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INTRODUCTION 


In our simplest references, and in rhe blink of an eye, performance is always 
a doing and a rhing done. On the onc hand, performance describes certain 
embodied acts, in specific sires, wirncssed by others (and/or rhe watching 
sdD. On the other hand, it is rhe thing done, the completed evenr framed 
in rime and space and remembered, misremembered, inrerpreted, and passion
ately revisited across a pre-existing discursive ficld. Common sense insisrs' 
on a remporal separation bctween a doing and a rhing done, but in usage 
and in rheory, performance, even its dazzling physical immediacy, drifts 
between presenr and past, presence and absence, consciousness and rnc 111 o ry. 
Every performance, if ir is inrelligible as such, embeds fearures of previous 
performances: gender conventions, racial histories, aesthctic tradirions _ 
polirical and cultural pressures rhat are consciously and unconsciously 
acknowledged. Whether the performance of one's gender on a city strcet, an 
orientalist impersonarion in a Parisian salon, or a corporarion-subsidized, 
"mediarized" Broadway show, each performance marks OUt a unique temporal 
space thar nevertheless contains traces of other now-abscnr performances, 
orher now-disappeared scenes. 2 Which is ro say - and every cssay in rhis 
anthology offcrs a compelling version of this saying - it is impossible to wrire 
rhe pleasurable embodiments we call performance without rangling wirh the 
cultural srories, rradirions, and politic~1 contestarions that comprise our sensc 
of history. 

Yct to invoke hisrory, and ro propose a "drift" bctween presence and absence, 
is nor to hitch performance ro an old meraphysics of prcsence - rhe nQrion 
rhar an absenr rcferenr or an anterior aurhority precedes and grounds our 
represcntarions, In their very different ways rhe contributors to rh is anrhol
ogy rake up rhe posrmodern assumption rhat rhere is no unmediared real 
and no presence rhal is not also traced and retraced by whar it scems to 
excludc.-' lndeed, posrl11odcrn norions of performance embrace whar Plato 
condcll1ncd in thealIical representarion - irs non-originality - and gcsrurc 
IOward an epistemology groullded not on lhe dislincl ioll belwecn I rmhli.d 
/lwdds ami /luio/lal reprcscntarions bUI nn diHcf('nr ways of kn\l\ving and 
doillg dial :Irc comlilll civcly hClcroUC Il l,;OllS , cOlllillgt.:lIl, anJ risky. Thlls whik' 
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a performance embeds rraces of orher performances, ir also produces 
experiences whose interprerarion only partially depends on previous experi
ence. This creares rhe rerminology of "re" in discussions of performance, as 
in reembody, reinscribe, reconfigure, resignifY. "Re" acknowledges rhe pre
exisring discursive field, rhe reperirion - and the desire to repeat - wirhin 
rhe performative present, while "embody," "configure," "inscribe," "signif)r," 
assert rhe possibiliry of materializing somerhing rhar exceeds our knowledge, 
rhar alrers the shape of sites and imagines other as yer unsuspecred modes 
of being. 

Of course, whar alters rhe shape of sires and imagines into exisrence other 
modes of being is anarhema to rhose who would police social borders and 
identities. Performance has been ar rhe core of culrural poliries since Plato 
sought to cleanse his republic of the contaminarion of hisrrionic display, from 
borh performers and specrators. Bur conresrarions over censorship are jusr 
one manifesrarion of culrural poliries. The essays in rhis book explore perform
ances as culrural pracrices rhar conservarively reinscribe or passionately 
reinvent the ideas, symbols, and gestures thar shape social life. Such rein
scriptions or reinventions are, inevitably, negotiations wirh regimes of power, 
be they proscriptive conventions of gender and bodily display (see Apter, 
Fosrer, Cohen, Schneider) or racisr conventions sanctioned by sta re power 
(see Robinson , Dickerlsun, Roach, McCauley, Patraka). Viewing perform
ance within a complex matrix of power, serving diverse cultural desires, 
encourages a permeable understanding of history and change. As Joseph 
Roach puts it, the "present" is how we nominate (and disguise) "the contin
uous reenactment of a deep culrural performance." Critique of performance 
(and rhe performance of critique) can remind us of the unstable irnprovisa
tions wirhin our deep cultural performances; it can expose the fissures, 
ruptures, and revisions that have setrled into continuous reenactment. 

PERFORMANCE/THEATER 

Because performance discourse, and its new theoretical partner, "performa
tiviry," are dominating critical discussion almost to the point of stupefaction, 
it might be helpful to historicize the term (and this book) in relation to 
debates with clearl)' defined ideological investments. Since the 1960s perform
ance has floatcd free of theater precincts to describe an enormous range of 
cultural activiry. "Performance" can refer to popular entertainments, speech 
acts, folklore, polítical demonstrations, conference behavior, rituals, medical 
and religious healing, and aspects of everyday life. This terminological expan
sion has been produced and abetted by a variery of theorists whose critique 
of the Enlighrenment cogito as fully self-present cause rhem (O vit'w their 
own critical acts as performative - as indeterminare signi f)r ing "pl,IY" or as 
self-reflexive, non-referenrial "scenes" of writing. Moreovcr. beLa ll s~' i l .l pp\';lrs 
ro cur across and renegotiate institutional bou ndarics. ;I~ Wt, \I .1\ d.o\\ II r 1.lce. 
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gender, class, and national identiry, performance has become a convenient 
concept for postmodernjsm. Ir has also become a way for skeptics of post
modernism to excoriare what Raymond Williams has called our "dramarized" 
society, in which the world, via clectronics, is recrea red as a seamlessly 
produced performance. 

This focus on performance has produced provocative debates among theater 
theorists about the political status of theater in rclation to performance.4 

Among early experimental groups like Beck and Malina's Living Theater, 
Joseph Chaikin's The Open Theater, Ed Bullins's and Roben Macbeth's New 
Lafayette Theater, Richard Schechner's The Performing Garage, Richard 
Foreman's Ontological-Hysreric Theater, Barbara Ann Teer's National Black 
Theater; in journals like TDR (The Drama Review, formerly Tulane Drama 
Review) and Performing Arts Journal; and in mid- 1960s poststructuralist theo
rizing (Barthes on Brecht, Derrida on Artaud) , performance carne to be 
defined in opposition ro theater structures and conventjons. In brief, thearer 
was charged wirh obeisance to the playwright's authoriry, with actors disci
pli.ted to the referential rask of representing ficrional enriries. In rhis narrative, 
spectators are similarly disciplined, duped into idenrif)ring with the psycho
logical problems of individual egos and ensnared in a unique temporal-sparial 
world whose suspense, reversals, and deferrals they can more or less comforr
ably decode. Performance, on rhe orher hand, has been honored wirh 
dismanrling textual aurhoriry, illusionism, and rhe canonical actor in favor 
of the polymorphous body of the performer. Refusing rhe conventions of 
role-playing, rhe performer presents herself/himself as a sexual, permeable, 
ractile body, scourging audience narrativity along with rhe barrier berween 
srage and spectator. 5 Theater collecrives of rhe 1960s were grearly influenced 
by Anaud and by experimenration across rhe ans. They and thejr enthusi
asric rhcorisrs believed that in freeing rhe actor's body and e1iminaring aestheric 
disrance, they could raise polirical consciousness among spectators and even 
produce new communal structures. In performance theory of rhe late 1970s, 
rhe group affirmarion of "being rhere" tends ro celebrate the sclf-sufficient 
performing instanr. In performance rheory of the 1980s, consciousness-raising 
drops away (roralizing definitions of consciousness are, after a1l, suspecr).6 In 
line wirh posrstrucruraJist claims of rhe dearh of rhe aurhor, rhe focus in 
performance roday has shifred hom authoriry ro effecr, from text to body, 
to the spectaror's freedom to make and transform meanings. 

I;eminist performance criticism has been vira1ly sensitive to borh sides of 
this debare. Feminists have wondered wherher performance can forger irs 
links to rheater tradirions, any more rhan, say, deconsrrucrion can forger 
logocennism. As Brechr understood, rhearer's representation apparatus - wirh 
it~ (IInain.~, tra pdoors. perspecrives, exirs and entrances, irs disciplined bodies, 
its illusorily coherent subjecrs, its lures ro identificarion - mighr offee rhe 
I'l'st "Iahoratory" tI 11" political disruprion. for refunctioning the tools of class 
.III1J gClldn oPI'I"l·S:-.iOll. i HUl klllinists als(') know thal highly personal, t'bl'ory"" 

~ 
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sensltlve performance an, with its focus on embodiment (the body's social 
text), promotes a heightened awareness of cultural difference, of historical 
specificit)', of sexual preference, of racial and gender boundaries and trans
gressions. This dialectic has been a focusing c1ement for performers and 
theorists who want both political consciousness-raising and "erotic agency," 
the pleasure of transgressive desire. R Withollt resolving this dialectic, we might 
observe that if contemporary versions of performance make it the repressed 
of conventional theater, theater is also the repressed of performance. Cenainly 
powerful questions posed by theater representation - questions of sub
jectiviry (who is ~peaking/actillg?), location (in what sites/spaces?), audience 
(who is watching?) , commodification (who is in control?), conventionaliry 
(how are meanings produced?), politics (what ideological or social posirions 
are being reinforced or contested?) - are embedded in the bodies and acts 
of performers. To study performance is not ro focus on completed forms, 
but to become aware of performance as itself a contested space, where mean
ings and desires are generated, occluded, and of eourse mulriply interprered. 
Such discussion helps situate rhis anthology's relarion ro "performativiry" and 
to cultural studies. 

PERFORMATIVITY/PERFORMANCE 

Poststrucruralist conceptions of the human subject as decentered by language 
and unconscious desire, and postmodern rejecrions of foundarional discourses 
(especially rotalizing conceprions of gender, race, or narional identiry) have 
all made performance and performarivity crucial crirical rropes, whose relared
ness I want brieAy ro explore. In a runner-up anide ro her ground-breaking 
Gender Trouble, Judith Butler uses performance to underscore the ficrionaliry 
of an onrologically stable and coherent gender identiry. Gender is rather a 
"stylized repetition ofacts . .. which are internally discolltinuous ... [so that] 
rhe appearance ofsubstance is preciscly that, a constructed identiry, a performa
tive accomplishment which rhe mundane social audience, including rhe actors 
rhemselves, come to believe and ro perform in rhe mode of belief. "9 Butler's 
point is not that gender is just an acr, bur thar gender is mareriall)' "performa
tive": it "is real only ro the extent rhar ir is performed."'o Performariviry 
derives from J.L. Austin's concept of the performarive utterance which does 
nor refer ro an extra-linguistic realiry but rarher enacts or produces rhat to 
which it refers. This anti-essentialism pushes past constrllctionism. It's not 
just that gender is culturally detcrmined and hisrorically contingent, but 
rather that "it" doesn'r exist unless ir's bei ng done. And yer rhe intractable 
existcnce of the cultural ideologies of gender is marked by Butler in the word 
" repe~ition"; gender is the "srylized repetition of acts ..." Or, put another 
way, rhe "act thar O(le does, the act thar one performs is , in a sensc, 011\ act 
lhal has been going on before one arrived on lhe sccne." I I el'lIlll'r, 11\(,11, is 
horh ;¡ Joi ng - ;¡ pnf(>rmallcl' rhal purS;¡ cOllvcmional gC lldlT .111 I illl 11 r:¡: 11110 
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possibly disruptive play - and a thing done - a pre-existing oppressive care
gory. Ir is a cultural apparatus that coerces certain social acts and excludes 
orhers across whar Buder calls "culturally intelligible grids of an idealized and 
compulsory heterosexualiry. "12 

When being is de-essentialized, when gender and even race are undersrood 
as hcrionaJ ontologies, modes of expression without true substance, rhe idea 
of performance comes ro the fore. But performance both affirms and denies 
this evacuation of substance. In the sense that the ''1'' has no interior secure 
ego or core identiry, ''1'' musr always enunciare itself: there is only perform
ance of a self, llot an external representarion of an interior ([uth. Bur in the 
sense rhar 1 do my performance in public, for spectators who are interpreting 
and/or performing with me, there are real effects, meanings solicired or 
imposed that produce relarions in the real. Can performance make a differ
ence? A performance, whether it inspires love or loarhing, often consolidates 
cultural or subcultural affiliations, and these affiliarions might be as regres
sive as the)' are progressive. The point is, as soon as performativiry comes 
to rest on a performance, qucstions of embodiment, of social rdations, of 
ideological interpellations, of emotional and political effects, all become 
discussable. 

Interestingly, in Burler's more recenr Bodies That Matta, performariviry 
moves closer to Derridean citationalit)', operating wirhin a matrix of discur
sive norms, and further from diserete performanees that mact those norms 
in particular sires wirh particular effects. For Butlcr, "cultural norms" 
marerialize sex, not the body of a given performer, even rhough shc wishes 
ar rhe ourset [O pose the problematic of agency. Noting rhar performativiry 
in (¡'ender Trouble seemed to instantiate a humanist subject who could choosc 
her gender and then perform it, Burler is careful here nor ro person ify norms, 
discourse, language, or the social as new subjecrs of the body's sentencing. 
Rather she deconstructivcly elaborares a temporaliry of reireration as that 
which instantiates gender, sex, and evcn the body's material presence. "There 
is no power thar acrs, bur only a reiterated acting thar is power in its persis
rence and instabilit)',"u and again, "perforrnariviry is rhus nor a singular 'acr,' 
for it is always a reireration of a norm or set of nOCl11S, and ro rhe extent 
rhat it acquires an act-like sratus in the present, ir conceals or dissimulates 
rhe conventions of which ir is a reperirion. "14 Performance, as 1 havc rried 
10 suggest, is precisely rhe site in which concealcd or dissimulated conven
lions mighr be investigared. When pcrformativity materializes as performance 
in that risky and dangerous negoriation between a doing (a rciteration of 
norms) and a thing done (discursive conventiom that frame our interprera
1 ions), berween someone's body and the conventions of embodiment, we have 
;Inr ss [O culwral meanings and critique. Pcrformativit)', 1 would suggesr, 
I1I1ISI lw roo led in rhe m~Herialiry and historical dcnsity of performance. 

'l 
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PERFORMANCE AND CULTURAL STUDIES 

Performance as rite, ritual, specialized play has always been a privileged locus 
of anthropological investigation . In this discourse, culture complexly enun
ciates itselfin performance, reiterates values, reaffirms community, and creates, 
in Victor Turner's words, sites of "Iiminality" with which to broach and 
resolve crises. I) In Turner's concept of the "social drama" (encompassing 
breach-crisis- rcdress-outcome) and in Richard Schechner's performance 
models, liminality both interrupts and sustains cultural nerv,ro rks, tending to 
reaffirm an organic model for the understanding of culture. 16 Postmodern 
skepticism about all totalizing meta narratives challenges such descriptions. In 
the words of contemporary ethnographer James Clifford: "Twentieth-century 
identities no longer presuppose continuous cultures or traditions. Everywhere 
individuals and groups improvise local performances from (re)collected pasts, 
drawing on foreign media , symbols, and languages"; and again , '''culture' is 
not an object to be described, neither is it a unified corpus of symbols and 
meanings that can be definitively interpreted. Culture is contested, temporal, 
and emergent."I ? Performance as I have been developing it in this intro
duction - performance with its representational and ideological traces 
remembered - is an imponant component of culture so defined. In perform
ance, and in the developing field of Performance Studies (see Roach for an 
excellent discussion), signifying (meaning-ful) acts may enable new subject 
positions and new perspectives to emerge, even as the performative present 
contests the conventions and assumptions of oppressive cultural habits . As 
Stuan Hall puts it, cultural practices (such as performance) are "interwoven 
with all social practices; and those practices, in turn, [with] sensuous human 
praxis, the activity through which men and women make their own history." 

In British cultural studies (from its emergence at the University of 
Birmingham Centre for Contemporary Culture in 1964), the analysis of 
cui rural texts, was conceived as both historically specific and interventionist. 
Taking culture as the struggle for meaning in class-bound industrial societies, 
the work of Raymond Williams, Stuart Hall, John Fiske, and Angela 
McRobbie was, in its Marxian negotiations, avowedly political.l ~ Cultural 
analysis might not only read "general causes" and "broad social trends" behind 
the practices of everyday life, it could produce consciousness, make mean
ings, provoke contestation. "Social relations," notes Stuart Hall , "require 
meanings and frameworks [cultural arrangements] which underpin them and 
hold them in place."'9 Cultural studies seeks to link the humanities, social 
sciences, arts, and political economy. It ranges from early study of working
class culrure and popular traditions, through work on subcultures and media 
srudjes, to work on racism, hegemony, and feminist rcvisioning of earlier 
subcultural work, and on to (on both sides of the Atlantic), ork on rqm:
sentation, postcolonial identity, difference, "othering, " alld 1 he A II S ( risis. 
As R 'nato Rosa l " puts it, "Whether speak ing ;j 0 111 sllopp1ng 1\ 1 .1 '!l p t· /" 
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market, the aftermath of nuclear war, Eliubethan self-fashioning, or ritual 
among the Ndembu of central Africa, work in cultural studies sees human 
worlds as constructed through historical and political processes, and not as 
brute timeless facts of nature."20 

In the United States, where academics on the left have long been divorced 
from public rraditions of progressive social practice, cultural-studies battles 
have recently been waged around the question of interdisciplinarity in univer
sities. Cultural studies has come to mean not just the reading of popular 
culture texts and practices in relation to structures of power, but a resistance to 
institutional boundaries and hierarchies. (Charges of "political correctness" 
reflect the wrsh to prohibit this putative politicization of - and the exposure 
of political processes at work in - academic departments and institutions.) 
Cultural studies is at the heart of such contestations (at the time of this 
writing, such losing contestations), not only because it questions traditional 
canons and disciplinary formations, but because it causes scholars on the left 
to evaluate what they are doing and why. As bell hooks reminds us, cululIal 
studies in U.S. universities might become a crucial site of vigilance against the 
vagueness of "multiculturalism." The attempted shifts in curricular direction 
(for example, literature syllabi including works by people of color) will, she 
notes, "transform the academy only if they are informed by non-racist perspec
tives, only if these subjects are approached from a standpoint that interrogates 
issues of domination and power."21 This underscoring of relations between 
pedagogy and cultural politics was a motivation in the making of this book. 

PERFORMANCE AND CULTURAL POLITICS 

I t is no coincidence that debates about cultural studies arise at about the 
same time that "performance" gains critical currency; indeed performance in 
all its hybridity would seem to make the best case for interdisciplinary 
IhinkingY And yet, while Michel Benamou named "performance" the 
"unifYing mode of the postmodern," the early texts of cultural studies have 
lilCuscd more on mass media's invasion of the cultural, and, as a political 
response, on resistant styles, subcultures or rituals that introduce "noise" 
in the hegemonic status quo. The recent Cultural Studies (Routledge 1992) 
.lIld The Cultural Studies Reader (Routled.ge 1993) generally blindside perform
;Ince as a slightly less significant cultural practice. 

In planning this book, I wanted performance critics and artists to move 
I)l'yond explicit theater contexts and confront performance issues within 
~I rucrures of power. In other words, I sought to stage a dialogue between 
I'nf<lI"Inance and cultural studies. Despite differences in subject matter and 

IY \" anJ witb varying degrees of intensity, these essays exemplifY what I 
IIl1dl'r~ l;\ nJ r be b' sic to a cultural-studies (or indeed a performance-studies 
IlIllj~ ' \. ( f1 ', a C()lIn; rn wilh the hisrorical, cultural, and political spccill ' iry of 
tilt" ()hjcl.. l .. f Ii1Ildy. l~vo, a t()lollary l'tH1CCI"ll with :1l11horiu l pl.'rf ilfm;lJlCc - wh.lI 
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Rebecca Schneider calls the subject/writer's compLicity with her object: an 
engagement with her own embodied specificity, her habits of seeing and 
desiring. Here the critique of performance merges with the performance of 
critique as a deliberate project of self-reAexiveness, projection, and famasy (see 
especially Oicker/sun, Schneider, Foster, Phelan, and Blau) . Three, a reRection 
on identity and difference as politically inAected bur mobile terms that make 
space for, rather than c10se off, new critical territories. 

In Part 1, "Re-sexing Culture: Stereorype, Pose, and Dildo," Emily Apter 
and Ed Cohen each take issue with Butler's concept of performativity, not 
by returning ro the "truth-regime[s]" of sex and gender, but by exploring the 
interplay between subjectiviry, artifice, and cultural history. In Apter's "Acting 
Our Orientalism: Sapphic Theatricaliry in Turn-of-the-Century Paris," the 
stereotype not only functions as a form of outing in specific lesbian sub
cultures, it labors theoreticaLly as "the Achilles heel of performativity ... a 
kind of psychic ossification that reassimilates subjective novelties into the 
doxa." In Cohen's "Posing the Qucstion: Wilde, Wit, and the Ways of Man," 
posing is "an embodied question" that dangerously disturbs late-Victorian 
doxa on masculinity while allowing Wilde ro live om, and temporarily market, 
the social contradictions of his sexualiry. In Lynda Hart's "Ooing Ir Anyway: 
Lesbian Sado-Masochism and Performance," the dildo not only poses a 
question ro gender ontology, it introduces and eroticizes a "representational 
crisis" in the lesbian imaginary, for the phallus (and the symbolic order it 
maintains) is, Hart notes, "never wllere it appears ." Cited by Apter, but 
threading through all three essays, is the late Craig Owen's important formu
lation on posing: "the subject poses as an object in order to be a subjecr. " 
In transgressive sexualities, acts of self-objectification may be one complex 
yet pleasurable way of "pretending an identity into existence." 

I noted at the outset that performance, as a doing and a thing done, drifts 
between past and present, presence and absence, consciousness and memory. 
In Part 11, "Grave Pcrformances: The Cultural Politics of Memory," Peggy 
Phelan, Vivian Patraka, and Clenda Dicker/sun, show us that memory 
performed is an occasion for national and cultural mythmaking. In Phelan's 
"Playing Dead in Stone, or, When is a Rose not a Rose?," more is dllg up 
than the remains of the Rose Theatre at a commercial site on London's South 
Bank. In her "psychoanalysis of excavation," Phelan performatively reads rhe 
signs of cultural homophobia in parliamentary postllring. Stalking the Rose 
are the ghosts not only of Oscar Wilde and Christopher Marlowe, but of 
gay men dying of Al DS. Oennis Hollier's notion (paraphrased by Phelan) 
that "the invemion of architecture was motivatcd by a desire ro forestal I and 
forget death" might serve as an epigraph ro Patraka's "Spectacles of Suffering: 
Performing Presence, Absence, and Traumatic History at U.S. Holocaust 
MlIseums." The Washington and Los Angeles museums, in thcir fUlldraisill g., 
in their appeal ro delllocratic institutions, in rhcir very J I'\ ig ll, . 11 11 '1 11111 lO 
I'c-nll·.mhn the dead hy slilllulating or cOllstl'aillill!', ;I tl .' ,,1' 11 11' 11111 1 )' 111 d ll·il 
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vlslrors. Patraka's essay deploys a series of fascinating contrasts - between, 
for example, de Certeall's concept of space and place, between a room of 
disimegrating shoes taken from concentration-camp victims and a room of 
compurer-synchronized exhibits that attempt to "manage" mass annihilation. 
In Glenda Dicker/sun's "Festivities and ]ubilations on the Graves of the Dead: 
Sanctifying Sullied Space," unmarked graves are again disturbed, but this 
writer's "hovering" ghosts are the defiled and forgotten drylongso (ordinary) 
citizens of cultural memory, the lost black communities she summons and 
re-embodies in three performances crafteJ from oral histories: a "Iive oak 
drama" on Sr. Simons Island, a "living pomait" in Setauket, N.Y, and a 
"play scrap" in Newark, N.]. Seeking space for the "uppity Black woman ," 
Dicker/sun is a self-conscious secular charismatic, sanctifying what racism 
has sullied. Yet ro sanctify is to lose nothing of the history that has dinied 
her ancestors. Rather she re-inhabits that history, walking with Langston 
Hughes on the northbound road, making legible and visible a cultural 
imaginary that is still effaced in official discourse. 

Part III, "Moving/Seeing: Bodies and Technologies," explores the viscera 
of performance, its corporeal and visual pleasures. Foster's "Pygmalion's No
Body and the Body of Dance" treats the [hree ballet versions of the Pygmalion 
story and finds in the reigning corporeal conventions a subterranean narra
[ive of pre- and post-Revolutionary subjectivity. This natrative includes the 
signifying of interiority, of gender idealiz.ations, and culminates, in the nine
teenth century, in stcreotypic marketeJ displays, in which the body was 
divorced from cmotional expressivity. In the original performance of this 
piece, at an MLA panel in 1992, Foster danced her essay; here italies dance 
with conventional rypeface as the critic seeks to embody her long-dead chore
ographers without "fixing a body of facts like Milon's immovable Galathea." 
In "After Us the Savage Goddess: reminist Performance Art of the Explicit 
Body Staged, Uneasily, Across Modernist Dreamscapes" Rebecca Schneider 
finds herself in the eye of the hurricane and imagines new feminist config
urations of Yeats's millenial modernist prophecy (upon seeing ]arry's excretory 
\urrealist Ubu Roi): "after us the savage god. " For Schneider, feminist perform
.lIIee art, from Carolee Schneeman's vaginal scrolls to Annie Sprinkle's cervical 
f H.:q1-show, presents a cultural politics that refigures modernism's traditional 
whore/objects. Writing hersdf into commllniry with these perfonners, 
..... . hncider revises the end of Bataille's Eye/Body as "perspectivalism on the 
flip." While photography is Herbert Blau's technology of choice, "Flat-Out 
Vi~ion" works dialcctically with Schneider's essay in its eulogy to lTlodernist 
"'('III!',: lhe Rat-out vision thar, like Ibscn's "devastaring realism," eludes the 
II It'di;ltions of political captioning or, as Blau putS it, the "vanities of critique. " 
W ll a e Sehneidcr flnds in rhe explicit body a means of revcrsing the dissecting 
11Itllkl'l1 iM gazc, Blau argues that thl' imagc, br from framing and occlllding 
dll' I,.,dv (m ol>jea ), can be lIeilhcr flxcd nol' rcad: irs dClails constantly 
l. I I'e l.- In Ihe "Vi~lissilll cks ofligllt." I'hilip Auslalldn's " I.iwncss: Perf()fIII ; III ~t· 
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and the Anxiety ofSimulation" reminds us that in our technoculture, perform
ance's corporeality, like the difference between seeing and not-seeing or 
"perspectivalism on the Aip," may just be as an effect of "mediatization." 
Using Milli Vanilli and Eric C lapron on MTV's "Unplugged" as studies in 
the political operations of capital and simulation, Auslander dissects and 
extends Baudrillard's theories, showing that " Iiveness," performance's most 
precious commodity, need have nothing to do with the living. 

In Part IV, "ldentity Politics: Law and Performance," performance abets 
the making of racist traditions and legal history. Joseph Roach's "Kinship, 
Intelligence, and M emory as Improvisation: Culture and Performance in 
New Orleans" offers a rich genealogy of performance studies linked to an 
investigation of the Mardi Cras krewes of late-ninctcenth-century New 
Orleans. Roach demonstrates how the krewes' rites of passage produced a 
ludicrous bU( dcadly serious performance of identity. 1n hybrid societies like 
that of New Orleans, performance becomes the "principie mode whcreby 
cul tures produce themselvcs in the face of those whose exclusion defines by 
co ntrast the status of the e1ect. " Roach cites and Arny Robinson focuses on 
Plessy versus fergusoll, the case in which a performance of deliberate passi ng 
intended ro challenge Louisiana's Jim Crow accommodations law allowed 
the Supreme Court, in 1896, ro make "separate but equal" official U.S. law. 
In her "Forms of the Appearance of Value: Homer Plessy and the Politics 
of Privacy," Robinson argues that when Plessy's lawyer c1aimed that Plessy's 
"whiteness" was his propcrty, and thus constitutionally protected, he mis
understood "the performative logic of the pass" - the Justices d.ecided that 
Plessy was stealing. From this she suggests that the right-ro-privacy concept 
in gay-rights advocacy commits a besieged community ro the same Aawed 
Lockean notion of identity as property. The natural rights of a sclf-owning 
subject, Robinson argues, have neve r protected those whom dominant culture 

has deemed "unnatural." 
Placing the reAections of a "real" performance artist at the end of the book 

gives Robbie McCauley, in "Thoughts on My Career, The Other Weapon , 
and Other Projects," the elect and loncly status of sharing the rubric, 
"Performer/Performance," with no one. It's nO[ that McCauley's brilliant work 
on 	stage makes her unique, but that her own selective oral hisrory hclps 
recapitula te the ways in which performance, as one crucial practicc in the 
making of culture, is inseparable from politics and history. As narraror of 
her "performance-rheater" career, McCauley is both actor and director, doer 
and namer, a performer of personal tales in self-consciously politicized spaces. 

Always a master of the "talkback," McCauley hclps me close with sorne 
reAections on intratextual talkback in this anthology, beyond the connections 
1 have indicatcd aboye. Not only are racist and homophobic logics decon 
!j[ructed through most of these essays, there are quieter cchoings . Thc .lniClc[s 
or vcncr;lti O!l in Dicker/slln's Sctallket piecc. the "pholOgr.l l' h .~, p.l in. ings, 
bllli Iy Rihk~ ... " seem ro rnlcl'lll ti1\' arti facrs 01' 1110111 " i II g . li le ' · ' I' ltolog l .l p h~, 
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eyeglasses, shoes" in the Holocaust museum (Pauaka), and the "coins, jewclry, 
shoes, and hazelnut shells" in the ruins of the Rose (Phelan). Similarly, survivor 
testimony in Patraka's essay speaks ro Dicker/sun's gathering of communal 
voices and to McCauley's after-show discussions. Affixing a caption in Blau 
resonates with "fixing" the pose in Cohen and "the real" in Han; and 
Auslander's discussion of mediatized performance glosses Patraka's analysis 
of simulated histo ries. Apter joins Foster, Schneider, Roach, and Robinson 
in providing a cultural panorama for performances of identity and differ
ence. Dicker/sun and McCauley give two vcrsions of making performances, 
McCauley and Auslander offer different perspectives on post-1960s acting, 
and McCauley guides us back ro Apter: "Rather than avoid stereotypes, 
1 study them. " 

Intratexual dialogue is of course one of the pleasures of reading a text of 
many voices. Ir is my hope the reader will carry on making these connec
tions, in which case Performance and Cultural Po/itics will be both a doing 
and a thing done. 

NOTES 

See The American Heritage Dictíonary definirion for performance: " l . The aer 
of pcrforming .. . and 5. Somerhing performed: an accomplishmcnr; a decd." 

2 	 Thc norion thar historical mcmory is embeddcd in the performarive presenr is 
a consrant theme in Herbcn Blau's work. See, for cxample, "Univcrsals of 
Performance," in The Eye of Prey (Bloomington and Indianapolis: Indiana 
Univcrsity Press, 1987) : "So long . . . as therc is performance to be referred to 
as such ir occurs wirhin a circumfcrence of represenrarion with irs rangcnriaI, 
eclipric, and encyclical lines of power. Whar blurs in rhe immanence of seeing 
are rhe fcarures of rhat powcr. ..." 

3 	 Sec Henry Sayre's discussion of "prcsenrness" in The Objea ofPerformance: The 
American Avant-Garde since J970 (Chicago: University of Chicago Prcss, 1989), 
p.9 ff. For a differenr perspecrive, sce Peggy Phelan's 'The üntology of 
PerfOrmance," in Unmarked: The Politics of Performance (1.ondon: Roudcdge, 
1993), pp. 146-66. 

4 	 The performance/rhearer inqlliry has been a rhemaric in Blall's wriring since 
Blooded lhought: Occasions of lheater (Pcrfo rming Acrs JOllrnal PlIblicarions, 
1982). For a rccenr loo k ar rhcsc i ~s lles in the academy, see Jill Dolan, 
"Geographies of Learning: Thearer Srudies, Performance, and rhe ' Performative, '" 
Theater Journal, 45 . 4 (Dec. 1993): 417-41. MlIch of whar Dolan cnvisions for 
a reconfigllred "Thearer Srlldies" is compatible wirh m)' sense of a performance 
criticism that atrends ro rhe specificiry of theater. For an earlier brief discllssion 
of thearer as a discipline in rhe posrrnodern academ)', see SlIe-Ellen Case's inrro
dllcrion ro Performing Feminúms (Balrimore: Johns Hopkins Universiry Press, 
1')')0) , pp.I - 13. 

') 	 Consider che early work of performance anises Carolee Schnccmann, Valie 
f<:Xporl. Linda Montano, Elcanor Anrin. C hris Burdcn, Viro Acconci, arnon g 
olh (· r.~. For an inHuenlÍal articulation of the postmodern body in performance. 
,ce losel'" Féral , "Pcrtorm;1 I1cc and T heaHicality: 1 he Subjecr Dcrnystifi cJ," 
M"'/¡'m />,.'¡/IJ'¡ 2').1 (l 9R2): 170-8 1. So;'\,' David Ro ma n\ r('cenl disClIS.\ i'''1 "r 
Fa.tI", l' iCL l in "1'cr/;,rlllill1\ 1\11 Our I.iw s: I\I DS, 11,·, Ii)("lIl :III(;(' , COIIIIlIIII,iIV." 
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in Janelle G. Reinelt and Joseph R. Roach, Critica! [heor)' and Pelformance 
(Ann Arbor: Universiry of Michigan Press, 1992) , pp. 208-2). 

6 See Bonnic Marranea 011 "being there" in The,tt/"e of {mages (New York: Drama 
Book Spccialists, 1977), p. xii . 

7 Scc Suc-Ellcn Case, Ferninism and Theatre (London: Roudedge, 1988). p.132. 
Scc also my " Brechtian Theory/¡::eminist Theor)': 'Ioward a Gestic ¡::eminist 
Criticism," Fhe Drama Review (TDR)(Spring 1988): 82- 94, 

8 	 Jeannie rOrtc's phrasc in "Focus on the Bod)': Pain, Praxis, and Pleasure in 
Feminist Performancc," in Roach and Reinelt's Critical Theory and Performance, 
pp. 248- 62. Consider the work since the 1980s of Karen Finle)', Holly Hughes. 
Split Britches (Lois Weaver. Peggy Shaw. Deb Marolin), among others. 

9 	 Judith Burler, "Performativc Acts and Gender Constitution: An Essay in 
Phenomenology and ¡::cminist Theory," in Case. Pelforming FemillÍsms, pp. 270- ) . 

10 	 Ibid .. p. 278. 
11 	 Ibid,. pp, 270, 277. 
12 	 Judith Burlcr, Gender Trouble: Feminism and Ihe Subvasion of Identity (London: 

Roudcdgc, 1990), p. ) 35. 
) 3 Judith Butler. Bodies That !vlatter: 011 the Dúcuniz¡e Umits of "Sex" (Londo n: 

Roudedge. 1993), p. 9, 
14 Bmler. Bodies That Matter. p. 12. 
) 5 Sce Victor Tu rne r. From Ritual 10 '/ heatre: Ihe Humall SerioltsY/m of Play 

(Perform ing Ares JOllrnal Publications. ) 982) , 
16 	 Sce Richard Schcchner. "'Iowards a Poetics of Performance," in Fssays 011 

Performance Theory (New York: Drama Book Specialists, ) 977), pp, ) 20 ff., and 
in 7he f.nd of Humanism: Vlritings on Performance (PAJ, ) 982), ¡::or a good 
discussion of Schech ner's anrhropological convergences. see Susan Bennen, 
7heatre Audiences (London: Roudcdge, ) 990). pp, 133 ff. 

17 James Clifford and George E. Marcus, eds,. Wí'iting Gtltun:: The PoetiCJ and 
Politics ofEthnography (Berkeley and Los Angeles: Universiry of Californ ia Prcss, 
1986), p, 19. See the important work on performance written in the context 
of postmodernism and the new ethnography, under the rubric "Cultural Studies." 
in Roach and Reinelt, Critica! 7heo¡-y O/Id Peljórmance, including [{oach's 
inrrodllction, See especiall)' Sandra Richards's "Under the 'Trickstcr's' Sign: 
'Ioward a Reading of N tozake Shange and Ferni Osoh.san," in which shc theorizes 
a "diaspora literacy" (66) in our reteption of Shange's appropriation of Yoruba 
traditions of divination . 

18 For his inirial ambivalence about marxism, sec Stuan Hall , "Cultural Studies 
and its Theoretical Legacies," in Lawrence Crossberg, Cary Ndson, Paula 
Treichler, Cultural Sludies (London: Routledgc, 1992), pp. 279 ff. 

19 Cited in Dick Hebdigc, Subculture (London: Methucn, 1979), p, 7, 
20 Renato Rosaldo. Lulture alld li-uth: the Rl'making o/ Soúal Analysis (Boston: 

Bcacon Press, 1989), 
21 	 bell hooks, "Culture ro Culture: Eth nograph)' and Cultural Studies as Critica! 

lntervention," in 'réaming: Race, Gendel; and Cultural Politics (Bosron: South 
End Press, 1990), p, 131. 

22 	 Martin Barker and Anne Beezer's Reading Into Cultural Studies (London: 
Rourledge, 1992) exprcsses dissatisfaction with currcnt cu lrural-studies projects 
bascd on ethnographic stlldics of audiencc, and the concomitanr move away 
from tcxt-b;JseJ ideology and class crit ique of the Williams and Hall v;Jrie'ty 
This coincides with the tcnninological cxpansion of performance, ami ils drifl 
aW;lY fmm theater. The political inflections of this v(,lu mt co me: rfllm l)UCl ies 
il1lo rCprl'SClllalioll as wdl as demonsrraliolls of perfOrtlWl ivlI l'. "),'t:" , 1", "'<;' "1\,1". 
Flll ily I\I' I<'\"\ di,nlssiol1 (lr Ihe stcrcorype il1 (:hal'll'I' .'.. 
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ACTING OUT ORIENTALISM 

Sapphic theatricality in 

turn-of-the-century Paris1 

Emiiy Apter 

1n brieAy considering the status of Orientalism as a theatrical conceit in tum
of-the century feminist performance, 1 want to situate recent discussions 
surrounding performativiry and the stereorype which in their turn beg, certain 
questions abour the appointment and senling of identiry. It has struck me 
that in the concern ro escape stale gender epistemologies, with their hetero
scxist contraries, psychosexual clichés, and doxa of "difference," a frangible 
alternative rheroric has been ushered in figuring sexual identiry as a condi
rional performativiry that leaves only a ghostly and sometimes ghasrly trace 
of the stereorype behind in the wake of its performances. Mutable sexuali
ries, body parts semiotically open ro erotic opporruniry, sexed bodies recast 
as morphologically plastic and phantasmatically unbound - such parsings, 
grafted from the language of Judith Butler's chapter on "The Lesbian Phallus 
and the Morphological Imaginary" in Rodies That Matta, while eschewirrg 
an outright utopianism of gender possibiliry, neverrhcless rekindle great expec
lations for a genuine!y gender-troubled fUture.2 

There has been considerable confusion surrounding the status of the term 
"performativiry" in Butler's work. Despite its cclebriry in rclation ro her 
writing, the term, interestingly enough, does not even figure in the index of 
Genda Trouble, where "parody" is the preferred word and does much of 
performativiry's work. On one level, performativiry emerges as a concept coi n
ciding with the French sense of "une belle performance," that is, an obtained 
rcsult, an act accomplished on bodies in readiness (and here agency seems 
psychoanalytically curtailed, as it is in poststructuralism), On another leve!, 
pcrformativity refers to the contractual conditions of signification developed 
hy rhe ordinary language philosopher, J . L Austin. Austin employs rhe term 
lo resrricr rhe force-field of significarion: locutionary exchanges are driven by 
circu mstanrial morivarions and intentions, and wirhin mese rarher stricr condi
1 iom , ~rCC<.:h-aCls eirhe r mj~fi re or hir rheir mark. Implicitly transposing rhese 
11Il e~ .,r lallgllabc ro gender, Buriel', ir seems, wanrs to preserve rhe frame· 
wo,k ll f diH~llr ... iv¡; IUlIslraill1 011 I11cllling-proc!ucrion (when.: G()nstra i n L~ alT 
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produced by normarive prohibirions and rhe Law), while sreering clear of a 
full-blown rehabilirarion of subjecrive agency and inrenrionaliry. 

Of course, rhe immediare purchase of rhe rerm performariviry is on rhe 
realm of rheatricaliry, bur recendy Buder has been concerned ro rake rhe 
performance our of rhe performarive: 

[n no sense can it be eoncluJeJ that that pan of genJer that is performeJ is 
therefore the "truth" of gender; performance as bounded "act" is distinguisheJ 
from performativiry insofar as the [atter consists in a reiteration of norms which 
preceJe, constrain, and cxceed the performer anJ in that scnse cannot be taken 
as the fabrication of the pcrformer's "wiIl" or "choice"; furrher, what is 
"performed" works ro conceal. if nO[ to Jisavow, what remains opaque, uncon
scious, unperformable . The reJuetion 01' performativiry ro performance woulJ 
be a mistake. 

(B 234) 

This critique of literalized rheatricaliry echoes rhroughout rhe recenr work. 
Performariviry is linked ro rhe "citarionaliry" of culrural norms and pracrices, 
and ro rhe psychic prohibitions and exclusions rhar regulare the normarive 
visibiliry of rhe symbolic order; irs connection ro "living rhearer" is more or 
less disavowed, excepr in rhe arena of queer polirics where "rheatrical rage" 
is recognized as a viral straregy deployed againsr rhe "rhe killing inattenrion 
of policy-makers on rhe issue of AIDS" (B 233). 

Though Buder's reservarions roward rheatricaliry make perfecr sense in 
rhe conrexr of a rigorous argumenr seeking ro avoid rhe "adopt-a-gender" 
model of idenriry rhar has become rhe bane of 1990s gender rheory, I am 
nonerheless struck by whar seems ro be her almost phobic disinreresr in 
rhearer hisrory and dramaric are Pan of my concern in rhis discussion will 
be ro try ro asserr a place for performance wirhin rhe theory of gender perfor
mariviry wirhour resorring ro philosophies of reified rruth-value (enshrined 
wirhin rhe culrure of compulsor¡' hererosexualiry). 

In her discussion of queer performariv,iry in Henry James, Eve Kosovsky 
Sedgwick also disallows rhe rerm's narrow thearrical applicarion. Elaboraring 
a norion of performativiry rhat underscores "rhe obliquiries among meaning, 
being and doing," Sedgwick warns againsr the domesticarion of rhe rerm 
rhrough reducrive determinations of 

whether particular performances (c.g. of drag) are really parodie and subversive 
(e.g. of gender essenrialism) or just uphold the status quo. The botrom line is 
generaIly the same: kinJa subversive, kinda hegemonic. [ see this as a sadly 
premature domestication of a conceptual tool whose powets we really have 
bardy yet begun to explore . .l 

Wirh rhis cavear againsr raming rhe menral construcrs for rhinking sexualiry 
Sedgwick ups rhe ante in rhe inrdlecrual quesr for alrernati ves (O exhausred 
dyads and opposirionaliries. Bur in dismanrling hiswrically Inil icor ¡'!,cnder 
olllOlogies with ~III cye \O anonlpli~hillg I1lOr<" rhall ;1 \im l' li .~ lj( It'\i'l .lI l<. C lO 
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gender essentialism and less rhan a naively redemprive vlslon of sexual 
polysemy, Sedgwick, like Buder, srill leaves open rhe quesrion of rhe hinge 
rhar keeps idenriry significarion in place. A nagging anxiery abour holl' 
referenrs ulrimarcly come ro bear meaning (which follows learning of the 
arbirrariness of signifiers or rhe non-origin~ry narure of rhe Transcendental 
Signified), accompanies rhe prospeer of reading sexual semiorics adrift in 
psychic prohibirions and identificarions. The marerialisr grounding of phan. 
rasmaric significarion - acknowledged as essenrial by Burler and Sedgwick 
alike - ofren remains e1usive on rhe leve! of inrerprerarive hisrory. 

My hyporhesis in rhis essay is rhar pan of whar allowed rurn-of-rhe-centur)' 
rrench gay and lesbian sexual idenrity ro perform irself along Sedgwick's axis 
of "meaning, being, and doing," was irs mediarion by rhe culrurally exotic 
srereorype. Psychoanalyrically, rhe srereorype is akin ro Freud's norion of 
"characrer rypes," assigned explicir imporrance in rhe essays: PsychopatlJif 
Characters on the Stage (1905- 6), Character and Anal Eroticisrn (1908), SIJ In( 
Character-ijpes Met with in Psychoanalytic Work (1916), and Libidinal 7jpti 
(1931). In rhe second of rhese essays he wrore: 

Among those whom one tries to hdp by means of psychoanalytic rreatment, 
one very often meets with a rype of character in which certain traits are strongly 
rnarked , whilc at rhe same time one's attention is arrcsteJ by the behaviour 
of these persons in regard ro a cenaÍn boJily function anJ of the organ 
connected with it Juring their chilJhooJ. [ can no longer say on what precise 
oceasion I first receiveJ rhe impression that a systematic rdationship cxists 
bctween this type of characrcr and rhe activities of this organ, bur 1 can assure 
the reader that no theoretical anticipations of mine played any part in its 
produetion." 

111 this account, rhe characrer-rype makes irself embarrassingly evidenr. Un. 
doubredly sensirive ro antisemirism's straregic use of physiognomical srigm;!; 
:lI1d rypes, Freud is undersrandably wary of legirimizing facile conjugarions 
of hodily fearure wirh personaliry traie Bur rhe characrer-rype, like sorne 
IIlIslIccessfully disavowed manifesrarion of rhe unconscious, tefuses, as ir symp. 
IOmarically does, ro go away. 

A rarher underrared sraple of crirical discourse rhar may be ripe for theo. 
I("tical revisitarion, rhe srereorype, as we all know, is a rerm deriving frolO 
dl l ' hisrory of prinring, referring ro rhe meral piare made from a mold of 
(ofl1poscd rype. An early example of rechnology's impacr on rexrual repre. 
\l"I1talion, rhe srereorype rerains rhe semanric residue of rhe marerialiry ofits 
origil1 evcll wirhin irs more figurarive lIsage as a synonym for rhe common. 
1'1.1":1.' , hackneyed, or convcnrionally "serded in form." The norion 01' 

IIII/,/";,¡tiltg, whcrher visual or discursive, remains a key ro undersranding the 
1I 1'/-~. tI iV(' repulario n of rh e: stereorype as rhar wh ich sramps rhe com plex suhjcct 
WIlIt dI e w:11 01" rcJIIClivt· caricatllrc alld/or had habito Ir was in th is wa)' ,h", 
I h~ . 11 Wddl." "fllpl oyc~l lh <.: I l ·"n in Ili .~ birrn r("proadl ro I .onl Alfrnll )ollgl.I.\. 
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"My habir," he wrOte in De Profundis, "- due ro indifference chieAy ar nrsr 
- of giving up ro Y0l¡ in everyrhing had beco me insensibly a real pan of my 
narure. Wirhout m}' knowing ir, ir had stereotyped my remperamenr ro one 
permanent and faral mood."5 The associarion of rhe srereorype with "perma
nence" and "faraliry" implies rhar rhe srereoryped characrer is Aawed, even 
deviant, insofar as it conrains a gro ove of moral decadence veering roward 
rhe dearh drive. 

Wilde's reference to his "srereoryped remperament" encapsulares a drama 
of ego dcsriturion at}d volirional subjugarion. In an essay concenrraring on 
rhe way in which srereorypes are "intercepred" in the. graphic, slo~an~slas~ed 
art of Barbara Kruger, rhe lare Craig Owens also remmds us thar ro lmpnnt 
(srereo-type) rhe image direcrly on rhe viewer's imaginarion, ro eliminare rhe 
need for decoding" is rantamount ro visual "subjecrion,"6 A rool of paranoid 
surveillance, rhe srereorype, according ro Owens's Foucauldian ascriprion, 
emerges as: 

A form of symbolic violence exercised upon rhe body in order both ro assign 
i~ a place and ro k.~ep ir in place, rhe srereorypc works less rhrough persua
slon (rhe goal of tradirional rhetoric: idcological adherencc, consenr) rhan 
rhrough dererrenc," _ whar Jean Balldrillard calls "disslIasion." Ir promores 
passiviry, .re~eprivity, inacriviry _ docile hodics. This cITen is achievcd primarily 
rhrollgh Intlmldatian: rhe srcreot)'pc poses a rhrear. 

(BR 194) 

Though rhis passage calls for a nuanced reading of rhe srereorype's moral 
and physical damage ro rhe subjecr, whar 1 wOllld like ro pick up on here 
~s n?r so n:uch the tepressive effect of rhe stereorype's over-Iegibiliry .(exp!ored 
In mrerestlng ways by RolanJ Barrhes in terms of how srereoryplcal Irera
rions, conceived as deadening repcririons of intdlecrion, "repress" and rhereby 
produce rextual bliss), but rarher, on rhe problematics of posing implicir in 
Owens's asserrion th.ar rhe "srereorype poses a rhrear." Inadverrenrly or nor, 
Owens signals rhe performariviry of the srereot:ype; irs rhearrical Aair for 
srriking a pose, aSSuming a guise, prerending an identiry into exisrence. 
As Owens observes in another essay dedicated explicirly ro rhe problem of 
pos.ing, "rhe s.ubjc~t poses as an objecr in order to be a subjec~" .(BR 215). 
Thls formulatton, It would seem , lies ar rhe heart of rhe essenttaltsm-versus
parodic-gender-performance debare insofar as ir illustrares rhe lack of clear 
boundaries betweefl rhe two camps. Though essentialism in feminisr theory 
privileges crystalliz~d, transcendent srereorypes, while its performative coun
rerpar~ supposedly emphasizes rypological dissolution and resignificarion.' the 
r""o dlscourses are, so ro speak, joined at the hip by rheir mutual rellance 
on a subjecr thar l")¡akcs irsclf be by enacting objectificarion. 
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The enacrment of objecrificarion can be seen ar work quite self-consciously 
in rhe way in which hench feminism mobilized Orientalisr srereorypes ro 
fashion "new" sexual idenriries rhar funcrioned as props on which ro hang a 
pose. "Monsrrous superhuman figures" ro borrow Mario Praz's rerms, were 
excavared from cultural hisrory; women such as Sémiramis, Tha"is, and 
Cleopaua, whose erotic apperites were legendariJy matched ro rheir rhirsr for 
polirical aurhoriry. Sémiramis was an Assyrian queen who rebuilt Babylon 
wirh fonresses, fabulous palaces, and suspended gardens. She became famous 
in ancient history for her successful milirary campaigns rhroughour Asia and 
the Middle Easr. Revived in rhe eighreenth cenrury as rhe subjecr of plays 
by Crébíllon and Voltaire, cclebrared as a romanric heroine in Rossini 's opera 
of 1823, Sémiramis, nor surprisingly, re-surfaccd ar rhe rurn of rhe cenrury 
in a 1904 dramaric producrion wrinen by rhe decadent aurhor Joscph Peladall 
(famous for his fin de sihle ras te for androgyne and lesbian protagonisrs), 
which received ecstaric reviews in women's journals of rhe period, such as 
Fémina. Like Peladan's Sémiramis, Anarole France's ThaiS, firsr published in 
1890 and adapred for rhe immcnsely popular opera by Jules Massener in 
1894, played on rhe hieraric, historic grandeUf of rhe female srereorype by 
exploiring rhe fuI! regalia of Orienralisr decor. In rhis kitsch anticlerical con
version srory about a fourrh-century Egyprian COUfresan and a hypocrirical 
holy man who falls under her spell while diverring her from rhe parh of sin, 
Tha"is is featured as an actress, seducing her rivered audience on rhe 
Alexandrian srage. Clorhed in heavy gems, and presenred ro the viewer as 
an image graven in srone, she embodies rhe srereorype made pure performa
rive: ar once ferishized and mobilized in conceprual and visual space. 

The immense presrige of rhe hisrorical srereorype embodied in rhese 
Orientalisr phallic women made rhem ripe fOl' femínisr re-appropriarion. In 
Brirain, rOE example, a fcminisr Tha'is emerged in suffragene circles in rhe 
1910s and 1920s wirh the revival and rerranslarion of PClphnutius, a medieval 
play wl"ítren by H rorsvir von Gandersheim, "the firsr known women play
wrighr of wrinen rexrs," according ro Sue-Ellen Case.7 As emblems of narional 
characrer, rhese srereorypes conferred rhe ideological adhesive of narionalism 
on ro a nascent women's movement builr on fragile coaliríons and disparare 
dass interesrs. In rhe contexr of Parisian identiry polirics, where rhe political 
was dcnned more personally and rhe salon or sragc prevailed as the chosen 
arena of acrivism, Oríenralisr srereorypes were used as a means of panially 
or semi-covertly ouring sapphic love. Co!ene's ouring of her eroríc partner
ship wirh rhe Marquise de Belboeuf in Réve d'/:"gypte ma}' be seen, in rhis 
rcgard, as of a piece wirh Mikhail Fokine's choreographed rendirions of 
."'/¡lo/,¡itrt: (based on Théophíle Gaurier's short story "Une Nuir de Cléopihre") 

.llId S!,,:f¡hazadc in 1908 and 1910 respecrively for rhe Ballers Russes. 
(l :íglll"l' 2. 1) BOl h p roducríons featured rhe celebrared lesbian performer Ida 
l{u bulSll'ill in dll' lIIajor rolc.H Rubemtein's exoric featLlre.s (she was Russi~ll1 

k wi\h) , ~H'a l III'ight, thin, androgynolls hody, and illl pc ..iou~ llIanl1n 1lI:11k 
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her a favorite for Orientalist roles in which sado-masochistic scenarios 
prevailed. Peter Wollen has traced the origin of her Orientalist mystique ro 
the beginnings of her acting career in Sr. Petersburg, "where she was nrst 
introduced ro Fokine by Bakst beca use she wanted dance lessons in order ro 
play the pan of Salome in her own production of Oscar Wilde's play." 9 
He also llotes that she eventually would perform Salome's Dance of the Seven 
Veils when it was transposed ro C!éopdtre, making her entrance "on rhe 
shoulders of six slaves," and removing each veil (increased ro twelve) in an 
elaborate striptease. What is particularly interesting in the case of Rubensrein 
and Colette is the use of Orientalism as an erotic cipher, a genre of rheatri
cality in which acting "Oriental" becomes a form of ouring, and outing is 
revealed to be thoroughly consonant with putting on an act (each flips into 
the other unpredictably). 

An important fin-de-siede paradigm for this acting/ouring slippage may be 
found in Pierre Loti's colonial novel, Aziyadé (1879). Though dated, the 
work provides a prime example of Orientalist decadence revolving around 
the treacly romance of a British naval officer whose heart is srolen by a 
Circassian slave. The mise-en-scene is formulaically embellished with turqueries, 
just as his Far Eastern novel, Madame Chrysantheme, avails irsclf of srylisric 
japonisme, or Le Roman d'un Spahí of a black African fetish discourse. Aziyadé 
is the carliest of his colonial novels, earning him the dubious ritle, "Pimp of 
rhe Sensation of Difterence," by his revisionist successor in the aesthetics 
of rourism, Victor Segalen. Set in Salonika and lsranbul during the waning 
of the Otroman empire, Aziyadé is suffused with an atmosphcre of imperial 
belatedness; whar Mario Praz in The Romantic Agony characterized as "the 
long Byzantine twilight, thar gloomy apse glcaming with dull gold and gory 
purple, from which peer enigmatic faces, barbaric yet renned, with dilated 
neurasthenic pupils .. . a period of anonymous cotruption, with nothing of 
rhe heroic abour it, . . . devoid of any virilc elemenr."lo Like Remy de 
Gourmont's Lettres a !'Amazone (written for that leading figure of lesbian 
salons in Paris, Natalie Clifford Barney), and Pierre Louys's "Chansons de 
Bilitis" (poems about a Turkish high priestess of Lesbos), Aziyadé functioned 
as an underground script for the iniriate, interpretcd improvisationally in 
salon skits and "real life," as when two western-educated Turkish women, 
Nouryé and Zennour Noury-Bey, purportedly snared Loti in his own sequel 
by posing as Aziyadé reincarnations, returned in the flesh from a fictional 
rombo (Loti went along with the ruse, half believing in the revisitation of 
his dead mistress, and using the episodc ro great effect to structure his sub
sequent Turkish harem novel Les Désenchantées.) 

Just as it would be for Parisian sapphic circles, the art of cultural camou
flage was important ro Loti's sclf-fashioning as both textual a nd (auro) 
biographical figure. A naval ofncer from Brittany, he was hlmolls fM having 
hilllself phorographed in the local costllmes, bo th ma~C: lIl i l l\ ' .l!1d ¡; 'rnillil1l:, 
of the fill"L'ign tcrrirories he vi ~ itL'd, indlldi ng C hi na, I: lpólll , dI<' \ Plltl l )C:J 
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Islands, Norrh Africa, West Africa, and the Middle EasL He even extended 
this fascination with cxoticist drag ro the Moorish interior of his o\Vn home 
at Rocheforr, transformed into a kind of domestic stage-set moddled after 
the Turkish aparrment that Aziyadé's central character appoints for himsclf 
in the Istanbul casbah . Loti also gave vcnt to theatricalized Orientalism when , 
in order ro gain his idol Sarah Bernhardt's attention, he "had himself carried 
in ro Sarah, as Cleopatra was carricd in ro Caesar, wrapped in a carpeL" 1 1 

Not only was Sarah Bernhardt celebrated fot her role in Victor Sardou's 
CLéopatre - which she played into her seventies - but she, like Loti, had 
hcrself photographed in character, stretched out on a divan with jewelled 
girdle and arm-bracelets, an adoring female attendant at her knee. Onc could 
say that Loti's grand gesture, his trying ro "be" Sarah, by "being" Sarah 
Bernhardt "being" Cleopatra, embodied a kind of porrmanteau Orientalism 
crossing bisexual and biculrural identifications. 

Thc hisrrionic qualiry of Orientalist posing, common to arr and life in 
Loti's casc, points ro a performative reading of Aziyadé in which the narra
tive is read as a scenography written in order ro be acted out. Each diegetic 
sequence is built up around visually suspended rableaus, rhrown up like so 
many expendable scrims and Aimsily interconnected by diacritical e1lipses. A 
sense of theater is also given characterological specificiry through the conceit 
of a central nartator whose name is shared by the author (Lori was the pen 
name of Julien Viaud), and the protagonist, who "passes" as a Turk under the 
alias Arif-effendi . The dissolution and fragmentation of authorial and char
acterological inregrity Iends the novel a modernist aspect: there is no essentialist 
core ro Loti's persona. In fact he conrinually refers ro the emptiness within, 
ro a self filled up with eJki, the Turkish word for existential vacuiry and ennu i. 
Loti's protagonist c1ings to seeming Turkish so as ro avoid the more difficult 
metaphysic of "being" nothing, nothing that is but a Aeeting coalescence of 
what Alan Sinfield has termed "expressiviry effects." In his social deconsrruc
tion of Shakespearean character criticism Sinfield writes, 

1 have been rrying ro exemplify a way of reading in which specch and acrion 
in a ficrional rcxr may be arrribured ro characrers - undersrood nor as essen
rial uniries. bur as simulared personages apparently possessing adcquardy 
conrinuous or devcloping subjecrivirics. Bur, beyond rhar, rhe presentarion of 
rhe dramaris personae rnusr be rraeed ro a rextual organizarion in which char
acrer is a srraregy, and very likdy one rhar will be abandoned when ir inrcrferes 
wirh orher desiderata. To observe thi s is importanr, not just as a principie of 
lin:rary criricism, but beca use ir corrclates wirh a repudiarion of rhe assurnp
rion that real iry, in plays or in rhe worle!. is adequately explained by reference 
ro a fixed, autonornous, and sdf-deterrnining core of individual being. Rathcr. 
subjecriviry is itself produced, in a1l irs complcxiry. within a linguistic and 
social structure. 12 

Si nficld signa.ls the extent ro which the very norion nf charaucr, like jI., 1I1Or" 
J egradcd cousin, lhe srereorype. is a fi xing in fl ux; ;1 sra 111 JI 111 d lt' H·. tI IlIIII , dy 
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appended ro srraregie, contingent, scmioric subjecriviries. Characrer itsclf 
emerges as sreteorype in drag, erhnically, socially, and clllturally gender
ImltatIve. 

In addition to pointing ro rhe ontological tenuousness of character, Loti's 
sham Turkishness highlighrs the rheatrics of passing crucial ro the perform
ance of narional and sexual idenrit)', as wdl as to the idea of per
formance aJ identiry. [n the nove\' rhe proragonist wavers berween rhe 
sllccessful cultural plagiarist traveling rhrollgh rhe casbah unremarked, ro 
rhe unauthentic native who, on carching sighr of himself in a mirror, perceives 
a risible figure resembling "a young renor, ready ro break inro a passage of 
Auber" (A 102) . This failed cultural pass is inrerrwined with the failed 
hererosexual pass. When Loti tries ro resr Aziyadé's love by "playing the 
sulran," forcing her ro suffer his liaison wirh another Turkish women, his 
cultural masquerade backfires as he finds himself rendered imporent by 
rhe courresan's Europcanized dress. This masculinisr demise, coinciding as it 
does wirh his inability ro carry off rhe pan of despotic pasha, implies rhat 
Arif-cffendi's staged harem is really a convenient disguise for Lori's homo
eroric c1oser. Aziyadé herse\f, childlike and subservienr, emerges as rhe 
travestied stand-in for Loti 's young servanr Samuel, wirh whom he savors 
"the vices of Sodom" in the brothels of the red-light disrricr. Falling asleep 
on a boar wirh Samuel by his side, Loti Aoats inro a wer dream pllncruated 
by rhe sudden eruprion of enemy fire. This fanrasric episode, along with 
several orhers in rhe book in which veiled allllsions ro cruising, trysting, and 
the procurement ofboys are coyly disavowed, add up to whar Roland Barrhes, 
borrowing Lori's phrase, characrcrized as rhe novel 's e1ement of "pale 
debauchery." "Palc ollring," may in facr be rhe more appropriate expression, 
parricularly insofat as ir shadow-plays whar Barthes himsclf is doing through 
his reading of Loti. Famous for his reticence on the subjecr of his own sexu
ality, Barrhes carne as c10se ro publicizing his open secret by "bringing our" 
(in D. A. MiJler's words) the gay innuendoes of Loti's writing and eultura.lly 
sraged persona. Queered in this way, Lori's Turkophilia (acred "out" in real 
life, so ro speak, through his propensiry for cultural rransvesrism) gives a new 
rwist ro Said's characrerization of the colonial trave\er's perceprion of rhe 
Orienr as a " living rablcau of queerness." 13 

By emphasizing Barrhcs's interpolarion of rhe queer signals in Aziyadé 
l do not mean ro imply rhar Loti's Turkish act was merely a decoy for that 
which was crotically nor quite "out" (afrer all, Loti was perhaps only acring 
"Ollt:' rhar is, not really ollting himseH~ but only appearing ro do so), but 
r.• rher that acting and outing are mutually implicated in exaggerared trurh 
tlaillls. cbillls ro being "true ro type." Acting and ouring, as onrological 
~lr;lI egics. cOllllllonly rely on essenrialisr rypologies of enacrcd being thar are 
dll"W II inl ll defi n itiona l crisis by rhe wild m imeticislll of affeer. Perhaps 
il i.' !his illl(;lIioll of ;ltl;':CI Iklt helps 10 cxplain why call1py Oricnralisl 
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their over-acred quality points to the way in which nonconformist sexual 
identity must perform itself into existence, more often than not through the 
rransformation of originally conservative models. 

Orientalism, as a nexus of extravaganr psychic investments and laye red 
semblances of the type, evolved into feminist and lesbian camp for a number 
of other more obvious reasons. Not only were women empowered or accorded 
sexual license through association with the dominatrix characterologies 
attached to exemplary princesses, queens, seductresses, or women leaders of 
the East, but, more interestingly, their agenc)' was enhanced by "being" these 
avatars both on stage and off. 14 Ida Rubenstein, Sarah Bernhardt, Mata Hari, 
Colette, Lucie Delarue Mardrus, Renée Vivien and others expanded the 
performative parameters of the historic stereotype by moving rheir larger
than-life thespian personas inro the choreography of erotic everyday life. 

In the case of Renée Vivien (Pauline Tarn), the author of several lesbian 
cult books and translations of Sappho, whose short life was mythicaJly 
commemorated by Nathalie Barney and Colette among others, the art of 
"being" Sappho seems ro have done as much for the legendary quality of 
her persona as anything she wrote or transposed.1 5 Her Sappho, according 
to Jean-Paul Goujon, was "Asiatic" and exotic, inhabiting a Lesbos that never 
forgot its conriguity to Smyrna. 11í This conflation of Greece and the Orient 
was of course particularly common in turn-of-the-century art, literature, opera, 
dance, and theaterj syncretistic otherness was the fashion, spawning a wild 
hybridity of styles - Egypto-Greek, Greco-Asian, Biblical-Moorish - that 
would eventually be taken over by Hollywood. The particularism of the 
Orientalist stereotype was important nonetheless. In Vivien's case, a "real," 
living Turkish woman anchored her exoticist fantasies. Goujon has recently 
unearthed evidence of her epistolary (and ultimately consummated) romance 
with Kérimé Turkhan-Pacha, an "emancipated" woman from Constantinople 
who had originally written to Vivien as a lirerary fan. Erected as the prover
bial "Captive Prineess" on the shores of the Bosphore in Vivien's prose 
fragment Le Jardín Turc (1905- 6), and apostrophied as the "brown Mistress" 
and "My Sultana" in subsequent love poems, Kérimé, according to Goujon, 
played Orientalist double ro Natalie Barney in Vivien's erotic pantheon , The 
heady mix of fantasy and tourislll which sealed the Vivien- Kérimé love affair 
spilled over inro Vivien's financial sponsorship ofNouryé and Zennour Noury
Bey, the same Turkish women who had pretended ro incarnate Aziyadé in 
the hopes of enlisting Loti 's help in evading their respective harems, Informed 
by Kérimé of their escape from Constantinople and their struggle ro survive 
in Paris, Vivien furnished thelll with an apartlllenr and living allowanee, 
thereby earning a place for herself as a eharacter in the as-yet-unwrirren seque! 
10 Loti's Désencharaées. 

1n addit ion ro allowi ng Vivien ro extend her Emcifíd (I)IIS II\IL t illl) "f :1 
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have also played a central role in the Barney-Vivien quest for the "gynan
dromorph," defined by Barney's feminist biographer Karla Jay as "a higher, 
more perfecr being, which would re-estabJish the principie of Femaleness in 
the universe." 17 1n Natalie Barney's fantastic, rheroricalJy exrra-terrestrial 
"biography of a soul," The One Who is Legion, Or A.D. sAfta-Lije, the gynan
dromorphic principie is ethereally manifest in a succession of what Terry 
Castle has identified as "apparirional lesbians."18 Identities "on loan," persons 
whose posthumous correspondences are retrieved from the "dead-Jetter office" 
in the hopes of constituting a "hersrory," these transubstantiated shadow 
women form a great chain of being whose essence approximates an androgyny 
purged of its diamerric opposition ro masculinity. At one point in the novel 
the problem of how ro generate a feminocentric characterology that eschews 
singular, individual identities is fascinatingly consideredj diverse theoretical 
gambits are themselves performed in an invocarory, interrogative voice: 

pU[ down every wanderer found in our caracombs, fix rhem ihy sorne familiar 
nair, and so Icarn to know and govern our ghosrs, our lovers, our low
characrers, our marryrs and saints, and any rhar we mighr cncounter in this 
journcy rhrough oursdves. Surprised rhar aurhors had csrablished no manner 
of dealing wirh even their 6critious personages, should we nor definircly adopr 
the play-wrircr's merhod of giving a name ro each dramatiJ persona - rhe drama 
here consisring in rhcir divergenccs and confliers - rheir combined chernisrrics. 
Bur whar of rheir sirnulraneous c1airns and antagonisms?19 

The response to this incredulous question is negativej there is no fixing trait 
or character-name adjudicating among "simultaneous claims and antago
nisms." When alternative systems for classifYing the mulrivalent female soul 
are tested - musical composition, color-codes, orthography - the confusion 
only worsens, In the end the narraror reverts to a composite of stereotypes 
including the siren, the sphinx, and Sr. Joan, ro be appointed communal 
"sponsor" or surrogate for the soul after "she" has committed suicide. 

Harney's phantasmatic, Swedenborgian soul-mate appears in hindsight to 
he a precursor of the transcendental female subject invested by Luce Irigaray 

contradicrorily essentialist and anti-essentialist, singular and mulriple, at 
olle and the same time. In this lighr, it is all rhe more inreresting that Barney 
Il'surrects the stereotype at the end ofher novel as an anridote to the complete 
dl'fe3lization of characrer attempted ar rhe outset; anti-essenrialism is thus 
l unailcd by the return of the type, 

111 a more marerialistic vein, Cléo de Mérode's memoir, Le Ballet de m{l 

I'Ít', cltarts rhe predication of the feminine subject on the exotic stereotype 
.llId irs sllbscquent fanning our into exorbitant character. Cléo's improbable 
11,1Il\(' hdped ro overdetermine the mythic creature she became; christened 
" . ' lt-npJHl'-Oial1e." she joincd Oricnralism ro Hellcnism in her srage erafr 
,Iud pllhl icity images. A cclebrared I3e1It: Epoquc cocotte whosc erotic incli
lI,ilioll, lil(c l[¡al urhcr hll1lOlIS riv:r1I .i;ull' de Pougy, was dl'cply k tn illocl'l1l ril. , 
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Cléo began her career as a precocious srar of rhe Paris Opera baller corps. 
The winner of I'ILLustration's beaury contesr, hcr image was mass-reproduced 
everywhere. In rhe realm ofhigh art shc became a favorire model for painrers, 
sculprors, and phorographers (Nadar among rhem), Ir was cosrumed as an 
Egyprian dancer in AitÚl, so rhe Iegend goes, thar she seduced Leopold rr, 
King of Belgium. In 1900 shc c1inched rhe Orienralization of her perform
ance prohlc (much likc Ida Rubensrein and Rurh Sr. Dcnis), with "la danse 
Cambodgienne," the hor attracrion of rhe Exposition Universelle's Thélure 
Asiatique. Toward the end of World War 1, she amplihed her Orientalist 
repertory wirh rhe role of "the Sulamire" in Charles Cuvillier's Judith cour
tiJane. Here she performed an "Egyprian" dance wirh hieraric sreps against 
a black decor, dressed in a dramaric gold tunic and black velvet cape designed 

by Paul Poirer. 
Following rhe narrarive accents of her <lUrobiography, her own signature 

performance as the Cambodian dancer was intended ro rival 5ib)'1 Sanderson's 
interpretarion of Tha'is, wirnessed by Mérode early on in her career while a 
"rar d'Opéra" on the ser. Sanderson's rendering of Tha'is exfoliated around 
her, emerging in Mérode's account as a kind of "primal scene" of Orienralist 
characrerology. Thcrc is a ripple effen to hcr ddlnirion of the courtesan/actress 
idenriry: each gesture "plays" as a form of lireral instrucrion in rheatricaliry, 
exoricism, and rhe art of love. In the choreography, the pairing of roses with 
the mask of comedy points to rhe kind of punned rclationship between 
performance and sex airead)' evidenr in the acring/ouring paradigm: 

Srill a child bur already rall, 1 abo appeared in J'haiS, wherc 1 danccd a dccora
tive intcrmczzo with sorne of my companions. We playcd rhe pan of novice 
acrresses, Following rhe courrcsan, and we babnced oursclves arollnd her 
waving roses in one hand and a mask in rhe orher. [ . . . ] And Tha'is was Sibyl 
Sanderson! orhe beallry oF hcr plasriciry, rhe shapdiness of her posrures, 
rhe powerflll charm rhar eXllded from her person and her acr, 3nracred rhe 
admirarion of alt 20 

In this pictllfe of young danccrs impersonating rhe role of courtesans' disciples 
in anricipation of the couttcsan's role rhar many of rhem would eventually 

_ 

play in "real life," characrer is enhanced by rhe infectious medium of 
admirarion. Admiration, rapture, rhe rhrill of bodily proximiry to rhe diva 

rhese hyperbolic tropes of feminine enrhusiasm are transmittcd "fem-to
km," generaring waves of affecr thar would, for many, translare into the 
sapphic bonds of rhe Parisian ciry of women. Cléo's ries ro Paris-Lesbos were 
guaranteed b), rhe presence of her life-Iong companion Marie Brior, a retired 
rheater profcssional who had been part of the citcle of Louise Balthy, a cclc
brated lesbian demimondaine known for her "ugly" chic. 

Cléo de Mérode was constructed by her era as one of the "new" fCJ11inine 
stereorypes of Paris 1900, a stcreorype compi led in b r~t' IIll:a,urc I"rom 
Ihe performance~ 01" fal1l0llS aClfl'SSCS~ Sarah Ht'mh,lld l\ ( :1"0\,.111.1, Sihyl 
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Sanderson's Tha'is, Rose Camn's 5alammbó, Madame Héglon's Delila, LoYe 
Fuller's pseudo-easrern veil dance, Sada Yacco's Japanese dances. A transfer
enrial identification with rhese female icons was reinforced by rhe hallowed 
ritual of torch-passing whereby rhe novice agreed ro introject the srereorype 
of the big, exotic, feminine Other offcred to her via the diva. 

The expanded notion of performativiry and performance that emerges from early 
feminisr theater iJistory has been recognized recendy by a number of critics, most 
norably Sue-Ellen Case, who sees Natalie Baeney as a pre-eminent forerunner of 
the conremporary woman performance artisr. Baeney, Case observes, 

invenred rhe pracrice of women performing for wOJncn, which \Vas ro become 
imporranr in feminisr rhcarer in rhe 1970s; shc inrrodllced images of lesbian 
sexllaliry; she conceived of improvisarory pcrformances rclaring ro rhe ralenrs 
of women performers; and she crcared rhearricals which occllrred in her privare, 
domestic space, bur which were inrended as formal, aesrhcric works and even 
found rheir way into published dialogues. The personal rhearer of rhe salons 
and privare rhearricals paved rhe way for a ncw arr forrn in rhis cenrury, wh.ich 
has creared an imporranr intersection of feminism and rhearer - women in 
performance art. 

(FT 53) 

Case's conceen to develop a feminist hisrory of performance, while highly 
useful, presents in this particular insrance an unproblcmatized view of rolc
playing, role models, and feminist identihcations wirh rhe "enabling" 
stereorype. 1n his psychoanalytic dissection of the colonial stereorype, Homi 
Bhabha argues thar "rhe point of intervention should shift from the iderltÍ
fication of images as positive or negative, ro an undcrstanding of the processes
(1 subjectivication made possible (and plausible) through srereorypical 
discourse."21 Though ir is not entirely c1ear what these "processes of subjec-
livication" fully entail, ir seems that for Bhabha, the stereorype, like rhe fetish, 
el11bodies a doxa, an image-repenoire of deadening reperitions (around, say, 
race or gender) that ultimately produces alienation from the psychicaJly 
srrrinvested system of represenrarions within which it is codihed. Bhabha 
In:oups the stereorype as the bad object of colonial mimicry by allowing 
il ro rerurn as a good object of subjectihcation, shattering politically hxed 
,,,Ionial subjecrs inro a multitude of refractive, porentially emancipatory 
'llhjccr positions. 

Bhabha's complication of the identification paradigm as applied to race 
.11111 nr!tural identiry li!les up well in many respects wirh Judith But\er's 
1"'llill'lllarivc reading of gender-imitation within the morphologicallmaginary, 
1,", I)()th rheorists avoid fully recognizing the psychic recalcitrance of the 
~tn'\I'ypc as a consrricting component of gender and cultural identity. 
Ili".lv(,weJ. rhe stereorype rcbounds re-avowed, as that upon which gender 
d '·\I.lhi li/,.lt 10 11 pi liS i,~dr as a point of dcp:lfture ()[ rdcrent nf resign illc;¡
111111 , Tl.c Irrl'] lrt'\~ ihk· U )hC IC ll lC uf J¡ar:IClerol,lgy L'lII bcddt:d in I he Stl'rco lypl' 
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introduces a kind of psychic ossificarion rhar re-assimilares subjecrive novelries 
into the doxa. The srereorype, I would maintain , is rhe Achilles' hecl of 
performariviry, or berrer yer, rhe "Cleoparra's nose" (ro use Lacan's Pascalian 
rrope for "le je ne sais quoi" in "The Freudian Thing") of hisrorical 
subjectificarion.n 

How then do we escape rhe prison-house of stereorypes in the ficld of 
identiry polirics? I don'r rhink we can, bur ir is perhaps rhe desire ro do so 
rhar motivates one of rhe more asronishing episodes in feminisr performance 
hisrory - the acring our of what I will call rhe "Isabelle Eberhardr complex." 
In looking ar rhis complex, I will argue, subjecrificarion occurs nor so much, 
as Hhabha affirms, rhrough a "shifr ftorn identificarion ," bur rarher through 
a radical identificarion with norhing, norhing bur rhe srereorype drained 
of its recognizable identiry markers: its "Europeaness," irs "femme- ness," irs 
meraphysics of presenee. 

Ebcrhardr's larger-rhan-life biography, modeled quire self-consciously by 
Isabelle herself afrer Lori's Orienralisr ficrions, exerted and has continued ro 
exert an extraordinary hold on rhe Occidenral feminisr imaginary. Her life
story, recounted firsr by execurors and would-be publishers, Vicror Barrucand, 
Roben Randau , and René-Louis Doyen, and empharically retold in more 
recent rimes by Rana Kabbani, Annerre Kobak, Denise Brahimi, Edmonde 
Charles-Roux. Leslie Hlanch, and Paul Bowles, illustrates a compulsion ro 
repear sympromaric of rhe srereorype. Eberhardr was rhe illegirimare daughrer 
of a slavic anarchisr named Alexander Trophimowsky, who had an aFfair wirh 
Isabdle's morher afrer he was hired as rhe family rutor. Gifred in Oriental 
languages and fascinared by Islam, he raughr lsabellc and her brothers Arabic. 
From 1897 on, Eberhardr rravelcd ro North Africa, evenrually adopting rhe 
name Si Mahmoud Essadi, converting ro Islam, and getting herself inducted 
into rhe Sufi brorherhood of rhe Qadriya. 23 Cross-drcssing as an Arab man , 
shc pursued rhe rough pleasures of nomadic travel , casual sex, and drugs. A 
self-destrucrive srreak marched rhe dark flashes in her desriny. Though her 
short srories and newspaper anides in rhe Algerian press garnered her a 
following in North Africa and abroad, she also enraged local colons, who were 
probably behind an assassination attempt rhar she survived Cbur nor wirhour 
an augmenred sense of morbidiry), only ro die in 1904 in a freak desen 
flood ar rhe age of rwenryoseven. 

One could say rhar lsabclle Eberhardr fell masochisrically in love with dearh. 
In one rale, an anonymous male characrer sings "an ancienr song in which 
rhe word for love alternared wirh rhe word for death" ("The Rival, " p. 60). 
A beauriful Jcwess is impaled in rhe srreer after falling prcy ro rhe charms 
of a cruel Sidi in "The Magician"; a dancer, abandoned by a heneh conscripr, 
rurns ro self-wasring alcoholism and prosrirution in "AdlOura"; a yOllng 
woman commirs suicide when forced into a repulsive arra ng('d m.llTiage in 
"Taalith"; and rhrollghour her journals. a solirary glolxll ad V¡;n \ll H"~ rC~ lkssly 
1110VCS on from shcller lO shclrer, "vagabo IlJing" in bOlI" "lid ·,p l' ll "YOII',I .I IlC'Y 

.1.H 

ACTING OUT ORIENTALISM 

is deliverance," she wrore. "To be alone, ro be poor in needs, ro be ignored, 
ro be an oursider who is ar home everywhere, and to walk, great and by 
oneself, roward the conquesr of the world" ("Pencilled Nores," p. 68). [n 
vinually all her srorics, women bind themselves as she did, to a nihilistic 
credo of addiction, moral abnegation, and poverry. Here one could say rhar 
rhe degree-zero stereorypc performed by Eberhardt - rhat of a gender
dispossessed , deculturared woman inserted inro the violcnt landscape of 
colonial history - fulfillcd rhe Wildean ascriprion of"bad habit" or faral groove. 

Eberhardr's biography has been acted out by successive generarions of femi
nists. In the 1920s and 1930s Lucie Delarue-Mardrus not only paid tribute 
to Isabcllc's memory through a visir ro her grave in Ain-Sefra, bur she also 
"interpreted" rhe Eberhardr scripr in her sclf-staging as "la Princesse Amande. " 
[mmortalized in the memoir of hcr amanuensis Myriam Harry (wrinen in 
what Waync Koesrcnbaum would call "diva prose," a writing at once "florid, 
self-aggrandizing, imperial, amusing, banal, pathcric, full of trashy cadences"), 
Lucie is introduced in Harry's Mon amie Lucie Delarue-MardruJ in a 
Canhaginian amphirheater, overseeing rhe rehearsal of one of her own plays.24 
Interestingly ir is rhe off-srage rhcatricaliry of her Oriental ist idenrit)' perform
ance rhar upstages an account of her play: 

Thc actors fmm thc French thcatcr, bcturbant:d and drapcd in Tunisial1 fabric, 
in keeping wíth their inst inct for the stagc, were smoking. likc Oriclltal 
genderncn, narguilch pipes, svcltc as jcts of water. Lucie Delaruc-Mardrus 
baptized "the Almond Princess" by her husband - carnc and went, hieraric 
and silcnt on thc arm of Jcannc Delvairc, inspecting, with her discerning cre, 
the litrle kingdom of Shéhérazade. 25 

Alternatively cast in rhe part of Shéhérazade and Salammbo, sporring an opal 
ring, "set a la byzantine," which had becn worn by Sarah Bernhardt in 
Cleopatra and Lorenzaccio, Lucic arouses awe and jealousy of hcr seductive
IICSS in her self-appoinred scribe. Throughour her Iife, as recounted by Harry, 
1.1Icie continued ro play rhe role of Orientalized doyenne of rhe Icsbian elite. 
She organized partics and tableaux vivants drawing on her husband's acc\aimed 
l'rlldition as an Arabic scholar (he translatcd Mille et Une Nuits and published 
.1 popular study of rhe Queen of Sheba); she authored Egyptophilic texrs 
(1l1IS' ructed around morbid femrnes fatales (the novel Amanit); and dedicated 
Vl'rse lO Ebcrhardt evoking her "bedouin coar" as a kind of sacred mantel of 
lI'allsvestisrn sanctioning fururc feminist explorarions inro the shadowy rcgions 
01' hisexual biculturalismY' 

TIH' "Eberhardr complex" was similarly at work in Henriette Célarié's visir 
lo Fhnhardt's final dwelling. As soon as she crossed rhe rhreshold of th 
n.III'<IW h.l rrack, sroo ping under a hand of Fath ma, Célarié started ro "be" 
Jo'Jwrltardl, "ill1agining" hersclf "Icaning 011 rhe paraper. awaiting rhe hom 
",111'11 ti\(: local Illlllbh would ;111110UI1Ce rhar lhe sun had disappe,lred Oll rhe 
1" '1 11tl1l .lI ld d l:tl Ihe [IS I l-'Oldd be brokl'II." Fhc rhanlt's ghmt a b nt;ISl11 
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of Islamic melancholia - inhabits Célarié, and though she tries ro snatch at 
the reassuring real, asking her guide "the rypical woman's question, was she 
pretry?", she is left overpowered by a sense of Eberhardt's "anguished, 
demoralized spirit," "rortured by piteous regrets," and the vagaries of her 
"savage and unsatisfied heart."27 

The dark epiphanies of the Eberhardtian lady traveler also informed the 
biography and writings of the Australian journalist Ernestine Hill written 
about by Meaghan Morris. In Hill's death-driven panoramas, rypically found 
in her travel narrative The Creat Austrafian Lonefincss (1937) , Morris has 
determined that, 

a very srrong rclarion is esrahlished in rhese rexrs berween dcarh and rhe 
historical rnission of rravd-wriring (narration as well as descriprion). This is 
partly a maner of their chosen "Iandscapc": dearh is a dominanr figure in the 
scenic hisrory of a colonizing srrugglc ro conyuer rhe land, rhe sea, and rhe 
narivcs. In rheir expansiunisr commitrncnr ro Ausrralia's hrave whire furure, 
Hill's rexrs are nor apparently concerned wirh any inrirnarions of an ahsolure 
"dearh of hisrory" - exeepr fór Ahorigines. Thcy are histories of dearh: nor 
onl)' hecause uf rhe colonial scene, bur because "hisrory" is convenrionally 
represenred as a narrarivl: of [he dead (rhe pasr, or rhe passing). 2H 

Whether it is H iJl's desolate outback or Paul Bow\cs's "sheltering Moroccan 
sky," (in which Bowles, who translated Eberhardt inro English, psychicall)' 
augured the suicide of his wife, the lesbian writer Jane Bowles) , there is 
a drama of ego destitution exptessed through Eberhartian mimesis. The 
Sheftering Sky (1949) contains a kind of rewriting of the Eberhardt Jegend 
in the key of existentialist colonialismo When Port, the ptincipal male 
character, dies mid-novel of the plague, his beautiful American widow, Kit, 
is abducted by a caravan of camel-dtivers. Like Ebethardt, Kit dons the 
costumc of an Arab youth, and like Eberhardt, she learns ro " Iove rape" at 
the hands of her caprors within a landscape of masochism. 

Whatever the reason (the trope of female bondage?), Eberhardt's cult status 
has bcen firm in feminist and lesbian cireles and continues ro this da}', 
rendered most interestingly by Leslie Thornron's art-house video There Wás an 
Unseen Cfoud /'vfoving (1987).29 Thornron takes the miraculous bones of 
Eberhardt's srory and splices it with sepia-roned stills from the colonial archive, 
both then and now. North African wonders such as the Casbah , Mecca, or 
desert dunes are intercalated with early cinema e1ips of flying carpets and exotic 
dancing, creating the impression of "an unruly fetishism of the exotic object," 
ro borrow Mary Ann Doane's terms in relation to another ironic Orientalist 
film by Thornton, Adyrwta (1983).30 In this feminist vita nuova writ Iargc, 
vignettes of Isabelle's unconventional upbtinging, sex and drug exploits, and 
rcligious mysticism (played by different actresses wirh an I-::ISI Villagc 
look) alternate with excetpts from educational fi lms (w il l. d \(.' ir in il1l iLlblc 
acoustic cues) featuring carne! convoys ~nd gt:(lgral' hy tll,II}\, T!. ~ lit t d lclI 
is a performative hisror)', both pc:rsonally ami pol il l" di}' 1\ ·r: " ~, · ¡IVI 111 .111 .Igt 

iO 

AC TING OUT ORIENTALlSM 

of innocence, in which bits of intentionally stilted acting thwart viewer 
identification with a "role model." The various Isabelles fall in and out of char
acter, tugging blasphemously at theit veils, improvising hippy dialogue, 
deelaiming their passions with camp cxaggeration. In this way, the avant-garde 
techniques of disjunction, dissociarion, and disavowed seduction h1llction, to 
borrow Craig Owens's phrasing, "to mobilize the spectator against the immo
biliry of the pose. " 4 1 The plurality of Eberhardts together with the displace
ment of the body by a visual shotthand of the colonial unconscious, serves, 
moreover, ro undermine charactcr cssence. Like Lady Macbeth in Alan 
Sinfield's reading, Eberhardt is "compounded of contradicrory stereorypes" and 
therefore becomes "a character who is not a character."')2 

This "character who is not a charactet," this stcreotype which is a vir
tual subject srymied in its ideological "prise" by the Illobilized spectator, is 
nonetheless residualJy anJ resilienrly a cultural referent that "passcs" for itself 
through a hisrory of what Burlcr, in her phenomenological vein, referred 
ro as "essence fabrication," "sedimented acts," and "corporeal st)'lizations. " 3:J 

Stereorypes,both cultural and erotie, are generateJ by and th rough the 
frozen invenrory of gestures constitutive of theatrical meaning. Though 
the sheer performativiry of this inventor)' can serve ro unsettle identiry (easily 
IInmasked as "noth ing but an act"), the rehearsed cultural referentialism 
of the performed rype, together with its excessive affect, function ro create 
politically strategic points of semantic connectivity among the blurreJ 
procedures ofacting, outing, being, doing, passing, and meaning. Simultaneously 
slIbversive and hegemonic, unfixing and status quo, stereotypes render sexual 
idmtiry politics legible through adhesive, situationally motivated hctions
elr culture. 
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POSING THE QUESTION 

Wilde, wit, and the ways of man 


Ed Cohen 

To be natural ... is such a difficult pose [O keep up. 
Oscar \X'ilde, AIl Ideal Husband 

You hold yourseJf like rhis [attitude] 
You hold yoursclf like rhar [attitude] 
By hook or crook 
You rry ro look 
80rh angular and Aae 

Gilbert and Sullivan's Patience 

Among his many memorable disrincrions , Oscar Wilde is one of rhe few 
people ever ro have been legally declared a poseur. In rhe Spring of 1895, 
in a cramped, crowded courtroom ar rhe Old Bailey, ir was derermined ro 
be borh legally rrue and published for rhe public bcnefir rhar rhe famous 
ninereenrh-cenrury litterareur and provocareur had "pos[cd] as a somdomire 
[sic] ." Though rhe circurnsrances of rhis finding are convolured, a brief 
summary will suffice here ro suggesr rheir poignancy: On 28 February 1895 
Oscar Wilde arrived ar his club, rhe Albemarle, atl:cr an absence ofseveral weeks 
and was presenred wirh an envelope conraining rhe Marquis of Queensbcrrr'~ 
calling cardo On rhe back of rhe card were scrawled rhe words: "For Osear 
Wilde Posing as a Somdomire [sid." As rhe culminarion of monrhs of harass
menr by rhe Scottish arisrocrar - who objccrcd ro Wilde's inrimacy wirh his 
youngesr son, Lord Alfred Douglas - rhe short rexr so incensed Wilde rhar 
ir incired him ro insrigare legal acrion againsr irs aurhor. Filing charges under 
Ihe I R43 Criminal Libel Acr (6 and 7 Vice l, c. 96), Wilde asked rhe 
l:ourt ro inrerprer rhe marquis's rext as a verbal attack upon his person and ro 
hold irs aurhor criminall)' responsible for rhe consequences of his wriring. 
l Jnj()f[llnarcly for Wilde, rhe srarure invoked on his behalf allowed rhe accused 
pan)' a 1I1liquc fmm of rejoinder: rhe defendanr could asserr his innocence by 
"n~Tin¡;, a co m pering imerprcrarion of rhe alleged libcl - known as a "pica of 
JI 1,\1 ifical ion" - wh ich sOllglll 10 provc Ihar rhe oflcnding srarCIllcnr was bnrh 
"lrIIL'" :lIId "pllbli~hcd ji)1' Iht' puhlic ht'nd il.'· lf t1w coun vlTilinl rhal 1'(Jlh 
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rhese condirions obrained, rhen rhe defendanr would be deemed innocenr 
of rhe charge and rhe libcl found (O be legally subsranriared. Needless to say, 
rhe Marguis of Queensberry quickly counrercharged rhar such was rhe case. 
This defense racric effecrively rransformed rhe legal proceeding in Wilde 
v. Queensberry inro an inrerprerive conresr rhar soughr both to derermine rhe 
"uue" meaning of rhe Marquis's rexr and ro assess irs social significance. Hence, 
whar was ar srake in rhe proceedings of Wilde v. Queensberry was nor simply 
wherher or nor rhe wriring on rhe Marquis of Queensberry's card consriruted 
a libcl againsr Wilde, bur jusr as norably whar ir meanr "ro pose as a sodomire," 
wherher Wilde had done so, and if publishing rhe knowledge of such a "pose" 
was in rhe public inrercst. 

Frameo by rhe renor of rhese quesrions, rhe rrial necessarily foregrounded 
rhe specificiry of rhe phrase "posing as a sodomire." lndeed, since rhe conresreO 
sraremenr did nor acrually accuse Wilde of "sodomy" - or of beíng a sodomirc 
- for which a stricr slandard of legal proof (i.e., proof of penetrarion) 
would have been required, rhe ddense soughr insread ro show rhar Wilde 
was rhe kind of person - or ar leasr rhar he had represented himse/f as rhe 
kind of person - who would be inclined ro commir sodomy. Throughour 
rhe rwo-and-a-half days of rhe trial, rhen, rhe Marquis of Queensberry's 
barrisrer, Edward Carson, undertook ro impress upon rhe courr not rhar 
Wilde had engaged in any specific sexual acrs wirh rhe men lisred in rhe 
plea, bur rarher rhar Wilde, in borh his life and in his wrirings, had demon
strared a "rendency" roward "indecenr" relarionships wirh orher meno 
Hence, when Wilde's barrisrer, Sir Edward Clarke, rose in rhe midsr of rhe 
opening speech for rhe defense ro ask rhe coun's permission ro wirhdraw rhe 
prosecurion againsr Queensberry, he did so by referring only ro rhe impura
rions made againsr Wilde's wriring - albeir in order ro circumvenr rhe defense's 
introducrion of evidence abolir his clienr's sexual pracrices. Unfonunarely 
by inrcrrupring rheir prosecurion ro prorecr Wilde from rhe incriminaring 
resrimon)' rhar rhe defense appeareo ro have garhered againsr him, Wilde and 
his legal represenrarives effecrively forced rhe court to find in rhe Marquis 
of Queensberry's favor. The shon rexr scrawled on rhe back Of rhe marquis's 
calling card, rherefore, precipirared a legal conresr rhar ended nor only 
by affirming rhar Queensberry's words, "For Osear Wilde Posing as a 
Somdomire," were borh "rrue" and "published for rhe public benefir," bur 
also by culling enough evidence ro indict and ulrimarcly convicr Wilde, wirh 
a senrence of two years' imprisonmenr wirh hard labor. 1 

While rhis essay will return ro rhe quesrions - and rhe rhrcars - which 
Wilde's "pose" posed ro Iare-Vicrorian conceprs of normarive masculiniry, 
1 would like (O detour brieA)' from rhis hisrorical considerarion ro inrro
duce sorne rheorerical implicarions rhar rhe lare-Victoria n evocalion of 
"posing" mighr have for conremporar)' discussions of social cmbodiment. 
Rcccntly, a Ilumber of lheo rerical works, writtell largdy Wil hill a 1,,1I,':lltiallly
illflcClCd purvicw, have hegull lO foregroulld lhe "pt'rt;'I'Itt.ilivilV" ir 1101 
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rhe rhearricaliry - of rhose consrrucrs rhar we have come ro know as human 
gender and sexualiry. Mosr prominenr among rhese has been rhe inspiring 
work of Judirh Burler, who in her books Gender Trouble and Bodies That 
Matter rries ro clarifY rhis mortal play of power/knowledge, arguing rhar 

rhe very forOlarion of subjecrs, rhe very formarion of persons, presupposes gender 
in a cerrain way ~. .. . gender is nor ro oe chosen and ... "performariviry" is 
nor radical choice amI ir 's nor volunrarisrn .... Perh:mnariviry has ro do wirh 
repCliriun, very ofren wirh rhe reperirion of oppressive and painful gender 
norms ro force rhem ro resignifY. This is nor frcedom , our a quesrion of how 
ro rework rhe trap rhar one is ineviraoly in. 

