spectator's experience @fibrk be distinguished from the seeing of
photographic records of the work, the latter belmgusual channel through which performance art
is disseminated to a wider "audience". The arduous démaspectators — if they choose to stay
with the performers — constitutes a totally differepéctatorship to reading art books, where
meanings are communicated instantaneously through wsagk.

The attempt to use shamanic presence in performameadb beyond visibility is examined in
chapter 3.
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Curiously, such asceticism — whether performed agbressive cruelty or shamanic
piety — gave way to glamour, humour, and theati@agraphy(1992), a
performance of Abramot/s own life and work. The performance pieces thaahe
lasted for hours are re-performed in this hour-aftalf theatre performance. The
work opens with an epic image of Abramotianging in the air; it is dramatically lit,
featuring Elvis Presley music and opera, and ifopeed in proscenium arch
theatres. The element of risk remains, re-ena¢tingxample the cutting of body in
the Rhythm series, but "like video clips, for onmuate, two minutes” (Abramog;
cited in Goldberg, 1995: 17). "Finally Abraméyin high heels, and elegantly
swathed in a black dress, stalks the runway" (Gaiglb1995: 18).

The stark contrast with earlier asceticism is ofieked to Abramow's break up
with Ulay, and a discovery of other parts to haspaeality that are humorous,
sensual, in need of glamour (Goldberg, 1995: 1fi)s $eems to me a partial
explanation; Thomas McEvilley contextualizes thaimge as a general shift in the
reception of performance art:

In terms of the social history of art, the artisefise of shamanic vocation has
to do with intensity of commitment. Recently theaurdience has learned to
expect humor and parody from its artists, but tydive years ago, when an
artist seemed to be putting his or her body amrddif the line for art, the
experience of beholding such commitment brouglarse of awe to the
audience. One might leave the performance spdoerahaken or inspired.
Now the sight of such commitment often seems amag$tic and
embarrassing. (McEvilley, 1998: 23)
The "high artifice" ofBiography(Goldberg, 1995: 17) seems to be a shift in gfsate
for a contemporary audience. Expectations of huraadrparody from the viewer
drain the performing body's claim to authenticitylgresence. The "real" blood that
is shed irBiographyis mediated in its reference to (its significatafi an original
performance in the past. And so it "really only k®m a theatre set-up”
(Abramovt, cited in Goldberg, 1995: 17), viewed through pleespectival frame of

the proscenium arch.

Is the performing body inevitably fixed within tkiéscourse of the audience's eyes?
Abramovi's video work]n Betweer(1996-7), attempted to negotiate the spectator's
interrogation of her body. The public was askedigm a contract before viewing the
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work. The video showed close-up images of a sheeglle, tracing lines on her

palm, eye and moles on her neck. The needle aisksrer finger and blood is
smeared over the finger with the needle. This, niwaa the artifice of theatre, seems
to remove the spectator from the liveness of tiaybtwday, images of these extreme
bodily experiences are easily seen on televisiahtl@ internet, as well as

performed live in night club settings. The mediuhvideo, removed from the

body’s presence, is also prone to offering a “pgitad the body experiencing pain.
One can expect reactions in spectators simildraartedical shows of the nineteenth
century: a revulsion/fascination in the exotic. Hmer, Abramowi tried to engineer

a different set of conditions of perception: thedptor signed a contract that bound
him/her to staying the full 40 minutes inside theeo installation (Abramoyj 1998:
348). They started the piece wearing blindfolds laeadphones, which gave
instructions to the spectator, such as to loosés Ard jewelry, to release tension in
the neck by turning the head slowly, to breathes Tdsted for 25 minutes; only then
were instructions given to take the blindfolds effid the video images were then
seen (Abramoyi, 1998: 47). This new condition of seeing, conggddy drawing

the spectator's attention to his/her own body, el&yt different responses to pain,
blood and danger. This may or may not have workatlat the end the spectator was
given a "certificate of completion”, thanking hiraftfor the "trust and commitment"

given to the performer.

This special commitment by the spectators may laenstood as "a moral contract”
between performer and audience (Obrist, 1998 4The morality of this contract
comes from a commitment to pay attention to theybodlistress — the performer's
as well as the spectator's — without falling backhe interrogative mode, a position
which leaves the spectator safely outside of thecéd pain>

A parallel concern for the viewer's bodily conditican be found in psychoanalysis.
Clinical data from the object-relations/Kleiniarabch of psychoanalysis indicate
that somatic experiences can form an importantqfdtte analysis. More
significantly, it is the analyst's somatic expedes (and not just the patient's

1 See chapter 1, pp.12 & 21-23 for the problematimatio‘morality” and “ethics”, and p.39 till the
end of the chapter for an alternative notion ohiet” as applied to performance.