(A rifórum, 32.3 [Nov. 1992]: 84) 

Following Burler, rhere has been a move, which 1 very much support, to 
query rhe consrrained irerabiliry of rhose afCecrs, sensarions, pleasures, knowl
edges, desires, relarionships, fanrasies, inrensíries, disciplines, regularions, 
and violence rhal congeal ro produce rhe effecrs of srable or "narurally" sexed 
bodies. However, since rhis inquiry largely rakes place wirhin a psychoanalyric 
frame, ir ofren rends to bracker rhe historical situarions wirhin which such 
irerarions occur. As a resulr, ir ofren becomes difficulr ro specifY rhe pre
condirions for or conseguences of rhe rransf(Hmarional work rhar Butler ealls 
"resignificarion." Indeed, as rhe rrope for change irself, resignificarion 
comes to foreground rhe effecrs of texrual rechnologies while brackering rhe 
conrexruaI conjuncrures which organize rhese rechnologies inro meaningful 
and powerful social strucrures. 

The limirs of rhis particular formularion of performariviry can be locared 
rhroughour Bodies That Matter, especially as Burler directly responds ro rhe 
argumenrs rhar her earlier work provoked. Attempring to assuage rhose crirics 
who challenge her, on rhe one hand, for being too dererminisric (social prac
rices as mere reperirions of whar always already has bcen), or on rhe orher 
teH being roo volunrerisric (individual acrs of mimicry anO impersonarion as 
.he radical edge of social change), Burler elaborares her rhinking abour rhe 
subjecr of performance in rhe inrroducrion ro her new book under rhe rubric 
"performariviry as cirarionaliry." Wirh rhis enticing meraphoric eguivalence, 
Btttler seems to circumscribe performariviry "as" a form of rextual pracrice 
whose disembodied domain operares by virrue of a linguisric - if nor rheror
il:11 - "compulsion." Nor surprisingly, rhen, rhe rexr follows Lacan's linguisric 
bl'llr ar rhis poinr, inquiring into rhe "law" which rendcrs "rhe forcible pro
dlluiolt of 'sex'''(J 2). However, unlike tacan, Burler does nor assume 
tite .~lrtJclllral iltevirabiliry of rhis law, arguing insread rhar rhe law irself is 
tlll' an:rctiolt oC irs iltsranriarions, or as she purs ir: "rhe cirarional accumu
1.11 ion .lnd dissillllllarioll uf rhe law rhar produces marerial effecrs" (12). With 
tll is f,CStl1 re, Bu tlcr seeks 10 drag hisror)' in ro rhe Lacanian schellla - or 
\Wrlt;IPS CV('1t lO rc('ollcile LIClll wi tb ¡':ollcaulr - bur CVCll as slte <lo('s so sh .. 
" , lIl1l'\ il .1 .\ :t ll ilttpossibk IIndertaking: 
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I'erformariviry is rhus nor a singular "acr," for ir is always a rcire;:rarion of a 
norll1 or set uf norms, and tu rhe exrCflr thar ir acquircs an acr-!ike srarus in 
rhc present, ir conccals ur dissimulares rhe;: convenrions of which ir is a repe
ririon . Moreover, rhis acr is nur primarily rhcarrical; indeed, irs apparent 
rhcatricaliry is produced ro rhe cxrcnr thar irs historiciry rcmains dissimulared 
(and, conversdy, irs rhearricaliry gains <1 certain incvirabiliry given [he;: impos
sibiliry of a full disclusure of irs hisroriciry).2 

Locaring rhe inevirable trace of "rheatricaliry" as rhe foreclosed possibiliry of 
a "ful[ly] disclosed .. . hisroriciry" (wharever rhar mighr be), Burler seeks 
ro rurn our atrention rowards a more language-based norion of performa
riviry derived largcly from rhe Derridean cririque of speech acr rheories. 
ThllS, she repearedly invokes Oerrida's medirarion on "cirarion" in his seminal 
essay "Signirure, Event, Contexr" (O rebut rhose who criricize her for 
romanricizing rhe radical effecrs of performance as self-rhearricalizarion. 
Insread she arglles rhar since cirarionaliry is rhe necessary (only?) conduir 
for normarive power, performariviry commands the "imaginar)' morphology" 
of sexed bodies: "rhe norm of sex rakes hold ro [he exrent rhar ir is 'citcd' 
as such a norm, bur it also deriues its power rhrough rhe cirarions rhar ir 
compels" (13, my emphasis). Even if we accepr Burler's assertion here 
abour [he "compelling" power of cirarion, however, we need to recognize 
rhar ir is ar besr a necessary - rhough nor sufficienr - characterizarion of 
rhe operarions of power. For whar Buder means by rhe norion rhar a "norm 
... derives irs power" from and rhrough irs cirarion is manifesdy circular: 
if a norm borh compels irs cirarion and derives irs power from rhar cirarion 
rhen whar sers rhis reireraring engine in morion and whar fuds irs 

pisrons? 
In her subsequenr discussion , Buder evades her discussion of rhis inenia) 

problem by defdy shifring rhe ground of her considerarion back ro rhe 
episremological rerrain charred by psychoanalysis. Ciraríon rhus becomes 
interpdlared into rhe rheorerical "space" mapped by rhe Lacanian subjecr, 
where ir becomes rhe primary mechanism of (re)producrion, evcn "pro
ducing" - by way of rhe cirarionaliry clllbedded in l.acan's famous discus
sion of identificarion in "The Mirror Srage".1 - rhe "imaginary morphology" 
which we know as our bodies. As Buder moves quickly and e1usively 
away from a more "sircd" (i.e., hisrorically and sparially localizcd) consider
ation of rhe parriculariries rhrough which power is exercized oyer, wirhin, 
and as rhe purarively srable forms of human embodiment,4 she shifrs her 
anention ro a considerarion of rhe Lacanian "symbolic" wherein "rhe law" is 

"assumed": 


The;: force :md necessiry of rhese norms Csex" as a symbolic funcrion is ro be 

undcrstoud as a kind uf commandmenr or injuncrion) is rhus funcrionally 

depl'ndent on rhe approxirnarion ami cirarion of rhe bw; Ihe bw wirholll irs 

approxirnarion is no Iaw or, rarher, ir rernains a gov\:rnillg Iaw ullly 1; ... lhose 

",110 wOllld afhnn il 011 rhe hasis of r..ligillu\ Clirh . (I ' í, \,r i,'i ll,.J <"IlIpll.l',i,) 
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While rhis dismissal of "fairh" as a crirical factor in promulgaring rhe social 
conrexrs rhrough which "rhe law" operares mighr irself bear funher consid
erarion, 5 whar seems more relevant lO my concerns in rhis essay is rhar, for 
Burler, law in irs "governing" aspecr appears as an ireraring agency rhar remains 
srrucrurally exrerior lO, bur dererminant ot~ rhe sired individual: "[T]he law 
is no longer givcn in a fixed form prior (O irs cirarion, bur is produced 
rhrough cirarion as rhar which preceded and exceeds rhe monal approxima
tions enacred by rhe subjccr" (14, original emphasis). The reason [ have 
belabored my own cirarion of Buder's Lacanisms here is lO rrouble rhe norion 
rhar "rhe law" is "produced rhrough cirarion," since such a formularion seems 
ro bracker a more siruarcd considerarion of rhe law as ir is perhaps more 
familarly underslOod, i.e. , as rhar which regulares, consolidares, and legiri
mares rhe power of rhe srare. Indecd, I have 110 wish ro argue wirh Buder's 
psychoanalyric elaboraríon of "Iaw oE sex" as "a series of normarivizing injunc
tions rhar se cure rhe borders of sex through rhe rh rear of psychosis, abjecrion, 
ps)'chic unlivabiliry." Rarher 1 want ro suggesr rhar rhe normariviry compelled 
by rhe law is also hisrorically siruarcd and specified in panicular cases - such 
as Wilde's convicrion and imprisonmenr, bU[ al so more generally - by legal 
intervenrions rhar may indeed provoke "rhe rhrear of psychosis, abjecrion, 
psychic unlivabilir)'," bU[ onl)' afrer rhey have violenrly and yer legirimarely 
heen broughr lO bear on the body of an indivíduated, sexed, legal subjecr. 
In orher words, by circumscribing rhe cirarional effecrs of performativiry 
Burler's theorizarions bracker rhe domain of social forces as rhey come ro 
organize borh rhe compulsions of and rhe resisrances ro rhe law. And in 
regard ro "posing" as ir emerged across rhe field of performed masculiniries 
during rhe lasr decades of the ninereenrh century, rhis is a relling omission. 
Whar I'd like (O consider for rhe nexr few pages, rhen, is how Wilde's subver
sive repetitions, rhar ís, his mulriple, self-conscious, and self-markering "poses," 
imcrrupred rhe prevailing ideological panernings of masculiniry or "manli
,,('ss" (O such a degree rhar rhey ptovoked a legal srruggle orchestrared precisely 
1" "fix" male gender by "fixing" him. 

So whar is "posing" anyway? Well, according ro rhe 0}:7), "ro pose" as a 
lIansirive verb means "ro place in a specified silllarion or condirion; ro suppose 
"1 assume for argumenr's sake; lO lay down, pur fonh (an assenion, allega
1 ion, claim, insrance , erc.), or ro propound, propose (a quesrion or problem); 
.lIul ro place in an anirudc (as an anisr's model or siner, etc)." As an intran
',11 ive verb, on the other hand, ir signifies "assum[ing] a cenain anirude" or 
"l'l.ld ing] onesclf in posirion, especially for anisric purposes" or "presenting 
,,"('~df in a panicular characrer (often implying rhar ir is assumed," rhar is 
.""111 mg] up fU, giv[ing] oneself out as," or brieAy "anillldiniz(i ng]." 
AII I', I1ll"lllil1g rhcsc deflnitions rhere follows another sense of "pose", meaning 

111 ,'xa llli nl' by 1I11l:srioning, [rol q uesrion, [ro] interrogare," "ro place in a 
.Idll \ 1I1t}" Wil h a '11It's1ion 01' problern; ro pU7.7.1c, eonfm e, perpIt-x, 1l0nplllS," 
111 d .. tI .. 1I Wllil" I'"zzk~ (anotlH'r)." A pose, lhen, rdcrs 10 an "altiluJe or 
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posture of the body, or of a pan of the body, especially one deliberately 
assumed, or in which a figure is placcd for effect, or for anistic purposes," 
and has become synonymous in this case wirh "air, affecrarion, and 
mannerism." As this definirional discourse suggesrs, whar is ulrimarely ar 
srake in rhe placemenr or presentarion thar consrirures "posing" in rhis lasr 
sense is rhe anifice or ficrionaIiry of "posirion, " undersrood simulraneously 
as a social and sparial locar ion of embodiment. In this way a pose unwir
ringly exposes rhe fabricarion of personhood as a disposirion insofar as ir 
makes explicir that one can "present onesclf in a panicular characrer (ofren 
implying rhar ir is assumed)," rhar is "ser up tU, give oneself out as," orher 
rhan what one "is." Indeed, alrhough irs rransirive and intransirive forms 
mighr ar firsr seem contradictory, ir is because "posing" undermines rhe onto
logical ground upon which rhe purarive srabiliry - if nor "naturalness" - of 
posirionaliry is predicated that it comes ro quesrion and/or rhreaten . Hence, 
if a pose "places [usl in a difficulry, wirh a question or a problem," if it 
"puzzles, confuses, perplexes or Ilonpluses" us, ir does so by rcvealing rhe 
murabiliry of the "arrirude" that represems itself as "natural." Thus, what 
posing foregrounds is rhe imbricared bur usually concealed work of repre
sentation thar (re)produces those mimetic effecrs which are habirually 
dis-posed as "the real." AII of which WiIde, wirh his usual aphorisric Rair, 
declares much more succincrly: "To be natural ... is such a difficult pose to 
keep up." 

In Wilde's case, rhe force of borh his pose and his prose was direcred 
towards the ideologically inscribed and socially privilcgcd posirion known 
colloquially as rhe "middle-class Englishman." Or, to adapr Burler's rheroric 
of performarivity, Wi,lde's posing was a form of iterarion rhat disclosed rhe 
aesrheric shapings of rhose symbolic posirions which congealed in and as 
rhe always, aIready sexed body, a pracrice of resignificarion rhat made 
evidcm the imaginary work through which such disrinctions were (re)pro
duced. Thus, more than just another version of épatel' !eJ bourgeoís, Wilde's 
personal/acsthetic practice interrupted the unmarked clision berween the 
signifiers of class , nation, and gender condensed in rhe familiar nomina
tion "middle-class Englishman," thereby challenging rhe privilege accorded 
ro the limired number of embodied subjecrs who could occupy this posi
rion. Ver, as thoroughgoing as I believe his embodied critique of bourgeois 
male subjecrivity was, Wilde was also clearly interested in procuring sorne of 
this privilcgc for himsclf. And here again posing served his purpose. For 
to rhe exrcnt rhar Wildc's arrirudes and behaviors could be determined ro 
be simply pan of his pose - thar is, pan of his aesrherically rendered self 
(re)presentarion - rhey collld be accepred as insignificanr or cven "trivial" 
(ro use Wilde's own characrerization) and thereforc humorolls or even 
delighrful. Ironically ir was only afrer Wilde was legally dClc rmincd ro have 
been posing th,lt rhe heretofore unexamined cfh:crs of his pm..., ¡'q~.lIl lO be 
t.t kCIl sniollsly, whnl'lIpoll da.' qUl'sriolls amI rhrc;lI\ Ih ~ y pI"fl r l'·.! I "lIld 110 
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longer be contained and so insread Wilde himself was - for rwo years wirh 
hard labor. 

Consider rhen rhe narrarive of Wilde rhe poseur: From rhe moment when 
he lefr Oxford (in 1879) and wem down ro London, where due ro his father's 
dearh and rhe ensuing familial insolvency, he was forced for the firsr rime 
to eam his income, Wilde had self-consciously markered himself as a liminal 
figure wirhin British sociery. His highly publicized tour of America in 1881 
as rhe frontman for Richard O'Oyly Carte's U.5. producrion of the Gilbert 
and 5ullivan operetta Patienee nor only esrablished him as an iconic embod
iment of the "aesrheric" rype rhar rhe operetta parodied, but also demonstrared 
his ahiliry to se!! his associarion wirh this srylisric cririque of bourgeois 
respectability - and especially male respecrability - as a culrural commodiry 
in irs own right. In her book, !dy/L- 01 the Marketp/aee: Osear Wilde and 
the Victorian Pub/ic, Regenia Gagnier forcefully argues that Wilde's self
posirioning as a "dandy" represemed a highly developed cririque of rhe social 
articulario n of middle-class ideologies and parricularly rhose for male gender 
identiry. She conrrasts rhe figure of "the dandy" to that of "rhe gentleman," 
and his protorype "the public school boy," in order ro illustrate thar Wilde's 
personal aesrheric consrirured an embodied challenge (O rhe social and culrural 
- if nor rhe economic - hegemony of rhe Vicrorian bourgeoisie. 

While I heanily concur with Gagnier's assessment of Wilde's aestheric as 
borh personal and polirical pracrice, ir is imponant ro nore rhar Wilde's 
"pose" was not entirely his own. In fact, his emercnce into the merropolitian 
imaginary was (re)produced by and rhrough rhose represemarions rhar iden
lihed Wilde wirh the "aesrheric" sensibiliry culrivated by rhe pre-Raphaelire 
Brorherhood - or more presisely, rhrough rhe caricatures of rhat sensibiliry, 
l'specially as rhey appeared in rhe pages of Puneh. The cartoons rhar depicted 
I he male aesrhere are consistent in their porrrayal of rhis character as a 
"poscur" who is borh recognizable and lamentable by virtue of his inabiliry 
to maintain somaric recrirude. For example, in a series of rhree drawings 
IIt;)l appeared on 20 December 1879 under the rubric "Nincompoopiana" _ 
1',1 n of a larger series of the same name fearured from late 1879 to 1880 

I hc artisr depicrs a nllmber of langorously longhaired men who have self
'onsciously if not decorarively arranged rhemsclves in rheir environments. 
( )Ile panel juxraposes the image of a posruring dimllnitive young man, set 
1'~'lwcen a background screen decorated wirh lilies on one side and a mirror 
"11 IlIt: orher, ro a married couple comprised of a balding, barrel-chesred bear 
..1 ,1 filan and his equally sraruesque wife. Another confronts a slouching 
1'<'\I'l'l:lakJ maIe in evening dress with a frighreningly erecr, fully bllstled 
1III'IIllwr 01' lhe opposite sexo The rhird reveals a drawing room full of such 
,l lIlIlIdi l1i fillg I11CII 1J111st of whom seem so spineless thar they are about to 
, lid.. "Ir Ilteir chairs. Across rhese three pancls we discem rhe devclop
IIft ' lI l ,,1' a 1':1rI iellJar icol1ngraphy through which rhe "acsrhelic" ideology lhal' 
tllt W IIH'II IIn: hdd 10 rqm ':\c 11 I lOIlll'S lO be l'fIIbodied by tlll'nl. ThIlS, rlll'i 
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physical bodies borh manifesr and reveal the "Nincompoopiana" rhar despoils 
the puratively common-sensical characrerisrics of rhcir gender precisely insofar 
as the male bod)' becomes purposefully mannered, These representarions 
suggest rhar by lampooning rhose "poses" which render rhe male hody 
"Aesrheric," rhis iconography locares aesrheric practice entirely on the side of 
the poseur, therehy masking its role in the production of normative 
masculinity irself 

In Wilde's case, the iconography of the pose became the medium through 
which he attained a cultural visibilit)' which until his literary successes of the 
1890s was crucial ro his ability ro earn a living. Beginning with George 
Ou Maurier's 1881 cartoon of the physically convoluted "Maudle" proposing 
ro the prosaic "Mrs. Brown" that she allow her "consummatdy lovely son" 
ro become an artist, Wilde's recognizable visage was attached ro many a 
languishing body. Indeed, these depictions so often foreground Wilde's hod)' 
as an entirely aesthetic location that it is at times entircly dereali7.ed - most 
famously in the Punch "fancy Pomait - no. 37" (Figure 3.1) . While such 
figurative representations consituted the body Wilde as an artifaet rather than 
as the natural object male bodies were - borh scientifically and popularly 
taken to be, it was this very objectification thar opened up Wildc's first big 
caree: opportunir)'. When Richard D'Oyly Carte wanted ro bring Gilbert 
and Sullivan's Patience tO the U .S., he realized rhat there would be a prohlem 
in translation: the aesthetic type that the operetta parodied was an English 
phenomenon for which there was not a ready American equivalent. 
Recognizing Wilde's potential as an aesthetic poster boy, O'Oyly Carte hired 
him ro undertake a lecture tour of America in order ro make the caricature 
familiar so that Patience's humor would sell rhere. In other words, D'Oyly 
Carte paid Wilde to tour North America posing as the poscur he was supposed 
ro be in order that the parody poseurs of Patience should pay off Needlcss 
to say, Wilde's lecture itself was almost beside the point, a mere accessory 
tbat completed rhe Wildean ememble. As the widely reproduced 1882 
phorographs by Napolean Sarony of Wilde in costume illusuate, Wilde was 
quite adept ar assuming the pose - in fact, we might say that it was ro prove 
his métier. 

Yet posing, for Wilde, was not an innocent play. I'd like ro suggest that 
perhaps what was most radical - and most threatening - about Wilde's 
engagements with and against rhe veritics of late-Victorian Engli~h life were 
the ways in which he consistently sought to milize the possibilities of "posing" 
strategicaLIy in order ro interrupt social and philosophical "uuths," or indeed, 
in order ro interrupt rhe possibility of prediGlting social "truth" pel' se. In 
fact, I would argue, this pracrical aesthctic project is especially significalll 
precisely becausc Wilde was so profligate in proffering his aesrhetic critiques 
to as many audiences as he could. Writ ing in more gen res (kili most of liS 

wOllld imagine possible, Wilde produced Iyries, balbds, 1\ ;111;11 ive p OCIlIS, 

prost' pOCIllS , comedies, tra~cJic:s, poliliGlI dr:lIl1 ;lS, I~ lil }' I.d (·~ . pllll ll,ophiclI l. 
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fIgure 3.1 Oscar Wildc, Punch's Fancy Ponrairs 

- no. 37. by Edward Sambournc, 


Punch, )une 25 . 1881 


politica\, and aesrheric essays, book reviews, art CfltICISm, Icctllres, ar lea~r 
olle "srraighr" novel if not also another pornographic one, a foux literary 
hisrory, and aphorisms galore, in addirion ro voluminous Jetters inc\uding 
one ro Alfred Douglas so long thar ir became a volume unto irself Moreover, 
these rexrs appeared in more conrexts rhan seems possible, ranging from 
the PaLl MaL! Gazette, ro Queen, ro The WorLd, ro Womans WorLd, ro rhe frish 
Monthly, ro The Court and Soáety Review, ro Fortnightly Review, ro BLackwood's 
I:'dinbu"...e;h Magazine, ro Lippencott's 1vfonthly Magazine, ro rhe ChameLeon, in 
addirion ro the many volumes, plays, and lecrures which appcared under his 
OWIl na me. In all rhese vario liS rexrs and contexrs, Wilde seems ro have under
laken a consisrenr (rhough by no mcans lInified) inquiry inro rhe efficacy 
which rhl' assumption of different aesrheric anirudes, or whar I would call 
dispositions, affordcd him in moving borh wirh and arhwart rhe ideologicaJ 
~ivc lls 01" his da)'. ror even as Wildc was invested in conresring the Jimira
11I )I1S 11p0I1 \Vh;1I il wa.-; possible ro imagine and articulare - ler alonc enact 
111 1'Il1h"dy in Lile Vil'lori;1I1 c11lture, he was CVCIl more invesn:J in ma killg, 
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his income from doing so: an ambirious, if conrradicrory, undertaking ar 
besr; a dangerous and self-desrrucrive one ar worse. Unfortunarely for him, 
Wilde was ofren ar his worsr when he was ar his bese. 

Elsewhere 1 have tried ro explore rhis Wildean dilemma in rclarion ro The 
Pícture of Dorían Gray by asking how ir was rhar from rhe moment of irs 
publicarion and subsequently rhrough a century of crirical receprion, rhis 
book has been branded as "homosexual" alrhough il does nor contain even 
one represenrarion of physical inrimacies between meno Or ro phrase ir more 
succinctly, how did Wilde wrire a novel "abour" homosexualiry in which no 
body carne? In attempring ro answer rhis quesrion I was forced ro recognú.e 
rhar rarher rhan being a novel abour "homosexualiry," Wilde's novel was an 
inregral pan of rhe processes whereby "homosexuality" carne to be. \~riring in 
1890, several years before rhe rranslarion of KrafFt-Ebi ng's Psychopathía Sexualís 
would make rhe words "homosexual" and "hererosexual" current in English 
usage, Wilde fashioncd a rexr rhar crysrallized rhe multiple currenrs whereby 
rhe contexr of"masculiniry" (or "manliness," as ir was more ofren called rhen) 
was made meanillgful. 6 By playing lIpon rhe "pleasures" of rhe aesrheric, 
Wilde effecrive\y engendered rhe highly ¡ronic and unsrable signifieds of his 
sexually marginal, subculrural experience so rhar rhe rexr necessarily articu
lares - if only sotto voce - (he counterpoint between rhe incessant reproducrion 
of hegemonic sexual posirionings and rhe painful-yer-pleasurable emergence 
of rhar soon-ro-be "orher," rhe malc homosexual. However, we do nor have 
ro look ro slIch a marked and complcx rexr as The Pícture of Dorían Gray 
in order ro observe rhe ways in which Wilde used his aesrheric borh ro 
articulare and ambiguare his disposirion rowards lare-Vicrorian social and 
sexual norms. 

" In matters of grave importance, sryle, nor sinceriry is rhe viral rhing," 
says Gwendolyn in The Importance ofBeíng Eamest, and ir is a dicrum which 
Wilde lIndoubredly cherished. If we rhink for a moment abour rhe apho
risms, such as rhis one, for which Wilde is so famous and yer for which he 
is seldom raken seriously, we can see rhar rhey enacr ar rhe level of sryle 
an inversion and displacement of sorne of rhe mosr powerful and covert social 
"rrurhs." Relentlessly rroping upon rhe multitude of clichés and plaritudes 
which swd rhe social imaginary - and which perhaps we mighr conceive of 
in rherorics of Lacan and Derrida as rhe points de capiton of social discourse 
- Wilde insisrently demonsrrares borh rhar he knowingly abjures rhe "trurhs" 
which he speaks in inverted forms and rhar he believes, as he has Vivian lell 
Cyril in "The Decay of Lying": "Trurh is enrircly and absolurcly a matter of 
sryle." To make rhis point, consider jusr one of rhe mosr famous and widcly 
repeared examples of rhe Wildean wir: " Ir is only rhe shallow people who 
do nor judge by appearances." Here Wilde plays wirh rhe mOSl b~lnal of 
rruisms: "dolú judge by appearances" , or ro sllpply rhe clidcd h m philo
sophically crirical rerms, "don't anempr ro ascertain essenli.d ""lh~ fi'olll 

epiphenomenal representarions." In bending lhe ~a)' i ng I'l lil 111 " I' ll\ ph~CS , 
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Wilde here prefigures deconstrucrion's double gesrure - albeir wirh a bit more 
panache: he simulraneously foregrounds rhe surface/deprh meraphors which 
Derrida sees as underwriring rhe ground ofWesrern meraphysics and suggests 
rhar ir is precisely beca use such meraphors are embedded in everyday life 
rhar rhey operate philosophically and colloquially as "rrurh. " However, since 
Wilde's is nor solcly a philosophical undertaking, he is also interested here 
in having sorne fun : his assertion rhat sryle or appearance rells us somerhing 
"rrue" is purchased ar rhe expense of rhose who are invesred in the signifi
cance of rhe profound. Thus, he paradoxically deAccrs rhe force of his cririque 
rhrough a double displacement in which he inirially mimes rhe conventional 
undersranding of "shallowness" as anrirhcrical ro "rrurh" in order ro sell a 
perceprion which ehallenges rhe condirions d possibiliry for producing such 
"rrue" attriburions. Ir is rhis gesrure conrinucd ar rhe levd of personal sryle 
rhar 1 would argue constirures rhe Wildean pose. 

Cerrainly, rhe benefirs affordcd Wilde by such a srrategic sdf-representa
rion were personally significant: as a married farher of two sons who relied 
on his income as a professional wrire.r and culrural critic ro support his famil y 
and his younger male lovers in a sryle ro which he would have liked ro 
become aecustomed, rhe dcferral embedded in his embrace of posing opencd 
the space of possibiliry within which he could (remporarily, ar Icasr) embody 
rhe conrradicrions inscribed by his life. However, for Wilde rhe pose was 
more than just a personal cxpcdient which enabled him covertly ro live our 
one more, late-Victorian version of rhe "double tife." Rarher, Wilde was 
incessandy concerned ro rhemarize rhis strategy - indeed, he quire obviously 
made it rhe erux for rhe comedies which were by far rhe mosr speeraeular 
and financially sueeessful of his wrirings - ireraring irs possibilities rhrough 
numerous narrarive and dramaric twists in order ro disseminate both irs 
aesrhetic al1d social effecrs. Thus, ir is nor entirely surprising rhar, when rhe 
Marquis of Queensberry made ir his goal ro destroy Wilde in defense of 
borh his youngcsr son specifically and rhe sancriry of English manhood more 
generally, rhe word "posing" should figure so promincntly in his project. 
Yer, whar is somewhar surprising is rhe deliberareness wirh which rhis 
word was chosen: for ir now seems probable rhar rhe srarement inscribed 
O\l rhe Marl!uis's card mighr nor actually say "For Oscar Wilde posing as a 
somdomire" - rhe only disril1cr words being "For Osear Wilde" and rhe 
ll1isspellcd "somdomire," wirh rhe crucial words linking them being entirely 
illegible - bur rarher rhar rhis was rhe phrasing explicitly chosen by 
Qlleensberry's attorney's who insrrucred him how ro reply when he was askcd 
;Ir his comminal hearing whar ir was thar he had written. Thus, the inrro
dlluiolJ of rhe characterizarion "posing" inro a legal eonresr thar would 

wilh in rhe course of two monrhs - precipirare [he violent restricrion of all 
WilJc's tÍltllft' l1lovemenr, can be undersroou as a calculated legal tacric 
wltidl ohviatnl lite dál:ndanr's l1eed to provc rhal W ilcle wa)- a sodomile 
(w lr k h WlllrlJ 1r;\W hel'n 11(,';lrly il11¡>Il .~sihlc) whilc sill1l1lLlIleollsly l'xpming 
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the straregic indererminacies rhat Wilde cultivated in order ro live on and 
off the borders of normarive masculin ity. 

In rhe journalisric coverage of the trial, then, the word "posing" came ro 
occupy a position of unique signihcance. Metonymically e1ided wirh the 
signiher "sodomire," "posing" came ro hgurc as a precursor which porrendcd 
rhe horror bodied fonh by rhe larter's subversion of unquesrioned and un
qucsrionable maleness. Indeed, the newspaper accounts were so obsessed wirh 
elucidaring thc panicularities of Wildc's pose - in pan because rhey were 
consrrained by journalistic codes from actually specifYing the sexual accusa
rions made against him - that they made whar was politically at stake quite 
explicir: i.c., the force that representation dis-plays in (re)producing the 
posirion of the "manly" per se. Consequently, rhe depiction ofWilde's attemprs 
rhroughout the trial ro dis-pose (of) the defense intcrpretations of both his 
life and his writings as "indecent" foregrounded intense imaginary work that 
was needed in order ro sustain even the mosr common-sensical norions of 
gender.for as long as he was able to use his wir ro interrupt the attempts 
ro hx rhe meaning of his both his pose and his prose, he was able ro resig
nify rhem and rhereby (re)work the trap rhar he was in, Unfonunately, 
however, rhe limirs of this resignifYing pracrice were circumscribed by the 
power of the law, whose prerogative ir is ro pre-emprorily - if nor violcntly 
- hx those meanings which funcrion as rruth, Hence when ir became c1ear 
rhar there were witnesses who had deposed rhar Wilde's pose was in facr nor 
a pose but a (sexual) posirion, and rhat in facr he had long since put his 
body on the line, Wilde's case was lose Jn withdrawing his libel suir, rhen, 
Wilde was legally derermined borh ro have "posed" and ro have "posed as a 
sodomite." And while the former was a characterological dererminarion 
which recognized the ambiguous "truth" of Wilde's gestures as a social 
acror, rhe larter conversely hxed rhe meaning of his pose in a univocal and 
unequivocal direction. Hencc it became c1ear that the insrabilities which 
Wilde's poses had engendered needed ro be rigorously contained in order ro 
hx rhe sysrem of meanings rhar his strategic performances had problema
rized. Wilde's arresr and subsequent imprisonmenr, thercforc, can be read 
borh as a legal artempr ro affix rhe signihcance of his pose ro his incarcer
ared body and as a discursive effon ro arrest the destabilizing play of gender 
rhat his freedom of movement mighr provoke. In other words, by legally dis 
posing rhat Wilde was guilty of sexual crimes, rhe coun effecrively derermined 
thar Wilde could no longer pose rhe quesrions which be had rried for so 
long ro embody. 
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NOTES 

This very truncared account is expanded in ml' book, l(¡lk on the Wilde Side: 
Towards Ihe Geneaology ofa Discourse on Male Sexualities (Ncw York. Rourledge, 
1993). 

2 Judith Burler, Bodies TI]{U /l.lalter: On the Discursive l.imits of "Sex" (New York: 
Rourledge, 1993), pp. 12-13. AII Further references are ro this edirion. 

3 Burler turns ro this essal' in rhe larer chaprer, "Phantismaric Identificarion," 
pp. 93- 120. 

4 	 Burler hersclf acknowledges rhe importancc oF rhis siruated endcavor, rhough 
she does nor undertake ir hersclf: "[T]his imaginaf)' morphology is nor a pre
social or prcsymbolic opcration, hllt is irself orchesrrared rhrollgh regularorl' 
schemas thar produce inrclligihle morphological possibilities. Thcse regulatory 
schemas arc nor rimclcss Slrlleturcs, hllt hisrorically revisihle crircria of inrelli
gibiliry which producc and vanquish bodies rhar maner." (14) 

5 for examplc, onc could consider Balihar's rcccnt characrerizarion of rhe "alchemy" 
which crysrallizcs the "citizen-subject. " 

6 Ed Cohcn, "Wriring eone Wilde: Homoeroric Desire in rhc Closer of 
Representarion," PMLA, 105.5 (Oct. 1987). 
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DOING IT ANYWAY 

Lesbian sado-masochism and performance 

Lynda Hart 

"Analogies depend upon maintaining the space herwecn the lines, the categ
ories of difference, the notions of consistcncy, the theoretical profile of 
singularity, puriry, and detachment ... "1 Thesc words are taken from Judith 
Roof's critique of analogical thinking in fcminist literary criticism, Af! 
Analogies are Fauft)'. Roof's absolutism makes me a littlc uneasy, but it is 
perhaps better ro err on the side of af! when we encountcr analogies, for 
1 agree that "analogies abstract, separate, and distance terms from their 
original, perhaps fearsome, teferents."2 To Roof's observation that analogical 
thinking often signals afear of intimacy, 1 would add that the "object" of 
this fear is sometimes one's own most intimate "others" - that is, those differ
ences withi n that are easiet ro han die when they are reconfigured as differences 
berween. 

Analogical thinking is the staple of feminist argllments against sado
masochism. In rwo anthologies published over a decade apan, Against 
Sadomasochism: A Radical Feminist Analysis (1982)3 and Unleashing Feminism: 
Critiquing Leshian Sadomasochism in the Ca)' Nineties (1993) most of the 
contriburors rely on drawing anaLogies at one point or another in their argu
ments. Basing their cornparisons on sometimes the vaguest resemblances, 
they leve! all experiences and hisrories inro the same, uncritically endorse 
and privilege empiricism, repeat and perpetuate the notion of an unmedi
ated access ro the truth of perception, and, once again, knowing collapses 
inro seeing. Take your pick: sado-masochism looks lih: - and therefore is 
like - Slavery, the Holocaust, Heterosexist Patriarchy, the Jonestown Massacre. 
Sheila Jeffrey's c1assic attack on sado-masochism juxtaposes a description of 
SS men rorturing a gay man ro death with advice from a Icsbian safer sex 
manual about how to trirn your nails and and lube your hand for fisting. '¡ 
Jamie Lee Evans tries ro convince liS that just as the Los Angeles police 
c1aimed mat Rodney King could have stopped the beating whenever he chose, 
so lesbian sado-masochists tell us that the bottorn is the one who is really 
in controI.5 

Whatever the choice of the first terrn in these analogics, lhe prcslIl11prion 
remains that lesbian sado- rnasochisrn is a copy, an iCll ll ic n:pll1d lll lll'lI oi' dlt' 
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oppressive model. This presumption curs rwo ways. For the Plaronic spec
tator, lesbian s/rn can be deridcd for merely approximating the original, as 
Leo Bersani argllcs that the straight macho man can look at a leather queen 
and deridc him for his poor irnitation.6 Or, as feminists againsr s/m c1aim, 
the leshian sado-masochist should be chasrized flr desiring to emulate rhe 
model . In either case, these spectarors assume a resemblance berwecn the 
model and the copy that presupposcs an internal similariry. If one simply 
looks at the images of lesbian sado-masochism - the whips, chains, hand 
cuffs, needles, razors, and other instrurnents; rhe bodies bound, gagged, tied, 
and suspended; the humiliaring postures of the submissives; rhe military garb 
- ir is easy ro see how these representations are read as iconie. Bur rhe mech
anism for seeing them as such is resemblance, which proceeds from a rhing 
ro an Idea. 

Thinking outside rhis visual economy, wherc lesbians can only pcrform 
re-semblances, we could regard the value of dis-scmhlance to lesbian s/m, as 
impersonarions rhat are nor mimesis but mimicry. In her reading of rhe rhird 
section of Luce Irigaray's Speculum ollhe Other Wornan, Elin Diamond gives 
us just such a way when she argues thar Irigaray posirs "rwo mimetic sysrems 
that exist simulraneously, one repressed by rhe orher."7 The firsr system 
she calls "patriarchal mimesis," in which the "model, the Form or Ideal, is 
disringuishable from and rranscendemly beyond shadows - images in rhe 
mirror - mere copies."H This is traditional mimesis, rhe system rhar is not 
repressed. Bur Diamond ferrers out anothcr sysrem in Irigaray's rexr, one 
thar subverrs rhe firsr one, which she calls "mimesis-mimicry, in which rhe 
prodllction of objects, shadows, and voices is excessive ro rhe truth/illusion 
strucrure of mimesis, spilling into mimicry, multiple 'fake offspring'."9 

Homi Bhabha's rheory of colonial mimicry as a ·'desire for a reformed, 
recognizable Other as a subject of differcncc rhar is almost the same, but 
nor quire"I O is also a useful way ro articulare rhe dis-semblances of s/m. 
Bhabha's mimicry is a doubJe articularíon, a sign (har rerains rhe power of 
resemblancc but menaces the aurhorirarive discourse of colonialism by 
disclosing irs ambivalence. Mimicry, as Bhabha describes ir, is profoundJy 
disrurbing ro a dominanr discourse beca use ir poinrs out rhe necessiry of 
producing prohibitions within in order to reproduce. Mimicry repears rather 
rhan re-prcsems; it is a reperirion that is non-reproducrive. Mimesis operares 
in rhe order of rhe model/copy. Mimicry performs its operations in rhe rcalm 
of ,he simulacra. 

Dclellze argues rhat rhe simulcrum is "an imagc without resemblance," bur 
1hen, nor quite. The simlllacrum "srill produces an effict of resemblance," 11 

11111 il is a Jooking like that takes place in rhe trick mirror where the spectaror 
I.Hb l1I;lsn:: ry. The observer cannor dominare rhe simulacrum beca use ir has 
.drcady incorporarcJ her poinr of vicw. Before rhe simulacrum, the specrarol" 
j., JI •• I.~' en:J. Ir wc rhi .. k 01" lhe eroric intcrplay of lesbian s/1l1 as resignif.ca
I ic" •., lhal .In· ..o "Clllbl cllabkd by cerrai .. lH'tcrosexual 01" hOlllosexllallllodd .. 
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bur ar rhe same rime dissonanr displacemenrs of rhem, \Ve mighr move roward 
a berrer undersranding of rheir eroric dynamics and berrer grasp rhe polir
ical and erhical conrroversies rhey have raised, 

If sorne feminisrs insisr rhar lesbian s/m is merely re-semblance, according 
ro rhe psychoanaJyric paradigm, lesbian s/m is only a semblance, ar besr. 
Radical feminism and psychoanalysis sccm ro have lirrle in common, If rhe 
former somerimes rakes rhe posirion rhar women are masochisrs who need 
ro have rheir consciousness raised, rhc larrcr rheorizcs rhar Icsbian sado
masochism is impossibLe, 

The essayisrs in UnLeashing Feminúm conrinue ro see many of rhe same 
problems rhar plagucd rhe womcn's Illo\'cmenr in rhe 1970s, In her book, 
A Ttlste flr Pain, Maria Marcus remembcrs a women's srudies confercncc in 
1972 when Germaine Creer, rhe keynore speaker, was inrerrupred by a young 
woman from rhe audicnce who suddcnl)' cricd our: "Bur how can we sran 
a women's movemenr when J bet threc-quaners of us sirring in rhis room 
are masochisrs?" Greer replicd: "Ycs, we know women are masochisrs - rhar's 
whar ir's all abour!"12 Alrhough twcmy )'cars larer, 1 am more likely ro hear 
rhe complainr rhar all women are masochisrs in rhe conrexr of lesbians 
Iamenring rhe scarcÍry of rops in rhe communiry, rhe mainsrream, public 
image of feminism is srill mllch closcr ro rhe arrirudcs cxprcssed by anri
porn/s/m fcminisrs,1 3 

Ironically, while feminisrs conrinue ro argue wirh each orher abour lesbian 
sexual pracrices, "masochism," rhe rerm rhar has become synonymous for 
sorne feminisrs wirh inrernalized oppression, has undergone a rheorerical 
renaissance in which rhe erorics of submission have been reclaimed by a 
diverse grollp of scholars as an emanciparory sexualiry for men, Leo Bersani 's 
argumenr, which srrikingly concludes rhar "sexualiry - ar leasr in rhe mode 
in which ir is consrirured - could be rhoughr of as a raurology for 
masochism,"14 leads rhe way in rendering argumenrs abour rhe rdarionship 
berween rhe fore-pleasures of rhe erorogenic zoncs (srrongly associared wirh 
borh femininir)' and rhe "perversions") and rhe end pleasures of discharge 
(rhe ejacularory climax associared wirh masculiniry) irrelevanr. For as Bersani 
rcads Freud, sexualiry is rhe dialectic of seeking rhe end of pleasure rhrough 
discharge and repearing rhe rension in order ro increase ir. Thus Bersani 
concludes rhar sexualiry is masochisric and rhar "masochism serves life," for 
ir is whar allows rhe individual ro "survive rhe gap berween rhe period of 
sharrering srimuli and rhe developmenr of resisranr or defensive ego srruc
rures," 1) Masochism , far from being a reversal of sadism or an inrernalizarion 
of oppressive parriarchal norms, is a survival mechanism. 

The norion of a sexual onrology is clearly problcmaric Nevenhcless, 
Bersani's rheory has rhe advanrage of freeing sexualiry fra m parenral idenri· 
hcarions where sexual difference seems ro ger lInavoiJably n~Jlr()d llCClL 
Furrhermore, Bersan i's rheory challenges rhe rcl eologiC:l1 \1 ;HLIIIV(' t har cnJ., 
wirh hereroscxual genital sex, ThllS, in hi,~ vicw: "s:ldolll:\sm Ili \ ti .. ~t'X II , dil y 
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would be a kind of melodramaric versiOl1 of rhe cOl1srirurion of sexualiry 
irself, and rhe marginaliry of sadomasochism would consisr of norhing Icss 
rhan irs isolaring, even irs making visible, rhe onrological grounds of rhe 
sexuaL"' G 

For feminisrs who are srruggling ro articulare a sexual subjecriviry rhar does 
nor submir ro rhe psychoanalyric imperarive of an exclusively masculine libido, 
which inelucrably consigns femininiry ro a masculinized fcrish, Bersani's rheory 
mighr be welcomed, since ir rakes llS our of rhe discourse of rhe symprom 
inro a "nonreferenrial version of sexual rhoughr." 17 Pare nraI idenrificarions, 
which inevirably reifY Oedipus, are no longer consrirurive; and rhe "Iosr 
objccr," which is relenrlessly relegared ro a feminized ferish, is diffuscd so 
rhar any objecr and any part of rhe bod)' can become an erorogenic zone, 
This rheory does nor of course undo rhe historical/social amiburion of 
masochism ro women, bur ir does suggesr a psychic model in which rhe 
sexual posirions one rakes up are not necessarily gendered. Nevertheless, 
Bcrsani implicirly assumes rhe now privileged masochisric posirion as a male 
prerogarive, and hence claims sexualiry irsclf tor meno This presumprion is 
c1earer in his essay " Is rhe Recrum a Grave?" when he describes rhe domi
nanr culruce's revlllsion ar rhe sighr of a man seducrively and inrolerably 
imaged wirh "lcgs high in rhe air, unable ro refuse rhe sllicidal ecsrasy of 
being a woman,"IH 

This is a graphic enacrmenr of Freud's rhird form ot masochism, "feminine 
masochism," which he also presumes ro be occupied by a male subjecr in a 
feminine siruarion, The male subjecr in rhis space signifies "being casrrared, 
or copulared wirh, or giving birrh ro a baby."19 Since women presumably 
already experience one or more of rhe aboye, rhe norion ot a feminine 
"feminine masochism" is redundanr ar besr, if nor impossible . According ro 
rhis logic, women cannor perflrm rhe masochisric role beca uses rhe)' are 
masochisrs . To borrow J, L Ausrin's rerms, masculine feminine masochism 
would be performarive, while feminine feminine masochism would be consta
tive. 20 Male masochism would nor report or describe anyrhing; ir would be 
a doing rarher rhan a describing; ir would perform nor afrer bur before 
the referenr. Feminine masochism, on rhe orher hand, would merely repon 
an adequarion; ir would correspond wirh rhe "facrs" of femininiry, If sado
masochism is a melodramaric version of sexualit)' irself, women have ironically 
becn barred from playing on rhis srage rhar in all orhcr conrcxrs has seemed 
ro mosr suir rhem, 

Kaja Silverman acknowledges rhar psychoanalyric sexual difference relegares 
kmale masochism ro a virrually onrological condirion when she defends her 
IiwlIs O!1 male subjecriviry by explaining rhar rhe female subjecr's masochism 
is dirficult ro conceprualií'oe as perverse beca use ir represenrs "sllch a logical 
extcllsio!1 01' rhose desires w hich are assumed lO be 'narural' for rhe femalc 
\ 1Ii>jCO , " .' 1 She IIOl1el hdcss unproblém:uicall)' ;\Cceprs and repeats rhe rcmls 
01 ,1 p.\ydw.lIl.1lyti¡ ~yl1lb()lil' iJl whidl thl'l'l' is ol1ly o l1C libido ;Illd it i., 
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masculine. Women are denied sexual agency beca use rhey are incapable of 
mimesis. Their oprions are ro rake up rhe posirion of passive "normal femi
ninity," or ro reverse rhe posi cion and appropriare masculine subjecrivity and 
irs desircs, in which case rhey can "perform" sexuality, bur only rhrough rheir 
"masculinity complex." Bersani's desire is aimed ar rhe plcasures gay men 
mighr experience from an alignment wirh femininiry, as is Silverman's, rhough 
her projecr is ro produce a revolurionary subjccr in a "femLnine" yer herero
sexual mano Borh of rhese analyses add weighr ro feminisr arguments againsr 
sado-masochism, for following rheir logic rhe lesbia n masochisr is eirher 
enacting rhe dominanr culrure's degradarion of women or she is playing out 
rhe desire ro be a mano In eirher case, rhe rerms of sexual difference remain 
intact. These rheories rhar posir male masochism as emanciparory rhus 
continue ro depend on rhe impossibility of desire bctween women . In rhis 
contexr, trurh c1aims abour Icsbian sexuality such as rhis one made by Jan 
Brown: 

We pracrice rhe kind of sex in which crudr)' has value, where mcre)' does nor. 
Whar kecps rhose of us who refused ro abandon our "unaeeeprablc" famasics 
sane is rhe knowlcdge rhar rhere are orhers like us who woulJ nar leave bceause 
we seream "Kili me," ar rhe momenr we orgasmo ... We Iied ro you abour 
eonrrolling rhe famasy. lr is rhe lack of conrrol rhar makes us come, rhar has 
rhe onl)' power ro movc us ...22 

would easily fall prey ro rhe argument rhar lesbian sado-masochisrs are merely 
reproducing hererosexisr models, or ar besr, male homosocial ones. 

The referent for Brown's "Iies" can be locared in earlier rheroric by s/m 
pracririoners who jusrified rhe acring out of rheir fantasies by c1aiming rhey 
were means of exorcising rheir real hold on rhe individual. Tacitly accepring 
rhe feminisr contention rhar s/m lesbians had inrernalized culrural misogyny, 
rhese defenses asked for a roleranr reprieve, a period of playing rhrough rhe 
fantasies in order ro rranscend rhem . S/m rhen, ironically, became rhera
peuric, like a homeoparhic cure. 

Theatrical meraphors were central ro rhis defense. Susan Farr, for example, 
described s/m as "pure rhearer," "a drama [in which] twO principals .. acr 
ar being masrer and slave, play ar being fearsome ancl fearful." She cires rhe 
c1ues ro rhe drama in rhe interchangeability of rhe roles and rhe reperirive, 
scripred dialogue. Even rhough, she acknowledges, much of rhe scene may 
be "pure improvisarion," ir is srill "rhearer. "23 This dialecric between rhe scrip
rural and rhe spontaneous is prevalc:nt in early pro-51 m accoun rs. On rhe 
one hand, rhere is rhe insisrence rhar rhe scene is rigidly controlled, wirh a 
decided emphasis on rhe bonom's masrery of rhe ¡¡mirs. On rhe orher hanJ, 
rhe eroricism depends on rhe anticiparion rhar rhe limirs will be pushed ro 
rhe breaking poinr, rhar rhe "scene" will cross over into rhe "rcal." 

To a certain exrenr, rhe controversy abour whcrhc.:r s/m is "rca l" or J1l"rI;,r lll~·d 
is naive, since we are always alrcady in rcprc .~(.: l1lal ion (ven whn l WI: ;lr(" 
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enacring our seemingly mosr privare fantasies. The exrent ro which we 
recognize rhe presence of rhe edge of rhe srage may derermine whar kind 
of performance we are enacring, but willing ourselves ro forger rhe srage 
alrogerher is nor ro rerurn ro rhe real, as s/m opponents would have ir; rarher, 
rhis will ro forger is c1assical mimesis, which, as Derrida points out, is "rhe 
mosr naive form of representarion."24 Nevenheless, ir is precise/y rhis mosr 
naive form of representarion rhar would seem ro be rhe mosr desirable of 
sexual performances. Bersani's objecrions ro rhe frequent rheorizarion of such 
rhings as "rhe gay-macho style, rhe burch-femme lesbia n couple, and gay and 
lesbian sado-masochism" as .. "subversive parodies of rhe very formarions 
and behaviours rhey appear ro ape," rarher rhan, "unqualified and uncoll
trollable" compliciries wirh, corrclarively, "a brural and misogynous ideal of 
masculinity" [gay macho], ... "rhe hererosexual couple permanendy locked 
into a power srructure of male sexual ami social masrery over female sexual 
and social passivity" [burch-femme], or "fascism" [s/m], are clearly based on 
his contention rhar rhese sexual pracrices are no! performarive. Parody, Bersani 
srares empharically, "is an erorie rurn-off, and all gay mell know rhis."2S 
Alrhough Bersani audaciously speaks for all gay men, 1 would have ro agree 
wirh him and add rhar many lesbians know rhis roo. Self-conscious mimicry 
of hererosexuality is a side show; when rhe maill acr comes ro rown, we all 
want rhe "real rhing," or, more precise/y, we all wanr rhe Real rhing. Thar 
is, sexuality is always, I rhink, abour our desire for rhe impossible-real , nor 
rhe real of rhe illusion rhar passes for reality, bur rhe Real rhar eludes symbol
izarion. Whereas early radicallesbians spoke of a contesr between "realesbians" 
and imposrers, as psychoanalysis would have ir, lesbians are rhe Real. If rhe 
"realesbian" of lesbian-feminism w;¡S a socially impossiblc.: idellrity, so in rhe 
psychoanalytic symbolic are lesbians only possible in/as rhe "Real," since rhey 
are foreclosed from rhe Symbolic order - rhey drop our of symbolizarion. If 
rhey can be signified ar all ir is only as an algebraic X. Given thar rhe "Real" 
is, in part, rhe brurc, inscrurable core of exisrence, rhe "Real" lesbia n is in 
Ihis sense coincident wirh rhe "realesbian." Hence as borh real/Real, rhese 
figures make her "idenrical wirh [herJ exisrence - self-identical - raw, sudden, 
alld unfenered ," but impossible ro "see, speak or ro hear, since in any case 
hile] is always already rhere." 26 

One sexual pracrice rhar has begun ro figure much more prominently in 
Il"shian erorica is rhe use of dildoes . Alrhough ir may be difficulr ro concep
IlIal ize strap-ons as si m play, one rare/y finds such representarions ourside 
dll' literarure lhar is markcd as s/m. Wrirers, visual anisrs, and pracririoners 
h,IVl" hl"COnle increasingly assertive abour c1aiming dildoes as rhe "real rhing." 
t\ldlOugh strap-ons are adverrised as "roys," imide rhe narrarives and resri
IIIOlli\l1s 01' Icsbian s/m pracririollers, references ro an ourside or a "model" 
.11" IIIOSI oflx n discarded in hlvor (lf descriprions rhar simply occupy rhe 
',l.lIll'<; 01' dH: n'n l. So, f~,r nample, ir has hceon\(: common ro spcak uf 
·'w.lldlillg 111'1 phy widl hn dil'k," nr "slIdúng Irn orr," or "yollr dil'k filldling l 
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irs way inside ot me."27 As one conrriburor [O Quim purs it: "When 1 pur 
on a strap on 1 feel male, I ted my dick as real orherwise 1 can't use ir 
well."28 Rardy if ever does one hnd lesbian erotica rhat rerers [O the dildo 
as a joke, an imiration. or a substirutc. whether rhese narrarives are explicirly 
in an s/m context or in the more prevalent accounts ot butch/temme vanilla 
erotica. On the contrary, the erotic charge ot rhese narratives depends on 
both tops and bottoms. butches and tCl11mes exhibiting norhing less rhan 
respect for rhe "phallic" instrumcnr. 

Bersani's argumenr abOllt gay m3cho depends on rhis norion ot respect 
for masculiniry as a model. Bur rhe slide from gay macho [O lesbian butch
temme and slm is too facildy maJe. Wherea~ gay macho's "mad idenri
ficarions" are berween gay and straiglll men, which he argues is a "direer line 
(nor so heavily mediared) excitemenr [O sexuality,"29 rhe identihcarions 
made by b/f and s/m lesbians follow a more circuirous roure in which the 
condensations and dispbcemenrs are more complex, Most obviously, gay 
macho's relationship ro straight masculiniry remains a hommo-sexual atrair; 
whereas lesbian bIt and s/m, as long as we are caughr within rhe logic of 
rhis binary, would be hetero-sexual. In both cases, however, rhe erotic charge 
can only be articulated within the terms ot a symbolic order rhar depends 
tor its coherency on maintaining the disrinction between homosexualiry and 
hererosexualiry. Nonetheless, even wirhin rhe rerms ot rhis symbolic order, 
which 1 presume is whar Bersani reters ro when he speaks of sex "as we know 
ir," there is already dissidence, rather rhan resemblance, in rhe image ot a 
woman penetrating anorher woman with a di Ido. Alrhough both mighr 
be interpreted as a yeaming roward "masculiniry," in rhe gay man's case ir is 
a masculiniry thar rhe dominant culture ar leasr marginally assigns ro him 
and rhar he rhus might willingly surrender. In rhe lesbian [OP's case, it is a 
"masculinity" that she aggressivcly appropriares without any prior cultural 
ownership, only then to give ir up. It we look at ir from the bottom's perspec
tive, there is quite a dittererence between the gay man who cannot "rePuse 
the suicidal eestasy ot being a woman, " and rhe lesbian who is presumed by 
rhe dominant sexual order already to be a woman. 

Over a decade ago, Monique Winig implicirly enjoined us ro wrire The 
Symbolic Order wirh a slash through the anide, just as Lacan writes The 
Woman, when she made her rhen srarrling announcment that "Lesbians are 
not women."30 The straighr mind, she pointed our, "speaks of rhe ditfcrence 
berween rhe sexes, the symbolic order, the Unconscious ... giving an absolurl' 
meaning [O these conceprs when they are only categories tounded tlpon 
heterosexualiry ... "3 1 Rerurning to rhis anide, ir is intcresting [O remcmbcr 
rhar rhe examplc Wittig chooses to demonstrate rhe material oppression 
etrecred through discourses is pornography, Pornograp hy, shc argues, sign l
hes simply rhat "women are dominated." :l2 Thus Witt ig Illighl be aligncd 
with Mackinnon when she argues thar pornogra phy " illS I illll jOIl:llí'll:S 111<' 
sexualiry ot male supremacy. tusing the l'J"O riÓI,,1I iOIl 01 11011 1111 11 1\ " .111.1 
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submission wirh the social consrruction ot malc and female."Ji Ir is rhis posi
rion thar Bersani perverscly a.~ ks us to reconsider when he remporarily allies 
himsclt with Mackinnon and Dworkin only in order ro argue tor the neces
siry ot proliferating pornography rar!Jcr than banning ir. However, it rhe 
ultimate logic of rhe radical feminist argumenr tor rhe realism of porn is 
"the criminalizarion ot sex itsclf until it has been reinvented,"34 whether one 
takes up a posirion tor or against pornography on rhis basis are we nor rhen 
already acceding ro rhe "srraighr mind" thar can only rhink homosexlIalit)' 
as "norhing but heterosexualiry?":l'i 

Whar has tallen out ot these discllssions is hererosexllaliry as a socia! contraer, 
one thar as Wirrig argues can not enly be bllr already is broken by prac
ticing Icsbians. For when we hcar of ''sex as we know ir" or the ultimare 
logic ot anri-porn teminists as rhe "criminalization ot sex," this "sex" is always 
already hcterosexualiry, and implicirly. a rclarionship ut identiry berween rhe 
phallus and rhe penis. Lacan seems ro tree us trom this diHiculry when he 
argues that rhe phallus is a signifier (wirhout a signihed), not a body pan, 
nor a partial objecr, nor an imaginar)' consfrucr.,6 However, in her reading 
ot Lacan's "The Meaning ot the Phallus," back through "The Mirror Stage," 
)udith Burler shows that Lacan's dcnial ot rhe phallus as an imaginary effecr 
is "co nsritutive of rhe Phallus as a privileged signiher."J7 At rhe risk of reduc
rively summarizing her nuanccd argument, what But!er's cssay seems ro 
condude is that rhe symbolic is always only a masculine imaginary rhar 
produces the phallus as irs privileged signiher by denying rhe mechanisms ot 
irs own production, 

Lacan's move ro locate rhe phallus within rhe symbolic presumably breaks 
its re!ation ot identir)' wirh rhe penis, since symbolization "depletes that which 
is symbolized of its ontological connecrion with the symbol irself."J8 )usr as 
Magrirre's painring of a pipe is nor alrhc pipe. so rhe penis and phallus are 
nor equivalenr. 3~ But, as Burler points out, rhey do retain a privileged rela
rionship to one another through "dererminare ncgation. "'o It symbolization 
is whar eftccrs ontological disconnecrion, we mighr ask what happens ro those 
"pipes" that are excessive to representation. Would nor rhose things that 
l';lI1nor rake place wirhin any given symbolic 1l0t end up accorded a radi
l'ally negative ontological sta rus? Would rhey not, in orher words, become 
lIJar which is real, and therefore impossible? 

When Wirrig argues rhat rejecting hererosexualiry and its instirutions is, 
I'lOm the straighr mind 's perspective, "simply an impossibiliry" since to do 
\0 would mean rejecring rhe "symbolic order" and therefore the constiwrion 
,,1' Il1c;lning "without which no one can mainrain an internal coherence,"41 
',!te Sl'ems to suggesr rhat rhe srraight mind simply denics the possibiliry ot 
Inhian i ,~I11. Bl1r phalloccntrism/hcrefosexism does not merely secure irs domi
n:mce dmlllgh a simple Ilega tion . Rather, ir needs lesbianism as a negative 
11 11 ItlIoro'. 11 m:cds ils ~l¡llllS as horh radically real llnd impossibk. 

TIJal tllI,' is tl ll' la~l' l'a)) Ill' set')) in Sil vc fman's reconcqHualiz:\lion or rhe 
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borders of male subjectivity in which her analysis at once ignores Icsbian 
sexuality and persistendy depends on it as yet another instance of a consti
tutive outside. Determined ro undo the tenacious assumption that there are 
only rwo possible sexual subject positions, Silverman ends by positing three 
possible "same-sex" combinations: l. rwo morphological men, 2. a gay man 
and a lesbian (both occupying psychically masculine positionsJ, 3. a lesbian 
and a gay man [both occupying psychically feminine positions] .42 Given 
Silverman's sophisticated psychoanalytic rendering of the body's imaginary 
production, it might sound naive to suggest that the latter rwo positions are 
morphologically heterosexual, ie. one of each. Yet she retains the category of 
rwo morphological men, so there is obviously still sorne recourse to a mate
riality of the body outside its imaginary formations. 

Silverman concludes her book by asserring that her third paradigm for 
male homosexuality has the "most resonance for feminism," which she daims 
tú represent politically. But what is striking is that this is the only place in 
her analysis where lesbianism is represented. For it is in this most politically 
productive model of male homosexuality that the "authorial subjectivity" can 
be accessed "only through lesbianism."'Í1 What could this "Iesbianism" be if 
not rwo morphologically female bodies, which oddly do not appear in her 
liberating models for "same-sex" desire? The feminism that Silverman speaks 
for politically is once again a heterosexual feminism; for her ability tu make 
cases for imaginary gay sexualities is only intelligible through the assumption 
of a lesbian sexuality that remains stable and constitutively outside her recom
binations of the relationships berween psychic identifications and imaginar)' 
morphologies. Thus she depends on the orthodoxy of the impossibility of 
lesbian desire in order ro challenge and break with the other onhodoxies 
that limit sexual choices for (heterosexual) women. 

The model that proposes the impossiblit)' of lesbian desire, constructed as 
rwo morphological females with psychic feminine identities, is impossible 
within psychoanalytic terms precisely because there is no desire without a 
phallic significr. In order for Icsbianism tú escape [rom its stabilizing func
tion as the place-holder of a lack, Buder's fictive lesbian phallus would seem 
tú be indispensable. Yet there is still in this formulation a submission ro 
psychoanalytic orthodoxy; and lesbian sado-masochists have thought of much 
more interesting ways to practice dominance and submission. 

Consider the foUowing excerpt from Bad Attitude, which exemplifies rhe 
common s/m motif of the top's (literal) securing of the bottúm, followed by 
a hiatus in which the bottom is left alone for an indeterminate amount 01" 
time tu contemplate the acts that will follow: 

Will you pIcase fuck me before 1 go mad? She smiled modcsdy. lhen _<lid, 
"Nor yet sweerie. 1 lhink you should Icarn a linle patiencc. l'm going lo have 
some breakfasl now ..." Lying rhere hclpkss <lnd horny, [ eouJd 111':;11 I hnl 
making her mea\. The rcfrigeraror door opencd ;lml c10snL dish,', l lillked, tlll ' 
Illicrowavl' hUllllllnl allll hCL'flt'd .. , I Ihrml IIIV hi!" a¡.;ainM dI<" III II",w. 
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1 wrirhed, 1 moancd, 1 wiggled. 1 gOl hornier . , . Connie rerurned after 20 
minutes . .. "Did you miss me?" she whispered in my e,Ir. 44 

S/m's (form)ality depends on a stillness, a waiting that is acted out through 
both the suspense of deferred gratification as wdl as the re-enactment of 
suspense within the sexual scene itself. Hence the pleasure of binding, 
restraining, often literally suspending the bottom corporealizes the prolonged 
psychic negotiation. As opposed tú the fluidity of conventional representa
tions of sexual intercourse, the s/m scene is brokcn up, interruptcd. This is 
a different model of Gontinuance; for if suspense is understood as a desire 
tú extend the scene for as long as possiblc, even when a "consummation" 
occurs it is not an endpoint, or goal, but rather a means to reproduce condi
tions that guarantee the necessity for endless returns. 

If all desire is the perpetual pursuit of a lost object, s/m is the sexual prac
tice that formalizes desire, repeating its movement with consciousness, 
deliberation, and ritualized control. And, quite self-consciously, s/m recog
nizes the body as rhe site of these transactions. Resisting the abstraction of 
the body as a signifier that rcrers only to itself, s/m practices are not about 
"speaking sex," bllt about doing it, and insisting upon the distinction. S/m 
acts out the word as bond - ir cffectuates the performativity of language. 

Now suppose we agree with Bersani's argument that phallocenuism is 
"above al! the denial of the value of powerlessness in both men and women, "'í5 

and consider what value women might find in powerlessness. I would agree 
with Tania Modleski thar from a heterosexual woman's perspective there might 
not be much to value in powerlessness. But from a lesbian perspective things 
look different. Although Modleski acknowledges thar lesbian sado-masochists' 
arguments must be taken seriously. and she points out the unrcsolvable contra
diction berween the acting out of power and the presumption of consensuality, 
I take exception to her assertion that the "defining feature of s/m lis] the 
infliction of pain and humiliation by one individual on another."'Í(, As 
Modleski's own discussion indicates, the s/m relationship resists that defini
lion. What is important tú point OUt hcre is that Modleski subdy posits the 
samc distinction as Silverman berween the "feminist" reader and the "Iesbian ." 
The former is a heteroscxually gendered subject; the latter is something like 
I he exception to the feminist "rule." Thus, once again, the lesbian beco mes 
Ibl' constitutive outside - the necessary exterior - that facilitates the femi
lIist argumenr. 

l'owcrlcssness, in Bersani's argument, seems to mean little more than 
',lIbllliltillg to penetration. When he takes anatomical considerations into 
,11 • OIlIH, he rcrers to the "real" of bodies which are consttucted in such a 
\V,IY dl;1I "il 's alrnost im possiblc not tu associate mastery and subordination 
\Vidl imell,_l' plcasLlfl':s". 'p Ir the vallle uf powerlcssncss is equivalclIl lO bci ng 
I' l .l l l· 1Ltlnl. liDIe rhal rhe "wornall" in B(: rsani's ilTlaginalJI mllSI be t'irh n 
.1 IWllTo!'C'xll al IClllak 01 a g :lr lIlall. NOI only <loes Ikl\a ni tlH' 11 rt'laill an 
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cguivalency between rhe phallus and rhe penis, bur he also reinforces a 
morphological conRarion of rhe vagina and rhe anus. Ar rhe same rime, he 
insisrs upon a fanrasmaric gendcr disrincrion rhar depends on rhese anarom
ical parrs as referenrs. Bersani's argumenr rhen surely exceeds his intenrions. 
For while he means ro valuc rhe power!cssness of both men and women, ir 
is paradoxically bctvveen these two penerrable orifices, which are at once rhe 
same and differenr, rhat on rheir fronr-ro-back axis rhe illusion of an imper
meable male body is sustained. As D. A. Miller puts ir: "only between the 
woman and rhe homosexual together may rhe normal male subjecr imagine 
himself covered from and back" (my emphasis).48 

If, as Butler argues, Lacan rerains a rclarionship of idenrir)' between rhe 
phallus and rhe penis rhrough "dererminare negarion," ir is also possible ro 
undersrand rhe valorizarion of a masochism rhar is explicitly male as further 
consolidarion of rhis relarion of equivalence. For male masochism, which 
presumably relinquishes rhe phallus b), occupying rhe bcing of woman, would 
necessarily assume rhar she is rhe one who does nor "have ir." In orher words, 
ir is onl)' by giving ir up rhar one gers ir. Hence rhe conrinuing posrularion 
rhar female masochism is impossible depends on rhe assurance rhar she has 
norhing ro give up. The female masochisr would have ro give up somerhing 
rhar she does nor have; and if she were represenred as giving ir up, rhen ir 
would have ro be adrnitrted rhar rhe phallus is norhing more rhan an imag
inary consrrucr. According ro Freud's narrarive, women are presumcd ro have 
once "had" rhe penis, The phalluslpenis as "losr objecr" always refers us ro 
rhe pasr of a woman's bod)' and rhe dreaded furure of a man's body. Hence 
rhe cultural horror associarcd wirh "becoming a woman," 

Lesbians who regard rheir srrap-ons as rhe "real rhing" insririgare a repre
sentarional crisis by producing an imaginary in which rhe ferishisricl 
hallucinarory "rerum" of rhe penis on ro a woman's bod)' goes be)'ond rhe 
"rransferable or plasric properr)'''49 of rhe phallus ro orher body parts by 
depicting a phallus rhar has no reference ro rhe "rcal" of rhe penis. The 
lesbian-dick is rhe phallus as Aoaring signifier rhar has no ground on which 
ro resr. Ir neirher returns ro rhe male bod)', originares from ir, llor refers ro 
ir. Lesbian-dicks are rhe ulrimare simulacrJ. The)' occupy rhe onrological 
srarus of rhe model, appropriare rhe privilege, and refuse ro acknowlcdge an 
origin ourside rheir own self-reAexiviry. They make claims ro rhe real wirhour 
submirring ro "rrurh." If rhe phallus was banned from feminisr orrhodox)' 
because ir was presumed ro signif)r rhe persisrence of a masculine or hetero
sexual identificarion, and burch lesbians or sIm tops who wore srrap-OllS 
were rhus represenred, as Butler poinrs our, as "vain and/or parheric cfforr[s] 
ro mime rhe real rhing,"50 rhis "real rhing" was ar !casr two rcal rhings, 
which were only each orher's opposires. There was nor much difference 
between rhe srraight "real rhing," and rhe lesbian "real 1hi n~ ," ,.,ifln: r1w 
larrer \Vas onl)' rhe absence of rhe former. Borh 1hl:lil: proh ihil i,,, ,'o C'l1II 

verged on rhe assumprion of Jn idcnri l'Y bcr.vcc ll lh\' I'h.dl , , ~ .1 111 1 11 ., IKll is. 

'iH 

DOING IT AN)'WAY 

Wirhout rhar identificarion, rhe rop who wears rhe srrap-on is nor rhe one 
who "has" the phallus; rarber ir is always already rhe bortom who "has ir" 
by giving up whar no one can have. In rhe lesbian imaginary, rhe phallus is 
nor where ir appears. Thar's why so many burches, as mosr lesbians know, 
are 	bortoms. 
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PLAYING DEAD IN STONE, 

OR, WHEN IS A ROSE 


NOT A ROSE?l 

Peggy Phelan 

In 1989 one of rhe mosr dramaric plors in Rcnaissance rheater unfolded in 
London. Jn a six-monrh dig in Sourhwark, archacologisrs uneanhed rhe srar
rlil;gly wdl preserved remains of rhe Rose Theatre, the firsr home of 
Chrisropher Marlowe's dramaric plays. Thar rhe Rose, which had only an 
eighreen-year life span as a "living" building ar al! (1587-1605), could be 
unearthcd sorne 400 years larer was extraordinary. In addirion ro rhe Rose 
srrucrural remains, coins, jewelry, shoes, and hazelnur shells ("Elizaberhan 
popcorn") were found. 2 Over rhe coursc of the dig, it became clear thar rhis 
was a very valuable sire for historians, archaeologists, architecrural hisrorians, 
geologists, and orher scholars. The many references in Renaissance plays ro 
rhe rhearer spacc which have bcen nororiously difficult ro decipher were 
ranralizingly c10se to being answered. (Or at leasr ncw eonjccrures could be 
based on "real" and "better" evidence.) As Andrew Gllrr and Joh n Orrell put 
ir carly on: "In the last rhree months theatre historians have been given more 
fresh and urrerly reliablc informarion abour the design of the Shakespearean 
stagc rhan rhe)' have managed ro scrapc rogether from written sources in the 
pasr rhree centuries. To lose ir would be a new kind of Shakespcarean tragedy" 
(Orrell and Gurr 1989: 429). 

Thc idea rhar archacology provides "utterly reliablc informarion" is a curious 
one. for as Christopher Tille)' points out, "Al! archaeology is an inrerprcrive 
<l.crivity. This hermeneuric dimension to archaeological research is absolutdy 
fundamenta1.l . .. ] We can regard archaeology irself as rhe largely unconsciolls 
bur neverrheless rulc-governed producrion of sralements abour rhe pasr" 
(Tille)' 1989: 277). These "Iargely unconscious" ideas cOllrrolled the reCep
¡ion of rhe Rose remains as much as rhe)' informed the archaeological 
framnvork of rhe excavarion irself. Befare examining rhe cultural unconscious 
;tt play in rhe holc in Southwark's streers, ir is worth pausing over Gurr's and 
()¡-rell\ charau erizarion of whal rhe Rose's excavarion has "given" thearer 
hislllri;¡ns. "Uncrly rdiabk information" is preny rare and cspecial!y so when 
it ¡~ dl.: li vn l f10m I()tti ng wnod :lIld old :Irrj(~ll · ls. The haldlll'ss nr dw dailll, 
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rhe lack of hedging or apology, can perhaps be attribured ro rhe aurhors' 
awareness rhar rhe disposirion of rhe Rose excavarion would be derermined 
by polirical and economic considerarions. 'lo hedge on rhe scholarly value 
of rhe sire would perhaps make rhe case for mntinucd excavarions more 
difficulr ro jusrify. Bur more rhan rhe realpolitick ar work in Curr's and 
Orrell's characrerizarion is a belief, a sratement of faith, rhar the disinterrcd 
objecr will redeem us - or at lcast save rhose schoLars roiling in rhe dark 
mysreries of the Shakespearcan srage from tragedy. The belief in excavation 
as a transcendent source of utterl)' reliable information stems from the idea 
thar by recovering rhe archirectural design of rhe physical thcater, one can 
recover rhe rrurh of Renaissance rheater. For Gurr and Orrell , rhe physical 
objecr has an enormous trurh value. "To lose ir would be a new kind of 
Shakespearean tragedy." 

Shakespeare's own tragedies were rhemselves far less sanguine about rhe 
rrurh valuc of physical objecrs. In Othello, for example, Desdemona's hand
kerchief is used by lago ro convince Orhello of her infideliry. Enclosed wirhin 
Iago's interpretativc framework, the handkerchief, "rhe ocular proof" is 
profoundly deceiving. Orrell and Curr are indeed correer ro suggesr that the 
disinterment of the Rose signals a new kind of Shakespearean tragedy, although 
not for the reasons the)' imply. 

The discovery of the Rose, as Orrell and Gurr note here, was hedged in 
on all sides by rhe prospecr of loss. In an effon ro preserve the site, the 
Shakespeare connection was heightened and lhe Marlowe connection played 
down, in part beca use Shakespeare has a kind of cultural/rourist capiral thar 
Marlowe lacks. Only two of Shakespeare's plays, Tifus Andronicus and Henry 
VI Part 1, were performed at the Rose, and there is sorne evidence that rhe)' 
had originally opened at The Theatre.3 But the Rose in 1989 certainl)' beca me, 
if not quire "Shakespearc's stage" a "Shakespearean stage." The reasons for 
this, I'd like ro suggcsr, had something ro do with facrors other than scholar
ship and rourist capital - although assuredly these two facrors played a 
prominent and decisive role in the debate abour the Rose. For modern 
archaeology, like modern theater, is a hazard of polirics, of money, and of 
ideology.' It participares in and is a product of the culrural unconscious's 
attitude toward hisrory, an attitude which is in every way informed by con
temporary anxieties, desires, and nationalist-economic polities. 

Surprisingly thus far almost all of the scholarly work on the Rose excavation 
has concentrated on the "products" produced b), the archaeological findings, 
and/or has analyzed the political conRicts of interesrs rhat were exposed 
by the public protests rhat arose when the Rose was feared ro be "Iost.'" 
What I am interested in here is something closer ro a psychoanalysis 0(' 

excavar ion: I am intercsred in what it means to disinter a chea ter, whal anxicric!i 
it creares and what fantasies ir fosters. Our actitudes roward lhe rC furn of huricd 
bodies , induding archirectural ones, like our actin\(lc~ IOward dll' I Clurn uF 1he 
repressed, luye much ro Id lus about how we Ilrga"in' 0111 id,'." .llId f.1I1l;t ~it:s 
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about living bodies. My analysis here is ofren associative and analogicaL 
rarher rhan strictly empirical, alrhough there are man)' true facts here too. 
I am interested in the anal core of analogies and anal)'sis: for, as we shall see, 
rhis mode of thinking informed the debate about the Rose. 

The Rose is assuredly a spccial case - not any theatet remains wOllld 
incite the intense feelings creared b), the return of the Rose. The polygonal 
structure was builr in 1587, only the third solid theater built in London. 
Philip Henslowe owned it and in 1592 he recruited Edward AJleyn and 
Strange's Men ro act there. Shortly thereafter, the Rose mounted Chrisropher 
Marlowe's great plays - Tamburlaine I and 11, Doctor FauJtus, and The Jew 
of Malta, with AJleyn in the lead roles.6 In 1594, the Lord Chamberlain 
set a new Privy Council polic)' permitting only two companies to play in 
London in designared playhouses. Alleyn became rhe lead actor in the newly 
formed acting company rhe Admiral's Men and the Rose became their perma
nent thearer. (The other licensed theater was The Theatre, owned b), James 
Burbage. When ir was dismanded in 1598, the Globe was erected from The 
Theatre's old scaffolding. The Globe was of course the home of Shakespeare's 
company, the King's Men. Shortly after the 1989 excavatíon of the Rose, 
excavarion began on the Clobe, a ver)' literal proof that political power, 
among other rhings, generares historical weight and continuiry) J 

To put rhe complicared story of the Rose excavation very brieRy: In the 
1950 Survey ofLondon an 1875 Ordinance Survey Map was reprinted which 
c1early displayed the location of the Rose on Maiden Lalle in Southwark 
(now called Park Street; it faces Sourhwark Bridge Road). In 1971, Richard 
Hughes, an archaeologisr hired by developers interested in building on the 
site, advised rhem not to. He wrote, "Since the water table is rdatively ncar 
the ground surface and since the area before the initial occupation was marshy, 
structural rimbers are likely to be preserved, as are leather, wood, and fabric 
artefacts r, ..] lT]his should be considered one of rhose areas where public 
action could make excavarion and preservation a national issue" (in Ecdes 
1990: 1(0).s In November of 1987 the site was purchased by the Heron 
Croup and they applied to Sourhwark Council for planning petmission ro 
consttucr a nine-storey office building. Afrer consulting wirh the Mllseum 
of London, the Southwark Council granted permission contingent upon the 
devclopers' funding excavation of the site befare building. Afrer the agree
ment was brokered, the Heron Group sold the site to lnuy Merchant. another 
developing firmo They agreed to fund ten weeks of archaeological research 
before rhey began building. As the value of the excavations became dear, 
rhe ren weeks turned into six months (although during rhat time Imry 
Mcrchant did begin to build in the opposire comer of rhe lot), all of which 
was funded by the developers. The dday cosr rhe developets over a million 
poullds (Wain wright 1989: 430). 

llaving concllllled six Illonlhs 01' excavarion, rhe dcvclopers were legally 
sdlnl ll ll·d 10 proccl'd wilh hu dding hcginn ing Monday nwrn ing. J'i M .l)' 
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1989. AII archaeological research and rhe chance ro preserve rhe Rose would 
cnd as soon as rhe devclopers' tracrors moved in. During rhe weekend of 
13-14 May, a series of proresrs led by Dame Peggy Ashcrofr and Tan McKellen 
alerred Nicholas Ridley, rhen rhe Secrerary of Srale for rhe Environmenr, rhar 
he would have a serious problem on his hands if rhe devclopers were allowed 
[O conrinue building on Monday morning. The morning of 15 May, Ridley 
and Virginia Bottomlcy, [he rhen Under Secrerary of Srare for rhe Environ
menr, mer wirh represenrarives of Imry Merchanr, English Heritage, and 
Simon Hughes, rhe MP from Sourhwark, in an effort [O resolve rhe crisis. 
And ir had by rhen beco me a crisis: Peggy Ashcrofr had rhrearened [O rhrow 
hersclf in fronr of a rrac[Or and rhe group had suggesred she be lefr behind 
as a hosrage and rhe sire vaca red (Eccles 1990: 178). The proresrors quickly 
organi7.ed rhemsclves into an ofhcial group calk:d The Rose Thearre Trust. 

They quickly organized a peririon [O schedule rhe sirc; if successful, rhe 
sire would be declared a narional rreasure and irs preservarion would be 
funded by rhe government. Ridley, ofren described as "rhe architecr" of 
Margarer Tharcher's economic policy whose cornersrone was "privarize," even
tually rejecred rhe peririon.~ Had rhe sire been scheduled rhe Government 
would have been obligared ro compensare Imry Merchant because, by law, 
once permission ro build has been gran red ir cannor be revoked wirhour 
compensarion. lo 

Ar rhe meering on rhe morning of 15 May, Ridley was able ro ger 
Imry Merchant [O dclay building for a monrh by committing rhe govern
menr ro pay a mili ion pounds [O compensare rhem for rhe dclay. During 
rhe rhirty days, Ridley hoped, a new archirecrural design rhar would preserve 
rhe remains, give rhe public access ro rhem, and give rhe devclopers rheir 
ofhce building, wouId marerialize. 

Larer rhar afrernoon, Ridley announced rhe rhirty-day reprieve ro 
Parliament. He was ar pains ro explain rhar rhc Governmenr would nor 
underwrire rhe cosr of preserving and displaying rhe remains of rhe Rose, 
as many people nor of his parry had urged. He rold rhe House, "The 
Government's financial commirmenr hnishes wirh rhis sraremenr."11 To rhis, 
John Fraser, a Labour MP from Nor.vood replied, "1 hope rhe Righr 
Honourable Gentleman [Ridley] is nor like Oscar Wilde, who bclieved where 
archirecrure srarrs, art ends." And Ridley rerorred, "{ claim dissimilariry with 
Oscar Wilde in more rhan one respect." In rhe rranscripr of rhe meering 
published in The Times rhe nexr day, "(Iaughrer)" puncruares rhe c10se of 
Ridley's srarement. Ir's difficulr ro know who is laughing or why exactly, bUI 
ir is nor irrclevant ro point our rhar Ridley was a vocal supporter of rhe in 
famous censorship law in England, Clause 28 of rhe Local Aurhoriries bill. 
which banned representarion "promoring homosexualiry." Thc bill was passcJ 
in M;¡rch J988. We will rerurn ro rhis larer. 

In an dli:Jrt l o relUrJ1 Ridley ro rhe quesrion of gnvcn llTIt'liI (1Il1dillg li )f 
Ihe Ro.~t: , Frie IlcfTer (I.iverpool, Labour) rhen look Ilf1 11 1(' ·.l ll hl ,lIc1 I billl 
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rhar English culture's c1aim ro grearlless resrs wirh Renaissance rhearer. Heffer 
insrrucred Ridley rhar "rhe Government musr now consider whar financial 
help ir could give [O preserve rhe rheatre, which was viral [O rhe cultural 
developmenr of the narion." Ridley defkcred rhe comment by assuring 
Heffer thar he would give him an opportuniry [O donare [O any fund 
drives rhe public mighr rake up [O preserve rhe Rose. Whereupon Aslthony 
Beaumonr-Dark (Conservarive, Rirmingham) growing imparienr wirh rhe 
whole drift of rhe conversarion, ycl Icd , "This is not a building!" He wenr on 
ro 5ay rhe Rose was nor even a ruin; it was merely "foorings." If rhe govern
ment tried ro preserve "rhe foorings every time sorne experrs said rhar rhey 
were rhe remains of a rhearer or a brorhel, London would still be composed 
of rhe ruins of Rome."12 Drawing on one of the mosr hisrorically susrained 
links between rhe similar "ruins" produced by rhearers and brorhels, 
Beaumonr-Dark suggesred rhar hnally rhere really is no difference between 
a thearer and a brothel ar aH. In rhis Philip Henslowe might agree, for in 
addirion ro owning the rhearer, he owned several properries which housed 
brothels. 13 Reaumonr-Dark concluded [har if rhe governmenr had ten ro 
twenty million pounds ro spend, ir should be spcnr on "living rhearre" and 
nor on somerhing rhar looks like "a disused mine." In response ro rhis 
ourbursr, Ridley once again rerurned ro Wilde's distincrion between art ami 
archirecrure and contended rhar rhe excavar ion of rhe Rose was neither. 
He preferred rhe rerm "archaeology," ro which Reaumonr-Dark replied, 
"Ir's rubbish!" 

Beaumonr-I)ark's point, for all irs dark blusrer, is acrually very impottant. 
The remains of rhe Rose do nor reveal "a building." They are lirerally rhe 
building's remains, rhe foorings. To preserve such footings, Reaumonr-Dark 
suggesrs, is ro degrade rhe aspirarion of archirecture and, by implication, 
culrure irself Ir is [O e1evarc old brorhels or disused mines ro rhe statLIs 
of art objecrs. On an unconscious level also, associarions betwcen empry 
cavities, hollow caves, and open holes are consolidared as so much "rubbish" 
- and cerrainly nor whar the Governmenr should be funding. Given rhe Tory 
Governmenr's attirude roward coal mining, disused mines were parricularly 
dense symbols in rhe counuy's economic-political imaginary rhroughour rhe 
mid- and lare 1980s.1 4 

Beaumont-Dark's argument resrs on a disrinction between rhe living and 
lhe dead: wirhin his logic, "living thearre" is ar the opposire end of rhe death 
space of brorhels and "disused mines." Decisions abour funding culture, rhen, 
IIIl1sr be based on rhe reproducrion of a living thearer and a living archi
In:lllre: ir musr nOl supporr rhe mere remailu of myrh and memory.15 
(Thatchcr's governmcnr had consisrently cut funding for rhe "living" arts. 
I'r rhaps BClllmonr-Dark is jusr covering rhe government's bases: no money 
f~,r Ihemcr, living or Jead.) 

hJl BClI1l1llll1l-))ark, ir was unclear ir (he Rose could be a producrive 
,d.I)'LT in t11l' l'1l1IS11I1l1 ion ;¡nd recollstrucrioll ora narionalmyrh and memory. 
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The herirage industry, as Chrisrinc Eceles points out, is a huge busi
ness. In Stratford-upon-Avon alone, 50 million pounds ayear is spent by 
2.5 million tourists (Eceles 1990: 243). This kind of money has made it 
very tcmpting to play fast and loose with historical accurac)'. As Eceles 
puts it. "If histor)' could nor confirm rhe facr rhat William Shakespeare 
was born in a rharched cottage in rhe marker town of Srrarford-upon
Avon, righr in rhe geographical hearr of England, rhen history would have 
to invenr ir" (1990: 243). Bur ir is nor some neutral, albeir economically 
driven "histor)''' thar invents geographical locarions for cultural parron saints. 
The invention of history is the resulr of a dense nexus of compering and 
often conrradictory moral. narionalisric, economic, and unconscious factors. 
These tactors themselves change over rime rhus making historical produc
rion irself contingenr upon the materia l, moral, nationalisric, and psychic 
needs of rhe prcsent - as rhey are understood by rhose in power. 16 In rhe 
case of lare-1980s England rhe herirage business was securdy in rhe hands 
of the Righr: 

[T]he culwre of the New Right has actively fostered [the growth of the hcritage 
índustry] . The heritage ís cvcr)'where, all atound "us," nOlhing less {han a 
kind of collectivc mcmory of an entire people or nation. Such a notíon of 
heritage does not involve a recognition of the difftrence oF the pasr (thus 
enabling it ro put the presenr inro a comparative perspecrive) but an asscrrion 
of samcness and identiry, the creation of the fi crional llniry of a national 
consCJousncss. 

(Tille)' 1989: 279) 

In the crearion of such a consciousness, the cultural unconscious works 
double rime. The invenrion of culrural history is generally nor rhe producr 
of a progressive, liberarory enterprise, in pan because rhose powerful enough 
to impose rhar "invenrion" rend ro be entrenched wirhin the apparatus of 
rhe Stare. And in pan becallse whar Tille)' refers to as the "Iargcly uncon
scious but nevenhdess rule-governed production of srarements about rhe 
pase" are, like all producrions of rhe unconscious, subject to repression, 
disavowal, and phantasmaric strucrures rhar are usually far from "progressive" 
or "enlighrened." The severe limits and rigid control over " historical inven
tion" \Vere exposed in rhe public and polirical discussion of the Rose remains. 

These remains represent the "excess" that simply will not remain repressed , 
no matter how carefully mainstream culrure works to solidify the normalive. 
Oscar Wilde appeared in rhe House of Parliament on 15 May 1989 beca use 
he is the symptom which signals the (failed) repression of thar orher body, 
rhe "non-normarive" homosexual. 17 As Ridle)' demonsrrated, Wilde funcrions 
as a foil for polirical hererosexuals ro deelare rhemsclves "dissimilar" ro his 
"excessive" and flambo)'antly rheatrical life. Politicians such as Ridlcy and 
Beaumont-Dark use Wilde as a wa)' ro legirimate thdr own rubli~ p~r1orrn. 
ances as the proud owners of straight-forward, sexiO-CI.:O l1l1ll1iL.¡\ pluJcnt. 
a nti-theatrical bodics. 
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Moreover, ir may be possible ro discern an unconscious link between Wilde 
and Marlowe ar play in rhe debates as wdl. The Rose was Marlowe's srage, 
nor Shakespeare's. Marlowe wrote plays abour aman who consoned with 
devils, about a homosexual King, abour rhe persecurion of a Jew; he also 
allegedly wrore "all they thar love not robacco and boys were fools."IM Marlowe 
was murdered by a man in rhe courryard of an inn. He was twenty-nine 
years old. Legend has it rhar he and his killer, lngram Frazier, were fighring 
over rhe reckoning; rhen as now disagreements abour footing rhe bill can be 
faral. Thinking of the dearhs of anisric young mel1 ar rhe hands of orher 
men who spend nights togerher in horels touches anorher contemporary 
cultural narrarive: rhe deadly reckoning exacrcd by AlDS. Thus, Marlowe is 
a much more ambiguous contemporary cultural patron saint than the Bard 
of Avon. The ambiguity about Marlowe may well inform rhe attitude about 
rhe remains of the Rose as well. 

In 1592, Henslowe expanded and renovared rhe Rose - el1larging audience 
capacity by abo lit 400. The Rose remains discovered in 1989, then, are 
actually rhe remains of rwo thearers. One can discern how and where rhe 
second larger rhearer enveloped rhe first. Whar we have, rhen, is a series of 
murating archirccrural bodies in which rhc boundarics of rhe previous 
body in every way inform the growrh and development of rhe new body. 
Discovering rhe remains of the Rose, actually meant discovcring rhe remains 
of a double architcctural body: and rhe quesrion posed to rhe architecrs who 
were hired ro revise rhe plan for rhe original office building - "How can we 
make this new building aJlow us ro see mulriplc distinct archirecrural hodies?" 
- was a quesrion which was already ghosted by rhe query, How can one 
building display more rhan one body? 

I am using rhe word "body" here quite deliberarely; I'd like to suggest rhat 
rhe Rose Theatre is and was a mutating, mobile, and "rheatrical" bod)'. 
As rhe dcmands upon Henslowe's rhearer increased in 1592, he rransformed 
and added to the building; as rhe archaeologisrs and politicians debared rhe 
remains of rhe Rose in 1989, new plan s were drawn up ro re-animate rhe 
footings rhar remained. In rhese murarions, the Rose of 1989 moved from 
an archaelogical site ro an archirecrural one. In rhis movement, the Rose 
became less an "objecr" full of rocks, coins, and anifacrs, and more a "subjecr," 
;) living, difficult, even contradicrory form that refused to sray dead. 

The archirecrural quesrion about rhe Rose remains can mosr properly be 
understood as a quintessentially thearrical challcnge: how can one body display 
rwo (or more) distincr but coherent "selves"? And how is the articulario n of 
rhat doubleness always airead)' dependent upon a notion of a "proper" 
(singlllar) body? How do buildings rhemselves, in rheir solidity and singu
I.lril)', conrribure to rhe norion of "a proper body"? 
Thl.' ~<: q lleslio ns rake 011 a panicular force in rclarion ro the excavation of 

dIe Rosc. A~ lhe Lhird sol id theatcr built in L.ondoll, the Rose re-prescnts 
dI(' Ili:' loriL.d 1110 11 11': 111 ill whi,h Ihl':ltlTS !Jt'Ciltllt' hllildi ngs. 111 l bl' I/Iwioll 0I 
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Power, Srephen Orgcl indicares rhe impacr of rhis archirecrural rransforma
rion on Renaissance England: 

Befare rhis momenr, rhe concepr of rhearer had included no sense of place. 
A rheatre was nor a building, ir was a group of acrors and an audience; 
rhe rhearre was any place rhey chose ro perform.... [Once] emhodicd in archi
recrurc ... rhearre was an insrirurion, a propcrry, a corporarion. For rhe firsr 
rime in more rhan a rhousand years ir had rhe sort of realiry rhar meant mosr 
ro Rcnaissance sociery; ir was real in rhe way rhar real esrare is rcal; ir was a loca
rion, a building, a possession - <In established and visible pan of sociery. 

(Orgel 1975: 2, emphasis in original) 

Disinrering rhe Rose rendered rhearer irself sparially and remporally mobile, 
Ruid, a focus of passionare debare: ir pur inro quesrion "Iocarion, building, 
possession." If Renaissance rhearer archirecrure inaugurared an assured and 
cerrain place for rhearrical acriviry (in rhe benign re'ading of rhearer hisrory), 
or if ir provided a sparial conflnemenr and rigid border for rhearrical acriviry 
(in rhe "hcgemonic" reading of rhearer hisrory), rhe rerurn of rhe Rose made 
rhar rhearrical place radically insecure. Who owned rhe Rose remains? How 
could rhe new building rclare ro rhe old building? Where was rhe rhearer 
acrually locared? The quesrion of ownership raised ancillary quesrions abour 
rhe relarion berween "public properry" and commercial developmenr, and 
abour rhe rclarion berween hisrorical preservarion and conremporary reviral
izarion. Similarly, rhe quesrion abour "Iocarion" led ro rhe complicared 
negoriarions abour where ro place rhe pilings for rhe new building. The devel
opers wanred ro maximize rhe size of rheir building, and rhe hisrorians wanred 
ro maximize rhe prorecrion of rhe Rose. Whar 1 am rrying ro suggesr, in 
orher words, is rhar rhe excavarion of rhe Rose lirerally unearrhed rhe epis
remological claims abour "rhe place of rhearer," claims rhar had been made 
possible by rhe consrrucrion of Renaissance rhearers rhemsclves. And rhesc 
c1aims became parricularly rraumaric in relarion ro rhe male body. 

The momenr in which rhcarers became consolidared in and as buildings, 
rhe momenr which rerurns in rhe discover)' of rhe Rose, also signals a momen! 
in which rhe maJe body joins an ongoing episremological hisrory of display. 
Having re-esrablished a place for rhe male body ro play, an enormous array 
of inrcrprerive frames by which rhar body could be apprehended are made 
possible. Acring books, books of gesrure, handbooks on expressing emotion, 
and al! rhe orher discursive "arrs and sciences" rhar begin ro emerge in rhe 
Renaissance are enabled by rhe facr rhar rhere is an archirecrural place ill 
which rhe rhearer of rhe male body is displayed. In shorr, archirecrure inf('> rIT¡~ 
and defines rhe espisremological possibiliries of rhe male body once rheall' l 
irsclf "rakes (a) place." 

Archirecrure has of course long becn considered rhearrical. Bllildill~\ 
are said ro "srage" ideas abour space and rime, ro dr;¡lII:lIi:t(· ¡) Len.lill :¡ rgtl 
menr abour form o Archirecrure also esrablishc~ :1 spn ili. " ,I.II ]U II wil h ih 
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inhabiranrs (rhink of roucaulr's Benrhamire prisons), and ofren insisrs on a 
mimeric relarion ro rhe human bod)'. In rhis insisrence, archirecrure is 
performarive as well as rhearrical, for ir acrively shapes and forms rhe bodies 
rhar inhabir ir. Denis Hollier's brillianr reading of Baraille allows us ro see 
rhe inrensiry of rhe anrhropomorphism imbedded in archirecrure: "[E]ven 
rhough he seems ro denounce rhe repression exerciscd over man by archi
recrure, Baraille is really inrervening againsr rhe carachresis requiring rhar 
man only rake form wirh archirecrure, rhat rhe human form as such, rhe 
formarion of man, be embedded in arch irecrure. If rhe prison is rhe generic 
form of archirccrurc, rhis is primarily because man's own form is his firsr 
prison" (I989: xi-xii). The mimeric relalion belween buildings and bodies 
insulares each from imagining revolurionary forms. Thearer archirecrure, rhen, 
is doubly mimeric: ir is consrrucred around an image of rhe bodies ro be 
sraged in irs building. And rhese rhearrical bodies display rhemselves in rcla
t.ion ro archirecrural rules rhar govern rhei r sraging. 

In rhe odd and complex dialogue berween represenrarional forms and "real" 
behavior, rhe possibilirics of rhe bod)' opened up by rhearcr archirecrure are 
emplo)'ed borh ro exrend and enhance bodily pracrices (and rhus are con
genial ro rhe srrarcgies of progressive culrural workers), and also ro mark rhe 
disrincrion berween che "rhearrical" body and rhe "normarive" body (and rhus 
are congenial ro rhe srraregies of prohibirive culrural workers). To wir, rhe 
male body is rourinely made "normative" - singular and wholc, [he properry 
of one person who has one gender, one proper name, one self - by virrue 
of becoming anti-theatricaf. This schooling in "making rhe body" requires 
borh a posirive and a negarive orher. 

Wirhin lhe normarive Symbolic of conremporary hererosexualiry, rhe 
posirive orher is rhe singular sclf of rhe orher gcnder wirh whom one will join 
in a monogamous union unril "dearh do us parr." The negarive orher is casr 
as rhe promiscuous homosexual who, in addirion ro seeking an orher of rhe 
same gender, also eschews monogamy and long-rerm relarions. Wirhin rhis 
Symbolic, rhe hererosexual's quesr for rhe "rrue" singular body ir longs ro 
(re) join, is ser againsr rhe homosexual's wandering and false "body in disguise." 
Wandering acrors, I.ike wandering homosexuals, are dangerous because 
rhey rhrearen ro expose rhe ficrion of srable homes. Thesc are emphaeically 
Bor onrological claims: 1 am merely plorring how rhe Symbolic opposirion 
ht'rween homosexualiry and hererosexualiry rhar so rankles rhe Righr and 
I he Lefr roday, for very differenr reasons, employs ideas aboue rhe body 
dl'fived from rhearer ro carry oue irs opposirional rhinking. Such rhinking 
i.\ nor conhned ro rhe genre of rhearer as such: rhe homosexual "body in 
di.~gllisc" fllds rhe Righr's paranoia abour rhe gay male body fu beyond 
Ihe ~oliJ archilectural confines of rhcarer. From rhe phanrasmal image of che 
1.1I1I10:'I')( lIal predaror abour ro be "unleashed" in rhe Uni red Srares milirar)', 
lo dI\' 10111 illc sllspicion of homosexual men's relarionships with children, ro 
dI\' Il'ftll r· lilll·d 1l:lILlliV('s of in lCu cJ allLI infecring "AIDS-carrying 
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homosexuals," rhe figure of the male homosexual as "rhe [dangerous] 
body in disguise" sralks rhe culrural imaginar)' and is fed by rhe paranoid 
fervor of rhe Righr. This imaginary framed rhe discussion abour rhe Rose 
remains in London. To pur ir perhaps roo crudely and far roo swifrly, I am 
suggesring rhar jusr as Renaissance rhearer helped focus rhe discursive 
and pragmaric possibiliries of rhc arrs and scienccs and Jed ro a new concep
rion of man, so roo docs rhe contemporary "rhearer" of AIOS help focus 
discursivc and psychoanalyric rensions afOund reprcssioll and death, leading 
ro a new conceprion of rhe male body. This body is marked by rhe aggressive
ness of its disavowal and is rendercd as a form full of norhing bur 
holes. The 1989 Rose, a hole, "a disuscd mine," so much "rubbish," is rhe 
iconic cmblem of a body rhar carries dearh in its newly exposed holes 

and hollows. 
I wrire rhis wirh a kind of brearhlcss asscrrion rarher rhan construcring ir 

as a philosophical proof. My unconscious, my own repressions, and my own 
conscious allegiance ro rhe convenrions of rhe academic "subjecr" force me 
ro abandon rhese associarions in favor of "empirical" facrs. So srriking anorher 

nore, ler us rerurn ro rhe srory of rhe Rose. 

Insread of conrracring to develop an office building in Sourhwark as Imr}' 
Merchanr had proposed ro do, rhe developers were suddenly in rhe business 
of designing a building which could stage rhe remains of a rhearer. In shorr, 
rhe building could no longer correspond ro a normarive body - singular and 
whole - bur had ro become a rhearicalized, double body. The quesrion oE 
how ro srage rhe remains of rhe Rose required a new archirecrural model , 
And, in rhe srrange form of reproducrion which prevails berween buildings 
and bodies, several differenr proposals were conceived. 

These p'lans are ar once archirecrural and anaromical. For jusr as an anaromy 
makes visible rhe inrerior workings of a body, so roo musr rhe new Rose 
display, archirecrurally, rhe ground, rhe skeleral ser, upon which rhe building 
rakes irs currenr formo Wirhin rhe hisrory of anaromy, a hisrory enacred 
rhrough public auropsies held in medical rhearers, the accuracy of rhe drawing 
was dependenr upon securing a corpse: a dead body was required for ana tom
ical represenrarion ro be born. In rhe case of rhe Rose the dead archirecrural 
body was, if anyrhing, all roo present: rhe new archirecrural building had ro, 

as ir were, compere wirh irs own corpse. 
Hollier poinrs our rhar rhe invenrion of archirecrure was morivatcd by ;1 

desire ro foresrall and forger dearh. This desire funcrions according ro tlw 
rule of psychoanal}'ric desirc, which is ro say rhe desire is displaced 011 to .\1\ 

objecr which perpetuares, rathcr rhan sarisfies, rhar desire. r11 order ro ti¡n'
stall or forget dearh, architecture invents rhe rombsrone wh ich both distra¡;l l. 
us from the specificiry of the dead body amI underlines lhe st one cokl bu 
of dearh irself. As Hollier purs ir: 
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The monumenr and rhe pyramid are where rhey are ro cover up a place, 
ro fill in a void: rhe one lefr by dearh. Dcarh musr nor appear: ir musr nor 
rake place: !er tornbs coyer it up and rake irs place. [ . ..] One plays dead 
so rhar death will nor come. So norhing will happen and rime will not rakc 
place. 

(Hollier 1989: 36) 

In other words, archirecture robs dearh of irs personal inrerioriry: it publicl)' 
displays dearh as smooth surface - as an exrernal solid slab.19 The smoorh srone 
is appealing precisely because ir is sraric and srill, unlike rhe decomposing 
body ir covers. 20 If dearh were guaranreed srillness perhaps ir would be less 
dreadful. As ir plors rhe grids of rhe cemercry in horizontal and vertical squares, 
archirecrure offers us rhis monumental srillness. Archirecrure participares in 
rhe reassuring fanrasy thar one can ourlasr remporal decomposirion by dis
placing rhe rerror of a porous, leaking, expiring, and decomposing body, on 
ro a solid monument, a building.21 (To pur ir slighrly differenrly: archirecrure 
rransforms dying inro death.)22 When Hollier claims, "One plays dead so thar 
dearh will nor come," he implicirly links archirecrure ro rhearer, ro rhe art of 
disguise. 23 Thearer irself is rhe space in which death is made ro play, ro be a 
play. (Marlowe's Faustus is srill perhaps rhe besr example of rhe dramatic 
conjuncrion berween plotting a dearh and plorting a play.) The conrinual 
resraging of thearrical performances' appearance and disappearance records rhe 
hisrory ofWesrern culrure's attempr ro play fin·tlda wirh dying irself. The Rose 
remains rhrearened ro rnake rhe "here-ness" of dearh in the conremporary ciry 
roo visible. 

The disinrermenr of rhe architecrure of rhe Rose Theatre raised a ques
rion abour rhe place of pla)' rhar conremporary culrure accords ro dearh irself. 
The archirecrural challenge inaugurared by rhe Rose necessirared a shifr in 
rhe axis of archirecrure irself, a shifr whose causes and implicarions are much 
larger rhan rhe local challenge of rhe Rose. The srory of rhe Rose's remains 
is a significant one beca use it drarnatizes an arr form - archirecrure - inverting 
irs onrological paradigms in response ro a pasr rhar continually eruprs into 
rhe presenr. The Rose forced archirecrure ro abandon irs cusromary assump
rion of irself as a sparial art, and ro reinvent irself as a remporal one. 24 This 
reinvenrion parallels the reimagining of rhe eroric body as ir confronrs the 
grave of AIOS. 

O. A. Miller has argued rhar we now live in whar he calls "morbidiry 
culrure, " in which social life, public discourse, and art are preoccupied 
wirh quesrions of health, and of dearh and dying (Mjller )990: 70-4). 25 
'l'he advent of gym addicrion on rhe one hand, and of intricare disease 
vocabularies sprinIJed rhrough everyday discourse - metasrasize, T-cell counr, 
sll"m-cdl removal - on rhe other, are symproms of morbidiry culrure. Wh ile 
t1 u.: re are m any rcasom for our new c(lIl sciousness of mo rbidity, from the 
... I I IIClIII"l· or he.drh CHe 10 llw cxorbitanr increase in cancer, AI DS is slIrdy 
lh,· Illo,q l'x plosiv <.: ,,· ,II ,.t! vsr t ~lr lh l! fi, rm aliClIl (Ir rhis l1ew Clllt11 rc. 
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As 1 have argued elsewhere, AIOS is and will remain inddibly linked ro 
"promiscuous gay men" in rhe cultural unconscious, despire srarisrics which 
reveal rhar rhe level of HIV infecrion in rhar group decreasing (Phelan 1991). 
As Leo Bersani has asturcly demonsrrared, rhe cultural anxiety generared in 
rclarion [O gay men's sexual pracrices, especially "passive" anal sex, are ried 
ro particular psychic anxieries abour male submission irsdf (Bersani 1987). 
This leads him ro rhe central quesrion of his essay, "Is rhe Rectum A Grave? ," 
a quesrion he was prompred [O ask afra reading Simon Watney's study, 
Poficing Desire. Watney conrends rhar AIDS "offers a new sign for rhe symbolic 
machinery of repression, making rhe rectum a grave" (Watney 189: 126). 
Watney's rhesis rhar rhe mainstream media is displaying a kind of paranoid 
reading of gay male sexualiry is re-posed by Bersani in order ro suggesr rhar 
male submission, and mal e masochism irself, is deeply subversive in a culrure 
which insisrs on malc dominance. While Watney bemoans rhe logic which 
reads rhe recrum as a grave, Bersani hopes rhar ir may portend rhe welcome 
dearh of rhe belief rhar male sexuality is complerely expressed in acrs of 
penerrarion. This bclid~ Bersani insisrs, is undone by a considerarion of maJe 
subm issiveness, a considerarion accen[(:d by rhe archirecronics of gay male 

"passive" anal sexo 
Ler's compare an anaromical diagram of rhe male recrum and an aerial 

pho[Ograph of rhe Rose remains [see figures 5.1 and 5.2J. 1 am aware rhar 
on one leve! rhis comparison is comical, and I hope ro recall rhe laughrer 
in rhe House of Commons when Ridlc)' claimed his dissimilarity from Wilde. 
When Ridlcy suggesred rhar the Rose excavarion was neirher art nor archi
recrure, bur rarher was archaeology, he evoked Freud's favorire analogy 
for psychoanalysis: "The analysr's 'work of consrrucrion' or, if ir is preferred, 
of reconsrrucrion, resemblcs [O a grear exrcnr an archaeologisr's excavarion uf 
some ancienr edifice rhar has been desrroyed and buried" (heud 19.37: 259). 
For rhe psychoanalysr, like rhe rhcarcr hisrorian, rhe projecr of ex-cav-arion 
alwa)'s involves mapping rhe hollow which is nO[ rhere and rhe hollow 

rhar is. 
In rhe ground of rhe Rose rhere is plenry presenr ro hdp recall whar is 

missing, and plcnty ro creare an uncanny new presence. I cannor be alone 
in rhinking rherc is somcrhing in rhis archaeology. Thc Rose remains rerained 
irs drain: rhe single bcsr preserved finding in rhe dig was rhe original rimber 
drain pipe made of Balric pine and measuring eighrcen feet. Similarly, rhe 
biggesr revclarion for Rcnaissance rhcarer scholars unearthed in rhe remain~ 
is rhe sizc of rhe Rose. Ir is much smaller rhan an)' onc anricipared. Thc 
srage seems ro have been only abour fivc [O six melers from rronr lO back 
The "pir" also appcars [O have been raked, nor Aar as previollsly <lssu rncd , 
rhus giving a whole new conceprion of rhe experience 01" being ,1 "grounJ ling." 
The capacity of rhe 1587 rhearer was bctween 1400 ¡lI1d 1XOO pt:\lpl,', 
depending on how packed one aSSllmcs peopk: wen: w ill ill!!,/li ,rC:éd 11' ¡, 
and roughly 1800- 2200 afrer lhe 1592 expallsioll (O , rc ll .llul (;1111 19H')) , 
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AlI of rhese calcularions are based on rhe assumprion rhar rhe average 
Elizaberhan was 5'5)1" inches. This number is in turn based on one firm 
facr: rhe size of rhe burial plors for plague vicrims (Eccles 1990: J33). 

The deadly reckoning of measuremenr also led ro rhe contesrarion over 
rhe placemenr of rhe pilings for rhe office building. The developers wanred 
ro place rhem direcdy benearh rheir building so rhar rhe srrucrural support 
would be in smoorh venicals. They wanred ro have rhe legs of rhe building 
(rhe pilings), as ir were, placed direcdy bencarh rhe building irself. English 
Herirage wanred ro spread rhe legs of rhe building, place rhe pilings far apan, 
and have them lead ro a central beam wel! aboye rhe remains which would 
rhen suppon rhe office building. Th is plan was (inapdy) dubbed "rhe office 
on srilrs." Since rhe whole sire had nO[ becn cxcavared, guesswork was involved 
abour rhe actual dimension of rhe remains. If rhe pilings were placed roo 
c10se ro rhe sire, rhere was a risk of damaging rhe Rose. The placemenr of 
rhe piling posirions was rendered in rhe same way crude drawings render rhe 
rectum - as a circular bold line covering a hole. 

To turn rhe inrerprerive screw one more lime ir is hdpful ro expand our 
lens jusr a linle bit. Ian McKellen, Dame Peggy Ashcrofr, and Lord Laurence 
Olivier were rhe rhree mosr prominenr members of rhe Rose Theatre Trust. 
When Olivier died in July 1989, rhe members of rhe Trusr wanred ro mark 
his dearh by placing a wrearh ar rhe Rose consrrucrion si re. Imry Merchanr 
viewed rhis gesrure as "deeply provocarive and [inl exrraordinarily bad rasre" 
(in Sousrer 1989). Eccles nores rhar rhis was rhe firsr rime during rhe long 
campaign rhar Imry Merchanr "gor inro a direcr confronrarion" wirh rhose 
who soughr ro preserve rhe Rose (1990: 221). She attribures rhe devclopers' 
"rerchiness" ro rhe impending rakeover of rhe company by Markerchief, a 
large conglomerare. Perhaps she is correcr, bur 1 rhink rhe developers' heared 
rhcroric may well spring from rhe implicarion rhar by placing a wrearh, a 
hollow hole, ar rhe sire, rhe campaigners would direcdy convert Imry 
Merchanr's building inro a grave site. Nourishing rhe idea rhar rhe devel
opers were going [O erecr a building againsr rhe wishes and "over rhe dead 
bodies" of actors, rhe prorestors' desire ro place a wrearh on rhe construc
tion sire was a calculated gesrure rhar soughr ro ponray Imry Merchanr as 
uncaring capiralisrs. The developers' aggressive response implied rhar rhe 
proresrors were using Olivier's dearh [O make a polirical poinr, an exploira
rive and unsecmly use of a dead mall. 

Bur rhe desire ro place a wrearh commemoraring rhe dearh of an accom
plished actor on rhe sire of a "dead rhearer" is also a desire ro creare a 
(('adirion, ro cSlablish a connecrion between Renaissance acrors and conrem
IlIlrary oncs. More profoundly rhough, rhe gesrure expresses a desire ro 
tr;lllsform lhe (economic, archirecrural, furure-direcred) aspirarion implied by 
.1 ''t:(. ns tructi tln sirc" into a place of relrospecrion, memory, and his tOry, 
"Nol hi nI!, ddim's 1he sp~'cific roorcdncss uf a locarion - rbe transformarion 
01 ,1 1'1.1\'1.: 11110 a sitl' nUHl' rhan ilS hl'ing (iHltlded on a grav~:" (Pelliz:l.i 
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Figure 5.1 Rose Thc.:arrc, acrial vicw (Andrcw hdgoni Photography) 

1990: 84). The failure ro secure rhe boundarics of rhe Rose sire led to ;1 

desire ro insisr on mapping rhe pasr by rurning rhe locarion inm a grave sitl 
- a romb, a place meriring deeper "grave-r" conremplation. 

For rhose in the homosexual commu niry who have had ro n:plOl lhe 
"usefulncss" of dcarh , bnding ncw ways to men]()ri;JI i7.c rhe dying has bcwf1w 
a common prcoccupario n. McKcllcll had, i IJ t hl.! ~(lLl rst' (J I' ,- .lfllpaign i l1 )', .1g.linM 
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Figure 5.2 Anatornical drawing of the male rcctum . From Frank Nettcr's Atlas 01 

Human AnatonlY, 1989, Ciba-Geigy Corporation: Schmir, NJ. 


Clause 28 in 1988, ar rhe age of 50 come out as a gay mano As we rhink 
abour rhe male homosocial environmenr of rhe Rose Thearre, all the men 
playing all rhe parts under rhe prorecrion of Queen Elizaberh and rhen under 
a repuredly homosexual King James 1, in rclarion ro rhe mate homosocial 
environmenr of rhe 1989 Parliamenr, rhe invocarion of Osear Wilde begins 
[O make more sense. These sites harbor more rhan a passing inrcresr in rhe 
polirics of rhe display of the mal e body. Jusr as rhe archirecrural solidity of 
rhe.: Renaissance rhcarer served as an episremological consolidarion of rhe "art 
anJ sciencc" o f th e acror's body, the prohibirions and possibilirics of displaying 
cO llCcmpo rary bodics were given new anaromies afrer Clduse 28 was added 
ro t hl' Luca.l Au the)ritics Bill a nd approved by rhe House of Com mons on 

H M.m:h 1' )M I{, a few monrhs bl'forc rhe 11m Jigging for rhe Rose hegan. 
( :I.I\ IW 2H , c.l~k 
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A local authority shall not: 
a) intenrionally promote horno$cxuali¡y or pllblish material wirh the inren

tion of prornoting homosexlIality; 
b) promote the teaching in any lllainlained school of the acceptabiliry of 

homosexlIaliry as a pretended Ellllily rdalionship. 
Addendlllll: Nothing in subscction olle ,hall be taken to prohibit the doing 
of anything for the purpose of trcatin!; or prevcnring the spread of disease. 

(JI/ri,·x 01/ Cl?lSfmhip, September 1988: 39) 

In short, representations of homosexualil y arL' acceprable if rhey yoke ir with 
disease: all "posirive" representarions are prohibited. At the Olivier Awards 
in 1988 McKellen carne out again and ourlined rhe danger Clause 28 would 
do ro rheater in panicular. 2G Under rhe rules of Clause 28, Marlowe's Edward 
JJ, an uncannily frequently cited examplc in the press coverage of rhe bill's 
passage, could not be raughr or performed in schoolsY By rhe rime McKellen 
began campaigning ro save the Rose he was a well-known political fighrer 
for gay rights. And by rhe rime Ridley publicly claimed his dissimilarir)' 
fram Oscar Wilde he was a wcll-known opponenr of such righrs. In short, 
the opposirion berween McKellen and Ridlcy had a hisrory before rhe Rose 
was unearthed. 

At the end of 1990 McKellen was awarded a knighrhood, which he 
accepred. On 4 January 1991 Derek Jarman, a sclf-identified "queer anisr 
with HIY" whose film of Marlowe's Edward JJ makes rhe parallels berween 
contemporary gay sociery and Marlowe's world very clear, wrore a lener ro 
the Guardian criticizing McKellen for accepring a knighrhood from a govern
ment "which has srigmarized homosexualiry rhrough [elause 28] ... and is 
poised [ ...] ro take importanr sreps toward recriminalizing homosexualiry." 
Jarman continues, "1 think it's a co-oprion and allows anyone ro say: 'Thc 
Tory parry isn't so bad: it's nor reall)' anti-gay. Afrer all, ir gave lan McKellen 
a knighthood.'" Jarman's lener ser off a round of defenses, in which more 
thearer professionals carne out as lesbians or gays.28 Many of rhe leners nOle.d 
McKellen's public atracks on rhe hornophobia of rhe Tory parry. He was als{) 
loudly praised for his effons ro rajse funds for AIOS research wirh his on(
man Shakespeare performances. 

At the heart of rhe debare about rhe Rose there is anorher deba re aboll l 
access to vital and fatal male bodies, a debare which is intormed ar every 
turn by the AIDS crisis. That this debate would rouch a polirical discussiQIl 
about rhe remajns of a thearer, Marlowe's rhearer, is nor a coinciden ce. ACl ing 
has long been associated with male hornosexualiry, in pan because mn in 
srream modern Western acring is aboul rhe crealion of a double body. T lll' 
actor is trained ro reproduce the gestures, bearing, and "being" of sorne 01 he1 
body, rhe "character." In rhis culture, rhe visible display of a double b()dy i~ 

naruralized by the body of rhe pregnant woman - which is Ilo r lO say 1" .11 
rhis image creares no psychic anxiery.29 In Aclrian Spigcl ius' /)r(fmiltl lll jurlll. 

a piare prepared hy Casserius, but lirst pu hli \hcd in l'; ldllll ill Sp,gd im' 1(d(, 
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rexr, shows rhe ferus nesded on top of a woman's body in a Aower (see Figure 
5.3).30 Before rhe history of anatomy secured rhe corpse, rhe pregnanr woman 
was rendered as a fecund human Aower - a doubly Aowering Rose. 

When men attempt ro display two bodies ar once rhey are labeled effern
inate. This is pan of rhe long-held suspicion that male acrors are homosexuals. 
(And rhe hope rhat maybe homosexuals are only acting our, going rhrough 
a phaseY This homophobia is also pan of rhe long-held suspicion of rhearer 
as a "high" culrural form in rhe Unired Srates.) 

The architectural challenge raised by rhe excavarion of rhe Rose asked rhar 
an office building become a double body. In rhe proposed plans, rhere is an 
implicir feminizarion of rhe building, and a marked thearricaliry ro the designs. 
The archirecrural proposal of John Burrell imagines rhe building as a rall 
colurnn abutted by a swollen base (see Figure 5.4). This double body 
was rejected because at twenry-six storeys it was seen as "roo rall " (Eccles 
1990: 227). The so-called "office on srilrs" was rhe preferred plan. The office 
on srilts, in name, if notin design, may remind us of the "intolerable image 
of a rnan, legs high in rhe air, unable ro refuse the suicidal ecstasy of being 
a woman" (Bersani 1987: 212). Legs akimbo, rhe office building squars on 
rhe Southwark bridge. Benearh ir, the Rose remains remain covered in sand. 

Ir comes as only a dull surprise ro note rhar the magical "office on stilrs" 
which would preserve and display rhe remains "intacr for all ro see" (the 
phrase is Ridley's) and allow "office business" ro be performed, has not yet 
rnarerialized. Imry Merchant was purchased by Markerchief in July 1989. 
Ayear larer, Ridley resigned his posr afrer an interview in which he spoke 
skeptically abour Germany's role in rhe new Europcan communiry caused 
outrage. Displaying his "private" opinion "intact for all ro sec," Ridley exposed 
his own vulnerabiliry. Drawing on rhe Tor)' version of narional myrh and 
memory, Ridley said ir was up ro England ro hold rhe balance in rhe new 
Europe against the "uppiry" Germans (Ridley 1990). While rhis was an idea 
rhar Tharcher was acring on wirhour announcing, Ridley's public exposure 
of rhis belief ler out a dark secrer, and rhus Ridley himself was le(f)r our of 
Tharcher's Cabinet. 

Afrer rhe new building was complere, rhe Governmenr did schedule lhe 
Rose, rhus avoiding rhe cosr of compensaring rhe devclopers and leaving rhe 
problem of finding rhe funds ro display rhe Rose in rhe hands of John Major. 
The minimum esrimare for disp lay is 1.65 million pounds (see Tair 1991). 
As of rhis wriring (Seprember 1993), rhe Rose remains are in a deep hok. 
covered in sand and invisible ro rhe public. Above rhem rhe new officl: 
building, apdy called Rose Coun, sirs cornplerely empry' Opencd now ~or 
twenty months, Rose Court has been unable ro find a single renant. T hus, 
whar has been produced is rhe preservation of rhe Rose rcmains; rhen: is no 
public display and no office business. An ironic monurnenr 10 mOllumen lS. 

rhe new building's rombsrone-grey facade faces rhe aUStlTl' black ;11Il1 ~old 01 

rhe Financia! Timel' building dirccrly across rhe srrC{·I . 
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In psychoanalytic terms, the desire to preserve the objccr is associated with 
the anal drive. This drive is the foundation for the ability to hide and to 
keep secrets. Pan of the uneasy humor provoked by Ridley's attempt to 
disrance himself from Wilde is that Wilde himself was f()rced to live alife 
in which he was left with nothing to hide. As a "convicted sodomite" Wilde's 
holes wete publicly exposed. Contemporary politicians, of course, have turned 
hiding into a fine arto The political similarities berween Marlowe's world of 
deathly reckonings and high-flying rhetoric and Ridley's own were accented 
both by the debates about footing the bill and by Ridley's stated antípathy 
toward the "uppiry" Getmans. Líke a secrer held too long, Rídley's remarks 

escaped hís usually well-dísciplined, tighrly puckered lips. And for this 
momentary looseness, he losr his jobo 

The body exposed by rhe excavaríon and evacuar ion of rhe Rose sile was 
a body wirh norhing to hide. (Evacuated of irs drain pipe, its coins, popcorn, 
and odd shoes, rhe Rose remains were "removed.") Ir was flagrandy non
reproductive, a "disused mine." The burden of the story demonstrates 
that national myth and memory cannot tolerate (never mind "promote") 
unreproductive remains, any more than it can tolerate (or "promote") un
reproductive homosexual sex. 32 Both must be buried, repressed, and/or 
converted into (tourist) capital and reproductive knowledge. 

NOTES 

This paper has benefirred from rhe opportuniry 1 had ro read ir in various 
torums: rhe American Sociery for Theater Research meetings in November 1992; 
the Universiry of Excter, Department of Theatre, March 1993; the University 
of Brisrol, Department of Theatre, film, and Television , March 1993; and 
Corndl Universiry, rebruary 1994. Remarks made in the cnsuing conversarions 
have inAuenced the current vcrsion and 1 would like to thank my interlocutors. 
1 am also grateful ro Christina Duffy, Carolyn Shapiro , Roben Sember, L)'nda 
Han, Timothy Murray, and Elin Diamond for helpful suggestions on previolls 
drafts. 

2 	 The popular press rook up the idea that the nutshells found in the site werl' 
vesriges of Eli/.abethan audicnces' tood. But see Orrcll 1992 for a full explana
tion of how the shells came (O be there. The)' actually comprise part of rhe 
soap yard used (O make (he mortar for the theater. (They were also found al 
the Clobe site.) 

3 See Curr 1991 for a full discussion of the production hisror)' of these play". 
4 For an extremely interesring analysis of the re!ationship between theater and 

archaeolog)' see Tilley 1989. 
5 Sce Eccles 1990, Biddle 1989, Orrell and Curr 1989, Wainwright 1989, Foakes 

1991 , Kohler 1989, and Tair 1989 and 1991. 
6 	 Onc of rhe mosr famolls srories about Marlowe's FlIlutUJ is rclevant Ill're. 

Apparend)' during Act V when rausrus is carried off ro Hcll, the cll rrai n a l I he.: 
Rose cracked and the audience became convinced the)' saw a rea l gho.<l, a 1\:.1 1 
devil , and rushed out of the theatcr screaming. TIll' remai ns 01' Ib e R",c [h,H 
appeared in rhe cracked ground of contemporary SOlllhwark L.1ll hl' ~aid 11> h,\y<, 
promoted el similar panic abOlir ghosrly bodies. 
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7 	 For a comparison of the rwo excavarions and rheir value for thearcr hiswrians 
see C;urr 1991. 

8 One sccrion of rhis quote is takcn from Tait 1989. 
9 lt is onl)' fair ro note thar borh Thatcher and Ridley wcre in favor of prcserving 

the Rose; they simply were tr)'ing to avoid paying for ir. Ridley's decision 
not to schedule the Rose was made afrer the thirry-day "breathing space" had 
been granred. He said he believcd the site would be preserved "voluntarily" and 
rhat it was not necessary for the Government to prohibir rhe devc!opers from 
having their building. He did sa)' rhat it might be necessary ro schedule the 
Rose at a la ter date. See Antiquity, Seprember 1989, "Editorial. " On 11 May 
1989 Thatcher said, "everything must be done 10 preserve those remaiJls so rhar 
one day they may be on public display" (in Eceles 1990: 170). This sratement 
probably inspired Ridley's Illillio n-pound thirry-da)' "breathing space" four days 
later. 

10 The legal obligarions are summari'l.ed straighlCorwardly in rhe Antiquity 
"Editorial. " Estimated cosrs of this compensarion were over 60 million pounds. 

11 See Transcript from HOllse of Comlllons 16 May 1989. All qllotes [rom the 
poliricians are taken from this piece and supplemented by Parris 1989. 

12 	 Ikaumont-Dark's imparience wirh urban archaeolo!,")' may have been due ro rhe 
[acr rhat the Rose was rhe third archaeological crisis to reach Parliament thar 
year. The Huggin Hill site in London and the Queen's Hotel site in York had 
also created public outcries. Sce Antiquity "Edirorial." 

13 For a more detailed discussion of the historical links berween theaters and illicir 
sex, see Sinficld 1991. 

14 Regarding the 1985 coal-mine strikes see, for example, Ceder 1985; and for the 
1992 Icgacy see Robimon 19')2. 

15 	 As we shall see, it is my contention that rhe Rose irself could nor be smoorhl)' 
reproduced within rhe heterosex ual reprodllctivc economy upon which the 
constrllction of national myth and mcmory dependo 

16 	 For a fascinating post-Foucauldian discussion of the "invention" of histor)' see 
Davis and Starn 1989. 

17 	 Lynda Han has argllcd thar much of rhe "drama" around homosexllaliry involves 
a challenge abour seeing homosexuals at all. For an extended argument abour 
this in rclation to lesbians see Hart 1994; for a briefer trearlllent see Harr 1993. 
For a discussion o[ visibiliry, thearer, and gay Illen see Sinfield 1991 . 

18 This is whar is stated in the Thomas Baines note, the note sllpplied to rhe 
authorities after Marlowe's dcarh. 

19 These rcmarks are confined ro Illodern Wesrcrn burial praclices. In no wa)' are 
these remarks intcnded as an "anthropology" of burial practices. 

20 	 One of rhe mosr intriguing motivaring aspccts o[ the political uncenainry and 
abour-facing done by the Tory Covernrnent in rclation ro the Rose derived Crom 
the fact that lhe theatrical "body" of the Rose had not fllIly decomposed, disap
pcarcd, died, as mosr people would cxpeet a building bllilr in 1587 ro do. The 
very fact that it could be recovered and scen ar all was an enormous shock 
despite the fact thar Hughes (and others) had predicted it would be well preservcd. 
Not aboye exploiring the psychic consequences of this shock, Ceorge Dennis, 
froll1 the Muscum of London, "brandished rhe bone, now known to have come 
frofll a European Brown Bear, as cvidcncc rhat the spoil prodllccd by piling was 
mil heing recorded by English Heritage" (Eccles 1990: 230). The bear bo ne 
IUlld iO!led as the indcxieal imagc of the always shocking and uncan ny force of 
tll ~' ltislo r i ~ .allcorpo/Rea l. 

. ~ I l)/I tlw nI her si,k 01' I he 14Tmr 01' ,kc()ll1p().~il io!'l, I hne is a rigid dClllan:ati \ll1 
.11,,1 l'0l iu lI!'. of wll() ' ""11 dcc(lmp ...~L' :l nd wlH'rl' . hn eX:l l1 l1,I,·, P;l({ l )!' 11,,: 1<':. 1'0 11 
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Roman Catholic doctrine does not allow people \Vho commit suicide ro be 
buried in Catholic cemeteries is because the lcaking body of rhe sinner \Vho sins 
against Cod, must nor sully rhe bodies of rhose sinncrs \Vho (mtrely) sin againsr 
mell o A murderer is less damnablc rhan one who commits suicide because, theo
logically, Cod "imended" rhe one who was murdered ro die rhar way. The 
victim's dearh was in rhe hands of God. Bur the pcrson who commirs suicide 
inscribes his or her own death and thar is the deepesr violation of rhe Law of 
the rather. Nor surprisingly, the Carholic Lacan rhoughr suicide was the only 
success ful act: see Zizek 1992. 

22 	 I am adapting Leo Bcrsani's argument about litcrature, especially l'roust, in the 
opcning chapter of his The Culture ofRedemption. Ir may well be thar "inscrip
tion" as such - from ratrooing ro sramp designing - functions lO appease the 
terror of decay bearing away in rime irself. 

23 	 For different contemporary medirarions on rhe ontological re1ationship between 
theater and archirecture see Perspecta 1990. 

24 	 Rachd Moore argues: "we look ac ross boundaries of space ar the living rather 
than across time at the dead" (Moore 1992: 23). lt may well be that spatial art 
form s are fundamentall)' philosophies of vilal bodies and temporal art form s are 
philosophies of dying bodies. It may be that the work of mourning requires 
movement and motion - the transformation of space into time. 

25 ror a discussion of contemporary art as the art of dying st:e Phdan Winter 199.3. 
26 ror a very inspiring and he1pful conversation about McKellen's coming out 1 

am grateful ro John McGrath. 
27 For a representative article see Billen 1988. Note the word "even": "S ince most 

regional theaters are in part funded by local authorities, the Bill, if it beco mes 
law, could preclude [teaching/presenting] such plays as The Normal Heart, Bent 
and even C hrisropher Marlowe's Edward 11." 

28 In a Group lener from "gay and Icsbian artists" defending McKellen, rwe1Vl: 

men and two women signo In debates such as these women usually take up 
about one/sixth of the visual field . 

29 For a fuller discussion of the ps)'chic anxieties raised by pregnallcy fo r men see 
Phelan 1993. 

30 I am grateful to Jam: Malmo for calling this image lO m)' attention. Her own 
fascinating work on Renaissance anatom)' is forthcoming. 

31 ror a thorough critique of this notio n see Sinfield 1991 . 
32 Anxiety about "pro moti ng" umcproductive sex also motivates the thcatcr of 

abonion protests in the United States. In other words, the opposition I am 
trying ro highlight here is not exc!usivdy a hetero/homo divide - it is more of 
a reproductive/nonreproducrive divide. 
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SPECTACLES OF SUFFERING 
Performing presence, absence, and historical 

memory at U.S. Holocaust museums 

Vivian M. Patraka 

No term is fixed forever in irs meaning (unless ir has beco me invisible through 
disuse); rather ir constitutes a set of practices and cultural negoriations 
in the present. Thus the narrative of making meaning out of the rerm 
"Holocaust" continues. The public performance of rhe term among Jews is 
multiplc, varying in different cultural sites and being used for differing 
political agendas and pedagogical purposes. The search for the besr rerm 
ro designare rhe Jewish genocide ourlines an arrempr ro mark borh irs hisrorical 
specificiry and irs uniqueness. This uniqueness has been linked ro rhe exrent 
of rhe perperraror's intenrionaliry, rhe degree ro which rhe srare appararus 
legalized rhe devasrarion, rhe measure of irs use of "rechnological weapons 
of destrucrion" (Srannard 151), and rhe number of people killed. Bur every 
genocide, in the particulariries of its specific hisrory, is uniquc. And while 
each genocidc is known by rhis disrincr hisrory, ir also is undersrood in rhe 
contexr of orher genocides even rhough rhese relarionships are nor ones of 
simple anabgy or equivalence. 

While borh rhe rcrms "Holocausr" and "genocide" were originally conceived 
ro respond ro rhe events in Europe againsr rhe Jews, genocide quickly took 
on rhe srarus of a generic, borh describing rhe persecurions of orher groups 
during rhis period and providing a means for defining acrions againsr groups 
thar would consrirute genocidal destrucrion. Moreover, however proprierary 
lhe clai ms on the use of rhe rerm Holocausr have been in some quarrers, 
rhe evocarive power of rhe rerm has begun ro exrend irs use tropologically 
lO contemporary considerarions of rhe destruction of groups orher rhan Jews. 
Perhaps rhis is precisely because the rerm genocide fllncrions as a delimiring 
gencric, while Holocaust brings wilh ir all rhe prorocols of rhe unspeak
;lhk~ , rh(· incommensllrate, and a sensc of unlimired scope ro rhe pain 
:llld injllsricc. Or perhaps Holocallsr connores not just the violcnr moment 
nI' e1iminarion 01' a w hole pcople, but all rhar goes into it: rhe beginning of 
Ic rror alld circlIlari ng d is(ourscs of opprcssion and exclusion, the constrllct
I lll~ .. ,.. a \I.ll e a p p¡¡r:lII1S ..1' ()prrc.: .\~ ion ami lhe disil1((¡rmarion ir prod uces , 
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the incarcerations, rhe annihilatiolJ, ;md then the revolting denials and 
cleanups. 'fhe entire array of cultural, social, and political forces amassed ro 
effcct genocide may be hisrorically embeddcd in the term Holocaust. 

No hisrorical referent is ei[her stahlc, rransparent in its meaning, agreed 
upon in irs usage, or even engaged wirh in lhe .~ame way by any large group 
of people. One way of contextualizing the currenr movement of the rerm 
Holocausr is by invoking Michel de Ccrteau's diMinction between a place 
and a space in his applicarion of spatial tcrms lO narrativc. for de Certeau, 
the opposirion berween "place" and "space" rcfers to "two sons of swries" or 
narrarives abour how meaning is made. Place refcrs [O those operations rhar 
make irs objecr ulrimatdy reducible ro a hxed location, "ro rhe being there 
of somerhing dead, [and ro] rhe law of a place" whcre rhe s[able and "the 
law of rhe 'proper'" rules. Place "excludes the possibiliry (lf twO rhings being 
in rhe same locarion." "Space occurs as the effecr produced by the opera
rions rhat orient ir, situare ir, temporalize il. and make ir funcrion in a 
polyvalent way." Thus space is creared "by rhe actions of historical subjeces." 
These acrions multiply spaces and whar can be positioned within them. 
Finally, the relarionship between place and space is a process whereby "srories 
thus carry Out a labor thar consrantly transforms places into spaces or spaces 
into places" 017-18). De Certeau's disrinction between a place and a space 
is crucial to my argument in rhe way it clarifies the differing straregies of 
attempring ro move peoplc rhrough a landscape whose meanings are uniquely 
determined, in contrasr ro providing an opportuniry for contestarion and 

multipliciry of associarion. 
Though rhe domain of rhe Holocaust is mass dearh, the narrative(s) creareL! 

about i[ need nor I/lake it an immobile, tomblike place nor create an inen 
body of knowledge intended onl)' to conserve and preserve. Producers 01' 
public discourse on rhe Holocausr can ac[ively engage in redefining this spac" 
so [har, as I'lI presently show, cven rhe seemingly standard definition of l \¡1.: 

Holocausr as relaring sold)' ro Jews comes under imerrogarion a[ sites a~ 
formal as Holocaust museums and rheir fundraising materials. And whi lc I 
do nor mean ro be facile abour rhe rerrible s[akes involved in memoriali'l.ÍIl¡'. 
rhese events, a narrarive space for producing knowlcdge of rhe Holocau~l 
one rhar would construct irs consumers as acrivdy cngaged in produl'Í lI l-'. 
meanings - mighr be a powerful means ro prolonging remembrance. Evt'l1 

if some contcmporary groups do dcliberately use rhe rerm Holocausl in ,¡ 

way designed ro compere wirh or even erase rhe original referent. if we a S~l' ll 
an exclusive, proprierary claim over [he rerm in response, we run the ri ~k 1II 
magnifying one currem percep[ion: [hat the discourse of Jcwish Holm . III ~ I 
funcrions as a kind of controlling or hegemonic discourse o[ .m[[t:ri n~ 111 ,1\ 

opuarcs a[ rhe expense of the sufferings of orher groups. InsreaJ., Ihl.: 111 1111)11 
of space, rarher rhan mutually exclusive places. could signify a disL\l III ~l' .. lO 

[he Holocausr in which genocide srories of JiHLTl'nl ~mlll's ulldd Ih ~ "1 '\ 
lhe sal1ll' localc wi[hom necessarily ejccling tl r l:VaCII;lIi ll t~ dlL' u1il',illal td'li 111 
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of Jewish hisrory and suffering. Even so, 1 wonder whcrher so much of rhe 
hisrory of rhe Jewish genocide, rhe mean ings atrached ro it, evcn the ethical, 
cultural and linguisric prorocols of whcre ro loo k for meaning about such 
evenrs, is so deeply embedded in the word Holocausr as ro make rhe Jewish 
genocide a paradigmaric frame for orher genocides locared with the rerm. 

Given all of these risks, it is worth considering how rhe referent of the 
Holocausr is configured by contemporary American Jews. Despite the very 
palpable differences among us, both culrurally and polirically, it is srill rhe 
case rhar many of our responses ro rhe images, objecrs, and words connecred 
ro the Holocausr are "hard wired, " provokillg automatie cmorional meanings 
and an anitude of reverence. This makes it hard [() ger beyond a consensus 
on the agony, rhe loss, and rhe mindflll viciollsness rhar produced rhem so 
we can discern rhe acrual discoursc generarcd abOlir rhe Holocausr and how 
ir functions. Some of rhe srraregies of this discoursc are manipulative; they 
solicir our anguish, horror, and fear as rhe grounds for asserring larger mean
ings to which we may nor wish to assenr. Sut neither avoidancc of the places 
in which rhese "fixed" narratives reside nor simple dismissal is , 1 rhink, useful. 
For rhis wOllld risk separaring us from our own cmotions abour rhe Holocausr, 
entombing rhem in rhese monumental s[Ories so rhat [hey are no longer 
available for eirher examination or change. Insread, we have ro creare spaces 
for cririque wirhin and among rhose seemingly incvirable emotional hard
wirings and rhe places [O which they ger connected. 

1 offer rhe discussion below as a step in rhat direcrion . 1 explore how the 
referent of the Holocausr is currendy being configured ar sires in rhe Unired 
Sta res where a culrural performance of Holocausr hisrory is being staged for 
public consumprion - the U.S. Holocausr Memorial Mllseum in Washingron 
D.C., and rhe Beit Hashoah Museum of Tolerance in Los Angeles. My 
purpose in doing so is [O honor this hisrory, bU[ also ro renegoriare irs effecrs 
by rethinking the ser of pracrices ser up by rhese two important museums 
for rhe sake of both the present and rhe furure. I also wam ro view each of 
the museums against [he background of rheir mass-mailed fundraising leners 
[O explore some of their ideological underpinnings. In doing so, 1 wam to 
mark borh rhe idcological llnderpinnings that are fulfilled by each museum 
and rhose rhat are dislodged, wherher deliberarely by the designers or by 
11Iuseum-gocrs themselves. 

THE U .S. HOLOCAUST MEMORIAL MUSEUM ANO 

ITS FUNDRAISING MATERIALS 


111 nnler lO clicit donarions, rhe fundraising materials for rhe Unired Sra res 
Iloloc;Illsr Memo rial Museum in Washington, D.e. indicare what rhe 
IIIIISl'l1l1l promiscs ro acco m plish - a self-presentation rhat represents rhe main 
dlrllsl nI !1m inslilllrioll (Hal '5'58) , prefiguring many of rhe stratcgies designed 
1,,1 dw 1I111S,'1I111 i"el!: I hdicVl' rhe Largcr alldiclICl' for lhese f'llndLlising 
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letters is, primarily, the American Jewish community, while the letters identif)r 
the target spectatorship for the museum as the public at large. A captioned 
photograph locates the museum by its proximity to the Washington 
Monument as a means of validating it spatially as a national project. 
Quotations by Presidents Carter, Reagan, and Bush abour the Holocaust 
further authenticate this undertaking, aJong with a 1945 statement by 
Eisenhower - not as President, but as General and liberator - asserting that 
he could give "firsthand evidence" of the horrors he saw "if ever there develops 
a tendency to charge these allegations merely ro 'propaganda'." A1so included 
on the Ayer is an official-Iooking imagc: of the 1980 Public Law ro create an 
independent federal esrablishment that will house "a permanent living 
memorial museum to the victims of the Holocaust" ("a short walk from our 
great narional memorials" and hence, implicitly, connected ro them). The 
effect of this is dcliberatcly to blur rhe boundaries between rhe privately 
sponsored and rhe governmentally mandared. 

Of course, any Holocaust museum musr enter into a dialogue with rhe 
country in which ir is located and rhe positioning of rhar country in these 
events, but rhe D.C. museum's emphasis on irs geographies of announce
ment is insistent. A clear anxiery abour denials of bom rhe events of the 
Holocausr and its moral significance for Americans is embedded in rhese 
recurrent c1aims for Jegirimacy, even if sorne of rhe hyperbolic language can 
be chalked up ro the discourse of fundraising, which in irsclf constitutes a 
kind of melodrama of persuasion. Inevirably, an American Holocausr museum 
is caughr on rhe cusp of happened here/happened rhere, a conundrum, as 
James Young formulared it (Young 1992), over wherher American hisrory 
means events happc:ning here or the hisrories Americans carry with rhem. 

Presumably, then, Icarning about rhe events of rhe Holocaust, precisely 
because they didn't happen here, creares what one newsletter ca lis a "mean
ingful testament" to the values and ideal s of democracy, thereby inscribing 
it wirhin rhe hisrory of American democracy, if nor American history per se. 
Ir could be argued, rhen, thar in this museum rhe Consritution is ro be 
viewed through the prism of Jewish hisrory as much as Jewish history is tt) 

be viewed through the prism of rhe Consrirurion. Thus one of rhe central 
strategies of the museum is ro assert the way in which American mechanism:. 
of liberal democratic government would prevent such a genocidal acrion from 
occurring in the United State.s, as well as partially to overlap, for rhe US 
viewer, the perspective of rhe victims of genocide wirh thar of the victors il! 
World War 11. This laner aspect would enhance what Philip Gourevil l 'h 
describes as the museum's project to reinforce "the erhical ideals of Ameri can 
political culture by presenting the negarion of those ideals" as wdl .1' 
ou; historical response to them (55). In fact, images uf AmcriGIn lruop' 
liberaring the concentrar ion camps constitute pan of (he 611:11 exhibit of tlll' 
museum as well as the opening ractic of the Ho lot:aw,t exhib il prupl'l . 
where all that is seen and heard is prescnrcJ dHough dIe l 'yl" .lI ul l',lr, tll 
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the Jiberating soldiers. Even rhe survivor restimony played for us in an amphi
theater ar rhe end of rhe exhibir prominently includes one narrarive by a 
Holocaust survivor who eventually married rhe so'ldier who liberated her. 
Indeed, this marriage emplotment seems to embody a crucial straregy of the 
whole museum, with Jews and Jewish history (the feminized vicrim) married 
ro American democracy (rhe masculinized liberator). Recalling rhat the 
American liberator in this survivor testimony is Jcwish as well, 1 must nore 
another, more implicir enacrment in the museum , rhar of consolidating an 
American Jewish idenrir)' by marrying the posirions of liberator and vicrim. 

If what is critical for the museum's projecr is to exrend our ficrions of 
narionhood by rhe premise rIJar a dcmocraric sta re comes ro the aid of rhose 
peoples ourside its borders subjccted lO genocide. rhen rhe conferring of liber
arion becomes the srory of American democracy. Ti> assert rhis story enrails 
backgrounding the masses of people who died before liberarion (as opposed 
ro rhe piriful remnanr lefr) . Ir entails fon:grounding rhe assumprion rhar 
waging war can actual!y accornplish somcrhing and, more precisely, rhar saving 
Jews, Gypsies, Lefrists, Carholic Disscnr(:fs, Homosexuals, and Polish forced 
labor from rhe Nazis was one of rhe goals of World War II, rarher rhan a 
by-product of winning rhe war by invading rhe cnemies' rerrirory. 1 could 
disrniss the museum's overal! srraregy as a simplisric appea! ro hegemonic 
srrucrures of governancc. Bur to do so would be to deny rhat rhe museum 
must engage Unired Sra tes viewers with an erhical narrarive of national iden
tit)' in direer rclarion to the Holocausr. The alrernarive is to risk becoming 
a sire for viewing rhe rravails of the exoricized Ürher from e1sewhere ("once 
upon a rime"), or, even worse, "a museum of natural hisrory for an endan
gercd species" (Bal 560). 

Moreover, the museum irsclf does nor produce rhis idea of liberation from 
genocide as a cornpletely unproblemaric and unquesrioned hisrorical 
reality. Within rhe physical and conccptual envelope of irs democraric 
discourse, rhe museum offers viewers a display of documenrs, including actual 
re!egrams, rhar communicarc how, as late as February of 1943, wirh the Final 
Solurion fully operarional in European dearh camps, rhe Srate Deparrmenr 
tried to shut down rhe channels for receiving informarion abour whar was 
happening ro European Jews (Berenbaum 1993 161 - 2). This policy of 
suppression of informarion abour and denial of aid ro European Jews was 
(hallengcd only by rhe inrense labor of several men in rhe Treasury 
Dcparrmenr whose efforrs final!y culminared in Randolph Paul's January 1944 
"Repon ro the Secretary [of rhe Treasury) on rhe Acquiescence of This 
(;overnmcnr in rhe Murder of rhe Jews." To make a long, painful srory short, 
ill January 1944, Secrerary of rhe Treasury Morgenrhau rook rhis illforma
tion w hankJin D. Roosevelr, persuadi ng him ro establish rhe War Refugee 
Bo.lrd hy rhrearcning (in a presidenrial e1ecrion year) to rclease documenrs 
11l:l'lai llillg 10 dw gnvernlllenr's suppression of informalion anJ assistallcc 
(lkll'llh,IUIII 1«)'n 1(,3 -'Í ), 
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Despire rhe references ro irs proximiry to narional memorials in rhe 
fundraising marerials, rhe museum is acrually c10sesr physically to four 
mundane-looking government bllildings, including rhe Treasury Building 
diagonally across rhe streer. Much has bcen made of rhe way rhe museum 
copies rhe blocky funcrionaliry of rhesc bllildings in irs inirial entranceway, 
beca use rhis enrrance is a false one, wirhour a roof, while rhe acrual doors 
ro rhe museum are loca red several teer behind ir. Thus rhe facade of rhe 
building recreares rhe solemn, neoclassical, and llniversalizing sryle of rhe 
governmenr buildings around ir, bur marks irs rclarionship to them as archi
tecrurally falseo However, rhe documents isslling from rhe Treasury Building 
during the 1940s manifesr anorher rclarionship, one based in precise histor
ical derail, prcviously sllppressed. This creares a chronotopic connecrion, i.e., 
a scene of interacrion produced simulraneollsly our of remporal and sparial 
relarionships, berween rhe twO buildings amI rhe histories rhey contain. In 
offering rhis information, rhe museum consrructs a localized historical contra
dicrion ro its own ideological c1aims abour how democracies respond to 
genocides, rhereby complicaring rhe narrarive of our narional idenrit)' and, 
in so doing, turning an osrensible narrarive place into a space for negori

. .
arlng meanlngs. 

However, while m)' reading of rhe actual museum emphasizes sires fo r 
construcring mulriple meanings and rclarionships, rhe fundraising marerials 
recall rhe larger ways in which rhe exhibirs are ro fllnction . One Ayer promises 
rhe museum will orchestrate our emorions in rhe mode of a specracle designed 
ro command attenrion, rransfix spectators, and narrarivize in advance rhe 
experience of rhose who approach ir: "You will warch, horrified" and "you 
will weep" over rhis "heroic and tragic story." "fhere is also an overpowerin g 
sense of desire in all rhese descriptions, a need ro creare an utterly convincing 
specracle rhar will say ir al!, stop rime and space, prevenr denial and make 
rhe suffering known. Of course, no representarion can do rhar, even ir 
we hear rhe "actual voices of dearh camp survivors rdl of unspeakablc 
horror and pain." How could rhe unspeakable of genocide be spoken? 
How could rhe inrerioriry of individual slltfering on a massivc scale be turnl:d 
into an exrerior, if respecrflll, specracle? Perhaps rhe consuming desire fo r 
rhe real in represenrarion, for the convincing specracular, is inversely pro
porrionarc ro rhe process of genocide irself, which is nor specracularized, 
but silent, dispersed, concealed, and denied. Bur rhe personal artifacrs tha l 
rhe lerrers claim will be collecred in one of rhe museum's roorns - rhe slIit 
cases, hair brushes, razors, photographs, diaries, dolls, roys, shoes, eycglassc!-' , 
and wedding rings - despire rheir vivid marcrialiry, are hnall)' only LIte 

srnall derrirus of annihilarion rhar poinr ro rhe inevirable abscnec 01" complétl' 
represenrarion . 

And yer, in praclice, even rhe sires of artiElcts whosc IIlcaning i\ i llll"ll d~'d 
lO he sdf-cvident call hccolllc spact!$ , illstC;ld 01" p LI!':Cs, I,. h.lI lgl'd by tll ~ patl l" 
visitors IhcnlSdv('s c·I I.'J tl· as histori l.: :11 ~ 1I!Jj C.. IS, ' I II!" I II U ~ I' l ll ll WI'llt to g ll. 11 
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pains, including revising irs archirectural plans, to exhibir a fifteen-ton freighr 
car used ro depon Jews. WaJking rhrough ir offers us a physical nace of rhe 
frighrening darkness and c1ausrrophobic agony of rhe 100 people crushed 
inro this and orher such cars. Bur as I rnoved roward rhis traincar on rhe 
second day of my visir to the rnuseum , 1 was approached by a rnarried couple, 
Mrs. Sonya Zissrnan and Mr. Harold Zissman, who noticed I was speaking 
into a tape recorder and carne ro ralk ro me, Borh had been involved in 
resisrance in rural Poland. The)' cririci7.ed rhe rnuseum for overemphasizing 
vicrirnizarion in irs portrayal of rhe Holocausr, while nor including enough 
mareria.1 on Jewish acrs of resisrance in its exhibir. Poinring to rhe freighr 
car, Mrs. Zissrnan rold me they had been pan of a group rhar had rnanaged 
to blow up several trainloads of German soldicrs. She grinned ar me and 
said, "We gave rhem hcll." They also borh wep!; rhis isn'r a happy srory. 
The live performance of survivor resrimony by rhe Zissmans, "unmanaged" 
as ir was by rhe rnusellm proper, powerfully pruduced lTlC as an engaged 
witness to rheir history, forcing me ro negoriare their "u nofficia)" srory wirh 
rhe "official" one surrounding ir. What this conversarion espccially marked 
for me was how rhe museum's larger projecr of locaring irself wirhin a narra
rive of democrac)' displaced representarions of acrs of resisrance by Jews in 
order to embed irs narrarive in rhe frame of American libcrarion. In orher 
words, ideologically speaking, liberarion requires a vicrim; rhere don't have 
ro be resisrers. 

THE BEIT HASHOAH MUSEUM OF TOLERAN CE ANO 

ITS FUNORAISING MATERIALS 


In rhe proccss of evaluating aspecrs of rhe U.S . Memorial Holocaust 
Museum, I've asked myself "Jusr whar would )'ou have such a rnuseUlTl do? 
Position spectarors as complicitolls bysranders? As porenrial perpetrators 
of gcnocide? Who would come ro such a ITluseum?" Thc answers to these 
quesrions are nor self-evidenr. Locale and funding sources playa pan in 
shaping whar a Holocausr rnusellrn shows and who sees ir. Thar rhe Unired 
Srares Holocaust Memorial Muscum identifies irself as a narional projecr, 
imbricates rhe Holocausr in ro our narional narrarives, and keeps a righr focus 
un rhe history of rhe Holocaust, suirs irs Washingron, D .e. locale and its 
Il·dcral granr oF extrernely scarce land. Alrhough privarely funded, irs quasi 
I',ovcrnmenral starus helps produce whar is and is !lor displayed wirhin irs 
w;tlls. 

Tlle Bcir Hashoah MlIseurn ofTolerance is locared in Los Angeles, adjacent 
'o the SilllOI1 Wiesenthal Center (to which it is organizarionall)' connected). 
1I was hllilr on private land, bllr received considerable fllnding from rhe Srare 
.. 1 ( ' .llil<)rnia . I\s a result, this muscum has a more insistenr cmphasis on 
11I'd,lgO¡;y ;¡nd is more explicirl)' targClcd ror school childrcn amI adolcsccnts , 
,ItlItHI1',11 .ldj:III·1I1 daiflls I<JI ('XIH'llldy cl.lrn:nt IlTllIlOlogics of reprCscllt:llloll 
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are dearly intended ro lure the public at large and arrracr funding from 
privare donors. Under rhe rubric of reaching rolerance by providing exam
pies of inrolerance, ir can display injusrice in rhe Unired Stares and indude 
a mulriracial awareness of pasr and current American events. Ir also responds 
ro irs more immediare locale, L.A., as a sire of racial and erhnic rensions and 
indudes rhose rensions in irs exhibirs (wirness its speedy creation of an exhibit 
on rhe L.A. Uprising). While responding ro the local, the museum also locates 
irself as an inrernarional project that globally documenrs past and presenr 
violarions of human righrs. 

In accordance wirh rhese projecrs, rhe fundraising lerrers sent ro privare 
donors prior ro rhe museum's opening employed a primary strategy oppo
sire ro rhar of rhe U.S. Holocaust Memorial Museum: The Beir Hashoah 
Museum of lülerance would represenr the United Srares as a site of "bigotry 
and inrolerance," rhar is, as a porenrial place of genocide, with rhe Holocausr 
as rhe most horrinc illustrarion of where intolerance could lead. While the 
O.e. museum quoted U.5. presidenrs to authenricare irs projecr, the Beir 
Hashoah's Charrer Member fundraising Ayer quotes Martin Luther King, Jr.: 
"Like life, racial understanding is not something rhar we nnd, but somerhing 
rhar we musr creare." Thus rhe Beir Hashoah articulates the history of rbe 
Holocausr ro an American Iandscape of prejudiee and racism, a more libe.raJ 
narrative that, to some degree, rroubles our sense of narional iclenriry if nor, 
as will be noted later, our ncrions of narionhood. Moreo"er, given its d aim 
ro respond ro and represenr the internarional , the narional, and rhe local. 
rhe focus of the museum is as diffuse (despire the presence of Holocaust 
exhibits that take up a fair share, but by no means mosr, of the museum'~ 
space and much, but not all, of lhe fundraising descriprions) as rhe U .S. 
Memorial Holocaust Museum's focus is specinc. This diverse range of arena.<; 
conngured under the rubric of inrolerance is represenred in the fllndraisi ng 
marerials which describe rhe parh of rhis museum as fo11 ows: ¡';irsr, visi ror~ 
are confronred by erhnic and minoriry srereorypes as a means ro challeng~· 
their currenr attitudes and perceprions. Second, rhey enrer a loleran(,;¡; 
Workshop where they are given an "aurhenric social dilemma" and asked 1(1 

choose and motivate orhers ro moral acrion. Third , visirors view ''srer¡;o 
rypical erhn ic and racial depicrions from early movies," hear demagogul'~ 
vilifying minorities, and "meer" via video "individuals who have madc .1 

difference. " ¡';ourrh, "in a series of illuminared, compurer-synch ro nizcd 
rableaux," visitors "go back in rime" ro experience "rhe evenrs 01" d " 
Holocausr" and Nazism. Fifrh, and finally, visirors srand before a r('pl iel 01 

the Gates of Auschwirz ami hear rhe voices of Holocausr víclíms splo.d, 
of "suffering and heroísm. " 

While 1 can appreciare rhe goals of a Holocausr muscum lhal sceb 111 

serve nor onl)' as a place ro memorialíze victims (lf persl'l Ulí(l ll , hUI . 1'1 ,1 

laborarory for combating hate. violence, ami prcjlldicc ill t111: l'r'e~C IlI, 1 11111, 

several prohlcllls in rhe slrarq;il"s prol'0sl'd 10 achi I:Y '· !lli." '1'111' ,,, " liH llo, 
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insisrence rhar rhe museum presents "reallife" obscures rhe way ir is adjusring 
rhe paramerers of a discourse. Moreover, while "perseclltion and devastarion" 
have been rhe resulrs of both anri-Scmitism and racism, rhe mllseum 
risks crearing an abstraer equivalence between rhe two by configuring both 
as "an internalized marter of prejudicc" (Bournc 14). When tolerance becomes 
a personal marrer, ir cannor. for cxample, take inro aCCollnt rhe way racism 
funcrions as Ita srructural and insritutional issue" wirhin a sysrem of power 
"hierarchically strucrured to ger rhe maximum benefir from diHerentiarion" 
(14). Showing rhis sysrem of exploitarive differcnriarion is especially crirical 
for a musellm abour genocide, since ir is jusr rhis sysrem rhar would pronr 
most from rhe consrrucrion of compering narrarives abour rhe suffering of 
vario liS groups, crearing rhe divisiveness of whar Berenbaum called "a calcullls 
of calamiry" (1990 34). 1 recogniz.e rhis is exacrly what the Beir Hashoah 
Mllseum of Tolerance is rrying ro avoid, bU( 1 don'r rhink ir rakes its goals 
far enough. And missing from rhe museum's landscape of intolerance are rhe 
violcnt outbreaks of homophobia now occurring in rhe Unired Srares, as well 
as ,nllch mention of sexism: in pracrice the mUSeum privileges racism as the 
sire of intolerance, which is nor surprising if irs purpose is ro forge links 
wirh orher genocidal siruarions using rhe more rradirional norions of "group" 
rhar govern definirions of genocide, Finally, rhe rhrear of genocide and even 
acrions deemed porentially genocidal may nor be the best measure for 
evalllaring rhe everyday oppressions ro which people and grollpS are subjecr, 
and such a trearmenr :nay even serve ro minimize rhe imporrance of 
daily oppressions, especially when rhey are nor in line with a releological 
narrarive of escalaring violence. 

And, despire irs emphasis on rhe inreracrive, by ending with rhe gates of 
Auschwitz rhe musellm rakes rhe space ir tries ro open up for a considera
rion of rhe inrerconnecrions among oppressions and reconrains ir inro a 
(compllrer-synchroniz.cd) place. Allschwirz becomcs a monumenral meronymy 
for rhe Holocausr, for all anti-Semirism(s), and for rhe consequences of inrol
erance. Using Auschwitz as an emblem of all anri-5emirism(s) may acrually 
obscure the current mechanisms by which rhey funcrion. Using Auschwirz 
as a metonymy for rhe consequences of intolerance facilirares rhe musellm's 
Eurocenrric gesrure of locating irs history of genocide only in rhe rwcnrierh 
century. In so doing, the museum erases rhe historical realiry rhar nor only 
could genocide happen here, ir has happened here, if not with rhe same 
obsessive deliberareness associared wirh rhe hnal Solution. A mllseum wirh 
rhe goals of this one musr take inro accounr rhe massive genocidal annihi
btiom in rhe Americas, and in panicular, rhe Unired Srares, commirred 
againsr indigenous peoples and against Africans dllring slavery. 

Why docslú it? Is showing genocide wirhin our borders "going roo far" 
lilr sllch a Ill11Seum? Mo re generally, should we aSSlune rhar if rhe Jewish 
g'·lIocid,' il! Luropc wen: hackgrounded in a site dedicared ro showing intol .. 
,·I J II ( l , o!l1<·1 g\:1I0( itll·S, illd igcnolls In t1H: Unirl'd Slal('~, wOldd iu\"Vil;!hl)' 
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become foregrounded, historically more visible? There are African American 
and Native American museums slaled for the Smithsonian Mall, but, as Philip 
Gourevitch has noted (62), no Museum of Slavery or Trail ofTears museum. 
Perhaps recognizing the conrributions of specific ethnicities, emphasizing 
whar their conrinuing prcsence and vitality offers us as a narion, constitures 
a celebrarory means of covering over whal was done ro them and who and 
what has been permanenrly losr. Our democratic discourse must repress highly 
visible rcpresentations of any gcnocide that occurred within our own national 
borders. In order tO sustain its fictions of nationhood and its imagined 
community, it must produce yer another ser of highly visible representarions 
of whar ir marks as a genocide occurring "elsewhere." From rhis perspecrive, 
it is the very performance of hegemonic democraric discourse, more perti
nently our own "hard wired" fictions of narionhood, rhar we would need ro 
inrerrogate and revise in order ro make genocide "ar home" visible. 

Bur rhar still doesn'r fully accounr for whar is shown ar rhe Beir Hashoah 
as the last big exhibir before rhe Holocausr wing and how ir is siruated: the 
mulriscreen fearure on the civil rights struggle, "Ain't YOll Gorra Right?", 
directed by Orlando Bagwell, who also direcred the series "Eyes on the Prize." 
Between rhe civil rights film viewing arca and the Holocausr wing, rhere's 
a peculiar lirtle film displaying rhe lives of rhe rich in rhe 1920s. Ir's like a 
sorber, a palerre cleanser between two gourmer courses. Why rhis ruprurc? 
Perhaps because hisrorically, rhe direccional signals are differene: rhe call for 
African American civil righrs is rhe call for removing rhe lasr vestiges 
genocidal slavery (when is massive slavery nor genocidal?); rhe eliminarion 
of civil righrs for Jews in Germany is rhe beginning of rhe escalarion roward 
genocide, a releclogical narrativc rhat would nor suit rhe African American 
example. The inrroduction to Nationalisms and Sexualities notes a conver· 
gence between the "persistence of narionalism explained as a passionate 'need, '" 
" and "the righrs of sexual minorities legirimatcd through a discourse of civil 
liberries" (Parker et al. 2), suggesring our deep ideological and polirical invesl 
mene in the arguments of legal personhood. Moreover, the call for extendi ng 
democracy to everyone firs with our "imagined communiries of nationalism" 
even if rhis assimilative model, drawing as ir does on rhe experience of wh ilt ' 
erhnic immigranrs ro the U.S., fails to describe the circumsrances of thol>~' 
brought here forcibly to genocidal conditions or those here before us sllbmincJ 
to rhem. The historical reality of slavery existing legally within dem ocra" 
does not fit our national ideological fictions and is rhereforc always a lrea~ l y 
in danger of being suppressed. 

To some degree, then, the model of civil righrs and toleranee uscd hy dI' 
museum, though certainly useful, glosses over very differene hiS lorics .111.1 

obscures the ideological ineerconnections of genocidal cvent~ lhar "happC:1I1'11 
here" and "happened there." In orher words ir is problcmaric lO a~l>tIlHe 111.1 1 

because of rhe history of rbe Holocausr, Jews ca n fllnerioo ...~ ti\(· h<;:;1 ¡':lIid,' 
ro rhe Iarger Iandscapc of intolcrancl' in dtis l"Ol llllr}'; Slll h ;111 ;1 ~:¡1I111IHinil 
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imparts an overarching symbolic significan ce to rhe events of the Holocaust. 
And yer, ro rhe degree rhar rhis museum and this ethnicity assume rhe respon
sibiliries of representing oppressions beyond rheir own, rhey make a gesrure 
more unparalleled in rhe U.S. rhan dismissals of rhis museum as a Disneyesque 
rhemepark would acknowledge. This museum, rhough Bawed, is ar leasr an 
ambirious firsr srep roward pulting rhe rnechanisms of oppression (and nor 
simply diversity) into pubLic discoursc. 

PERFORMING PRESENCE, ABSENCE, ANO TRAUMATIC 

HISTORY AT U .S. HOLOCAUST MUSEUMS 


Ir is rhe museum-goers (along with rhe guards) who constiture rhe live, 
performing bodies in museums. They are rhe focus of a varicty of perform
ance straregies deployed by rnuseums for rhe sake of "rhe production of 
knowledge raken in and raken home" (Hal 56). Some of rhcse srraregies 
produce rhe passivity and fascination of "gawking," sorne induce a confirming 
sense of "seeing" by covering over what cannor be "sccn," and some posi
rion us ro struggle to see at rhe same time we are conscious of our own 
difficulr engagement in "seeing. " 

If rhis applies generally ro museums, ir has special significance for musellmS 
rhar represenr rhe Holocaust. In a museum of rhe dead, rhe critical acrors 
are gone, and ir is up to us ro perform acrs of reinterprerarion to make 
meaning and memory. '1'0 sorne degree, rhen, rhe uSl!al museum siruarion 
(us looking ar objecrs) is deployed/exploired ro underscore rhe "goneness" of 
which rhey are only rhe remains. Thar is, a Holocausr museum can consri
ture a particular lIIetonymic siruarion: inanimare marerial objects docllment 
and mark the "goneness" and rhe loss insread of simply subsrituring for them 
rhrough represenrarion. In rhis case, rhe enormiry of rhe absenr referent is 
neirher contained nor scaled down rhrough a represenrarion rhar clairns irs 
presence over rhe rerrible absence produced by genocide. 

Holocaust Museum as Performance Site 

Along wirh rhe norion of a moving specratorship, rhe museum is a perform
ance site in rhe sense rhar rhe archirect, rhe designers, and (he managernent 
(lf rhe rnuseum produce representarions rhrough objecrs and so produce a 
space and a subjecrivity for rhe spccraror. The rnuseum is a complicared, 
'TO\vded srage, always soliciring a certain spectarorial gaze through very 
skillcJ presentarions. Everyrhing one sees in a museurn is a producrion by 
M'lllebody. A Holoc<lusr museum , in particular, can be a performance environ
11ll"1H whcre we are asked ro change from spectator/bysrander ro witness, 
w!. <;[(! W(' are asked ro make our spccific memory inro historical memory. 
111 .1 1-loluWllSl InllSCUm, when we are really solicircd ro change, we are asked 
lo heulIIlc pc rfi)r l11cr.~ in dll' l'venl of underslanding and renwlllbcring lhe 
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Holocaust. If the self-depicrion of the O.e. museum as " living memorial" 
is m be accurare, ir is precisely because of this spectatorial performance. 

Performance Place and Space 

How is the concepr of De Ceneauian place versus space related ro rhese 
museum sires? For my purposes, place refers ro a pre-scripted performance 
of interprerarion, while space produces sires for mulriple performances of 
interpretation which situate/produce the spectator as historical subject. Per
formance place, then, is narrativized in advance, soliciring us ro perform the 
scripr that is organized for and given to uso A clear example of such a perform
ance place is rhe entrance to the tolerance secrion of rhe Beir Hashoah. 
We are faced with rwo sers of doors by which to enter - one ser, oudined 
in bright red lighr, is marked "Prejudiced" and one ser, oudined in grecn 
light, is marked "Unprejudiced." In acrualiry, rhe museum makes rhe deci
sion for us: the "unprejudiced" doors are just a prop, unusable, and everyone 
is herded through rhe "prejudiced" doors when rhe compurer-synchronized 
exhibir mechanism opens rhem. Although linked to a single narrative, place 
is more than rhar: it is a single performance of interpretarion elicited by that 
narrative, in rhis case a forced acknowledgment of our own inevitable srarus 
as prejudiced. Moreover, our bodies are implicared in the task by performing 

rhe required movement. 
De Certeau maintains thar we all live in places but should think of rhem 

as spaces. The liberaring move rhat allows us to understand rhe experience 
of everyday life is a move from place to space. When linked to performance, 
the de Certeauian model would suggesr rhe difference berween a pre-scripred 
performance and a site rhar invites multiple acrs of interprerarion. Indeed in 
de Certeauian space, interpretation itsclf becomes a kind of complex perform
ance, a way of experiem:ing subjectiviry. The environmenr of rhe museum is 
also performarive: nO[ only does it permir multiple acrs of interprerarion. 
museum design also provides multiple scenarios for rhese performances 
scenarios whose relationship ro each other is not narrarivized in advance. 

In one sense we can understand representation as a place concepr, whik 
performance is abour space. But in another sense, both place and spa(:;(: 
construct the subjecr as a performer. If both are performances, rhe place nI" 
performance is more likely ro be rigid, more abour the spectacular or lh~' 
quest for the Real, whereas performance space suggests mulriplc crisscrossing 
performances, the possibiliry of interprerations rhar foreground rhe hisrorici ry 

of the individual subject. 
Throughour the O.e. museum, archirecrural derail creares a per~or", 

ance environment for multiple, overlapping spaces of interprelat ion . Tld~ 
especially pertains to rhe Hall of Witness, a hugc, skcwcJ , Ill ull i -~wricd . 
glass-topped courryard at rhe center of the mLlsell1ll \O wh ich 1lI 11~CIl I11 v.0 '·'-' 

have free access (and which contains rl1l' 1ll1lSl'lI nl illr~)rrll.l(i ll ll dc~ I~. ") lll t 
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spaces to resr, and so on). In this hall, repeating architectural derail rever
berates associativcly: rhe curved archways of brick and metal suggesr a rrain 
station for deportation; windowlike structures with geometric piares of meral 
covering rhem suggest the small spaces of resrricted visibiliry ro the outside 
world left after the gherros were closed up; meral barred windows and 
protruding single bulb lights suggesr rhe ourside of a concentration camp 
(and strucrures resembling guard towers surround the glass-topped courryard 
ceiling); metal doors shaped like ovens (repearcd in the doors [O the archive 
downsrairs) along with meral slatted niches, whose stas open inward, suggest 
rhe cremarorium irself. These associative details resonate with the literal images 
documenring these hisrorical evenrs, bllr rarher rhan seeming pre-scripted, 
rhey provide a sense of surprise and discovery, however ominous, for the 
spectator. 

Indeed, walking rhrough the n.e. museum is pcrformarive in just this 
sense of discovery. There has ro be a cognitive moment when rhe specraror 
realizes she is doing it (spectaring), when she realii'.es she is in a doing. One 
such cognitive moment at rhe n.e. museum hinges on how irs designers 
locared rhe video monirors showing archival film footage. Thc monirors at 
Aoor level are positioned in sucll a way that spectaror crowding is required 
even ro see whar is on rhe screen. On the middle Aoor, which incIudes rhe 
most elaborare depictions of atrociry, some of the monirors are placed in a 
kind of raised well, so that spectarors already clusrered tighdy around the 
weH are josrled by those who come larer who crowd in fairly aggressively ro 
see whar the monirors depict. Once there, we view videos of grotesque medical 
experimenrs forced by Nazi doctors upon concenrration-camp inmares. 
Physical agony and humiliation wirnessed on screen combine wirh our aware
ness of pushing, or having been pllshed, ro seco What this performance 
environmenr does is allow us ro experiencc our subjecriviry in unusual ways: 
when we crowd around the monirors, we become voyeurs (and not a commu
niry of wirness). Our curiosiry fo Jee is irsclf thrown back at us and we are 
challenged, 1 think, ro creare a more self-conscious relarionship ro viewing 
materials abour atrociry, ro take more responsibiliry for what we've seen. 

Close by rhis video well, in a glass enclosed space with benches where we 
hear Auschwitz survivor testimony (no visuals), the museum exploits spatial 
possibilities differendy. Here, in order ro make out rhe words, we musr share 
looseleafs containing xeroxed tesrimony wirh other muscum-goers. The only 
ocher rhing ro loo k ar in rhis space is the responses of orher specrarors [O 

Ihis painful material on atrociry. The potential for physical intimacy in the 
dl'.sign of this exhibit space creates a site for communiry of wirness; as strangers 
we ~(r(' confronted wirh rhe presence of orhers, orher bodies wirh whom we 
IIIUSl cooperare. We experience mulriple perspcctives, the sense rhar no single 
pnspl"l. liw can absorb Ihis informarion . 

111 .he l\ei. l-lashoah. on rhe other hand, due [() its more explicit pcdagogical 
pllrpOSI', (he ,~p(,Cl alllr's l'xpnicncl: i.\ 11101T akin lo lhe ddil1lil ing place (Ir 
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represenraríonal rhearer. The marerials in rhe firsr half of rhis exhibir are 
enelosed in raised dioramas, suggesring informarion rhar can be conrained 
by a single representarional frame. Each diorama ineludes rhe same three 
figures - an historian, a researcher, and an exhibir designer - casr our of 
plasrer, X sized (scale as a way of manipularing performance space), and 
llnmoving. They could fUllcrion in a self-referenrial way to make viewers 
aware of rhe construcredness of rhe narrarive being presentcd, bur rhey 
acrually consrirure anorher fixed frame for making meaning. Although rhe 
rhree "characrers" can'r "perform" ph}'sically on stage, media rechnoLogies such 
as voice-overs represent rhem, and films and videos rhar relare Holocausr 
history do rhe performing. Moreover, each diorama exhibir is compurer
s}'nchronized; each lighrs up and, afrer rhe rimed presentarion is finished, 
blacks our, jusr like a linle rhearer. Groups of specrarors led by a volunreer 
walk from rhe now-darkened sire ro rhe nexr one lighring up (againsr rhe 
darkncss of rhe larger space for specraror movemenr) in rhe prescribed parh . 
This mode of framed display mcans spectarors have more egual access ro rhe 
Holocausr informarion, bur rhe gllaranree of an egual place ro each viewer 
comes ar rhe price of restricred movement, passiviry in response to "rhe show," 
and a place everyone engages in and moves rhrollgh in a srandardized way. 

Holocaust History and "Manageability" 

The exhibirion was designed, in a number of places , ro make you fed 
confused, disorienred, e10sed in . The same wa}' rhar rhe pcople who 
lived during rhe Holocausr felr. Ir's narrow in more rhan one place 
during rhe exhibirion. You rhink everyrhing is going all right, you've 
come into a lor of space, and rhen all of a sudden ir gers narrow again. 

ir creates a mood. The whole exhibition. 
Museum guard ar rhe Unired Srares Memorial 

Holocausr Museum, speaking ro rhe aurhor 

You have ro personalize rhe srory. We are using rechnology ro rhar end. 
Rabbi Marvin Hier, founder and Dean of rhe 

Simon Wiesenrhal Center, abour rhe Beit Hashoah1 

In answer ro rhe quesrion of "How can we know rhe Holocaust?" bOlb 
museums rry ro impart knowledge, nor only about rhe history of rhese evelm. 
bur abour how ro remember them. Osrensibly, rhe projecr of borh muscu lll~. 
is ro make rhe unmanageable history of rhe Holocallsr manageablc. 

Much of rhe U.S . Memorial Holocausr Museum presellrs rhe his tory .,1 
rhe Holocausr as an accrerion of deraíl - shoes, docll mcnrs, phow gmp¡'.. , 
artifacts. The irony is rhar in an effort ro make lhe lI nmanage:,bk l1l anagl' 
"hle, [O give a sCllse (lf presence, of place, rhe D.C. nlllSL'lIIlI (oll vey' !l1l 
ill ("( ,nlmcnsurabil ilY (Ir I()~s by making rhe d(' "Si ly (Ir ¡\,·(.Iil I1I1 U¡;lI l .I~W· lh l 
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for rhe specrator. We are forced to enact rhis unmanageabiliry ar whar 1 refer 
to as rhe rower of pictures. During rhe exhibit, we mllsr cross via walkways 
rhrough a rower of picrures rhat is taller than the exhibit's rhree srories. The 
enlarged phorographs, raken berween 1890 and 1941, convey rhe qualiry of 
Jewish life and culture that was extinguished in rhe Polish rown of Ejszyszki 
where no one Jewish survived. One virtue of rhese picrures is rhat rhey repre
seD[ how rhese people wamed ro be seen, rarher rhan how rhe Nazis made 
rhem look or how rhey looked when rhe liberators found rhem. Bur whilc 
rhe phorographs' arrangement in rhe srrucrure of a tower keeps direcring us 
to look up, rhe top photos are so high rhey recede into invisibiliry. So we 
rehearse wirh our bodies Ilor only rhe immeasllrabiliry of rhe loss, bur rhe 
imperfecr srrucrure of memory irself. 

'fhe musellm's choice ro include a room fui of Ilothing bur piles of shoes 
produces anorher experience of unmanageable derail. The pile of shoes, a 
fracrioo of rhe masses of shoes collccted by rhe Nazis, mcronymically repre
senr rhe murdered people who wore rhem and thus the unmanageabiliry of 
rhe history to which rhe)' poinr. Hecause rhey are malleable enough to rerain 
rhe shape of rheir owners wirh, here and there, a trivolous bow or rassel, 
each shoe provides an intimate remnaD[ of an individual, which mulriplied 
by thousands, coveys rhe magnitude of human l.oss wirhour becoming 
abstracred or aesrhericized. Moreover, in rheir very marerialiry rhe shoes 
mark presence as much as absence. Despite constantly blowing fans, rhe 
shoes srnell from rheir own disintegrarion, and rhus involve our bodies in 
making memory. 'fhe smell of rhe shoes is organic, like a live body, and 
in rhis way rhey become performers, sranding in for rhe live bodies rhar are 
absenr. 10 borrow Peggy Phelan's words in Unmarked, rhe shoes, as objecrs 
made to perform, do "nor reproduce" whar is losr, bur "rarher hclp us to 
resrage and restare rhe effon ro remember whar is losr. " The perforrnariviry 
of rhe shoes "rehearses and repears rhe disappearance of rhe subjecr who longs 
always to be remcmbered" (Phelan 147). 

In facr, rhe D.C. museum seems to acknowledge in irs very archirecrure 
thar such a modernisr projecr of accrerion is only a rearguard effon to produce 
Illanageabiliry. The sense of rhis history as absence and as loss echoes throllgh 
rhe grear empry halls rhat alternare wirh rhe densely derailed exhibirs. These 
Iarge spaces of absence bccome part of rhe performance space: rhe horrific 
IImíon of absence, wh ich is all one can reaJly experience of rhe slaughrer, is 
(,lIilt ioto the museum archirecrure irself. Edifice produces edification. Inviring 
II ,~ illlo empriness allows us an awareness of rhe unseeable of genocide. And, 
by ir.~ crearion o f subde links among objecrs, repearing strucrures, and move
11 1\:n 1 clicircd from spectators, rhe D .C. mllseum ptovides resonances rhar 
.Ire nul limilL'd 10 one narrarive performance bur posirions specrarors to 
1)('1 I~)[fll in spaces lhar are, ultimarcly, unma nageable. 

FV<'fl dl\ ' sccmi ng uhvinus/lCss 01' lhe idcological cn vclopc (lf J emo
I 1.1\.. v .llId I ibt'1 .11 iOI1 dial l ' I1Cl~CS I he 1l1I1'il'L"" í ~ ()vcrlaid wil h a sllhdn, les.\ 
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manageable narrative. There are metal gates throughout the inside and 
surrounding the outside of the museum (including the loading dock). 
They look, at first glance, like prison doors and so seem ro fit in with the 
resonating architectural details I mentioned earlier. Bur within the Holocaust 
exhibit, unobtrusively located among other exhibits, is the artifact thar 
inspired this repeated design: the double gates of a Jewish cemetery. We move 
in the ropography of the desecrated dead of Jewish genocide whenever we 
enter this museum. The gates of the cemetery and the gates of the museum 
make it clear that the whole museum is a graveyard. Even the presidential 
inscriptions on the outside of the museum that confirm the "Americanness" 
of this project also loo k like inscriptions on giant tombsrones, so that not 
even the most obvious ideological narrative is wholly manageable or usable. 
These gates in rclation ro this cemetery lend the museum a sense of unre
ality; ir bursts our of rhe boxes, rhe containment, of rhe usual museum 
exhibir. 

Moreover, th is repeating graveyard strucrure relates ro whar I believe ro be 
an unsrared mission of rhis museum, the consolidarion of a Jewish American 
identity thar can include the Jewish genocide in Europe within rhe frame 01" 
Jewish identity in rhe Unired Srares. Wharever e1se can be said about il.s 
ideological implicarions and motives, this performance of "Americanizarion" 
is abour living in rhe United Srares (in the wake of rhe Holocaust) and 
bringing our dead with USo Alrhough rhis consrrucrion of Jewish collecriviry 
is one ro which we may have no righr, at our American distance fro m thcse 
events, rhe designers of rhis museum appear ro assert jusr such a claim. 

Whilc the O.e. museum acknowledges rhat it can never manage, the Bci l 
Hashoah in L.A. primarily assertS rhe manageability of Holocausr hisrory and 
of its rdarion ro our experience and world view, however reverently ir scck~ 
ro do rhis. In rhis it foregrounds irs use of postmodern technologies, its appli 
cations of whar Constance Penle)' and Andrew Ross rerm "rechnoculru rc," 
wirh its "postmodernist cclebrarions of rhe rechnological" and irs em plny 
ment of "new informarion and media rechnologies" (Penley and Ros~ xii) 
Much more of irs design relies on computer-synchronized and compu l ~ 1 
creared exhibirs. This, in a way, reduces hisrory ro informarion - informal iOIl 
that rhen can be simulated and re-simulated through various perforlllal l< i 

rechnologies. That these media technologies are performance rechnoJogic~ I~ 

made especially clear when they are used ro simulate and invoke li ve 1*'" 
ence. The "Agenr Provocaror," as rhe museum calls him in its publ il. il y 
rhe whire male middle-c1ass guide ro the rolcrance exhibir who is dcs il',I If" 
ro express "polire" or unthinking inrolcrance - repeatedly tUfl1S IIp. rIt: :lpP\' ,11 

as/on a pile-up of video monirors, each one a screen for a diffcn:nt )1:' 11 ,,1 
his body. Since he only simulates rolcrancc in the first placc, sirnll bl illg 11111' 

on mulriplc screens (Iike a crearure with rnultiple nH'dia pan s dll t';ltl'l l ltll 

ro irnpinge on our framcs of reference) is an cfkcliVl' vi slta l deC()Il~ 1111 l 11' " 1 

as wdl as a commcnt 011 his cullllral Ithi'lllil y. 
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The rechniques of simularion (combined wirh rhe 1 960s-type exhibir rech
nologies of rhe X sized plasrer-casr figures in rhe dioramas) employed ro 
perform live presence are more problematic as used in rhe Holocausr section. 
lE, gene rally ar rhe Beir Hashoah, whar is heard by visirors is privileged over 
what is read, rhis is especially ([ue here. Music is used ro narrarivize our 
emorions in advance rhroughout the exhibit. Actor voice-overs, mosr ofren 
performing survivor resrimony, are heard rhroughour as wd!. We are offered 
a kind of "you are there" melodrama of plaster figures seated ar tables in a 
cafe (nor in a diorama, bur ar our level) with voices of acrors representing 
rhe figures' conversations about wherher rhey should Ree 19305' Germany. 
We then are given a narrative of whar happened ro each of rhem, so it rurns 
Out these were "real" people whosc siruations are being simulatcd ro create 
a rhearer of identificarion for us. 

Finally, one diorama contains a holographic image of the table ar Wannsee 
ar which rbe Final Solution was planned. The rabie is littered wirh glasses, 
filled ashtrays, and so on, while voice-overs convey the Nazi presence. 1 know 
this "scene" ought to induce horror, bur when I saw ir, I was fascinared by 
rhe simulation irsclf and by how rhey made ir and fainrly embarrassed thar 
I was peering ar ir as 1 would inro a department-srore window. Yer this is 
not surprising. Because in simularion there is no longer a link ro the referent 
rhe copy passes itself off as rhe real, thereby covering over rhe hisrorical 
trauma of rhe incommensurable absence of the genocidal referenr. 

More successful is anorher section of rhe museum called the Orher America. 
Ir includes a large wooden colored map of the U.S. rhar charts the locarions, 
stare by state, of 250 hare groups. By rouchíng a computer screen, visirors 
can choose ro learn more abour each group, bur rhe entire bod)' of infor
mation becomes unmanageable for a viewer. The map, irsdf frighreningly 
effective, is made more so by the use of compurers, thereby constituring a 
combination of low and high tech rhat creares an unmanageable space. 

In general, rhe Beir Hashoah has a postmodern projecr of presenting hisrory 
as a Row of informarÍon. Sometímes ir is a "one-wa)' Row" of information 
(places for single performances of interpretarion); sornetimcs rhere is a "mulri
direcrional distriburion of cultural and data Rows" (spaces for multiple 
pcrformances of interpreration) (Penley and Ross x- xi). Inreresringly, one of 
Ihe most extensive sires tor multiple performances ar rhe Beir Hashoah occurs 
iu hyperspace. When visitors come in, they are directed ro the rop Roor of 
IIIl' ll1useum first. This Roor contains an archival collection room, wirh the 
Il',~r of ir devored ro compurer stations. Volunreer greerers of various ages 
,Iud gCllders wclcome us ro these computers, urging us ro play wirh them 
.1111' giving liS an)' informaríon we mighr need ro operare rhem. We need 
\'1"1 y lil dtt. Al lhe D.C. museum, rhe computers only seem to parh users ro 
wdl"r rc:;¡; n t¡;d filrn.~ of survivor resri mo ny or ro sounds of Jcwish music; 
dI<' ,.JI~·u i.\ a dc Cerre3L1iall "place" in hypcrspacc. BU[ ar rhe I3ei r Hashoah. 
Wl' m:cd ol1ly lOuch d u: !>\. rcc il wil h ont" fingn [O Cl1 ll'f ;1 sp:tCt" of rn ulriplc 
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inrerconnections in which visitors can create multiple paths for information 
and multiple relationships among the Holocaust information offered. 

If the O .e. museum alternates berween inrensiry of detail and spaces of 
absence, neither of which is manageable, the Beit Hashoah creates manage
abiliry through simulation and a scaled-down narrative of Holocaust history. 
Moreover, in its focus on tolerance, the Beit H ashoah simulates social prob
lems and prejudices in a way that asserts their manageability (i.e., places 
masquerading as interactive spaces) even if tbey're on sixteen differenr tele
vision screens at the same time. Located in a structure like a video arcade, 
multip\c "tolerance" games can be played in any order. Ir is frenetic and noisy 
there. Bur the games are all abstracted encounrers with difference that ulti
mately \cad to the same one narrative about tolerancc. In general, however, 
the way the L.A. museum's presentations are configured under the rubric of 
information makes them more available for contemporary linkages amongst 
differing cultural concepts and historical evenrs rclated to [he theme of intol
erance. None the less, because (lf its urgent desire for narratíve connections 
to the present, it is less availab\c than the O.e. museum for the project of 
making memory and witness in response to the historical events of the 
Holocaust. One exception lO this is a space of absence called the Hall of 
Testimony. Ir is a big, cold, windowless room, suggestive of a bunker or a 
cremalOrium . Located at the end of the Holocaust section, it is made of 
concrete, with concrete benches and ralsed video monilOrs, also encased in 
concrete. Holocaust survivor testimony and the words of those who did nar 
survive play on the monitors. Berween showings of individual narratives, 
cantorial voices sing. The voices are ful\ of the weight of a history that cannot 
be absorbed, full of sorrow that cannot be managed, ful\ of absences that 
never can be filled, full of contradictions that never can be resolved. 

NOTES 

1 wOllld li ~e (O thank the followin g peoplc for thcir eJitorial advice anJ cncour
agement: Elin Diamond, Peg Lourie, Jill Dolan, anJ ViJa Pcnezic. 1 thank Katc 
Dav)', Hilary Harris, anJ Peggy Phelan fOI accompanying me on my trip tO the Reil 
Hashoah. 1espcciall)' acknowlcJge m)' researchers, Mar}' Callahan Boone and Annetrc:: 
Wannamaker, whose work was fllnJeJ by Graduate Rcscarch Assistance AwarJs frofll 
Bowling Creen Statc University. 