2This mode of seeing is "moral" because it explores éxperiences of war, pain and horror should
be received — to rephrase Sontag, how to regarplaimeof others (see chapter 2).
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symptoms) that need to enter into the analytidicgiahip. Ron Balamuth, for
instance, recounts how his bodily sensations (ascta sinking feeling in [his]
stomach, a mounting discomfort") clued him into titesference of his client's
memories of abandonment that was occurring, althdligy were not spoken about.
Previously unaware of these sensations within hisinew somatic awareness
enabled him to recognize the fragmentation anchatien in the client (Balamuth,

1998: 266). He sensed a tension between his sensand his position as analyst:

my body is rebelling and will not let itself be coed by the familiar pressure

my mind is exerting on me, pushing me to resumknawledgeable" analytic

posture that does not feel right for now. (Balama®08: 266)
The body was "rebelling" (with "near-repulsion” dlwganic protest": Balamuth,
1998: 226) against the analyst's "knowledgeabbaics from which he usually
interpreted the pathology of the client. The tadkaure provides the analyst with a
reassurance of his having something to say (Ogdied in Balamuth, 1998: 266).
But this phallic enjoyment "has to be understood defense against the enjoyment
of the body as an organism"” (i.e. the other jouise® and

the first reaction of the subject will be anxietyindeed, this form of

enjoyment implies leaving the Symbolic ... and thogails the disappearance,

i.e., the death of the subject. (Verhaughe, citeldobbins)
The viewing subject's anxiety concerning the intggf his subjecthood is an
anxiety about his own body. The "death” of the \weysubject unsettles the
Cartesian perspectival gaze that fixes the bodii@bther in his projection. The
return to his own body — the abject that allowexi$elf to be — signals the end of his
fantasy of certainty, the fantasy that was uphglg@iojecting his desire in the Other
as a knowing subject, in possession of certairitye. dnalyst must give up this

fantasy to access meanings of his client that weesailable to him.

In theatre, the performer must work "against muguejection between audience and
performer”, the identification in which "[we] belie so readily in the other as the
keeper of our treasure and our disease" (Frenitetl m Auslander, 1992: 43). To
rupture this fantasy projection, the audience'sybudst return to the theatre: "the |
has to give up the fantasy of the proper self"gt@wva, cited in Ziarek: 27). The
"death of the subject” may sound ominous; indeg¢toui the screen on which the
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subject's fantasy of the Other is projected, he b&aleft in a state of horror — the
horror of the disintegration of the self, of meaniBut Balamuth's bodily tensions
did not impede his clinical work; his body was tiracial link that enabled the work
to proceed. He describes this ability to (re)conmeth the "lived body" as "a sense
of familiarity and newness", "the feeling of joyBglamuth, 1998: 265).

Unfixed from discourses of representation, spitittenscendence and authenticity,
(phallocentric) discipline, and the epistemologioaitainty of the viewing subject,
the body becomes a foreigner, unknown to the Sélbuld theatre in South Africa
strive for constructing citizenship in the imagetud nation? What price is paid
should this course be pursued, not only with reggmchon-nationals but to the
foreigners within ourselves? In our eagerness tiopa images of competent
citizenship, what audience — what community — isstacted? Where are the bodies
of discontent?

This thesis thus arrives at not an answer, butestopn. It seems that making theatre
in South Africa often means a preoccupation withtesting representation,
innovating with form, engaging with cultural ancc&d contexts, and struggling with
guestions of resources. But a question seems taimamt only unanswered, but not
thought of to be asked. Where are the bodies ebdient — on stage, and in the
audience? lencoreall there is to theatre?

Not having found an answer on the stage, | condiydence again quoting from
psychoanalysis. Kristeva's figure of the foreigmgmted from Strangers to
Ourselvesremains merely a guide in my search.

The ethics of psychoanalysis implies a politicsvauld involve a
cosmopolitanism of a new sort that, cutting acgmsgrnments, economies,
and markets, might work for a mankind whose soiigas founded on the
consciousness of its unconscious — desiring, destey fearful, empty,
impossible. Here we are far removed from a cafirttherhood, about which
one has already ironically pointed out its delppaternal and divine authority
... (Kristeva, in Oliver, 1997: 290)

Instead of performing on the centre stage circuiimedrby dominant discourses (in
the current situation, the discourses of governmand markets), the foreigner-
performer teeters at the edge of the stage, atmamyent falling into the unconscious
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— knowing it is dangerous, but knowing the ethrealsons for occupying this
marginal space. Only if | am willing to fall, withere be any possibility for the
spectator to fall also with me, to discover “hisaherences and abysses, in short his
‘strangenesses™ (Kristeva, in Oliver, 1997: 265).

How will this audience be constituted — who wilethbe, what will they do?

A paradoxical community is emerging, made up oéigmers who are
reconciled with themselves to the extent that tleepgnize themselves as
foreigners. The multinational society would thusthe consequence of an
extreme individualism, but conscious of its disewr$ and limits, knowing
only indomitable people ready to help themselvaht@ir weakness, a
weakness whose other name is our radical strangefikassteva, in Oliver,
1997: 294)
Will there emerge an audience who is ready to asledyge its weakness, its
uncertainty? What will be my relation to this audie, what body will I need to
perform, what techniques to engage with, what perémce contexts, to give space
for these strangenesses to emerge? | fall, away the stage, away from the
auditorium, away from the demarcated theatre spadesrs or outdoors — away
from the known. It is the only privilege — the omight — accorded to the foreigner in
discontent.
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