As qllOted in James Andcrson's "A high-tcch tour through hatc, " Omnge C:OUllly 

Register, 31 Jan. 1993. 
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FESTIVITIES AND 

]UBILATIONS ON THE GRAVES 


OF THE DEAD 

Sanctifying sullied space 

Glenda Dicker/sun 

Goin' down the road, Lawd / Goin' down the road. 

Goin' down the road, Lawd / Way down the road. 

Got to find somebody / To hdp me carry this load. 


Road's in front o' me / Nothin' to do but walk. 
Road's in front o' me / Walk ... an' walk . .. an' walk. 
I'd like to meet a good friend / To come along an' talk. 

Road, road, road, O! / Road, road ... toad ... road, road! 
Road, road, road, O! / On the no'thern road. 
These Mississippi towns ain't / Fir fer a hoppin' toad. 

Langsron Hughes l 

Thirty pounds heavicr and a hundred cypress swamps deeper in rhought, 
I emerge out of a labyrinth of rooms to drag my foot into the rwenry-firsl 
century. I'm sraring fifry down with a loaded gun and a srring of invectivl·\. 
If you want trouble, I can offer you a wide variery. I step out of a cau l el 
invisibiliry to pick up my load, to get on down the road. 

Whirc men sail rhe world planring flags, gathering slaves ami spread in f.!, 
syphilis: then they retire ro walk golf courses, comfortable in the belief tha l I I 

is their sacred prcrogative ro order the world. White men fcd cntirled ro spau". 
Sitting with their Icgs wide open. Putting on airs as they open doors and pll ll 
out chairs. Saying no with laughing case. Pretenders to rhe thro ne o f rcj et.:1 ion. 

Black women see rhe world from their own Black reality, but rhe world 
we inhabir doesn't recognize rhat realiry. Black women are invisible, bLII WI 

fed like we take IIp roo much space, likc we are robbing the peorlc .IWIIIIII 

US, eating their air. Today, Black women are walking down l ht; ,idl 'W,llk,. 
sick of getting out of the way; ruminating (lvcr ri ¡u.lls 01" prCr ,II.11 if)1\ Inl 
baulc. C ()s llIi(' collisiolls will soon OCClIr. 
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Road's in fronr o' me I nothin' to do but walk. 

Road's in fronr o' me I walk and walk and walk. 


The road is dusry. Ir winds uphill. At its end freedomspace stands like 
Golgotha. "Golgorha is a mountain, a purplc mound Out of sight."2 Along 
rhe way I stop ro make performance evenrs like stations of the cross . In 
creating these performance evenrs 1 strive ro liberare the uppiry Black woman 
from rhe shroud of invisibility, take her off the auction block; make for her 
a Blackreality space, a space to talk out her life, a sassy space ro wirness the 
act. I am pushed from the rear and tickled under my feet b), ghosts hovering 
about graves over which america plays at festivities and jubilations. 

l'd like to meet a good friend ro come along an' talk. 

My rraveling companions for this stretch of rhe road are a painrer named 
Ana Bd, an ecl catcher named Rachd, and the ghosts of Ibo Landing. The 
trees, the water, the burying ground. I make drama from these. I'm aiming 
for a nexus, )'m longing for a matrix, I want ro touch that old omphalos. 
I'm bound for the frcedom, freedom bound. And oh susannah, don't you 
cry for me. 

ANA BEL'S BRUSH 

A Live Oak Drama 

Ir was many and many ayear ago 
1n a ki ngdom by the sea ... 

Edgar AJlen Poe 

"Heahd bout duh Ibo's Landing? Das duh place weah de)' bring duh 
Ibos obuh in a slabe ship and wen dey git yuh, dey ain lak it an so 
dey alJ staht singin and dey march right down in duh ribbuh tuh march 
back tuh Africa, but dey ain able tuh git deah. De)' girs drown."3 

On Feb. 12, 1733, General James Oglethorpe's expedition landed at 
Yamacraw Bluff and proceeded to establish the planned city ofSavannah 
on the first h igh bluff of the river of the same name, as the focal point 
of the new Georgia colon)'.. ,. In June 1735, the Trustees of the 
Georgia colony consenred to Oglethorpe's request for rwo fortified rowns 
in rhe Altamaha River regio n of old Guale. Scottish Highbnders were 
to establish a town and garrison near the sire of old Forr King George, 
while Englishmen and Salzburgers were ro settle a rown and garrison 
a fi. rt on Saint Simons lsLmd.1 

SI. Simol1s Island is Ol1e oC lhe so-called G olden (sles, sea barrier islands 
¡U.·,1 .h. ro~s ;( high .\ Ioping caUSl'way rrorn I1runswil"l<, a slcepy link IOWll in 

I ()') 
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McImosh Counry, Georgia. You can see Ibo Landing from the causeway, but 
you can't step on it because the land is now owned by Georgia "crackers." 
I wem plunging in there one day directed by a Black man who works for 
the water company. The owners carne barreling up in a truck with a shotgun 
and confirmed this was indeed the place and it was strictly off limits. 

A plaque on the Sr. Simons golf course reads: 

Jusr across Sr. Simons Sound lies Jekyll Jsland. Callcd by rhe Indians, Ospo, 
Jekyll Island was rhe sire of rhe Mission of Buenvemura builr by rhe Spaniards 
during rhe latter pan of rhe 16rh cemury and maimained umil 1686. 
Oglcrhorpe changed rhe name to Jekyll Island in honor of Sir Joseph Jekyll, 
who comribti red liberally rowards rhe founding of rhe Colony of Georgia. For 
almosr a cemury rhe island was owned by rhe duBignon famil)' whose negro 
slaves culrivared exrensive ficlds of Sea Island corton. In 1858 rhe \'qandorer, 
lasr slave ship ro bring negro siaves ro rhis coumry. landed irs cargo on Jek,ll 
Island. J n 1886 Jekyll Island was boughr by rhe Jekyll Island Club. 

Sr. Simons is cosrumed in huge live oaks which drip wirh resurrection moss. 
The oaks are so old rhar sorne of rhern have plaques, acknowledging that 
rhey were there to meer Oglerhorpe. Ar least one is 900 years old. There are 
also pine rrees, which sprinkle rheir cones all over rhe island. The oaks and 
rhe pines, creeping out on to rhe roadways, forming lush blankets of shade 
in idyllic spors, turn the island inro a magical, myrhic place. When I rouch 
rhe ([ces, history rus hes our inro my hand, sending chills up and down rny 
spine. O-o-oh! if trees could taJI<. 

And then you come ro the ocean. You seem ro be standing on rhe edge 
of rhe world, jusr you and the sky and rhe warer. Schools of dolphins appea! 
from time ro rime. I pay my respecrs ro Yemaya, Mother of the Ocean, who 
sorne folks say is rhe same woman as Aunr jemima. 

Bur rhen rhe sky - if no human chisel ever yer cur brearh, neirher did any 
human pen ever wrire lighr; if ir did, mine should spread our before you 
rhese unspeakable glories of rhese Sourhern heavens, rhe saffron brighrness 
of morning, rhe blue inrensc brillianc)' of noon, rhe golden splendor and rhe 
rosy sofrncss of sunser ... Heaven irsclf does nor seem brighrer or more 
beauriful ro rhe irnaginarion rhan rhese surpassing pageams of flery rays, and 
piled up bcds of orange, goldcn clouds, wirh edges roo brighr to look 0[1, 

scarrered wrearhs of faimesr rosy bloom, ambcr streaks and palc green lakl'S 
between, and ~unid sky all mingled blue and rose rims, a specraclc ro make 
one fall over rhe side of rhe boar, wirh one's head broken off with look ing 
adoringly upward. 

(SuHivan, Erlr0' DelY" p. 1')1) 

Sr. Simons Island is always magical, and especi ::Jly so ar m l1sel. W h ilc ¡j ll 
sun is going down, the salt marshes turn colors, dappkd by the ~u n . ltl! ,klll/'. 
like Bogalohni Bamana - woman res isr-dyed d o! h rro11 I \X/C~ I /\ rr ic: 1. Hll'. 
whire herons SWoop down alld lighr in dI(' W.ll t'! 01 irr "11,; ." I.¡ ggly In·~·' . 
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The sand crawJs along rhe beach, swirling in little puffs, as though driven 
by l'armatemp, Senegal's unpredictable deserr wind. AIso reminiscem of 
Senegal is Sr. Simons' miraculous illusion. At low ride you can walk our for 
miles on the big sand bars that twice a day emerge our of the warer like 
dragons. Standing on rhe beach, berween wind and water, tiny bodies seem 
ro be walking right on the water silhouetted against rhe setting sun. Perhaps 
this is what jesus of Nazareth was up too 

Walking rhe beach at nighr, I can hear rhe poles of the furled sailboats 
talking to each orher in dclicate musical rones. The zephyr's nudge rurns 
rhem into giant wind chimes. Late one Thanksgiving night I walk the beach. 
Summoned by rhe fuU harvest moon, rhe warer comes on up and soaks rhe 
pier, splashing my feet, tickli ,ng up memories. 

Walking rhe sand bars in rhe morning, I creare a curious sensarion among 
the few scanered whire residenrs. Bur rhey are invisible ro me. This is my 
beach, land of my ancesrors. 

Walking on rhe water ar SI. Simons Tsland is a necessary experience ro 
mount a piece callcd "Ana Bd's Brush," creating a space for a sassy woman 
painter ro ralk our her life. 

My brorher, the explorcr - like a latter-da)' Oglerhorpe - discovered borh 
Sr. Simons Island and Ana Bel Lee during his frequent-flyer business travel. 
When he suggested we take our family vacarion there in rhe summer of 1992, 
he rold me about a woman painter whose work I would love. On thar firsr 
trip, we visired a local gallery to see sorne of her paintings. The wotk was 
brighrly colored in rhe primitive tradition, images of rhe island, populated 
with Black faces. Ar the gallery, rhey rold us ro come back on Tuesday evening 
when shc would be there. We arrived in the nick of rime. They rhoughr she 
was already gone. My brother wem around back and found Ana Bcl Lec 
(Washington). He broughr her to meer his wife, my daughter, his children and 
me. The momenr seemed serendipirous. She was a short, carneo colored woman 
wirh a halo of whire afro. She was sporrily dressed in shorrs and a tailored shirr. 
She wore sandals and puffed on a Salem cigarene. She reminded me of an 
old-time blues singer, bur she had a '90s sensibiliry. I said your work speaks to 
me and I wam ro see more. She said come ro my studio. r said J'm moving 
ro Georgia to teach at Spclman. She said I'm having a show there in rhe fall. 
You could have knocked me down wirh a swath of resurrection moss. 

The next day we went to her srudio and entered a world magical like rhe 
istand, gutsy like rhe blues singers, and dangerous like Bocio, personal secrets 
loo dangerous ro express verbally. The spor, where she also lived, was jammed 
.llrd crammed wirh canvases everywhere like bouquets of flowers. She displayed 
her pai lll ings with a shy ferociry, puffing rdentlessly on Salems as she spoke. 
, he painls O!l Iler slIn p()rch, scrcened againsr rhe vi cio llS mosquitoes. The 
Ill'0l'k in d ll.: p;lirrrinf',s Illadl' lhe place seCl1l like a spacc for /cHgorren ritllah 
lo (h, 11 1'. n ¡ ~,y " c(:' II Ií.: d IC; ldy lo ¡lImp olir amI hea! thl' drulll h)r uan cing 
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or for dearh. "Doze days dey ain only bear duh dmm fuh dancin; dey bear 

ir on duh way ruh duh grabe yahd" (Drums and Shadows, p. 184). 
1 bent my knee repearedly before painrings big and small and lisrened ro 

rhe srory of each one. 

And rhen wirh mine 1 make up smries as I'm paiming ... you know ... [ 
rold you rhe one abour rhe woman 1had running and she really wasn'r running 
ro nothing or whatnor ... I rook her out rhree rimes ... and each rime she 
would come back rhe sarne way ... so I sruck a linle baby in from of her 
and I said, "Now chase rhar." 5 

1 heard of the Retrear Plantation hospital and its slave burial ground. Of the 

old tabby slave cabins, one now a gift shop. 

Thc firsr one (of Rerrcar Plantation) is my imerprerarion of whar ir musr have 
looked likc ... rhat one was rhe fi rs l' one rhar 1 did and I called ir Ghosdy 
Night ... I rried ro make rhe people rransparenr. 

Many paintings were of rhe Black churches on Sr. Simons and surrounding 

sea islands 1ike Sapdo. 

I srarted painting rhe church ... rhe red ehurch ... was rhe firsr one rhar I 
painted. Churches ... and the rabby houses .. . slave houses fascina red me and 
I use ro call ir my work rhar was afrer rhe civil war ... nor during slavery ... 
and a lor of pictures gave me ideas and rhey show old and ragged f61ks 
· .. you know ... patched up alld whar nor ... I couldn't paint them rhar way 
· .. I made rhem ... you know ... made thelll prerry ... because rhere were 
sorne rhar were prerry ... everybody wasn'r poor and ragged ... you know ... 
so rhar's why I srarred doing rhem and rhen [ realized somerimes after a while 
rhar [ was hooked on churches . . . bur only Black .. . old churches. 

[ haven'r done the eemerery ... ir's kind of in rhe back of m)' mind . .. 
after [ saw ir ... when we weor ir was fall . . . and !caves covered up so much 
· .. over rhere I was really disappointed because [ thoughr rhey were nor raking 
eare of ir ... and wharnor .. . you koow ... Bur you see when the rourists 
srart corning ... and the rieh folks srart corning . .. rheo you go back lhere 
and look! ... they've got ir fixed up nice! 

The painting rhat 1 finally sertled on was nor for sale. lt was caBed "lbo 
Landing." 1 hadn't seen Daughters o[ the Dust yer and didn'r know the myth 
of Ibo Landing. In her painring of Ibo Landing, rhe people emerge from Lhc 

bushes and walk down into rhe water, holding hands. They are going hO lTIe. 
The pattern of rheir bodies forms a V like a f1ighr of birds swooping ovu 
rhe ocean. She pur brighr circles of cloth on their heads so you could S~T 
rhem against the warer. The people have no faces. Three live oak rrel:,\ 111 

rhe background so\cmnly warch rhe ceremony. I asked her how mueh sIl<' 
wanted for the painring - prepared, if neeessary, ro lie in ambush (¡,r YCMcrtby 
ro own ir. She said ... 

Wlwll 1 did [bo Landing . . . I had mixed Iccl illl',s .. . ",be ll 1 tli tl il ... 1 1..: 11 
Are y"u '"I'I"IS"d 10 Ill' glad Iha t ,hl.'s,· pe,,!,I.. di ,I II'1 \V,IIII lo 1... , I,Ivn 
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and rhey drowned ... or are you supposed to be sad beeause these people 
drowned .. . so I had those kind of feelings while I was rrying ro paint ir .. 
. and rhat's why I said I would never do it again . .. Hut rhere was an emorional 
fee!ing . .. you know ... when [ did ir ... and somebody today, asked me 
abour it ... and I said, "Ir's priceless." 

The stories from her mourh and from her paintings made me hunger ro see 
rhese places wirh my own eyes. She said she could rake us, but like me she 
didn'r drive. The next day we all piled into my brother's car and went around 
rhe island. Firsr we went to rhe Sea Island Golf Club/Retreat Plantarion. The 
mins of Rerrear Hospital blare a warning: "Tabby ruins are fragile. Please 
sray clear." 

A plaque in fronr of rhe mins rcads: 

This building, more rhan a eenrury old, was rhe hospiral for the slavcs of 
Renear Plantation. Ir was IWO and one half srories and cOllrained 10 rooms. 
Two women lived here as nurses and whcn necessary a doctor eame from 
Darian ro minister ro rhe sick slaves. An average of 1,000 dollars ayear was 
spenr for medicine for the Rerrcar negroes. 

The Retrear Burying Ground is across rhe golf course from rhe hospital. Ir 
roo has a plaque. "Since 1800 slaves on Rerrear Plantation belonging ro the 
Page and King families have been buried benearh these live oaks." 

Mr. King did rry ro order the lives and environmcnt of rhe slaves, bur he was 
consrantly frusrrared by rhe irregulariries in the behavior of the slaves ... King 
torced Judy, flogged her severely for having resisred him, and rhen senr her 
off, as a funher punishmenr, ro Five Pound - a horrible swamp in a remore 
corner of the estare ro which the slaves are somcrimes banished for such offenses 
as are not sufficiently aroned for by the lash . 

(Sullivan, Earfy Days, pp. 196- 7) 

A little pond, live oak trees, brash wildflowers, pine eones and ancient ancient 
tombstones sanctify rhe burying ground in old man King's kingdom by the 
sea. Names like Neprune Small 1831-1907 and Sadie Life 1897-1965 conjure 
a rime when burial was no simple rhing. 

The desire of every Ibo man and woman is to die in rheir own [()wn, or, at 
!casr, ro be buried within its precincts. Ir was very difficulr ro persuade aman 
te nave! any distanee from his native place. In case of death occurring at a 
Jistance, if ir can be done at all, rhe brethren will bring the body home for 
hurial.6 AII [bo place great fairh in the due and proper observance of the 
funeral eeremon)', for they are of rhe opinion thar ir enables rhe soul ro go [O 

rhe Crcaror and ro find irs final destination, and rhat wirhour rhis sacred rite 
lhe soul is prevenred by rhe other spirirs from earing, or in any way associ
atillg wi th lhem ... íl becomes an outcasr and a wanderer on the tace of the 
carth , h..lllnring houses alld freguendy burial grounds ... 7 

Ml'llIbc l'S nf ..he cxclusive Sea Island G ol f Club have so much room to play 
I " "i l ~;lI nl'." Thcy sl' r~',H I Ollr oVC'r tlll' rolling !!:rccn and undcr rhe rrces. 
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Figu/"e 7. J Iba Landing, Ana Be! Lee, 1987 (rhe original oil painting is in the 
colleerion of the artist) 

They srand in marked contrasr to rhe riny crowded cemerery. The wandering 
Ibo spirirs hover abour proresring as golf balls wh izz over rhe old bOlles 
in rhe burial ground. Graves and golf. 1 said to myself, "We!l, I better re l! 
rhis tale." 

We continued around rhe island seeing rhe sighrs, hearing rhe rales. After 
rhe long day was over I said Jer us rake you to dinner. She said we have [ 
go ro Alphonso's, rhe Black-owned cajun resraurant and see rhe Black par! 
of rhe island. I'll make rhe reservarions. 

Alphonso's is a big old Louisiana-Iooking place sitting up in rhe sand al1,1 
rrees. A1phonso rumseJf is a big old jer-black man who looks like High 
John de Conquer. r imagine him to be a direcr descendanr of Gasami n Sal1 
Foix who was "John Couper's cook on Sr. Simons Island in 18.35. He W:I .~ 
nor a slave, bur a freed man and was highly regarded for his culinary ski li s" 
(Sullivan, Earlj' Dayj', p. 78). Alphonso's Cajun Resraurant SilS berwee l1 "iou dl 
Harrington and North Harrington. These srreers border rhe "Black par! (11 

rhe island," where rhe frederica People, descendants of rhe enslavcd pcopk . 
srill livc. 

By rhe rime we picked up Ana Be! ro rake her lO dil1 ncr, 1 h;IU atlt~;ll l v 
decidcd and rold my brorhe r rh al , w:J.nl cc.l \(l Il l ak~ ;1 live .)ak Jnllll. 1 .d lOl ll 
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Ana Be! ro be performed ar Spelman during rhe opening receprion of her 
exhibir. Oak borh living and dead is more durable rhan iron. 

Wirh Ana Bel's permission, rhe projecr became a collaborarion berween 
rhe Spclman Departm ents of Drama and Arr (Lev Mills, Chair and Arturo 
Lindsay, Ana BeJ's exhibir curator). I hired a professional actor named 
Marguerire Hannah ro portray Ana Bel and we went back down ro rhe island 
ro rape abour four hours of inrerviews wirh rhe painrer and ro give Marguerire 
a chance ro observe her. We Iisrened ro rhe sailboar windchimes and warched 
rhe moon rise. Ana Bel's ralksrory, as revealed by rhe oral hisrory rapes, is 
an incredible rale of a singular woman who worked in rhe welfare sysrem in 
Derroir and rhen rerired ro walk rhe island of rhe sun. 

Ar SpeJman College on 1.3 Seprember 1992, rhe audience was seared on 
rhe srage, wirh rhe artisr fronr and center. We creared a performance envi
ronmenr from her own artifacrs - painrbrushes, canvases, phorographs, 
newspaper articles, her hrsr painring, books shc was reading. We blew up 
picrures of Ana Bel and rhey formed rhe backdrop for rhe playing area. We 
hauled back pine coneS, sand, and resurrection moss from rhe live oak trees 
of Sr. Simons for rhe environmenr. Sorne of rhe magic of rhe island clung 
to rhe moss and sand as M arguerire, who looked lIncannily like young picrures 
of rhe artisr, broughr her words ro life. 

In rhe art gallery o urside rhe rhearer, Ana Be!'s own paintings were hung. 
In an adjacenr space in rhe Drama Department a beauriful display of her 
personal artifacrs and a consrantly running video rape were available ro rhe 
browsing audience as weU as blown up transcriprs from rhe oral hisrory 
rapes. 

What is yau/" fid! name? 
AnnabeJle Washington. 
What is yaur age? 
67. I'm nor ashamed of ir. I was born in 1924. 

What date in 1921? 

Ocrober 15, 1924. A woman's age and weighr is always so IIltrlgUlng 

ro men more so rhan any orher viral srarisric. 

\f/here were yau born? 
Detroir, Michigan. 
V/hat was you/" occupation while you were there? 
I worked for rhe srare of Michigan and I went from a clerk up to Social 
W orker. I was rhere 38 years. 
\Ylhat brought yau to Sto Simom Mand? 
My brorher's wife grew up herc on lhe island. Then she lefr and wenr 
ro Dt:rroir and rhcy mer in Derroir. So when he rerired, she wanred 
ro co me back. Ancí he had been down a lor to visir, and liked ir and 
so he ,;t ill e 011 back and 1 folLowed rhcm clown herc. I had no reason 
11l , ltIy 11 1 ()l' l ro ir. [1' rny mOl hcr hau sti ll hccll living J prolxlhly srill 
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would have stayed because of that but 1 had neither chick nor child 
so 1 had no reason. And after 1 carne down here to visit then 1 liked 
it. 1 carne twice in '83. March of '84 1 was moving in. 
So two visits sold you. 
Yeso The peace and the quiet. Because even in Detroit, well in my 
younger days, you know, yOll runo But after things in the '705, you 
know, in Detroit things began to get bad. So it wasn't any good catching 
buses and going wherever you wanted to go because it might be that 
somerhing might happen on rhe bus. Anything. Cabs weren'r rhar safe. 
So I would have been sruck in an apartment, coming our only when 
someone carne to pick me up and I'd run ro rhe car and ger in . On 
this island 1 can walk anywhere 1 want to (my iralics). 
How did you start painting? 
In '84 1 volunteered at rhe Arts Centcr. I would stand rhere and watch 
the women paint ... and 1 decided I wanted to see if 1 could paint. 
1 joined the beginners' class rhat September ... and when the woman 
said paint ... I jusr took rhe paint brush to see whar 1 could do. 1 
think 1 srayed wirh her for almost ayear ... and then 1 asked Hendricks 
if 1 could come into his class ... Could 1 bring some of my paintings 
and see if he rhoughr 1 could go into his class .. . He said 'Tve already 
seen your paintings. Come on." So 1 did ... and he's rhe one that said 
one day "Why don'r yOll pur people in ir ... and of course 1 said thar 
1 couldn't draw and he took rhe paint brush and pur a hcad in rhere 
and showed me how to do it. ['ve been putting chem in ever since 
... And it was fun ny 1 used to laugh ... 1 would giggle ... when 1 
would be putting the little people in and somebody would say "Oh 
Lord, she's putting in people again." 
Tell Uj" how you chose the name Ana Bel Lee . .. the name )'OU use on 
your paintings 
Well rhe firsr reacher 1 had ... she said rhe first thing you should do 
is pick our a name ... and my full name is so long ... 1 dropped 
... I always liked che poem Ana Be! Lee for one rhing ... and 1 had 
decided that 1 was going to be Ana BeI ... and you see rhar wouldn'r 
take up much room ... and then 1 said, "How abour Lee?" ... and 
someone said, "That sounds so southern" . .. and 1 said, "Well sincc 
1 am in Georgia 1 will be Ana BeI Lee." 

When the audicnce heard about her life in her own words, they fell in love 
all over again wirh the woman whose paintings had moved them so pru 
foundly. A painter named Ana BeI who lIsed to say, "1 tey ro painl. And I 
don'r remember when it happened bur 1 began to say '['m an artist'. " AIl 
artisr who can walk anywhere she wants too 
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EEL CATCHING IN SETAUKET 

A Living Portrait of the Christian Avenue Community 

"Alexanduh, rhe old root doctor, wuz stil libin when 1 WllZ a boy. Dey 
say dllh boat leab fuh Savannah and Alexanduh he yuh. He say good
bye frum yuh and tel! cm mh go on widour im bur he say he see cm 
deah and wen duh boar gir tuh Savannah, Alexandllh he in Savannah 
on duh dock tuh ketch duh line." 

(Drums and Shadows, p. 184) 

Alexander, rhe root doctor, is a folk son of John Henry and Aunt Hagar. 
He lives erernally in Georgia Sea Island lore. He has a blood brother living 
in rhe village of Setallket on Long Island, who can perform the same 
miraculous fears. 

When Pete Tucker felt like dancing, he walked all rhe way from his home 
in Setauket to the county sear in Riverhead. He walked slow and easy, nor 
in a hurry. Carriages filled wirh lusrrous ebony, sepia, butterscorch, and rea
rose parry-goers passed him on the way; but when they arrived, he was always 
there ahead of them 101lnging insolendy againsr a gnarled posr in rhe barn 
which served as rheir dancing space. The villagers of Serauket speculared, 
bur they did nor know how he accomplished rhis feat. Mosr of rhem rhoughr 
he was "nothin' bllr the devil." Ted Green rold me rhat he could make rhe 
hoes work by themselves or la}' down in rhe field, according to his mood. 

One rhing rhey knew for sure, Pere Tucker was a "bad nigger" who foughr 
white men, bur could nor be kepr in jail. Pete Tucker lives in the collecrive 
memories of rhe Chrisrian Avenue fülk. 

Serauket's Christian Avenue communiry is one of rhe oldesr African 
American communiries on Long Island. Pere Tlleker revolves in rheir minds 
along wirh visions of pipe-smoking great-grandmorhers and babies srolen by 
gypsies. His rale symbolizes for us rhe magie power of oral history. The folk 
whisper and glanee around when rhey say his llame. They drop rh_eir eyes, 
relucranr to rell his story. They remember his iey, grey eyes and rhey make 
of rhar memory an incantarory proreerion, a repositor}' of fear, raking a si}' 
pride in his arrogance. 

One day nor roo long ago, 1 was looking out the window of my lone
sorne house in Serauket. 1 was tr}'ing ro rhink of somerhing to do since New 
York Ciry was farrher rhan the pos red sixry miles, Afriea was aeross rhe warer, 
and Heaven onl}' comes to those who wait. The toorhless trees ourside m)' 
window soughed and sighed and prepared to blabber rheir de!icious seeret. 
My hair sl ood nn end as rhey whispered inviringly, "Wanr ro have somc 
()Idrilllc flll1? When you rake your Sllnsec walk toda}', keep on going till yOl! 
I.. c)lm· lo Ihe Mili Pondo Seek out the spot where rhe Setalcott Indians hrs( 
':I ll1 ped ;¡nd I.alkd il 'blld 011 Ihe 1l101ICh oC (he crcck.' You'lI know w]¡,'1l 
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you come to it because you'lI be standing on holy ground. From there it's 
an easy step to Christian Avenue." 

Well, that's exacdy what 1did. When J got to Christian Avenue and walked 
past the cemetery, past Bethcl African Merhodist Episcopal Church, past the 
houses, sitting there warm and solid like my grandmothcr's fresh-baked 
monkey bread, 1 teH you Shango danced on my spine. It was a moment of 
whirring wings and glad awakening. 

1 ran home willy-nilly, pummelled by purpose, and did nor forget to thank 
the blabbering trees. 1 had heard how (lId this communiry was (sorne say it 
predates the revolutionary war) and that its important history was in danger 
of being lost. The folk have been there as long as the Village, bur the univer
sity folk weren't aware they exisred. They were invisible. That very day, 1 
took as my goal the task of documenting and preserving the history of the 
people who lived in those houses, along wirh rhe histories of their ancestors 
and descendants, by collecting rheir stories in their own words. 

Collecting the stories and devising the means to tell them took two years. 
A performance and exhibir \Vas presented 22-25 Junc 1988 in a hugc 
black box in the Thearer Arrs Deparrment at the State Universiry of New 
York at Stony Brook where I was on the faculry. The event was callcd 
"a living library" and included a walking tour, an exhibit of anifacts produced 
by the community - arranged to fe!icitous impact by Tyrone Mitchell, a 
visual anist imponed from New York to cteate the environment - and 
dramatic vignettes woven from the collected stories which were perform ed 
amidst the anifacrs. 

The tide of the projecr is taken from a painting by William Sidney Mount, 
an american painter born in Setauket in 1807. His 1845 painting, "Eel 
Spcaring at Serauker," depicts Rache! Holland Han spearing for eels in a canoe 
navigated by a young caucasiano Rache! Holland Han is [he foremother of the 
Han/Sells clan . Her descendants are the premier families of Christian Avenue. 

The Hans and Sclls live wherc their ancestors \Vere born. They are 
surrounded by historic sites and landmarks. The anccstors sleep at either end 
of the communiry, endosing the residents in a magic circle, with Berhcl 
A.M.E. Church at its center. Near one end of Christian Avenue, a haphazard 
array of tombstones rambles over Laurel Hill. Wildflo\Vers coZ)' up ro t1w 
tombstones. At rhe other end, endosed by an old picket fcnce, Bctbd 
Cemcrery sits upon her digniry. The burying ground is dotted with jaumy 
little american Aags, placed by veteran Theodore Green, mcmoriali/.illg 
veterans of the world wars. 

Mr. Green, descended from both rhe Hans and Sells, was my gu iJe tln 

the two-year journey deep into the communiry. 

"Now rhose farnilies in rhe old cernerery, <>cher peoplc don' .. kJlnw all<lIH likc 
we do. Those stones ¡s, ah, alrnmr \{;7 ycars old, Ihnsl' 51011(.'.\ "1' tllcn· . " 
they l'ver 1ll0VC rhl' stolll', 1 wrotc il d .. wll llIysc ll • .. bn ..amc ir 1 CVCI g" 
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rhere and rhe monumem is gone 1 can pur anorher one rhere ... 1 can pur 
anorher mOllllmenr up rhere."H 

For two years "EeJ Carching" was centered ar Bethe! African Merhodist 
Episcopal Church. The Black church, born in slavery, was rhe sole source of 
personal identiry and sense of community for a people peremptorily srripped 
of the comforts of home. It became rhe home base for revolution . For rhese 
reasons, 1 wanted to make Berhel rhe home base for "Eel Catching." 

For two years 1, along wirh consulranr Fai Walker and student inrerns, 
visired in rhe homes of rhe communiry, looking at old photographs and other 
artifacrs, marking rhem down, wooing them away from the folks for the 
coming exhibir ar Srony Brook. When complered, rhe exhibit would indude 
phorographs, painrings, family Biblcs, cooking urensiJs, c1othing, hair orna
menrs, Sports equipmenr, furn iru re, por-bcJlied stoves, and many other 
artifacrs. The phorographs and artifacrs rold rheir own stories, rhemselves as 
eloquenr as rhe stories we heard from women and men who have walked 
rhis ground for nearly 100 years. 

The stories are scpia-roned. They are ebony, butterscorch, and rea-rose like 
rhose long-ago party-goers. They are delicare like rhe whire lace handkerchiefs 
rhe church ladies wear on missionary Sunday. They are srrong, like rhe hands 
of communiry residenr Alfred Hobbs, New York Stare's only Black farmcr. They 
are viral, like Harry Hart's shovel, which hollows out the community graves. 
They are legendary, like Pere Tuckers's mandolin which made the hoes fall 
down in rhe neldo "1 sho heahd cm ralk bout grat doins an Ise headh Onkle 
Israel say duh hoc could wuk by itsef ef yuh know \Vur ruh say ruh it" (the 
speaker is Ben SuHivan, Sr. Simons Island. Drums and Shadows, p. 182). 

For two years, 1 sho heard 'em talk their lives and lisrened dosely, spin
ning a drama in my head aH rhe while. 

Lucy Agnes (Han) Keyes, Mother of Bethe! Church, was born in 1900. She 
was one of tweJve children of Jacob and Hannah Hart. She is a grear-grear
grear grandmorher. Many evenings as rhe sun went down, 1 sar in Mrs. 
Keyes's from room or garden and lisrencd enraprured ro her talkstory. 

I'm knowll as Lucy ... 1 love rhar name ... LlIcy. And m)' mind is so clear 
bOllr as c1ear abollt back rhen as it is abOlir IlOW. Whar happened a month 
ago 1 havc to stop and think, bur it Ís clcar as a crystal all the wa)' back whcn 
1 \Vas 4 or 5 years old. 

Mrs. Keyes told me rhe story, told to her by her morher, of a minisrer finding 
her grandmorher. 

1 wish 1 cOllld remember the name of rbat mÍnisrer. He carne ro Setauker ro 
pn:ach <lnd mama was relling him . . . she ncve!' kncw afrer her morher (she 
Was) .sold from her. This lllinister gor in tollch with differcnt people and he 
lillmJ Illallla\ I11 n(! ll:r ;\nJ ma ma W:lS married rhen, had several child rc., . P~lpa 
gOl l'lt ou¡:.h III() n~'y IO¡';l.:lhcr and ,he wcnr down m Rich mond ro her rnother. 
'';1,,· .sIolVl:J dow lI wi lh hel, 1 Clless, :1 whnlc 1l10111h. 
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I heard 'em ralk of a neighborhood changed forever. 

"The warer is bad." This is whar rhey said. Thar was rhe reason why rhey 
decided ro move rhe people our ... They tried ro use rhe wholc arca for dcvd
opmenr ... no homes ar aIl, jusr srores, offiee huildings. Aher rhey decided 
rhar! ... rhey had ro ger our and go find homes all overo Thar was a big 
human saying for awhile, "We don'r know where ro go! Where are we going 
ro go?" ....A wholc srreer full of people our - could be pUl our wirh no 
place for rhem ro go. 

(Erhe! Lew.is, communiry residenr) 

sho heahd 'em ralk abour ries wirh the Shinnecock Nation which have 
woven panerns through t'he Hart/Sells lincages. On Labor Day, I rode with 
rhem on a renred bus up ro the Shionecock Pow Wow. Ir was wonderflll to 
see rhc faces of women who looked like my daughter, dressed in traditional 
garb, cclebraring their native heritage. 1 heard 'em ralk their heritage. 

There were a lor of narionaliries. 1 rhink we were rhe only Indians in rhere 
... One rime, one rime in our c1ass we were rhe on,ly Americans in rhe c1ass . .. 
rhe resr of rhe kids were Irish, Polish, Lirhuanians, all from Europe and rhe 
B1acks were rhe only rrue cirizens. 

(Nellie Edwards, communiry residenr) 

Srudenr imerns, under the rure!age of Fai Walker, oral historian, assistcd 
in rhe recording of existing history and in the inrcrviewing process. In May 
1987, the sruden ts presen ted oral reports at Berhe! ehurch. These reports 
drew sketches of community dwellers the students had interviewed, such as 
Hazel Lewis and Nellie Edwards, and served as a prelude to t'he living librar}' 
evenr which would follow the next year. I heard 'em ralk. 

l can see now why rhey say 50 is rhe golden agc. Bdore conducring my inrer
view, 1'01. ashamed ro say rhar r had preconceived norions of whar ir would 
be like ro be 50. Ndlie Edwards changed my mind. 

(Karen Thomas, srudenr) 

The year leading up to the Ee! Carching living library was one of shifting, 
reading, researching, arranging, plotting, planning, checking, cross-checking, 
and re-checking. The volume of collecred material was tremendolls and rhe 
lisr of donated artifacts long. The effon it took to weave rhem into a unified 
w'hole was a challenge rhe blabbering trees had not warned me of. 

Beverly C. Tyler, president of the Three Village Historic Societ)', providcd 
invaluable aid and assistance in my research. He ptovided me wir'h space, in 
an upstairs room of the historic house which served as the society's heaJ
quarrcrs, to house the volumes of tapes, nores, and paper artifacts I was 
collecring and contributed tidbits of local history. Bev dcvoted the cntire 
May J988 isslIe of the j Ollrnal of rhe Three Village Historical Socicry lO "El.:! 
Calch ing," a bealltiful sOllvcnir journal conraining pholographs ami 'I IIOles 

lo dO ClllnC1I1 Iny projcl,;r. T hl: lllidJk sccrioll 01' lhe jntlmal sc rVl'J ;IS 1he 
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prograrn for the actual evento Together, we stewed and ryped and argued 
over the layout. 

In May 1988, the professional actors came to town. Lynda Gravan, Lee 
Dobso n , Kenshaka Ali, and Gwendolen Hardwick, together with Stony Brook 
sruden r performers jo-Ann Jones, Gerald Latham, R'honda Lewis, and Michael 
Manel, and stage manager Anitra Dickerson, spent weeks steeping themse!ves 
in the communiry lore, witnessing the tone and mannerisms of the people 
we would portray and rehearsing deep inro the nighr, often crashing at my 
rented house. 

Saturday night, before we were all to go to Bethe! for Father's Day services 
Sunday morning, we visited Mrs. Regina Morrison , widow of rhe former 
pastor. She told us how God had delivered her from a vast illness. She served 
us cake and lemonade, lent us a srylish har (which she modcled) and 
would not let us escape until we fell ro our knees so she could pray over uso 
We formed a cirele, joined hands and went back ro Sunday 5chool as she 
sang 

Spirit of the Living God 
Fall afresh on me. 

Jo-Ann Johnson and Gerald Latham, rwo ange!ic-voiced srudents, sang rhis 
old spi rirual during the performance as other actors read aloud the narnes 
from each staincd-glass window and pew in Bethel, along with the year of 
dedicarion by the family which had purchased it. Mrs. Morrison saw hcrself 
portrayed ro a saucy turn by Lynda Gravan, but died soon afrer I left Stony 
Brook. My daughter represcnted me at her funeral, a magnificent homegoing 
put on by the congregation of Bethcl A.M.E. Church. 

hom all the Sisters of Bethe! who were to be represented in the drama, 
I had the actors coax church hats and missionary white lace handkerchief~ 
ro wear from scene ro scene. 

FinalIy 22 June 1988 arrivcd and all was rcad)'. Before being bussed ro the 
black box ro witness the drama, the alldiencc took a guided stroll through 
the communiry with Bev Tyler and me. At the beginning of the tour, 1 rcad 
from the souvenir journal inviting them to become "eel catchers": 

An EcI Calcher is a person who loves people and old pictures and hisrory and 
charactcrs and f(Jlklore and drama and texrufcs and are and fun and laughtcr 
and dDcsn't mind experiencing them aH at onc lime. 

Each evening during the walking rour, 1 pickcd Bowers from Lucy Keyes's 
~arden. Whcn we returned to the black box to see the performance, 1 prcscnted 
lhe Bowcrs ro Linda Gravatt who stood in a canoe holding a real eel 
·'I'e,1I - borrowcd from Bev l)der's brother-in-Iaw - frozen in a tableau which 
lonjurw IIp MOll llt's painring. Al that moment rhe painting came ro life 
.llId addrc.~scd !l it: audicncc. Ar thal moment, rhe Christian Avcnlle com
1II 1III iry dwdln 1>, pasl an d prl'sl'llI, sprallg in \() visibility. 
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Now srep rhis way and 1 will learn you how ro see and carch eels. Sleady rhere 
ar rhe srern anJ move rhe boar according ro rhe Jirccrion of m)' spear. Slow 
now, \Ve are coming on rhe ground. On sandy and gravelly bottoms are founJ 
rhe besr hsh!9 

And we were off! From there the audience, who never sat down, followed a 
swirling travel of vignettcs spoken out in the midst of communiry artifacts 
which documemed thar particular srory. Borh acrors and audience rested for 
only momems on their journey rhrough time. Periodically rhe actors would 
free'le in tableaux of orher William Sidney Mount paimings on display such 
as "The Banjo Player" and "Farmer's Nooning." Creat huge slides hung in 
the air in an ever-changing tapestry. 

We enacted the hisrory of the African Methodist Episcopal Church from 
Richard Allen down through all the pasrors of Bethel, ending with Reverend 
Raynor's Fathers' Day sermon which he had just preached the previous Sunday. 
Lee Dobson portrayed each of rhe pastors in turno Reverend Raynor was just 
dumbfounded and the audience could not believe their eyes when Lee Dobson 
put on a pair of shades and mimicked exacrly the rakish pose revealed in 
the big slide of Reverend Raynor which hung over his head. One former 
pastor, Reverend McKenzie, who had leh Bethel under a c10ud and reguired 
much persuading ro attend the evem, buried his face in a big whire hand
kerchief when he hcard his words (1 had salvaged rhem frorn an old souvenir 
prograrn) , and wept aloud for the duration of the speech . 

This is a crowning experiencc for a beauriful Jream come rrue. Ir is a momcnr 
of grear jo)' and priJe, yer filled wirh Jeep humiliry. 

(Reverend Albert McKenzie) 

Lee Dobson's eyes rollcd in his head and big beads of swear srood on his 
forehead as the old preacher wept, but he did not break character. Mysterious 
chills and shivers ran through the crowd. The old people intoned in an 
undercurrent, "just hold to his hand, ro God's unchanging hand" and 
murmered - in benediction - "amen." 

Lucy Keyes, with the other elders, sat on church pews in the middle of 
the performance space. When time came for her story ro be rold, 
Kenshaka Ali, in the persona of Levi Phillips the Root Docror, escorted 
her ro an arrangemem of her own Queen Anne dining-room table ami 
crystal inherited from her grandmother. Gwendolen Hardwick sat at one 
end of the table and Mrs. Keyes ar the other. When Gwendolen qUQ lCJ 

Mrs. Keyes, punctuating her lines with Lucy's famous refrain - and J'm 
88 - she would turn ro Mrs. Keyes and Lucy would srnile and say "Ch:ll\ 
right," blessing and sancrifying the srory. By rhe second nighl, b ll,'y 
Keyes didn't wait for her escon. She walked ro her spaCl: by hersd( lo rdi~1t 
again the Richmond reunion (see p. 119 aboye) she had on ly h<.:arJ 01 
befo re. As Lynda and Gwendolen, [he acrors porr r.ly ing her IllO tlwf ;\1\.1 

grandmorher, embraced, our eyes fillcd with l('a r.~. Wt We r \!, al l r('l lI rJ J('d 1" 
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GUIDE TO EXPERIENCING THE EXHIBIT 

This is an invitation to become an Eel Catcher. An Eel Catcher is a 
person who loves people and old pictures and history and characters 
and folklore and drama and textures and art and fun and laughter and 
doesn't mind experiencing themall at one time. 

From June 22-25, 1988, Eel Catchers will be able to enter ¡nto the 
magic circle of Christian Avenue. 

6 :00-6:30 Eel Catchers will gather at SUNY/Stony Brook and be 
driven by bus to Christian Avenue for an introduction to 
and brief history of the community. 

6:30-8:00 Eel Catchers will walk along Christian Avenue to see the 
major sites such as Bethel A.ME Church (which has 
worshipped on the same site for 114 years) and saya 
prayer with Rev. Melvin Rayner; the Irving Hart Legion 
Post to sample a traditional dish and meet Post 
commander, Theodore Green and other Christian 
Avenuers like 88-year-old Lucy Keyes; and Bethel and 
Laurel cemeteries where the ancestors of Harts and Sells 
and other early family names are buried. 

8:00 Bus back to Theatre Arts Department. 
8:30-10:00 Eel catchers will visit the living exhibition which illuminates 

and dramatiz.es the Christian Avenue community. The 
living exhibit will feature community artifacts such as 
hairdressing utensils, church hats, old crystal, sepia-toned 
photographs, and church pews; here also Eel Catchers 
will hear the stories of Christian Avenuers they just met as 
well as the stories of Rachel Holland Hart, the foremother 
of Christian Avenue, "bad nigger" Pete Tucker and root 
doctor Levi Phillips. 

WON'T YOU COME ANO BE AN EEL CATCHER TOO? 

Figure 7.2 "Fel Carching in Seraukcr," from rhe sOLlvenir issuc of rhe ¡oumal of 
the TIme Village Hútorical Society (May 1988) 
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our morhers' bosoms. We were children again . The frozen rableau took on 
biblical dimensions. 

In rhe magical space creared by concrere birdbarhs, crysral, sepia 
phorographs, church hars and lace handkerchiefs, old furniwre, baseball 
gloves, and grave-digging shovels, Lucy Agnes Harr Keyes sar in a place of 
honor, witness ro rhe grandeur of her life. 

In my vision, roday's residents of Chrisrian Avenue are one wirh rhe eelers 
and orher workers who firsr carne ro Serauker, nor voluntarily, and srayed ro 
make hisrory. In my vision, rhe aurumnal elders will live in erernal Indian 
summer, safe in rhe magic cirde. In my vision, Rachel Han resrs easy as she 
spears her ecls and tosses rhem inro my basket. 

WISHES 

The poem rhe song rhe picrure 
Are only warer raken from rhe well of rhe people 
And should be given hack ro rhelll in a cup of beaury 
Thar rhey may drink and in drinking come ro undersrand rhemselves. 

hederico Garcia Lorca 

1 worked for a rime in Newark, New Jersey, called by Mayor Sharpe James 
rhe Renaissance Ciry. I worked for a rime on an ambirious projecr, "Wdlwarcr: 
Wishes and Words," an oral hisrory projecr which would creare a livi ng 
porrrair ofNewark and her people. The ponrair was ro be drawn from srorie:; 
rold by Newark communiry dwellers and focus on rheir dreams, wishes, and 
aspirarions. 

Pan of rhe communiry outreach program of rhe Depanment of Theater 
Arrs and Speech ar Rurgers Universiry Campus ar Newark, where I was cha ir, 
rhe projecr began in 1989, collecting videoraped oral histories ar such SilC~ 
as Nonh Ward Center, rhe Nonhern Srare Prison and rhe Srraight and Nan (/w 
Drug Rehabilirarion Center for Kids. My wish was ro illuminare Newark's 
rich hisrory and culture, exploring her diversiry and discovering how she rd l 
so low from her rich beginnings. 

I began researching rhe old sreamboars, rhe old trains. I read aboul dI( 
fiery frusrrarion rhar torched rhe ciry. Abour (he invisible people who lri~'d 
to burn her ar rhe stake. Bur she refused to die. Now she lies abour li kc .1 
slattern, sleeping unril noon, trying to regrow her singed hair and graJi nt 'W 

skin ro cover her scars. Like Maria Hanson, she hawks self-prorecrion Jcvi.l" 
for a living. And rhe Renaissance Ciry is sruhborn as Sapphire. My pryi11f', 
fingers could not force her mourh open. She holds her secrers dus\: ,llId " 

dose-mouthed abour her checkered past. She would Ilor yiclJ ha ' ,¡lkM'" 
to me. 

I wound up with a work- in-progress a, ,he Nl'wark PlI hlit l.ih r.II )' ,'" 
Monday. 28 October 199 1. Thl' ('Xl:l'I'P' was pl'rklrlTwJ hy , 1 (1lIllhill.\lI"" 
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of studenr and professional actors, two of whom had spenr their yourh in 
Newark. The evening's program began wirh a documentary made from rhe 
videoraped inrerviews ar rhe above-named sires. The play scrap, augmenred 
by slides of familiar Newark sires, induding epiraphs from rhe stones and 
markers in rhe Mount Pleasant Cemerery, fearured dramarized stories from 
rhree sources: memories of rhe two acrors who grew up in Newark; a book 
edired by Rurgers professor Wendell Holbrook, entirled When 1 Wás Comin' 
Up, An OraL History ofAged BLacks; and oral histories garhered rhrough rhe 
New Jersey Historical Sociery, donared by Dr. Giles Wrighr, curator. 

Wirh rhe excerpr from "Wellwarer," we wdlwishers helped rhe Renaissance 
Ciry celebrare her 325rh Anniversary. Then I walked away from Newark 
forever. 

J've rravcleo a lor. so J've roameo all ov<:[. Ain'r many places that l haven'r 
been. l've travcled rhcre - down in rhe IslJilds - rhe West Indies Islands ano 
l've been 10 rhe Hawaiian Islands . .. like 1 can'r stop. 

(Lucy Keyes) 

Road, road, road, 0 1 

On rhat no'rhern road . 

I walked away from my Renaissance Sisrcr ro rrain womcn warriors ar Spelman 
College to dance wirh swords in rheir hands. To a ciry where Narive Amcricans 
proresr a developmenr complex bcing builr on rheir burial ground: 

Thc commission was asked 10 curtail plans for a 372 home subdivision on 
187 acres in Daeula because on rhe parce! are sorne 200 aneien! Indian burial 
mounos. Th<: resr of rhe land could be used for housing bur eaeh mound 
must be proleeted by a six fOOI chain link fence, beforc building permirs wOllld 
be issued. 

This is our eemerery. If rhis was Arlingron Cemelery ... They're nOI going 
[O pUl a fence around Jackie Kennedy's grave now and srart builoing sub
divisions ... Ir's like allowing a soeecr game in a eemetery.I O 

imagine rhe red ghosrs of rhe firsr People, hovering abour rhe chain-link 
/Cnce, wondering among themselves if rhe grave-robbing con trac ro r, who 
proresrs (in Wiechard's anide) rhar he always does rhings by rhe rules, follows 
,he letter of rhe law, cver heard of rhe inrerior tri bes of rhe Wesr Coasr of 
¡\frica who say rhar however grear a rhief aman may be, he will nor sreal 
frolll a grave. "The covered mirror will lie rhere and wasrc in rhe rain, and 
,he valuable garmcnr will Aap irself to rags in rhe wind, bur human hands 
will Ilor touch thcrn."11 

' Ii) a ciry wherc Marnmy srands glowering in regal splendor nexr ro Scarlctt 
()'Ibra, ..eady 10 march through america like Sherman rhrough Gcorgia. 

'1;) ti\\' ci, y wlwn: rhl:: marra (moving Africans rapidly rhrough Aclama) is 
IlIy lr;lnSporl:1l ion of choice. O n a rrain going ro I .cnox Mall, a hugc crowd 
,,1 IlC.'l'1 ~o;l kcd wt.ir t· ~uys L'oIlJill!!, I'rom a galll\' ;\r fhe Gco rgia Dome, loaJed 

http:eemetery.IO
http:l.ihr.II
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into my car. I am rhe only Black person in rhe car. A picked pocker is discov
ered. I fee! right. I cannor wair for rhe suspicious eye to rurn my way so I 
can launch into a sermon abour rhe space race in america. 

BLUE MOON OVER IBO LANDING 

"Alexanduh say he could Ay. He say all his family in Africa could 
A· " y. 

(Floyd Whire, Drums and Shadows, p. 177) 

Ir is October and November on Ibo Landing. The blue moon hangs in antici
parion as rhe shadow of rhe earrh approaches shyly, hungrily, ro nibble her 
into darkness. The grear wide pointed bclly of Gaia rises in a raut mound 
out of her primeval lap. She is erched in bas-re!ief againsr rhe crysral nighr 
sky. Her rhighs fall open in ecsrasy. Her arms strerch back beyond rhe horizon, 
calling her soul to come see. And on her nave! sirs a Black woman, firmly 
held in place by her umbilicus, looking everywhere, seeing everyrhing, 
gobbling greedy gulps of out/her space. 

The stories of rhe painter, rhe eel carcher, and rhe wellwishers are haphaz
ardly documented. Some wirh audio, sorne wirh video, sorne wirh handwrinen 
nore cards. I am rhe documenrarion. Wirhin my body I hold rhe voices, 
sighrs, sounds, songs, rhar consriwre rhe lives of rhese invisible people as 
rhey were told to me. Like Chrisrian Avenue's Theodore Green I can remembcr 
if rhey move the monument. 

Sorne Black women I know, such as Anabelle (Lee) Washington, Rachcl 
Holland Han, Lucy Han Keyes, never have to ger our of rhe way again. 
They can walk anywhere rhey want ro. They have a space for rheir own 
Blackrealiry. The sassy, sacred space crea red when I pur rhcir ralkstories u p 
for rhe world to see and for rhey rhemselves ro wirness. Ir is like rhe moment 
in a vodun ceremony when rhe Mambo raises her ski n above her head 
and hollers, "If you would look upon life, ir is here to see!" In crealing 
drama from oral hisrory, I pay homage to my ancesrors while praising rny 
living kin. 

"The receprion of rhe soul of rhe deceased in spiritland and his fin ,,1 
presrige are altogerher dependent on rhe grandeur and liberaliry of rhe hum:lI1 
entenainment" (Leonard, Lower Niger, pp. J 57-8). Gravesires of all rh e.: 
wandering ghosrs, wherever rhey may be, call ro me (O honor rheir dead, lO 

remind and to re/member. To celebrare rheir lives and rhe lives of thdr 
de.:scendants wirh grandeur and liberaliry. And to sancrify rhe space so ~1I11 il·t! 
by rhe obscene fcsriviries enacrcd over rheir heads. So, like rhe gricm 01 
old, I dress up in m)' finery, sil k, and spun gold, and prepa re mysdl' wil h 
meditation and prayer for Toh-fo (one losr),1 2 a ccrcm ony hcld whcn a pcrMlII 
has mel wirh death, for insrance by drowning, and rh \.: body ~.tnl\ü l 1)(' I ~'I,,\IV 
ercd. I dance wilh my sword in l11y hanJ ,IS dlc ',U1I,,', ili l:J \I' irils 1',.1111(' 1 Inllll 
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all rhe places of invisibiliry, sraring ar each orher wirh deep drinks of recog
nirion. I fighr to sing rheir praises, to keep alive rheir voices, to make rhem 
visible. I jubilare as I pour libarion on rhe sacred graves of rhe dead. 

1 continue on rhe norrhbound road. 

NOTES 

rrorn "Bound No'th Blues," in Sefected Poems by Langswn Hughes, copyright 
1927 by AIFred A. Knopf and renewed 1955 by Langston Hughes. Reprinred 
by pcrmission of the pubJisher. 

2 	 The qllote is Fwm a poem, "Golgotha 1s a Mountain" by Ama Bomemps, in 
Fhe Poetry of the Negro, 1746-1949, ed. Langston Hughes and Ama Bontemps 
(Garden Ciry, New York: Doubleday & Co., 1949). 

3 	 The speakcr is Floyd Whitc, a resident oF Sr. Simons Island c. 1940. His story 
and others citcd here are Found in Drums and Shadows, Survivaf Sludies Among 
Ihe Georgia Coastaf Negroes, a project oF the Savannah Unit, Georgia Writers' 
Project, Work Projects Administration (Athens, CA: The Universit)' of Gcorgia 
Press, 1940), p. 185. 

4 	 Sce BlIddy SlIllivan, t.'arly Days on Ihe Georgi(/ lidew(/ter (Mclntosh Count)', 
CA,: Board oF Commissioners, 1990), p. 16. 

5 	 The words of the painter quoted in this section are from tape-rccorded inter
views with Annabelle (Lee) Washington on separate occasions over a four-da)' 
period in August 1992 on Sr. Simons 1sland. 

6 See Georgc Basden Tho mas , Among lhe Ibos of Nigeri(/ (Philadelphia: J. B. 

Lippincott Co.; London: Sede)', Service & Co., Ltd., 1931), pp. 115-16. 


7 Sec Arthyr Glyn Leonard, Fhe I.ower Niger (/nd !ts ¡Tibes (New York: The 

Macmillan Co., 1906) , p. 142. 

8 	 led Creen and other Christian Avenue communirv dwellers whosc words are 
qlloted throllghout this secrion gave generollsly of ~heir time For tape-recorded 
interviews conductcd over a two-year period by Glenda Dickerson, Fai Walker, 
Bev Trlcr and SUNY/Stony Brook student assistants. The oral histories gathered 
by the "Eel Catching" Projcet are hOllsed in the archives of the Three Village 
Historical Sociery. 

9 This quote is from [he "Ee! Catehing" scripr. Ir is pic.ced togcHher frorn various 
historical sources. 

10 See "Burial Rights" by Kclly Wiechard in the 26 Mar 1994 edition of Creative 
LOiifing, a local Adanta ncwspaper. Metro Beats section, p. 7. 

11 Sec Roben Hamill Nassau, Fetichúm in Wt-SI Africa (New York: Charles Scribner's 
Sons, 1904), p. 232. 

12 See A. B. Ellis, The Tshi-Speaking Peopfes ofthe GoLd Coasl ofWt-st Africa (London: 
Chapman & Hall., 1887), p. 223. 
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PYGMALION'S NO-BODY AND 

THE BODY OF DANCE 


Susan Leigh Foster 

As (he story goes, sculpror Pygmalion loved his work of an so much, he 
wanted i( (O come (O life. He yearned ro ruro his sculp(ed female no-body 
into a living, brea(hing some-body, perhaps even a dancing body. In her 
enlivenment she could PU( inro action aH (he aes(he(ic values he had pUl 
into her making. In her dancing body migh( be found (he perfect realiza
(ion of his artful ideals. Venus, goddess of love, rook piry on Pygmalion and 
btough( his ideal ro realness. Yet wha(ever dancing (he sculprure (hen 
performed, we have no record of ir. The firs( melting of srone into mo(ion, 
(he shifting posrures and developing geslUres of (ha( somebody's embodiment 
are aH losr. The duc( (ha( anmaker and work of an cho(eographed for (hem
selves has left no trace. 

The dance h,isrorian, sraring ar rhe blank space in hisrory creared by 
rhe sculprure's vanished dancing, aspires, like Pygmalion, to imagine il 
iOlo performance. Bur jusr as rhe sculptor's story has been LOld many Limes 
wirh many diITerent emphases, many ditTerent oUlcomes, so the his(Orian's 
project can revivifY the pasr in a variet)' of ways. Hisrorical dancing 
bodies may be brought ro life in pannered ensemble with rhe historian 
or as precious puppets that musr denotate events without ever showing 
a motivation of their own, or as perperual evanescence whose very vanish
ing captures the hisrorian's focus. Wherher as partner or puppercer, (he 
hisrorian moves on the stage of hisrorical inquiry, hcr own gesrures fore
grounded by the very absence of rhe dancing body she seeb ro animare and 
then describe. 

This essay focuses on rhrce differeOl choreographic realizations of 
Pygmalion's story - by Marie Sallé in 1734, by Louis Milon in 1799, ami 
by Anhur Sr. Léon in 1847 - as aHegories for (he dance hisrorian's projecr. 
Ar rhe samc time, the essay casts these suecessive versions of Pygmalion as 
a ch ro nicle of rhe narrativization of rheanical dance. When Marie Sallé 
dlOreographed her Pygmalion, thcatrical dance nested within grand operaric 
strllCl U rc as an dabora(ion 011 (he narra(ive (ha( Iyrics provided. Sallé's was 
olle of t1w fi lsr dances ro Idl a srory lIsing movcmcnt and gesture alo nc. 
Milon\ prud UCl iull l e~ lifinl W th ~ vila lil)' JnJ :lu tonorny of Ihis I1tW fmm 
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of specracle whose rclarionships among danced characters spawned logical 
motivations, credible responses, and resolure actions, and whose interactions, 
over the course of the performance, orchestrared the sense of a beginning, 
middle, and end. By the time of Sr. Léon's ballet, theatrical dance had estab
lished itself as an auronomous an form that presented danced srories as a 
genre of specracle entirely independent from opera. In the intervening years, 
rhe consequences of dancing a srory inscribcd themselves on the dancing 
body, altering radically its expressiviry. As emblematized in rhe roles 
constructed for Pygmalion's sculpture, rhe projecting of narrative through 
dance eventually prohibited the dancing body from becoming a somebody. 
Even as the sculprure carne ro life, her dancing gesrured a vacant physicaliry 
and a stereorypic interioriry. 

The effects of dance's narrativization continue ro reverberate throughout 
the comcmporary world of dance where the opposition berween "abstracr" 
and "representarional" movement vocabularies embroils choreographers and 
critics in endless dilemmas concerning dance's significance. Contemporary 
modern and balleric theatrical dance traditions ross and rurn berween the 
needs ro convey didactic meaning and ro explore physical possibilities. 
In an effon ro corporealize new dancing and srorying bodies that are not 
no-bodies, this essay undertakes the double-bodied projcCt of staging 
critically a past for dancc while also watching the choreography of the histo
rian at work. 

1 n 1734 a lencr published in the Mercllre de France described for the edification 01' 
In its role as a dancing hislorians bod)', nt)' body shifts uneomjonablj' as 

her adoring Parisian alldience the latest accomplishmems of renowned dancer and 

it apprehends Ihe dútance between the lettas spi/'ited account 01 Sallé:" 


choreographer Marie Sallé. ' Performing in the pamomime-rich London theater world, 

pelfimn,¡na: and a foLler resu/'l'cclÍol/ 01 its choreographic impact - Ih,' 


Sallé had introdllccd a radical new interpretation of Ovid's srory about the SCUlpl(jl 

sigrújicance il heid and holds jor audil'l1ces eager to participate in the 

Pygmalion . As detailed in the !ener. Sallé had chosen ro appear uncorsetcd, withollt wig ur 
pleasureJ and mponsibilities 01 dance viewing. My bod)' must stretch 

rnask, and ro adapt movcmem from the vocablllary of pantomime in order ro depin .1 

l/eTOSS thú gap between foaual w 'idue and choreographic meaning. 

faithful likeness of a Grcek sculpture. These scandalously realistic choreographic choicl·. 
betwem tIJen and now, betwl'en daneed step and writren word. A1y botir 

achieved instant acclaim, prompting rc-publications of the lener 111 ncwspapcrs ;oll'll'.·. 

begins ilr dance acrOH the gap in t!Ji> way: 

Europe and inspiring numerous plagiarized proJuctions.J. 

The whole baller, lasting perhaps rwenry m inutes , commcnccd w id, 
Pygmalion in his atelicr surrounded by six assistanrs. mallcts and l:t. i sd~ 111 

hand. whosc spirircd frolic pbycd one tour rit' lor/'t' .1gaill\l ilnudll·r. Al 
Pygmalio n's requesr thcy opcm:J rhe hnck 01' Iht wllrksho(1 wh~· l t· Iht'Y ¡;II II"I 
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a staruc of uncommon perfection. Pygmalion regarded ir renderly, rouching 
¡ts feet and waisr, adding bracelets ro its arms and a necklace, and kissing 
irs hands. His passionare rransports gave way ro anxious frusrration and finally 
a dream-like srupor. Finally, arousing himself, he prayed ro the goddess Venus 
to bring his beloved statue ro life. A new and charming musical air accom
panied by three sudden shafts of light signaled Venus' acquiescence ro his 
plea. Galathea, much ro the asronishmenr of Pygmalion and his assistants, 
slowly stirred ro life. As rhe sculpror offered her his hand so rhar she might 
descend from her platform and touch the ground, she bcgan ro dance, forming 
simple steps wirh an eleganr easc. Pygmalion thcn demonstrated more com
plicated sequen ces of sreps, each of which Galarhea claborared upon with 
graceful aplomb. This dancing lesson culminated in mutual expressions of 
love, celcbrated in a final dance performed by assistants, sculpror, and living 
work of art. 

Two aspecrs of Sallé's Pygmalion struck Parisian audiences as especially 
arresting. The first derived from her status as premiere danseuse at the 
Paris Opéra, rhe mosr elite institurionalization of the arts of music and 
dance in all Europe. As an employee of the Opéra and hence an emissary 
of the King, it seemed remarkable thar Sallé would abandon the decorous 
trappings thar signalled both her identiry as an arrist and the accom
plishmenrs of her an form - all in order ro implement a new choreo
graphic concept. And second, her ballet used pantomime ro porrray 
(aithfully the sincere feelings of danced characters. Panromimc had beco me 
a familiar sraple ar fair and streer performances in Paris where it played the 
subversive role of sariri'zing or circumvenring narrative, but ir had seldom 
been invoked as rhe principal medium for sustaining a coherenr exchange of 
rhoughts and feelings among alt those onstagc.:l Thus Sallé's production 
simultaneously transgressed boundaries in the hierarchical sysrems of starus 
and gcnre. 

Sut Sallé's audacious initiative reverberated with an imporr rhat extended 
!;Ir beyond the innovarive and fashionable trcnds of the moment. Her dance 
did not simply evidence a new generation's rastes and sensibilities coming ro 
cmbodiment. Rather, it gestured rowards an aesthetic and political ruprure 
(lf cnormolls proponions. It demonsrrated an unprecedented kind of indi
vidual initiative in its control and direcrion of anistic creation. Ir likewise 
imimarcd a new conceprion of individual idenriry in its prefigurement of the 
Fnlightcnment value of sensibilité, with its focus on emotion, motivation, 
,lIld cmparhy. and the body's aurhentic parriciparion in hosting and com
IIlunicaring these feelings:\ This new norion of rhe individual, conrained 
wilhin ¡¡nJ supported by the physical body, provided rhe foundation for the 
(1olitica l idcab o ]" ci lizenship and the supporring ddinirions of public and 
priv:l\C.' sra..c aml masculi nc anJ ~~'mi ninc behavior Up<)O which rhe Revo lurion 
\l/Hu id 1", hascd. 
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Fifry five years later, ar rhe ver)' end of thar Rcvolllrion, rhe aspiring ehoreographer 
In ils eJfOrl lO folhom Ihe physicality of sltch by-gone dancing, 

LOllis Milon seleeted rhe P)'grnalion myrh as subject for his firsr full-lcngth ballce 5 Its 
my body J"eizes upon a simplc', comparative stralegy: 

prernicre ar rhe Théltre Ambigu-Comique erijoyed slIch suecess rhar ir was prodllccd ar rhe 
analyze two, or even three dÚlinctive ha/IRIs Ihat /Ili/iu 

París Opéra rhe following year. Divided into two substamial aers, each probably the lengrh 
Ihe Jame slO/yline in order lo jind emhed/ied in their 

of Sallé's emire baller, Milon consrructcd his version wirhin the largcr frame of an 
disparale choreographie emplotmems Ihe systems of 

anacreomie pastorale. The whole first aer expanded on rhe difTerences between Consram 
representalÍon thal guide each ehoreogmphie decision. 

and Inconsram Love, personified by two cherub-like figures, one with arrows of gold, rhe 
!vfy hody can move more fully inlO Ihe physical ji-amt'luork 

oeher wirh arrows of paper, who vied ro derermine the fare of Pygmalion's love for rhe 
ofeaeh ballel by conlrtlJting Ihór choreographic 

shepherdess Dclphide. Ineonsram Love rrillmphed wirh a series of manoellvres thar 
renditions of Ihe same >"Cene, ehamerer, or geslure. 

embroiled Delphidc in orher amorolls ¡iaisons. Pygmalion's repeared attempts ro amaet hel" 
iacking haek and forlh among Ihem, my hody 

ended in dejecred despair. As Acr 1drew ro a c10se a eloud covering the srage lifred to reveal 
builds fluemy in eaeh of Iheir approaches 

a sClllptor's srudio wirh several apprcmices busily at work on a group ofsrarues. Ineonsr:\1I1 
10 cMnce compnsiúof/. 

Love handed Pygmalion a chisel and maller and rhen exired. 

The second act seems ro have been heavily influenced by Jean Jacqucs 
Rousseau's Lyrie Seene of the Pygmalion srory published in 1762 and firSI 
performed at rhe Paris Opéra in 1772.6 Like Rousseau's mimed monologul'. 
Milon's choreography consisred almosr enrirely of a long solo for (h<: 
sculpror in his atelier. As the cunain parred, Pygmalion could be seen hold
ing open a comer of rhe drape surrounding a large pedestal. Afrer ga7,int; 
once more wirh charmed approbarion at the starue benearh the drape, 11( ' 
proceeded ro commence work on one of rhe several parrially formed stol1C,\ 
in the room. The results of his gestures failed ro meet his approval and ht: 
moved on to rhe next stone. Here again , he became disillusioned wirh hi, 
own gesrures, so much so that he rhrew his tools on rhe table and slumr~'d 
ro the Aoor. Soon, however, he was back on his feet, dismissing each Slolll' 
in rurn as inadequate ro his rask. He approached rhe draped peJ.c~f,11 
and slowly opened rhe currain ro reveal the perfecrly execured Galathe~l . ,HI 

exacr replication of his unloving Delphide. Caprivared by her grace anJ 
proporrions, Pygmalion moved closer, rhen further away, examin ing 111(' 

starue from all angles. He perceived a possible flaw and retrievcd his dll \('1 
ro amcnd ir, bur then reconsidered, fearing Ihar he collld do irrcp.IJ';lhlt 
damage. He casr his rools across rhe room ami s[;u red lO d osl' Ih,: Jt .ll'l , 
bUI cOllld nol". Again his pass ion:llc devo( ill n lu t1w st(l' lI ~' 111 .\1'111'11 111111 
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ro alter her form slighrly, rhis rime by adding a garland of flowers around 
her neck. He srepped back ro admire his work, bur immediarely derennined 
rhar she was more beautiful withour ornamenr and rushed to remove rhe 
m:cklace. He srood srill, absorbed in render regard. Eventually aware of his 
reverie, he became embarrassed and [hen full of resolve. He roured rhe srudio, 
garhering up his rools, which he hung on the wall before leaving for the 
nighr. Still, he could not resist one last glance at the srarue, and rhe sighr 
of her impelled him to her. He fell on his knees and expressed his love. 
Suddenly rhe studio and sculprures vanished, and Galarhea and Pygmalion 
found themselves transponed inro the gardens of Cythera where Venus brings 
lhe srarue ro life. Graces, Amours, and Pleasures joined in the festive ballet 
that ended the act. 

Milon's version of the Pygmalion story presented a srriking conrrasr between 
the pastoral idyls of shepherds, shepherdesses, and Amours in Act I and 
Pygmalion's long, introspective soliloquy in Act I1. The revolving Aina
tions of young men and women in the firsr act conformed to many of the 
eighteenth-cenrury convenrions for ballets representing rurallife. The hunting 
and chasing, hiding and seeking, and chance amorous encounters among all 
characters created rhe kind of pleasing, perperual change that had delighled 
audiences for a centur)'. Acr n, however, required viewers ro focus exclusively 
on a single individual's conflicr-ridden actions. Here rhey saw the inner life 
of rhe character ponrayed more fully than ever before. Pygmalion's exrended 
deliberations, full of doubts and new resotve, focused on an immobile 
image who was incapable of returning his gaze. Repeatedly, he gesrured 
rowards her, demonstrating his attachment to her, but the sratue, in irs un
responsiveness, pointed him back rowards his new role as arrist. The srarue 
[hus funcrioned as a manifestation of ideal form, a so urce of inspiration 
bur also of distraction from his ongoing work as sculpror. Charged with rhese 
two contradictory roles, and utterly impassive, rhe statue created the narra
live conditions under which Pygmalion's mental and emotional life could 
IInfold. 

Sallé's immobile statue had susrained rhe erotic encounter between sculptor 
;lnd work of an during momenrs when he rouched her feet and waist or 
dccorarcd her with jewelry. Bur she had no[ served as the stationary 
mcasure of his feelings , the mure and stony parrner in his inrernal dialogue. 
In Sallé's ballet, the artwork, once crea[ed, was attributed alife of its 
nwn. Nor only did rhe major porrion of the action cenrer on the interplay 
bClwn:n Pygmalion and Galathea, bur borll artist and artwork coordinaled 
¡(Icir actions so as to enable a series of discoveries, shot through wirh eros, 
."mur thcir own identiries. Galarhea sysrematically assimilated sociery 
Ihmllgh hcr insttucrion in that most consummate of all civilized pursuits 
d.lI ll.: ing. Pygmalioll lihwise Jiscovered how ro translare his arristic sensi
"tlili l,' ~ illto (l1o],ilc fllfIll, responding ro each of her cxqllisircly interprctcd 
1'11I.1 ~'~¡' wil h ;Iil d l"gallt propnsal f(n lht' IIl.;xt dann:. Thc cHlre or assiSI ~lIl ts, 
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a social frame around their evolving rclationship, underscored the lnsepara
biliry of self from sociery. 

Milon, in contrast, used the statue's immobiliry to focus the action on 
the artisr's appraisal of himself and his work. Bis Pygmalion, entirely alone, 
danced out an inreriorized subjectiviry and also a new conception of art as 
the sublimation of desire. In the same way that he divided Amour into 
consram and inconstam rypes, Milon fashioned Galathea as a real person in 
Act I and as Pygmalion's projected desire in Act 11. For the first time viewers 
were given an explanarory origin for the identities of both arrwork and artist: 
Oelphide's fickle abuse of Pygmalion's devotion caused his conversion ro 
sculpror. The fideliry and intensiry of his love for her, sublimated into art, 
produced a masterpiece. The magnificence of his artistic creation, like the 
depth of his character, could be traced ro her inconstancy. Thus Pygmalion's 
ability ro transform life into art and his srriking revelations of doubt and 
desire ultimately depended upon a series of non-negotiable distinctions. 
Life and art, constancy and inconstaney, creator and created became essen
tialized opposites embodied in the charaeters of the rwo Amours, Oclphidc, 
and Galathea. 

This technique of configuring dichorontous oppositions, so evident in 
Rousseau's theorization of the social contraet, resonated throughout the polit
ical and artistic production of the late eighteenth century. Ir enabled a new 
conception of human agency by stipulating an actor and an acted-upon that 
rationalized the political re-formations undertaken throughout the Revolution. 
In place of the murually dcfining identities of monarch and subject, par
ticipants in the Revolution argued that autonomous, individually active agenLs 
might collectively determine their own destiny. Yet this Iiberarory agenda, as 
Foucault has c1early shown, included new strategies of control and new 
subjects of domination that served only ro redisrribute rather than abolisl l 
oppressive structurings of power. Galathea, for example, icon for the femi 
nine and the bodily, had in Sallé's ballet been ablc ro descend from hcr 
pedestal and dance. whereas Milon's statue remained excruciatingly fixed in 
her place. Sallé had staged her ba'llet at the intersection of categories such as 
life and art, daborating an exchange berween artist and sculpture whose spon
raneiry heightened the eros of their communication. Milon's Pygmalion, in 
his encounters with the real and then the ideal, could gesrure his sentimeOl:l1 
tonging for an ideal love, but never dance out the consequences of a love 
come ro life. 

In 1847 Anhur St. Léon ehorcographed ycr anothcr version of I'ygmalion .11\11 
As m)' bod)' mover armwd nnd through these Vl'rsionJ of Pygmfl!ioll. il f, ey:im 


Gabthea, I.a Filie du ¡\1arbre which he organized into twO act" pnx:t'Clnl hy " knglh>, ,,·nl ". 


10 rt;(!,ister ti", re/miol/" betwel'n (me b!ld)' {lml ,mol"~r. b"/IIN'I'II body ,/JId mbjrfr. 


01' virtuoso dances rhal shmwd off all rhl' d.arH.:l'rS iTl rhl'ir ~pll nislr d n."~'.' 1\ 1.lvr~ ll 


{I1U' hi't"'t't'1I \lIl1jt't'1 (11IrI \un"Oltlltl ,hit dr(' ,.,,,lJf'I/rJ,,d In ('II,h / /¡'¡f',.Oji:/d/,/t,., \ ,/"" 1j ', 
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produetion that moved fram the palaee of the Cenie of Fire ro the erawded streets of 15th
Each choreographer's cvery decisiun articulares sorne aspect of corporeal, 

ecnrury Sevillc, the ballet none the less rceeived Sllbstanrial eriticism from journalists, who 
individllal, genderee!. and social idl.'/Itit)'. TlleSe chureographic choices 

found the plot unnecessarily complic.. ..ltcd. the extravagant secnie ehanges dutifully, 

comtitutt' a rheorization ofembodiment - how bodies exprcH and interaa in a 


preselltcd. and the dancing redolent with effort.~ Sr. I.élln had varied the plot by imbuing 

givm cultural momento Bur in orda /() compreh"/ld the impact ofthe ddncing bod)' 


the woman-statue with a power, unknown ro her. 10 come ro life but also ro determine her 

fIS it pe1órmed t!Jere ch"ices in it:< hú/()rical tim,'. 1 /leed to situate ir 

ultimate destiny. Where both Sallé and Milol1 structureJ their ballets along a trajectory that 
alonpide other contemporaneour bodies mgflged i/l rl'lat/'ll w/tural mdeavorr. Only then 

eulminated in the union of sculptor and statu<.:, Sr. I.éon tashioned characters whose 
can 1 begin to delea whar stol)' these thret' Jrflril'J of l'ygnllllion, takm rogelher, mrJ)' telL 

cntanglcment with one another could only end tragically. 

When the curtain opened the sculpror had jllst concluded negonanons 
wirh Satan ro exchange his own soul for the enlivenmenr of his bdoved 
statue, provided that the Genie of Fire would agree ro inspire her with the 
breath of life. The Genie placed his own furrher stipulation on the deal: 
this woman-statue could never fall in tove or she would suffer the return to 
inanimate srone. The sculpror, relegated ro the role of fatherly chaperone, 
then watched in wondermenr as the unattainable object of his desire 
slowly came ro life as the gypsy girl Fatma. Satan followed his new properry 
who, in turn, followed his beloved creation up from the bowels of the 
earth and inro the cerner of Seville. Bewitching passersby, guards, religious 
penitenrs, and even the ciry's mayor, the beauriful gypsy could not herself 
resist the impassioned overrures of a young Moorish prince, imprisoned in 
the palace where she was ro dance for the King of Spain. Yet a revolt 
had already been planned, and ar a pre-ordained signa] the prince led his 
sllbjects inro fierce batde, eventually reclaiming the ciry and his crown. 
He returned triumphanr ro his gypsy-queen, but as he drew her up the 
stairs to the throne she suddenly turned ro srone. The sculpror, ever vigilanr 
but increasingly powerless, swooned with grief and died. The ballet's final 
irnage presenred Satan resring his foot on the body whose soul he had just 
received. 

Satan, and not Venus, presided over the fates of characters in Sr. Léon's 
hallet, his dark will rriumphing over love in the end. Rather than a c1assical 
Creek sculpture whose puriry of form could easily assimilate ro societal 
lIorms, the female character Fatrna displayed all the e1ements of rhe c1assic 
(hientalist fanrasy: she descended from an exotic communiry whose 
111 ysrl'rious way of tife aroused fascination and terror;~ her unabashed 
int c.: rc.:sl ill fkshly desircs enhanced the appetites as wdl as rhe status of all 
rho,,, who ('ould cont ain her exuheranr hody. SCIlSUOUS , joyous. and ccrtainly 
Tlllr iJfl l ll ubi k .15 ITI M iloll's halkr , Faltlla was (Hllle rhe !c.:ss pillll\'ll all1ol1 l4 
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the controlling gazes of five male characters: the adoring creator who deter
mined her appearance; Satan and the Genie who constructed her fate; the 
lecherous mayor who authorized her public life; and the amorous Prince who 
defined her love. Like Milon's Galathea who fulfilled contradictory func
tions of inspiration and distraction, Fatma's identity revolved around the 
prohibition and desire ro love. Unlike Milon's heroine, whose power resided 
soldy in her abiliry to attract her creator's anention, Fatma was given one 
"act of free will" - the suicidal acknowledgement of love on which narrative 
c10sure depended . 

In Milon's Pygmafion the statue constituted the masculine projection of 
the feminine through which the mal e sculptor could manifesr intcriority. 
Here the statue functioned as a feminized commodity whose exchange 
among men ensured their potency. Milorú sculptor, full of emotion yet 
utterly ineffectlla;I, becamc integrated in Sr. Léon's ballet into a range of 
male character types whose interactions mutually enhanced their power and 
influence. In a period of intense political disillusionment and on the eve 
of another revolution, St. Léon's ballet referenced the rnasculine domain 
of public governance struggling to asserr itsdf in the face of a powerflll, 
burgeoning capitalist market and a massive, obfuscatory bllrcaucracy. 
Implicit within the ballet's homosocial world of rulers and reformists was a 
new conception of human agency, one in which actor and acted-upon no 
longer maintained a cIear, causal connection. The economic momcntum of 
capitalism with ¡ts abstraction of product from labor, on the one hand, and 
the civil bureaucracy's tonuous routinization of governance, on the other, 
intervened so as ro render seemingly ineffectual any attempts at shaping a 
social destiny. 

Serving as a cipher for the disrupted conneerion between actor and aerion, 
the gypsy girl Fatma shimmered with the same attractiveness as merchandise 
issuing from the new capitalist machinery of production. Alienated from the 
labor that produced them, commodiries arranged in stores invited consumers 
ro acquire them as accoutremenrs to their social identity, as prophylactics 
patching over the discrepancy between concrete labor and symbolic capital. 
Similarly, the gypsy girl supplemented mate political and sexual agency, giv ing; 
it an illusory sense of efficacy. As in Milon's ballet she never attained any 
personhood. The sculpture's identity in both ballets resulted exclllsivcly fro m 
behavior, prescribed by mal e characters, that fulfilled their amorolls and sexual 
desires. In Milon's Pygmafion these desires were cast as auro-erotic, wherc;ls 
in Sr. Léon's they appeared as homo-erotic. 1o In both ballets Galarhca'l> 
behavior was essential ro the srory's getting lOld: her inacfÍon crcared narra 
tive suspense, and her actions, coming to life or falling in love, perm incd 
narrative c1osure. 

Only in Sallé's ballet did the primilive and protean ~rru((urc uf Ih\: 

narrarive enable rhe woman-statllc lO panicipale in rhe cOllStflu.: rion .,1 
hcr own idcnli(y. ~hc :lnd he.- Lrcawr, lhrollgh rlH'ir sccm illgly ,\POI Il :"ll'lIl1~ 
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danced dialogues, mutually defined their relationship as well as their 
individual contributions to ir. Their ongoing reciprocity similarly signaled 
the self-generating, polysemic propenies of an itself. Once created, the an 
object's meanings could expand and change as one continued to interaer 
with it. Unlike Milon's ballet, where an endured as the fixed product 
of sublimated desire, or St. Léon's production, where an, entirely commod
ified, carried a different purchase price for cach potential buyer, Sallé's 
depiction of an celebrated its renewability: ero tic, passionate, and intelligent, 
10 turno 

Following Salles lead, rhis cssay seeks ro dance wirh (he hisrorical dances ir 

Theorizations 01 embodimmt - bodyj· relLuíon to JUbjecri/Jiry, 


anal)7~s. Nor a picrograph, or a verbal portrair, or a sentimental paean ro the unsayablc, ir 

expressi/Jity, communily - flund in ddnce and in related cultural practices 


looks for bodies in rhe rexts rhar describe rhe danced action and tries ro panner 

can mutuaily inform one anorher. Exca/Jating conceplualizatiom ollhe 

rhem. Ir is a dance of excess. In an effon ro reSUffccr bodies from rhe pasr, rhe 
historicai body in medicine or etiquelle or sports 

choreography of this cssay projecrs the Pygll1alion ballers as maps of rheir polirical and 
rmders the meaning 01 the ddncing body more precise, 

cultural surround, and, ar the same time, infllses th.e ballcrs wirh an ovcrabundance of 
just as an analysis 01 choreographic choice>' that crmstruct 

meaning culled from relarcd cultural pracrices wirhin rhat surround. Ir c1aims far 
the dancing body elucida tes the role 01 body 

more abour rhe significance of rhose dances rhan rheir historical records warranr. Ir siruares 
in thoJe otha pursuitJ. The interdúciplinar)' project 01 yoking 

them at poinrs of crucial transirion in the hisrory of danced narrarives. h finds in ¡heir 
choreography to otha flrrns 01 theorization about the bod)' 

vocabul¡¡ries of movement, the ornamcntarion and variarion thcy introduce, thci r 
iJ what pamits our contemporary hodies to understand the cultllrallabor 

characterisric disposirion of bodies in space, rheir integration of dance wirh sraged 
01 dance, This imerdisciplinary galhering 01 bodies together is what 

spectacle rheo,rerical moves with analogues in orher cultural pracrices, thar, rhrough their 
Jhows dd1ice as one instance r1'culture making ilJelf 

unison movement, creare noriceable hislOrical change. 

Marie Sallé, daughter of fair theater performers and niece of a famous 
harlequin, grew up as member of that international and itinerant c1ass 
of professional anists who joined aristocrats at their houses for evenings of 
private entertain ment after having performed at the fair theaters befo re an 
audicnce composed predominantly of the working c1asses and the petú 
bourgeoisie. 11 In her contaer with the fair thcaters and her many London 
l'ngagcmcllt~, she had ample opponunities to witness the innovative use 
(lf pa nromimc, g(~Slurc, and physical rhea.ter rhar were the fealured mediums 
uf (·xprcs.~in l! il! tlll'ir p rodllctions. Ir was \ter ulliq uc cOlllribuliou ro rh(' 
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concert dance tradition, however, ro nnd in pantomimed satire a vocabulary 
and syntax for a new genre of dancing. 

Remarkably, her Pygmafion was never presented at the Opéra, perhaps 
beca use its short length and narrative integriry contravencd the grand 
aesthetic objectives of the nve-act opera ballets. Her extraordinary artistry 
as a dancer, however, not only won her the rop-ranking title at the 
Opéra, but also the opportuniry ro choreograph several ballets as acts 
within larger operas throughout the 1730s and 1740s. In these she began 
ro work out the intercalation of mimed gestute and danced step.IZ A sub
sequent generarion of influential choreographers - Hesse, Hilverding, and 
probably Noverre - saw her choreography rhere. Their work from the 
1750s, along with performances by English pantomimists and actors such 
as David Garrick, gave critical momentum to the new gente of the story 
ballet and also helped to consolidate the Encyclopédists' conception of 
gesture and its role in theatrical reform. 13 Sallé's choice of costume and move
ment met their criteria for reform even as it signaled the demise of Baroque 
aesthetic values. 

Sallé's experiments at the Opéra took place against the backdrop of an 
altogerher different kind of dancing. Typical productions there alternated 
characters who sang the story with dancers who displayed the pomp, 
gaiery, or somberness of the situation. Following the static sraging of 
singers in dialogue, dancers would suddenly sweep on ro rhe stage, rheir 
majesric symmetry, intricate floor patterns, the just and regulated exchangc 
of rheir bodies in space, all celebraring, even as they in terrupred, the cir
cumstances of rhe singing characters. These sumptuous danccd interlude.s 
augmented in splendour wirh each act until rhe c1imactic specradc, 
which usually featured a solo by one or more of the premiers danseurs :11 

the Opéra. 
Casanova remarked upon one such performance, rhat of l.ouis Dupré in 

Les Fétes Vénétienne~' from 1745. Accusromed ro the Italian panromime, he 
was baffled by his glimpse of this superb but ephemeral and secmi ngly 
irrelevant dancer: 

5uddenly rhe whole of rhe pir bursr imo loud applause ar rhe appearanCl' nI' 
a rall, well-made dancer, wearing a mask and an enormous black wig. Ihe 
hair of which wem h<llf-way down his back, and dresscd in a robe "!,,.:n 
in from and rcaehing ro his hecls ... 1 saw rhar fine figure coming ["r\Vanl 
wirh measurcd sreps, and when rhe dancer had arrivcd in [ronI ni' 11. ... 

srage, he raised slowly his raunded arms, srrerched rhem gracefully backward 
and forward. moved his f...er \Virh precision and lighlncss. rook <1 few sm.1 1I 
sreps, made some barremenrs and pirouerrcs and disappearccl lih' a bllll,'d l)'. 
'fhe wholc had nor \as red half a minure. The applausc hur'l i'rol1l ,'vny p.1I I 
of rhe housl:; 1 was asronished, and asked ll1y rricnJ dw CIUSC ui' ,di ill \ '~ \ 
br:lVOs. 

"We a""laud Ihe gran: uf OU pl'l' all<lll1e " ivill'" lta rnHlIl 1' .. f "í,s 11I1I V<'IlI llt l'.. 
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He is now sixry ycars of age, and rhose who saw him forry yea[s ago say that 
he is always the same." 

"Whar! Has he nl:ver danced in a differenr srylc?" 
"He eould nor have daneed in a berrer one, for his sryle is perfect, and 

whar ean you wanr above perfeerion?"'4 

l.ike many other French dancers of his background and training, Dupré had 
perfecred a kind of dancing which itself derived from perfecred noble comport
menr. His carriage, rhe easy articulation of his arms and legs, the renned 
measure of his gestures, his alacriry - all dernonstrated an ideal way of 
moving in rhe social world. Quick darting morions of rhe legs, the coordin
ated rise and fall of arms, and a responsive torso conducred hands, feet, and 
head along desired pathways in ways rhat resembled rhe prescribed manoers 

for performing proper social intercourse. 15 

Whether walking or standing, grcering or acknowledging one anorher, 
courtiers necessarily learned a sryle and manner for the performance of 
every rask. These prorocols of behavior, well-documented since rhe Renais
sance, had becn subsrantially enriched ami rehned by touis XIV in rhe early 
years of his reign as a way, lirerally, ro control the bodies of those around 
him. The adherence of each body ro its specifically assigned tasks and of 
all bodies to a generalized manner of interacrion was mandared by rhe 
king as a primary means of consolidaring and prorecring monarchic author
iry. One important fearure of this sryle, identined by William Hogarth in 
his Anafysis ol Beaut)l, was rhe gracefulness of its trace made by the body 
part as ir moved through space. In presenting one's hand, for example, the 
curve traced must neirher exaggerare nor under-inflecr the ideal "S" shape. 
In walking, the waving trace crea red by rhe head must alternate smoothly 
between low and high. The minuet, rhe mosr perfect of all dances, ampli
ned on rhis trace by exploring a range of heights for rhe crect body. 

As Hogarth observed: 

The ordinary undularing morion of rhe bod)' in common walking (as may be 
plainly seen by rhe waving line. which rhe shadow of a man's head makes 
against a wall as he is walking berween it and (he afternoon sun) is augmented 
in dancing inro a largcr quanriry of waving by mcans of the minuer-srep, which 
is so conrrived as ro raise rhe body by genrlc degrees somewhar higher rhan 
ordinar)'. and sink ir again in rhe same manner lower in rhe going on of the 
dance, The ngurl: of rhe minuer-parh on rhe Aoor is abo composed of scrpen
rine lines, ... when the parries by means of rhis srcp rise and fall mosr smoorhly 
in lime, and free fram sudden srarring and dropping, rhey come nearesr ro 
... rhe bcaury of dancing ..."16 

( :ourtiers pcrf(¡rmed rheir rcquisire duries lcaving in thcir wake a graceful 
I ¡-ace rie, ;lIld (hey also cmbodied rhar rnandared grace as they devoted rhem
~clvc!; l O d ll llLillg ; 1( gcnl'l':ll /JaLs held after rhe ballers ami during evcnings 
(lf 1111 :<~d (Ii l'l' /'tiw·/f/I'nt!i. ( )II ('\ ~Olí;tl sfa wS could be enhamx:J or jeopardi'l.c::d 
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ar such garherings as a result of one's composure and facility while moving. 
Accomplishmenr ar dancing provided a base for rhe comperenr execurion of 
all orher acriviries. 17 Its masrery assured rhe aristocrar of rhe ability ro achieve 
a calm, moderared easefulness - neirher too ereer nor too floppy, always agile, 
always cool - in fencing, rennis, and all rhe martial arts. Dupré's dancing 
rhus cdebrared rhe srylisric values inherenr in rhe execurion of quotidien aris
tocraric responsibiliries as well as rhe social dancing in which all aristocrars 
participared. 

Sallé's characrer Pygmalion would have reflecred rhe graceful orderliness 
requisire of all gesrures in his attemprs ro sculpr, his adjusrmenrs of rhe sratue, 
and his conversarions wirh his assisranrs. The dancing lesson wirh his live 
sculpture recapitulared rhe mera-disciplinary sratus of dancing. Because skill 
ar dancing insured a defecrless body, an easeful execurion of all acrions, ir 
was rhe firsr accomplishmenr rhe srarue should achieve. Their duer also 
demonstrared rhe central tole of dancing in purveying sociabiliry. Through 
rhe slighr change in focus, rhe inclinarion of rhe head, rhe rounding of a 
shoulder, adumbrarions of feelings in all rheir delicacy and complexity wen: 
articulared discreerly in public. 

Through her choice of rhe Pygmalion srory, Sallé regisrered rhese familiar 
grammars of arisrocratÍc bodily comportment, irs capacity to purvey a phys
icalized sociability. Yer whar viewers found mosr arresring, whar Casanova 
knew inrimarely from attending rhe Italian opera, were rhe self-propelli ng 
sequen ces of passions which rhe sculpror fairhfully portrayed: despair resolving 
into dererminarion dissolving into doubr returning ro grearer despairj o r 
quizzical uncertainty rransforming into wonderment and rhen into ovcr
whelming joyo Courrly behavior never permirred rhese extremes of sentirnent. 
much less an exacr and fai rh fui representarion of rhem. In celebraring thi~ 
courtly aesthetic, Dupré's dancing, moderared and consrant in irs motil}l). 
avoided expression of precise passions in favor of intensiries of various affecl'... 
His characrers had embodied wisrfulness, amusement, or melancholy blll 

never outrighr joy, chagrin, or harred. 18 

Yer rhe affecrive magnerism of Dupré's display had, by rhe 1730s, al read, 
begun ro dissipare, and Sallé's abiliry ro integrare representarions 01' dlt 
passions into rhe danced actions presaged a new approach ro choreograr l')1 
as an art capable of depiering realisric, moving images of human nalll '" 
These danced dramas began to appear aIl over Europe in rhe 1750s .\Ild 
17605, finally making their way into rhe Opéra's seasons in rhe 17705. R:lI ", 1 

rhan rhe majesric pomp evoked by orderly rows of dancers encru~( nl widl 
fearhers, ribbons, and jewels, embroidering rhe space with a lll:ver-clI\1 illl 
series of configurarions, rhey engaged realisrically cosrUlm:d CI1 .II.I<Il'I·. il! 
rensile, asymmetrical configurarions whose push and pull depiC(ed dll '" 
passion-filled responses to one anorbcr. InslcaJ of the pristi m· . 1.111 1111 d 
perspecrive defined by a slagc highly charged by Ih(· va ri tl lls kinds ni ~p, 111 ,1 
i nscri 1'1 ion - rraceri('s 01' !Cee 011 1he Hum, .lf m~ :lIId I. .llld.\ Í11 1h~ .111 , dll 
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collocarions of bodies distributed across rhe srage - rhey presented rhe viewer 
wirh rableaux vivantes - frozen momenrs of angsr, joy, intrigue, or anger in 
which each characrer regisrered a unique and vivid participarion. The face 
engaged in rhese srereotypic depicrions as borh a part of rhe toral bodiJy 
response and also as rhe final arbirer of rhe movement's meaning. No longer 
masked, ir presenred rhe mosr condensed version of rhe passion, wherher 
pain, anger, shock, adorarion, intecesr, confusion, Hirtarion, amazement, being 
represented in rhe drama. 

Dupré's dancing, always signaling rhe precise locarion of rhe body wirhin 
sparial and social grids, always moving wirh soft poignancy or brillianr 
vivacity, never vivified feeling so didacrically. From wirhin his dance's world 
of aesrheticized affecr, charaerers elaborared a refined, bur nonerheless 
compelling, orchestrarion of desirc. Their elusive restraint invired a rhousand 
differenr fantasies. When masked, rhe dancers' immobile faces failed ro c1arify 
rheir inclinarions, al\owing vicwers insread (O find mulriple attachmenrs for 
rheir longing in rhe abstracr articularions of rhe body's joints. Even wirhour 
masks, rhe dancers' faces, charismarically calm, rebuffed any definirive 
emorionaJ connectiotl to one anorher, even as rhey drew eros-filled eyes 
ro them. 

The emerging panromime ballers never seduced in rhis way. No barricrs, 
such as rhe mask, rhe costume, or rhe inrerlocked patterns of rhe chorco
graphy, srimulared rhe viewer's desiring imaginarion, Insread, coquerry of 
all sorts was fairhfully depicred, plainly evident. Whar evoked attachment 
ro rhe charaerers was rheir winsomeness or courage, rheir woeful plighr or 
rheir audacious valiance. The desirable rhus became wrapped wirhin a person
ality, a characrer one could ger ro know over rhe course of rhe s(Ory and 
whose narure could easily be summoned up in rhe imaginarion via review 
of rhe narrarive for a re-croricized encollntcr afrer rhe performance had 
long past. 

This kind of attachmcn r (O srory and characrer carne (O replace rhe con
necrion ro rhe bodily rhar Dupré's dancing ofrered. In Dupré's rradirion, 
dancers' bodies displayed wirh daring and whimsical accuracy, rhe proper 
l'I)mportment in greering, rouching, and gazing, while also maintaining 
Ihe proper proximiries ro one anorher. These displays of bodily inscriprion 

rhe symmetrical ro and fro, rhe calculared c1usrers of individuals, rhe 
I',raceful resolve from one configurarion ro rhe nexr - showed bodies suspended 
withill and rericulared by rhe linear parrerns of borh desire and rhe social. 
Individual idenrity, esrablished as much by how one moved as whar one 
·.. lId. never exisred apart from rhe panerns of all bodies in regulared morion 
I llgclhn. 

Till' palltornimc ballets cmbodied a ncw conceprion of individuaJity as 
,fllllaÍII I,;J widtin and supportcd by individual bodies. Each body could 
IIl1 dt: r~o . jllst ;t!\ il cOllld bilhfully depicr, sdf·gencraring scqllences of passio n. 
I :. I ~ II hoJ y ululd 11(' u lIIllwl\cd ¡ lito reactive responses ro orha boJies 
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MOVING/SEEINC; : BODIES AND TECHNOLOGIES 

according to the causallogic of emotional syntax. No longer suspended within 
the web of gestures hierarchized by the perfeer perspective of the stage as 
universe and the single, most favorable viewing location of the monarch, 
these mimetic bodies opened up the spectacle ro a wider range of viewing 
positions from which their discursive messagings could be apprehended. 
They disentangled the aristocratic subject from the requisite protocols of 
bodily comportlTlent, and they extended ro all human beings regardless 
of class or profession the same capacities ro fee! and to empathize with 

another's fedings. 
Sallé's dancers, in transit betwcen these two reprcsentational strategles, 

maintained dual eypes of identity: thcy each coalesced as self-propelling, 
auronomous entitics, but they also required one anothcr in order to estab
Iish that identity. One moment the ballet depicted a body enmeshed in a 
sequence of causally linked emotions and another bod)' literally animating 
i(self into life. The nex( it showed bo(h bodies dependent upon each other 
for (he impetus that would flesh out the formal protocol of danced 
repartee. In that duet the dancers simulated and probably even actualized an 
improvised dialogue in which one's response derived from (he phrase, nevcr 
known in advance, just cxecuted by (he other. Sallé, poised bctween these 
two varieties of identiey, may weH have chosen the myth of the sculpror 
whose sculpture is brought ro life as the version of metamorphosis most 

expressive of the choreographic changes she envisioned. 
::11 

Like Sallé, Louis Milon carne up through the ranks of Opéra, making his 
debut in 1790 and assuming the position of assistant Maltre de Rallet in 
1815. Where her career spanned a period of relative political stability, 
his witnessed [wo major reorganizations of political power with con~ 
comitant redefinitions of the funerion of art and the institution of t illo: 

Opéra. Studying at the Opéra in the 1780s, Milon would have attendctl 
the highly popular story ballets that were produced as a regular part of UW 
season there and also transported to Versailles for special viewings by 
members of the court. As a member of the Opéra staff in the 179{h, 
he would have participated in the patriotic pantomimes held there and also 
in the outdoor festivals that incorporated panromime into their chort."o 
graphy of and for the People. He saw the overthrow of monarchic JU Iis 
diction over thcatrical production and the consequcnt burgeoning of slllall 
independent theaters, as well as the vilification of the Opéra as an instI u 
ment of the King and its eventual reinstantiation as monument tu th \.: M.llt 

of France. And he saw the repeated, seemingly spontancollS sei1.lIrt" IIr 
bodies by the Carmagnole, the street dance that embodied palriori c id~· .I I \ 
most ferventlv. 

His Pygmaíio ll joined the conservative repertoirc of pr~)(j u Cli()ns al Cc.:llI lI Iy'. 
enJ rhal achi,'vcd stability for lhe Op'-'r;l lhrough rhcir advO\;;IIo:)' 01 gr. 

lI 
{ 
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muted allegorical political references. lronically, in Rousseau's version of the 
story, the self-interrogation that Pygmalion underwent was envisioned as the 
forma.rive process through which he could assume a role as responsible par
ticipant in the governance of the nation. 19 In Milon's rendition, however, the 
sculptor lived through all the angst, doubt, and frustration of artistic produc
tion as a way of diverting audiences from any active participation in politics. 
Venus, now an absurdl)' vacant symbol of aristocratic life, after all Pygmalion's 
anguish, simply granted his wish. 

In the absence of any political message, Milon's production nonetheless 
instructed viewers in docile citizenship. His P)'gmalion exemplified both the 
causallogic of emotion and also the self-regulating control over those emotions 
required of all members of the new nation state. As shepherd he had learned 
to sublimate his thwarted desire into artis(ic crea(ion. As sculptor he vented 
his frustration only on the air around him. And thesc self-disciplining 
actions were reiterated in the actual seyle of performance required for the 
production. Milon, performer of his own choreography, demonstrated a 
magnificent command over bodily representation. He showed a pcrson capable 
of motivating his own body into highly credible renditions of feelings that 
may or may not have been sincere. This mastery over bodily display signaled 
an entirely new relationship between body and self, one that dismissed the 
body as intersubjective discursive field in favor of a responsive and respon
sible instrument for individual expression, one that identified the individual 
Cltlzcn. 

The development of a responsive, objectified dancing body resulted from 
the increasing scrutiny given to the body in general scientific and medical 
research and from the intensive study of bodily expressivity conducted by 
anaromists dedicated ro understanding (he skclctal and muscular basis of 
expression. 20 Ir likewise grew out of incrcasingly scientific and regimentcd 
dance training procedurcs designed to meet me demand for more virtuoso 
physical accomplishments in performance. ]us( as viewers applauded the new 
achievements of danced narratives in the second half of the eighteenth cenmry, 
so they pressed for dazzling skill in the intricate vocabulary of classical steps 
and their variations. 21 Training programs in Sallé's time had consisted of the 
repetition of rudimentary exercises such as pliés and tendus followed by the 
practice of dances. Fundamental bodily defects such as knock-knees or bow
legs would be addressed (hrough special exercises that strengthened and 
stretched (he legs. The execution of dances (hemsc!ves progressing from the 
.\imple ro more complex was seen as capable of imparting all the perquisites 
IHu:ssary for dancing. By the late eighteenth century, however, dancers neces
\a rily cngaged in numerous repetitions of a lengthy series of exercises designed 
lO t.:sr:lhlish clcar spatial paths for the body and to cxtend it furthcr along 
t hll.\c paths. Rarhcr than study individllaHy with Dancing Masters, they 
.IItt·IH.leJ ebsscs wh,'!"" groups of danccrs worked silllultancollsl)' on the sany' 
\( ríe, nI' cxc: r~- i ~c:s ." , 
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The emerging discipline of anatomy enhanced rhis projecr by providing a 
derailed vocabulary for and analysis of body parts in relarion to one anorher. 
Anatomical discourse was raken up by choreographers and also by reachers 
of correer posrure as an objecrive framework for evaluaring bodily deficien
cies. The new exercises for dancers - TOnds des jambes, leg cirdes, developés 
- were seen to give rhe body an internalized srrengrh rhrough which rhe 
muscularure could correcdy supporr rhe skeleton. In rhe new science of phys
ical educarion reachers likewisc abandoned rhe corser as a correcrive device 
rhar would prop rhe body up and focused insread on a regimen of exercises 
rhar would allow ir ro ereer irself.23 

This kind of exercising of rhe body nor only consolidared ir as an objecr 
bur also gave ir an enduring volume - one rhar was conceprualized as having 
an interior, an exrerior, and a relarion between rhese two. Sallé's dancers had 
traced our volumes as rhey moved rhrough space, yer rhe body irself evidenced 
litrle interior deprh. Early-eighreenth-century prescriprions for proper align
ment treared rhe body in silhouetre as a ser of block-like secrions rhar should 
be pushed or twisred so as ro abur one anorher. By rhe early ninereenrh 
century, however, rhe body, simply by sranding in place, indicared a volume. 
Programs ro develop irs erecrness referenced an ideal line loca red inside rhe 
body rowards which al! pans of rhe body should be drawn . The dance vocab
ulary used in rhe eady eighreenth century ro indicare volumes by rracing 
rheir contours rhrough space now became rhe medium in which rhe body's 
limbs could lirerally embody a linear ideal. Hidden ar rhe very core of each 
mobile unir, in facr, esrablishing such a core, rhis gcomerric ideal provided 
an absolure and objecrive framework for learning dancing and for evaluariog 

24each dancer's performance. 
Pygmalion's soliloquy depended upon, even as ir meraphorized, rhis imé

rioriry. Physically his body swelled and rhen ex-pressed in expanding cycl t!.~ 
of agirared desire, each rerurning him to a moment of repose before inslj
garing a new syntax of feeling. The welling up of feeling, rhe conAicri ng 
impulses and internalized debares could only rake place ¡nside a volumerrk 
body. Meraphorically rhe absrracr ideal defining rhe core of each expressiv(' 
movemenr reappeared as rhe moments of repose our of which rhe nexr !leed 
ro move would spring. The plor cleverly provided rhe prerexr for rhis alter 
natÍon between movemenr and srasis by rarionalizing new forms of des 11" 

rhar propelled his body around rhe arelier, rowards and away from G abtll l'.1. 
or his rools, or rhe orher half-formed sculpturcs. 

None of Pygmalion's morions, however, would have been conu.:iv;lhl 
wirhour rhe fixed poinr of rhe srarue. Galarhea, rhe ultimare exrension nf dll" 
abstraer ideal rhar defined bodily interioriry, presided over Pygmalion's agit;1h,.1 
subjecriviry, making his peregrinarions plausible. Her static monumclltallly. 
her steady so urce-ness cnabled rhe mcasure of rhe sClllpror~s CIllO l i()n ~rl l'rogll'" 
sioll. U nlike Sallé's ballet wherc Ihe cOllpk, perpclually n:ddini llg t!1I:ir (,Wli 

idc ntitics, ¡;ollld no ' :I(.:~ IIIllIl\;HC illl ~:n() t í ly, ITlIl<..h k·ss d róun .ll il.- h'mitlll . 
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Milon's Pygmalion built and built and built before finally opening our inro 
rhe exrravaganza of Venus' pleasure-filled gardens. 

Borh rhe volumetric body, by containing rhe emorions, and rhe fixed objecr 
of desire by fomenting rhem, pcrmitred rhis progression. The faer of rhe 
absrraer ideal wirhin rhe dancing body confirmed rhe body's auronomy jusr 
as irs regularion of rhe body of the srory creatcd narrarive closure. Porous 
bodies, such as rhose danced out by Sallé's couple, could only mutually regu
lare wirhin an overarching system of aurhorit)' such as rhe prescriptions for 
bodily comportment and conduct ar court provided. Bur rhar entire sysrem 
of social regularion had lost all valencc long before Louis XVI losr his claim 
on rhe body polirie. Even with an emperor in rhe makíng, rhe cirízens who 
had danced the Carmagnole through rhe streers of France could no longer 
resume places wirhin the hierarchizcd spaces of absolurisr government. Their 
newly bounded bodies, like rhose in Milon's Pygmalion, submitted rhemselves 
insread ro rhe disciplining of narrarive irself,25 

Sr. Léon, accomplished violi nisr and originaror of a new kind of dance nora
rion, rravelled rhroughour Europe sraging ballers in which he, like Sallé and 
Milon before him, ofren danced one of rhe principal roles. By rhe rime he 
began ro choreograph, rhe relarive proponion of mal e and female dancers 
00 srage had drasrically altercd. Up through rhe 1820s ar rhe Opéra, men 
and womell participared in equal numbers as principies and also in rhe corps 
de ballet. By rhe early 1830s, however, ballers ofren featured large numbcrs 
of female corps dancers wirh only a few male dancers appearing in principal 
and supporting roles. And by rhe rime of La Fille du Marbre's premiere, 
diarribes condemning rhe ungainly and unsuirable appearance of male dancers 
commonly found rheír way inro reviews of ballets. 26 Men, although rhey srill 
undertook most of the presrigious jobs as teachers, choreographers, and 
producers of dance, enjoyed litrle respeer as performersY Given rhe smaU 
number of male principals and the exceptionally large nllmber of male roles 
in La Fille du Ma rb re, Sr. Léon's presence, round-shouldered and none roo 
adept, may wcll have been a prerequisire ro the realizarion of his choreo
graphic visiono 

Not only was rhe male dancer seen as a groresque apparirion, necessary 
only for rhe fairhful execurion of rhe sroryline, but baller irself had become 
fcminized. Increasingly, dancing was rhoughr ro convey onl)' rhe lighrer 
cmorions of jo)' and delighr and ro serve as a medium for rhe elaborarion 
uf sexual desire. A kind of diversionary entcrtainment, baller promored rhe 
,Iccorous and specracular display of a body rhar carried litrle social importo 
In contrasr ro painting, l11usic, or poerry, all of which lefr permanent records, 
dancing sccllled incapable of documentation. 28 The dance's ephcmeral narllre, 
il'i cmplusis o n fecling over rhollght, and its cultivarion of rhe body - all 
I'0illl cd aW:ly rmm t1lt' ~Ihsu-ac l , ratíonal, and permanenr social monumenrs 
Ihal m.ll\· ,\od\',y wll rk"d lo ;I\ ·hil'vl" . 
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MOVING/SEEING: RODIES AND TECHNOLOGIES 

In a sociery that suicrly separared male and female responsibilities and 
marked rhat separation through rhe division of social space inro public and 
private domains, rhe ballet endured as one of the only public venues where 
feminine values could be seen. Yer as a representarion of the feminine within 
a masculine-controlled public domain, rhe ballet's aesrhetic increasingly 
derived fram a masculine version of femininiry. Female dancers, nororious 
in rhe press for their sexual escapades after rhe perfotmance, projected while 
onstage the cornucopia of sensual charms stipulared as alluring ro rhe male 
viewer. MaIe dancers, repugnant for their clumsy latgeness, were equally 
despised for rheir porential effeminacy. Where a hundred yeats earlier, male 
and femaJe dancers had danced similar vocabularies of sreps alongside each 
orher enjoying equal rcspect, rhey now enrwined their separare vocabularies 
ro form sculpruraJ wholes in which rhe female partner consistenrly performed 
in front of rhe mano On pointe, rhe woman depended upon her partners 
support ro accomplish attenuared leg exrensions, balances, and turns. Bis 
admiring gaze consistenrly directed rhe viewer's attention through his eyes ro 
her body. Her exquisire lighrness and irrepressible Airtariousness embodicd 
rhe ideal masculine image of rhe desirable yer unattainable female. 

This choreographic division of labor found irs perfect vchicle in the 
Romantic ballet plots of rhe 1830s and eady 1840s thar fearured either 3JI 

exoric foreigner or a supernatural crearure as rhe female leading charactcr. 
Sylphs, naiads, and wilis offered an enigmaric ephemeraliry, dream-l ike. 
vaporous, incomparably lighr . Gypsies, Creoles, and orher Orientalist eha r 
acrers consritured rhe sylph's pagan counterpart. Raprurously sensual . 
unabashedly suggestive, these heroines after innumerable obsracles eventually 
consummared rheir romantic attachments, whereas rhe sylph's unequ ivocal 
Orherness always led ro rragic conclusions. In either case, rhe male leul 
indulged his longing attachmenr ro her, seeking her out, adoring her, and 
parrnering her with solicirous masrery. 

The rragic ballers depicring rhe impossible love benveen man and sylpl. 
used rhe separare vocabularies and srereorypic characrer rypes to grearcM 
advanrage. Their heroines symbolized not only love losr, bur also dIean l ~ 
untealized and untealizable. The spectacle creared by low-Ievel gas ligh 1iIIA 
and elaborare Aying machinery for rulle-skirted dancers offered borh opril,' :,1 
indefinireness and opulence. Viewers witnessed mirage-like forms dissolvi ll l',' 
vanishing, escaping rhe mortal wirh such softness. The sprires' world eXlId('" 
a ravishing melancholy rhar rranscended diversion and referenccd rruly 10\1 
hopes. The sylphide's death after her mortal lover has removed he !" will!;' 
carried a moral and aesrhetic significance comparable ro rhe grear litcr;lIllh 
of the Romantic period. 29 

Bur the number of variarions on rhis haunring rale could ncvcr slIp"l ) 
scenarisrs wirh consisrenrly compelling li rorylines. Soth plo(s ;llId lh al i1d~'I, 

became increasingly predicrablc in the decadcs followil1~ SI. I.éllll\ '"'' 
dUCl ion. His versioll of G ;rLII]¡ca, a ~ypsy girl 1,;() l1l ilrming 10 IIw 1:"'011 ' 
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model for the female lead, offered nothing innovarive. The formulae for 
choreographic produerion - Airtarion and angsr combined wirh lavish 
specracle and tour de force dancing - took on rhe incvirability of mass
manufacrured goods. 

Performances were Ilor only srereotypic, they were socially and politically 
insignificant. Capitalisr markering srrategies initiated by producers in rhe early 
1830s pitted one ballerina againsr anorher in inrensive, objecrifYing adver
rising campaigns and opened up backsrage areas where wealrhy parrons might 
enjoy the compan)' of dancers before, during, and after rhe performance. 
Poorly paid dancers and insubstanrial governmenr support Jeft the instiru
rion of dance vulnerable ro exploitation, borh sexual and specular. Having 
remained in a public venue, ballerinas eventually became Jemmes pubLiques, 
and dance, no longer an art, combined, spectacularly, physical daring and 
rhinly disguised sexual inrercourse.30 

This erosion of dancing's digniry would nor have been possible wirhour 
supporting changes in rhe conception of rhe body. The demise of any symbolic 
system of physicalized sociabiliry, rhe rise of physical educarion as a regimen 
of exercises designed ro provide a healrhy consritution, and rhe intensive 
anatomical scruriny received by rhe body had effecrively morselized ir. The 
responsive body object was no longer rhoughr to portray candidly or convinc
ingly the range of human feeling. Dancers either demonstrated proficiency 
ar mime or rhey did nor. Whar mattered was how rheir physical attributes 
added up ro a kind of characrer or enabled a certain look onsrage. Their 
individual body parts were compared in leering tones by critics. While rhe 
men were despised for rheir ungainliness, the women, repearedly likened to 
fillies, rhar aman lIIight mounr, re-mount, or exchange for a new mounr, 
or small rats, grareful for rhe crumbs rhar mighr f:lll from the master's hand, 
took on rhe lusrre of a ferishized object of desire. Thus ir is no surprise thar 
Sr. Léon's Fatma would gasp fot breath amidst rhe maJe figures who derer
mined her every move or rhar she would necessarily die from having loved. 

The only uncanny feature of Sr. Léon's produerions was rhe faer thar men 
and nor women played all the male roles. By the mid-1840s female dancers 
en travesti frequently performed rhe parrs of malc lead and supporting char
acters. A commonplace in 10wer-c1ass rhearers since rhe 1820s, rhis tirillating 
display of rhe femalc form in revealing masculine garb and of rhe female 
bodies rogether furrher eroded rhe power of dancer and dance. The female 
lead's charismatic allure dissipared alongside the ironizing moves of her 
hurlesque partner. The potenrial of dance to evoke haunring places and 
ul1speakable feelings devolved inro reaseful amusemenr. But Sr. Léon's baller 
aspircd ro tragedy, ro baller's Romantic pasr rather than irs formulaic future, 
and male performers provicled the weighr necessary for such a serious sra re
1l1t"llt cve n ir rheir own reputarion had been compromiscd by larenr aversion 
10 dI(' naS,"(:1I1 Gltcgl1ry of rhe homosexual and a rampant commodificarion 
of {"cm,dl: p lay:.i t.ll il y. 
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MOVING/SEEING: BODIES ANO TECHNOLOGIES 

The story suggested by Sallé's, Milon's, and Sr. Léon's conseclltive versions 
of the Pygmalion myth also aspires ro the tragic. As theatrical dance, having 
entered inro a pas de deux with narrative, learned to tell srories, the dancing 
body transformed from a medium of expression inro its instrumento Once a 
locus of mobilc signifYing forms, it became the dumb thing through which 
messages necessarily passed. Like the sculpror Pygmalion, narrarive constructed 
dance in its image, imparting its structure and syntax ro the spectacle and 
utilizing the dancing body to convey its concerns. In order ro attain a c1assical 
coherence, narrative dialecticized the body in rwo directions: into an interi
orized expressive fotce and an exrerior physical messenger; and inro either 
masculine or feminine bodies gendered as opposing, complementary, and 
mutually dependenr. 

Yet the "sculpror's" work, rhe labor of narrarive irselE: cannot be separared 
from rhe crucial changes in political and economic suuctures and in 
gender roles rhat occurred in France from rhe mid-eighreenrh ro rhe mid
nineteenth centuries. The particular trajectory of narrarive's effects suggested 
by the Pygmalion ballets both incorporared and enjoyed support from 
the successive attempts ar a populist government, from the rise of capiralisr 
manufacruring and marketing procedures, and from the solidificarion of a 
separate-sphere division of labor for men and women. 31 These sweeping 
changes affecred attirudes towards rhe body and art and determined new 
parhways along which desire mighr move. Before dance rold srories, rhe free 
play of eros across rhe dancing body/subjecr was permitted by rhe rigidly 
fixed social hierarchies of an absolutist regime. Once narrarive rook hold, rhe 
body, disciplined by an interiorized subjecr, aroused rhe symparhy and love 
of all good cirizens. Only wirh the proliferarion of capitalist and nationalisr 
iniriatives, did dancing come ro reirerate the ferishistic reperirion of desir<' 
and conquesr rhat turned the female body into a commodiry and the dancin~ 
body into a no-body. 

But Sallé's ballets endure as reflections on and of dancing bodies that are not no 

NI]' privileging o/ Sallé 's choreogmphy, motivated by jéminút COnW71J 

bodies. Balanced at thc brink of narrative's development, they inspirc a choreographl' 
for a woman artist clIld for a IreaWlenl olftmale characters in {Ir! 

approach to the analysis of historical dance, onc in which both the subject of hislOry ;1 lid 
lhal does not deny t!Jrm personhood, attcmpIJ to redresJ Ihe trend in 

the historian rcmain in motion. Transposing Sallé's scenario on ro the process of wril ¡I I!', 
Iwemieth-century tÚlnce húto'J' Ihat nota! her contribution a,- rMncer 

dance history, the historical dancing body would dcscend from thc pedestal of ohjl'nili... 1 

but Ilot as tÚlnce-maker. But holV ro accomp!ish meh a revision 

knowledge and improvise a duet with lhe historian in which body/b()dy-sllbjcCl~ Illlllll.dll' 
without ¡¿-.:ir/g ti body of¡tIW like Mi!O/ú immovllUf (,itl",/!"tI' 

discover and idernify themsdves_ Such a dance might tah- nUI1} I ~rms . Yl'l in il.' .Ihilll )' 


SiIU",' IJl?rsiOI7 o( Py!(ln"'i(Jfú SlIIry prrfl)rJm Ollt' /,0 "i{;/¡' tlll/I,,!IJ' 

to ,¡\Iow I'ast and presl'1ll hodics lO "Ililiarl', i[('(ud" !,,,,,, ide 1I 111 01.1 1, il lIIohd,'. i',I(llIlI dllll', 


I ~ () 

PYC/vIALION'S NO-BODY ANO THE RODY or DANCE 

o/dance ret-onsm,ctiun: projeaing /1/)' body il/to those o/ artút 


for research. Constantly in pursuit of strategies of representation that do not speak flr the 


{[nd artwork, 1 1'J' lO capy their morJemenu as foithfit/?v as 1 CIln, a// Ihe whi/e knowing 

hisrorical body,12 such a "dance" would articulate inter-discursivc spaces where writing 

dU/l my Milla' witIJ Ihose historica! tÚlllcfng bodies is a freshly choreogmphed evento 


and dancing can roam togcther, and wherc the historical no-body might rc"ivífy as a body. 


NOTES 

MU> . Mercure de Frallce April 1734, pp. 770- 2. 
2 One such productiof1 took place at the Comédie lta'lienne in Paris two 

months later. Renée Viollier's book on the composer Mourct, Mouret, Le 
Musicien des GraceJ, 1682-1738 (repr. Geneva: Minkoff, 1976, p. 145) providcs 
a detailcd account of the Paris performance whose scenario by Panard and 
I'Affichart was danccd by MlIe. Roland and Sr. Riccoboni ro music by Momet, 
who, according to Viollier, lIIay also have cornposed the music for Sallés's 
P)gmalion . 

3 This was not the case in London , where boundaries between "high" art and 
popular entcrtainmcnt were not so srable and wherc pantomime played a more 
prominent role in many kinds of productions. ror an indicarion of pantomime's 
success in England, see Richard Ralph's biography of the early-eighteenrh-cenrur)' 
chorcographer John Weaver, who used pantolllime frequendy in his ballets: lhe 
Lifo and Works ofjohn W'eater (New York: Dance Horizons, 1985). Panromimc 
was also highly devdoped in Italy for some sense of its prominence there, see 
Marion Hannah Winrcr's The Pre-Romantic Ballet (London: Pitman, 1974). 

4 See espccially Denis Diderot's DiseourJ sur la Poésie dramatique (Paris: Larousse, 
1970); "Lettre sur les sOllrds et mllcts," ed. P. Meycr, in Diderot Studies VI!, 
ed. 0_ Fcllows (Geneva: Librarie Droz, 1965); and Lettres a Sophie Volland, 
ed_ A. Babelon (Paris, 1938). See also Dideroú 'W'ritings 011 the Theatre, ed. 

5 
E C. Creen (Cambridge: Cambridge University l'ress, 1936). 
L J. Milon, I)gmalion, ballet-pantomime. en deux aCles (Paris: l'lmprimeric 11 
Prix-Fixc), VII. 

6 Jean-Jacqllcs, ROllsseall, Qttevm- Completes Vol. II (Paris: Hibliothcqlle de la 
Pléiade, 196 1), pp. 1926-40_ 

7 Arthur Sr. Léon, La FilIe du Marbre, ballet-panlomime en deux a('tes et tmis 
tableaux (Paris: Michcl Levy frCres, 1847l

8 See Charles l\-1auricc's review " La Filie du Marbrc" in Courrier des Spectacles. 
21 Ocr. 1847, pp. 1-2, 

9 ror more background on gypsy life in bohemian hance, see M:uilyn Brown's 
G)'jJsies tlnd Other BohemiallS_' the myth of the artist in nineteelllh-century France 
(Ann Arbor: Univcrsity of Michigan Press, 1985)_ 

10 This analysis alludcs to Eve Sedgwick's proposal in Between Men_' ElIglish l.iterature 
tllld Alale Homosocial Desire (New York: Columbia University l'ress, 1985) that 
ninetecnth-century narratives most often revolved 3roUlld the homo-erotic dcsire 
fClt by t\Vo male protagonists camouflagcd as the devorcd attachmcnt that each 
cxpressed for the same tcmale character. 

1I For more information on Sallé, see hcr biography by f:milc Dacicr Um: Drmseus 
de /'Oplra ,'-011;' LoltiJ XV M!!e, Sall~ (J 707-1 756) (París: l'lon-Nourrit et C ie, 
19()l)) alld 31so Pierre Aubry ami Elllile Dacier, "les Cttract¡'reJ de la DtIlHe_" 
Ifiltoin' f /'UI I {)¡'¡J¡-r¡Ú,I'onl'lll 'penda ni ltl prem¡'ire moitié du XV!1!e siede (l',uis: 
Iln nll ré Ch:lln l'ioll, 1"O"). Fol' an <'xcdknl surnm:lry of Ih" flllllTioll 01" crllt:!' 
1.1111111<'111 ,11 dI<' I.lir dI L':lI n -s. sn' l'h<ll1las C row. Hú"'t<r, dl/r! /'II/J1i,' li¡;' ill 
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tighleenlh Century Paris (New Haven: Yale Universiry Prcss, 1985). 
12 	 Her experimems included rhe pamomime ballers rhar occurred as single acrs 

wirh rhe five-acr opera ballers Les ¡ndes Galantes (1735), t:Europe Galante (1736), 
and Les Fetes d 'flébé (1739). 

13 	 See emries to rhe Emyciopedie for gesrure, sensibiliry, pamomime, and dance. 
For an insighrful discussion of rhe role of gesrurc in Dideror's rhinking see 
Herberr Josephs, Didemú Dialogue 01 Language and Gesture: "Le Neveu de 
Rameau" (Columbus: Ohio Srare Univcrsiry Press, 19(9). 

14 	 Quored in Giovanni Giacomo Casanova de Seingalr's Hisloire de ma vil' 
(Wiesbaden: r. A. Brockhaus, 1960), vol. 3, ch. 8, pp. 140- 1. 

15 	 For summaries of rhe lirerarure on comportmem and It:ngrhy bihliogr.lphies, see 
Joan Wildeblood and Perer Brinson's The Polite Worid- A Cuide lO Mannen and 
Deportment j1-om the Thirteenth to lhe Nineteemh Cemury (Oxford: Oxford 
Universiry Press, 19(5) and Esrher Aresry's The Best Beha vior: 1"he Course 01 
Cood A1anners - From Antiquity trJ ,he Present - As San through Courte>y and 
tiiquette Books (New York: Simon and Schusrer, 1970). 

16 	 William Hogarrh, Analysú 01 Beauty (1753). Repr. ed. Joseph Burke (Oxford: 
Oxford Univcrsiry Press, 1955), p. 147. 

17 	 In giving his rarionalt: for rhe esrahlishment of an Academy of Dance, Louis 
XIV cired dance's role in rhe prepararion for war as well as enterrainmem and 
edificarion during peace. See Lettres patentes du roi pour i'établissment de f'Académie 
Royale de Dame en la viiie de Parú, Mar. 1661, p. 1; rcprinred in DameurJ et 
Ballet de f'Opéra de Paris depuis 1671 (Paris: Archives Narionales er Biblioreque 
Narionale, 1988), p. 27. 

18 	 Here and in rhe following discussion of rhe masked or unmasked face, 1 am 
paralleling an argumem made by Norman Bryson concerning rhe figural charisma 
of Watteau's subjecrs. See Word and ¡mage: Franch Painting 01the Ancíen Regime 
(Cambridge: Cambridge Universiry Press, 1981), p. 74 . 

19 	 Victor Gourevirch informs me rhar Rousseau's Pygmalion was ried ro rhe working 
our of rhe difference beIWeen "amour-propre" and "amour-de-soi," caregories of 
attachment whose rheorizarion was necessary fin derermining rhe narurc of each 
individual's participarion in government. Personal communicarion. 

20 	 This line of argumcm parallds and rakes inspirarion from Joseph Roach's analysis 
of medical pracrices, rhcories of repn:semarion and rheories of acring in rhe 
eighreemh cemury. See 'Fhe Players Pa>'sion: Studies in the Scímce 01 Acting 
(Newark: Universiry of Delaware Press, 1985). 

21 	 A remarkable numher of reviews in rhe Mercure de h'ance commenr on rhe andi 
ence's desire tur more tour de force dancing. 

22 	 A good summary of rhese changes is recorded in Carlo Blasis' firsr publicatioll 
on dance pedagogy, 7raité Eiémenlaire, Théorique et f'ratique de IArl de la f)t/J/S( ' 

(Milan, 1820. Repr. Bologna: Forni, J9(9). 
23 	 George Vigardlo's remarkable book (Jn changing conceprions of bodily pOSlUrt' 

and physical education makes this argument. See Le corps redressé (Paris: J. l' 
Delarge, 1978) . 

24 Blasis' hook CI1-aité tlémentaire) contains numerous illustrations of danccrs ill 
hasic posirions. Frequenrly rhe illustrations show a doned line rllnning Ih rnu\,,11 
rhe (l'mer of rhe leg or arm or torso, indicaring rhe absrracr ideal LO wh iLh 1 , ( 

hodil), shape should conformo 
25 By casting narrarive in rhis active role , I am nying ro e1uCid.1tC correspomlc ll (\'" 

rhar 1 perceive between a numher of cultural pr<lCrices which ;111 s<·, '11I In II nd, t!\" 
an analogous proces, of narrarivi7_'t rion during rhe l'ightecllIh « '111 111")'. ¡ ltllI l' 
Abelov, hH cxarnple, has ar~ued rhal sexual practico il\l; rc;.si ll ~ly ....d,e'slI ." I·'¡ , 
hc~inJ1in~, middk ;lIld "lId "Ir lhe helelt lsexllal <ollpl... " t'\" " <';'"'1\' ~ I'''' 1.1,""111 
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on rhe Hisrory of Sexual lmercourse during rhe Long Eighreemh Cemury in 
England," Gendm 6 (Nov. 1989): 125-30. And Edwin Lowinsky makes a similar 
kind of argumcm for rhe declille of polyphony and rhe rise of melody. See his 
"Taste, Srylc, and Ideology in Eighrcemh-Cemury Music, " in Aspeas 01 the 
Eighteenth Century, ed. hy Earl R. Wasserman (Balrimorc: Johns Hopkins 
Universiry Press, 19(5), pp. 163- 205. 

26 See, for example, Jules Janin's much quored diarribe, presemed here in rransla
rion by Ivor Guesr from his The Romantic Baiiet in Paris (Middlctown, CL: 
Wesleyan Universiry Press, 1966), p. 21: ''l"he gmnd danseur appears ro us so 
sad and so heavy! He is so unhappy and so self-sarisfied! He responds ro norhing, 
he represems norhing. he is norhing. Speak ro liS of a prcrty dancing girl who 
displays rhe grace of her fearures and rhe e1egance of her figure, who reveals so 
fleeringly all rhe ueasures of her heaury. Thank God, I llndersrand rhar perfecrly, 
I know whar rhis lovely crearure wishes us, and 1 would willingly follow her 
wherever she wishes in rhe sweer land of love. Bur a man , a frightflll man , as 
ugly as you and 1, a wrerched fellow who leaps abour wirhout knowing wh)', a 
crearure specially made (O carry a musker and a sword and (O wear a uniformo 
Thar rhis fellow should dance as a woman does - impossible! Tha! this 
bewhiskered individual who is a pillar of rhe communiry, an elector, a munic
ipal councillor, aman whose business ir is to make and above all unmake laws, 
should come before us in a rllnic of sky-blue sarin, his head covered wirh a har 
\Vith a waving plume amorously caressing his cheek, a frighrful dam'euse of rhe 
male sex, come to pirouene in the bes( place while rhe prerry baller girls srand 
respecrfully ar a disrance - (his was surel)' impossible and imolerable, and we 
have done well to remove such grear artisrs from our pleasures. 'Ioday, (hanks 
to rhis revolurion which we have effecred, woman is queen of ballet. She brearhes 
and dances rhere ar her ease. She is no longer forced ro cut off half her silk 
petticoar ro dress her parrner wirh il. 'Ioda)' rhe dancing man is no longer toler
ared excepr as a lIseful accessory. " 

27 According ro Krisrina Suauh rhe situar ion was apparenrly quire differem in 
England and in rhe medium of drama where female uavesry performers hecame 
a rhrear by rhe early ninereemh cemur)'. See Krisrina Suaub's essay, "The Guilry 
Pleasures of Female Thearrical Cross,.l)ressing and rhe Autobiography of 
Charlotte Charke," in Bod)' Guards: lhe Ctitural Politics 01 Gender Ambiguity 
ed. by Julia Epsrein and Krisrina Srraub (New York and London: ROllrledge, 
1991), pp.142-66. 

28 St. Léon himself anempred ro reviralize dance norarion, hur his sysrem, of enor
mous interesr for whar ir rclls liS ahout rhe conceprion of rhe dancing hod)' 
prevalem in his rime, gaincd litrle support. 

29 One of rhe mosr famous and enduring ballers of rhe Romantic period is Filippo 
Taglioni 's La S)'Iphide (1832) wirh a scenario by Adolphe Nourrir, which ends 
in rhe sylph's dearh ar rhe hands of her morral lover. 

50 Much of rhe discllssion rhar follows has alrcady hecn expedirioLlsly prescnred by 
Ahigail Solomon-Godeau in her exccllcm anal)'sis of rhe body's significance in 
mid ninerecmh-cemury photos of rhe Coumess Casriglionc, and abo by Lynn 
Garafoloa's srraregic inrervenrion inro Ivor Cuesr's histories of rhe Romanric 
h:lllcr. See "The Legs of rhe Counress," (Jetoba 39 (Winrer 1986): 65-108, and 
"Th<: Travcsty Dancer in Ninerecnrh-Cenwry Baller," Dallce Research Journal 
17 .2 and 1R.I (1')85- 6): 35-40. 1 am rrying ro complicare rheir analysis by 
consid" ri n¡; rhe slIrround of body-relared pracriccs rhar hclpcd ro consrruct an 
o¡'jl"uili txl bmly a l1<.1 abo hy resis ring an im rnediarc connectio n bervveen (h e 
1:10,'''11 nI' d,,: 111"1..: .tallcn', status ami rhe dcmisc of an absolurisr poliric:ll 
."Y,,1\·1I1. 
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31 	 This separarion of malc and female roles inro funcrionally distincr ycr enrirely 
separare domains includcd a whole rheory of procrearion, as "10m LaqueLlI's 
wondcrful hisrory of scxualiry dcmonstrares. See A1aking Sex: Body and Gende,. 
from the Grecks to Freud (Cambridge, Mass. and London, Harvard Universiry 
Press, 1990). 

32 	 See Donna Haraway's powerful critique of rhe posirion rhar claims ro speak f(l r 
someone or somerhing incapable of specch: "The Promises of Monsrcrs: t\ 
Regcnerarivc Polirics for rnappropriare/d Orhcrs," in Cultural Studies, eds 
Llwrcnce Crossbcrg, Cuy Nelson, Paula Treichlcr (New York, London: 
Rourledgc, 1992), pp. 295-337. 
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AFTER US THE SAVAGE 

GODDESS 


Feminist performance art of the 
explicit body staged, uneasily, across 

modernist dreamscapes 

Rebecca Schneider 

Afrer Srephane Mallarmé, Chavannes, afrer my own verse, afrer al! our 
subrle colour and nervous rhyrh m, afrer rhe fainr mixed rinrs of Conder, 
whar more 	is possible? Afrer us rhe Savage God. 

W. 	B. Years on seeing Jarry's 1896 
producrion of Ubu Roi 

An invocarion of ghosrs may seem an odd place ro begin an essay on conrem
parary explicir body performance an. Ghosrs, afrer all, are explicirly 
disembodied signifiers. They are also parricularly posrmodern enriries. Wirhin 
rhe ruins of rhe modernisr myrh of originaliry, every acr, public and privare, 
is ghosred by precedence. Form is ruin, ghosred by conrenr, and conrenr is 
ghosred by rhe hisrorical rrajecrory of irs forms. A swasrika is nor a conrenr
Icss form and neirher is a human body in any imaginable srrerch of 
tcchnological or surgical rransmogrificarion. Modernisr rropes double back 
lQX)f1 rhemselves, becoming "posr" in an afrer-modernism in which anything 
recognized as "new" is recognized, in being "new," as old. Here, rhe old para
doxically eruprs on rhe scene as rhe rrue new even as ir ricochers back inro 
temporal posirion again as ourmoded. Posrmodern artworks garner rheir posr
Illodcrniry in rheir ghosr dancing, rheir playful mimicry of precedence, 
positioning rhemselvcs rclarive ro an exranr, conrinually eruprive field of 
precursory modernisr imagery and modernisr obsession. In artworks wirh a 
• oll,scious polirical agenda - such as feminisr works - rhis playful, ping-pong 
II1illlesis is 	 also polirical srraregy. I 

ModlTl1 nmsrructiol1 and inscripriol1 of rhe female body, and !TIore 
IIIS ldiollSly tit e:¡ "rcalily cfreees" Ol:casiol1cd by rhose inscriprions, ghosr contem
1'''1 .11 )' klllillist cOlll llc r-CO nStTlIcriol1s:' Evel1 in co mbar boots fcmininc for m 
1', 11I1l"I ~kd hy dI<' Il ist llri, al Icg:u;y 0 1' M':( J iscri lll ina tiol1 in cvn yday social 
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practice, by rhe hisrory and control of woman's "appropriare" imaging, and 
by rhe effecrs which rhar appropriarion (rhe Modern Woman, rhe Culr of 
True Womanhood, rhe House Wife) has had upon women's lives. The raging 
'90s impulse ro herald identiry as performarive rarher rhan fixed, narural, 
essential, or foundarional is an impulse rhar musr ar all rimes acknowledge 
rhe hisrorical backdrop of irs own projecr.3 Thar backdrop is simply rhe facr 
rhar performable insignia of idenriry - mimerics - are inevirably rclarive lO 

'rhe exranr exigencies of identiry-fixing, identiry-forcing, and rhe polirics of 
identiry naruralizing rhar has fueled rhe long-burning furnace of wesrern 
cultural "realiry effecrs" - rhe social ramificarions of alreriry. If rhar backdrop 
is ignored oc dismissed, rheories of gender performariviry risk rumbli ng 
inro an "anyrhing goes," !aissez foire of mix-n-march gender codes wirhour 
polirical drive. Afrer all, ro discover gender performariviry does nor in and 
of irsclf alrer rhe show. To be "jusr acring" doesn'r necessarily mean anyrhing 
lO Desdemona if rhe climax continues ro resulr in her dearh .. ¡ 

As posrmodern rhoughr and crirical inquiry head ever more deeply in ro 
complex inrerrogarions of rhe boundaries betwcen rhe so-called performa
rive and rhe so-called real. so-called culture and so-called narure, rhe impetll ~ 
ro rapidly disintegrare culrurally consrricring binarisms risks rhe very rh ing 
such binarisms are famous for: rhe privileging of a single rerm . The impulse 
ro wresr gender away from rhe consrricrions of "nature," ro see ir as completely 
consteucred and performarive, may shine a lighr on rhe myrhic starure 01 
debiliraring hererosexisr caregories of masculiniry and femininiry, bur ir 
also risks obscuring rhe srill operarive realiry effecrs of rhose same consrructed 
caregories. The degree ro which rhe "real" is a ruse of performance doc~ 
nor alrer rhe mechanism by which such ruses bring everyday rea.üúc.' 
inro rheir effecrs. Pur yet anorher way: while the "real" mar always br 
performarive, or constructed, rhar consrruction and irs reconstruction anJ j i ' 

re-reconsteucrion exisr in a bartlefield ghosred by rhar construcrion's h isl<l/ 
ical effecrivity - irs realiry. 

So, how can we approach rhese ghosrings? Ir is by now an esrabl i~ I1(:d 
conundrum in culrural studies: ro teear any subject marrer or objecr of sllldy 
"objcctively" is ro shroud rhar objecr in an armarure of disinteresr rhar wi l\ 
rhe viewer, rhinker, wrirer and her/his ves red interesr or subjecrive i rnpli~ .. 1 

rion in rhe scene of viewing, srudying, represenring. And yer, rhe Ilnveil i¡¡¡; 
of a viewer's subjective invesrmenrs can equally serve ro obscure an objcLI pi 
study, wrapping ir only in rhe porentially endless displacements of rhe ViCWl· l'.. 
arremprs ro locare herself. In rhe dia\ccr.ical pull between objecrive and suhj¡'( 
rive approach, ir can be a compliciry, a mutualiry, rhar is ignored or disg\l i,nt 
The norion of "performance" bears berrer rhan "consrruction" lhe co mpilo>. 
iries of complicity, in rhar ir implies always an auclience/pcrfl'l nm:r Uf rit ll.tI 
participanr relarionship - a reciprociry, a pracrice - amI :lS slIch t11l' 1101 iO IJ 

has beco me integral ro " cultural crirical pcrspectivc whic;h W¡ II I1S 10 ('x l'l<I" 
rhe dynamic Iwo-way Slren, rhe "Sp~ICl' hClwc.:cn" sdr ;l ml o lhel', \11111<" r 
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and objecrs, masrers and slaves, or any sysrem of social significarion. 
Foucauldian examinarions of power and knowlcdge as discursive formarions 
and examinarions of discursive formarions as events have implicared rhe body, 
or social embodiment, in any scene or sire of knowledge. Thus, sirring before 
an "objecr" of study, rhe question becomes one of how ro apprehend - wirh 
rhe double connorarion rhat word bears of borh "know" and "fcar" 
such an embodied space a second rime, afrerlin/aware of rhe hisrory of 
objecrificarion? 

Particularly because rhe disprivileging of woman has been so dosely aligned 
with her general cultural represenrarion as sex, her sratus as objecr given
to-be-seen, this question of how ro apprehend the space between masculin
ized subject (given to know) and femjnized object (given to be known) 
has prompred feminisr inquiry inro the dynamics of western culrural ways 
of knowing tradirionally wrapped up with visuality, with vision set fonh as 
proprietary, transcendent of ractiliry, omnisciently disinteresred, and essen
tially separare from rhe object which ir apprehends. 5 The quesrion beco mes: 
how can we see orherwise, wirhour replicating the dynamics of indifferent 
visualiry as if for the firsr rime, in a kind of Nierzschean Eternal Return 
of rhe 5ame? How do we see for a second rime? lnrerestingly, Websrer's 
definirion for "second sighr" is reminiscent of rhe general irrational, anti 
foundational arrribures ascribed to rhe second sex: "The power of seeing 
beyond rhe visible; intuitive, visionary, or propheric power." Like "woman's 
intuition," second sighr is a feminized domain. Seeing beyond rhe visible is, 
of course, oxymoronic, as is rhe materialisr impulse ro see sight, to show rhe 
show. And yet this impulse toward the oxymoronic might fit the scene of 
"woman" wirh sorne precision, for women are culrurally positioned as inher
ently oxymoronic in rhe sense thar, afrer Theresa deLaureris, woman is 
unrepresenrable excepr as representarion. 6 And, as has been amply poinred 
out in feminisr rexrs as academically endowed as Peggy Phelan's Unmarked 
or as popularly broadcasr as Oeborah Tannen's "Marked" in rhe New York 
Times A1agazine, there is no way a woman can escape rhe historical ramifi
carions of that representarion unless she passes from visibiliry as woman, 
passing as " manJ As "woman," she is a preceded by her own markings, 
slanding in relarion ro her body in hisrory as if beside herself. 

MODERN WHORES ANO POSTMODERN 

PERFORMANCE ARTISTS 


111 J1l;]ny ways, contemporary feminisr performance artists present rheir bodies 

. I .~ dialectical images. Key ro Walrer Benjamin's materialisr rheory-cosmology, 

.1 dialcdical image is an object or consrellation of objecrs which reveal or 

n pose Ihe Iraces of their service ro rhe dreamscape of corrunodiry capitalism. 

1·'l l'}' .lft' ohleCls which givc rhemsdves away, showing signs of Ihe "rwo-way 

'lI'el..'I ," indll.; 1I ill L!. 1!t"1 dley ,Ire IlOt cmin:ly lhat which (he)' have becn givcn 
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Figure 9. J Annie Sprinkle during a 1989 performance of Post Porn Modemism 
(Copyright Annie Sprinkle) 

(O represent (rhe way cracks in face-paint or runs in mascara mighr sh ow 
rhe material in rension wirh rhe construcred ideal) . For Benjamin, the pros
rirute presented a prime dialectical image in her inherent split as bo rll 
"commodity and seller" in one. The whore has certainly been an obsession 
for modernists in general and, as Baudelaire illusrrared and as Christine Bllci 
Glllcksman has explicated, she can be read as an allegory for modernity irscll. ~ 
In Susan Buck-Morss's words, carved rhrough Benjamin our of Marx's Capital: 

The prostitute is rhe ur-form uf the wage 'laborer, sclling htrsdf in order l() 

survive. Prosriturion is indeed an ubjtcrivc cmblcm uf capitalism, a hieroglypiJ 
uf rhe true narure of sucial reality in rhe sense [hat [he E6'yprian hitroglyphs 
were viewed by rhe Renaissance - and in Marx's sense as well: "Value tralls. 
form s ... evcry pruducr of labor inro a social hieroglyph. People rhen rry lo 

decode the meaning of rhe hieruglyph in ordcr tu get bthind rhe secrct of 
their own social producr [...l." The imagc uf [he whore revca ls rhis seU!'1 

like a rebus. Whercas every rrace uf rhe wage laborer who produce.! dll' 
cornmodir)' is cxringuished when ir is turn our of cunrext by its cxhibi tioll 011 

display, in rhe prusritutc, both momems remain Yi5ible.~ 

Prosritures are inherendy ambivalent. By showing rhe show 01' rhl'ir <'OIl1 l11o d 

ificarion and by not complercly passing as rhar whidl Ih\:)' pu rpol'l lo 11, , 
dialectical imagcs sllch ;lS proslilu tC!S or tlscd "IIUl IIIO,kd" "ol\lI npd i1Í ... ~, l 11 1 
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talk or gesrure back ro rhe entire social enterprise which secrer(e)s rhem. For 
Benjamin, such images providc a history of objects accumularing in rhe cracks 
of capiralism's "progress" which can be read back againsr rhe pervasive myrhs 
of namre, value, and social order. 

Ir is sornehow in rhe flickering undecideability between rhe subject's reading 
and rhe object's cracks rhar dialectical images threaren ro work. The chal
lenge in engaging dialccrical images scems ro lie somewhere in bctween - a 
space ar once cxceedi ngly privare, full of personal particulars, and radically 
public, full of social inscriprions - a fraught space - a space feminisr perform
ance arrisrs, and cultural crirical rheorists "writing performances," have been 
approaching as deeply imbricated in the social dynamics of rhe marked body. 
lnto rhis frallghr space I found myself repearedly placing a specific perform
ance arrisr, prosritute Annie Sprinkle, as one places a quesrion mark. In my 
mind, Sprinkle also sat ar the thrcshold of rhe impasse between essentialisr 
and consrructivist cririques of gender. 10 Sprinkle's work beca me, for me, prob
lematically emblemaric of rhe rense srand-off bcnveen rhe lireral, marerial 
body and the symbolic body of "woman." 

I had been running rhe Sprinkle performance of PO)·t Porn Modernism 1 
had seen at the The Kirchen in Manhattan across rny memory in a kind of 
erernal return. 1 kepr replaying rhe image of Sprinkle's spectators sranding 
in the line rhar bridged rhe magic gulf between rhe stagc and the house, 
wairing ro accepr Sprinkle's invitarion ro shine Aashlights through rhe 
speculum she had inserted into her vagina. As spectators, we were in line 
for rhe show within rhe show: rhe theatrical "moment" when one by one we 
would peek ar the performer's cervix as rhe name of arr slapped againsr rhe 
name of porn across rhe srage within rhe srage, rhe proscenium of the pros
rirute's body. Unfolding rhe scene again and again across my memory, I found 
myscIf encounrering Sprinkle's cervix as rheorerical rhird eye, like a gaze fram 
rhe blind spot, meeting rhe spectator's - m)' - gaze and instandy doubling 
back over a field of modernisr obsessions. I rhoughr about Bataille's horror 
and fascination with the envaginated eyeball in his Story of the éye, abour 
Freud's inscription of the female genitals as "blinding" in "The Uncann)'," 
and about Walter Benjamin's efforts ro "invesr" an objecr or rhe objecrified 
wirh irs own gaze, as if ir l11ighr nor already possess such capabiliries of irs 
own. Passing such remarkable modernisrs across rhe parlt of m)' inquiry 1 
tried , in m)' mind's eye, ro hold on ro rhe ractile and viscous pinkness of 
Annie's cervical eyeball, peering our, efflllgent, from rhe sockcr of her vagina. 
I ;lIso rhought about my own eye meering rhis cervical gaze as well as my 
OWIl e)'e seen seeing by Annie's orher e)'es, rhe ones in her head, warching 
lile warch her and perhaps even carching rhe glint of her own cervix reflected 
. . 
111 my reuna. 

I.i ll'ra ll y spl::a king, ir wa.~ a storm - a hurricane - rhar inrerrupted 111)' 

I¡;Pl'lill VI,; n:tltillkillg oí' litis l'IICOUIHcr. I was far from The Kitchell , off 
1111: LO:I,I ur M:1,~.~H ' IlIm:lls, [,111 slill l' nrr:lI1ctd, c:Iughr, b), rhe lingcri ng 
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after-image of Sprinkle's performance and rhe rheoretical quesrions that 
followed in its wake, when 1 found mysclf in rhe midsr of a "natural disasrer." 
The s[Orm disrupred my inquiry and dispersed rhe Sprinkle specrarors 
lined up in my mind's eye. 1 had come, in any case, [O an impasse. The 
norion of a "returned" gaze or an object's eye seemed always [O be reacring 
[O an inirializing challenge, always servicing a scene marked by rhe sdf
perpetuaring and ulrimarely boring tango-hold of parriarchal objecrificarion, 
always complicir in a drama of submission. The impulse [O find an "objecr's 
eye," like a "female gaze," seemed fraughr wirh rhe impulse [O creare yer 
anorher de-objecrified subjecr, caughr in rhe binaried dance berween subjecr 
and objecr rhat had ser rhe srage for rhe shadow play of gender in rhe firsr 
place. The tempest offered more rhan a good reason [O break. 

Break 

I srepped ourside rhe house on ro rhe porch. Taking rhe enormous push of 
the wind as sorne kind of invirarion and sensing rhe rush of firsr fear, 
1 misrecognized myself as viral, wirty enough to survive, ready. Never mind 
rhar rhe windows had been creaking as rhough possessed by spirirs of rhe 
shipwrecked drowned. Never mind rhar rhere was somerhing c10se ro my 
own Aesh color in rhe spiky rentacles of teee interiors rwisred in[O sudden 
exposure. I srepped off rhe porch and on [O rhe wide field of rhe yard. I was 
alive and infinitely eapable - whipped by rhe rush, defying rhe e1ements, 
balancing on rhe edge of desrruerion. 

I found my body Aar on irs face in an insrant. Hir by a blasr rhat must 
have jumped round rhe eorn(:r of rhe house, I was thrown well off rhe spot 
I'd been bravely, or naively, romancing. I crawled back [O rhe porch, rhcn 
into rhe house. Shaken by rhe infinirude of my own naivery, 1 warched rhe 
resr of rh e untesr from rhe inside, rhrough windows preoeeupied with rhe 
whispered porential of insranr explosion, sudden death . 1 warehed reees rw i.q 
off of rheir own rrunks, almosr gracefully, and come dramarically down a~ 
if in a bow of submission, as if in respecr for rhe quick visibiliry of invisi 
biliry, the sudden faer of a fall, rhe insrant blasr of devasrarion. 

Then carne rhe eye - like a hole in rhe real. The eye of a s[Orm is a hollow. 
sunny place in rhe middle of devastarion where a force rhar hir om: wíly 
inverts irself and hirs in reverse . Pasr and furure ar once, the eye is vaGlted 
of rhe presento A horrible srasis where an impulse rhar threw irsclf ourward 
waits for ricocher, as a gaze, reAecring againsr glass, is rhrown baek U pClII 

irself in a moment of recognition. Or perhaps the uncanny caltn ill the cyl' 
of a storm resembles the force of a gaze which , meering irs object in a lit l'f. o! 
eye, stands for moment unccrtain of rhe force of the eounterg:17,(' by wl\l~1I 
ir may be expelled against irself, abjecred. 

In thar unsenling space of silcnee wht:n force cÍrl·!t-s ll.ll'k as i l ' \lW ll 

counrcrfon.:t:, I began ro rcchink th~· IHllioll 01' tlu ' Objl'( 1\ t:Y\' :\IId ' .. 11'10 
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evenrually, [O reframe the quesrion in rerms of an uncanny counterpan, 
shrouded, or secrered, in rhe raging rush of invisibility. Whar is the danger 
in rhe uncanny calm? Whar is rhe danger in unseen eye, or the eye of rhe 
unseen, suddenly seen? Perhaps anemprs ro reseue a female gaze or discover 
an objecr's eye - ro bring, we mighr say, rhe seeming blinded [O seeming 
sighr - displaces or shrouds anorher, more complex issue, Can rhe drive [O 
invesr rhe objecrified wirh a countergaze be considered relarive to anorher 
norion: rhe unsertling eye of a secrer? The eye of rhar which has been 
secrered? The eye, hidden and denied, which srill sees? And whar does rhe 
secrered see? 

The storm passed 

I went back ro rhinking abour Sprinkle, a make-up bedecked, reddy-bearing 
disasrer in rhe natural. 

In rheory, "real" "Iive" Prosritute Annie Sprinkle in her Post Porn Moderism 
layar rhe rhreshold of rhe impasse berween true and false, visible and invis
ible, namre and culrure as if in the eye of a storm, As any "whore" is given 
ro be in rhis culture, she is a misrake, an aberration, a hoax: a show and a 
sham made of lipsrick, mascara, fake beaury marks, and black lace. But she 
is also somehow woman untamed, woman unsocialized, woman unclassed, 
wornan unculrured, woman, rhat is, "natural. " When she lays, lirerally, at the 
edge of rhe stage and inserts a speculum into her vagina so rhar art-world 
specrarors and porn fans alike can line up ro carch a glimpse of her cervix, 
she one-ups Duchamp, appearing as a living roilet sear in rhe art gallery. 
Here we have Living Whore, icon of modernism, historie roilet sear of 
humanity, the oldest (illegal) profession, revealcd in rhe frame of Aesh and 
declaring he rself, adamantly, "Post." 

As porn and arr collide in The Kirchen - which nevertheless in a tangle 
of c1ass issues remains a trendy "art" space versus an arty "rorn" theater 
rhis scene mighr read as a postmodern parody of a modernisr aesthetic - a 
doubling back over modernist canonical obscssion with rhe explicir fe mate 
body, and explicirly the prostiture's body, as a primary foundarion for the 
erecrion of high modern identity. Perhaps Sprinkle's porn/arr could be read 
as a "rake" on high art such as Origin oftlJe World, Gusrave Courbet's 1866 
painring of a woman's bclly, rhighs, and genirals so "realisr" rhar irs one-time 
owncr, Jacques Lacan, kept it veiled behind an abstraer "hiding device" 
construcred by surrealisr painter Andre Masson. Or perhaps Sprinkle's Post 
Porn Modernism can be read as a performarive "rake" on Maner's Olympia, 
taken a few sreps further than Sile, rhe 1964 Judson Church remake of 
()~ym/,itl by C arolee Schneemann and Roben Morris, in which Schneemann 
pmnl nlldt: :lS Olympia whilc Morris built a wooden framc around her, 
.'iprinklc's vc rsiol1 lTI ighr be dllbbed Sight. Sprinkle spccrators line up ro get 
;t pl'l' k .H tll ( ,n'lI l' ,, 1' 1. 1.' 1' cervix l'lllhed(kd in hcr cxposed pllssy, whieh is 
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Figure 9.2 !:tan! donnés: la chute d'eau; le gaz d'eclairage, Ivíarcd Duth" "'1 '. 
1946-66 (Philadelphia Museum of Art; gifr of the Cassandra Foundati"n l 

1(, ., 
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in tLIrn embedded in her specinc body: a kinkily clothed, porn-queen's body. 
The bod)', on a bcd raked for visibiliry, is embedded on the stage of The 
Kitchen, which is an art space embedded in the tradition of the avant-garde, 
embedded in rhe larger frame of the "Art" establishment, embedded in ideals 
of Western Hisrory, a histor)' of a Patriarchy which, broadly speaking, can 
be said ro be embedded in the effort ro manipulate and control ... the 
scene of the cervix. 

If we can dub Sprinkle's show "Sighr," we can also see her piece as a 
doubling back, a performativc riff on another modernist classic: Duchamp's 
Hant dannés, (uGiven that .. ."). In this 1946 assemblage, Duchamp makes 
an oven depicrion of western habirs of speculariry: perspectival vision, with 
woman as vanishing-point as well as origin - she is innnire recession, infi
nite reproducrion. Rosalind Kraus, after jean-Franyois Lyorard, suggesrs rhat 
Duchamp's piece is based on rhe sysrem of classical perspective but is simul
taneously "maliciously ar work ro lay bare that system's hidden assumprions. " 
In Etant dannés, Kraus wrires, "all rhe elements of perspecrive are in place, 
bur in a strangely literal way." 

The role of the picrurc surface thar slices through the visual pyramid of clas
sical perspective is played, for examplc, by a brick wall, wirh the possibliry of 
seeing-rhrough rhar is normally a funcrion of picroral illusion now a marrcr 
of lircrally brcaking down rhe harrier ro produce a ragged opening. And [he 
vicwing and vanishing poinr. or goal of vision, is manifcsrcd hy [he dark inte
rior of a hodily orifice, the oprically impenetrahle cavity of the spead-eagled 
"hride," a physical rarhcr rhan a gcoll1errical limit ro the reach of visiono And 
the viewing-poinr is likcwise a holeo rhick, inelcganr, mareriaL" 

Unpacking Duchamp's asscmblagc cven funher, Kraus, again rhrough Lyotard , 
makes evident a veiled secret wrinen into the geometrical underpinnings of 
perspectivalism. If perspecrive is orchestrated around rhe rheorerical identiry 
berween viewing-poinr and vanishing-poinr, and if rhe vanishing-point is 
inscribed as inscrutablc lack, as always already vulvic, then "He who sees is 
a cunt." Here we glimpse an underpinning of patriarchal rerror, written into 
the very mechanism of visual perspective: when rhe peeping eyes "think rhe/re 
seeing rhe vulva, they see themselves." 

Sprinkle can be read as taking Duchamp's literaliry, "maliciously at work," 
a step further. Sprinkle places her particular bod)' as rerrain, as vicw. 
Thc bride is, here, not general woman, bur particular woman - particular 
whorc - with a particular life sror)'. Sprinkle's bod}', unlike Duchamp's bridé 
and Courbet's Origin, bears a head and a gaze which complicares the exchange 
bctwcen vicw-poinr and vanishing-point. Mighr we considcr Sprinkle's 
pcrformar.iviry as perspecrivalism on the Aip? A rupture produced by the 
ocdudcd pcrspccrive of the blind spot suddenly given ro see? 
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EYEIBODY 

In 1963 Carolee Schneemann reclined nude in her own an iostallation. 
Eye/Body was criticized in its day as self-indulgent exhibitionism, but histo
riaos such as Lucy Lippard have since recognized the work as prescient 
one of the first American installations to i ncorporate the artisr's own bod)' 
as object-terrainY Schneemann's "kinetic environment" consisted of 4 x 9 
foot panels, broken glass and shards of mirrors, photographs, lights, motor
ized umbrellas, and her own nude body. In what she called a "kind of 
shamanic ritual," she iocorporated her oaked body into her construction by 
paintiog, greasing, and chalking hersdf. With Eye/Body Schneemann was 
keenly aware of the paradox that her physical bod)' was eagerly seen (she had 
appeared nude in numerous Happeniogs and had been dubbed "body 
beautiful") while the body of her art work was hardly or skeptically seen. 
lo fact, much of hcr impulse ro indude hcr body, explicidy, in her work 
came from the fact that when Schneemann begao constructiog the installa
tion io 1962, the painter was fed up with feeliog that her gender inhibited 
her consideration as a serious contributor ro the art world. Beyond the dance
identified cirdes of Judson Church, she felt she had partial status, aod was 
personally troubled by the suspicioo that she was ioduded ooly as a "cun t 
mascot" in the heavily male diques of Fluxus and Happeniogs. 13 Her respons 
to this feeling - covering her naked body in paint, grease, chalk, ropes, and 
plastic, and incorporaring it ioto her work - was to address her mascot-dom 
direcdy. Eye/Body established her artisr's body as "visual territory," as if to 
declare: if 1 am a tokeo, theo 1'11 be a token to reckon with. But the work 
aJso suggested a compJex theoretical terrain of perspectivalism on rhe fl ip. 
Eye/Body suggesred embodied vision, a bodily eye - sighted eyes - arris(\ 
eyes - oor only in the seer, but in the bod}' of the seeo. 

Female Fluxus anists, Happeners, and early cultural femioists begao ro lI~l' 
their bodies explicitly in their work, exploring, among other things, t h t 

paradox of beiog artist and object at once. Very often these worncll ',~ 
works were, io Yoko Ooo's words, "rejected as animalistic" by male colleagllc~, 
and the maJe-dominated art establishment." When Kubota performed he! 
Vagina Painting at the PerpetuaJ Fluxfest io New York Ciry in 1965 <¡ li t· 

squatted 00 the floor and painted on a paper with a brush that extcn,J..:d 
from her vagina. Her maJe colleagues hated the piece, despite the bu Ih.\I 
Yves Klein's 1960 use of nude women as "living brushes" in 1959 had b WII 

widely celebrated. Woman as anisr's brush, womao fctishized as phallll~ 
acceptable, even posh. But woman with brush was in sorne way woman //li t/¡ 

phallus and thus un natural, monstrous , threatening, primitive - nOl an i ~1 j. 
Women artists making actions when ''rhe actors were all men"" dCl n.IfH ll·" 
a certain transvestism that not aH were prepared to l:mploy. S0I111', likt' Kuhol I 

O no, and Sch neemanl1, wanted LO remain "wo man" t1fld wid ..! lhe: 1>' 1>,1, . 
that is bl' hmh female anJ artisr. SlIch works Wl'l'l ' , :IS I hv id 1;111 11:\ WhllI ,,1 
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Schneemano's film Fuses, "hardly able to be seco" and were most often 

dismissed with mockery.16 
The demonstrative medium of live performance meant that the fact of ao 

anist's gender, among other things, could not be easily dismissed . Of course, 
performance and the artist's actions (if not explicitly his marked body) were 
iocreasingly the mode of the art worLd in general , most notably since Jackson 
Pollock's mid-1950s emphasis on the "action" of his brush and the flight of 
his paint through air, but traceablc in avant-garde lineage back through 
Duchamp, dada, and rhe futurists. In contradistinction to the general emphasis 
on purely "concrete" actions, however, the bodily works of women could not 
be approached as if embodied actions traoscended social prejudices of gender, 
race, and dass - as if the base and elemental body with which artists, with 
rapid increase after 1945, had become particularly enthralled were not riddled 
in its marerialiry with non-concrete socio-political significances. 

Works by men which did employ the politic.'11 overtones of the explicit 
body _ such as Paik's 1962 YoUrtg ?enis Symphony, in which ten young men, 
hidden from the audience behind a large sheet of paper, stuck their penises 
through the paper one ar the time - were subject to very different responses 
than explicit body works created by women. Paik's piece might have "poked" 
fun at the spectade of phallic size and power, but his display remained, under 
his authorizing signature, in good humor. In contrast, Martha Edleheit has 
said of her early 1970s paiotings of maJe nudes with penises which "droop" 
that even her "neutral" e)'e bothered men "who are not used to beiog treated 
so indifferendy, or 001)' literally ... a straightforwardly preseoted penis much 
disturbs rhem too: mere viewing is a kind of judgment."17 While it might 
be possible ro argue that Paik's piece was in good humor aod works like 
Edleheit's neutral "droop" or Louis Bourgeois's Fillete, a rwo-foot long penis 
done in moist-Jooking malleable latex and hung from a meat hook, were 
not, it is also possible to argue that "good humor" was extended to male 
artisrs aod their utilizarions of the bod)' far more generously than to female . 
Another example, also concerning Paik, better illustrates the situation : 
Charlotte Moormao was arrested for, tried, and found guilry of indecent 
exposure during her 1967 performance of Paik's 1966 Opera Sextronique in 
which she exposed her breasts. Paik, however, was not found not guilty as 
the judgc deemed it impossible ro creare "pornographic music." As Kristine 
StiJes writes, "Paik and Moorman's actions are extraordioary demonstrations 
of the role the body plays in structuring not only the meaning and presence 
of objects, but the juridical and institutional practices that control, manage, 

and litigate that body."' S 
¡';or the woman artist authoring work, the problcm was immense. The 

l'xpkil bod)' ilsclf was not the problem - there has been "exposure" io art 
I;.)r .I:I,.'Il Ul ries - Dur the lines by which the explicit body is explicated, 
by ....,hid, il is framnl, displaycd and, even more importand)', "aum ored," 
h,IW hl'l'II vt.'ly \\Id l polín'd. hy jlll'ídic.t alld aV;1fll-gardc eS l'ahlishmcms alikc. 

16 
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In the 1960s embodied works by women could not be easily digested into 
the territotial "bad boy" oeuvre of the avant-garde. Their authorízing sígna
tures were suspect. And very often these works bore autobiographícal or at 
the very least "personal" overroncs which challenged the formalism at thc 
base of so much avant-garde practice, pointing ro socially and politically 
contexted experience of form versus abstracted formal principals, a fact which 
had enormous influence on the broader 1970s generation of feminist perform
ance arto 

The 1970s was a decade art critic and historian Moira Roth has called 
"The Amazing Oecade" of women's art. Feminist performance art burgeoned 
on the West Coast around Judy Chicago and Womanhouse and in New York 
among women who had been either excommunicated, like Schneemann, from 
the Art Studs Club, or who were entering the scene with their "conscious
nesses" already raised. 19 In the 19805, artists falling under the rubric "female" 
commanded greater recognition. Interestingly, this recognition grew in direct 
proportion to the demise of the stronghold of formalism in the am, a demise 
forwarded by the innovations of feminist painters, photographers, filmmakers, 
and performers such as Sherrie Levinc, Cindy Sherman, Laurie Anderson, 
Yvonne Rainer, Linda Montano, Nancy Spero, Jenny Holzer, Barbara Kruger, 
and Louise Lawler, and promoted by editors such as Ingrid Sischy of Artfomm 
and curarors such as Marcia Tucker of the New Museum and Manha W ilson 
ofFranklin Fumace in New York City. As women artists beca me more difficul l 
ro ignore, feminisr theory and practice gained in complexity, and as rheory 
and pracrice gained in complexity, women anisrs beca me more difficulr ro 
ignore. If rhe 1970s feminists had, in an effon ro establish a fem inisr 
voice and a feminisr stronghold, largely been seeking a "true" or posirivc 
image of Woman , by the carly 1980s artists were able to declare thar [hc 
Woman rhey soughr was a cultural consrruct, a srrategic moment, and could 
move ro the more marerialist norion rhat identity is produced through Lhe 
machinations of representation. Intersecting with posrsrructllralist theories ill 
a powerfully burgeoning amalgam of French and Anglo-American fem inism:., 
by the mid-1980s anists could aim beyond rhe "essential" woman to an a lyl~' 
how and why meaning and irs cngenderment is produced. This shifrinl', 
of emphasis away from essentialized female nature toward a radical inh.:r 
rogarion of both engenderment and nature motivared and gained morivalloll 
from the general politicization of aestherics at rhe backbone of crirical po.\I 
modemisr inquiry. 

Cririques of essentialism can rhus be said ro have grown our of eSSCll1 i,d i" 
cririques, as one generation grows our of anorher.20 With obviollS illhlTit .lllt( 
from thei r culrural feminist predecessors, rhe body rernained a r crfClrlll.IIIVI 
sire for a generation of materialist explicir body perfOrlllCrS, bur r1 ll" Il' IIII'. 
of rhe drama had shifted from, broadly speaki ng, invocJLÍull ()f püs il ivl.: f~ 'I 'I '. ,h 
imagery to parodies played out :J.cross bod ily parr.~ in whidl idml il y h l"CIIlII 

a Illallipulahlt· mi.\'('-t·/I - '(I"h /I' of physical a~·lo IJl t·rml.·nl ;11,,1 "~df" bl.'....1I11I 
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something as shifty as costuming or plastic surgery. One of rhe dramas plaYl:d 
our across the explicir body became, increasingly in rhe larer 1980s and early 
1990s, a drama at rhe juridical and institurional inrersection of pom and 
arto The issue of the "appropriate" venue for rhe explicir body became mosr 
clearl)' an issue nor only of who bears rhe right ro wicld the pornographic 
detail as art (Maner or Olympia?), bur also and perhaps more insidiously 
who bears rhe righr ro explicare the social, historical significances of those 
details. 

LEGACIES OF SAVAGERY 

Thus 1 leamed to barde the canvas, ro come ro know ir as a being 
resisring my wish (dream), and ro bend it forcihly ro rhis wish . Ar firsr 
it sounds rhere like apure chaste virgin ... and then comes rhe willful 
brush which first here, then there, gradually conquers it wirh a1l rhe 
energy peculiar ro ir, like a European colonist . .. 

Wassily Kandinskl l 

Though Kandinsky was doing batde with rhe canvas and not, like many 
avant-gardes, the institurion of high an, rhe characrers in his batde were 
clearly marked: women and colonials. Wirh Picasso's 1905 "D'Amoisselle's 
dauvignon" most often marked as origin ,22 mimetic incorporarion of rhe 
spoils of colonialism inro rhe halls ofwestetn an simply extended the general 
appropriarion aod incorporation into rhe body of European culture of, as 
Kenneth Coutts-Smith succincrly put it, "rhe diverse cultures of rhe whole 
world and of al! hisror)'. "23 A massive cOl1Sumption of orhers into rhe scope 
of rhe wesrern sdf was underway. Mimesis through high an, Of reproduc
rion wirh aesthetic distance, assured thar rhe assimilarion rook place on 
western rerms. And yer rhe rerms of rhe incorporation of rhe colonial other 
(the primitivized) was, ar least between the years of 1880 and World War II, 
a sire for debare. That is, rhe primirive was represented borh as a sire of 
nosralgia and desire (rhe noble savage) and as a site ro provoke fear, repu
diation, and horror (the savage savage). Mimetic allusion ro the savage savage 
in ans of confrontarion, such as dada and later rhe dissident surrealisrs of 
the Collcgc d'Sociologie, bear a ghosrly rdevance ro conremporary feminist 
performers of rhe explicir body. In making rheir bodies rheit canvases -
Schneemann smearing het body wirh paint or Karen Finley smearing het 
body wirh viscous substances or Sprinkle explicaring her make-up as whore 
- fem in ist anists of the explicit body might be read as lireraliz.ing Kandinsky's 
Illcraphor, ralking back ro rheir hisrorical insctiptions. 

As we strllgglc ro undcrstand ourselves as postcolonials, the iconography 
o" I hc colo nial amI "savagc" body - the black body, rhe female body of 
n pli\.il phy~ i,:;d m.lrkill¡;S amI impl icit . hiddcn qllesrio ns and dangers - srill 
Icilud:llc, ,I~ lh.l l whidl pOI"lllially rhrl'arcns civil idcnliry. 2'¡ TI1(' scandal i;r.ing 
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potential of primitivity and the concomitant aes theticization of artifacts of 
the "primitive" inscribe a veritable hisrory of modern art. In the early con
fronrarive avant-garde, before Picasso's mimetic initiative in sryle effectcd rhe 
long migration of African fetish objects out of the Trocadero and into an 
museums, primitivism as confrontation was almost a modus operandi. In rhe 
hisrory of performance, Alfred Jarry's staging of his Ubu Roi ar Théatre de 
I'Oeuvre in 1896 is a famous case in point. The show caused a rior on each 
of rhe rhree nighrs of irs runo Jarry's "Ubu" spoofed rhe general symbolist 
arrempt ro accentuare a rranscendental or dreamlike realiry. In Ubu Roi, Jarry 
chose as his ulrimare symbol somerhing so profane, lireral, and explicir rhat 
ir could nor be rranscendent, could nor evoke for his audience any higher 
ideal. Jarry chose loudly and repearedly ro exclaim "shirr!" ("merdre!") in rhe 
halJowed halls of rhe rhearer. Importanrly, his excremental affronr was coupled 
by an important parallel confrontarion: rhe far and whiny King Ubu (a name 
wirh an obvious Africanism) who uttered rhe explerive. The King Primirive, 
obsessed wirh bodily funcrions, disallowed transcendent or disranced aesrheri
cizarion. Ubu has been hisroricized as rhe birth of rhe confrontarivc 
avant-garde - a confrontarion rhar caused rhe symbolisr Years ro wrire sadly 
afrer one riorous performance: "Afrer us rhe Savage God." 2) 

Reminiscent of Jarry's "savage god" affront ro Symbolism, a number of 
Surrealisr artisrs and wrirers, norably Georges Baraille, Michel Leiris, And ré 
Masson, Oesnos, Queneau, and Artaud (whose rhearer was named Théarrc 
Alfred Jarry), ser off a crisis wirhin Breron-idenrified Surrealisrn and founcl 
rhemselves excommunicared from Surrealisr ranks. An undercurrent issue of 
rheir affront concerned, again, rhe place of "primirive" artifact and erhno
logical account, especially regarding transgressive social practice relative ro 
aesthetic or formal properties of "art. " 26 Sirring squarely in the realm of rhe 
material, bodily derail was base. In its alignmenr with marrer, the body rhcn 
shared a common space wirh all things "primirive." Acceprablc Surrea li~1 

primirivism (rhar is, Surrealism passed by Breton) employed what Rosali nJ 
Kraus has called soft primitivism, "a primitivism gone formal and thcreforc 
gurless," part of the general "art for art's sake" aesthericizing discourse O!l lh~· 
primirive. To rhis Kraus contrasts rhe dissident group's "hard primitivi ~m," 
which sOllght in the primitive a kind of "primal vandalism."D ror dissidclI l\ 
surrounding Baraille, mimesis of primitive expression was a means of Hi f', 
gering a critique of positivist, "civil" idenriry. Hard primirivism wa~ n OI ,1 

means of expanding rhe marvelous domain of wesrern aesrheric scnsihil ilÍc:', 
but of ttansgressing rhar domain and rhus exposing irs veilcd bur cver-p r¡;~l'fl l 
"sadisric" underbelly. 

Baraille's trearment of rhe issue of lireraliry reverberates Wilh SOIlW 01' di 
work of contemporary explicir bod)' performance anises . lhraillc SilU:llcd 1' 1', 
dissident primirivism relativc ro his general theury ()f ~h c al11bivaklll !'plit , JI 

all sign ificarion, an alllbivalence nI' LIle in cerdcpcndcl1cy uf hillary I" l"Im , It .li 
s\(¡kt:d tlH" ()bSt;~sivc lirl' hl"ali n¡,; IIp rll l' (:(lll¡:~c de .)Illilllllgic d" VIO!t-II, \ 
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at the heart of all sacred acrs, the sacred moment ar the cenrer of sadiSIII . 
Mimesis of (hard) primitiviry was inexorably linked wirh sadism in that ir 
was seen as inhcrendy confrontarive ro the humanism and idealism of western 
civilization. Thus practice of primitiviry, like pracrice of transgressive sexllaliry, 
could function as a "crack in the system," disrupting hllmanist and idealist 
uniries and aspirations. 2R ror Bataille, the savage body functioned like a 
potholc in a sidewalk wreaking violent slippage in upright, or llpward rcaching, 
seculariúng systems of meaning.29 

Like his Surrealist pseudo-siblings, Bataille was intcnt upon prying open 
the eyelids ro get at that which exceeded appropriate (civil) visiono While 
fot Breron that which exceeded normative, quotidian vision was linked ro 
the "marvelous" symbolism of the unconscious , for Bataille rhat which 
excceded appropriate vision was linked ro the fearful potenrial of base matter 
ro implode upon any and all symbolic structuring. "To the exrenr that knowl
edge takes itself for an end, it founders on the blind spor." Bataillc saw 
"Hegel's immense fatigue" as "linked ro rhe horror of rhe blind spot." In 
Bataillian formulation the blind spot is rhat which exceeds the symbol, excceds 
the foundarional or rationalizable. He found this excess in laughter, ecstasy, 
violcnce, death, and combinations of the aboye of which rhe erotic was the 
most accessiblc for the moderno The blind sPOt is where dualiry overflows, 
exceeding its own distinctions - for instance, where something is both heim
Lieh and unheimlieh, familiar and strange - not without contradiction, but 
inexorably in contradiction, or "alterarion." Yet, very importandy, rhis was 
not a high-flying si te of transcendcnce or an "Icarian adventure" such as he 
accllsed the Surrealists of seeking. Bataille articulated this site, rhis blind 
spot, as where "laughter no longer laughs and tears no longer cry, where the 
divine and the horrible, rhe poetic and the repugnant, the erotic and the 
funereal coincide," saying, this is "not a point of the spirit." The irony 
and the horror in Bataille is that this blind spot is an insistendy base and 
material instant in which symbolic constructs encounter their own inversion 
in concrete particular, in LiteraL, orren bodily detail . This (blinding) point 
of exceS5 coagulates in matter and bccomes not a sire of spirit, bur rather a 
site at which dream or symbol defecares, is literalized. Looking back at the 
viewer, the blind spor made literal disallows perspectival remove and "castrares 
the eye." Thus imagined, rhe blind spot is a fearful space of collapse in 
rhe distance needed to maintain a distinction between the symbolic and the 
lireral. Thc marrer of rhe literal derail, as a flipside of the symbolic, points 
up rhe blind sPOt - that which a symbolic system can not allow ro be secn. 
In this sense, rhe view of the explicidy marked body and the view from the 
marked body come into disturbing, even horrifying, contact as the preroga
rives of disinterested perspecrival vision ger tllrned belly up by the literal 
Jet,ail which se('~ back. 
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MOVINC/SEEIN(;: RODJES AND Tt:CHNOLOCJES 

LOOKING AT THE PAST, SEEING THROUGH 

THE BODY 


Now I srood up and, wirh SimOlle on her side, 1 drew her rhighs apart, 
and found myself facing somerhing I imagine I had been wairing for 
in rhe same way rhar a guillorine wairs for a neck to sI ice. 1 even felr 
as if my eyes were bulging from my head, erecrile wirh horror; in 
Simone's hairy vagina, I saw rhe wan blue eye of MarcelLe, gazing ar me 
rhrough tears of urine. Streaks of come in the sreaming luir helped 
give that dreamy vision a disasrrous sadness. I held rhe thighs open 
while Simone was convulsed by rhe utinary spasm, and rhe burning 
urine streamed our from under the eye down ro the thighs below ... 

Georges Baraille30 

To ask a woman ro read [see] as a woman is in facr a dOllble or divided 
request. Ir appeals ro rhe condition of being a woman as if ir were a 
given and simulraneously urges rhat rhis condirion be crea red or 
achieved. 

]onarhan Cullerl l 

As suggesred aboye, Baraille was a modernisr wrirer extraordinarily attentive 
ro the paradoxical condirion of derached vision and enrhralled with the 
experience, ofren rhe horror, of irs demise. His inverted anrhropologies repeat
edl)' returned ro a rhinking rhrough rhe body and irs organs. If distanced . 
fianeur-like yision was the primary modern sense for knowing, rhen the ey" 
as a visceral and material organ, rhe lireral mechanism of sighr, bccame parric
lIlady provocative when rhinking rhrough the body. In irs marerialiry as .1 

lir(;Oral rhing, an enucleared eyeball garnered a special kind of horror in Ih:iI 

ir eould signify the splir, implicaring both body and mind ar once..32 Bataill ~· 
provides, in a sense, a careful and provocative biopsy of rhe modernist obs<:~ 
sion wirh the separarion of the visual from rhe visceral - an obsession he 
simulrancollsly exemplifies through his endlessly self-reconsriwring horror nt 
the very blind spor he attemprs to make literal. 

In a c10se reading of the quinressential scene from Baraille's nororious .'·l/m 
01 the Eye, we can remark how rhe narraror's "horror" depends upon a li tct.d 
site rhar is llot simply the en-visioned vagina, bm is coupled by rhe 1I1\.11 

knowledged (blindspotred) gaze of Simone.31 A reader is given ro ide l1 l il 
wirh, or cerrainly to see rhrough rhe "erecüle" eyes of rhe male narr:\WI ,¡' 

he views Simone's sideways body and sees the eyeball of anorher \\I<HII ,l l t . 

Marcclle, peering our of h(;[ vagina. A reader rhus hnds herself as 111.d, 

narraror specraring a c1assic female split: rhe acephalic body o f O!1e W0111111 

(rhe sexually liberared Simone) and rhe envaginared eye of anOlhn WOIIt,11I 
(rhe sexually repressed and vicrimizcd M arcdle), If a r{'aJef 1I1la~ille, 11 11 
vaginal eye Looking back ar her, :JS [he eye pcers ar Ihe n:trr,lwr wid l W¡'UI " 

shc is idelllih\:d, lhm lhe rcaJe,. would ¡¡nd h{:f~c1" (lfI i~) rc~t)gni/n l t11/ ' 'i lgil 
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rhe vaginal eye as male, or ar least as (perhaps unconvincingly) cross-dresscd. 
On rhe orher hand, when a reader shifrs her perspecrive ro idenrify wirh 
Mareellc rarher rhan rhe na rra ro r, ro see through rhe envaginarcd eye of 
Maredlc enrirely, then she srands outside rhe narraror's identiry and wirnesses 
rhe gaze of the modernisr as he peers ar Simone's vagina (wirh which rhe 
female reader's eye is inrimarely assoeiated), his own eye's bulging from his 
sockers, "erectile wirh horror." 

Ir is significanr here rhar the envaginared eye and rhe narraror's gaze are 
the only eyes admitred ro rhe scopie fidd of the erecrilc visiono There are 
rhe eyes in rhe head of rhe sexually acrive woman, Simone hersc\f, bur rhey 
are not admitred, remaining unseen in the scene. When a reader shifts again 
ro see rhrough Simone's unacknowledged eyes, she finds herself beyond 
modernisr peripheries, authoring an unwritten perspecrive. Though "Jaying 
on her side," Simone's eyes might nor be averred. Unwritten, rhey mighr 
neverthcless look over her shouldcr, wirnessing rhe frenzied author in his 
eulminaring scene. From this "spaee off,"·1It the reader would wareh rhe author's 
predicrable shock as he sees, or rhinks he sees, rhe eye of another woman 
between her Jegs. In this reading, Simone wirnesses rhe narraror's authorial 
horror ar encounrering whar he has conceived - his terror at what he has 
written as an explicirly female (envaginared) gaze. 

Why horror? Why nor pleasure? Why nor glee? As Bataille's horror illus
trares, rhe insriturion of a "female" gaze necessirares, within modern imag
ination, rhe reembodimenr of derached or disinrcresred visiono If dcrached 
vision is disrurbing, the norion of reembodiment is even more horrifying, as 
reembodiment is necessarily figured by the parricularir)', the literality of rhe 
marked body. Reembodied vision bears rhe horror of rhe markcd body, a 
horror linked inexorably ro woman. Reembodied vision bears rhe savagery 
of feminizarion, here lirerally framed by rhe female geniralia. Thus reem
bodimenr of the detached gaze is rife wirh thc horror of feminizarion, 
desrroying rhe veil of disinterestedness shrouding supposedly "distanced" 
visiono A reembodied gaze rhrcarcns the prerogatives of disembodied perspec
rivalism, rhe prerogarives of rhe veil, and doubles as a rerror of femalc sexualiry. 
This reembodicd female gaze is authored by and relarive ro patriarchal horror. 
Again, it is importanr ro remember thar rhe female gaze given ro see from 
Simonc's vagina is nor Simone's own but rhe vicrimi".ed and virginal Marcclle, 
herself radically disembodied - the female gaze as rhe gaze of rhe disem
bodied reembodied, always relarive to a female body she herself does nor 
possess. The eyes of the woman with sexual agency are relegared ro rhe space
off where Simone is nor admitted ro wirness how an explicitly female gaze 
is J.uthored as always already dissimularing, or duplicirous, as never of a 
\\lOman, but always already rhar of an other woman, infinitely reeessing , split 
.,Ir fmm h<.!.f UWIl ageney. 

T lll' prOJCCl (Ir looking back at rhe modern isr in rhrall, amid the admit 
Inlly st:lf ~~ l'lillltTillg IU)liOIl c)f rctdi ng "J.S a wOlllan," IUTe excmplihcd in a 
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reading rhrough Baraüle, becomes nor only a looking back in rime, bur even 
more provocatively a looking back in Jpace, which is ro say, across rhe "savaged" 
bodies which demarca red modernisr perspecrive. The conremporary feminisr 
projecr ro mrn rhe eye of rhe visceralized, marked object back on ro rhe 
derached eye of rhe modern attemprs nor simply ro re-annunciare modernisr 
horror, bur ro examine rhe rerms of rhar horror, ro survey rhe entire field of 
her visceralizarion from rhe (space-off) perspecrive of rhe visceralized. 
Whar is uncovered rarher rhan reconsritured in rhis projecr is a plerhora of 
patriarchal fears. 

Earlier in rhis essay I posed rhe qucsrion of wherher we mighr imagine 
feminisr works such as Schneemann's éye/Body and Sprinkle's explicir perform
ariviry as perspecrivalism on rhe Aip, a view from rhe vanishing-poinr of rhe 
rerms of rhar vanishing. Linked ro BarailJian fascinarion wirh rhe lireral , 
savage body and rhe blind spor as sires of subversive porenrial wirhin wesrern 
symbolic sysrems, how mighr such a performariviry nevertheless avoid rhe 
endless self-reconsrirurion Baraille's horror exemplified? Porn-queen Sprin kle 
smiles, chuckles, and exchanges quips wirh her peeping specrarors, warcb ing 
rhe scene unfold across her own body in rhe frame of "art." The display o f 
rhe cervix becomes a kind of ludicrous momenr in which voyeurism is raken 
ro a certain exrreme where rhe viewer encounrers nor an infinirdy recessi ng 
negarive space, a vanishing-poinr of "Origin," bur explicitly, and somewbal 
clinically, a ccrvix. If rhe cervix can be imagined as an eye, carching the 
viewer ar rhe keyhole as ir were, any horror rhar scene mighr occasion would 
be nored by rhe aurhor, Annie Sprinkle, and remarked . Unlike Simonc's. 
Annie's eyes are nor secrered. Rarher, rhey seem ro be brimming wi th ;\ /1 

uncxpecrcd load of irony. Hcre rhe inrerrupring rhird eye - rhe eye thal 
carches rhe peeper ar rhe keyhole in Sartre's imaginarion - is Annie's OWIl 

eyes upon rhe scene of her prosrirured body. Here, rhen, rhe inrerruptillg 
eye is acknowledged wirhin rhe sccne, implicared upon rhe body of rhe ~ec l1 
irself rarher rhan in an inrrusive rhird, implicirly parernal parry.3) The "secn" 
rakes on an agency of her own (Iike rhe dialecrical image of rhe whore) :lIld 
wiclds rhe unnerving porenrial of a subversive rceiprociry of vision, an expl ici ! 
compliciry, or mutual recognirion bctween seer and seen , subjecr and sub;cu . 
in rhe scene of viewing. Such reciprociry rhrearens in rhar ir sugg{'.~ I ~ ., 
disavowal of rhe rerror rhar veils disranriarion and demarcares subjecl 11'1)1 11 

objecr in wesrern cultural habirs of knowing. In rhe wake of such reeip ro\ i,y, 
in rhe avowal of Simone's eyes, horror ar teembodimenr has rhe potenl i¡tI '" 
be replaced by acknowledgmenr - acknowlcdgemenr of rhe hisrori..:<.1l tc rl ll ' 

and rangled rerrain of horror, "savagery," and rhe rnarked body. 
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See Elin Diamond, "Mimesis. Mimicry, and rhe 'True-Real' ," Modern Drama 
32.1 (1989): 58- 72 and "Realism and H)'stcria: ']()ward a reminist Mimesis," 
Discourse 31.1 (1990- 1): 59-92. 
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cultural complex of mimesis and alterity. Wriring on gender, Klaus Thcwcleit 
has used the phrase "realiry productiol1 ," clllled from Dcleuze and Guanari (Male 
rtwtaúes, transo Stephen COl1way, Minneapolis: Universit)' of Minnesota Press). 
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talist machinations, it nOllethcless retains a sense of impact and concrete, visceral 
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3 	 See Judith Bllrler, Gender Troub!e, New York: Rourledge, 1991 . 
4 	 See Vivian M. Parraka, 1992, "Binary Terror and Feminist Performance: Reading 

80th Ways, " Dúcoune 14.2 (Spring):163-85. 
5 The long-sranding modern privilcge afIorded vision and visual perspective - or 

bener, (he instituting of a one-way modaliry for visualiry - has propped the 
supremacy of objectification as the prime western cultural mode of knowlcdge, 
conrributing ro the d)'namics maimaining "others" and "sclves." Though rhere 
are many debates on when and whether Cartesian perspectival occularcentrism 
has been outmoded or whether it persists, albeit reconfigured ro meet rhe pres
sures of modernization, the faer remains that the rrope of perspective and the 
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Martin Jay's DownctlSt EyeJ, (Berkeley and Los Angeles: Universiry of California 
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the twemieth centur)', a host of alrernatives have been suggested. Anthropology. 
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Mauss. By 193 \ Leiris had beco 111 e an c(hnologisr. Carl Einstein, one of the 
original Zurich dadaists, had publishcd a study of primitive sculpture and was 
also inflllential in the grollp. 

27 See Rosalind Kraus, "No More Play," in Fhe Originality of lhe Avant-Garde and 
Other Modernist Myths, Cambridge, Mass.: M1T Press, 1988, pp. 51, 52, 54. 

28 Sec Georgt Bataille, "Sexual Plethora and Dcath," in Erotism, San francisco: 
City Lights Boob, p. 105, for his use of "c rack in rhe sysrem." 

29 Bataillc, "The Big Toe," in Visiol1S ofExCCJs, pp. 20-3. 
30 Georges Bataille, St0T)' o/ the F)'e, trans o by Joachim Ncugroschel, San Francisco: 

City Light Bnob, 1967 (1928), p. 84. 
31 Jonathan CuBer, On DecollJtruction: jheor)' and Criticism afta Structuralism, 

Ithaca, NY: Cornell University Press, 1982, p. 49. 
32 See Barthes, " La metaphore de !'oeil," Critique, no. 195-6 (1963) . Barthes's 

reading of Bataillc would have it that the explicit detail continually services 
metaphor and, slipping into and out of other details in the way that (he eye, 
in Fhe Story of the Eye, bccollles the sun, an cgg, testicles and other globular 
objects, trips up the fixiry of an)' meaning (such as gendcr) so (hat "any term 
is never anything but rhe signifier of a neighboring tcrrn." 1 think this reading, 
in blceding meaning away frol11 its effecrs, misses the point. I would argue that 
the crux of Bataille's use of corresponding derails lies not in the result lhar any 
rerm is "nevcr anyrhing but" its neighbor, bur lTluch more in the: terror that 
whar goes around comes around through a nervous sysrcm of sensuous corre
spondences in which acts, words, ideas impact, imprint, and have lireral cffect 
upon an entirc neighborhood of corresponding detailes. Rnsalind Kraus llpholds 
Barthes's reading in "No More Play," but for rwo important feminisr readings 
which rake issue wirh Barrhes's re:ading of the detail, see Naomi Schor, Reading 
in /Jetad (New York: Methuen, 1987) and Jane Gallop's "The Bodily Enigma," 
in fhinking Through the Body (New York: Columbia Univcrsiry Press, 1988) , 
pp. 11-20. 

33 See Hal Foster, ed., Vision and Visualit}, Dia Art Foundation Discussions in 
Cnnternporary Culture, No. 2. Seattlc: Bay Prcss, 1988; Frtdrick Jarneson, fhe 
Politicül [Jn CO/1;ÚO liS, Ithaca, NY: Cnrnell University Press, 1981 , 63; Waltcr 
Benjamín, Citarles Baudelaire: A Iyric Poet in the ha o/ High Capitalism, 
trans. !-Iarry Zohn, !.ondon: Ncw Lefr Books, 1973. Michc1 l.eiris's Mtlnhood, 
c.I ' l.sdy li nl¿cd ro Ihlaille's \York and written in the same year as Duchamp's 
L'i,1II1 ,lpllIl/', I'lUvid,'" as a tllrther cxal11plc of rhe horrorlrhrall of the cnvagi
IliI1t'd 0)'l·),.III: 
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You blindfold rhe one who is "ir" and rell him you're going go make him 
"pur someone's eye our." You !cad him, index finger extended, (()ward rhe 
supposed vicrim, who is holding in fronr of his eyc an cgg cup filled wirh 
moisrened bread crumbs. Ar rhe momenr the forefinger pcm:trarcs rhe 
sticky mess, the supposcd vicrim screams. 

1 was "it" and my sister the victÍm. My horror was indescribablc. 
The significance of "eye pur out" is very deep for me. 'Ioday 1 often 

tend to regard the female organ as something diny, or as a wound, no 
less attractive for that , but dangerous in itself, likc .:verything bloody, 
Il1UCOUS , and conrarninatcd. 

Michel Lciris, Manhood, trans!. Richard Howard, 
San hancisco: North Poinr Press, 1984 (1946), p. 46. 

34 See Teresa de Laun:ris on "space-off" in léchnologies oJ Gender, Rloomingron: 
Indiana Universiry Press, 1987. 

35 See Jean Paul Sartre "Thc Look", in Being and Nothingness, transo Hazel L 
Barnes , Ncw York: Pocker Books, 1966. 
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FLAT-OUT VISION 
Herbert Blau 

She c10sed her eyes, and Felix, who had been looking into them intently 
beca use of their mysrerious and shocking blue, found himself seeing 
rhem srill faintly dear and harmless behind rhe lids - rhe long unqual
ified range in rhe iris of wild beasts who have nor tamed the focus 
down to meer the human eye. 

Djuna Barnes, Nightwood 

Tokay grapes are like phorographs, Mr. Ekdal, rhey need sunshine. Isn'r 
rhar so? 

Henrik lbsen, rhe Wild Duck 

We don'r see whar we look ar. 
Alcxander Rodchenko, 

"The Parhs of Modern Phorography" 

My own firsr reAexes, when rhinking of phorography, are somehow nor a 
remembrance of picrures bur, in rhe unqualified range of rhe iris, a regres
Isive associarion rhrough rhe racriliry of rhe form: fingers on a glossy surface, 
grained, a stringent odor ar rhe eyes. Thar phororropic sensarion mighr havc 
come from sorne old forgonen experience of a darkroom, bur I suspect ir 
was, like rhe daguerreorype irself, nurrured in rhe rhearer, where I've spent 
much of my life as a director, sitting in rhe dark, I mean really in rhe dark, 
srruck by rhe wild and furrive odor, when rhe sunshine hirs rhe grapes, of 
rhe thing fotbiddingly seen, in a landscape of speculariry thar is, all told, a 
field of dispersed speech. This has been extended through rhe camera obscura 
into thar rheroric of rhe image which is, according ro Barrhes, a message 
wirhour acode, or like rhe murcly alluring synrax of the stains upon rhe ground 
(tar like blood? behind rhat man, a shadow?) in Rodchenko's picrure with rhe 
somcwhar duplicirous llame: Assemblingfor a Dernomtration (Szarkowski 210; 
see l~ igure 10.1) - a Aat-out vis ion in an esrranging frame. If we don't see whar 
we look al there, it's not o nly because of lhe unp urgcd persistence of "old 
points n I" vi t.:w," as Rodchl'l1ko rhought , what he called " 'shooring from the 
bd lv Illlllllll' wil h tlit, C:lI l1 t.: ra hallgillg on IInl"S sllllllach" (Phillips 21¡ 6); 
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rather, it's because the thing ro be seen is in its copious imagining, like the 
theater's god itself, or its ghosts, essentially imagelm, invisible, though the srom
ach is a decisive factor, as we shall momently see. 

Meanwhile, the synesthesia in these thoughts corresponds to what Lacan 
describes - in answering the question, "what is the gaze?" - as "the function 
of seeingness," from which the I emerges as eye in the radiant "fl.esh of the 
world, the original point of vision" (82), as it does with (he smell of ddi.le
ment, the hunt, the feast, in the most ancient drama we know. If this is 
myth and not hisrory, it is of sorne historical significance that Ibsen preserved 
it, late in the nineteenth century, in the subliminal wilderness of The Wild 
Duck, the recessive hunting ground of his devastating realism, where th cTe 
is the compulsion "ro find that imperceptible point at which, in the im
mediacy of the long past moment, the future so persuasivcly inserts itscl f 
that, looking back, we may rediscover ir." That is actually what Benjamin 
says, in his "Short Hisrory of Phorography," about the optical unconscious, 
"a different nature that speaks ro the camera from rhe one which addresse.~ 
rhe eye" (7). The double exposures of Ibsen's play, and irs rime-lapse 
dramaturgy, occur with phorography in the foreground, already commodi
fied, as the emblematic image of the illusions of hisrory, whether in the 
rerouched portrait of the family romance or rhe culinary theater of the bow'
geois parlor, where the Fat Guest says, savoring his Tokay, "ir's an excellent 
thing for the digestion ro sit and look at picrures" (225). 

This is a virtual serup, of course, for the later critique by Brecht, of theatcr, 
of phorography, which has subsequently grounded further critique, includill~ 
the question raised by Benjamin about "the aesthetics of photography as fII / 

art" ("Short Hisrory" 22). Bur befo re we rerurn ro that it may be chastening 
to remember, or particularly difficult for sorne of us ro digesr, rhat rhe realisllI 
of Ibsen - driven, like Marx, roward a "ruthless criticism of everyrhi ng in 
exisrence" - is about norhing more devastating rhan the vanities of criti<'¡ lH', 
as if the future of illusion were the iJlusions of demysrificarion. r take lh. 11 
liability as the anxious datum of any prerense of deconstruction, as wdl .t, 
the limiting prospect of any "oppositional practice," inhabited by the Strl l, 
tures it would oppose, as phorography still seems ro be inhabited by paint illV, 
(an avatar of rheater) despite the mechanical reproduction that, rcpet itivdy 
punctures the auratic and brings an end ro art; or the beginning of (he c ild 

which has been our history, repeating that beginning, almost from the tinl< 
rhar phorography began. That is, I suppose, what we mean by modcrn i\11 1 

As for the looking at pictures, I won't review (he hisrory rhat bri ngs ~" 11 1 

the indigestion, which may be, in our fasr-food version of (he "gaSlrOlHl l11 
of rhe eye," the sympromatic condition of the postmodern scene, whcrc.: ti" 
fldneur memorialized by Benjamin is caugh r up in the visual or~ der lo r\'" 
by Baudrillard. Th is tactile vertigo of the imagc can be cxhaLIs r ill~ ¡¡ lid W.I ~ 

so, apparenrly, long befo re B;llldrillard, as in nI!' \\:í;111l'!' 01" Vi rgin ia WOlll1 
where in lh/.: rcceding vo i(.;c.:!i o L IIl u llJcn Qw o í" LO IISLio u !> Iít""\ , dl Cll' t~ IOI J!\ IJl r 
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1,1,\~ lI r, ' /11, / ... 11I1'IIIM¡lIg jfu' ¡{ {)n nonslml;rJII, Ak xandGr Rodchcnko, 1928 
(TI " .. MII\('IIII I ,,1 Mod!'rn A r l: giCt (JI" rlll' ( :'ls~;Il1dr;¡ F(JUlld;llioll) 
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for rdease from a surfe it of picrures, image upon image producing a torpor, 
and the desire to find something unvisuaf beneath. But in the lugubrious 
perspective of Baudrillard, rdease from the venigo can hardly be imagined, 
for rhe superferarion of image is a funcrion of rhe obscene, which "is no 
longer the hidden , filthy míen of rhar which can be seen," bur irs paralyzed 
frenzy, "rhe abjecrion of the visible" (42), a sinkhole of fascination in which 
- with America conrrolling the fanrasy machine, the viral conraminarion of 
image satdlized through the world - rhe real is nullified and there is nothing 
to see. 

Whether things are all that null in rhe void we' lI pur in abeyance, bur ar 
rhe still-breeding end of the real, the questioll before us, perhaps, is whether 
seeing - rhe most imparient activiry of the senses, ever avid for more to see 
- has been irreparably damaged in our visual economy, the prolifetous spec
tacle in which, to say rhe leasr, rhere is now without respite too much to 
see. If seeing was once rhe most dangerous of the senses, punished in myth 
for overweening desire, looking ar rhe forbidden , the subject of taboo, ir has 
now become a son of endangered species. "We musr revolurionize our visual 
reasoning," said Rodchenko (Phillips 262), after he reduced painring to irs• '1 
primary colors, said ir's all over, and rurned to photography and photo
monrage. But in the armosphere of recem discourse, the orher side of seeing 
too much, or having too much to see, is rhar one is almosr induced by the 
critique of the specular - rhe hegemony of surveillance, irs secrer archives 
to conduct one's life wirh lowered eyes. (Or in the now obsessive rhetorics 
of rhe body, to reverse rhe hierarchy of rhe senses , as if rhe essenrial rruths 
were cenified by rouch or, withour rhe raim of logocentrism, meraphysics 
carne in through the pores .) For we think of sight as a caregorical facu lry, 
analyric, obstrusive, discriminative, even exclusive, encroaching 011 orherr1l:5$ 
wirh an appropriarive gaze, as if rhe scopophilic drive irsclf \Vere engendereJ 
in rhe unconscious as an ideological faulr and rhe dialecric of enlighrenmeJ1l 
spawned in Plato as a mere bourgeois hoax. 

Neurobiologisrs rell us, however, thar rhe dominion of vision acrually beg:lII 
wirh a single, light-detecring spor like the aperrure of a camera in the boJ 
of an animal three million years ago. That spot may be, wirh a certain "proro 
plasmic irritation" (in a specularion by Freud, rhe relucra m so urce uf l i r~, 
rhe site of the incipience of time as well, drawn inro hisrory by rhe sun. T h;1I 
was - in its huge imagining of the unremembered , hinged on the granlinr. 
of sight, wirh fire, ro subhuman crearUfes underground - the hcl io rropi, 
subsrance of rhe Promerhean myrh, rhe srill-Aaming diviniry of which ha ll ll l, 
our visual technologies, and which, despire all deconsrruction, is sril l \üvn 
eign on the mediascape. That is why we can still argUt' whcthn O[ IHl t I h, 
phorograph is "an emanation o f the referenr" thar was illtlll hi tahl)' th~rt·, .1', 

Barrhes insists in Camera Lucida, invoking rhc p hcl"lol1ll:nulógy oC' ~,Irtr( .\Ild 
rh t· m emor)' (lf his rnnrhn (in the ph()t o~r.lph ht,; with llO ld.\ : " jll~ 1 ;11 1 H\I"rl'. 
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but a jusr image" [70]) against his semiological past. This emanarion comes 
not from a mere historical construction bur, he says, "a real body," whose 
radiations "will rouch me like rhe delayed rays of a star. A son of umbilical 
cord links rhe body of the phorographed rhing to my gaze: light, rhe impal 
pable, is here a carnal medium, a skin 1 share with anyone who was 

phorographed" (81). 
One may nor want ro go so far as ro revive the "Iayers of ghosdike images" 

or "Ieaflike skins" thar, in rhe paranoid rheory of Balzac reponed by Nadar, 
would be "removed from rhe body and rransferred to rhe phorograph" each 
time someone had his or her picrure raken, every successive exposure emailing 
"the unavoidable loss of subsequem ghosrly layers, rhat is, rhe very essence 
of life" (9) . Yer in the concepr of rhe phorographic trace rhere Linger vari
ams of rhis noriol1, a phorochemical transfer of rhe real resembling fingerprinrs 
or palmprims, rhe rracks of birds on beaches, or, wirh inrimations of spirir 
phorography, "dearh masks, casr shadows, rhe Shroud of T urin" (Krauss and 
Livingsron 31), or rhe stains upon rhe srancher, rhe handkerchief or Veronica, 
which, in rhe camera obscura of Becken's Endgame, with irs anririon of 
ghostly layers, inscribes rhe face of rhe blinded Hamm. And ir in rhis memo
rial plenum of imprinrs rhere is srill anxiery abour whar is being lefr out, 
and why, whar also remains ar issue, unresolved, is wherhcr phorography's 
essence is ro rarify whar ir represenrs, if nor claiming ir as recoverable - - rhar 
imperceptible poinr ar which, in rhe immediacy of rhe long-past momenr, 
rhe furure seemed persuasive - rhen attesting thar ir was. Wharever ir was, 
ir came to us in a dazz.le of lighr, and ir is rhis "solar phenomenon ," even
rually acceded ro by Alphonse de Lamanine, who had called photography 
"a plagiarism of nature" (qrd. in Newhall 69) , rhar srill shadows our finesr 
photographs in something like a foundarion myrh. Ir may strike us now, 
however, as rhe shadow of a shadow and rhere are some memorable 
phorographs rhar seem ro anesr ro rhar, if not, as in rhe lamenrarions of 

Endgame, ro rhe waning of rhe light. 
There is a picrure by Brassa'i, in rhe París de nuit series - there are orhers 

of specracular lighr ar rhe opera or splayed in a brilliam haze over rhe Place 
de la Concorde - of rhe railroad tracks ar Sainr-Lazare raken from rhe Pont 
de l'Europe. The tracks curve dimly from rhe foreground , wirh several trains 
ar rhe quais, a monitoring tresrle ovcrhead, and a wash of lighr on rhe tracks 
trom rhe banded glare in the concourse and rhe headlights of the rrains. Ir 
is a picture which seems to require scanning, for rhere is norhing conspic
uous ro compel attemion , excepr perhaps for rhe leaning ray from an 
illdt:rerminare source. But [hen, in back of this angled ray, rece~sed in rhc 
Il'al11l', rhere is a row of nubby bulbs leading ro anorher glare, and high 
.¡[)Ove, as if ir were [he enlarged memory of rhar spor 011 rhe brain , looking 
lilr .1 nl\lrm:nt lik<.' lhc mOOI1, a dock. irs handlcs barely perceprible, hut an 
1I;11I1:lllt' IKC ill Ihe s~· t: l1e. prcsi,ling nOI over rhe nlOvcrnent 01' U':lfli, -, hall' 
IO IJ;Pl t~'n Il t ' I l:. 1,," P Vl' 1' cht· SI1t'~· t r: ¡[ h el , ,he Il i.'g:uivc ilsclf: wh ich is lO s:t }' 
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the dark obscure. There is, as a variarion on this theme, a photograph by 
Minor White rhar seems, in irs mosr starding element, rhe inverse of Brassa'i's. 
Over a frozen field, with rhe spikes of a garhered crop, the granaries behind. 
rhere is way up in rhe frame, about rhe size of Brassa-¡'s clock, nor the imagc 
of an eclipse but an adventirious black sun. Ir was caused, according to White, 
by a remperature so cold rhar when rhe picture was taken rhe camera's shutter 
froze, and in rhe severe ovcrexposure certain tones were reversed. "1 accepr 
rhe symbolism with joy," Whire wrore. And rhen wirh rhe vaniry of imagi
narion whose power yiclds norhing bllt irs compliciry to rhe operarions of 
chance: "rhe sun is not fiery afrer aH, but a dead planet. We on earrh give 
ir its light" (Creat PhotogrClphers 217). Every now and rhen we may see a 
photograph whose srartling contingency is such rhar ir seems justified in 
gening irs science - in rhis case, astronomy - wrong. 1 am reminded of 
William Buder Yeats who, when informed rhat rhe sun doesn'r rise, simply 
said rhat it should. 

Rising or setting, It IS In rerms of rhe solar phenomenon, its economy of 
exchange, thar we may think of rhe history of phorography as an analogue 
of our cultural history. Or - nor only beca use the camera disruprs rhe envis
aged tissue of our culrural codes - as rhe fare of representation which is the 
representation of our fare. 1 was very conscious of rhis recently in Japan, 
land of rhe rising sun, at the Tokyo Metropolitan Museum of Photograpby, 
which had just boughr up an astonishing collection of rhe earliest work, 
much of which was hard ro see in the vigilantly low kilowarts of rhe exhi
bition: daguerreorypes, including Chavallt's Portrait d'un mort, dcarh in rhe 
photograph doubled over, thar vision, lighr unto lighr prorecred from the 
light in the miniature of a coffin, its velver reliquary box; salted paper prints, 
including rhe famous autoportrair of Hippolyre Bayard, rhe photographer 
who, beca use unrecognized like Daguerre and Niepce for his pioneering effon, 
performcd (for the exrended period of rhe exposure) his own dearh; calo
rypes and calorype negarives, suggesring rhe double haunredness 01' 
photography in rhe hauntedness of irs object. Ir was, in the remembered 
suspension of lighr, a spectacle of disappearance. 

Which is why Barthes, spcaking of entering, wirh the photograph, illl 
"flat Death," associares photography wirh the rheater, rhe economy of dealh 
whose subsrance is disappearance: now you see ir now you don't, the photo
graph raising the question in irs apparenr permanence of whcther you see il 
ar al!, "ir al!, ir all" as thc figure says in Becketr's rootfolú, for "ir is a dena 
rured rhearer where dearh cannOl 'be contemplated,' reAecrcd and interiori'l.ed" 
(Barrhcs 90). Howcver lifelike, rhen, rhe photograph may be, howcve l 
activared irs surface, ir is rhe energerics of irs Aarness thar makes ir a killJ 
of primirive rhcarer or tClbleClu vivClnt, "a figurarion of (he m()l icllllc ....~ ;lIl d 

make-up face beneath which we SCl' rhe dead" (32). T his is .\ rhc:llcr, h.\W,·V~· I , 

in which rhere rema ins (he abyss hC lw t'c n ;¡ ¡'; I or~ ;111.1 :Il1dic/ln;, li k~· dl,1I 
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between rhe living and rhe dead, which was, in Benjamin's imagining of 
an epic theater, filled in wirh the orchestra pir, and its indelible traces of a 
sacred origino The earJier Barrhes was Brechrian too, remaining so rhrough 
much of his carecr, and the ontology of photograph in Camera Lucida is 
quire specifically conscious of the illusory sratus of a sacred origin, which 
required us ro seek in the modern world a new image of "an asymbolic 
Dearh, ourside of religion, olltside of rimal" (92) . Yer if he claims rhat putting 
aside the social and economic conrexr permirs LIS, provisionally, to think of 
photography more discrerely, nor less, rhar is because rhe c1ick of a camera 
lireralizes, for him, rhe division berween rhis life and a "toral, undialecrical 
Death" (92) - rhe representarion of which is, as rhe firsr and last vaniry of 
rhe dispensation of lighr, thc fate of represenration. 

We may have ideological scntiments in rhe matrer, bur on rhe difference 
betwecn Benjamin's vision of a rribunal rising from rhe <,byss and Barrhes's 
vision of a severed space, an edge, shurrer c1osed. between rhe living and the 
dead - these two forms of thearer, and whar they imply for action and 
demand of actors - history irself has thrown a variable light, from culture 
to culture, and parricularly recenr history. As for rhe COlme of our cultural 
hisrory seen in rerms of the history of photography, rhere rhe darkness drops 
again, as in the nighrmare vision of Years's poem, where images carne our of 
rhe SpirituJ Mundi with all rhe wonder of rhcir appearance on a phorographic 
piare. The question, of COLme, was how to keep rhem there, and, as Ibsen 
saw in the construcrcd wilderness behind rhe photographic srudio, where rhe 
miracle was ro occur, as in rhe darkroom irself, rhere was rhe realiry of the 
image rhar won't rake. 

Thus, cven before Fox Talbor's calorypes - rhe photogcnic bur unstable 
boranical spccimens and lighr-garhered lace - rhere were Thomas 
Wedgcwood's frustrating experimenrs, around 1800, with rhe imprinring of 
leaves, (he wings of insecrs, and images of paintings on glass. The problem 
with these eady "sun prinrs" or phorograms was how ro preserve them before 
rhey mrned black Wedgewood had ro keep them in the dark, virtually unsee
able, snarching a peek in rremulous candle-lighr, because the unexposed silver 
salts were insoluble in water, and without discovering how ro dissolve thern, 
ir was impossible ro fix rhe fugirive image. This rask, LO F-.:: the image, marks 
.he laborious hisrory of eady photography, as of eady modernism, somerimes 
w the point of fanaricism, rhe crux of rhe problem being, as wirh rhe history 
(Ir culture, how to ward off lhe action of light before it goej' too ¡iu. The 
distressi ng th ing is rhar ir seems ro have gone too far even afrer rhe quick 
fix, as if the hypo released hysteria, a cararact of the eye. 

"I-lis(ory is hysterical," wrires Barrhes, of rhe hisrory inseparable from rhe 
I'llOtographic image: "ir is consritured only if we consider ir, only if we look 
.11 il - ami in order ro look ar il, we must be excluded from it. As a living 
" ,"1," he dn l,lr(\\ , wll rking up thus a linle hysteria ofhis OWIl , UI am the vcry 
~ o n l r;¡ ry nf I lisl tJ l-YI I ;.1111 whal hdit's ir, Jl'srroys ir ¡¡¡I' dH' sa /(l.: 1'1' my 

pn 

I 

http:interiori'l.ed


MOVINC/SEEING: BODIES AND TECHNOLOGIES 

own history (impossible for me to believe in 'wiwesses' ...)" (65). But as he 
examines the rip, the tear, the wound, the breach, the punctum in the personal 
array of photographs, in what might be regarded as the self-mesmerized domain 
of a capricious eye, ahistoricaJ, arbitrary, purely affective, the hysteria seems 
contagious. (Barthes. we know, was perfectly capable of reading the photo
graph as a cultural production or a specimen of mythology.) And even when 
we return to what he calls the studium, the reading that pass es through 
knowlcdge and culture, none of us is excluded, for there seems to be a 
punctum or puncture in realiry as well, between private and publico the two 
kinds of hisrory, and there are times when, fixed and fascinating as they 
are, monocular, quicker, chemically occulted, the hallucinatory prohlsion of 
photographs around us seems ro be an immense ddense mechanism ofculture 
itself, a last-ditch defense, trying to drain the light before another sort uf 
breach, when the ozone layer widens and, after an imprint of the "intense 
inane," it all turns black, a photogram of apocalypse - the one master narra
tive of the modern that we can hardly do without. 

Which is why mourning, or the repression of mourning, has been, when 
we think it over - as a photographically oriented art history has started lO 

do - the constitutional emotion behind the politics of the postmodern, witb 
Benjamin's panoramatic vision of the baroque as its material setting: a p laLc.: 
of ruins and corpses, funerary, bereaved, the seeds of history spilled UpOIl 

the ground (Origin 92). 1 am reminded of the stains of Rodchenko's pictun:, 
assembled for a demonstration, like the Soviet youths in formation at r1w 
top of the street, demonstrating nothing after all but the making of a piCtlH\·. 
Without eschatology, as Benjamin said, only allegory in sight, but as in rlw 
photomontage of John Baldessari today, a "blasted allegory," where eve n l ll io 
captions are collapsed into the combinatory sets, with meaning as a prospn 1, 

but always impeccably severed from any semblance of truth. These are 1101 

at all, however, the Brechtian captions whose antecedents were, in the ru ined 
landscape of the baroque, the emblematic inscriptions around the w n, l,', 
Nor is the mood of Baldessari's work. the wit and irony of its teasing op:l ~i , 
anything like what suffuses Benjamin's study of the Trauenpief, no ksl. dll 
emotion which rises from the surface of Rodchenko's photograph if~ the Il'VP 

lution already failing him then, we happen to look al it now. 

Could we really contain that within a caption? And what ki\1d 01" c..1 JlI II,tl 
would it be? 'fhe problem of the caption posed by Brecht was hrou~I" "10 

by Benjamin in the "Short Hisrory," that of attaching a\1 i\1strllu ivc re;I.lII '1 
ro a photograph of the Krupp works, since without a COl1struuiOIl p Llt lil""¡ 
it, the indifferent camera "yields almost nothing abOlir th ese;- illSlil Ulhlll 
(24), where. with reality slipping into the merely fUl1uional. f(:i fi ~ .II I1 '" 1.1 1 

overo Ir is ae (his po im, Benjamin wrires, Ihal "the L.:ljl litln n1l1 \1 \111' " ' , 
thereby crealing a phurography which lil\.:ra ri/.c.'i tlll' rd.lliol1 s lt ir~ ,d "fi'. 
din.:cting artcnlion lo d1l' 5LC II(' nI' aCliolJ lil<(,: , p rl'\ l lIllably, ,he phlllllW;'I,II 
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of Atget (25). That the photographs of Atget seem to lead, as Benjamin 
implies, ro the scene of a crime doesn't seem ro me invariab'ly true, but even 
when they do (impossible for me to believe in witnesses), what crime are we 
supposed ro see? "Is it not the task of the phorographer - descendant of the 
augurs and haruspices - to uncover guilt and name the guilry in his pictures?" 
(25). This is the mystical side of Benjamin mixed with his social conscience. 
We can also see in his feeling for prophecy and divination that, while he 
rejected the mystical-scientistic nexus in photography, he was always fasci
nated Iby the prospect of the aura. its rematerialization, even when as in Atget 
the object seemed to be liberated from ir. 

As a practitioner of the an of light, Atget is surely in the tradition of the 
augurs and haruspices, likc Fox Talbot himsclf speaking of photography as 
the pencil of nature. But if he was not quite in the tradition of the spirit 
photography described by Huysmans in Against the Grain, or that of Buguet, 
who was called upon after the Franco-Prussian War to photograph the first 
ghosts, which he did - by overexposures superimposed upon images of the 
living dead who would thus rerurn - he did photograph himself as mirrored 
in the entrance of a café, and among the ten thousand picrures in the archive 
there are numerolls multiple exposures and superimpositions that suggest 
either playing with visual identities or experiments in spatial geometries or 
the resources of light itself or the self-reRexiviry of the photograph rehearsing 
how it was made. However we read all this, and the enormous body of Atget's 
work - whether as mostly utilitarian, documentation for artists, or, with 
various ventures imo the mysteries of form, the slow emergence of a master 
with the most scrupulous certitude of craft, or, as Rosalind Krauss does, the 
visual accumulation which is, to begin with, in the service of the archive 
itself, "subjects, ... functions of the catalogue, to which Atget himsclf is 
subject" (149) - one certitude we do not have, because of his reticence, is 
how he stood on any questions that bear upon politics, aesthetics, the rda
tion between them, or phorography as a discursive space. 

Ir is hard to believe that a man so observant was totally unaffected by the 
innovative anists - Braque, Utrillo - he also served. But so far as his own 
technique is any testimony, and the processing of his prints, they suggest 
that he was very much of the ninetccnth cenrury, and there is reason for 
Beaumont Newhall saying, in his history, of Atget, that "it is often hard to 
bdieve that he did most of his work after 1900" (195). Evcn if one distrusts 
Newhall 's contribution ro the ideology of the aesthetic in photography, and 
the canonical in his history, there is more than sufficient evidencc that Atger 
shared those nineteenth-century habits of mind that, as with other photog
raphers, still moved between science and irs other, whatever that was; and it 
could be more or lcss spiritistic. Thus, a phorograph might have both the 
<l'ul irics of an cffigy or fetish, wh ile rhe registration of an object, the activity 
or lhc t race, IlIight slill convey its material status in an actual world. The 
II ;I"C ¡"el !" 1111gb, 11(', IIl1dc J'S lood. as in cou ndcss pho[ographs of Alget, as a 
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manifesrarion of meaning, rhough I'd hesirare ro say wirh any confidence 
rhar I knew whar rhar meaning is. There is rhe possibiliry rhar, ar rhe scene 
of rhe crime, he may have, in a precipirarion of consciousness, uncovered 
guilr, as in rhe srore window on rhe Avenue des Gobe!ins (Arger 4: 136), 
wirh irs grinning mannequins (male) in sriff collars, all of rhem wirh a price, 
so caughr up, however, in reBecrions of buildings, rrees, and rhe window's 
fabric rhar rhe phorograph was rhoughr ro be a misrake; or rhe picrures of 
brorhe! life commissioned by rhe anisr André Dignimont, one ourdoor scene 
so asrurely composed rhar rhe sloping cobbles and angled walls lead ro rhe 
self-possessed woman, oddl)' perched on rhe porch (she seems nor exacrly ro 
be sitting or sranding) wirh a shadow Bowing from her black skirt imo rhe 
recrangular blackness of rhe corridor (4: 107). The minimalisr geometry of 
rhar black plane may be relling a story, as of somerhing blocked or off-limirs, 
bur ir is srill hard for me ro imagine Arger naming rhe guilry in his pictures. 

Or, if he should approach somerhing like rhar, nor anymore, surcly, rhan 
rwo picrures acrually raken ar rhe Krupp Casr-Sreel Facrory, by anonymous 
phorographers, one in 1900, rhe orher in 1911 , and shown ar an exhibirion 
ar rhe Museum of Modern Art in 1989 (Szarkowski 143, 161). Ir may be 
rhar being shown ar MOMA is, any way you look ar ir, rhe wrong consrruc
rion ro pur upon a phorograph, even rhe mosr demystifYing by Arget, about 
whom Benjamin conjectures rhat, as a former acror "repelled by his profes
sion, [he] rore off his mask and then sought ro strip realiry of its camouBage" 
("Short Hisrory" 20). There is nothing so melodramatic in either of the 
anonymous phorographs, which seem part of the hisrory of urilitarian reports 
on factories, machinery, industrial processes; and while they lack the "pris
tine intensiry" of the imaged lI1arerialiry in Atget's pictures - the quality 
attribured by Benjamin ro the phorographs in Breron's Nadja - it seelI1S ro 
me rhat they more specifically uncover guil t, if you're looking for it, than 
the more impassive revclations you'll find in Atget; and, though maybe 
inrended as nothing but documentation, withour any captions. 

The first picture is of a worker rolling the steel tire of a loco motive whed. 
The man, wearing a cap, is stripped to rhe waist, with what looks like the 
waisrband of his trousers Bipped down, slouched below the belly's Besh. The 
leading edge of the tire and the man's back foot are cut off ar the frame, 
like (if you'll forgive the conjecture) the projected logic of advancing capi 
talism, though the mureness of effortless muscle might br,ing it down on 
eirher side of the unstable equation, thert, of exploitation/producrivit)' in an 
irreversibly industrial world. The second photograph is, in a renospecrive 
look, porenrially more olI1inous. There is anorher man in a cap, his some
whar grimy jacket buttoned, and a grimly mustached face, at the low(:J enJ 
of rhe frame dominared by a rurbine tllbe.He is holding a ruler vcrrically 
ro measure the diamerer of the tube, of which he is - discollSolalc? cllIb.11 
rassed? indifferenr? bored? - less than half the siz.e. Possibly hCl:a ll.~c rhe 
photographcr told hi 111 ro, he i~ tU rI1ed half away rmlll l he carne ra , lo( ,ki " /" 
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somewhere beyond rhe frame, perhaps ar a supervisor also glvlllg instruc
tions. Already diminished by rhe massive rube, it is as if he were belitrled 
additionally by the phorographic occasion, a "rechnique of diminurion" 
(Benjamin), and so far as 1 can read his expression, his sense of inconse
quence is not at all disguised. But rhen, of course, he doesn'r speak. 

Cou1ld this lIluteness be a preface ro action, calling for a caption? And, 
given the guesswork in my readings, any readings, whar lllight a caption do? 
That would depend, of course, on where the phorographs mighr be shown 
again, when, and for whom. Thar would have been true at least since the 
Brechrian distrusr of rhe unaided camera and rhe unarmed eye, but we are 
especially vigilant now about rhe social formations in which phorography 
occurs, having become aware of rhe emcrgence of an economy in which ir 
functions everywhere as the insrrumental means of a system of surveillance 
and documentation. And wi[hin this dispensation of rhoughr, rhe measure 
of photography as practice, artwork perhaps, but always suspiciously art , 
would be the degree to which the work irself comained an analysis, along 
the lines of Martha Rosler or Hans Haacke, of rhe institutional frame: 
gallery, museum, systems of distribution, the curarorial elire, and rhe long 
investment, paying off in the rising prices for photography, of the idea of 
phorography as art. We are quite a long way now from what Nadar could 
say about phorography in 1856, putting aside what was required for a 
portrair, no lcss the ponrait of his mother (or wife), which Barthes 
comparing it ro the Winrer Garden phorograph of his morher - called one 
of the loveliest ever made: psychological acuiry, a combinarion of directness 
and cmpathy, communion with the subject, the siner, all of which we mighr 
consider humanisric garbage now. "Photography is a marvcllous discovcry," 
said Nadar, "a science that has anracted rhe greatest imellects, an art that 
excites the most asrutc minds - and one rhar can be practiced by an)' 
imbecile.... Phorographic theory can be taughr in an hour, the basic 
technique in a day. Bur what cannot be taught is the feeling for lighr" 
(Newhall 66). 

Ir was lighr thar once gave meaning ro phorography, and 1 wam ro return 
ro rhat; but if it is true, as currellt theory would have it, that phorography 
has no meaning outside of rhe specific relations of producrion in its histor
ical context, one thing is clear about our presenr comext: any caprion that 
1 mighr imagine for rhe Krupp factory phorograph would comribure no 
more, nor lcss, ro the class struggle, the osrensible morive of a caption, than 
the crirical discourse and phorographic practice, some of it in museums, thar 
is presllmably aligned wirh it. Abigail Solomon-Godeau has writren of "crir
ical pracriccs not specifically calibrared ro resist recuperation as aesthetic 
l'(' lllmoJil ies," rhat they "a1 most immediatcly $uccumb ro this process" (72) . 
O nt: ">In h;trdly l(¡ill k practice of any cünsequencc, Ros ler's, Haacke's, ()(;l 

Brc.:d11 '¡, iI~d l, Ih .11 dOl'S 1101 ~lIccum h anyhow, just as climinaring rhe 
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hard-and-Fast distinction bctwecn art and actlVlsm does not prevenr, evcn 
For sorne acrivists, the "apparen[ collapse of any hard-and-fast distinction 
berv:een art and advertising" (73). In this collapse oF art, advenising, activism, 
rhe enigma, 1 suppose, is Andy Warhol, who also collapses the distinction 
berween art, phorography, and perFormance. 

Since 1 have reflected on phorography as a Form oF theater, in rhe driFr of 
rheory derermined by Brechr, what Follows is not exactly an aside, rhough 1 
am conscious oF a certain wariness abOlir theorizing From experience: having 
direcred sorne oF rhe earliesr producrions of Brechr's plays in rhe Unired 
Srares, including the American premiere oF Mother Courage - atrenrive (O rhe 
class struggle (San Francisco, ar the rime, was a rabid labor (Own, wirh a 
Communisr newspaper besides), scrupulous abour historicization, esrrange
ment, rhe emblemaric coding oF evenrs, the caprion, 1 am srill nor ar all 
convinced rhar rhe double articularion oF a narrarive has any more ideolog
ical porency rhan the au(Onomous image in rhc indirecrions oF thoughr, 
depending on rhe intelligence rhat wenr inro rhe image and who, in the 
activiry oF perceprion, is doing the rhinking. (Ir is very likdy ro be, as wirh 
Brechr's own producrions ar rhe Berliner Ensemble in Easr Berlin, an audi
ence oF bourgeois inrelligenrsia, to puzzle wirh him over why all rhe caprions 
in the world or other alienating devices couldn't keep Morher Courage From 
eliciting symparhy, rnisleading emotion, and undoing what he wanred us ro 
understand.) The Facr oF rhe marrer is rhar rhe mosr efficacious political 
production oF thar period in San Francisco - a matter of riming and atrune
menr ro rhe cxigencies of the rime, yet almosr a matrer of chance - was the 
rarher bewildering action, then, or wanr of it, in Beckett's Waitíng for GodoL, 
which corresponded, in the plainrive image of irs negarive capabiliry, rhe 
wairing, rhe passiviry, the sirdowllS, (O rhe early srages oF rhe civil righr~ 
movemenr, as wdl as (O the waiting, rhc slave/master consciousness at San 
Quenrin Prison, where ir became legendary, and a modd For alrernarive Forms 
of thearer, in prisons, Facrories, Indian rcservarions, rhe ghet(Os, rhe srreers, 
wherever. Beckett, by rhe way, rold me shortly aFrer our production that hc 
had always rhought of political solutions as going From one insane asylum 
to anorher; this didn't prevenr him from working, during the occupation by 
the Nazis, in the rrench resistance. 

" [One] feds the need," says Hal Fosrer, "all the more urgently For a hislOr
ically redemptive, socially resistant cultural practice" (25). One may Fed lhc 
need bur practice quite difFerenrly rhan anricipated by rhose who sharc it, and 
sorne who do not share it, the need, ma)' turn our ro be more rcdcm privc, 
sociall)' resi$tant - over a period oF time, historicall)' - th~lI1 rhose wba ll1 ighl 
articulate their resistance, sorne oF rhem doquenrly, movingly. bU( ra rlly so, ,1\ 

always in art, mosr of rhem predictable. outguessable, alwa)'s alrClldy hC:lrJ. J\l 
the same ti me, [he argumenr for a selF-conscious. inreIHi(ma l Vppv\i liu llal l' r.l< 
rice has again becn pur in <jucstion b), chancc, in lhe plllili c;.! lI (' mar .Irolllld 

Ihe works nI' t\ndn';l~ Serrano and I{oh..:... Mapplelhorpc , 
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Serrano, b), his own testimon)', is a somewhar reclusive artist whose earliest 
pieces reworked Christian iconography in srylized tablcaux, the images 
growing more rather than less abstract as he approached various social and 
religious taboos, using a variery of body Huids: breast milk, menstrual blood, 
semen, and the piss which caused a scandal when he immersed a crucifix in 
it. He remains Fascinated with religious iconography, though transplanted 
now ro a more specifically political terrain: his phorographs of rhe Klan and 
rhe homdess. The sryle was never quite political beFore , and there is nothing 
inarguably oppositional in his pracrice now. The Klan pictures - and the 
rappon he had ro esrablish with the Klansmen ro get them - are equivocal; 
and who is nO[ s)'mparhetic to the homclcss. whom he similarly ennobled 
as ímages, afrer paying them ro pose, though we are surdy more conHicted 
when we encoumer the Klansman in full regalia and thc same sryle . Actual/)', 
Serrano's currem st)'le - which 1 saw ar the Galcrie Templon in Paris, some
thing like being shown b), Leo Casrdli in New York - is not radically difFerenr 
from the indirection and ambiguity of his earlier work, the tcchnique cool, 
conceptual, s)'mbols outside the mainstream (Iike s)'mbolism irse!f), charged 
with his own emorions as a Former Carholic who does not mind, evcn today, 
being called a Christian (Fusco 43). 

What made Serrano's Pús C'hríst oppositional, then. was the award From 
a governmem agency that occasioned the conrrovers)'; not an)'thing designed 
as opposirional pracrice, but an unexpected attack by the Fundamemalisr 
Right, whom he is tr)'ing ro understand better now in rhe formal if not 
Formalist ponraits of the KJansmen. As for Mapplcthorpe, here we have 
various iranies, given the ideological animus oF the critique oF modernismo 
1 am hardly the only one ro think his phorographs were not in any wa)' 
oppositional , wharever his sexual practices. The)' were adept, rather, in drawing 
upon the Formal resources of modernisr phorograph)', but as iF filling in rhe 
prescription with a more powerFul medicine, S&M , B&O, withollt any crit
icism whatever in the photographic space of the anistic regimen or its 
institutional strucrures rhat he was more or lcss ripping off In this regard, 
one ma)' wam to contrast the photographs of Mapplethorpe with cenain 
pictures by rhe Fashion phorographers Richard Avedon or lrving Penn, borh 
oF whom extend rhe resources at their disposal or, crirical/y, even severcly, 
narrow them down, as Penn did quite literall)' in rhe portrairs where celebri
ries (Noel Coward, the )'oung Joe Louis) are wedged imo a comer, as iF the 
imperiousness of the modernist anist were being literalized in the visual rext 
(Coward playing ir to rhe hilr; in the case of Joe Louis, a standofF, since he 
was there, read)' ro go , a menace in rhe corner). AH oF rhis is ro sa)'. again , 
as Brechr did ro Lukács, that Formal innovation ma)' be dissidem conrem in 
lhe mind as comcnt alone is unlikel)' ro be, at Icasr For ver)' long. As for 
dI\.: controvn s)' ovcr Mapplerhorpe's most repcllem coment, rhe hard sruff 
ilSd r, Ilct·J l ( '0Il1Il1t'1l1 nll rhe hypocrisy rhat evenruates when, in the neccs
~il(('~ 01 .1 k'l!;l1 <1('/ (,' 11 .\1" , Ll IO~C who have bOllghl all rhe pla lilUdes abOli r 
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modernism and formalism assure us that content, as such, has no existence 
in a work of art except as form. How, indeed, are you going to caption that? 

Which is not to say that caprioning can't be honest and complex, with a 
suggestiveness in its own right, as it is in Rosler or Baldessari, although it's 
a toss-up as far as I'm concerned as to which of the two is more effective 
politically. With both of them, of course, we are dealing for the most pan 
with either deliberately banal or appropriated photography, as on the bill
boards of Barbara Kruger, which for all her intelligence, and a commendablc 
politics, are obviously not in the same ballpark with rhe photomontages of 
John Heartfield - impact mured in any event by the dispersions of our history 
and, however specifically calibrated her resistance, the counter-appropriation 
of the institutions that commission her. 1 moved into this discussion of the 
caption through Benjamin's designation of Atget, the actor who tore off his 
disguise, as a figure of oppositional practice, but it should be obvious that 
whatever politics we have in the photographic work of the postmodern, little 
of it has the quality of feeling, rhe tonality, the texrure, that confronts us in 
Atget, who almost reverses the loss of aura by drawing the banality from a 
boot, a doorknob, a lampshade, a leaf, making them iridescent, not unlike 
Pound's petals on a wet black bough; or when the reflections deepen and 
glisten, warmed in the browning of overexposures, the datum of that image, 
not rhe crowd, which is "the social basis for the decay of the aura" (Benjamin, 
¡lluminations 225), but "the apparition of these faces in the crowd," as Pound 
wrote: direct treatment of the object, even when mirrored, reduced ro essen
tials; in short, that concentrate of an image, fixed, an intcllcctual and 
emotional complex in an instant of time. 

If that should make the photographs of Atget in any way a model of revo
lutionary practice - as Allan Sekula suggests at the end of a fincly researchecl 
essay on the juridical use of archives of images of the body - it is not merely 
because oI the detective work or spying in the telling detai\, but beca use o 
the precise ambiguity of the detai\, its profone iLLumination - like rhe materi 
ality of light, ro which we give light - "a materialistic, anthropological 
inspiration, " which was precisely the quality discerned in Atget by the surrt·
alists, about whom Benjamin, in his remarkable essay on surrealism (entidc:d 
"The Last Snapshot of the European Intellectuals") used that term with rhm 
definition (Rejlections 179).1 The surrealisrs also responded, no doubt, ro ind
mations of "convulsive beauty" in the capacious reflections surrounding th~' 
details, as in another store window on the Avenlle des Gobelins (-1: 137- 1)) , 
with the curled (beckoning?) fingers of the manneqllins (this time fc ma le , 
also wirh a price); or leading up to the details, the c1assical s(alUCs like dnlls 
in the distance, in the lonely curvature of rhe pond at St. ClouJ O: 121 31 ), 
trees, c1ouds, topiary Iyrically m irrored, a chrysalis of rillle, as ir nlUurn ill!', 
rhe passing of rhe formal ex istence 01" rhar culture who~t" L'r. lrh; , ri li~., 1~; l icl f~)1 
ir - which hardly ~CC I1lS lO mI.:, Ovct 1'l'::IS I as il m.lV k" :111 iIlU'illlill,lI i(1I1 pi 
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the exploitative indulgence of civic beauty by instirutionalized srate power, 
represented perhaps by the exquisite presence, in some of the many views, 
of the Petit Trianon (3:39, 59). 

Such beauty is also liable, of course, as it reflects itself in art - and while 
there are many boring prints 01" Atget, 1 insist that this is art - liable to what 
has become the much thcorized crime or vice 01" representation: "stylistic 
rranscendence." This is, we know, the incessant charge brought against 
modernist art and its desire in a world divested of rhe sacred for what might 
also be described as profane illumination, epiphanic in its materialism or 
"shot through with chips of Messianic time," as in Benjamin's "Theses on 
the Philosophy of History," the shock, rhe blast, rhe arrest, crystallized into 
a monad, "the sign of a Messianic cessation of happening, or, put differently, 
a revolutionary chance in the fight for the oppressed past" (llLuminations 
264- 5). This chance would seem to come from that "secret heliotropism" of 
which "a historical marerialist musr be aware" (257), the past seized only as 
image, flashing up in an instant, more or less intoxicating in its accom
plishment of form . Thus it is, ir seems to me (without the Messianism. 
perhaps, although what are we to make of the obsessional patience in the 
archive?) in the prints of Atget, with their early morning light, made through 
long exposure, on aristotype paper toned with gold chloride, as if to affirm 
the photograph's autonomy, whether the image was a historic monument, a 
ragpicker with his can, the inside 01" a palace, or a bourgeois home. Or like 
his predecessors who struggled with preserving the image, the encrypted trace 
01" natural things, spectra'l twigs or fallen leaves, the seeds of history scattered 
on rhe ground, as on the c1egiac landscapc of the baroque. 

As for those with a heavy investment today in mechanical reproduction 
as the instrumental means , indeed, the basic principie for undoing formalism 
and its vice of transcendence, with photography as the ground of an oppo
sitional aesthetic, they have not always been able to absorb from Benjamin's 
study of the Trauaspiel, along with the ethos of montage, irs tone of lamen
tations. Nor have they picked up from its modernist inclination ro disjuncture 
and obscurity thar it may be closer to rhe T S. Eliot of The Wáste Land, 
and its heap of broken images, than to the plays of Brecht, unless ir be che 
early Brecht, creator of Baal, that imagdess image of the Canaanite godo 
Born of the great sky aboye, Baal exisrs in his successive deteriorations, like 
the light first trapped on a sensitized plate. The intractable referent 01" the 
photograph, what it can't get rid of, suffuses our sense of both, the referent 
and the photograph, as Barthes says, with an "amorous or funereal immo
bility, at the very heart of the moving world," which is like a description of 
Baall, who is also "glued together, limb by limb, like the condemned man 
;1 mi lhe corpse in certain tortures, or even like those fish ... which navígate 
in ¡,;ollvoy. as lhough unired by an ctcrnal coi tus." Yer, in aspiring ro be a 
sign, Ih is LIl:llil)' of lh (;' phorograph gets in rhe way: "pholographs are signs 
whidl don'l Idh . whidl 111 m , . IS lJIilk docs" (lbrthl'S ()). Ihd is a sign th:I( 
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does nO[ rake, which rurns, and in rurning smells ro high heaven, abode of 
his morher and morher's milk. We may be reminded of rhe wild and furrive 
odor in rhe beginn ing, in rhe rhearer's landscape of dispersed speech, and 
rhe conflarion of rhearer and rhe diorama and painring and phorograph), 
(and ideology as well) rhrough rhe camera obscura, so rhar "wharever ir granrs 
ro vision and wharever irs manncr, a phorograph is always invisible, ir is nor 
ir rhar we see" (Barrhes 6). The scenes of Baal occur wirh rhe rapidiry of 
phorographic exposurcs, cach of rhem wirh a caprion rhar he escapes, while 
his swelling and srinking body - rhar pale lump of far rhar makes aman 
rhink, like rhe far in rhe ferishes of Joseph Beuys - seems in irs monifica
rions like an imprinred rcsidue of rhe radianr Resh of rhe world, original 
poinr of vision, Aar-our vision, susceprible ar every momenr nor ro rhe logo
cenrrism bur ro rhe marernal womb, vasr and hugely marvelous, in rhe 
vicissirudes of light. 

This dubious imprinr was foreshadowed in rhe "ungainly luminous dere
riorarions" of rhe early phorograph - a ph rase I rake from rhe "shurrered" 
nighr of Barnes Nightwood (34) - and rhe issues focused in rhose dereriora
rions have become toda)', as wirh Brechr's rurn ro a more rarionalizable drama, 
profoundly ideological. Thar rhe solar phenomenon remains confounding we 
can also see in rhe negarive rheology of posrsrrucruralisr rhoughr, bur post 
panicularly in Oerrida's essay on Levinas, which tries ro make disrincrions 
abour violence and meraphysies wirhin rhe ordcrs of lighr, irs command
menr, conceding ar rhe ourser rhar "ir is difficulr ro mainrain a philosophical 
discoursc againsr lighr." So, roo, "rhe nudiry of rhe face of rhe orher - rhe 
epiphan), of a cenain non-lighr befo re which all violence is ro be quiered 
and disarmed - will srill have ro be exposed ro a cerrain enlighrenmenr" 
(85). If rhis "cerrain" seems a lirtle uncertain, or begrudging, rhar may be 
arrribured, by rhose who have been crirical of posrsrructllralisr rhoughr, ro 
an incorrigible ahisroricism. 

Yer, as we hisroricize rhe marrer in a visual culrure whose hisrory moves 
before us in rhe blink of an eye, we find ourselves faulring vision, rhe mandare 
of lighr in rhe spor on rhe brain, rhe erhic in rhe opric, rhe specular drive, 
precisely when ir finds irself bafAed by overdrive: eyesighr fading from rOl) 
much sighr, and wirh ir rhe difficulr-ro-arrain, cosrly powers of discrimi na
rion; rhar is, rhe capaciry in seeing ro disringuish rhis from rhar, whid l 
remains rhe basis of any moral measure we have, and wirhour which a po li 
ries is only a quesrion of power. I 5ay rhis wirh full knowledge of rhe possibi li ty 
of vision's excess, rhe voraciry of rhe eye which is, in rhe cririque of Illodern i ~nl . 
rhe ubiquirious issue I've described . I also realize rhar 1 have conf-larl'd in 
pas5ing various meanings of rhe word vision, e1iding rhe diffcrence al lilTl(~ 
berween whar's in hcre and whar's out rhere, although I have wal1fed l O 

projecr in all rhis nor only rhe idcological bur rhe dj~crefiullary bíL~is oC \i lllpl(· 
sighr, irs capaciry for rlútinctilln, whieh !llay somcli llK~ O c.;l-' 1I1 :I~ jt dot:o.. I 
thinl<, in rhe grearcsr an - IJ,Y ,·/¡di"K ,/,(' (/ifPI't 'I/¡'('. :lIld 111 tlll' p ltlc.: l·~'" hrínWlIg 

1') .( 

FI.AT-OUT VIS ION 

ro simple sighr rhe resources of rhe imaginar)'. As for rhe abiliry ro son rhings 
our in rhe microphysies of power, rhar remains wirhour vision a mere vaniry 
of rhoughr, or - nor rhar this nor rhis thtlt, c1ick, c1ick, like a parody of 
disrincrion - rhe meronymic longing of semioric desire. 

I alluded before ro rhe new rherories of rhe body, and a reversal of rhe 
order of rhings in rhe hierarchy of rhe senses, all of which are in rheir way, 
as Marx called rhem, "direcr rhcorcricians" - none of rhcm gerring rheir way, 
rheorerically, wirhollr incursions of rhe orher senses, which are intersecred ar 
every moment, as Marx also said, by rhe enrire hisrory of rhe world. Ir may 
be rhar rhe rheor)' of rhe eye - rhe evil eye, rhe envenomed eye, rhe eye 
whose erecrion consrirures rhe gaze - has been caughr up from rime ro rime 
in rhe wrong parr of rhar hisrory. Bur rhere is also rhe eye of conscience, rhe 
eye rhar parses, curs, gers ro rhe hearr of rhe marrer, and rhe eye rhar keeps 
an eye, as Shakespeare knew, on rhe liabiliries of rhe orher senses. We may 
hear arollnd corners wirhour knowing who's rhere, and if rouch has been 
sentimenrally resrored as rhe privileged sense of intimacy, ir is also rhe racri le 
mt..lsure of an unnegoriable disrance of which, in rhe microphysies of affec
rions, rhe inrimacy is rhe index of whar we'I1 never cross. 

As we reach, rhen, an impasse in rhe quesr of eyes - amid rhe media inro 
which aJl our sen ses have passd, and now seem prosrherically lO surpass our 
senses - ir is rhe phorograph rhar srill rerains rhe parhos of rhis disrance, as 
if irs surface were a scrcen, rhe Rar trurh of rhe di mension berween seeing 
and nor-see ing, where rhe rhing ro be seen rcmains rhe sriU compelling 
shadow of whar we've seen before. In my view, or viewhndcr, rhere are rhose 
who can see and rhose who can'r. And while I am prepared ro bclieve rhar 
whar rhey see or choosc ro see may occur wirhin a sysrem of representarion 
rhar rends ro reproduce irs powcr, rhere are also rhose who see so profoundly 
deep or so rhick and fasr - wirh such flar-out vision, in shorr - rhar ir seems 
ar rimes rhar rhe codes are merely carching up, while rhe signifying pracrices 
are in rheir sclf-conscious rransgressions suffering in Gomparison a semioric 
arresr. Nor rhar rhis, nor rhis rhar, anorher version, this, like rhe rireless facer
planes of Cézanne, srudied by rhe artisrs of rhe Phoro-5ecess ion afrer rhe 
scandal of rhe Armory Show. 

"We have ro learn how ro see," said Sreiglirz, who srayed in rhe shadows 
bur masrerminded rhe show. And rhen maybe wirh a sense rhar rhis F/.atiron 
Building, phorographed ren years before, was a lirrle roo misry for Rar-our 
vision, repeared as if referring ro himself, "We all have ro learn ro use our 
eyes...." 2 1 know Sreiglirz's repurarion , rhar he could be imperious, rhar he 
"Iso masterminded rhe perhaps dubious rerms for phorography as an art, bur 
I sllspccr hc also lIndersrood, like rhe superlative modernisr he was, rhar in 
urging us 10 see, rhere was no guarantee rhar - even in his Equívtllents, of 
innl'r ami OUllT, Ihe (in)capaciries of all rhe scnses -- we would ever see 
:It all. 

I'H 



2 

MOVING¡SEEING: BODIES AND TECHNOLOGIES 

NOTES 

Ir was in rhar essay, roo, rhar he issued a premonirory cavear ro our cultural 
cririque and, as in Perer Bürger, irs view of rhe avant-garde, rhe new "obliga
rory misundersranding of fart pour l'art." "ror arr's sake," Benjamin adds, "was 
scarcely ever ro be raken lirerally; ir was alwa)'s a flag under which sailed a cargo 
rhar could nor be declared beca use ir still lacked a name" (Refleetions 183-4). 
If rhis suggesrs certain conrradicrions in rhe apparent politics of Benjamin, whar 
he had in mind is a projecr rhar would illuminare whar, in rhe year of our srock 
marker crash, he considered rhe crisis of rhe arts. This projecr, "wrirren as ir 
demands ro be wrirren," would arise nor from critique irsclfbur from "rhe deeply 
grounded composition of an individual who, from inner compulsion, portrays 
less a hisrorical eyolurion rhan a consranrly renewed, primal upsurge of esoreric 
pocrry - wrirrcn in such a wa)' rhar ir would be one of rhose scholarly confCs
sions rhar can be counted in every century. The lasr page would ha ve ro show 
an x-ray picrure of surrealism" (J 84), like a rayograph of Man Ray, irs precise 
mysrifications, a deposir rhrough lighr of realiry irself: inscribed. 
Qrd by Guido Bruno. "The Passing of '291,' " Pearson>' Magazine 38.9 (1918): 
402- 3; m)' source for rhis is Dijksrra 12. 
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Performance and the anxiety of simulation1 


Phifip Auslander 

In irs 1979 srudy known as rhe Williams Report, rhe Committee on Obsceniry 
and Film Censorship esrablished by rhe Brirish government ro review and 
make recommendarions concerning obsceniry law and irs enforcement nores 
rhar "Iitrle of rhe conuoversy surrounding our subjecr and only a small 
part of rhe evidence we received has rouched on rhe ficld of live entertain
ment." The Commitree explained rhe apparenrly grearer public concern over 
alleged obsct:niry in films rhan in live performances by saying: "The reason 
for rhe low level of public concern abour live entertainment no doubr has 
ro do wirh irs nor being a mass medium. [... ] Live entertainment ... affecrs 
few people" (WiUiams 137). The Williams Report rhus points ro a cultural 
facr wirh implicarions rhar exrend well beyond rhe specific issuc of porno
graphy: in our currenr, mediarized culrure,2 live performance is largely a 
marginal enterprise. Even such relarively large-scale atrracrions as sporring 
evenrs and pop concerts cannor command audiences on rhe scale of rhe mass 
media. (In rheir current forms, events of [his kind are in any case media
rized, even in rhe concert hall or sradium, as 1 shall discuss.) Performance 
rhcorisrs ofren make a virrue of live performance's marginaliry by arguing 
rhar rhe value of live performance genres such as rhearer and (especially) 
performance art resides precisely in rhe facr of rheir not being mass 
media, in rheir abiliry ro engage audiences in ways nor available ro media
rized represenrarions, in rheir possibly serving as alrernarivcs ro - even criliques 
of - rhose representarions. 

One of rhe mosr articulate versions of rhis posirion is Peggy Phelan's accounr 
of whar she calls "rhe ontology of performance." For Phelan, rhe basic 
ontological fJcr of performance is rhar irs "only life is in rhe present. 
. .. Performance occurs over a rime which \ViII nor be rcpeared. Ir can 
be performed again, bur rhis reperirion marks ir as 'different' " (146) . 
"Performance honors rhe idea rhar a limired number of pcoplc in a specifil 
rime/space frame can have an experience of value which lcaves no visih le 
trace afrerward" (149). ¡';or Phelan, performance's devotio ll lO the "nuw" :'IIId 
rhe facr rhar ¡es only continueJ exisrcnce is in lhe spccralOl-'s n l ~' ''lol y . 11 

what enable il ro sideslcp lhe n ;o!lo rn y 01' rcproJ UI':1 ion. "Pedu, nu III1'\ 
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independence from mass reproducrion, rechnologically, economically, and 
linguisrically, is irs grearesr suengrh" (149).3 

Phelan realizes rhar few, if any, performances produced wirhin rhe contexr 
of a mediarized culrure like rhe lare-twentierh-century Unired Srares can 
realize rhis promise. The sentence rhar immediately follows the one I just 
quored is: "Bur bufFered by rhe encroaching ideologies of capital and repro
ducrion, ir [performance] frequenrly devalues rhis strength," (149) presumably 
by succumbing ro rhe lure of whar Phelan describes in a note as "rhe poli
rics of ambirion" (191 n.3). Much as I admire Phelan's commirment to a 
rigorous conceprion of an ontology of liveness, I doubr very srrongly rhar 
any cultural discourse can acrually srand ourside rhe ideologies of capital and 
reproduction or should be expected ro do so.1 Ir interests me rhar alrhough 
Phelan discusses performance artisr Angelika Festa's Untitied Dance (with fish 
and others) (1987) in rhe conrext of her argument on rhe on rology of perform
ance, she does nor specifically address rhe encroachment of technologies of 
reproducrion on rhis piece, in which Festa made extensive use of video rech
nology ro construcr the images Phclan analyzes. 

Ir is ironic rhar rhe video camera, perhaps the sine qua non of rhe pressures 
thar Phelan sees as compromising rhe ontological inregriry of performance, 
is irself integral ro the performance in question .5 This is sympromatic of the 
"rechnological and aesrheric contaminarion" of live performance rhar Patrice 
Pavis sees as inevirable in our current culrural formation: " 'the work of art 
in rhe era of rechnical reproducrion' cannor escape the socioeconomic
rechnological dominarion which derermines its aestheric dimension" 
(134). Herbert Blau describes rhe situation as ir pertains ro rhe rhearer in 
particular: 

[1'he rheatcr's l status has been eonrinually rhrearcned by whar Adorno named 
rhe culture indusrry and ... rhe escalaring dominancc of rhe mcdia. "Do )'ou 
go [O rhe rhcarcr ohen'" Thar man)' ha ve nevcr gone, and rhar rhose who 
have, even in counrries wirh esrablished rhearer rradirions, are going c1scwhere 
or, wirh cable and VeRs, staying home, is also a rhcarrical facr , a datum of 
pracricc. (76) 

As Pavis and Blau recogniz.e, we cannor realisrically pro pose rhar live perform
ance can remain onrologically prisrine or rhar ir operares in a culrural economy 
separare from rhar of rhe mass media. Live performance now ofren incorporares 
mediatizar ion such rhar rhe live event irself is a producr of reproducrive 
technologies. This is rrue across a very wide range of performance genres and 
culrural contexrs, from rhe instant replay screens ar ball parks ro the video 
;Ippararus in I;esra's and orher performance arto Ir is also rhe case, as B1au 
obstTves, rhar live performance is now often in direct comperition wirh media
I iZl'l1 forms I hal are 1lI11ch more advanrageously positioned in rhe markerplacc. 

1" his hilo k 011 Ih(' polilical eCCll10my nf music, Jacqucs Allali ()~Ters ~ 
,, ~~ rll l dC\ll ip liol\ ,,1 d lt' l,rllllral n :olwnl)' il1 whi,h pt'rf(>rlll;¡ nc~' n lrrel1t1 y 
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rakes place. He disringuishes an economy based on represenrarion from one 
based on reperirion: 

Srated very simply, representation in the system of commerce is that which 
arises from a singular act; reperition is rhat which is mass-produced. Thus, a 
concert is a representation, but also a meal a la cartc in a resraurant; a phono
graph rccord or a can of food is repetition. (41 t' 

In his hisroricaJ analysis, Arrali poinrs our rhar alrhough "represenrarion 
emerged wirh capiralism" when rhe sponsorship of concerts became a profir
able enrerprise and nor merely rhe prerogarive of a feudal lord, capiralism 
ulrimarely "los[r] inreresr in rhe economy of repn:senrarion. " Reperirion, rhe 
mass-producrion of cultural objecrs, held grearer promise for capiral because 
whereas "In represenrarion, a work is generally heard only once - ir is a 
unique momenr; in reperirion, porenrial hearings are srockpiled" (41) . By 
being recorded and mediarized, performance becomes an accumulable value, 
a commodiry. Blau's calling rhe pressure of live performance's comperirion 
wirh mediariz.ed forms wirhin rhe economy of reperirion "a datum of prac
rice" suggesrs rhar rhis pressure is i nevirably rcAecred in performance pracrice, 
in rhe marerial condirions under which performance rakes place, in rhe 
composirion of rhe audience and rhe formarion of irs expecrarions, and in 
rhe forms and conrenrs of performance .irself. 

Before engaging rhese issues, 1 wanr ro problemarize rhe binary logic on 
which rhe posirions I have quored are based, for all place rhe live and rhe 
mediarized in a relarion of opposirion, an anragonisric relarion reAecred in 
Phelan's vocabularv of encroachment, Pavis's of dominatiorz and contamination, 
and Blau's of thre~t. 7 In rhe melodrama implied by rhese analyses, virtuous 
live performance is menaced by evil mediarizarion. Liveness is depicred as 
engaged in a life-and-dearh srruggle wirh irs insidious Orher - from rhis 
poinr of view, once live performance succumbs ro mediarizarion, ir loses irs 
onrological inregriry, as Phelan suggesrs. This agon of liveness and mediari
z.arion is rhe ideologically charged binary opposirion rhar aurhorizes m e 
privileging of rhe live in rhese rheorizarions. 

I would argue rhar rhe live and rhe mediarized exisr in a relarion of mutual 
dependence and imbricarion, nor one of opposirion. The live is, in a sen se, 
only a secondary effecr of mediaring rechnologies. Prior ro rhe advenr 01" 
rhose rechnologies (e.g., phorography, rclegraphy, phonography) rhere was no 
such rhing as rhe "Iive," for rhar caregory has meaning only in rclarion ro 
an opposing possibiliry. Ancienr Greek rhearer, for example, was nor li ve! 
because rhere was no possibiliry of recording ir. (1 would suppose rhar Lh e 
concepr of "Iiveness" as we undersrand ir was unthinkable by rhe Grceks rór 
rhis reason.) In a special case of Jean Baudrillard's well-known d iclum rh:1l 
"rhe very definirion of rhe real has beco me that 01 ¡,l/hi,;' it il' pIJ,uiMI' t IJ gilll· 
an equivalent reproducúr)rJ" (J 4ó). lhl· "Iivl·" has aI W'dYS heen J cfiul."d as dl.ll 
which can he rt:corded .H 
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"fhar rhe mediared is engrained in rhe live is apparenr in rhe srrucrure of 
rhe word immediate. The roor ~orm is rhe word mediate of which immediate 
is. of course, rhe negarion. Mediarion is rhus embedded wirhin rhe im
mediare; rhe relarion of mediarion and rhe im-mediare is one of mutual 
dependence, nor precession. Far from being encroached upon. contaminared, 
or rhreatencd by mediarion, live performance is always already inscribed wir lh 
rraces of rhe possibiliry of rechnical mediarion (i.e., mediariz.ation) rhar defines 
ir as live . Alrhough the anxiery of crirics who champion live performance 
is undersrandable given rhe way rhe economy of reperirion privileges rhe 
mediarized and marginalizes rhe live, rheorizarions thar privilege liveness as 
a prisrine srare uncontaminared by mediatizarion misconsrrue rhe rclation 
berween rhe (\\10 rerms. 

Sreven Connor summarizes rhe rclarion berween rhe live and rhe medi
ared in somewhar differenr rerms: 

In the case of rhe "Iive" perfo rmance. the dcsire for orginaliry is a secondary 
effect of various forms 01' reproducrion, The intense "realir)," of the perform
ance is nO[ somcrhing thar lies behind rhe particulars of the serring, the 
technology and rhe audience; its realiry consists in all of thar apparatus of 

representation. (153) 

Connor's frame of reference is rhe performance of popular music.9 A good 
example of rhe inscriprion of rhe apparatus of representarion wirhin live 
performance in rhar realm is rhe sratus of rhe microphone in popular music 
performance: consider irs central role in Elvis Presley's performance sryle, rhe 
microphonic acrobarics of James Brown, or rhe way rhe Temprarions' choreo
graphy is centered around rhe posirioning of rheir microphones. As Connor 
implies, rhe very presence of rhe microphone and rhe performers' 
manipularion of ir are paradoxical marken of rheir performances' sratus as 
live and im-mediare. Far from suppressing rhe apparatus of reproducrion 
(as a performer sllch as Madonna may be said ro be arrempring when she 
uses a headser mike rhar is nor c1early visible from much of rhe auditorium) , 
rhese performers emphasize rhar rhe apparatus of reproducrion is a consri
rtItive element of rheir liveness. In short, rhey perform rhe inscriprion of 
mediarion wirhin the im-mediare. 

Recent developments have problemarized rhe rradirional assumprion rhar 
rhe live precedes rhe mediarized 10 by making ir obvious rhar rhe apparatus 
of reproducrion and ¡rs attendant phenomenology are inscribed wirhin our 
l·xpcrience of rhe live. Srraighrforward examples abound in rhe use of video 
screcns ar sporring events and rock concerrs. The specraror sirring in rhe back 
rows of a Rolling Stones or Bruce Springsreen concert or even a Bill Cosby 
slanJ-up comed}' performance is present at a live performance, bur hardly 
p,lnicip.ue.s in il as slIch sincl· he r main experience of rhe perfo rma nce is ro 
(l'ad il "Ir uf a V id !.:" Ill ll nilOr. T lle same is rrue ~~H lhe spectarors at majo r 
k .lgll< h.LSCh. all 1~. lI l l l·\ ól lld "dlCI spuni ng evcnts. WllO nuw warch Si l!l1 ili l.":1Il I 
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portions of the games they are attending on giant video screens. The rhetoric 
of mediatization, such as the instant replay, the "simulcast," and the c1ose
up, at one time understood to be secondary e1aborations of an originary 
live event, are now constitutive of the live event itself. The games - their 
scheduling, the distribution of time within them, their rules, and so forth 
have themsclves been molded by their entry into the economy of repetition, 
which demands that the form of the games as live events be determined by 
the requirements of mediatization. 

Just as mediatization as "a datum of [performance] practice" is reRected 
in the presence of the apparatus of reproduction in the live setting, so too 
is it reRected in the forms and cultural positions of both performance and 
performing. 1 first beca me awarc of the imbrication of theater in the economy 
of repetition in the early 1980s when I noticed that a number of Broadway 
productions I was seeing had been underwritten in pan by cable television 
money with the understanding that taped versions of the productions would 
appear later on cable nerworks. Whether by conscious intention or not the 
productions themselves, panicularly their sets but also their staging, were 
clearly "camera-ready" - pre-adjusted to the aspect ratio, intimate scale, and 
lack of detail of the television image - a suspicion borne out when 1 later 
saw the televised version of one of them. Ir is true that throughout its history, 
television has drawn on the theater for programming material, whether by 
broadcasting adaptations of popular stage offerings or calling on playwrights 
ro write directly for the small screen. (In the United States, this kind of 
activity was most prevalent during the so-called "Golden Age" of television 
which began after World War 11 and lasted through the 1950s.) What distin
guishes the productions 1 am discussing from earlier versions of televised 
theater is the relationship of the theatrical event to the televisual one. In his 
book The Post-Modern Aura, Charles Newman declares that "the adaptation 
... has peco me the primary literary convention of the age ..." (129) . . A1i 
compared with those of the Golden Age, the productions ro which I refer 
here did not need to be adapted ro make the journey from stage to televi
sion because the live versions had been constructed to be seen as televiJíon 
- they were pre-adapted (so to say) ro the demands of their new medium . 
Contrary to Newman's suggestion that the adaptation is the cssential post
modern form , I would argue that the fact that these productions requ ired 
no adaptation in making the transition from representation ro repetition is 
what defines them as postmodern. While I would not say that the live evcn l 
1 saw while sitting in the theater was no different from its television COll n~ 
terpact, its identity as theater rather than television and its spccificity as .1 

¡ive rather than mediatizcd event had been called into qucstion long bd ore 
it actually showed up on relevision. 

The incursiol1 of mediatization inro the live serring has raken plon' in 
avant-gardc performance as well as Broadway thcarcr and is 111:1 11 ifc.sl 1101 

only in [he prcscnce or Ihe rCprtlJ lIClive apparalus ill I'crli)rn l ;lIlCt'~ likt 
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Festa's but also in the kind of performing characteristic of the avant-garde. 
Over rwenty years ago, Michael Kirby characterized the kind of perform
ance taking place in much experimental theater and performance art as 
"nonrnatrixed representation" in which the perforrner does not embody a 
fictional character but "rnerely carries out cenain actions" that nevertheless 
can have a referential or representational significance (lOO). As Kirby observes, 
the dccade from the early 1960s through the early 1970s saw a trend 
away from conventional acting and roward nonmatrixed performance in 
American avant-garde theater (110). Although "character" did make some
thing of a comeback in the performance an of the later 1970s and 1980s, 
the concept of non-matrixed representation remains a useful (and under
employed) one for describing the kinds of performing evident in much 
performance art from the 1960s ro the presento Ir also serves as a concep
tual bridge from the experimental theater of the 1960s, which was frequently 
ideologically opposed to the mass media, ro the mediatized performance 
of today. 

The sense in which nonmatrixed representation provided a beachhead 
for mediatization within anistic practices that resisted mediatizarion is evi
dent in Kirby's statement, "In nonmatrixed representation the referential 
e1ements are applied to the performer and are not acted by him" (I 00), In 
other words, the performance requires sorne form of mediation of the 
performer's actions in order to attain meaning. Although that mediation was 
not lISually rechnological in the performances Kirby discusses, film acting 
seems to be a good example of nonmatrixed representation. Therc are, after 
all, many times when a film actor, like the avant-garde performers Kirby 
mentions, is called upon merely ro carry out cenain actions which acquire 
representational and characterological significance only in the editing room. 11 

Clint Easrwood's squint, for example, becomes OIeaningful only through the 
mediation of the camera in close-up and the editing. Prior ro this media
tion , it is just Clinr squinting, 

Willem Dafoe suggesred the parallel berween avanr-garde performing and 
film acting when 1 interviewed hirn in 1985. He rold me that from his point 
of view as a performer, the phenomenology of what he does when performing 
in a Wooster Group piece is virtually identical with that of acting in films 
- to him, both are primarily nonmatrixed, task-based performing (Auslander, 
"Task" 97). Dafoe is one of a growing group of cross-over performance anists 
whose experiences in the avant-garde have cnabled them to make a smooth 
transition into acting on film or television; the careers of Spalding Gray, 
Ron Vawtcr, Ann Magnllson , Eric Bogosian, and many others are note
wonhy in this regard. More imponantly, their more experimental work 
il.~df has found its way into mass-cllltural contexts in many cases: Gray's 
and Bogosian's monologues as movies, Magnuson's pop performance 
,'XI ravag;) III,a ,~ ;I.~ l.thk rclevisiol1 specials, and so forth ,!2 Ironically, one of 
tll(' f:H I n\"\ I h.1 1 , o lll d hll lt·d Jo tlll' performance avanr·garde's bccoming read)' 
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for prime-rime was irs adoprion of nonmarrixed performance, an approach 
originally meanr ro differenriarc "performing" from conventional acring bur 
rhar ulrimarely servcd as a rraining ground for rhe kinds of performance skills 
dcmanded by rhe mass media beca use, like film acring, ir depends on medi
arion for irs significance. In effecr, rhe performance avanr-garde had absorbed 
rhe phenomenology of mediarized performance even before ir embraced rhe 
economy of reperirion. 

The ner effecr of rhese developmellrs is rhar live performance now serves 
ro naruralize mediarized represenrarions. Roger Copc1and has poinred our, 
for example, rhar "on Broadway rhese days evcn nonmusical plays are rourinely 
miked, in part because rhe resulrs sound more 'natural' ro an audience whose 
ears have been condirioned by stereo relevision, high fideliry LP's, and compacr 
disks" (29). (The use of rhe headser mike ro generare an amplified voice 
invisibly would be anorher example of rhis phenomenon.) As rhe personnel 
involved in sraging Madonna's rours freely admir, rhe goal of rheir produc
rians and of many rock and pop concerts roday is ro reproduce rhe artisr's 
music videos as nearly as possible in a live setting on rhe assumprion rhar 
rhe audience comes ro rhe live show expecting ro see whar ir has already 
seen on relevision. 

The pop concert as reenacrmenr of rhe music video is, in effecr, a new 
performance subgenre. This and anorher subgenre, rhe high-rech musical 
play, offer particularly clear examples of rhe cffecr 1 am describing. Borh rhe 
illusionisric special effecrs in such musicals as Cats and Mús Saigon and rhe 
recrearion of music video imagery on rhe concert srage show rhar such 
images can be produced live and rhus serve ro naruralize rheir mediarized 
sources. The celebrared hc1icoprer effecr in Miss Sa~'S0n, for example, repre
senrs a direcr importarion of cinemaric or relevisual realism inro rhe rhearer. 
(This developmenr lends credence ro Pavis's claim rhar ''che formarion (or 
rarher deformation) of audience raS((: by rc1evisian necessarily rebounds on 
rhe furure audience for rhearer, parricularly in rhe demand for realism ..." 
(121).) The case of rhe Madonna concert is rrickier. One could sa)' rhar 
because rhe music video sers rhe srandard for whar is "real" in rhis realm , 
only a recrearion of irs imagery can counr as "realisrie." Reciprocally, rhe 
facr rhar images from Madonna's videos can be recreared in a live setting 
enhances rhe realism of rhe original videos. Live performance rhus has 
become rhe means by which mediarized represenrarions are naruralized , 
according ro a simple logic rhar appeals ro our nosralgia for whar \Ve assllmed 
was rhe im-mediare: if rhe mediarized image can be recrea red in a live serri ng. 
ir musr have been "real" ro begin wirh. "Whar iron)': pcople originall)' illrCllckJ 
ro use rhe record ro preserve rhe performance, and roda)' rhe performance 
is only successful as a simulacrum of rhe reco rd" (AltaJi X5) . This sdll'llla 

resolves (or fails ro resolve) inro an impossible oscillarioll bCIWCCIl Ihe IWO 

polcs of whar had seemed ro he a e1e;!r opposi ri ll ll : WIH:n.::IS I1\t·dia li '/n l 
pcrfi>rtlUIKC dnives irs audlOril)' (mm ils I d~'('l'llll' lo ti\(: li ve "1 tl iI' H·.tI, 
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rhe live now derives irs aurhoriry from irs reference ro rhe mediarized, 
which derives irs aurhoriry from irs reference ro rhe live, ere. 

AlI of rhese insrances exemplify rhe way mediarizarion is now explicir1y 
and implicirly conjoincd ro live experience. The paradigm rhar besr describes 
rhe currenr relarionship berween rhe live and rhe mediarized is rhe 
Baudrillardian paradigm of simulation: "norhing separares one pole from rhe 
orher, rhe inirial from rhe rerminal: rhere is jusr a son of conrracrion inro 
each orher, a fanrasric relescoping, a collapsing of rhe two tradirional poles 
into one anorher: an IMPLOSION...." Baudrillard srares, wirh rypical 
insisrencc, abour such implosions: "thú is where JÍmulation begins" (Simulations 
57; original emphasis). 

In rhe case of live and mediarized performance, rhe resulr of implosion is 
rhar a seemingly secure opposirion is now a sire of anxiery, an anxiery rhar 
infecrs all who have an inreresr in mainraining rhe disrincrion berween rhe 
live and rhe mediarized. Ir is manifesr in sorne performance rheorisrs' asser
tions of rhe integriry of rhe live and rhe corrupr, coopred narure of rhe 
mediarized. Anxiery is also manitCsr in rhe response of capiral ro rhe collapse 
of rhis disrincrion. Simularion occurs ar rhe moment a cultural economy is 
rhoroughly sarurared wirh reperirions. Ir rhrearens ro undermine rhe economy 
of reperirion by imploding opposirions on which rhar economy depends: in 
order ro render performance in a repearable form, rhere musr be an "orig
inal" performance ro reify.13 In rhe remaindcr of rhis essay, I will analyzc rhe 
crisis surrounding rhe implosion of rhe opposirion berween live and mcdia
rized performance by examining an event rhar cr)'srallizcs rhe issues 1 have 
been discussing here. The evenr is rhe Milli Vanilli scandal of 1990, which 
occurred ar rhe contentious intersection of discourses of liveness, mediariza
rion, capiral, and rechnology in rhe realm of popular musie. J want also ro 
suggesr rhar Baudrillard's contention rhar rhe triumph of simularion means 
rhe end of power as i t is has been tradirionally llndersrood is problemarie. 
In Baudrillard's schema, when rhe binary implodes, when ir is no longer 
possible ro disringuish berween rhe rwo rerms, ideological opposirion, indeed 
rhe whole concepr of Ideology irself, is voided of meaning. Whilc 1 find 
Baudrillard's paradigm of simularion persuasive as a descriprion of rhe situ
arion of performance (and man)' orher) discourses in a mediarized culture, 
I am nor convinced rhar rhe advent of simularion necessarily implies a voiding 
of rhe exisring strucrures of power and ideology. 

In rhe spring of 1990, rhe German pop singing and dancing duo Milli Vani'lli 
was awarded rhe Besr New Arrist Grammy for 1989. The award preceded six 
months of specularion and commentary in rhe media concerning perfonners, 
illcluding Milli Vanilli, who allegedly lip-synched ro prc-recorded vocals in 
cuneen (Madonna, Michac1 ]ackson, Paula Abdul, and man)' orhers were 
similarly accllsed) .I/¡ Lcgislators in man)' srares followed rhe Iead of rhose in 
Nl'W York alld Nl'W jersey in introducing biUs m;lndaring rhar rickcts and 
pO~lers prtll l1 011 1l!,. ! Cln ~I' II S Juring which pcrtormcrs lip,sYllch sratl: Ihar bct; 
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sriff fines were ro be levied againsr violarors. The legislarors claimed ro see rhe 
lip-synch quesrion as a consumer issue. In November, Milli Vanilli's producer 
admitted rhar rhe duo had nor in facr sung on rhe recording for which rhey 
were awarded rhe Grammy, which was rhen rescinded, much ro rhe embarass
menr of rhe Narional Academy of Recording Arts and Sciences (NARAS). 

Thc whole lip-synching controversy inspired a grear deal of commenrary 
across rhe counrry, prompring a spare of newspaper anicles wirh rides like 
"Thar Syncing [sic] Feeling" (Detroit News 31 July 1990). Mosr of rhe 
commenrary was adamanrly opposed (O rhe pracrice, rhough virtually all of 
ir also admitted thar rhe main audiences for rhe ped()rmers in quesrion, 
mosrly young reenagers, did nor seem (O care wherher rheir idols acrually 
sing or nor. (My own younger srudenrs, polled in rhe fall of 1990, felr 
precisely rhar way.) 

Jon Pardes, a New York Times popular music journalisr, inveighed againsr 
rhe use of borh lip-synching and compurer-programmed musical instrumenrs 
in concen, upholding rhe value of tradirional live performance. 'Tm nor 
rcady for rhe new paradigm ..." he wrore. "The sponraneiry, uncertainry 
and ensemble coordination rhar automarion e1iminates are exacrly whar 1 go 
(O concerts (O see ..." (25). The ncw paradigm ro which Pareles rcfers is 
rhe paradigm of simuLation which has usurpcd rhe paradigms of representa
tion and reproduction in popular music and, arguably, in rhe culrure ar large. 
The performances he discusses are simulacra in rhe stricr Baudrillardian sense: 
like rhe recordings rhey incorporare and rhe music videos they emulate, they 
are recrearions of performances that never (Ook place, represenrations wirhour 
referenrs in (he real. 

Indeed, rhe his(Orical progression of rechnologies of musical reproducrioll 
exacrly recapirulares rhe rhree orders of simulacra amI rhe rhree srages of rhe 
image Baudrillard idenrifies in rhe general l1lovel1lenr from rhe dominance 
of reproducrion ro rhar of simularion. First-order simulacra are countnjeits 
rhar "never abolished difference" but suppose "an always derectable alterarion 
between semblance and realiry" (Simu!ations 94-5). Baudrillard's example i~ 

rhat of rhe au(Oma(On which cOllnrerfeits the human figure, but imperfectly, 
and thus defers (O the human being as rhe referenr of rhe real. In rcrms (JI" 
musical rechnologies, the player piano is a firsr-order simlllacrum, a dcvicc 
rhat counrerfeirs a human performance but cleady is Ilor human. The scconJ 
arder is associated with an indusrrial cconomy in which the serial prod uc
tion of objccrs ultimatcly oblirerares lhe lInique objecr from which rhey we le 
gcneratcd, Attali's ecollomy of repetirion. "In a series, objecrs beco l1lc U I1 

defined simulacra one of the orher" (Simu!atiom 97). The phonograph n.:wrd 
is a second-order simulacrllm, a l1lass-produccd objecr whose rcfercllCl' ha~k 
ro an original artifacr has been rendcred irrekvanr. 

The rhird srage of rhe image is whar Baudrillard rcfcrs l o a~ \ illtul ;1I ion 
proper, "rhe reigning schcme of lhe cucn:nr ]lhasc Ihal i~ COJ1 l rollcd hy Ihc 
code" (Simu/atiol/l ~n). 

'O 
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And here ir is a qucsrion of a reversal of origin and finaliry, for all rhe forms 
change once rhey are nor so much mechanically rcproouced bur even conceived 
from the point-ofview (1lheir ver;' reproducibility, oiffracreo fmm a gcnerating 
nucleus we ca\! the mooel. .. . Here are rhe modcls from which procceo aH 
forrns according ro rhe modularion of rheit oifferences. 

(Simulations 100-1; original cmphasis) 

In terms of technologies of musical reproducrion, rhe age of rhe compact 
disc is rhe age of simuJarion proper. The code and model ro which Baudri11ard 
refers is rhe binary code rhar defines a11 producrs of digiral rcchnology, prod
ucrs rhar differ from one anorher, as Balldri11ard srares , only according ro 
differenr modularions of rhe common code from which rhey are a11 diffracred . 
There is no intrinsic diffcrence between rhe binary code on a music disc and 
rhe code in rhe softv.'are rhal conrrols rhe launching of missiles: regardless 
of irs purpose or dcsrinarion, a11 digiral informarion is gencrared from rhe 
same model and is, in rhar sense, of rhe same generic srúff and, rherefore, 
perfecdy exchangeable wirh a11 orher digiral informarion. And since digiral 
code is reprodllced rhrough a process of "cloning," rhe informarion on a11 
compact discs ami rheir sources is idenrical: a11 are "originals"; rhere is neirher 
an originary referenr nor a hrsr in rhe series. (In a reproductive process, one 
can speak of a "parenr. " A clone, however, is a simu!ation, a replicarion of a 
model, nor rhe offspring of a parenr.) The performances ro which Pareles 
refers indicare rhe form assumed by live performance in rhe age of simula
rion of which rhey, like rhe compacr disc, are a manifesrarion. 

Wirh rhe award ro Milli Vanilli, rhe Grammies cou'ld be said ro have 
cnrered rhe age of simularion, an age the music industry irsclf had enrered 
long before. The process of which Mi11i Vanilli had been a pan is quire 
rypical of rhe way popular music has been produced since ar leasr rhe early 
1960s: rhere arc many well-known cases of groups' bcing formed by producers 
specifica11y ro exploir recordings made using orher voices. 15 Ir is also rhe case 
thar rumors thar Milli Vanilli did nor sing live and had nor sllng on rheir 
album were in circularion as much as ayear before rhe Grammy vore. In 
faer, one member of rhe NARAS vored for Milli Vani11i even rhollgh he had 
specific knowlcdge rhar rhey had nor sung on rhe record (Brin G4). He knew 
rhis because he was rheir vocal coach (rhough exacrly whar he coachcd is nor 
clear). The award ro Milli Vanilli consritured rhe recognirion of a parricu
larly impressive simlllarion by an industry devored ro rhe crearion of 
simularions. How, rhen, do we explain !'affaire Mi!!i Vani!!i? 

I propose rhar we begin by recognizing, as Baudrillard says of Warergare, 
rhal lhe Milli Vani11i "scandal" was nor a rea! scandal ar all bur rarher 
,1 ¡-canda! effict usee! by agencies of power and capiral ro "regenerare a 
rcal il-y principie in disrress" (Simu!atiollS 26- 7). As Baudri11ard poinrs out, 
pUYfc r '"\:llui rcs Cm ils wu rking a matrix of significant opposirions alld "capital, 
wb k h 15 in1lllo l.d ;lIId III\SC rllplllou~ , can only funcrion hehind a moral slIper
~111l ~ llIrl ' .. • '" rSillll¡/'iliolll 7.7 ). Sillllllalion rllll"all"I1S Ihe slruclllrl"~ 011 which 
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power and capiral depend by implying rhar moral , polirical , and orher disrinc
rions are no longer meaningful: rhe Righr is rhe Lcfr; rhe Mediarized is rhe 
Live. "When ir is rhrearened roday by simularion (rhe rhrear of vanishing in 
rhe play of signs), power risks rhe real, risks crisis ..." (Simulations 44). 

1 am arguing rhar a scandal effecr had ro be creared around Milli Vanilli 
because rhe music indusrry and rhe concenrric rings of power rhar attend ir 
(including music criries) could nor afford ro admir rhar ir is an indusrry 
devored ro simularion. If rhe disrincrion berween live and mediarized perform
ance were ro be revealed as empry, rhen rhe abiliry ro sell rhe same marerial 
oyer and over again - as a srudio recording, as a music video, as a live 
performance, as a video of rhe live performance, as a live aIbum - wouId 
disappear. The Grammies' ideologicaI procedure of awarding rhe prize ro 
performers, as rhough rhey are rhe aurhors of rheir recordings and nor merely, 
as O eyan Sudjic purs ir, "rhe rip of an elaborare commerciaI nerwork of 
invcsrors, managers, agents, and publishers" (J 4:3), would be exposed. And 
whar of crirics like Pareles? On whar basis will rhey discriminare amongsr 
recordings and performances once ir is acknowledged rhar all are simply 
different articularions of rhe same code, recombinant yariarions on rhe same 
generic marerial? 

More is ar srake here rhan simply rhe survival of rhe music indusrry in irs 
current formo As Baudrillard reminds us, ''rhe denunciarion of scandal always 
pays homage ro rhe law" (Simulations 27) . We have already seen rhar rhe law 
soughr in rhis case ro bring simularionisr pracrices under rhe aurhoriry of 
exisring legal strucrures. Because simularion pe,. se is nor illegal, even rhough 
ir is rhe "crime" ro which rhe power srrucrure is responding in rhis case, rhe 
legislators recasr rhe issue as a moral one easily addressed wirhin cxisring legal 
caregories. (Our yourh are being duped! It's a matter for consumer law.) By 
scapegoaring Milli Vanilli, rhe music indusrry could simulraneously render 
homage 10 rhe aurhoriry of law, rhus subverting rhe need for legislarion, and 
esrablish rhe appearance of a moral superstrucrure behind which ro conducl 
business as usual. (Norice rhe chronology of events: ir was onl)' afta legis
larion was proposed rhar rhe award ro Milli Vanilli was rescinded.) 

Baudrillard also poinrs our rhar 

When rhe real is no longcr whar ir used ro be, nosralgia assumcs irs [uU 
meaning. Thcrc is a proliferarion of myrhs of origin and signs of realiry; of 
second-hand rrurh , objecriviry and aurhenriciry. 'fhere is <In escalarion of rhe 
rrue, of rhe lived cxperience . ... And rhere is a panic-s rricken rcproducrioll 
of rhe real and rhe referenrial. 

(Sirn u/atio/IJ 12- 13) 

I bclieve we have wirnessed rhese very phenomcna in rhe wake 01' lhe 
ehallenge ro lhe real posed by rhe near-Iegirimalion 01' lhe sillllll.ll iulI M ill i 
Vanilli. 1 :lIn rhinking primari ly of rwll sud, phCfl Oll ll'll a: d I(': , ~'ce lldy Il' 

Ilcwcc.l l·rnl,h .• ~i s wilhi n pop Illmk on ;u;o \J .,¡i" pc rf ~lrn .,II. ~·I,; . (ll wl.i! II MTV\ 
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"Unplugged" program is rhe aporheosis, and of rhe multiple awards givcn ro 
Eric Clapton at rhe 199.3 Grammy eeremony. These two phenomena overlap 
significantly, since rhe recording for which Clapron won his awards was rhe 
live album derived from his acousric performance on " Unplugged." 

Thar the lauds heaped on Clapron in rhe spring of 1993 were based in 
nostalgia for a pre-Milli VaniUi rime when pop musicians could actually play 
and sing is obyious. Both Clapron's Unplugged album and rhe relevision series 
rhar generated ir are overloadcd wirh signs f(lr realiry and authemieiry rhat 
are conventional wirhin the realm of rock music. Ar Icasr since rhe carly 
1960s, acoustic playing has stood for aurhemiciry, sinceriry, and roorsiness; 
hence, the dismay rhar greetcd Bob Oylan's use of an electric guitar ar the 
1965 Newport Folk Fes tival. Live performance, too, has long been under
stood as the realm of the authenric, the true tesr of musicianship undisguised 
by studio rrickery.1 Ú Ir is clear rhat rhe MTV show " Unplugged," which rakes 
acousric performance and liveness as irs twin imperarives, ironically for 
consumption as relevision, is a veritable cornucopia of signs of rhe real as 
rhar caregory is articularcd wirhin lhe contexr of rhe rock and folk-rock music 
of the 1960s. 

The faet rhat Clapron's Unplug¡;ed album is largely given over ro perform
ances of venerable blues numbers is anorher bid for aurhemiciry and also an 
evocarion of myths of origin: borh rock music's aneestry in rhe blues and 
Clapton's own personal history as a roek music legend who launched his 
career in the mid- 1960s as a faithful devoree of American blues guirar sryles 
and who, despire various changes in his music over rime, has never fully 
abandoned that original commirmem ro rhe bedrock of rhe music. These 
two srrands imerrwine in (lne of rhe mosr popll'lar selecrions from rhe record, 
Clapton's new acousrie rendition of his song "Layla." Thus, borh rhe myrh 
of the blues as rock's progenitor (and rock's consequenr myrhological claim 
ro aurhenriciry as folk expression) and Clapron's own aurhemiciry as a blues
cducared rock legend are broughr inro play. 

Ar the risk of seeming cynical, I will also suggesr rhar rhe song singled 
our for particular Grammy rccognirion from Clapron's Unplugged album, 
"Tears in Heaven ," irself contribures greatly ro rhe real-effecr sought by rhe 
mllsic indusrry in the wake of Milli Vanilli . The song is a memorial to 
Clapton's young son, who died in a freak accidento Clearly, rhis corresponds 
[O whar Baudrillard ealls "an escalation of rhe rrue, of rhe lived experience." 
As opposed ro Milli Vanilli, who won an award for a song rhe)' neirher 
composcd nor sang, Clapron was rcwardcd for a song thar he nor only 
wrorc and acrually performed but that also aHudes ro his personal rragedy. 
1loes ir get any "realer" rhan this? The song's regrer ar the death of a n 
illdividual reinsrares the valUé of rhe uniquc rhar has losr ground in Ihe 
UlfTCnl cu lru ral mnmClll. In lhis agc of digiral cloning, rhe mod cl is 
il1lll1i ldy Il·pl iubl!· Ik·;tlh is 110 longcr lhe ultimare lil11it. as can he SCl' J1 

(ro l" Ihe !",,,d llJ l""II" Iwrforr".lIlccs hy 1I.IISi('i;tl1~ :lfId. I1OW. 3LLOrs clom:d 
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from rheir exisring recordings and films .'7 Through rhe specificiry of rhe 
personal experience it describes and [he personal relationship of singer ro 
song, Clapron's performance returns us ro an economy of representarion in 
which rhe singular event is valorized. By poignandy reinstaring death as an 
unmirigable absence and, thus, apparendy recovering the life/dearh opposi
rion from implosion, the song valorizes living presence and underscores 
"Unplugged's" asserrion of its own Iiveness and authenticiry. AII of rhis, 
however, is merely another diversionary racric designed ro mask rhe facr rhat 
rhe music indusrry is now fully given over ro simulation. Clapron's song and 
performance rook place on televisiort and was designed from rhe sran ro 
occupy a posirion in the economy of reperirion rhrough irs many lives as 
cable show, compan disc, and video cassette. If Milli Vanilli provided capiral 
wirh the opporruniry ro stage a scandal-effect, Clapron's medirarion on living 
presence and the abundance of signs insisting on "Unplugged's" sratus as live 
event themselves contribute ro the simularion of liveness, rhe crearion of 
a Jiveness-effecr rhar also appears ro denounce simularion while actually 
funhering irs dominance. IH 

This excessive proliferat1ion of signs of rhe real and the aurhentic consri 
rures the panic ro which Raudrillard refers, the music indusrry's urgent 
pragram of damage conrrol designed ro rescue rhe realiry principie and, hence, 
irs own power, fram the exposure of simulation. In place of Milli Vanilli we 
are given what Arrhur Kroker mighr choose ro call "Panic M 'IV" and "Panic 
C1apron," which reinsrare the signs that signif)r rhe real in rhe contexr of 
pop music. Indeed, MTV's "Unplugged" has beco me a virrual clearinghouse 
for musical aurhenriciry: even rap and hip-hop anists, whose musical idioms 
are dirccdy linkcd with such simularionisr rechnologies as digital sampling, 
feel rhe need ro appear on "Unplugged" ro legirimare rhemselves. Arresred 
Development, the hip-hop group chosen as the Best New Arrisr ar the 1993 
awards ceremony, cerrainly lost no time in doing so. 

The psychic rrope of Baudrillardian cultural analysis is paranoia. I will 
push my paranoid interpretation one srep further ro show rhar ir ultimately 
rebounds on Baudrillard 's own assertion rhat simularion is sympromaric of 
the undoing of the power srructure on which capiral depends. Surely it is 
important that MTV has bcen an active agent at almost every crucial poi nt 
in the story I have been telling. Ir is rhrough MTV thar music videos have 
beco me the "realiry" that music performance seeks ro recreare. Ir was during 
an MTV-sponsored rour in 1988 that rumors about Milli Vanilli's inabiliry 
ro sing live first appeared. And, of course, rhe whole "unplugged" phenum
enon thar is so powerfully implicated in rhe resrorarion of rhe realiry princip ie 
posr-Milli Vanilli was institurionalized, if not actually created, hy MTV. 

Coincidence? I think nor. Power, Baudrillard writes, requires a binary malrix 
in which to operate and will create the appearancc of :1 billu ry ~ys tclJ1 iJl 
response ro rhe implosion of previollsly operalional hinaric.' . "1 PI"w('r i" 
ahsolllte only if ir is "apab le of" di ffr:H':l iOll ill lO v.lriollS l'l1"iv.dclIl.\, Ir il k ll (JW\ 
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how ro rake off so as ro put more on. This goes for brands of soap-suds as 
wel! as peaceful coexistence" (Simulations 134). This diffraction of power is 
clearly visible in the operation of MTV. Through its establishment of rhe 
music video as a form , M"IV is responsible for bringing musical perform
ance inro rhe age of simularion. Through "Unpluggcd," MTV also proposes 
itself as the antidote ro the regime of simulation . A truly paranoid reading 
of the facr thar Milli Vanilli first came under suspicion during an MTV
sponsored tour would suggest thar M 'IV actually engineered rhe whole 
scenario as a way of solidif)ring its own power, first by problematizing rhe 
realiry principie rhrough rhe promotion of simularion, then by crearing a 
scandal-effect around Milli Vanilli, and hnally by establishing itself as rhe 
champion of the realiry principie through a seemingly panicked reassertion 
of rcaliry and authenticiry in popular music that was, in fact, merely the 
crcation of a liveness-effecr rhrough a cynical merchandizing of Eric Clapton's 
personalloss. In the contexr of MTV's regime of simulared liveness, Clapron's 
rouching memorial becomes a means of bringing rhe one realm that migbr 
seem ro evade simularion under its rhrall. Ir may be thar, in a mediatized 
culture, livc performance inevirably brings dearh ioto the economy of n:pe
ririon. When its specificiry is impinged upon rhrough irs entanglement wirh 
mediarizarion , the live asserts irself not as a triumph over dearh (it is simu
latíon rhar represents such a uiumph) but as a celebration of rhe unique, 
nonrepearable event, of which dearh is rhe ultimare example.19 Ironically, the 
effecr of this attempr ro recuperare dearh as a sign of rhe live results in rhe 
commoditlcarion of dearh irself, for rhe live finally cannor evade rhe economy 
of reperirion. As Arrali purs ir, "reperirion makes death exchangeable, in other 
words, ir re,presents ir, purs ir on srage, and sells ir as a specracle" (126). 

To put rhe marrer more generally, ir may be rhar rhe implosion of the 
opposirion between live and mediarized performance in popular mllsic from 
which rhis discussion departs was acrually a sirnulation of implosion creared 
by an agency of capiral ro consolidare and exrend irs power by recuperating 
simulatiort itself as Orte 01 its strategies. Ir seems ro be jusr as possible ro see 
simularion as rhe laresr weapon in rhe arsenal of capiral (or at leasr as a 
phenomenon coopred by capira'!) as ro insisr rhar it means rhe end of rhe 
entire sysrem of real power within which capiral operares. Ar rhe end of a 
passage I qllored earlier, Baudrillard claims rhar when power "is rhrearened 
today by simulation . .. [ir] risks the real. ... This is a quesrion of life and 
dcarh for ir. Bur ir is roo lare" (Simulations 44). But is ir, in faer, roo lare? 
Or is ir possible rhar simularion can be brollghr into the sysrem of power 
LO he llscd by capiral ro maintain irs dominance, as 1 have suggesred in my 
illtcrprctarion of rhe machinarions of MTV? 

Ar the very least, il would secm rhar rhe development that Baudrillard 
1re;t l~ :1$ a .frlil fli'compl¡ is acrllally in rhe proccss of occurring. Assum ing thal 
w~' an.: clII' rc ndy li v ill~ tluollgh slIch a lransirional moment, the problcm fo r 
,"11111,11 l ri, i, j\l ll i, 1" tilld ways 01' idclH ifying sin.:s 011 which lhe criscs alld 
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anxieries rhat mark this transition occur and ro use them as footholds, however 
renuous, for critique. This cririque, however, musr deal realisticaUy with the 
cultural econorny within which representation and reproduction occur, an 
economy that is, at least in the Wesr and rhe rechnocraric Easr, rhoroughly 
dominared by repetition and mediatization. Cultural criticism must walk 
a tightrope between uncritical acceptance or cynical celebration of new 
technologies and cultural configurations on rhe one hand, and a nostalgic 
commitmeot to categories rhat are very nearly obsolete on the other. I alluded 
earlier ro the fact that the young audiences for Milli Vanilli and other acts 
are not concerned with their idols' liveness: simulation does nor create anxiery 
for them in the way it does for the generation of Clapton's earliest fans and 
for performance theorists. In giving us both Clapron and Milli Vanilli , MTV 
may be working both sides of the generational street - placating rock's older 
fans with simularions of aurheoticiry while simultaneously ushering in the 
new paradigm for the children of those fans. 20 When rhis lam:r generarion 
assumes "power," the regime of simularion may be in full force, irs expan
sion ioto the realms of the social and rhe polirical may be complere. 

NOTES 

The wrlflng of rhis cssay was supporred in parr by funding provided by 
rhe rulron C:ounry Commission under rhe guidance of rhe Fulron Counr)' 
Arrs Council, rulron Counry, Adanra, Gcorgia, USA. 1 would likc ro thank 
Fulron Counry for irs support and Eljn Diamond for her phenomena! editorial 
conrributions. 

2 	 1 havc raken rhe rerm "mediarized" from Baudrillard (see " Requiem"). Ir refers 
ro a culture dominated by rhe presenrarions of rhe mass media. 1 also use it in 
refe rence ro specific cultural represenrarions rhal have been adapred or designed 
for dissemination by rhe mass media. 

3 	 1 realize that 1 al11 considering only a portion of Phclan's argument, which ultim 
ately has ro do wirh the specific relevance of the issues of reproduction ami 
presence tor a flminist performance pracrice. 1 am concerned here only with 11 l' 1 

fundamental ontological premises. 
4 	 1 have argued rhis posirion at lengrh elsewhcre. See Auslander, PreseY/ce (JII,/ 

Resistance, especially ch. 2. 
5 	 1 am nor suggesring rhar Phdan is presenting Fesra's performance as an () ntn 

logically pure examplc. Phelan expresses sígnificanr doubrs abour severa! aSF)('l:l., 
of rhe performance. 

6 	 Arrali's perspecrive on rhe contemporary siruarion of music amI rhe cu hu n: ill 
which ir rakes place rouches on many of rhe issues 1 address hcre amI CO rlL' 

sponds in many parriculars ro Baudrillard's overall perspecrive, 011 which I h ;¡v~' 
drawn in grearer derai!' Baudrillard's schema is, as we shall see, a bir mo re dcw l 
oped rhan Arrali 's in rhar he identifies more stages of si mularion and l e n~b 1" 

rrear represenrarion and simularion as a smooth continuulll ra lher Ih .1I1 ti .. 
srrong dichoromy Arrali sees. See also 11. 13. 

7 1 extend rhe criricism 1 develop herc ro m)' (l W I1 earlicr (,rmll l.llioll of' tltt ., 
issues. Sec Auslamkr, "l.iVl. Perfo rmarKC:." 

X I \Val\[ lO Illakc <.:kar Ihal TI'{Jrotil//'lÍ(1f1 (n;con.l ing) i, lite k(;y i'~IH:. '1'1,,· ( ... ·, 1 
Iheal l' r \\las II·dlllululli\..lIly IIlI,'di.lll·d ill Ihe ~,: II W 111.11 11 ,,: . I ~ II),,' VOIII'\ W. " 
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amplified. Whar concerns me here, however, is rechnological reproducrion, nor 
jusr rechnological mcdiation. Throughour hisro ry, performancc has employed 
available rechnologies and has been rnediarcd , in one sense or anorher. Ir is only 
since rhe advenr of recording rechnologies, however, rhar performance has been 
rnediari1.ed. 

9 	 My use of rhe rerm "popular music" rhroughour rhis essay requires sorne spec
incarion. Whar 1 have in rnind is posr-war, cornmercial music wirh roots in 
African-American idioms: rhvrhm and blues, rock and roll , rock, soul, erc. Mosr 
of rhe commcnrs 1 makc abour performance convenrions apply ro any of rhe 
genres wirhin rhis clusrer. They aIso apply ro orher gcnres rhar have rakcn on 
rhe rrappings of rhc ones in the clusrer. The performance srylc and, increas
ingly, rhe music of lflany popular counrry (fo rmerly "counrry and wesrern") 
arrisrs, for exarnplc, is raking on many of rhe characterisrics formcrl)' associared 
wirh rock music (e.g., Carrh Brooks's arena aI1lics and use of songs wrirren by 
rock arrists). 

10 	 I have argued here rhar rhis assulllprion is invalid, rhar rhe live is always already 
ddincd by rhe possibiliry of mcdiarizarion. Neverthc1ess, the rerrns 01' rhis oppo
sirion are widcly accepred and lIScd; rhis is whar 1 mean by rhe "rradirional" 
assumprion. My poinr is rhar rhis assumprion was ncver theorerically valid and 
is now bccoming harder ro mainrain in Ihe tace 01' conremporary developmcms 
in rhe rc1arionship between techno lob'Y and cultural disco llrscs. 

II 	 Kirby ackno\\lledgcs rhar "rhc film actor ma)' do ver)' linlc. while rhe camera 
and rhe physical/informarional conrexr do rhe 'acting' for him" (107) and char
acrerizes film acring as "simple acting" whieh, for h.im , is ar rhe "marrixed" end 
of rhe spccrrum bcrween 110nmarrixed and marrixed performing. A1rhough 1 
employ Kirby's vocabulary, my own characrerizarion of film acring is somewhat 
different in emphasis. 

12 	 For a more derailcd discussion of cross-over performance arrisrs, sce Auslander, 
Presence and Resistance, ch. 4. 

13 	 Ir should be evidenr rhar 1 am arrempting in this passage ro rcconcilc rhe twa 
main rheorerical vocabularies 1 am employing here, Baudrillard's and Arrali's, by 
suggesring a rc!arionship berween Baudrillard's notion of simularion and Arrali 's 
of rcperition . 

14 1 havc been askcd whether race was a factor in rhe singling our 01' Milli Vallilli . 
My own feeling is rhat their sra tus as Europeans is probably more significanr 
rhan their African heritage. The facr of rhcir being German places them our
side the American music establishmenr in a \\Iay rhar their being black does 
not and may accounr for why rhey rarher rhan, say, Michacl Jackson, were 
challenged. 

1') As Attali observes, this practice is rypical of but nor exclusive ro popular music: 
"Janis Joplin's backup band and rhe 'Chausenes noires' (Black Socks) were nO[ 
compos<.:d 01' rhe sallle musicians on srage and in rhe studio. Elisaberh 
Schwartzkopf agreed ro reco rd in Kirsrc:n Hagsrad 's name" (106). 

1(, What COLlIlrs as "authentic" varies among musical genrcs and idioms, of course. 
Although every genrc of popular musíc carries with ir an implicir standard of 
;\uthenriciry, rhe specific scmiotic markers of allthenticiry vary by genre. Whcreas 
aLOllsric p!aying and live performance may be signs of authenriciry for rhe blu<.:s 
rO<.:k ;Jnd folk-rock of rhe 1960s and 19705, rhe)' clead)' do nor function rhar 
wa)' (()r rap 0 1' industrial noise. 
FuI' a dist.lIssion 01" perfo rmance in rhc age of digiral rcchnology thar includes 
Idi:rt!nH' lO Ihe pr.lC lic-c nf posth umuus clon ing, see Auslander, "Intdlcctual 
PMI'~' '' )' M\:~' I\ tl ll' l 'ylll,rg. " AII t:x~II'\I plc (Jf aClor-clonillg C311 be seen in the 
Idl1l !I,,' (/0 /1' ( PI'J i). 111 whi ch Ik lllClon l.cC.', who was killcd during Ihe mak ing 
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of the film, is enabled ro act in scenes he never shot through the intervention 
of digital technology. 

18 	 The small audience that participated in the taping and for whom Clapton's 
"Unplugged" coneen was a "real" live event was similad)' packaged for repeti 
tion and becomes another sign of ¡he event's liwn..:ss and authenticiry. The 
experience of the audience prescm at a live musical evcnt that has been designed 
for repetition is, as Anali points OUt, "tO be wtally reduced w the role of an 
extra in the record or film [or, in this case, telcvision show] that hnances it," 
w beco me pan of a simulatcd, cornmodified audience (137). 

19 	 Asad but pertinent examplc is the recelH suicide of Kun Cobain. According 
(O published accounts, Cobaio's sclf-murder was motivated by his sense that as 
his band, Nirvana, became more successful, their music was losing its spon
taneiry and authelHiciry. Rather than face the prospect of endlessly repeating his 
performances, Cobain sought refuge in what he seems w have thought of as 
the only aurhentic gesture left (O him. lt was, of course, a gcsture that was 
instandy recuperated by the very economy that drove Cobain (O self-destruc
tion, as has been the case with all famous "rock and roll suicides" (David Bowie); 
witness the marketing of Jimi Hendrix and Jim Morrison, in panicular, sinee 
(and because of) their respective demises. 

20 	 l am indebted w my colleague Blake Lcland fot his insight hece. 
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KINSHIP, INTELLIGENCE, ANO 

MEMORY AS IMPROVISATION 


Culture and performance in New Orleans 


Joseph Roach 

On 14 September 1874, an armed force under the direcrion of an organi
zation caped the Crescent Ciry White League carried out a bloody coup d'état 
against Louisiana Governor William Pin Kellogg and his racially integrated 
administration. The authors of the blueprint for the event, the "Platform of 
the Crescent Ciry White League," induded Fred Nash Ogden, the former 
Confederate officer who would lead over 8,000 paramilitary volunteers against 
the state government's Metropolitan Police and Negro MiLitia. The "Platform" 
prodaimed in advance the victory of what its authors called "that just and 
legitimate superioriry in the administration of our State affairs to which we 
are entided by superior responsibiliry, superior numbers and superior intel
ligence." Although Governor Kcllogg survived to be reinstated by Federal 
troops several days later, Reconstruction in Louisiana was soon effectively 
aboned, and the era of Southern Redemption begun. 

Phrased in the past tense, this account disguises a continuous reenactment 
of a deep cultural performance that many New Orleanians call the presenr. 
Over the past several years, as the ciry has contended with the legalities of 
integrating the "Old Line" Mardi Gras organizations, which date from the 
nineteenth century, anorher, dosely related issue has festered in ciry council 
chambers, on editorial pages, and in the streets: the disposition of the "Liberry 
Monument," an obelisk erected ro honor the perpetrators of the terrorist 
coup of 1874. On this stage of contested but collective memory, intensified 
by the political rise of former Klansman David Duke, the ciry ofNew Orleans 
has made a national spectade of its cultural politics, going over sorne of the 
same ground it covered 100 years ago when Plessy v. Ferguson, the Louisiana 
public accommodations lawsuit that challenged Jim Crow, provided the 
United States Supreme Court with the occasion to establish "separa te but 
l"lIU(l I" as the law of the !ando 

In wri ring rhi~ e.%ay about a particularly volatile form of local knowledge 
Ih(.; ril el; :Uld scxular rilllals uf a perfo rmance-saturated interculture - I have 
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First, without in any way diminishing the importance of any one of the 
more familiar categories of difference and exclusion that cultural studies 
surveys, 1 want to apply current trends in the emerging fidd of performance 
studies to suggest how categories of race, dass, gender, and sexualiry may be 
produced by (and remain imbedded in) complex nerworks of other measures 
of human difference. Based on my research into the local conditions of 
cultural performance in New Orleans, 1 have chosen kinship, intelligence, 
and memory to represent these other measures. They are no more or less 
constructed, no more or less essential, no more or less naturalized than other 
rubrics within human taxonomies, but they have remained far Iess promi
nent in discussions of alterity. Like other culturally encoded categories of 
difference, tradition insists on the rootedness of kinship, intelligence, and 
memory in "Nature," even - or perhaps especially - when the facts of their 
constructedness within cultural and social norms may be explicitly demon
strated. The secret history of Mardi Cras in New Orleans documents this 
process of naturalization by exposing putatively timcless annual rituals as 
contingent improvisations. 

Second, 1 preface my account of this historical instance of culture as 
performance with a version of the devclopment of performance studies as an 
interdisciplinary (or postdisciplinary) methodology. Nor emirely by coinci
dence, this hisrory also involves New Orleans. As a framework for my accoum, 
1 am adopting Richard Schcchner's definition of performance, ser forth mOSl 
comprehensively in Between Theater and Anthropology (1985), as "restored 
behavior" or "tvvice-behaved behavior" - (re)presentations that can be 
rehearsed, repeared, and, aboye all, recreated (35-116). The concept of res to red 
behavior emerges from rhe cusp of the arts and human sciences as rhe process 
wherein cultures understand themselves reflexively and whereby they explain 
themselves to others. Theater, as a high-culture form, remains important in 
this formularion as a genre with a rich theoretical lexicon, in lighr of which 
rhe cultural significance of orher performance modes may be inrerprett'd 
(Beeman, Balme). The concept of the resto ratio n ofbehavio[ extends perform
ance to indude what Brooks McNamara rerms "invisible theater" and Michd 
de Certeau calls the "practice of everyday life." Looked at in this lighl, lirer 
ature itself (and not just dramaric literature) may be undersrood as the histo ri , 
archive of resto red behavior, the reposirory and rhe medium of rrans missioll 
of performative tropes like Mary Poovey's proper lady, say, or Kal ~' 1I 
Halrrunen's confidence mano 

1 want funher to limit my definition of performance, however, hy aJup l 
ing John J. MacAloon's resrricrion, proposed in rhe prefa.ce ro Rite, Drll/lltI. 

Festival, Spectac!e: Rehearsals Toward ti iheOly ol Cultum/ Perfon/1ll1llr' 
(1984). MacAloon argues that performance is a particula r class or ~ub~C: 1 ,,1 
resto red behavior "in which one or more persons :lSSlIll1e r('sponsihiliry ro ¡III 

audience and ro tradirion as Ihey undcrsr:lnd ir. " Th i~ l]llal ilicr add~ 11111 

on ly :ln c1Clllcnt of scl f-c(lm ciouS lll.:.\S (or "rúllcxivity") .15 all iltl l·n\ ify Jl11'. 
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precondition for the raising of restored behavior to the levcl of cultural 
performance, but it also introduces an element of risk and risk-taking. 
"Performances are anything but routine," MacAloon cominues: "By acknowl
edging responsibility to one another and to the traditions condensed and 
objectified in the 'scripts,' agents and audiences acknowledge a risk that things 
might not go well. To agree to perform is ro agree ro take a chance" (9). 
Performance thus entails a compact berween actors and alldience (even when 
their roles are rapidly handed back and forrh, as in carnival), a compact that 
promises rhe producrion of certain murually anticipated effects, but the 
stipulations of the compact are ohen sllbject ro negotiation, adjusrment, 
and even transformation. The range of human interactions defined within 
these limits delineates the field of performance studies, to which institutional 
history 1 now turno 

Theoretically speaking, performance studies, like jazz, can claim its status as 
an American invention. The formation of the field in the 1960s - including 
its predilection for the comparative juxtaposition of matrixed and non
matrixed performances, its interest in street thearer and non-scripted events, 
irs valorization of popular entertainment and oral performance, and its 
methodologicaI engagement with ethnographic, folkloric, and anthropological 
approaches - owes more than it has perhaps fully acknowledged ro rhe 
Afro-Caribbean retentions and adaptations of New Orleans. My version 
of the disciplinary history of performance studies begins with the eady years 
of The Tu/ane Drama Review (TDR), which, under Richard Schechner's editor
ship, "served as a sort of clearinghouse of the new ideas, seeking out and 
encouraging new theoreticians and practitioners in America and spreading 
news of work in Ellrope and elsewhere" (Carlson 254). Among those new 
ideas was an expanded notion of what constitured a performance event, 
including non-scripted Happenings and ritual practices from many cultural 
tradirions. 

Quite apart from TDR, however, theater and drama had maintained from 
its disóplinary inception a receptiveness to cultural anthropology, largely 
stemming from the influence of Sir James Frazer on the Cambridge Ritualists 
- Jane Harrison, Cilben Murray, and F. M. Cornford - who stressed the 
origin of drama in rires of death and renewal. Although these Hellenists 
worked with the texts of Arric tragedy and comedy, rhey imagined betwecn 
the lines a world of forgotten gestures, intonations, practices, and meanings 
lhal '\:volved" from the primordial rituals of vegetation worship, regicide, 
;¡nd syllllxlI hetic magic. They carried into the study of pre-history their 
vcrsioll or lhe old anthmpological distinction be tween civilized and savage 
on I he bal.is ,,1 lil eLlCy. I ~ ccallse mally of Fra/,er's key examples in 71/{' 
;"It!m U(JII,~II CIl111 L' ' mm Afri e:! , iIlsuibcd by I he Cambridge Ritual iSI s ;iS 
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primirive" analogues ro rhe origins of Greek rhearer, an ínteresring ligarure 
developed in anriciparion of Martin Bernal's BLack Athena: The Afi'oasiatic 
Roots ofClassical Civilization (1987), whereby rhe rirual fragments of African 
oral tradirions re-orienred rhe received lTleaning of rhe mosr hallowed rexrs 
of rhe Eurocenrric canon. 

The Ri rualisr emphasis on rhe srasis and sacrificial conservarism of rites 
and riruals continued ro inform rhe reigning releology of rhearer history, 
which traced rhe evolurionary progress of drama in the West from "the sympa
thetic magic of 'prin'lirive peoples' before the beginning of history ro the 
Pisgah sighrs of European modernism at irs end" (Reinelr and Roach 293). 
Mosr histories of the rhearer prefaceJ rheir accounts of rhe origins of rhe 
ancient rheater wirh photogtaphs of "tribal" rituals from around the world. 
These lribes presumably occupied a place in cultural evolurion equivalent ro 
thar of rhe pre-hisrory of Greece, or more precisely, rhey cxísrcd ourside of 
time altogerher as polírical nulliries in a disconnecred realm, untroubled by 
progress or even by history itself Theater rhus derived from anthropolob'Y 
one of rhe latter field's most rroubling (and troubled) issues, what Johannes 
Fabian in Time and the Other calls the "denial of coevalness" berween rhe 
anthropologist and his or her human "objccr" of study (31). Such chrono
polirics of difference denied the cultural performances of tradirional socieries 
participarion in hisrory, while ar rhe same rime they accepred rhe producrs 
of rhe anthropologists' or hísrorians' own tradirion as rhe aestheric consum
mation of a mosr sarisfacrory evolurion. In rhearer srudies, rhis erhnocentric 
mind-ser segregared rhe srudy of canonical forms, such as Greek or Elizaberhan 
drama, for insrance, from man)' of rhe world's mosr prolific performance 
gen res. 

In New Orteans, however, rhe elirist bias and Eurocentrism of rhese 
influences encounrereJ a uníquely countervailing alternarive in rhe popu lar 
culture of carnival, especially in rhe simulraneous interpenetrarion of European 
and African-American fesrive rradiriolls. The topical presentness of rhese 
forms in rhe srreers of an American ciry disrupred rhe denial of coevalness. 
The erhnographic "field" was not on anorher conrinenr bur in rhe nexr block, 
a block likely ro be peopled by the creolized descendanrs of mosr European, 
African, and American extracriolls, bur srill divided by segregarionisr violence 
in law and cusrom. Given irs role as a polyglor entrepór 011 the circu m
Caribbean rim, rhe historic collision of cultures in New Orleans has 
cusromarily been marked by public performances. The eye-popping 
juxtaposirion of rhese evenrs has rhe surtealisric effecr of dcfamiliarizing 
rhe forms of one culture (making rhe familiar strange) in rhe very prucc,,~ 
whereby ir increases undersrandi ng of orhers (making rhe strangc Elm il iar) . 
In The ruture of Ritual (1993), Richard Séhechner looks back on r1 l1 lsc 
"seerhing public processions," such as rhe tlmous African-AllIcricall "/.111 .." 
paraJe, which, whel1 he lasr saw il in rhe 19605, translalcd die Iurhll!t:I1\\' 

of lhe C ivil Righrs era into "hbck ;llId ¡;old pailll t.:d (l1C(HHIIS lllllll cdl lik~' 

11 

KINSHIP, INTEI.L1GENCE , AND MEMORY 

cannonballs ar white specrators" (74-5). The real show ís clearly in rhe streers, 
and rhe participanrs annually macr therein a local version of interculrural 
co-production, which insisrs thar rheir hisrories and identiries, rhough disrinc
rive in rheir own ways, do in facr overlap in many orhets. 

Memory and history do nor always or even ofren agree (Le Goff) , for 
differing convenrions and rechnologies of rerenrion shape rhe conrenrs as well 
as rhe form of remembrance. In a passage rhat has grear resonance for rhe 
performance culrure ofNew Orleans, Kwamc Anthony Appiah's In My Fathers 
House: AfticCl in the Philosoph)1 ofCulture (J 992) describes the contesred rerrain 
of literacy ar the modcrn juncrure of Africall and European languages, and 
he concludes: "On rhe orher side [oraliryj, rhere are many devices for 
supporting the transmission of a complcx and nuanced body of practice and 
belief wirhour wriring" (132) . Performance stlldies attemprs to find nor only 
a way of writing abour rhese "dcvices" but also a way of researching rhem 
by participaring in rhem. Períormance offers irself as an alrernarive or a 
supplemenr ro rexrual mediarion. A shared belief in the possibiliry of such 
participarion links a variery of orherwise auronomous pracritioners, rhough 
rhey may differ widely over methodological particulars (Hymes, Bauman and 
Briggs, COllquergood). 

'1'0 this configurarion oí rhe field of performance srudies, rhe work of 
Vicror Turner remains generarive. Turner's formarive experience in rhe field 
was wirh rhe Ndembu people of Africa, among whom he developed his idea 
of "social dramas," rhe 5tagings and resolutions of conAicts wirhin a socier)', 
which afford "a limired area of transparency in rhe orherwise opaque surface 
of regular, unevcnrful social life" (Schism and Gmtinuit)' 93). As perform
ances of and by rhe communiry, rhey are "ar once rhe disrillarion and 
rypíficarion of its corporate identiry" (Celebration 16). Perhaps mosr impor
ranr of all, Turner's devclopmenr of the Van Gennepian concept of liminaliry, 
rhe "threshold" srage of "becoming" in rires of passage, rheorized an emire 
area for performance research. In an ofr-cired and oft-critiqued experimenr 
at New York Universiry, Richard Schechner and '1'urner adapred Ndembu 
iniriation riruals for use in a co-led workshop on liminal experience (From 
Ritual to Theatre 89-101). 1 do nor accept the dismissive characrerization oí 
such inrercultural experimenrs as "naive and unexamined erhnocentriciry" 
(Rharucha 14), bur neirher do I view them as unproblematic. Nor did 
Schechner and Turner. In such a transfer of ritual practices from their source, 
and in rhe particular cultural appropriarion of African "corporare identiry" 
lhal such an experimenr performs, the anthropologisr-directors re-enacred rhe 
SCLTCI hisrory of rhe field thar rhey were engaged in invenring: performance 
sllIdies as rhe resroralion of botrowcd Aftican behaviors in the radically re
ddincd colltexrs of rhe postmodern global interculture. They attempted the 
crllss-c lIltural Ir:lIlsícr (lf memory withour wnting, and in rhe proposed reRex
ivi l>' 01' d le i .. ('lllhodi mvllt, the Ndcmbu appeared only lO Jisappe:H in tillo 
pmlt'l l 1' ( IlIlp rovi, ing sOllldmóy IICW. 
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Thar is one reason why rhe quesrion of improvisarion remains one of rhe 
pressing íssues on rhe inrerdisciplínary agenda of performance srudies roday. 
The idea of improvisarion adds rhe element of reflexive sdf-invention ro rhe 
marrix of reperirion described by rhe concepr of resrored behavior. Ir rrou
bies rhe inherent conservarism arrribured ro rirual by Tumer's concepr of rhe 
"social drama." The imporrance of improvisarion in rirual is daborared by 
Margarer Thompson Drewal in her important book on Wesr African perform
ance, Yoruba Ritual: PerformerJ, Play, Agency (1992, wirh video supplemenr). 
Drawing upon Linda Hurcheon's rheory of parody as reperirion wirh a crir
ical disrance (and difference) and Henry Louis Gares, J r.'s analysis of Jdly 
RolI Morron's riff on Scorr Joplin ("Maple Leaf Rag [A Transformarion)"), 
Drewal examines rhe imponance of transformarional improvisarion in Yoruba 
ritual praxis "as repetition with revision" (2-6, her emphasis). Improvisarion 
inrroduces a space for play wirhin memory irself and, as Drewal's ride suggesrs, 
for agency wirhin rhe performarive compacr of rradirions and convenrions 
of resrored behavior. 

Ourside of Afrocenrric rradirions of "signif)ring" - which foreground rhe 
signifier ro dramarize both rhe presence and the adaprabiliry of remembered 
affiliarions (Gares; cf. Berliner 257) - the mosr inrriguing point abour rhe 
ubiquiry of improvisarion in performance, especially Eurocentric perform
ance, is rhar irs memory is so ofren erased by irs very sLlccess. The present 
srabilizes rhe past by representing irsdf as rhe inevirable consummation of 
deliberate steps, bur ro do rhis ir must smoorh over rhe unbidden eruptiom 
necessary ro irs own crearion. Nor only are African forms forgorren, bur als 
effaced are rhe traces of rhe process whereby improvisarion celebrares (nor 
negares) memory. This retroacrive solemnificarion of the marriage berween 
rirual and amnesia is e1egandy summarized in Franz Kafka's miniarure parable: 
"Leopards break into rhe remple and drink rhe sacrificial chal ices dry; rh i.\ 
occurs repeatedly, again and again : finally ir can reckoncd on beforehand 
and becomes pan of rhe ceremony" (qrd. Srares 40). Improvisation and irs 
erasure figure prominenrly in rhe srruggle berween rhe interrwined perform
ance rraditions of New Orleans, as 1 hope (O demonsrrare. In so doing, 1oFKT 
rhe disclosure of suppressed improvisarions as a merhod of cultural critique. 

II 

The carnival krewes originated among English-speaking Ncw Orleanians ill 
rhe mid-ninereenrh century in order to esrablish a more socially regu l.llnl 
alternarive (O promiscuous masking of Creole Mardi Gra~ (Young) 
Formed along wirh exclusive men's clubs, such osrcnsibly f('Sl ívc o r~~lIli " l 
tions as rhe Mísrick Krewe of Comus and me subsequellt krcwcs of Mlo !11 \1\ , 

Proreus, and Rex havc ser ¡he social LOnc f~l r Ncw Orlc!l ns si ncc I he pO''¡ 

Reconstruction era (Kins('r, Mil chel l. O 'Bril: l\) . T hcir ril l:~ ul Im".II','· 
ofTn ;1 tich array 01' cthnogt. lph i..: ,lIld histol i ~ .11 IIl;lItTi,d, d Ia l II il'.Id i! \11I 
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performance as rhe principal mode whereby e1ire cultures produce rhemselves 
by conrrasr with rhe excluded. 

One informarive document is a privarely printed, firsr-person account by 
William J. Behan, wholesale grocer and sugar facror, larer mayor of rhe ciry 
of New Orleans, of his 1871 iniriarion inro rhe original and mosr exclusive 
krewe, rhe Mistick Krewe of COI11US, whosc membership was and is secrer, 
and its co-exrensive social arm, rhe Pickwick Club, Behan recalls: 

At that time, when a duly elected member was presemed ro the Pickwick 
Club, he was met by the Sergeam-at-Arms, booted and spurred, and equipped 
with the largest and fiercest-Iooking saber which could be found, The posi
rion of Sergeant-at-Arms was fillcd by the mOSl robust mcmbcr of rhe Krewe, 
and one whom narurc had endowcd wirh rhe most sonorous hasso-profundo 
voice ro be heard on rhe operatie srage, He was an awe-inspiring figure, and 
the spirir of rhe new-corTH.:r C]llailed wirhin him, as he was led hlindfolded, 
imo rhe darkened amI mysterious charnher where rhe ceremony of iniriation 
\Vas ro take place. The room was draped wirh sable eurtains, and ornamenred 
(ir sueh a word mn apply) wirh owls, dearh's heads, eross-bones and similar 
blood-curdl,ing devices. Behind rhe cunains, rhe merry Krewe of Comus was 
concealed , bur never was rhis reassuring facr suspected umil having adrninis
tered rhe oarh to rhe aspiram, the Presidem asked in a toud and solemn voice: 
"Are you willing thar rhis stranger be admined," and rhen a mighry and llnan
imous roar bursr forrh from behind rhe cunains: "We are, " and rhe cunains 
were drawn back, disclosing rhe merrymakers. Now, rhe room was flooded 
with light, solcmniry yiclded ro hilariry, and rhe evening waxed merrier and 
merrier, for rhe "Big Mug" had been discovered, filled wirh rhe wine of rhe 
gods, for Comus and his Krewe. (2) 

Ir is perhaps challenging ro keep in mind rhar rhe performers in this social 
drama are nor boys, in possession of a ([ce house, bur grown men - social, 
commercial, and civic leaders of a ciry rhar was rhen reconsriruring irse!f as 
an Anglo-American vcrsion of a Larin-Caribbean capital. By Bchan's accounr, 
rhe COlIlUS iniriarion follows the dassic parrcrn of rites of passage - separa
rion, liminaliry, and reincorporarion - and his hearry effon ro rake rhe whole 
affair lighdy conceals neither the serious purposes of homosocial affiliarion 
rhar the rire reaffirms, nor the oligarehical enrirlemems afforded by mcmber
ship in rhe communiry thar it secrerIy and selecrively enlarges. 

The Piekwick Club and rhe Krcwe of Comus exerred social discipline over 
rhe families of rhe New Orleans dire by a sysrem of rigorous black-balling 
itl which farhers controlled the marriageability of one anorher's daughrers 

and hence rhe uppercrusr's densely endogamous kinship nerworks - by 
lIlitlurely rcg ularing borh club membership and rhe annual invirarions ro rhé 
wlIling-our b,tlls of rhe Mardi Gras social season (Ryan). In rhe use fuI Hand
Uook (/l (,llmÍlItII , furn ishcd by J Curtis Waldo in 1873, rhe secrer rites o f 
,olíal Sdl'Lf iOIl ur d'l' M isrick KtTWC' of Com us are explained in rda riomh ip 
111 il.\ l'" hlr, p, II ,ld,·\ .11 tvhm.li C r;¡s: 

l1j 
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No[ only have [he gorgeous and fantas[ic processions been [he occasion of an 
ou[-door dernonstra[ion on [he pan of alrnos[ [he entire population. bu[ 
[he tableaux and ball which terminare the evening's festivities llave ever bcen 
a subject of the decpcst anxiet)' with a ccnain class of our population. The 
bcautiful and costly cards of invitation and the rnys[erious manller of their 
distribution, combine with the social position of [hose selccted, to invest chis 
pan of the enter[ainment wi[h a st ill deeper interese lt has grown [O be a 
rccognized evidence of caste [O be [he recipient of one of thcse mysterious 
biddings, and here is sole clue wc have to rhe characrer of the organization. 

(6-7) 

Waldo's choice of the word ever to describe a practice that had been 
instituted founeen years earlier (and had been interrupted by the Civil War) 
shows how by 1873 the intruding leopards had established themselves in 
the memory of sorne as etcmal consumers at the ritual chaliccs of Mardi 

Gras. 
William J. Behan's initiation to the Krewe of Comus and the Club of 

Pickwick in 1871 and Waldo's sycophantic Hand-Book of 1873 offer revela
tory insights into the self-creation (out of linle more than their supposed 
intelligence. reall)') of a dominant social elite. As fictive kin, the)' inventcd 
themselves through resto red behavior - repetition with revision - the impro
visatory quality of which has since receded from the living memory of their 
descendants, but not from their family mcmoirs. In the mid-nineteenrh 
cen tur)'. their records disclose, they undcrwent a kind of collective puberty, 
a self-dramatizing and even violent quest for idcntity and position. Victor 
Turncr's elaboration of Van Gennep's classic stud)' of tribal rites of passage 
led him ro the crucial concept of liminality, a "betwixt and betweenness," 
the vulnerable state that precedes (yet is indispensable ro) full acceptance by 
the group. The word limilla! well describes many of the Anglo-Americal1 
New Orleanians of mid-century, as they invented their own traditions ,.r 
social selection amidst the failing mernories of the creolized interculture [hcy 
appropriated and then replaced (Hirsch and Logsdon). 

William J. Behan, the vulnerable "new-comer" whose spirit "quailcd" bcfofl' 
the awe-inspiring paraphernalia of the threshold berween inclusion and exclu 
sion, stands in s)'mbolically for many others. 1 have found the name!'> 3ml 
addresses of rwenty-seven of the original Comus members of lH57, lhe ll 

homes and offices, and all are represenrative of an ill-defined asso rum' rll 
of American opporrunists, a number from Mobile, Alabama, drawn 10 Nnv 
Orleans berween the Louisiana Purehase and the Civil War, ro sed dn il 
fonunes. A memorandum from the daughter of the first prcsidenr or di' 
Pid..-wick Club records the addresses as wdl as the professions ()f rhe h) lIrH I ~'1 . 

- steamboat agents, accountants. lawyers. produce wholesalcrs. and a '\'1111 11 11 

pickery" - in all eightcen merchants, four pro[essi,mals. rhree hallkl'l~ • . 111.1 

rwa unknow!1$ (Werlein Mcmorandum. C hurLhill bmily P:lpns). Mtlst 11.1\\ 
dislincrly FlIglislt -MHIIHling l1alll\'~ (dwrc ís ;111 !\ddi~()II. a PDlw, .IIILI.I NlWllIl1 
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Figure 12.1 Thc Místick Krewe of Comus, "The Classic Pallthcon," Londol1 
Iffustrated Ncws, May 8. 1858 (Thc Historíc New Orlcans Collcctíon, 

Muscurn/Rcsearch Centcr. 1959.172. 12) 

among the founders) , but others, líke Behan , who joined aftcr the Civil War, 
are lrish or Sconish. 

In antebellum New Orleans, such American fonune-huntcrs, once 
contemptllously sneered at as "Kaintucks" and "Ríverboatmen," countered 
the old lineage and esrablished casrc system of rhe francophone Creoles by 
advertising frcquently and shrilly theír intrinsic merír based on intelligence. 
They contrasted Yankee ingenuity - in manufacturing and marketing goods, 
in draining swamps and digging canals, in building houses and laying down 
trolley lines - with what they took ro be Creole decadence. sloth, and stupidity. 
Thc sclf-ínventing, improvisarory rhetoric of the period still resonares in a 
privarely printed history of the Misrick Krewc ofComus, compiled to celebrare 
its centenary year: "The pcople of New Orleans are under three inRuences 
- rhe French, the Spanish, and the Anglo-Saxon. The Spanish inRuence is 
especíally shown in the early architecture of the ciry. the Ftench inAuencc 
hy the manner and customs of the people, the Anglo-Saxon by aggressive
lIess in devdoping the commercial and business growrh of the city" (Herndon 
('). The strong signiner of superior aggression amI superior industry sers apan 
Ihe cllcgory pompollsly labeled Anglo-Saxon, concealing its rag-tag origins. 
dI(" tecmillg n.Juse of several distant shores. 

Tite cull eclive ri re ()f passage for this ill-dcfincd grollp - and lhe dCllIon
~1"lIíOIl (JI' il.~ sllpp"~cd illlclligl: l1ce - was an ilJl pmv i ~a tion on ;1 hnrmwcd 
rll ~·IlW . In rl,,: IH '5Ib, d I\' !\lIglo-!\llIl"1"iclllS r~'ill vl'III C '¡ "M.lHli (;ras" ; COIIIU '> 
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began the tradition (unbroken except by war and police-stríkes until 1992) 
of elaborate Aoat parades and tableau balls, which resembled royal entries 
and masques of Renaissance princes, to supplant the willy-nilly bacchanal of 
Latin carnival (Figure 12.1). Early on, this was a very Auid kind of associa
tion of fictive kin - mostly young men, mostly wholesalers, who met regularly 
"Uptown" at John Pope's drug store on the corner of Jackson and 
Prytania streets - as yet neither a c1ass nor a caste, but rather an imagined 
kinship nerwork founded upon mutual appreciation for one another's industry, 
invention, and powers of organizatíon. The founding president's daughter 
sets the scene: 

New Orleans in 1857 was bur a compararivcl)' small place spread over a very 
considerable area and divided inro a number of small districrs, cach of rhe 
laner being cirher under separare adminisrrarions or wen: recendy beco me a 
pan of rhe Cir)'. Ir was nor an unusual rhing rhen, as ir is now in small ciries, 
for rhe berrer element of young business and professiona1 men ro garher of an 
evening ar rhe leading drug srore and ro sir or srand around, smoke a cigar 
and pass a few words wirh one anorher before rerurning ro their work or going 
clsewhcrc.... Ar rhar time rhis neighborhood was rhe centre of rhe rhen new 
residenrial districr; there tesided rhe well-to-do American (as opposed to the 
hench) residenrs of the Cit)' .... [Ar John Pope's drug srore] the early affairs 
of rhe Mysric Krewe of Comus \Vere doubrless frequenrly discussed; and ir \Vas 
here rhar rhe inceprion of the Pickwick Club was made. 

(Werlein Memorandum 2-3) 

Reínventing Creole carnival prior ro and immediately following the Civil 
War was an improvisation, a repetition with revision , a space for play, in 
which the homosocial kin, hanging out together at the local drug store, 
decíded to transform their world by building a club house and conspicu
ously over-spending on parry hars and papier-máché. 

One strong proof for rhis assertion resides, 1 believe, in the privileged role 
of English lirerature in the krewe's early attempts ro accumulate cultural 
capital to assert anglophone pre-eminence. The name "Comus" derives from 
the stately masque of the same name by John Milton. The hrst processioll 
of the Mistick Krewe of Comus in 1857 impersonated "The Demon Actor:. 
in Milton's Paradise Lost." Another early Comus parade took up 5pense.r\ 
Faerie Queene, and, according to j. Curtis Waldo, in his later History ol tlll' 
Carnival in New Orleam (1882), "illustrated in appropriate groupings d I!" 
principal episode of that delicate and fanciful creation, which, in the c<.:nturit·., 
that have e1apsed since its birth, has lost no beaury or splendor oy ~(1 n¡ 
parison" (12). Without completely ruling out the possibiliry that Spen~l,.'r\ 
epic romance spoke urgently ro the heans of New Orleans dry.gotlJ ~ 
merchants, the more likely explanation is that they wcre daimi ng kili, 
performing their intdligence with learned cira rio ns. The "Pickwick ( :llI h ," 
of course, <¡uoted Charles Dickcm, suggesrillg its gl' Ill'!'OLlS OpCllll t'.\S l." 111, · 
good-lll."Jrtcd nlt'lllhcrs nr:l 1I101h'y krcwe. Tite hy I:t W\ nI' d l!' .lllh L·X l' l. litl 
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that it was formed by Comus members "ro givc con tinuity ro comradeship 
born undet the mask" and to "conceal the secrets of their other identiry" 
(The Pickwick Club 3). 

That "other identiry," like the ritual staging of Behan's initiation, mixes 
menace with minh. Underneath the veneer of boyish self-invenrion seethed 
a deep capaciry for violence, 500n ro be tested: "Most of the membership 
exchanged billiard cLle for rhe musket and offered their lives for the 50uthern 
Cause" (The Pickwick Club 4). They returned in bitter defeat to hnd the 
city of New Orleans occupied by Federal troops, with blacks and creoles of 
color soon thereafter seeking important public offices and the reconstruc
tion ist Republicans able ro remain at least nominally in charge. The response 
of the club and krewe membership to this state of affairs was a campaign of 
armed tetrorism, cLllminating in the coup of 1874. My research has confirmed 
in detail what many native New Orleanians generally know as a common
place: that the officer corps of the White League (and a not insigniflcant 
number of its rank and file) formed an interlocking direcrorship with the 
secret membership of the exclusive Mardi Cras krewes and men's clubs, espe
cially Comus-Pickwick. Like the Ku Klux Klan e1sewhere in the 50mh, the 
carnival krewes rook advantage of their "comradeship under the mask" to 
assert the entidemcnts of rheir group, most obviously against blacks, but 
eventually against others with whom they made temporary alliances of con
venience: the Crescent Ciry Whitc League had a separate regiment into which 
Italians were segregated, for instance, and another for che Irish. Unlike the 
Klan, the krewes have ever since maintained a strict standard of exclusion 
by caste. By confirming the ros ter of White Leaguers in Augusto Miceli's 
The Pickwick Club o/ New Orleam, privatcly printed in 1964, with The Rol! 
o/ Honor: Roster o/ the Citizen Soldiery Who Saved Louisiana, compiled in 
1877 by carnival historian J. Curtis Waldo, 1 have confirmed a list of over 
120 names of Comus-Pickwickians who rook up arms to hght "The Batrle 
of Liberry Place" in 1874. 

First on Waldo's Rol! o/ Honor is Major General Fred Nash Ogden, the 
hemp merchant and member of the Pickwick Club (Miceli Appendix "J"). 
Ogden was a Confederate veteran, cited for valor at Vicksburg, and the co
author of the "Platform of the Crescent Ciry White League," which denounced 
the "stupid Africanization" of Reconstruction, whereby "the negro has proved 
himself as destitutc of common gratitude as of common sense." Next on the 
lisr of heroes is Brigadier General William J. Behan, rhe wholesale grocer, 
:lIso a wounded veteran of Getrysburg, whose brother was killed at Antietam 
nll his eiglueenth birthday, and whose Van Gennepian rite of passage into 
( :OIllUS and the Pickwick Club has already been cited. Most ominously, 
IlOwcvcr, in rcrms 01' rhe hisrory of American race relations in the rwentierh 
n :lllll ry, was rhe a rmed service of a young lawyer in Company E of the 
Scu llld Rc~il\l e lll. "I.o\lisi:lna\ O wn" (Rol! o/ Hon or 24): Edward Douglas 
W lt ilc , I.lI ef 11I,. i. ¡ . •11 111 Illlil11;uc!y C hic[ Justice of rhe SlJl~remc C omt of 
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rhe Unired Sra res, who joined rhe majoriry opinion in Plessy v. Ferguson . 
Jusrice Whire was also a member of rhe Pickwick Club and perforce rhe 
Misrick Krewe (Miceli Appcndix "]") . 

To historians of cultural performance, rhe mosr fascinaring phenomenon 
ro emerge from rhis juncrure of coup and carnivaJ is rhe way in which Comus 
rchearsed rhe former by improvising rhe latter. Ar Mardi Gras in 187.3, 
eighreen months prior ro rhe "The Barde of Liberry Place," rhe rheme for 
rhe Krewe of Comus parade and ball was "The Missing Links to Oarwin's 
Origin 01 Species." Ir presented animal-like caricarures of hared public figures 
from Reconsuucrion, such as Ulysses S. Grant as a verminous porato bug 
or rhe "Radical" J. R. Pirkin as "The Cunning Fox [carrying a carperbag] 
which joins rhe Coon" (Figure 12.2). This raxonomy, arranged by phyJa in 
a parodic version of "survivaJ of rhe httesr," culminared in rhe mock crowning 
of rhe "The Gotilla," a caricarure of rhe Negro Lr. Governor of Louisiana, 
srrumming a banjo wirh hairy paws, as rhe "Missing Link of Oarwin's Eden" 
(Figure 12 . .3) . In rhe tradirion of carnivalesque inversion, the lowesr changed 
pJaces wirh rhe highesr, bur rhis "ropsy-rurvydom" mockcd rhe regime rhar 
supposedly had created irs own Lords of MisruJe by placing black people in 
posirions of power over whires in rhe hrsr place. The White League's 
"Plarform" denounced Reconsrrucrion as "rhe mosr absurd inversion of rhe 
relarions of race," and irs members volunteered to ser rhe Stare of Louisiana 
righr-side up again by rurning ir up-side down. 

The sense of doubleness provoked by rhis inversion, however, playcd irself 
our in rhe form of a weird kind of identificarion rhrough disguise. Whire 
carnival during Reconsrrucrion rook on rhe mask of blackness to proresr whar 
ir saw as rhe injustice of irs posrwar abjecrion and exclusion from power. 
The Krewe of Momus, for insrance, representing a mounred battalion of 
Moors in blackfacc, performed such a drama of proresr in rheir sueer parade 
for Mardi Gras of 187.3: "Trooping down rhe srreers of an American Ciry, 
berween rows of srarely modern edifices, carne rhe dusky battalions of rhe 
race who could nar be conquered, and who foughr wirh blind savagery for 
rhings rhey only prized because rhe hared Chrisrians desired ir. Their swarthy 
faces and barbaric splendour of rheir rrappings recalled rhe vanished centuries" 
(Waldo, Hand-Book 60). In rhe collecrive memory of borh blacks and whires 
under slavery, rhe hisroric license of carnival had provided a locus in which 
rebellions in rhe name of Liberty could ar Icasr be imagined, if nor imple
mented. In Martin Oelany's abolirionisr novel, Blake; or, the Huts 01 America 
(1859), rhe rhrear of a slave revolr flickers amidsr rhe "games, shows, exhi
birions, rheatrical performances, fesrivals, masquetade balls, and numerous 
cntertainments and garherings" on rhe eve of Mardi Gras in New Orleans: 
"lt was on this account rhar rhe Negroes had been allowed such unlimired 
priv ilcgt:.~ ch is l'vcning. Nor were rhey remiss to rhe urmosr extent of its 
adv:inl ag(!s" (9X 9). Dda.ny cvokcs rhe mcmory of lhe besr-organized slave 
levol! in NIIJl h AllIt 'fic .11l hislory, dw l.o lli~iana rising 01' 1811. whcn, duri llg 
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Figure 12.3 Comus ball. Charles Darwin, (he "Sapiem Ass" Ocfr) and (he "Miss ing 

Link" (right) , Scribner,o Monthly, Novcmber 1873 (The Louisiana Collccrion, Howard


Tilron Memorial Librar)', Tulane Universiry) 


carnival season, a force of over 500 freedom fighrers marched 011 New Orleans 
under Hairian officers wirh flags unfurled and drums bearing (Hofsradler 
and Wallace 190). The resrorarion of behavior rhar such an adventure inspires 
reappears rhrough rhe doublings and inversions of whire carnival: rhe face 
of rhe "firresr" behind rhe black mask of rhe gorilla representing Darwin's 
"Missing Link" cerrainly belonged ro a member of rhe Misrick Krewe of 
Comus, perhaps ro Brigadier General Behan hilllself, who was known lO 

have raken a masked role in rhe parade (Miccli Appendix " H"). 
There is no quesrion rhar rhe insanir)' of American racial polirics domi 

nared rhis event, bur rhere also Aourished ar irs hearr an invenred and symbolilo 
kinship, performed in rhe rires offrarernal iniriarion ofNew Orleanian krewcs, 
performed agai n in rhe srreers as Mardi Gras parades, rehearscd as .lcrs 01 
homosocial bonding in carnival disguise, and rhen resrored as behavior iJl 
srorming rhe gares of rhe srarehouse. ln rheir own words, they fo rgcd rhc ir 
bond on rhe srrcngrh of rheir "superior inrell igence." rn ,hci r "wn imag('ry, 

orhey took rhe risks im plic ir in rhe com paa 01' perf"mU Jl(,;c , thl rit e or passa¡;c: , 
rhe admission bchind roe:: curra ins in l(J so ~: i;¡l pOWl:1. ( n th l:ir UWJI Il 't h..! 
h:sl iv;ll, tlt(·)' l'I1 ;}(,; I Cd (he rit¡;s (Ir k ill~h i p Ihmllgh v i(l l l'lI~l' , lh " 1111111 
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Gerrysburg and Vicksburg, bur srill playing war, rhese boy-men and rheir 
sons and )'ounger brorhers occupied New Orleans, reinvenred ir, and re
enacred ir annually. In rhe expansion of restored behavior ro rhe level of 
reAexive culrural performance, in lhe m),srifying producrion of social iden
riry and difference, one iniriarion ceremon)' may inquire for rhousands, "Are 
you willing rhar rhis srranger be admirred?" - ro which an invisible chorus 
ma}' or may nor rhen answer, "We are." 

IIJ 

On 15 June 1993, rhe Advisor}' C omrnirree on Human Relarions, which 
reporrs ro rhe New Orleans C ir}' Council , held a hearing on rhe disposirion 
of rhe "Libert)' Place Mon umenr. " Erected al rhe heighr uf Jim erow and 
Sourhern Rcdemprion in rhe 1 R90s, rhe monumenr Jionized rhe Whire League 
and clevared to marryrdom rhe handful who losr rheir lives in ¡rs cause. 
In connccrion wirh srreer improvcments in 1989, rhe monument had been 
removed and placed in srorage, where ir remained unril a lawsuir by " historic 
preservarionisrs" torced rhe cit)' relucranrl}' ro re-ereer ir (Eggler B- 1). 
Contemplaring irs removaJ for rhe second rime on rhe grounds rhar ir repre
senred a "nuisance" and rhar ir honored rhose who had shor dead a number 
of ciry and srare policemen , rhe New Orleans Ciry Council asked irs Advisory 
Commirree on Human Relarions ro render an opinion on mem.ories evoked 
hy rhe monument and rheir impacr on rhe ciry's "grear cosmopolitan popu
larion consisring of large numhers of people of every race, color, creed, 
rcligion, age, physical condirion, narional origin and ancesrry" ("Scope of rhe 
HRC Hearings"). As carnival irself was rhe subjecr of a heared inregraríon 
conrroversy, rhe monument becallle the scene of a number of demonsrra
rions, counrer-demonsrrarions, and confronrarions. 

As a srudy in rhe performance of memory, rhe hearing of 15 June, which 
was chaired by Rabhi Edward P. Cohn, provided momenrs of hrearh-raking 
improvisaríon rhar coagula red, hefore rhe eyes of rhe onlookers, inro law and 
hisror)'- Speaking in supporr of rhe preservarionisr Friends of rhe Liberry 
Monument was David Duke, former Klansman and Nazi en thusiasr, who 
celebrared Adolph Hider's birrhday as recendy as 1988 and whose run for 
lhe U.S. Senare and rhen rhe Louisiana Governorship arrracred a majoriry 
(lf rhe whire vores casr in borh elccrions. Duke's resrimon)' rouched only indi
rccrly un rhe Whire League and nor ar all on rhe carníval krewes, whose 
IIlcmhers, in any case , have despised whire- rrash opporrunisrs since rhe days 
01° }ohn Pope's drug srore. Speaking of whar he called "rhe rrue meaning of 
the monument," Duke cired rhe bardes of Lexingron and Concord as rhe 
re:! I pn;cedenls invoked hy rhe Barde of Liberry Place and its cenorapb : dlcre 
du: p.1t riC)f ic " Mi nu tt:me n" foughr and died for rheir freedom againsr me 
tlu ll pying f i ll "~~ of "tylciIln y. " Rellloving rhe Libcrry M onumcnr would be 
1.1 11 1.11 II O U 11 1 I\l dt'\I" ' ,lti ng M.l tll c..'s ,, (' Washington and Jcffcrson, hc co nlinllcd. 
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which would be defacing public properry symbolizing "Liberry" itself, an act 
with dire consequences. To remove the Monument would be to rewrite 
hisrory, argued Duke, who denies the Holocaust: "Then we don't have a civi
lization any more. We have a jungle." 

The slippage that conjured the "Founding Fathers" out of the self
congratulatory erection honori ng silk-srockinged rioters starkly illustrates 
the convenience of Eurocentric memory, which serves ro erase the troubling 
evidence of intervening improvisations by direct appeal ro origins. To Duke 
this distinction suggested a choice between the alternatives of "civilizarÍon" 
and "jungle." Carried away by his defense of American civilization against 
a rising tide of barbarism, he likened the opponents of the monument ro 
"book-burning Nazis ." Rabbi Cohn interrupted the testimony at this point 
to ask with perfect chairmanly decorum, as if clarif)ring an obscure phrase 
for the record, "Nazis, Mr. Duke? Pardon me, but did I hear you say 
'Nazis'?" Duke nodded affirmatively but with apparent confusion; then he 
continued his eulogy, paraphrasing, without attribution and perhaps 
accidentally, the "mystic chords of memory" passage from Lincoln's Firsr 
Inaugural Address. 

A silent witness to the 15 June hearing was ciry council member-at-large 
Dorothy Mae Taylor, who was instrumental in frarning and passing the 1991 
civil rights ordinance that prompted Comus, Momus, and Proteus to end 
their Mardi Gras parades, even though the intent of council's legislation was 
ro end segregation, not celebration. Her silence was e1oquent. Taylor's lead
ership, which was visited by more denunciations and ridicule than support, 
even from sorne of the other council members who had voted for the ordi
nance (Vennman, "Boundary Face-Off" 89-104) , was forged in the crucible 
in New Orleans racial politics in the 1960s (Hirsch and Logsdon 262-319). 
Taylor's record in this regard seemed ro fall prey ro collective amnesia. The 
1991 ordinance developed logically from the civil rights legislation of the 
1960s, and indeed from the historic argument of fair and equal access ro 
public accommodations. Even before the final and softened version of rhe 
ordinance had been made law, however, the krewes of Comus, Momus, and 
Proteus cancelled their 1992 parades, and many New Orleanians blamcd 
Taylor for trashing carnival tradition. The Mardi Gras festivities of the th re~ 
krewes continue now only in private as debutante balls behind closed doors 
(and here and there in the form of sorne guerrilla-sryle street parading. 
lampooning ciry council members and others). 

The sociery pages of the local paper repon on the symbolism and icono~
raphy of these festivities, however. In the 1993-4 season, the Harlequ ins, (l 

youth Mardi Gras affiliate of the Old-Line krewes, staged a most poi lll t"d 
pageant. On the surface, the film jurasj'ic Park seemcd providc a ,heril!' [O 

for the preliminary training-debut of the Harlequin Qucen ami rhe M.lÍd~ 
of her Comt. Undernearh (he sllrfacc, an cxplici( rl'Sl or:\tion ,)( hch.IVinr 
evokcd dH.: local cr{";u ion myl lis <11' r;lel; ;1 1Il1 ~ls l4:: 

KINSHIP, INTELI .IGENCE , ANO MEMORY 

As rhe rableau began, several Jurassic species, including the Comusaurus, rhe 
Proreadacryl and Momusraptor, were secn meandcring rhrough rhe primeval 
foresrs. They wece being warched by "modern man," who was confident rhar 
his science, his culture, his civilizarion, wt:re superior ro rhar of [hese ancient 
beasrs. Man's confidt:ncc Id hiID ro belicve rhar rimt:s were changing, rhar 
ancicnt spccies should die off and be replaced, and rhar rhe dinosaurs musr 
go. Oarwin's ghosr looked down upon rhe scene wirh a wry grin, and rhe end 
of rhe reign of rhe dinosaurs was proclaimed. Eur rhell somerhing went awry. 
The dinosaurs refuscd ro accepr rheir fate and rose up in rebellion, proclaiming 
rhar rhey 'lOO had righrs. Modero man was unablc ro dominare rhem and in 
rhe end, rhe dinosaurs were lefr ro rhemselves. 

("Primeval pattying" E-3) 

On the liminal occasion of a rite of passagc rhar serves to mark acceptance 
of its iniriates into socicry and announce their availabiliry for exchange within 
its patriarchal kinship network, the soon-to-be marriageable dallghters of the 
krewes performed a most precise embodiment of selective culrural memory. 
The Darwinian anxiery about being replaced by anorher "species" direcdy 
qllotes the Mistick Krewe of Comus 1873 parade and grand tablcau: "The 
Missing Links ro Darwin's Origin ofSpecies." The "rebellion" of the dinosaurs, 
justified by a proclamation of rheir "rights," makes a clear reference ro the 
coup of 1874 and irs enactment of "rhe survival of (he nttest" at the expense 
of the racially mixed Kellogg government. 

There are no trivial rituals. In the service of memory, or in its betrayal, 
performances have powerful, if often unpredicrable consequences. Knowing 
norhing of the Mistick Krewe of Comus Mardi Gras parade and ball of 1873, 
hisrorians of constitutional law stress the imponance of the almost magical 
sway of "Social Darwinism" over the Supreme Court of the United States at 
the turn of the centllry (Highshaw 64-5), particlllarly in the opinions rendered 
by Justice Edward Douglas Whire, Pickwickian, formerly Private Whire, 
Company E, Crescent Ciry White Leaglle. Many otner inAuences, no doubt, 
snaped the Justice White's reasoning in PLessy v. Ferguson, bur probably none 
more exhilarating to one who regarded himself as speaking for the "fittest" 
than (he ovenhrow of Reconstrucrion in Louisiana by Carnival in New 
Orleans. 

Of the persistence of memory about "The Batde of Liberry Place" among 
rhe descendants of the Whire Leagllers, historian Lawrence N. Powell has 
written: "For decades to come, (heir sons and grandsol1s - even grand
daughters - felr compelled ro measure rhemselves against the legend bom 
rhat hlllI1id September afternoon" (Powell B-7). From rhe intense dialogue 
herwcen the illllSioll of rote repetition, which erases the memor)' of impro
vi:;,ltioll, and repcririon with revision, which foregro unds it, performance 
~l tlJ ics g(' I ~ ¡\ c ri li ea l l·dge. The fUlurc of rirual, however, remains uncerrai n 
.lIul J l'cp ly lll ll ll, \! (·d. As uf Ihis wririllg, Ih~ Libcny MOlllll1lcnr sl iJl stands 
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in New Orlcans, a shrine nor only ro the Pyrrhic re-cnacrmcnt of "comradc
ship born undcr rhc mask," bur also ro rhe implacable erasurc of improvisation 
rhar OCCllrs whcn memory rllrns ro stonc. 
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FORMS OF APPEARANCE 

OF VALUE 


Homer Plessy and the politics of privacy 


Amy Robinson 

In an academic milieu where idenriry and idenrity polirics rcmain ar rhe fore
fronr of a barde over legirimare crirical and/or polirical acrs, rhe subjecr of 
passing has received increasing anenrion. Bur roo ofren rhis anenrion claims 
rhe performarive logic of passing as a rroubling solurion ro rhe problcm of 
idenrir)'. In rhis formularion, rhe pass reiterares rhe process of idenrity forma
rion itself; rhe passer's performance chronicles rhe becoming of a sdf rhar 
cannor, by definirion, lay claim ro a ficrion of narural essence. Violaring rhe 
srurdy boundaries of onrology, rhe passer throws rhe logic of social hicr
archies inro disarray. While 1 am symparheric ro rhis reading, ir's imporranr 
ro nore rhar rhe logic of performarivity cannor "solve" rhe problem of insri
rurional subvcrsion or recuperarion. Rarher, rhe field of performance srudies 
brings with ir rhe wisdom of conringent idenriries rhat, almost by virrue of 
rhis conringcncy, recommend rhe raking up of posirions on necessarily 
unsrable ground. 

1 would suggesr, rherefore, rhar rhe seemingly endless crirical debares abour 
performance rhar Evc Sedgwick has charactcrized as concluding wirh rhe 
refrain, "kinda subversive, kinda hegemonic,'>J are frankly less inreresring and 
more self-indulgent rhan rhe conrenrious polirics of idcnrity thar conrinue 
ro inform daily pracricc. In conrrasr ro rhose who would claim rhe pass as a 
liberating rejccrion of natural essence - an appealing analyric srrucrure of 
indeterminacy - rhis essa)' poses rhe proximate relarion berween passing and 
appropriarion as a necessary srarring-poinr of investigation, rarher rhan as a 
culminating riposte. As a srraregy of enrrance inro a field of represenration, 
the social pracrice of passing is thoroughly invesred in the logic of the sysrem 
it attempts to subvert. As such, the subjecr of passing has much ro reach us 
about the possibilities and problematics of resisrance in a performarive culture. 
Whilc it is far from m)' purpose ro rccommend passing as a polirical srrarq,')', 
Ihe cOl![illunl rdcv;:¡ f1ce of rhe subjecr of passing lies precisely in irs rho rough
goi ng; cu m pli,_it v w ith those instintrions t1ur we daily negoriare in;JIl ongoing 
.llLClllp l 111 j lll ,lri lll·.1 I'0 lili, ,ti ¡,on lcXI in w hich structll ra l l'h;tll g~' is IlOt IIlcrcly 
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a fantasy relegated ro the theatrical frame. Despite the false promise of authen
ticiry, it is still necessary, if not politically imperative, ro theorize the body 
that performs in the place of an/other. 

The particular body 1 have in mind belongs to Horner Plessy, whose 
performance as a white subject in a whites-only railroad car provoked the 
Supreme Court in 1896 ro establish "separate but equal" as the j ustiFying 
foundation of segregation in the United States. Homer Plessy's act of strategic 
passing, ironically dedicated ro the demise of racial discrimination, was read 
by the Supreme Court as an act of appropriation, as an unqualified theft of 
an identiry irnagined as properry - as that which is properly and privately 
owned by a "Iegitimate" white subject. The Supreme Court's decision, 
while reprehensible and hisrorically unforgivable, was by no mean s merely 
idiosyncratic; it was precisely in the name of identiry as property that the 
Plessy case waged its batde against segregation and in the name of "natural" 
ownership that the Plessy claim was denied. In this sense, it is not surprising 
that PLesJ)' v. Fergusoll holds a central place in the history of American privacy 
law; for, as 1 will argue, privacy is a zone produced by and about a discourse 
of properry. Defilled by the Oxford EngLish Dictiona1J1 as the "making of a 
thing private property, whethcr another's or one's own," appropriation stands 
at the very center of the problem of passing and social performativiry.2 

Rather than rnerdy summarizing PLeSl] v. FerguJol1 for its own sake, there
fore, 1 am most interested in the kinds of questions that can be asked as a 
consequence of the decision ro construct the case as a passing narrarive. What 
was it about passing that endeared it as a strategy ro the seeming opponents 
of segregation? What can we learn about passing by examining its historical 
relationship ro the rhetoric of the propertied selP. What role should a discourse 
of ownership have in contemporary struggles ro achieve full political recog
nition under the law? Are all such atternpts ro earn the fundamental right 
of self-definition and self-determination always gained at the cost of a 
discourse of natural ownership which seerns ultimately ro undermine the very 
progressive project for which ir has been invoked? 

Nowhere are these difficult quesrions so cleady dramarized as in recent 
public debates ranging from gays in rhe rnilitary, abortion, and affirmatiw 
action, ro white rappers and srylish lesbians appearing on rhe covers of 
America's most popular rnagazines. In each of rhese cases, anemprs ro prevenr , 
or at Icast frustrate, the center's parasitic infatuations with the margins ohcn 
take the form of a claim ro "own" the identities that are so unrelemi ngly 
performed on prime-time television, the covers of Vanity Fair or New Ym'''' 
Magazine, and in the hallowed halls of the Senate Judiciary Commillce. AnJ 
yet this claim ro self-ownership, when enacted in the legal spherc, Etil.~ lo 
gain access ro the very institutions of the social that co nstrucr many of 'l ~. 
as unnatural subjects and therefore llnqualined for rhe "righr 10 privacy." 
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The consequences of PLess)' v. Ferguson extend far beyond the parameters of 
1896 and the parricularities of passing as a straregy of cultural performance. 
In a culture in which the division between private and public comes to be 
figured as the battlcground of identiry itself, the Plessy case is an instructive 
and well-documented attempt ro expose passing as the "threat" against which 
"protected spheres" of identiry are both enacted and justified - in the service 
of either domination or resistance. For all of us whose identities and social 
practices are determined by the institutional framework of privacy and self
ownership, PLCSl] v. Ferguson continues to be a critical topic of conversation. 

But the Conducror, the autocrat of castc, armed with the power of the 
State conferred by this statute, will listen neirher ro deníal or protesr. 
"In you go or out you go," is his llltimatum.·1 

In 1890 the Louisiana State Icgislaturc passed an act entitled, "An Acr ro 
Promote the Comfort of Passengers, " requiring that all Louisiana railway 
companies carrying passengers in their coaches provide "equal but separate 
accommodations for the white, and colored races." '; In response ro the passage 
of Louisiana Act 11), the African American journalist and activist, Louis 
Martiner , formed "A Citizens Comrnittee to 'Iest the Constitutionality of rhe 
Separate Car Law. " 5 Enlisting the aid of the white liberal "carpetbagger" 
lawyer AJbion TOllrgéc, Martinet and rhe Citizens' Committee proposed [O 
test the constitutionality of the Louisiana law by engineering a violation o f 
the law. Devising a strategy that would allow a black subject ro sllccessfully 
occupy a seat in a whites-only car, Tourgée proposed rhat a "neady white" 
Negro be used ro test the "equal but separare" legislarion approved by the 
Louisiana Sratc Senate.6 

After one unsuccessful attempt [O tcst the law in February J892/ Tourgée 
and Martinet enlisted the services of Homer Adelph Plessy who, on 7 June 
1892, boarded a train in New Orleans and [Ook a seat in a coach reserved 
for white passengers. Whilc there are numerous versions of this particular 
historical performance of passing, the most convincing accounts report thar 
immediatcly after claiming his seat Plessy "announced himself a Negro ro 
lhe Conductor"8 and refused ro accede ro the conducror's demands that he 
rclocate ro the train's blacks-only caro According to a pre-arranged plan, a 
detcctive appeared as if by magic ro arrest Plessy for having criminally violared 
rhc Louisiana law. Plessy was immediately removed from rhe train and placed 
in jait under the jurisdiction of Judge John H. Ferguson. The following day, 
Plessy was rde<1sed 011 a bond of $500 and soon aher retained the free legal 
sc rv il,;t'" uf I\ lbin l1 lIH,rgtc :lI1d Associates . The case then appeared beforc the 
I ollisí.lI1il Sl.lI' ~lIl'n: 1I1 \' Cuurt anJ 011 appeal befare che Supreme Co urt. 
Ik lly illJ; tll t' ' 1 IlhI Jli" ,' (Ir ·Iilll rgéc.!'s argll Illt'll I -- lha! Ihe SUl rU(e viol:l!cd 
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Plcssy's righr ro property and egual prorecrion under rhe law - rhe Supreme 
Courr in 1896 transformed rhe Louisiana law inro rhe legal jusrificarion for 
scgrcgarion.9 

While, in rerrospen, rhe Supreme Court fulfilled rhe prosecurion's \Vorsr 
nighrmare by esrablishing whar Judge Leon Higginborham has called "a venal 
prccedent"IO rhar would nor fully be overturned in the law until rhe Voring 
Righrs Acr of 1964, rhe chosen straregy was nor entirely wirhour irs own 
jusrifying logic. In order ro acrually violare rhe law, rarher rhan merely srage 
an exercise of rhe law, Martiner and Tourgée reasoned rhar a black subjecr 
who could "pass" would be more useful ro rheir cause rhan a visibly black 
subjecr who would, from rhe ourser, be "refused admission."11 To be refused 
admission ro a whires-only car would merel)' produce an embarrassing 
public specracle,12 whereas ro successfully inhabir a whires-only car would 
consrirure a wholesale violarion of borh rhe spirir and rhe le[ter of rhe 
Louisiana law. 

In essence, Tourgée and Martiner's srraregy was designed ro demonsrrare 
rhar rhe law reguiring segregarion was illegal because segregarion irself \Vas 
an impossible social projecr. Using Plessy's ability ro pass underecred inro a 
whires-only car as "evidence" of rhe unrdiabiliry of segrega red boundaries, 
Tourgée hoped ro prove rhar rhe very possibility of passing undermined rhe 
railroad's ability ro enforce and maintain "separare" cars. As he argueo in his 
brief befo re rhe Supreme Court: 

The gisr of our case is rhe uncunsriruriunaliry of rhe assorlment; nor rhe 
quesrion of equal accommoJarion: rhar much, rhe deeisions of rhe Courr 
give wirhuur Juubr. We insisr rhar rhe Srarc has no righr ro compcl us ro ride 
in a car "ser apan" for a particular racc, whcrhcr ir is as good as anorher 
or nor. 

(97) 

In a decision rhar would haunt civil righrs acrivisrs for rhe nexr sixry years, 
Tourgée refused ro engage wirh rhe quesrion of wherher "equal bur separare" 
cars were in facr inherenrl)' ineguirable. Insread, Tourgée claimed rhar rhe 
Court had confirmed "wirhour doubr" rhe principIe of "equal bur separare" 
and rhar whar could be overrurned was rhe ver)' premise of "separare" cars 
alrogerher. 

In order ro narrow in on rhe very principk of "assortment" by which rhe 
railroad "ser apart" discrere cars for black and whire passengers, Tourgée asked 
rhe court ro derermine wherher "The officer of a railroad [was] compercnr 
ro decide rhe guesrion of race?" (81). Cenrering his case around rhe <\crioT\S 
of rhe conducror who was empowered by rhe srarure "ro disringuish bcrween 
cirizcns according ro race," ' Iourgée mainrained rhar rhe sralu te "was an :la 
of race discriminarion pure and simple."1:l Bur by ,he word "discrimillalio l1," 
Tourgée did nor mean ro refer ro tlv: llI1l"qual acullllnlOdariolls p rovided 10 

Louisiana's hlack passcngcrs. On r1w wnrrary. li)ur~ét·'s Inid'l"Xpl ili rly dd 'l'f,\ 
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ro Supreme Courr precedent in rhe marrer of "egual bU[ separare" and uses 
rhe woro discriminarion ro refer ro rhe social pracrice of reading idenrity: 

The srare has no power ro aurhorize rhe officers of railway rrains ro derermine 
rhe quesrion of race wirhuur resrimon)', ro rnake rhe righrs and privileges oF 
cirizens ro depend on such Jecision, or ro eornpel rhe cirizen ro acccpr and 
subrnir ro such decision. 

(76) 

In dfecr, Tourgée employs an argumenr familiar ro mosr smdenrs of conrem
porary crirical rheory. His analysis locares rhe "rrurh" of idenrity in rhe 
conducror's acr of visual apprehension rarher rhan in rhe subsrance of a 
passenger's blackness or whireness. While Tourgée does nor agree wirh rhis 
reading - proposing rhe righr of "tesrimony" as an anridore ro rhe srare's 
misrake - his reasoning jeopardi7.cs rhe very norion of race as a biological 
essence, foregrounding rhe social contexrs of vision by calling into guesrion 
rhe "rrurh" of rhe objecr in guesrion. In rhis contexr, "race" is exposed as a 
construcr, an arbitrary principie of classificarion rhar produces rhe "racial" 
subjecr in rhe ver)' acr of social caregorizarion. 

Iourgée's propheric divinalion of posrstfucruralisr academic rheories uf 
"race" can be traced ro yer anorher rarher earthbouno letter he received from 
Louis Martinet.l ,j Martiner's leHer furnishes Tourgée wirh rhe building blocks 
of his brief by relaring rhe mosr rudimenrary lesson of passing: 

Therc are rhe srrangesr whire peoplc you evcr saw here [Louisiana]. Walking 
up & down our principal rhoroughfarc~ Canal Srreer- you would [be] surprised 
ro have persons poinred our ro you, sorne as whire & orhcrs as colored, and 
if )'0 u were nor inforrned yOl! wuulJ be sure ro pick our rhe whire for co!orcd 
& rhe colorcd for whire. 

(56- 7) 

Martiner's anecdore resrifies ro Iourgée's illireracy - his (nor uncommon) 
unreliability as a reader of racial rexrs. 15 In so doing, Martincr inrroduces 
lourgée [O rhe very visual economy rhar produces passing as a sysremic possi
bility. As he confidently asserrs rhar lourgée "would be sure ro pick our rhe 
whire for colored & rhe colored for whire," he chronicles rhe process by 
which passing funcrions in rhe social fietd. Only when a specraror adoprs 
rhe presumprive mechanisms rhar "read" a racially indcrerminare subjecr as 
a legible social identity can a subjecr truly be said ro pass. Calling attenrion 
ro rhe hyporherical acr of reading by which Tourgée would esrablish rhe 
"race" of Louisiana's diverse cirizenry, Martiner discloses rhe social pracrice 
of reading idenrity as rhe enabling machinery of rhe pass. In an economy of 
presumed legibility (you are whar you look like), rhe successful passer 
ollly disappcars from view insofar as s/he appears (ro her reader) ro be rhe 
cu rcgory illlO which s/hc has passed. Martinet's lerrer reminds Tourgée rhar 
il is lh \: SP(:q,11 1l1 wllo l11allllbetures a sllcccssful pass, whose acr of rcading 
(nI' mi,>f(',ltbll ll) IlII',I IIII IL\ dll' pcrfé.mnalltT or t1ll" pa.\.\ing slIbjt·cl.I 
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Relying as ir does on rhe lcarned wisdom of rhe pass, rhe conrent of 
Tourgée's argument is inextricably ried ro rhe structural qualities of passing 
itself. In 1892, the precise details of Martinet's passing scenacio were replayed 
by Homer Plessy on the train bound for New Orleans. While it was Plessy 
himself who "pointed Out" to the conducror his own racial idenrity, rhe 
conductor proved to be rhe perfect dupe, for his inirial mis-reading of Homer 
Plessy allowed Tourgée ro establish that "thc quesrion of cace ... [was] ver)' 
often impossible of determination" (81). Ir is only in the conrexr oC passing 
rhar Tourgéc could use the conductor as rhe Cenrer of an argument about 
the consritutionality of "assortment" and thus shift the entice focus of rhe 
case away from the injusrice of "equal but scparate" accommodations and 
towards the feasibility of a system of segregation. Repeatedly srressing th e 
irrelevance of Plessy's racial identity (a poinr I will rerurn to larer), °lourgée 
insists that the illegality of segregation lies in the arbitrary process of reading 
by which race is determined in the United Stareso 

Ir is remarkable, therefore, bur not entircly unbelievable that the legal 
foundation of segregarion can be traced to a case of passing as performance. 
Indelibly marked by its affiliation with the social pracrice of passing, rhe 
ulrimare failure of Tourgée's argument is the failure of passing to emerge as 
a viable polirical strategy.16 Whilc passing will indeed rhrow rhe logic of 
cultural hierarchy ineo disarray, such a philosophical revolurion relies on rhe 
very rerms of rhe sysrem ir is intended ro subvert. Like many contemporac)' 
theorists of passing, Tourgée disregarded the limired subversion of passing in 
favor of a more romantic vision of its polirical consequences. In order to 

anricipare rhar rhe conductor would "misread" Plessy as a white man in 
whires-only car, Tourgée rdied on rhe same conventional ficrions of racial 
difference thar would ultimarely prove to be rhe case's demise. Assuming that 
rhe institutional binaries of black and white would limit the conducror's deci
sion-making proces.'>, Tourgée was ablc to correctly prophesize thar rhe 
conducror would presume thar Plessy was not-black and "read" him as a 
whire mano The case rherefore depends on rhe very presence of structures of 
racial difference ro prove rhar such srrucrures are untenable, or at besr, impos
sible ro administer. In orher words, the very ractic rhar ani mates Tourgée\ 
case against segregar ion is the logic olsegregation itself 

Although the inadequacy of lourgée's challenge to the Louisiana stawrc 
lies partly in the inadequacy of passing itself as a polítical racric, Tourgée 
also, and perhaps more importanrly, did not fuJly undersrand how passin¡', 
operares in a social fidd. And by failing adequarel)' to undecs tand che 
performarive logic of passing that stood at the center of bis case, Tourgée 
failed ro anticipate rhe Supreme Court's verdict: in response ro the ncwl)' 
exposed rhreat of infiltrarion, rhey merdy tightened rhe temporarily lInM,lbk 
borders of "race."17 For Tourgée forgot (or never knew) rhal ro loClls 011 lhl 
spectator of passing 0l1l: mllst accollnt ror Whíll ami ¡mil' lhal sp<.'ct. lIor \\Id I 
rcad - lilcrally the app:lrarus t nahling the- Iwr!imll 'Iocl" . ( :ruually. I Ion ,, ·, 
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Plessy's act of passing had to be inteJligible ro the Court as an act 01passing; 
had Plessy merely passed and Dot rold anyone of his black identity, then his 
pass wauld surely have "happened" but rhe mark of its success would have 
been precisely in its inconspicuousness. The fact thar Plessy's pass is avail
able to be undersrood as a calculared performance is, after all, rhe justification 
for staging a violation, rather than a mere exercise of the Louisiana Sratute. 1H 

As a passing subject, Plessy's prescnce in a whircs-only car could only be 
recognized as an act of appropriarion and nor as a "legitimare" pursuit of 
entitlement. 

Tourgéc's disregard for the logic of passing in rhe visual ficld brings him 
ro a peculiar and problemaric crossroads. For it is precisely in the anti
thetical relationship berween appropriation and private property that Tourgée's 
case unravels before the Supreme Court. Arguing that the statute was "an 
invasion and deprivation of the natural and absolute righrs of citizens in the 
United States" (75), lourgée invoked rhe "protected sphere" of property as 
Plessy's righr to own his whire ideneity: 

We shall ... cOIHend rhar. in any mixed commllniry, rhe reputation ofbclonging 
ro the dominanr race, in this instance the white race, is property, in the samc 
sense rhat a righr of action or of inheritance is properry; and thar the provi
sions of the acr in qucstion which authori7.e an officer of a railroad compan)' 
ro ask a person ro a car set apan for a parricular race, enable such officer ro 
deprive him, ro a cerrain cxrem at Icasr, of this propcrry - this reputation 
which has an actual pecuniary value "withom due process of law," and are 
therefore in violario n of rhe Second restrictive clause of rhe XIV th Arnendrm:m 
of rhe Constirurion of rhe United States. 

(83) 

Naming the reputation of whiteness as propen)', and rhe right ro property 
as a natural right, Tourgée invokes a rheroric of "possessive individualism" 
as Plessy's righr ro own propert)' under the Fourrecnth Amendment. In a 
remarkable articulatíon of the drama of appropriarioll, lourgée claims that 
the conductor's misreading of Plessy deprives him of his property. 

Ir is precisdy in the terms of property, however, rhar Justice Brown denies 
that Plessy has a right to rhis particular identity: 

Conceding rhis [rhar Plcssy's whireness is propen)'1 for the purposes of this 
case, we are lInablc ro see how this stature deprives him oC or in any wa)' 
affccrs his righr ro, such properry. If he be a white man and assigned ro a 
colored coach, he may have his action for damages ... Upon the other hand, 
if he be a colored man and be so assigned he has been deprived of no prop
nty, ,ince he is Ilot lawful'ly emitled ro rhe n.:putation of being a white mano 

(J 10- 11) 

111 a (";1I"{" di~ play 0'- reraliaror)' wit, Brown responds ro Tourgée by reminding 
t11l· · l awY~· 1 1; 11 d ll" dd(·ll.~l· dIal' Ilomer Plessy was "in faet" pasúng in a whitcs
ol1ly ~· ;¡r. A, 'lid ,. 1'1 ~'\l\ v does 1101 propnly "own" his whitcncss, sillce it is 

1,U 

http:strategy.16


JOENTITY POLITICS: LAW AND PERFORMANCE 

only rhe pass rhar allows him ro enter rhe "wrong" car. Brown expressly rules 
rhar rhe social pracrice of passing is tantamount ro an abdicarion of rhe rights 
of ownership. As a passing subject, Plessy is not "Iawfully entided" ro own 
his whiteness. 

While Tourgée expends tremendous energy on the identiry of the reader 
of passing (the white conductor), it is the performance of Plessy's blackness 
as whiteness thar returns ro sabotage his defense. In the context of a passing 
scenario, Tourgée's claim that Plessy's whiteness was in facr properry, could 
only have elicired the response thar it did: rhe court responded that Plessy 
was the bearer of srolen properry. But regardless of rhe courr's predictable 
response, Tourgée's argumenr makes explicit rhe Fourteenth Amendmenr's 
equivalence berween the "private" citizen and those spheres of identiry recast 
as the "privare domain." While the "right ro privacy" does nor appear in 
Supreme Court opinion until rhe mid-rwentieth century, the Plessy case 
dramatically exposes rhe foundational rerms of properry and identiry 011 which 
the concept of privacy rests. 

II 

"No one has an in herent or consriturional right ro pass himself off for 
what he is not"19 

While the word "privacy" does nor appear in rhe text of the Declaration of 
Independence, the Constiturion, or any of its affiliated amendments, the 
word "properry" does appear in the preamble of the Declaration of 
Independence, in the Fifrh Amendmenr of rhe Constitution, and in the firsr 
section of the Fourteenrh Amendmenr. The right ro own properry and the 
consequent privileges of possession have convenrionally been undersrood as 
one of the few enumerared righrs "protected" by the American legal sysrem. 
But it is not until the Fourteenrh Amendmenr that rhe Constitution makes 
explicit the rclationship berween cirizenship and rhe right to property: 

AH persons bom or naruralized in rhe Unired Srares, and subjecl 10 rhe 
jurisdiclion rhere of, are cirizens of lhe Unired Srares and of rhe Srate wherein 
rhcy reside. No Sratc shall make or enforce any law which sball abridge 
the privilcges or immunities of citizens of the Unitcd Stalcs; nor shall any 
Slale deprive any person of tife, liberty, or propcrty, wilhout due proccss 
of law; nor deny lO any person wilhin ilS jurisdiclion lhe egual prOlcclion of 
(he laWS. 

Historically, rhe Fourteenth Amendmenr offered the mande of ciuLcmhip lO 

a set of social subjects who had been considered as "chane! personal" ;J ml 
thus properry by rhe American legal system. While rhe "right tu prop<.: rry" 
is o nly one of the "natural righes" enumcrat <.:d by rhe hllJrl ('l' n lh AmcJld 
nlt'nt , in 18(iR 1 wIIllIJ ;lrguc rhal il is rhe mllS! imp\) l lan l "ri¡.:,hl " defi l1il l" 
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citizenship for al! Americans, and in particular, for newly self-possessing 
A&ican American subjects. 

The right of self-possession is not accidentally the legal foundation of 
American citizenship. For it is the most primary of a series of "natural rights" 
considered by liberal political theory as the inheritance of the bona fide social 
subject. According ro John Locke, "every man [sic] has a properry in his own 
person,"20 and thus qualifies for other "natural rights" insofar as he initially 
and primarily possesses himself. While Locke calls "the great foundarion of 
properry" conrained within the individual a universal human right, the right 
of self-ownership has historically been dispensed only ro certain individuals 
as a gauge of their political and cultural legitimacy. In the economic frame
work constructed by the Fourtecnrh Amendment one is licensed as a legitimate 
subject precisely ro the extent ro which "the body" in question qualifies as 
a paradigmatic "private" dominion. Only in this conrext were those slaves 
already freed by the Thirreenth Amendmenr entided ro the "equal protec
rion of rhe laws." In shorr, thc rheroric of "possessive individualism" that 
subsidizes the Fourreenth Amendment's legal definirion of citizenship rewards 
che "private" social subject with a prorected sphere of cultural activiry. 

For those readers familiar wlth the c1assical legal arguments on privacy, my 
analysis may seem counrerintuirive at best. In traditional legal theory, the 
private is understood as an insular sphere, free from government inrrusion. 
Bur rhis is precisely where 1 deparr from classical legal theory, arguing instead 
that privacy funcrions as a zone that creates that which it protects and 
constructs.21 Alrhough traditionally rhe righr ro privacy is seen as placing 
certain subjects beyond the purview of government interference, such sllbjccts 
are simultaneously rewarded with a sphere in which they and they alone can 
do whatever they would like. Ir is my contenrion that the criterion for such 
a reward is the "natural" right of self-ownership, which a hisrory of 
colonization, enslavement, and general disentitlement would seem to suggesr 
has been anything but a natural right. The constirutive relationship between 
properry and privacy thus emerges as rhe missing step that makes sense of 
the importance of identiry in the articulation of American privacy law. 

If, as Justice Robert Jackson wrote in 1943, "the very purpose of a Bill of 
Rights was ro withdraw certain subjects from the vicissirudes of political 
conrroversy,"22 then the very concept of the "private" citizen includes the 
formulation of a "private" arena in which "certain subjecrs" are considered 
prior ro or separare from rhe unqualified burden of the social. 23 Collapsing 
the disrinction berween the social subject and the space he or she inhabits, 
rhe rhctoric of possessive individualism conrains within irself the promise 
of a space and a subject wirhdrawn from the antagonism of surrounding 
diffcrl:nce. 

Whilt: Jackson's Ianguage is actllally meant ro refer ro "subjects" as "rights" 
(.~lICL .lS Lilt-. lihe rl y, ;¡1ll11~ropcrty, free speech, free press, freedom of worship 
.\IId ,.-,>\elllhly. ~' I, ) . dw slippcry J Ollblc mt!nni ng of subjeCJ has hisrorically 
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posirioned rhe courr ro intrude on rhose individuals or groups whosc iden
riries deny rhem rhe "righr" of equal prorecrion. The legal umbrelJa of "equal 
protecrion" rhar rakes the discursive form of rhe "righr" to "life, liberry and 
propcrry," makes such rights relevant only in the terms of a perceived inrru
sion or incursíon from "outside" rhar social subjecr. As an identification and 
documentarion of a sphere of permissible intrusion, privacy paradoxically 
funcrions as a zone rhar in fact in creases the sphere of governmenr regula
tion even as it positions certain subjects ro be intruded upon, or more 
importanrly, a5 rhe "intrusion" on which rhe concept of privacy resrs. 

Although, in rhe twentierh century, rhe "righr ro privacy" has been most 
famously defined by Louis Brandeis as the "right ro be left alone," the less 
famous words of Jusrice Jackson rcmind us that only "cerrain subjects" are 
endowed wirh rhe legal privikge of an "inside" protected from ideological 
and political conresration.2'¡ Crearing a sanctuary of identiry, rhe "zone of 
privacy" which protecrs rhe "privare" cirizen relies on an iJJusory ground 
of puriry ro define both the social subject and the social space he or she 
will inhabit. Characterized by exclusiviry and discrere boundaries, the "privare" 
sphere reiterares rhe promise of the "private" citizen whose right ro "Jife, 
Jiberl:)" and properry" is defined against the threat of infiltraríon and contam
Inanon. 

Whar Lauren Berlant has apdy chrisrened this enabling fiction of a "prophy
lacric privare sphere"25 is a logic, like Locke's "great foundarion of properry," 
contained wirhin rhe individual who is an owner of properry in his own 
persono ror onJy when identil:)' is considered to be a form of properry can 
the exclusiviry of certain kinds of identities be redcployed as the prerogative 
of social space. As rhe legal scholar Patricia Williams contends, rhose social 
spaces rhat enacr rhe problematic of privacy ate spaces envisioned as 
"protecred" spheres of identiry: 

"Black," "female," "male" and "whire" are every bir as much propnrics as rhe 
buses, privare clubs, m:ighborhoods , and schools rhar provide rhe exrracorpo
real barrleground of rheir expression 2G 

Sraging rhe "righr ro privac/, as the right to associate wirh one's "own ki nJ ," 
rhese social spaces - be they public roilets or privare clubs - are defi ncd 
againsr rhe rhrear of intrusion produced by the difference of certain kind:; 
of social subjecrs . Ir is finally rhe prerogative of borh rhe "private" subjeCl 
and "privare" space ro prohibit anyrhing orher than rhe "same" identiry fm m 
inhabiring irs exclusive bordersY 

Ir is in rhis contexr thar Homer Plessy's acr of srraregic passing can 1)(' sel"lI 
as a paradigmaric invasion of privacy. Enacting the scenario uf "infiltra rÍo n" 
which subrends rhe legal concepr of rhe "private," rhe Pb sy in f'Ll'JJ} 1'. 

Ferguson acrs out rhe ve.ry possibiliry uf intrusion on w hich Ihe law is KlundcJ . 
What is unusual abo ur 1 o urgéc's dcfense is rh;lr he lla me,> .he illt:llIi tY 

prorecrcd hy rhe "privarl'" as Plcssy's lill' r;11 propCrlY. '1'1. ,11 is, LIIIH' r Ih,1I 1 
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merely designaring rhe sphere in which Plcssy's identiry operares as the 
"privare" - a much more rypical phenomenon we have wirnessed in debares 
over privare clubs, neighborhoods, schools, barhrooms, ere. - Tourgée specific
ally labels rhar identiry as a prorccled sphere. Tourgée's uncommon approach 
rhereby anticipares rhe developrnenr of privacy law in rhe Unired Srates: 
ir will develop precisely as an implicir relarionship between rhe prorecred 
sphere (rhe private) and rhe idenriry so prorected. This partern emerges in 
rhe series of cases rhar define rhe right ro privacy: forccd sterilization, i nter
racial marriage, contraccption, abortion, and homosexualiry.28 In each of rhese 
cases, debares over a "privare" 7.onc (ro coin a current milirary phrase) are in 
facr debares abour rhe legicimacy of certain kinds of identiries. 

Tourgée's argument rhus makcs rnanifesr rhe unsrared logic of what will 
larer appear as rhe "righr ro privacy" by submirting rhe crirerion of social 
legirimacy as an enabling qua'lificariun for equal prorecrion. In Tourgée's brief, 
Plessy's right ro whircness is c\carly expressed as rhe righr ro "own" an idcn
riry rhar is considered in lhe lcrms of rhe dominant culrure lO be more 
valuable rhan his unmarked and unrernarkable blackncss: 

How much would ir be wOl'th ro a )'oung Illan cntcring upon rhe pracrice of 
law, ro be regarded as a whúe rnan rarhet rhan a colo red one? Six-scvcnths of 
rhe popularion is whirc. Ninerccn-twenticrhs of rhe propcrry of rhe countr)' 
is owned by whire pcoplc. Ninery-nine hundrcdrhs of rhe business opportu
niries are in rhe control of whirc pcople .. . Probably mosr whirc persoDS if 
given a choice, would prcfer dearh ro life in rhe Unired Srares as colored personJ. 
Undcr rhese condirions, is ir possiblc ro condude rhar rhe reputation 01 being 
white is nor propcrry? Indeed, is ir nor rhe mosr valuable son of properry, 
bcing rhe masrer-kcy rhar unlocks rhe golden door of opponunity? 

(83) 

Plessy's whiteness, argues Tourgée, is valuable precisely because whircncss 
"unlocks rhe goldcn door of opportunity." Granting Plessy unobstrucred access 
to the pursuir of properry and employment, whireness qualifies for rhe prorcc
rion of the privare insofar as ir entirles Plessy ro a superior social position. 
The unparalleled social legirimacy of whireness is precisely rhe reason Tourgée 
can claim Plessy's whireness a5 property. And ir is only when idenriry is under
stood a5 properl:)' rhar rhe "righr ro privacy" can be undersrood as rhe righr 
ro pracrice cerrain kinds of idenriries. 

Wirh rhis in mind, ir is useful lO rerurn lO rhe earlier wording of Jusrice 
Brown's decision in order ro apprehend rhe exrraordinary move rhe Plcssy 
clse represents in rhe hisrory of American privacy law. Alrhough Brown's 
rllling denies rhar Plessy has a righr ro whitene55 as property, he imporranrly 
cines no! den)' rhar identiry is properry, he merely suggesrs rhar Plessy is nor 
,·nt itkJ ( O ir. Jn chis sense, Tourgéc failed lO accounr for the kind of prop
I' llY I llar rk~sy 11 \)\\1 uwncd : rhe aer of passing casts him as the bearer of 
"t<l11'1I p rC1 r~·l l y. By graming Plcss)''s idenrity as prope rty. Brown writes into 
.\11 I' rl.' lI H' ( '1111 11 " rn n lt: llt . ht' I .III.:k";l1I f(lI'ITI ll b ro r tlll' "Ilatural rif,?,hts" 01' 
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citizenship. Such "natural rights," however, are expressly rescinded for the 
passing subject whose identiry repn:sents a threat to the very notion of a 
propertied self As a self-named passer, Plessy srages the "right" to wh iteness 
as an exercise in appropriation and not in self-ownership. 

The hostiliry that emerges between Homer Plessy and the very concept of 
"natural" ownership is an old and seasoned antagonismo If identiry is to be 
considered as properry - as what belongs to me and what makes me belong 
- then it is not altogether irrelevant that commodification operates as one 
of the earliest interpretive frameworb associated with passing. Although 
private properry can be understood as one potential forOl the commodiry 
rakes under capitalism, I will contend thar the process of commodification 
is itself inimical to the very idea of identity as privare properry. In fact, it is 
here that the social pracrice of passing repays an hisrorical debt ro the role 
of rhe commodiry in commercial culture. Infiltrating rhe sacred domain of 
whires-only car, the passer stages his identiry by manipulating the logic of a 
culture of exchange. This logic is exacdy what consistently eludes Albion 
Tourgée. While thus far I have considered the question of properry in the 
tcrms of privacy, in the following pages I will consider both properry and 
privacy in the illustrative terms of passing. Such an approach will help me 
ro map out Plessy's predicament by more fully addressing Tourgée's mistake. 

III 

This Belong To Me Aspect of Representations So Reminiscent of 
Properry29 

Two of the earliest writren notices of passing occur in the context of commod
incation in works respcctively by Thomas Middleroll and Randle Holmes: 
"1 might make my bond pass for a hundred pound in the ciry" (1607), and 
"The Double Rose Noble ... passes for thirry-nine or Forry shillings" (l688). 
These proto and eady capiralist examples of passing refer ro rhe exchange 01" 
money - soon to be paper money - and thus the elaborate system of govcrn
ment debr and credir that arose in the late seventeenth and cighteenrh 
centuries. While much more remains ro be said about the complcx phenom
enon of eady capiralism, even these rarified citarions suggcst that, in ordcr 
to signifY as a verb of commodification, passing requires a culture in which 
exchange functions as the primary distributive mechanisOl. In Cact, I would 
go so far as ro argue that only in the contcxt of a culture of cxchangc can 
the commodiry rehearse the social logic of passing. 

As 1 have suggested, the question of passing cannOt be poscd oursidc ,lit 
terms of a visual culture - the system of power relations rhat nHlM ruus t h~' 
mcaning of what we see. Similarly, 1 wOllld suggest Ihal an cXl.:hallp,c-h.",·d 
economy is, ahoye all, an cconomy whid1 ros~'s dll' (llI(',~t io n ot M)"'I." v,tllI" 
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as a problematic of visualiry - a tc.cm that Hal Foster defines as "sight as a 
social fact" or that Elin Diamond might describe as "the ideological nature 
of the seeable . , , what can, and more importantly what cannot be seen,"30 
In order to make this c1aim, I would like to iso late a very particular moment 
in the hisrory of the coOlmodiry that Marx identines as the tension between 
the "plain, homely, natural form" of usc-value and the "mode of expression," 
the "form of appearance" of exchange value,:ll A~ Marx painstakingly docu
ments in the first chapter of Capital, the form of appearance of value of 
linen is to be found in the physical body of the coat it will become.32 

"As a use-value," writes Marx "the linen is something palpably different from 
the coat; as value, it is idcntical with the coat, and therefore looks like the 
coat"(143). In this examplc, the linen only acquires social value insofar as it 
assumes the visual forOl of the coat. While the linen retains its "own" vaJue 
(in labor) it does not retain its own visual form, As Marx insists, 

Nevenhdess (he coal canno( represent value rowards (he linen unless valuc, 
for the laner, simul(atH:ollsly aSSllmes (he Form oF a coaL An individual, A, 
for ins(ance, canno( be "your majesry" lO ano(her individual, B, unlcss majes(y 
in B's eyes assumes (he physical shape of A, and morcovcr changes Facial 
fcawrcs, hair and many mher (nings, wi(h evcry new "Fa(her uF his peoplc." 

( 143) 

In this passage, Marx articulates the relation between use-value and exchange
value as a relation rhat literally produces an economy of the visible. His 
consideration of the value of rhe commodiry in tandem with rhe value of 
majesty suggests, rhat in an exchange-based economy, adequacy for repre
sentation (be it political, social. or economic) is measured in the terms of 
visual paradigms of value. 

Ir is this expressed alliance with an economy of visualiry that endears the 
commodiry to rhe interpretive framework of passing. ror while passing has 
often been used as an unspecified euphemism for impersonation and general 
acts of cultural misrepresenration, it is most use fui I would argue to main
tain the enriching specificiry of its historic relarion to visualiry. From its 
earliest appearances as a verb of gender performance and commodificarion 
to its most sophisticated enunciation as a srrategy of racial impersonation, 
the success of the "pass" has always depended on irs fairhful reenacrment of 
what Luce Irigafay has caJJed "the photological meraphor system of the 
Wesr."33 In the case of Homer Plessy, for example, his abiliry to "pass" as 
white hinges on the entrenched conventions of racial difference which assume 
tbat the appearance of blackness and whiteness always signifies the stable 
wlltours of a white and black identiry. The preconditions for the pass always 
lonccrn its proximity ro a model of identiry: a social taxonomy of designa
lion which, since Plato, has been dominated by a vocabulary of the visual 
slIh ject . As d,e d('v(lIl'd analoguc oC an economy oC visualiry, passing is partic
,darly SlIill·d lit ,111 (·Xl I, .III/!,í.' .hasl 'd t:C(ltl t>fllY. As Marx kl'cnly notes in rb ~, 
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aboye passage, an exchange-based economy places a premium on rhe form 
of appearance of value, and as such, considers the appearance of the co!Ilmodity 
(however mysrified and ferishized) to be a crucial gauge of social value. 

A strategy such as passing rhar explicirly manipulares rhe "form of appear
ance of value" (in this case "race") as a means of gaining access to s)'stemic 
representation, is at the very leasr indebted ro (and perhaps requested by) a 
culrure thar considcrs certain kinds of appearances ro be a requirement for 
systemic representation. And preciscly because appearance is rhe sire of mysri
fication and ferishizarion in the commodity-form, it is uniqudy qualified to 
bear the weighr of identity in a culture of lcgibility. In orher words, when 
appearance is assumed to bear a mimeric relarion to identity, bur in facr does 
not and can not, it is easy to bypass the rules of representation and claim 
an identity by virtue of a "misleading" appearance. lronically, the logic of 
readable identity - that you are what you look like - is preciscly the pre
condition for the subject who passes - who appears as what he or she is not. 
In this sense, passing emerges as a challenge to the very notion of the visual 
as an epistemological guarantee. Calling into the quesrion the rdarionship 
berween insides and outside, truth and appearance, identir)' and identiry 
politics, passing documcnts the false promise of the visual that unde!writes 
a culture of legibility. 

Although identity is often posed as private property - somehow protected 
from the possibility that appearance could misconstrue or violate the iden
tity it is assumed ro represent - the vcty concept of commodification is al 

odds with Locke's norion of "possessive individualism." Despite the claim 
that sclf-ownership is a "natural" and "universal" right that exists prior ro, 
and is unmediated by, the social, even the propertied sclf becomes "visible" 
only in terms of the value ir is accorded in rhe commercial culture. Tu 
consider rhe individual as an owner of property in his own personal iden
tiry is [O attach a fixed and "pure" meaning to a relation that is constitutivcly 
social and necessarily "infecred" wirh contingent formulations of social valuc. 

This is the indispensable insight contained in Marx's analogy between the 
commodity form and rhe form of appearance of majesty. For if majesty mus! 
be invesred wirh the "physical shape" of a panicular "fathcr of the pcoplc" 
in order ro signify as majesty, then rhe social practice of idenrity (as dist i 11 

guished from its status as a philosophical ideal) rehearses rhe logic 01" r1w 
commodity-form. In other words, the idea of majesty cannot be deraLhed 
from irs particular embodiment; although the particular boJy may be purc:ly 
arbitrary, materiality itsclf manufactures the concept of majesry. As a -s()<. i.d 
pracrice, identity cannOl be divested from a body that is unrdenringly inv,·s!(".! 

34wirh rhe value of appearance.
Following Marx's lead, many contemporary crirics have found ;( use!"1I 1 

paradigm for rhe "problem" of idenrity in rhe lension het wc(' 11 Ilse-va ll!\" ,lIId 
exchange-value enacted in rhe lileral body of rhe cO IllIll ()d iry. l~ I ~l king ~l'li 
(Jllsl)' rhe ha7.':Hdous implicatio !ls of lhe propert ¡ed ,dr. ~Í) I I\(, 01 thC~I; " IH I I.Il i? 
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view the discrepancy berween use-value and exchange-value as a critical gauge 
of social appropriation. In this framework, the value of marginal peoples is 
refracted (like "the plain, homely, natural form" of use-value) only through 
the disrorting lens of the dominant culture. Exchanged bcrwcen men, berween 
white men and women, berween heterosexual white men and women, between 
proprietors and possessors of any and every ilk, marginal peoples take on the 
characreristics of the commodiry whose value is ollly rclative to that of 
another. ·'6 As Marx writes, "By means of rhe value relation ... the natural 
form of commodity B beco mes Ihe value-form of commodiry A; in other 
words, the physical bod)' of commodity R becomes a mirror for the value 
of commodity A" (144). Considcrcd as a system of identiry-relat,ions, use
value and exchange-value stage a drama of exploitation. For certain readers, 
the process by which exchange refigures the form of appearance of use-value 
stands in for a pervasive paradigm of social dispossession. 

While 1 agree that the literal hody of the commodity rehearses the prob
lcmatic of appropriation, 1 must announce from the outset my skepticism 
concerning rhe condusions sllch an analysis often generates. As a remedy to 
the exploirative fOllndations of commodity culture, many critics of exchange
value recommend a return to use-value.,7 Protesting the "transformation" of 
natural form into the artificial form of the commodity, such advocates of usc
value hope to combat a pervasive system of appropriation by reclaiming the 
prerogative of "natural value" denied by a culture of exchange. But too often, 
such important political work collapses the distinction berween use-value and 
the "natural" so that requests for the return of use-va~ue deteriorate into a 
renewed rhetoric of "real" identity, "a permanenr fixed self."38 Claiming use
value as an antidotc to exchange-value, this strategy too often functions as an 
"alibi"39 for the oppositional reclamatioll of authenticiry and natural essence. 

Making a c1aim ro the "narura!," the ardent critic of exchallge-value 
perceives the institutions of cultural domination as agents of culrural thefr. 
For in the name of exchange-value, the state-sponsored institutions of racism, 
sexism, colonialism, and homophobia (to name only a few) are allthorized 
to confiscate the principal signs of an/other's identiry. In this context, the 
relarion berween the center and the margins reiterates the rclations of power 
implicit in the commodity form itself. Only relevant or valuable in the terms 
nf exchange, the "natural" body of the commodity is disposses:;ed of its "own" 
rneaning in order to signify as an object of exchange.4o 

At the risk of alienating critics whose politics seern ro be commensurate 
with m)' own, I would suggest that the c1aim to "natural" idenrity is alwa)'s 
suhsidized hy the troublesorne logic of the propertied self. for in order to 
rn:bim the prerogative of self-definitioll denied b), a culture of exchange, the 
criric 01" l'xch..1J1ge-value reasserts the "natural" right of the commodity ro 
( 0 111 rol i l s "owo" cultural significario n. Resclling the "narural" form of use
v.dlJe" (ml11 i" :lrlif ió al lllalli puLlliol1 at lhe hands of exchange-value. [he 
"llglll " pi ·,d l Ii , Íll lil lOl 1 j, g,lil1 t: t! at t1ll" (OSI of;J J iscollfse nf "natu r:1 1" 

)')1 

http:exchange.4o


IDENTlTY i'OLITIC:S: LAW AND PERFORMANCE 

ownership which cannot, and should not, be divorced from a rheroric of the 
"natural" in whose name marginal peoples have always been relegated to the 
working materials of culture itself. Rehcarsing the utopian logic of the "private" 
sphere, the champion of use-value c1aims a boundary of the "real" as insulation 
from rhe seeming artifice of cultural manipulation. Such well-intentioned 
grounds of resistance merely substitute the perils of exchange-value for the 
dangers of use-value, replacing the Auidity of identiry with the faithful stabiliry 
of the propenied self. As my reading of Locke's enlightenment formula 
suggests, the concept of"natural" ownership poses apure and inviolate ground 
of identiry as a defense against the very diHerence represented hy the so-called 
marginal subject. As such, the problem with the Lockean formula of iden
riry as properry is preciscly the "politics of value"41 implicit in the concept 
of "possessive individualism": the space of ownership, privacy, and use-value 
is almost always constructed as a space prior to social mediation, prior to 
politics, and prior to difference. 

This is the fatal Aaw of Tourgée's defense. By deploying a passer in the 
service of a discourse of natural ownership, Tourgée profoundly misunder
stood the threat of passing to any notion of the propenied self. The c1aim 
ro "own" one's identiry is finally linle more than a c1aim to belong within 
and to a "natural" order rhar excludes and is in fact hostile ro many of us 
whose identities are (Iike Homer Plessy's) considered to lie outside the zone 
"in which he properly belongs" (110). As a passing subject, Plessy's virtue 
lies precisely in his rejection of the "natural" order. While it is not my purpose 
here to recommend passing as a political strategy, irs hostilc relation to the 
"natural" order could have been irs utility to Tourgée's case. Instead, Tourgée 
yoked rhe social practice passing ro the properried self - apure space of 
imagined identiry incommensurate wirh rhe social logic of passing and the 
mechanics of performance on which ir relies. 

And indeed, this inhospitable field of rhe natural is finally what marks 
the place of Plessy v. rerguson in the history of American privacy law. In each 
of the rulings delivered against Homer Plessy, ir was precisely the "natu ral, 
legal, and customary difference berween rhe whire and black races" 4J 
rhat emerged as a self-evident justification for "equal but separate accom
modations." Stripped of its origins in a discourse of private properry, tht.: 
question of "natural" ownership is recast as the purely "natural" charactel' 
of protected spheres of idenriry. In his 1896 Supremc Court ruling Justi c(' 
Brown wrote, 

The Icgislarure is ar liben)' ro acr wirh reference ro lhe esrablished u5agcs, 
cusrorns, and rradirions of rhe people, and wirh a view lO rhc promo[ioll 
of rheir cornfort, and rhe preservarion of rhe public peaec and goml 
order. Gauged by rhis standard, \Ve cannor 5ay rhal lhe law which aUlhuri/.," 
or cven reqllires rhe separaring of rhe [W O r:lCc.\ in p\l hlic C<JIlv''Y,IJKt·S i, 
IJnreasonable.'u 
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Converting the earlier and bolder language of the "natural" into the seem
ingly more benign "estahlished usages, customs, and traditions of the people," 
Justice Brown betrays what was at stake, from the outset, in the Louisiana 
law enritled, "An Act to Promote the Comfon of Passengers." Denying Homer 
Plessy his right to equal protection under the law allows Justice Brown to 
construct a zone of comfort protected from the threat of a Homer Plcssy. 

Ir is thus not accidental that Plessy v.Ferguson holds a central place in a 
history of American privacy law. For privacy has historically been used as a 
gauge of cultural legitimacy, bunressing the legal exclusion of those subjects 
deemed somehow unfit for juridical representation. Forever marrying the legal 
questions of properry and privacy ro the character of the identiry in ques
tion, Plessy v. Ferguson has made an indcliblc mark on American legal discourse. 
As a paradigmatic invasion of privacy, Homer Plessy's act of strategic passing 
exposes the normative logic hy which "protected sphcres" of identiry are borh 
constructed and preserved. 

Although Plessy v. Fn;e;uson is never cited by name in the collection of 
cases that establish the modern norion of the "right to privacy, " its enduring 
logic of "natural" idenrity appears in many of the most famous "social issue" 
privacy cases of the twentieth century. While in retrospect, the ll1ajoriry 
opinion in Plessy has been repudiated from all sides of the political spec
trum as "a compound of bad logic, bad sociology, and bad constitutional 
law,"H discrete ponions of Justice Brown's decision have been cited as prece
dent when the plaintif(~ in question have heen considered (Iike Homer Plessy) 
to be a threat to the very notion of privacy itself as a protected sphere of 
"natural" idenriry. 

In Bowers v. Hardwick, for example. the Supreme Court upheld a Georgia 
ami-sodomy statute, judging homosexualiry a threat to the very notion of 
privacy as a protected sphere. Not surprisingly, Justice Scalia's decision (the 
basis for the majoriry opinion in Bowers) uncannily echoes the court's 1896 
ruling in Ple:ssy v. Fergusoll: 

As \Ve have pur ir, rhe Duc Process Clause affords only rhose prorecrions "so 
rooted in rhe rradirions and conscience of our people so as ro be ranked as 
fundamental." Our cases rcAeer continual insisrcnce upon respccr for rhe teach
ings of hisrory [and] solid recognirion of the basic values rhar underlic our 
soeiery:l) 

Invoking Plessy implicirly by citing a conremporaneous 1989 case in which 
the Plessy text appears ,4(' Scalia's ruling is unabashedly a function of the 
normative. His citational formula - "those protections 'so rooted in the tradi
tions and conscience of our people so as to be ranked as fundamental - ' " 
surreptitiollsly anaches his decision ro a particular tradition of privacy law 
in which ((O quote the Plessy ruljng) "the estahlishcd usages, cusroms, and 
[LlI ii[iol1s oj ' lh .. people" sland as rhe sole justificalion for denying certain 
subj"l' \S d I!' ('(JI!..! 111 "[ l'L lion 01' lhe privare Sph CI'l" 
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Plessy v. Ferguson, a case Scalia himself has publicly renounced, thus stands 
at the conceptual center of Bowers v. Hardwíck, as wdl as the court's limi
tation of abortion rights in Webster v. Reproductive Servím·. In each of these 
cases, the private is a function of the "usages, conventions and customs of 
the people," and not as sorne would claim a "natural" space prior ro polit 
ical negoriation. Perhaps this is why our effortS ro secure gay and lesbian 
rights, civil rights, and reproductive freedom in the name of the "right ro 
privacy" seem destined ro fail. For we inevitably collapse a guest for human 
rights with a humanist discourse which pretends ro offer safe havens of privacy 
in an effon ro naruralize the very "standards of decency" which exclude uso 

As a means of extending the "rights of man" to an increasingly wider set 
of social subjects, privacy is one of a larger set of general liberal principies 
that have been "universalized" in the name of an oppositional political 
humanismo Bur as many critics have suggested, the danger of the universal 
as an erstwhilc container of identity lies precisdy in its reproduction of a 
disembodied politic, discngaged from the sphere of difference that consti 
rutes the social fiddY Rather than privacy, therefore, many legal scholars 
suggest that we pursue legal redress under the Fourteenth Amendment's equa! 
protection clause.4R Although the premise of equal protection cannor be 
entirdy divorced from the problematic of privacy, the rubric of egual protec
tion does not require that its subjects be "real" or "natural," and thus may 
provide a more substantive basis from which ro challenge discriminatory legis
lation. In Boulder Colorado, for example, lawyers who filed briefs for a stay 
against Amendment '1\vo were successful in my estimation, beca use they 
argued that Amendment Two violated equal protection and not the right ro 
privacy. Unfortunately these same Iawyers are now arguing for the biological 
basis of homosexualiry in order ro establish queers as a "suspect" class.49 In 
my opinion, this is a mistake tantamount ro using the right ro privacy for 
it rdies on a notion of the natural for which I suspect gays and lesbians wil! 
never, and perhaps ought never want to, qualify.50 

In this context, it is interesting to note rhat Tourgée's faith in a "natural" 
field of vision, instead of a performative one, represents his greatest analyric 
faiJure. In my estimarion, rhe wisdom of performance studies lies in its aban
donment of an "ourside"; as an exemplary theory of material iterarion il 
rejects master narratives of rrurh and ontology on rhe one hand, and eh,: 
possibility of absolute liberarion on the other. Indeed, it was Tourgée's fuú h 
in both the former and rhe larrer thar had dire consequences for his cli\.'1I1. 
Perhaps we should remember Plessy V. Ferguson , rather rhan merdy reenacring 
its problematics of resistance. 

Simply ro accusc Albion lourgéc, however, is ro participate in t1ll' sccm 
ingly endless refrain of "kinda subversive, kinda hegemon ic" (hal rrol11 Ihe 

outset I announced as anrirherical ro m)' project. ls the allernalivc 10 111 1.1 111 

ficently acknowlcdge the allfhorizing vocabulary uf rhe mas ler's 1001~ :lnd 
apologctically Icave Ihl' 11011S(" illl uer? 15 Ihl" :.!lc rn atl VC :l kiml .,1" 11 ,1 1'1 ..." 
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relativism, in which the contradictory narure of identity formations prohibits 
the very possibility of political activism? While rhese questions musr seem 
naivc in their simpliciry and almost interminable familiarity, perhaps rheir 
endless repetition in our confercnces, classrooms, bedrooms, and meeting 
halls suggests thar the answer is worth repeating as wd!. 1 would be in 
good company ro suggest that if trurhs are constructed, and conringency is 
the only domain of value, rhen there is litrle alternative but performance, 
imagined as an explicir ethical intervention ioro a necessarily conrentious 
social fidd. 51 

While it is easy and in faer irresistible ro find fault with Tourgée, his brief 
posed a question ro the Court thar has never been quire so boldly posed: 
what is the relationship berween properry and social normativity? In an era 
in which the "problem" of identiry is more ofren than nor the problem of 
"appropriation," the value of Tourgée's brief lies in what we can learn from 
the coun's equally blunt repl)'. Reasserting the fideliry of those "natural" 
boundaries we construcr ro alleviarc the tensions of our own differences, the 
court responded ro Tourgée by defining rhe private as a space of "natural, 
legal, and cusromary differenee." Such a space is understandably hostile to 
the legal c1aims of the passer. But it is not rhe passer alone who is barred 
from a zone of privacyY In an era of anti-gay legislation that rakes the form 
of disrnantling "protected" rights !-o r gays and lesbians where no such 
"protected spheres" exisr, in a time when abortion rights are increasingly 
(despite Bill Clinton) under duress, in a political arena in which affirmative 
action is more often than nor staged as an attack on white male entitlement, 
in an age such as this when this list is seemingly infinire, Tourgée's brief asks 
us to consider how we resist - how we pursue our demands for equitable 
treatment. 

Is there ever a politics ro passing? 1 don'r think so, but pcrhaps there is 
a lesson. In the cautionary words of r\Vo unfortunate characters in Maureen 
Duff}r's play, Rúes: 

Why can't we unlock the staU door? Bccause it's bolted fmm the inside; the}' 
caH it privacy. You could die in thef(: in private. 53 

NOTES 

would like ro thank Miranda Joseph for her friendship as wdl as for her rncticu
l"lIs reading of, and generous cornments on, an earlicr draft of this essay. 

"Qu~'er l\:rforrnalivity: Henry James's The Ay¡ of the Novel," GLQ: A joumal of 

f .n·húm {/rleI Ca] SludieJ 1.1., p. 15. 

I'k ase nme .hat Ihis essay represents an adumbrated version of a n1'uch larger 
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4 	 Preamble of Acr No. 11 1, rhe Laws of Louisiana, \O July 1980. 1 am mosr 
grareful for rhe exrensive informarion ahour Plessy v. Ferguson rhar appears in 
rhe following places. Eric Sundguisr, "Mark Twain and Homer Plcssy" 
Represeruations 21 (hU 1998): 102-28; Olsen, The Thin Dúguise; Orto H. Olsen , 
The Carpetbagger's Crmade: A Lijé 01 Albion Winegar Tourgée (Balrimore: John 
Hopkins Universiry Press); Richard KJuger, Simple justice: The History 01 Brown 
v. Board 01 F.ductioll and Black Americcú Stmggle jor équality (New York: Vinrage 
Books, 1975); Derek Bell, Race, Racism and American Law (Bosron: Linlc, Brown 
& Company, 1980); Lerone Bennett, J r., Bejore the Mayflower: A History (JI the 
Negro in America 1619-1964 (Balrimore: Penguin Books, 1962); C. Vann 
Woodward, The Strange Carea oljim Crow (New York: Oxford Universiry Press, 
1955). Paul Ohersr, "The Srrange Career of Plessy v. Ferguson," Arizona Law 
Review 389 (1973). 

5 As cired in Olsen, Carpetbagger's Crusade, p. 310. 
6 Correspondence frorn Martiner ro 'Iourgée, 5 Oct. 1891 as cired in Olsen, Thin 

Disguise, p.56. 
7 	 In rhe firsr atternpr rhey also used a lighr-skinned black man named Daniel 

Desdunes, bur rhe rrain chosen was inrersrare, and in rhe rneanrirne, rhe srare 
supreme court had ruled rhar rhe commerce clause prohihired Jirn Crow regu 
lation of inrersrare rravel. 

8 1 arn in agreemenr wirh rhis accounr provided hy Eric Sundguist. 
9 Alrhough rhe argumenrs 1will enrail in rhis cssay are rhe hasis of 'lourgée's hrief, 

and 1 believe rhe hasis on which his claimed was d'enied, more official chroni 
clers of rhe case place ir wirhin in a history of assaulrs on rhe rourteenth 
Amendment in rhe rradition of rhe Slaughterhouse Cases. See, Sundguisr "Mark 
'Iwain and Homer P1essy" essay for rhe implicarions of rhis argument. 

10 	 A. Leon Higginborham, Jr., "An Open Letter ro Jusrice Clarence Thomas from 
a Federal Judicial Colleague," Race-ing ¡uslice, En-gendering Power, ed. 10ni 
Morrison (New York: Pantheon Books, 1992), p. 8. Ir is important ro remem ber 
rhar in 1890, rhe Louisiana srarure was one of a handfuJ of srare ordinancC'.~ 
rhar acruaUy required segregarion in public accommodarions. While discrimina
rion and scgrcgation were certainly pracriced in rhe Uni red Sra res prior ro 1890, 
onl)' rhree srares had approved similar legislar ion prior ro rhe Louisiana srarUlC. 
Afrer rhe 1896 Sllpreme Courr ruling in Plw)' v. Ferguson, however, Non!. 
Carolina, Virginia, Arkansas, Sourh Carolina, Tcnnessee, Mississippi, MarylanJ , 
Florida, and OkIahoma soon adopred similar provisions. By 1920, almosr cvcry 
Sourhern srare had approved Jim Crow legislarion rhar reguired "equal bur sepa 
rare" faciliries for hlack and whire subjecrs. 

1,1 	 In response ro "Iourgée's suggesrion rhar a "nearly whire" Negro he IIsed ro 11: \ 1 

rhe Louisiana srarure, Martiner wrore his approval of rhe plan into a 1891 IClIt' r 
ro 'Iourgée. "Ir would be quite difficuIr ," he agreed, "ro have a lady roo nl:" r1 
whire refused admission ro a 'whire' car" (56) . While Martiner's reply sct'Ill'. 
cr)'pric ar besr, leading so me cr,irics ro rhe conclusion rhar he did nor cnt ildy 
agree wirh 'Iourgée's proposaJ , J would suggesr rhar Marrincr's kner horh rc.:o l(l-, 
rhe 'Iogic of rhe decision ro srage rhe resr case as a passing cvenr and pmvi, l~", 
10urgée wirh a lireral blucprinr on how ro do so. Alrhough rhe "lady" d i,' :I!, 
pears (l suspecr ir would nor have been as efforrless ro ger a b lac k "iluiy ' I1 1 

only ro be kicked our), Martiner and lourgée did engineer a slr,I1cgy 11 ..1' wOIlid 
aUow a hlack male subjccr ro successfull)' occupy a st:~ll ill a whilC~-/) lIl y l.H. 

12 	 Sorne fifry years larer ir was preciseJ)' such emharrassi ng publiL sP'" t,ld l;S II LlI 

wou ld be sraged as sir-ins hy lbe C ivil Rigfm mOVCIlH!J\1. 1\ lI d'Hlrhin14 JI: I UII II 

strations rhar rnluirec! th ~' pr,·selll.:t: (¡ r , he v j~ i h ly blad . ' lIhjeu, dlL' NAi\( '" 
(N:uiollal Ass," __atioll 1'01 rI ,C Adv:H IL"'I1I <: 11 1 uf C oIOl \.:d 1'1:1)1'1.-) 1101 ollly r' I,I" 
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ir1y rejecred rhe srraregic value of passing bur rhe ver)' logic of passillg rhal 
informed lourgée's case. When, in 1952, Brown v. Board 01 Education appeared 
before rhe Supreme Courr, rhe NAACP refused even ro menrion Plessy v. Ferguson 
as a relevanr case. See Kluger, Simple justice. 

13 	 Olsen, 'fhin Disguise, p. 95. Alrhough Tourgée's decision ro focus on rhe 
conducror seems rarher idiosyncraric, rhe law irself is llIosr1y concerned wirh 
our1ining rhe conducror's new duries - ar !casr rhrec-fourths of rhe acrual srarure 
is devored ro rhe conducror's obligarions under rhe new srawre. 

14 	 My iron)' is purposeful here. Many of rhe central reners of rheory have nor 
needcd rhe language of rheory ro inrerrogare rhe rrurh daims of rhe dominanr 
culture. As lourgée and Martiner demonsrrare, posrsrrucwralisr rheory is onen 
a formularion of insighrs prcviously undersrood in, by, and rhrough rhe social 
pracrice of rhe larger "non-acadelllic" culrure. 

15 	 In rhis contexr, Tourgée's whireness funcrions as a key aspecr of his racial illir
eracy, alrhough Martiner's anecdate resrifies ro rhe more expansive failure of rhe 
visual as an episremological guaranree. For a more derailed discussion of rhe 
role of specratorship and rhe relarionship berween passing and pracrices of reading 
idenriry picase see my, "Ir Takes One ro Know One: Passing and Communiries 
of Common Interesr," Critical Inquiry 20 (Summer 1994): 7 15-36. 

16 Walrer Whire represents anorher inrcresring attempr ro pass in rhe name of 
polirics. During his renure as rhe firsr black execurive direcror of rhe NAACr, 
Whire struggled ro no avail ro pass a federal anti-lynching bil!. Wirhour any 
"evidence" of lynching, rhe NAACP found ir impossible. Subsidized by his 
whire skin, blue eyes, and hlond hair, Whire wenr down sourh and passed as a 
whire ITIan aner Iyochings to amass "evidence." He rhen wrore publicl)' abour 
his experienccs, in rhe form of popular essays, a novel, and a crirical srud)' of 
lynching. 

17 In rhis sense, rhe Supreme Courr decision fulfilled rhe expecrarions of much of 
rhe black communiry of Louisiana who rook issue wirh lourgée and Martiner's 
proposed case of srraregic passing. Arguing rhar Tourgée's srraregy (if successflll) 
would only garner egual righrs tor lighr-skinned blacks, rhe case (when unsuc
cessful) only proved rhar lighr-skinned blacks could and would rravd ullderecred 
in whires-only cars. 

18 In rhis sense, Tourgee ignores rhe very rhing rhar makcs rhis case one of rhe 
rare examples of passing in legal discourse. Thar is, rhe "rrul)," successful pass 
is nat availablc ro hisrory, since ir musr remain underecred by rhe law ro he 
successfu!. Ir is onl)' ar rhe momenr of encounter wirh insrirucional prohibirion 
(Jim Crow) rhar passing hecomes available lO he narrarivized. By sraging rhe 
case as a passing scenario rhe pass enrers narrariviry and historical visibiliry. 
Wirhour some concession ro rhe peculiarl)' lirerar)' formularion of passing, "rhe 
problern of evidence," waros Winthrop Jordan, "is insurmounrahle." White Ova 
Black (New York: W. W. Norron & Co., 1968), p. 174. 

19 Judge Grcenfield as cired in Jane Gaines's fascinaring and provocarive artide, 
"Dead Ringcr: Jacqucline Onassis and rhe Look-Alike," ¡he South Atlantic 
Quarterly 88.2 (Spring 1989): 477. 

20 John Loeke, "Of Properry," Two Tretuúes 01 Government, ed. Thomas 1. Cook 
(Ncw York: Hafner Puhlishing Co. , 1947), p. 134. 

,'1 In m;II1Y senses, rhis is a dassically Foucauldian argumenr (rhar prohibirion is 
proJlIccivc 01' the very social sllbjecrs ir seeks ro enjoin), as he articulares ir in 
bOllt Discipline ,me! Punish and A History 01 Sexuality Volume 1. 
Á.\ ú ted in l _ lwrc Il L~' 'Ii'¡[ll' , AhorúlJ": ¡he Clluh ofAbsoluteJ (New York: W. W. 
Nur lll ll t\l ( :0 ., 11)1)1»),1'. Hl. My lhinkin¡:; on 1fu:' slIbjccr 01' privacy is indchll'd 
111 "Iiil'l'\ H·.lI lillt~ 
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Ll 	 Jane Gaincs wrires, "'["he branch of Unired Srares Law referred to as pnvacy 
has irs historical origins in a panicular righr of secl usion from rhe public eye" 
(472). 

24 	 Jusrice Louis Brandeis, dissenring in Olmstead v. Unúed States, 277 U.S. 438, 
478 (1928) as cired in Tribe, Abortion, p. 92. 

25 	 Lauren Serlanr, " Narional Brands/Narional Body: lrnitation o/ufo," Cornparative 
American Identities: Race, Sex, and Natiollalily in lhe Jv!odern 7ext. Essays From 
rhe English Insriture, ed. Hortense Spillcrs (London: Routledge, 1991), p. 139. 
In a vasdy differenr conrexr, she claims rhar rhere is "no prophylacric privare 
sphere, no space safe from performance or imirarion." 

26 	 Patricia WilJiams, Fhe Alchemy 01 Race and Rights (Cambridge, Mass.: Harvard 
Universiry Press, ] 991), p. 124. WilJiams makes rhis commenr in reference ro 
a whire rranssexual srudenr who comes ro her in desperarion afrer being barred 
from every barhroom on campus afrer her sex-change operarion. As "privare" 
spacc, the barhtoom rchearses rhe logic of propcrry. Picase see my "Musing on 
Toilcrs: The Barhroom as Eoundary line of Idenrir)' and Performance" (ATHE 
conference paper, 1990), "The Archirecrure of Idenriry: Sathrooms and the 
Polirics of Privacy" (unpllblished manuscript, 1992). 

27 	 A condensed version of my thoughts on privacy has previously appeared in "ls 
She or Im't She: Madonna and rhe Erolics ofAppropriation ," Acting Out: Feminist 
Performance)', ed. Peggy Phelan and l.ynda Harr (Michigan: Universiry of 
Michigan Press, 1993). In addirion 10 rhe rexts already cired, my rhinking on 
rhe publiclprivare divide is parriculatly indebred lO Carol Pareman, Disorder o/ 
Wómen: Democraq, Feminism and Political Theor)' (Cambridge: Poliry Press, 
1989). Nanc)' haser, "Rerhinking rhe Public Sphere: A Conrribution ro rhe 
Cririque of Acruall)' Exisring Democrac)'," Social Text 25/26 (1990): 56-80. J. 
G. A. Pocock, Fhe !v!(uhiavellian Moment: Florentine Political Thoughl and the 
Atlantic Republic ¡;'adition (New Jersey: Princeron Universiry Press, 1975) and 
Virtue, Commerce ar¡d History: Essa)'J 0/1 Political Thought and Hist01)' (New York: 
Cambridge Urtiversiry Prcss , 1985). Roben L. Caserio, "Supreme COll rt 
Discourse vs. Homosexual ¡';¡crion," South Atlantic Quarter0' 88.1 (Winrer ] 989) : 
267-99. This is only a parrial lisring of rhe exrensive lireraturc on rhe general 
issues of privac)', propen)', and rhe public sphere. 

28 Picase see Tribe, Abortion, pp. 77- 112. 
29 Jacques Lacan, rour F/lndamental Concepts 01 Psychoana0'sú, rrans. Ajan Sheridall 

(New York: W. W Nonon & Compan)', 1981 ), p. 81. Lacan makes rhis obscl 
varion in rhe contexr of a larger discussion abollt rhe gai'.e and rhe consrirurifJlI 
of a Carresian subjecr in conrrasr ro which he poses his own rheories. 

30 	 Hal ¡';osrer, lntroducrion, in Visiol1 and Vúuality (Searde: Bay Prcss, 1988) , l' 
ix and Elin Diamond, u(l n)Visible Bodics in Churchill's Thcam:," in Malúllg ./ 
Spectacle: Feminút t ssays on G)/lternpora/)' lf'Órnnú Theatre, ed. Lynda Han (A IIII 
Arbor: Micbigan. 1989) , pp. 261-2. 

31 	 Karl Marx, Capilal, Vol. 1, rrans. Ernesr Mandel (New York: Vintagc Hl)C)Ks, 

1977), p. 138. 127. Hereafter all references ro Marx will be indicared by pa/',< 
number. AlthC'ugh such an isolarcd reading of rhc commodiry may SCCI11 [ \) .\1 t I 

neiall), frame rhe quesrion of excbange-valuc by disregarding rhe ill1p(lrtam.~· ,,1 
quesrions oflabor, production, distri burion , and con.sumprion, 1 think this panl 
ular moment in Marx (when exchange-value rides on u~e-v;lluc lhmllgh 11 11' 
process of "equivalcnce") offns a producrive momelll to \,'onsider t he 1l" 1.11 i .. 1o 

bcrween commodincarion and lbe social practicC! of p;lssing. 
32 	 Ir is imporranr ro recognize lbar the l"xal11l'l~ 0 1" lhe linell alld tlw <l 1.It 1'" 1,. 

some extcnt, an arbitrar)' (lne. Not (lllly c(luld Marx have <"asil y ~ " CJ"' I I ."'01 11" 
,ll uMrativc pair, hut al .", tll<: lill\" n hv 11 11 f1Il" ,m ~ /'1/1 lO 1)('u lI1l<".1 '''.11 . A!t(¡ (¡II ¡:I, 
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in rhis examplc, ir is imporrant that ir will become, surcly ir can also become 
somerhing else bcsides a coar. 

33 	 Luce Irigara)', Speculum of lhe Other Woman, rrans. Gillian Gill (lrhaca, NY: 
Corncll Universiry Press, 1985), p. 345 

34 	 This is wh)' performance studies is such a useful rool of analysis. for ir refuses 
10 consider rhe bod)' olltside rhe rerms of its social significarion. Thc disrinc
rion J'm making benveen an " idea" of majesl)' and the way majesry works in a 
social contexr is in many ways an anri-PlalOnic idea, for unlike Plato, Marx 
suggesrs thar an idea of majesry cannor be divesred from rhe parricular bod 
rhar performs ir; in faer such bodics produce the acrual concepr. In rhis sense, 
currenr debares abour lhe imponance of role modcls are informed by a anri 
Plaronic credo, for rhe idea rhar cerrain bodies musr be in posirions of allthoriry 
in order 10 encourage Olhers lO pursue such positions is based on the assump
rion rhar these bodies conStrltcr the job itself and rhercfore the sense of possible 
access ro posirions of aurhoriry. I am indebred 10 my srudents ar Georgerown 
Universil)' in our elass, "Appropriarion and Cultural Sl)'¡e" (Fall 1993) for hclping 
me ro arriculate rhi s idea. 

35 The following rcpresents a necessarily paerial lisr of rhose crirics who have used 
the concepr of rhe com modity form irsdf as a rllbric under which ro consider 
rhe quesrions of idcnriry and appropriarion. By lumping rogerher rhese crirics, 
t do nor mean ro sLlggesr an)' similarit)' in rheir argumenrs; in facr many o 
rhese crirics are diamerrically opposed in borh form and analysis. Please see 
subseqllenr foornores foc m)' specincarion of which crirics depto)' use-value as 
an anridore (() exchange-value - a srraregy abour which I (as wdl as man)' of 
rhe crirics bdow) have srrong reservarions. Please see Mary Anne Doane, "The 
Econom)' of Desire; The Commodil)' Form in/of the Cinema," Quarterl)' Review 
of Film and Video, Vol. 11 (I989): 22-33. Luce Irigara)', This Sex \Xfhich Is Not 
Orte, rrans. Carherine Porrer (lthaca, NY: Corncll Universiry Press, 1985) . Abdul 
JanMohamed , Manichean Aesthetics: The Politics 01 Literature in Colonial Afi"ica 
(Amhersr; Universil)' of Massachuserrs Press, 1983). Susan Willis, A Primer For 
Daily Lijé (London: Roudedge, 1991). Fredric Jameson, "Posrmodernism, or 
rhe Culrural Logic of l.ate Capitalism," New Lej; Review 146 (July- Aug. 1984): 
53-92. Danae Clark, "Commodiry Lesbianism," Camera Obscura 25-6 
(Jan.-Ma)' 1991): 181-201. Arjlln Appadurai, ed., [he Social Lijé 01 Thillgs: 
Commodities i/1 Cultural Perspective (Cambridge: Cambridge Universiry Press, 
1986). Ga)'arri C hakravorry Spivak, "Scarrered Specularions on rhe Quesrion of 
Valuc," in Otha Worlds: Fs)'ays in Cu{¡ural Politics (Ne\\' York: Merhuen, 1987). 
Jean Baudrillard, "For A Cririque of the Polirical Econom)' of rhe Sign," Selecled 
Writings, ed., Mark Poster (S ranford: Sranford Universiry Press, 1988). Guy 
Dubord, Society ollhe Spectacle (Detroir: Black and Red, 1977). Sruarr Hall, 
"Nores on Dcconsrrucring 'rhe popular,' " People's Hút0'J' a/1d Socialút Theory, 
ed. Ralph Samucl (Lo ndon: Rourledge & Kcgan Paul, 1981). Cayle Rubin , 
"The Traffic In Women," Tóward)' An Amhropology 01 \Xfomen, ed. Rayna Reirer 
(New York: Monrhly Review Press, 1975) , pp. 157- 210. Nancy Harrsock, Mone)', 
Sex and Power: 7óward a Ferninist Historical/vlaterialism (New York: Longman, 
1983). 

36 As Mar)' Anne Doane phrases ir in "The Economy of Desire: The C:ommodity 
Form in/of the C inema," "Much of feminisr rheory rends lO envisage rhe woman's 
n:brion ro lhe commodiry in rerms of ' being' rarher rhan ' having;' she is rhe 
ohjcct 01' exchange rather rhan irs subjecl" (22- 3). 

37 Su~.1O Willis, Cm C>.;1I11 Pk. cnvisions a world in which gcndcr is "free" Crom lhe 
""m",o.!i, )' 101'111. "Sudl " cOl1cl")>lll .. li /.aliol1 of ¡;cndn." slte ;lrgues "wollld be 
.lI hll o l;u lI', '" 1'"'' "IVIII!', ,11,,1 "T.Jli ng o¡' il'~·t ~ il1 l(: rl11~ "r IIse-v;¡h'l' .. IOl1t·. " 
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p. 23. Anorher approach imagines a world in which use-value and exchange of Minncsora Press, 1993) , pp. 82-102 for a more nuanccd engagemenr wirh 
value are indisringuishable, for example Irigaray, rhis Sex Which Is Not One. In rhe problem of "suspecr e1ass" and a way our of a biological jusrification for 
my esrimarion, rhis argumenr ends up as an argumenr abour rhe endless poly equirable trearmenr . 
sexualiry and ambiguir)' of idenrir)' which mar in facr characrerize desire, bur 50 As Lynda Han slIggesrs, perhaps we Jo even nor want (O try and qualify for 
ro me, Jo nor have anything ro Jo wirh polirics and idenrir)' which is abour the mande of social purir)' and rhe consequenr burden of rhe narural. Picase 
fixeJ (rhough provisional) posirions. see her "Karcn Finlcy's Dirry Work: Censorship, Homophobia, and the NEA," 

38 	 In rhe work of Abdul JanMohameJ, for insrance, rhe wrongs of colonialism are Genders 14 (Fa'll 1992): 2- 15. 
arrribureJ ro rhe pursuir oE exehange-value, anJ in reaerion, he promores an 51 Here, I am obviously making reference ro Barbara Hernstein Smirh's COllúngencies 
appreciarion for "a permanenr fixed self" which he mainrains " is essenrial if one 01 l/alue: {dterarive persp{'ctives for critical theory (Cambridge, Mass.: Harvard 
is going ro unJersrand anJ appreeiarc a racial or cultural alreriry. " In "The Universiry Press, 1988). Alrhollgh ir is imposs ible (O reference the enrite field 
Economy of Manichcan Allegory: The Funerion of Racial Differenee in of performance :Jnd culrural ~rudics and indieate m)' debr, c:Jndidares for inc\u 
Colonialisr Lirerarure," "Race," Writing. and Difforence, ed. Henry l.(lUis Gares , sion consisr of rhose :Jlreadv clearlv cireJ in rhis essay as wcll as the work of 
Jr. (Chicago: Universiry of Chicago Press , 1985), p. 97. JuJirh Bmlcr, Peggy Phdan, Valcric Smirh, l.ynda Hart, Hortense Spillers, Patricia 

39 	 Baudrillard, "For A Cririque of rhe Political Economy of rhe Sign ," p. 70. Williams, Cayatri Spivak, Peler Srallybr:Jss, Kobena Mercer, Marcos Becquer, 
40 	 As Luce Irigaray phrases ir in This Sex Which ís Not One, "Woman is divideJ Donna Haraway, Homi Bhahha, J:Jmes Scon, Douglas Crimp, ere. The lisr is 

inro rwo irreconcílable ' boJies': her 'narural' boJy and her soeially valued, nccessarily partia!' bllr rhe mere prcscnce of rhe "ere" indicares thar I siruare 
exchangeable body, which is a panicularly mimeric expression of m ,lseuline mysclf and m)' work a.~ pan ;lIlJ producr of a large group oE scholars commirred 
values" (180). As Abdul JanMohamed phrases ir in "The Economy of (O rhe polirical consequenees of inrdlecrual work. 
Manichean Allegory," "Exchange value remains rhe ce nrra l morivaring force oC 52 In one particularl)' blatant exprcssion of who exacrly is barred from rhe zone of 
borh eolonialisr marerial pracrice anJ colonialisr lirerar)' represenrarion" (87). ('rivacy and why, Ch:Jrles Fried explicidy defined rhe righr of priv:Jcy as self.. 

41 	 1 rake rhis rerm from Appadurai, Social l.ije o/ Things, i. ownership whcn he :Jppeared bcfore the Supreme Court ro dejimd the Reagan 
42 	 Jusrice Fenner's decision in rhe Louisiana Supreme Coun as cired in Olsen, TlJin administrarion's inrerest in limiting abortion righrs. He wrore, "The subject of 

Disguise, p. 73. He wrires, "Law anJ eusrom having sancrioned a separarion uf personal privacy resr[sj squarcly on rhe moral faer rhar a pcrson bclongs (O 

rhe races, ir is nor rhe provine<: of rhe judiciary ro legislare ir away. Followi ng himscIf and nor ro others nor to sociery as :J whole" (as citeJ in Abortion, Tribe, 
rhese guides, we are compelleJ ro Jeelare rhar, ar rhe rime of rhe alleged inquiry, p. )01) . In rhe name of privacy, rhe Reagan adminisrrarion dercrmined that 
rhere was rhar narural, legal, and cusromary difference berween the whire and women in general, and women of color in particular, were unsuirablc for sclf
black races in rhis srare which maJe rheir separarion as passengers in a publ iL ownership and rhus rhe consequent "righr" ro safe, respecrful , and affordable 
conveyance rhe subjecr of a sound regularion ro secure order, promore comfon, aborrions. Dare 1 repear m)'sclf: considereJ as a furm of properry, rhe problcm 
preserve rhe peace and mainrain rhe righrs, borh of carriers and passcngers." of privac)' is rhe problem of idcnriry itself. 
The crux of his Jecision is recyeled by Jusrice Brown in th e Unired Srares 53 M:Jureen Duff}-, Rites in Plays BJ' and About W0men, cds. Vicroria Sullivan and 
Supreme Coun. James H:Jrch (New York: Vinrage 1300b, J972), p. 370. 

43 	 As cired in Kluger, Simple jusrice, p. 79. 
44 	 Roben Harris as cireJ in Sundquisr "Mark Twain and Homer Plessy," p. IOR. 
45 	 Cired in Tribe, 92. 
46 	 Michael H. vs. Gerald D. 109 Supreme Cr. 2333, 2341 (1989) . 
47 	 Alrhough ir is possible ro trace one kind of polirical hisrory that has gradu:Jlly 

effecred social change by reinhabiring rhe caregory of rhe "narural," I suspc.:l.( 
rhar such an approach unavoidably reproduces rhe caregor)' of "man," despilt: 
a besr inrenrion ro indude and protecr rhose "orhers" inrenrionally exdudc.:d 
from irs original paramerers. The problcm with an opposirional humanism , :L' 

Anne Cubilié argues, is rhar ir "consrrucrs rhe very subjecr rhar ir is mean t 11> 

prorecr, rhereby iniriaring irs entrance inro the ver)' sysrem rhar is responsibk' 
for rhe subjecr's abuse." "Performing Anri-V ioleflce Inrelvention: Human Ri~l lIh 
and rhe Bod)' in Represenrarion ," unpublished Ph.D. Dissertarjon, Uni"tTsil y 
of Pennsylv:Jnia (Summer 1995), p. 7. In polirical and Icgal tneor)', tbis qu(.'~ 
rion has been uke up in rhe form of debares abour rhe role of "righrs" <lnJ 11" 
efficacy of righrs discourse in rhe pursuir of justice. 

48 	 Picase see, for example, Rhonda Copclon, "hom Privacy ro AllI 0110 111)': '1'11 
Condirions for Sexual and Reproducrive Freedom," From Abortioll /o R<'prndlll'/II" 
Fradom: Transjorming A Movement , ed. Marlene GcrhtT (B"SIIlIl: <)olldl F-rul 
Press, 19')0), pp. 27-43, 

1\<) 	 See Jan!,l I-blc)', "The C() n~(ructiVIl ~)f IIc.:( c ros~' ){nalily," Fmr ,,/',11 ()/ItW 1'/111/1' 
Q/lar I'"fitio- (mrl S"cill/ 'f llro,," cd. Mi ..h:lc.:\ W,t rllcr ( M ill llc·ap\lli~. ; U"iv"" II\' 
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THOUGHTS ON MY CAREER, 

THE OTHER WEAPON, AND 


OTHER PROJECTS 

Robbie McCauley 

Somerimes 1 fee! I'm walking on rhree feer, 
one in survival, one in rebellion, 
and a rhird one for balance. 

from San Juan HilllThe Farher Parrs 

One day in New York 

1 saw sorne men working, making a delivery of walls ro a srorefront space. 
Men from inside carne our. They were all intending ro carry rhe walls into 
rhe srore. Firsr they greered each orher. One had a cup of cortee. They al! 
seemcd uncomfortable. When one srarred to pull a wall from a flatbed truck, 
anorher approached him and asked, "Why are you doing ir like that?" 
The first man rurned the wall on irs long edge, srooped under, and began 
ro walk his hands along ir. The orher guy gor in front of the first and let 
rhe wall land on his shoulder. When rhey srood up rhe sight was specrac
ular. Ir reminded me of acrors working rogerher. 

The performance rheater work 1 have been doing for the lasr many years 
has involved a cOllscious process wherein 1 soughr ro address certain assump
rions abour arr, history, communiry, the per.~onal and the politica!. Those 
assumprions had seemed ro me to be an official arritude in rhis sociery, 
mouthed by numerous people educated in the United Srares - rhe idea rhat 
arr about social issues and communiry eirher must be done a cerrain way 
and musr say certain rhings in order to be re!evant, or rhat such arr is doomed 
ro "preach ro rhe converted" and is not good work. 1 wanted ro do a kind 
of thearer 1 felr 1 remembered from before 1 was born. 

1 think perhaps 

h ca rm' dllo llgll ll1y morhcr's mcmory of rhe wagon shows. Or maybe ir 
W;IS dl.u t lwlt· w;.\ ,1 Iw:lYs live l11usic ar rh e hOlI.~C patries Morh('r and 'cm 

U,'i 



PERFORMER/PERFORMANCE 

went to. The house would come alíve with perfume, shiny jewels, cigarette 
smoke, and whiskey smells as she and her sisters slipped themselves into 
magnificent dresses ami splendid shoes. There was good food, a pecan tree, 
chickens, a fig tree, and the dirt. There was no talk of struggle or freedom. 
1 thought we were already free. Memories that faded too soon. 

I've been 

Always concerned about power and control, being on the bottom of the 
heap, fighting, rising, no time to be tired, concerned about the big invisible 
thing, tight people, tiny streams of light and hidden terror. Scarier still are 
monsters that smile in the bright day and steal from us. 

I'm shy and struggle with a problcm of low self-esteem. The problem 
has puzzled me because I was brought up to advance myself, think for myself, 
be proud. Well, what your family teaches you is so fuH of contradictions. 1 
knew very young that 1 am not only the people I come from, but the world 
1 was born into. As a black girl in the United States in the mid-1940s and 
1950s, 1 felt the contradictions of lífe in this country were brutal and confus
ing. What 1 internalized out of the situation was that 1 was not all right, but 
if 1 got all right, 1 could be accepted. That is why 1 think the fault for my 
problem líes not entirely in myself or in my family but in the governmenl. 
Government as idea, reality, metaphor. The people my mother called THEY. 

Like diabetes 

Low self-esteem may be a condition that has no cure. Like diabetes it may 
be something you have to control in order to function. Like diabetes, I'm 
sure there are many biographical reasons for the condition. Like diabetes, J 
believe the condition also has political reasons. The triangular slave trade in 
the Americas was largely based on sugar. 

A politically conscious woman shared this anecdote with me: 1 was once.: 
at a party with members of an old rich family. Their money had been madc 
from sugar. The waiter put sugar on the table for coffee. One of them p ushed 
it away and laughed. "Poison," another of them said, and they all laughcd 
even harder. Hearsay probably, but 1 like gossip. Stories that reflect feeli ng:. 
of the insiders and outsiders. Personal stories are usually polítical. "My fat.hcr 
was in the war when 1 was born." Causes and effects are stated passion:lldy. 
"My mother wanted to be a lady, but had to work." Despite the gClll' r.\1 
bel ief in individual choices, peoplc are affected probably more by the w ar .. 
they are born into than anythi ng. Talking about wars ()nc gCts a senSt: 01' h{' [ 

own powér o r lack of ir. 
Pcople orten ask. " Do yOl! eat a lo r of ~ ugar?" whclI (hey discovn I h .l vl.' 

di:uw lCs. I SOlllt'urncs answcr, "Wd l .. . I'urdy." Diabetes i, nnt a " ,:slI ll ,,1 
l·.llilll', l.()O fM UL!. ~llga l'. T ht· CIIHC.~ rol' il ;1It: a (olllhillalioll nI' gt' Ii('l i, 'I'.'yd l" 
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logical, and dietary things, and each case is individual. Its cure may lie in 
the recognition of it as a condition of imbalance, of each person Iearning 
how her whole body ought to be nurtured. Yet, I've become dependent on 
western medicine to maintain my life, and though 1 am in good shape, 1 do 
have annoying problems. Even the excellent internist with whom I'm finally 
working is puzzlcd by the extremes of my case. I'd have questions about 
balance if 1 did not havc diabetcs. The tightrope image for me catalyz.es c1ear 
thinking and change. 

1 want to continuc in the tradition of performance art which encourages 
people to learn from the past and to challenge the stories. 1 want to follow 
a tradition that heightcns the connection of art ro lífe. 1 have particular 
obsessive urges ro analyze the world 1 was born into. I've had certain key, 
gut artistic influences. [ call mysdf an artist to demystif}r the termo 1 always 
imagine my mother in the audience. Art is work. I'rn also a mother, which 
is extraordinary. 1 want to build on a form of performance as discourse. The 
first Last Poets, whom 1 saw in 1969 in a 10ft on downtown 2nd Avenue, 
New York, who consisted of Gylan Kain, Felipe Luciano, and David Nelson, 
initially inspired me to create my own work. 

As 'Iuck would have it, with my interest in charged form and content, 1 
arrived in New York City in 1965 at a time when experimental theater and 
Black theater were present up and down the city. By '79, 1 had gained sorne 
reputation as a "good actress," had received an Auddco Award in 1974. 1 
worked at the Judson Church on Washington Square, Circle in the Square 
on Bleecker Street, the Cafe Cino, a crowded bar, and sometimes theater, 
on Cornelia Street all in the West Village; La Mama, E.Te., when it was 
the experimental theater club in a second floor 10ft on 2nd Avenuc catty
cornered southeast of Gem's Spa and later in a basement on East 9th Street; 
the Negro Ensemble Company then on the northwest corner across from 
Gem's Spa; and the Public Theater at Lafayette and Asror all in the East 
Village. 1 lived first at 3rd and MacDougal and later on East 9th Street. The 
fire of change and rebellion in the world at that time was reflected in the 
theater. Downtown. Uprown. 1 had a chance ro observe work by the Open 
Theater under the direction of Joseph Chaiken and the New Lafayette in 
Harlem under the direction of Robert Macbeth. 

1 would have been dead or crazy years ago had 1 not become an actor. A 
bewildered young black woman with a do-gooder attitude, 1 crossed into a 
world where 1 saw that one's talent helped ro define one's identity, a world 
where 1 felt encouraged ro follow my impulses ro find beautiful ways to 
express hard feelings. 1 carne ro New York in my early twenties ro seek new 
experiences, but had been brought up well enough not to fall all the way 

fT the edge. 1 [ilerally tuned in to my insides, as was the mode of the day, 
and Sl.!in·J ll ron the stirrings insidc me as raw material. 

l\: r f;ml1,IfIL~' dl c.lll' r work fulfi.lIs my desirc ro make a contribution to the 
wo dd ,,1 ~ld ll lr, :. 111 1\)7<), wilh com pose r Fd M on rgomery and his 11l1lsicd 
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group, 5edition Ensemble, 1 began to crea te musical performance theater 
pieces. 5ince then, I've concentrated on engaging the audience and performers 
ro face charged issues. 1 do have concern for the essentials of time, money, 
and status in work, but I've onen felt immobilized by the m.ajority of well
meant advice offered over the years on how to be successful in the theater. 

In my family 

. .. a passion for hisrory, a sense of connection with the pasr. 

No great scholars in the famíly, but srories survivco from the time 

of slavcry rold in snatches arouno the breakfast table, 

as answers ro mine and Sister's constant qucstions, 

ano even as declarations in my father's drinking rages. 

"Wc fought for this country for you ro be frec, 

so oon't be giving me no lip." Things likc thar. 


Ed Montgomery and 1 felt almost the same way about the drama inherent 
in political texto He had already started a collection of starding passages from 
pamphlets, rallies, and news repons from which we selected tellable stories. 
Avowed anti-imperialists, we followed the events of political prisoners in 
current U.5. hisrory ineluding Geronimo Pratt, Leonard Peltier, Assata Shakur, 
and Lolita Lebron as protagonists with Unele 5am, the FBI/CIA, and several 
right-wingers as antagonists. We worked with several musicians and performers 
in the New York arca. Even with a range of political and spiritual belids 
among us, and very little money, nobody was turned off from the views of 
hisrory Ed and 1 espoused. Bern Nicks, Martin Aubert, Bob De Meo, YaJóis 
Mickens, Yerna Hampron, April Green, Crystal Joy, the late Jay Oliver, Jaribu 
Hill and Ngoma Hill, 5harita Hunt, a host of dedicated artists ... affirmed 
my belief that what is performed abOlIt is essential. 

Back then in Georgia 

Dr. B. was the best-educated, nicest mano He made house calls. A black man 
LO look up to. He got killed, downtown, stepping in between the police and 
another black man they say the police were getting ready ro shoot on Broad 
Street, or something like that. They say white folks carne ro his funeral. Not 
much was said abo lit what happened downtown, and no justice was done. 
After chat, not much foolishness was tolerated. My Aunt Jessie started using 
rhe phrase, "do like the white folks do" . 

Sedition Ensemble terminated from natural causes. Groups gct ro the cl1d 

of their time. I 1l0W miss the uncompromising politics as the sourn : of tlu: 
work, bllt then I missed the personal stirrings. I continued ro scek a way lO 

halallce blHh. Ed and I workcd wirh che late perforlllC'r, Bol> Carro 11. {"rurn 
I 'JH2 10 19M'Í. /11 a pi e~t: of h is calkd /Ji rl . I begnn ro c rc:IlC S l1Il JIIIIII 
IIdl. Th i~ (,CCIIIlC ti1\' "asís 01' ,1 ~ni es :lI lOUl lI1y b m iIY\ \lIrviv;d .\1 11 ( 1' 1111" 
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nineteenth century, "Confessions of a Working Class Black Woman" and 
ineluded My Fatht'r And The ~r5, India n Blood, and Sally's Rape. 1was revved 
up by the srories my family had rold me. My imagination kicked in. 1 began 
ro see possibilities of teaching history in a non-aeademic way. 

Buffalo 

1did this series out of the obssession for examining my feelings abour survival. 
The work was structured like jan music with black and white players. In 
1988 we played at Hallwalls, an an center in BlIffalo, with lndian Blood. By 
then I was already impressed with how alldiences of many races identified 
with this work. Riding around in rhe town, 1 observed the racial separations 
of neighborhoods, as usual in U.5. cities. 

1 was influenced ro open up the conneetion with the audience by a conver
sation with Ron Ehmke who eurated the work at Hallwalls. 1 asked him if 
there were any srories in Buflalo coneerning race that the community shared. 
Ehmke told me about the "riots" thcre in 1967, and told me about a soci
ological study of it based on interviews with people in the rown. The concept 
of working with acrors was my own. Having taught for several years, 1 was 
anxious ro share sorne of the work l'd been doing with students, how one's 
personal biography is part of history and how that affects the aLtor's voice. 
Ehmke applied for and received a grant from the New York 5rate Council 
on the Ans for such a project. The Buffolo Project was the first work I did 
with text from local witnesses. 

There is always a personal and political investment in work. Having grown 
up in the southern United 5tates and having moved ro the nonh later, 1 was 
affected by rhe out-and-out all-day-Iong racism in both areas. 1 wondered 
how events I was told abollt, known as "the riot" in Buffalo in 1967, reflected 
racial attitudes in a northern industrial city. Ed Montgomery, who 1 had by 
then married and who is the father of my daughter, is a second-generarion 
member of an Italian working-c1ass family of Buffalo. This intensified my 
curiosity abour rhe place. 

The assignment for each actor was ro inrerview one or more people in 
BufTalo about the riots. This would inelude a variety of people, whether or 
not they experienced it. For instance, the acrors themselves, who either grew 
up in the commllnity or had come later and heard stories, were witnesses. 
The script would be a basis for talking about racial relations in Buffalo roday. 
1 knew that the performance would inelude choral passages. 1 like the idea 
of modern cvenrs having the choral voice. In Buffalo [he cast consisred of 
ten people from age 70 to age 22, with several stated identities - men and 
women, black, ]ewish, Protestant, Catholic, mothers, fathers, Italian. Thus 
hcgan :1 way of working that becamc basic for subsequent projects. The acrors 
:11111 I ded;Ht'd .1 ~af~· spal'l' in which to cxpress thoughrs and feelings ahollt 
the ~lIhj( '1-\ 11"" 1('1. , lIld 10 lis((:n to c:I(;h other. 
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Sorne have asked me about rhe relarionship of my "hisrories" work ro 
rhar of Anna Deavere Smirh (aurhor and performer of Fires in the Mirror 
and Twilight: Los Angeles 1992). The recognirion of rhe way people ralk 
abour rhe charged issues in the United States is something 1 think we're 
both exploring. We also share a certain inrelligence about acting and , of 
course, blackness. Aside from feeling naturally jealous of her fame, [ like the 
similarities. Her particular talent and work is so fine-tuned that mine does 
nor compare. The truth is 1 have neither the skill nor the interest in being 
so precise. Working with acrors in the places 1 am investigating, the personal 
response of the actors ro the content of the witnesses' interviews, the mirror 
reAecting rhe community back on itself and dialogue about it are my prior
ities. 1 am erernally grareful ro rhe acrors who engaged with me in exploring 
their rowns, so many acrors on various levels willing ro learn, give up other 
work, take risks to succeed or nOL Unlike Smith, 1 seldom identify wirnesses 
in the piece. They are given rhe option as ro wherher they wam ro be inden
tified even on rhe programo 1 enjoy the question that has emerged about 
Smith's work. Is it writing? 1 think that her abiliry ro hear, script, and sculpt 
whar people say is indeed legitimare, possibly grear, new writing. My work, 
rhough , developed quire scpararely from hers. 

1 select an cvem that srirs me, like rhe rior in Buffalo, and work wirh 
rhe producer or curator ro seek out people in local communiry and artisric 
organizarions and rcquesr meerings wirh rhem ro ralk about collaborating 011 

a projecr. When we firsr ger togerher 1 usually describe my intemions with rhe 
image of rhe -[rojan War. Ir was an cvem of real and myrhical weighr rhal 
affected nor only rhe participants but also peoplc way beyond that time. Thesc 
mectings are besr when they resulr in rhe exchange ofimages, srories, and philo
sophical comments. The porential co-sponsors acrually ger a rasre of how rhe 
performance allows differenr points of view to be ralked abour while reraining 
passion. Here is where [ ger rhe firsr suggestions for actors and wirnesses. 

Primary Sources 

A series of work, "Primary Sources" produced by Marie Cieri (The Arrs 
Company) from 1991 ro 1994 followed The BuJfolo Project. Mississippi 
Freedom, about rhe freedom rides and rhe voring righrs struggle in Mississippi 
in 1964; Tuif, abour court-enforced busing in Bosron in 1974; and Thc 
Other Weapoll, abour law enforcemem and the Black Panther Parry in Los 
Angeles in 1969 resulted. The event itself, nor necessarily as factual h isw fY. 
bur as wirnessed by people in rhe place is rhe clay for rhe work. 

With producer Cieri, there were hours in cars talking abour our ()Wll like
nesses and differences . Once in a Mississippi motel room 1 badgercd he!' tu 

rell me whar ir is rhar whire people want. One of rhe choicest hi t~ oC in lilf 
mation she rold me was that white pc:oplc huve tlle: pvwcr anJ don'( illlc'IIJ 

ro give it up. Whal a rdief tha t wa.~I 1'11¡1I (Hade wlllki llg wi tl. 1"'1 
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P/~V:U/'t· /4.1 Robbie McCaulcy in Indúm Blood ar The Kirchel1, November 19S7 
(l'hotograph: Vivian Sdro) 
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much easier. I have llor made up my mind abour rhe role of rhe producer in 
performance rheater. I know pan of her work involves rhe crearive aspece Thar 
was rhe uneasiesr pan for me, because I've always been nervous abour holding 
on to what belongs ro everyone. Whar guided me in these projects was ro 
stick to what I wanted ro accomplish in the work. The work is valuable in 
so many ways. Ownership in this work is uncomfortable. I pur my name 
on it to take responsibiJity for and identify myself as the gatherer and shaper. 

Making the transirion from the dialogues ro rhe performances is always 
shocking. The task of the actor is to identify and try to work through resis
tances and see how material plays from the inside out. The key is rhe material 
itself. I try to be fair. I try to be honest. The work is ro get actors to be 
present with information and rheir own vulnerability in the face of it. As 
much work as possible must be done to play the material with one's inre/
leer, voice, body, and sense of connection to others. Here is a process by 
which the actors can learn and teach hisrory. 

In a Mississippi meering two community leaders actually flinched when 1 
described the way I work. Why work with actors rarher than "real people?" 
I felt thar question was an insult to the work of an actor, but 1 understood 
the prejudice because of how actors are often perceived. Implied in rhat ques
tion is rhe discomfort about bringing up painful subject maner and ownership 
of experience. 1 explained rhat I identify myself as rhe outsider and try ro 
share my passion for the subject maner of each work to help cut throllgh 
people's resistance to the outsider. I explained that I felt the work of anist~ 
was ro connect to the community and Ery ro interpret and reveal history. , 
explained rhar 1 wanted to hnd among them, perhaps, people who may wanl 
to aer, and ro support rhe proposirion that storytelling is real work. Larer 
both of these leaders we/comed the hnal project. Theirs were two of rhe mOH 
responsive audiences . The assumprion seems to be rhat actors are sorne strang.: 
creatures rhat do nor walk among regular folks. 1 assume that actors are 
everywhere, like lllusicians. 

One might say 

My family is conservarive. This takes many forms among black people. ¡. 
often has ro do wirh words. African American is a conservative name. Negro 
capitalized. 1 like language. I like black uncapitalized. 1 lean to rhe Idi 
politically. Broughr up in a reasonably well functioning, reasonably int;l ~r 
black family in the U .S., 1 saw larer in life whar a prized condirion rhat wa,~. 
Still, angry and rebellious impulses began to inhabir my persona. 

1 still get bitter 

¡':xlulIsrion from too much hUlIliliarion. Rage is h<.-al dlY, more :lc ti vc: A~ 

all actor, I'm int t"rl'Mnl in tht: ra lll!,C 01" ClllotiollS thal elllallale rrolll ;lJ ll:\t"l . 
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Jean Paul Sanre, the French philosopher, once wrore that love and fear 
were the only emotioos. Maybe. I work with emorion as if ir is energetic 
material ar rhe source of my being. Moving through it is a journey that is 
sometimes beauriful, can keep one from sinking into it. 

Acting is basic to work 1 create. Intelligence is a valuable e/ement of 
rhe crafe Ir is an element that ought to be identihed and nurtured. 1 believe 
ir is an element rhar is, especially in the anti-intellectual culture of the 
Unired States, systemarically undervalued. The besr teaching of acting too 
ofien impedes the thinking process. "Don'r rhink," is a common admoni
rion to the actor. This makes scnsc in many cases where tension and judgement 
are inhibiting her. The question, "What are you rhinking?", wherher answered 
or not, may be mo re uscful. Howevcr, in e/iciring rhe actor's presence, I hnd 
it valuable to explore whar is being rhought. Uncharted dialogue, daring 
ralk, nor humiJiation, bur hery personal analysis of ideas, is raw material 
for work. 

Becoming intcllectually engaged with new details can be an empowering 
for actors. In the Los Angeles projecr, there was a lot of resisrancc from the 
performers, especially rhe men. I usually we/come resistance, especially from 
meno 1 have a talent to recognize, name, open up, and explore the infor
mation inside of the resistance. Resistance is information. Perhaps bitterness 
too is information ro be picked apan and used. 

I use what people already know, what they may not know, sllrprising 
derails, strong images, a sense of the absurd, and rhat we are all a part of 
different stories. I aim ro neither bash, nor (O forgive the privileged, l1either 
ro praise nor blame the underprivileged, bur ro simply inelude more stories. 
1 do have a prejudice in favor of those who've beeo systematically denied. 
How hisrory is raught continues ro be challenged. The powers thar be in 
the academy, who narurally fear change, still stifle stories, and isolare contri
butions of those not in the officiaJ versions. In rhe new thearer performers 
are teaching history. This work need not diminish academic vcrsions, bur it 
may inelude more people, more Jife and more sense of continuity from one 
time lO anorher. 

Acrors can rather safcly explore the painful, the sad, the fearfi.¡/, rhe so
called ncgative condirions and be able lO perform them with energy, joy, 
beauty, power. Recognition of blocks and belief in the ability lO penetrate 
rhem are craft e1ements. For insrance, you may visualize a stone block and 
imagine you have a hammer and chisel. The block is full of rhings you are 
resisting - learning lines, fee/ing the emorions rhat rhe words bring up, 
Jisrening ro rhe director, whatever. Your will ro move toward what you are 
resisting is the hammer and chisel. Moving or pounding at rhe block 
can uansfo rm one's resistance to a meeting wirh what's inside the block. 
FrOITl i n ~ i dc lhc rc, sOlllcthing new ma)' be made. This work, basic ro acring, 
i ~ Il~d lll 101 .ll ld i l"llt LS as wdl - ro sce examples of peoplc grappling (O think 

lk" Iy 
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I've been fortunate to work with master directors. Lloyd Rjchards persuaded 
me ro say to myself "1 am an actor." To admit that felt scary and strangely 
powerfu!. 

Gilbert Moses, who'd trained directly wirh Viola Spolin (aurhor of Impro
visation for the Theater) , spoke rhe language of animal imagery in a down
to-earth tone rhat my body repsonded to. "You're like a goat," he told me 
one day, rehearsing Ed Bullins's The Taking 01 Miss Janie. Righr away 1 began 
to move more fredy. 

Bill Duke, for DREAM at the Negro Ensemble Company, gave the actors 
siruations that put such a demand on our imaginations that we learned to 
perform a piece that was never wrirren down. I still remember the lines 
from ir. 

Cad Weber, who directed the original Ed Bu!lins's Jo Anne!, one day called 
me over and described how he was making the story move. Wherher he 
sensed that 1 needed to fee! part of the creation of the play, 1 don't know, 
but 1 could feel my resistance move away, and thought he was very e1ever. 

Joseph Chaiken sorne years after, said to me, "You have many voices inside 
you," and gave me a tape of Marian Anderson singing spirtuals to listen to, 
not to sing he said, just to hear. 

Conversational music, choruses, dialogue, poetry, monologues are new and 
old forms at my disposa!. This work is endemic to the poetry, polities, and 
music of the 1960s black cultural movement. 

Ir requires a willingness and sorne technique in involving oneself person
ally with the content of texr. 1 am still experimenting with how ro articulate 
ir. The mystery of it has to do with the commitment ro explore the subject 
marrer. These projects work more or less on that basis. Giving voice to the 
range and subtlery of feelings about charged issues is the task here. Mainly 
educated in western culture 1 use a1l 1 can, ineluding a visceral imagination 
out of my blackness. Certain images emerge consistently. The human heart
beat and color are basic. Jazz is the major inspiration. Each actor is an 
instrument whose keys when played resonate her experience and imagina
tion. Being willing to tune her instrument to the material (or score), to emer 
a time and space to play herself with others is basic to acting. 1 experiencc 
jazz and theater as a so urce of infinite manifestations with an African American 
center. 

A change in motion 

miss dancing for the hell of ir. Except for m)' Aunt T. wbo drank rou 
much and was great fun, my family tightened up so much in Geo rgia rh.1I 
it became hard to let go. My confessions come from thar. 1 had tu :lll mil 
the murderous jobs people take in order lO ~urvive. My graJl(.lI:uher amI lIly 
father were soldiers for the govcrnll1cnt. I hate rh :\t I was Ihe nnl' lmm wid l 
the bad pancreas anJ so ma ny .~;Jd f~·~·l i llg,s . 1 inhc rilcd IllV I:\l hds W.l f~. M\'n 
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are little gods propped up ro play the role of savior. 1 have never been able 
to just jump up and down. Ir would make me cry so uncontrollably ro be 
happy that I'd miss it anyhow. I've been diagnosed as irritable. Still, the 
sources of my rage are politica!. I will not rest until confessions of privilege 
come from all sides. 

White supremacy is a berrer term for the kind of racism I'm dealing with. 
The idea that white people are something special and that to identifY with 
the white condition is a good thing has been so much a pan of European 
colonial thinking that so-caHed white people and colonized people aH over 
the world have internalized the thought for centuries. People easily bristle at 
these statements. People who consider themsdves white may be tired of being 
put in the role of oppressor, and may fed there's nothing they can do about 
it anyway. 

We know that black slavery and Indian land were the reasons for the 
success of U.S. and European capitalism. If we aH have ancesrors who 
somehow gained or lost from that srory, we may be able ro continue with 
less irrarional prejudice. 1 am amazed at how much in denial people in the 
U.S. are. Ir makes the general population, black and white, seem hopelessly 
ignoranr. We relate to one anothct in a reactive mode. We seem terrified of 
facing the truth about c1ass. Whites seem as if they may disappear if they 
had ro admit they're nothing spccial in relation to other peoples. Native 
American people seem ro have withdrawn (which may save us aH), and other 
populations, especially blacks, seem exhausted and desperate. 

1 encourage white actors ro take the material of how their families partic
ipared in, or received privileges from, the horrors of racism and take time 
to think about ir. 1 announce at the stan of all these projccts that 1 will not 
tey to be objective. Black people by necessiry are sman about social condi
tions. 1 encourage black actors to look for and admit what they don't know. 
Certain recognitions about craft come up in this work. There needs ro be a 
healrhy arrogance about one's abiliry ro dialogue about the subjec( marrer. 
Coupled with that arrogance is the recognition that vulnerabiliry is the source 
of strength for the actor. The abiliry to grapple with vulnerabiliry and arro
gance comes as a result of extensive dialogue between uso 

The Other Weapon 

February, 1994. It is the day 1 hand out the first few pages of The Other 
Weapon. Ir is the day the acrors see theit names as characters. Ir is the day 
rhe group resistance seems impenetrable. However, 1 trust that such resis
tance is fulJ of energy. Ir is shocking, 1 know, to see one's name in print, 
cspecially connccted ro words srared out of contexto Ir shocked rhe actors in 
fill~l1 1 () , 1301'1011, :1nd Mississippi too. That 1 had explained before rhar this 
was I he W,IY 1 wllu ld writc mcans norhing at this moment. Almost ro a 
r~'l\ol\. 11 11 .1<1 " 1'. Jet"! lIolllchnw rippcd oll hetraYl'd, or un rcwarded for thei r 
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contributions. I do not take time to defend or explain the script pages. I 
literally have to pry people from the waHs in order to lead a warm-up. 
A sullenness permeates, bllt the warm-up is effective. Then I assign [he 
actors ro teH personal stories wi[h elements related to [he charged subjecr 
matree of race. We were working in a dusry, dark alrernarive rhea[er space 
on Venice Boulevard called Beyond Baroque. "Barely," I say, looking around, 
reaching for a cheap laugh. No takers. 1 take a deep breath. The personal 
story, 1 [hink, is rhe best way ro go today. We'lI gel back to rhe scripr larer. 
The acrors are rhrown back on rheir abiliry ro lisren to each o[her, to 
remember, to rdl rhe rruth, and/or lie compellingly. 

I immediarely choose sorne of those stories for [he performance. I consider 
bebop, rhe jazz form, popular in [he 1940s and '50s, characrerized by impro
visarion, as a direct source for putring a performance togerher. The melody 
may be jusr a fragmenr. Push rhrough, I tell myself. Familiar forms can be 
a way ro chip ar rhe block of resisrance. Trus[ing rhe actor's abiliry is a craft 
elemenr for rhe director, I rhink grandly. In orher words I am desperare to 
keep on playing. Whar a day! 

In The Other Weapon we were concerned wi[h rhree dramatic evenrs abou[ 
law enforcemenr and rhe Black Panrher Parry in Los Angeles, 1969- 7l. 
The srory from rhat rime is tha[ [he police atracked a BPP headquarrers al 
41st and Central Avenue and the Panrhers held [he police off withou[ 
anyone getring killed, unlike wha[ happened in Chicago a few days earlier 
wi[h the infamous police murder of Fred Hampton and Mark Clark. 
The story resonates the idea that Los Angeles had a s[rong black COO1

muniry and that these evenrs signified a victorious momento A strong poim 
of the story for me was rhat when [he Panrhers finally surrendered and 
emerged from the headquarrers, numbers of people from [he communiry 
were there bearing wirness. At [he end of chis performance, the acrors 
improvise an illterview with one of [he original women in [he head
quarrers, Sister Somayah "Peaches" Moore-Kambui, who happens to be a 
performer and agreed ro work in the project. The inrerview scgues to the 
dialogue wirh the audience. A deligh[ful woman, Sis[er Somayah helped me 
ro deal with the absurdities and realities of [rying ro do (he work in thjs 
way now. 

1 have had such good experienccs working in rheater [har I tend ro expecl 
rhem. As a director, my srruggle for personal s[rength has been put to thc 
rest. I've discovered for myse1f rha[ the director is no[ a posi[ion of powl'r. 
Ir is more Zen rhan rhat. The director is a guide and an actor. Shc 11<I~ , 1 

sense of rhe world in which she is working. Shc lets rhe material anJ I he 
acrors guide her. Somerimes, in order to get [hings done, she acrs likc d ll' 
powerful one. This is rhe most risky pan. The energy of actor!> m meli Irolll 
so many sources. 1 conrinue ro aim for processcs whe rein rrUSI, 1I1I l ur.1I l1 l". 

and imagj nation are basic and dTcctive. C learly stali ng wha r yOI! 1Il'l'd 111 

hap pen inspires acto rs 10 be creal ivc' . 

7(, 

j 'i,ft.llr/' / '1...' /111" ( )¡/In m ',lp"" hy Rohhic Me< :allky, prodllccd hy Thc Ans 
·lI m p,"'). 1'1111 (1'1 11 ,1 "1',1;11'11: Mari in Cox. Cllllrll'.~y Tlll' Arts ClIllll'anyl 

277 



PERfORMER/PERFORMANCE 

Krisrin Linklarer, author of Freeing the Natural Voice. received a Ford 
l~oundarion grant in 1968 ro train people in rhe United Srares ro reach. As 
a member of rhe apprentice company in rhe early years of Negro Ensemble 
Company, 1 had already fallen in love wirh her work. She had stated rhar 
she wanted particularly ro work wirh black people. She had identified some
rhing 1 understood. Ir was rhat American acrors - especially black American 
acrors - exhibired a good abiliry to connecr wirh passionare impulses, but 
nor so good an abiliry to rransmir rhe full power and range of such connec
rions rhrough rheir voices. She felr rhar rhe Brirish actors were more articulare 
but nor so passionarely connecred. Of course, rhis was general, and possibly 
reflecred a cultural metaphor. Ar any rare, ir made sense ro me. Wirhour 
quesrion, I responded ro her handwritten nore on rhe wall for anyone inter
esred in reacher training wirh her ro write rheir name and number. The grant 
allowed me ro quir my day job and change my life. The reacher rraining 
raughr me how ro reach how ro learn. 

L.A. Lessons 

There are more screaming marches rhan I would have wanted in rhis project. 
In rhe scripr I use resrimony of one of rhe acrors referring ro Rodney King 
and rhe killing of a young black woman by a Korean shopkeeper. When rhe 
Asian woman protesrs againsr rhe passage, on rhe grounds rhat many Asians 
had responded constructi.vely ro rhar incident, th e young black man srares 
his point of view rhar Asians don'r work hard enough againsr rhe model 
minoriry sratus rhey enjoyo I was, as usual, cutting off rhe whire man in rhe 
group whenever I felr he was rrying ro have rhe lasr word. In a previous 
exercise wherein we admitted prejudices 1 had nor admitted thar particular 
one - whire men getting rhe lasr word - and don'r know if 1 was aware of 
ir rhen. The older black woman sighs ro rhe young black man thar he's being 
100 hard on rhe Asian woman. The two Larino women complain rhar again 
rheir issues are being ignored. The whire man keeps rrying ro give the solu
rion. The older black man agrees wirh rhe older black woman rhar me 
younger black man is being too hard. The two of rhem and rhe two Lari n 
women begin ro do a physical manifesrarion of whar is going on, one climbing 
on rop of rhe other, rrying ro be rhe winner. I yell over and over, "L.A. is 
fucked up!" My losing it lighrens rhings up jusr a bit. 

Until this day 

Black people ger caughr into behaving - acring - in order ro ger along. I 
me! an intdligent. mature black woman painter in Mississippi who had .1 

fcw whire fri end:,. T heir affccrion and support fOI" each Olhcr secmcd SCllll inl.'. 
11\)wcvcr. I notiú:d rha! rhe blal:k woman's bchav ior W :1S fu I! uf haJ ,tl till}.:. 
lI~l n~ h;td wh it f.: grtl m m ar. ;IS Opplls(·d 10 gonJ bLKk 1 ~ 1\ J!Il ~ h, ;tll ill .tll .lIt 
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unconvincing portrayal of sourhern earthiness. Aher she saw rhe show and 
discussion rhere, she walked up ro me wirh her face discontorted, brearhing 
easily. and simply said. "Thank you." I hoped we had given her permission 
ro relax. I hoped she would begin ro be more honestly present with her 
friends. 

Rarher rhan avoid srereorypcs. 1srudy rhem . Srereorypes are based on how 
people perceive orhers. People are also consciously or unconsciously driven 
ro acr our rhem O UL Stcrcorypc.~ of whire people indude rhe idea rhar rhey 
are all extremely self-involved. uneducared abour people Olher rhan rhem
selves. are unable ro understand complicared ways in which people who are 
nor whire survive. and are in deep denial abour racismo Sorne of rhar is some
rimes true. Black people are seen as angry, hosrile, finding racisrs behind 
every bush. There's sorne truth in sorne of rhar. Down sourh until quire 
reccntly ir was ofren a maner of life and dearh for black people ro behave 
in a prescribed manner. Blacks could nor express arrogance, anger, or hosriliry 
wirhour risking a violent dearh. 

In the early days 

The signs rhat rold you where you could nor go. WHITES ONLY. Black 
people down sourh who say rhey did nOl adhere ro rhat are Iying, or rhey 
carne along when official apartheid was over. We had ro. Ir leh a deep mark 
on my psyche. If rhere is a collecrive memory of slavery, harassment, and 
humiliarion among black people, I certainly gor my share. My folks worked 
againsr the signs by striving ro be better. Not so strictly Christian, bur strictly 
patriarchial. Internal ambiguiries ... good Negroes ... milirary values ... 
sourhern food ... bad nigger in rhere somewhere ... better nor come out. 
The dass and race strivings, rhar I believed were required. and my rebellion 
againsr rhem, rhe contradictions remain. 

Acrors can be effecrive collecrors and transmitters of the meaning of hisrory. 
The aim is not "ro rell real srories from real people" but ro creare somerhing 
rhar emerged from rhe process of rhe actor's examination of, and abiliry ro 
give voice ro, the essence of events. Organized Improvisaríon is how 1 describe 
rhe connection between rhar rhearer art and bebop. The actor herself is the 
insrrument. Her acr of rhinking becomes physical. She plays herself. She is 
committed ro and has a heighrened consciousness of rhe rheme. This work 
like bebop depends upon rhe mind as an important element of rhe playing. 
Each insrrument is alone, bur is present wirh aH rhar is being played. Bebop 
reflecrs rhe art of black survival. 

The opp rcssor is smarter [han we [hOllghL 
Hc's made i[ pass¿ [O be opprcssed 
O ut of slyk· 1.0 be cmOtional JUour injllS[ice 
AINlhllcly Il() ring [o wish for his o..:at h, 
",11 IVl' )'1111 o lJ r);cJvcs by f~ I"lti(JII ;lhlc boot" 
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And try t.o gt:t OVt:r with a hustle or (wo 
J11 a world tllrning backwards, in a world 
turning backwards, in a world tllrning .. . 

from My Father and the W'ars 

In Mississippi the history of the freedom riders who carne from outside 
the state to hclp stir up change Was the material of the piece. It was an 
obvious metaphor for my relation to the community. This work, of COLme, 
is in no way the same as the politcal action of the freedom riders. I do not 
call the telling of stories and making a place for dialogue a political act. 
Sorne would say it is. The aim of the work is providing continuity from one 
generation to the next. The aim of the work is not to gain power for a 
particular people. The fact that 1 create work from my black experience is 
what makes it universal. Many people of all races have internalized the idea 
that blackness is a limitation. People are able to get beyond that idea. 

L.A. Again 

If this city were a character, it might reveal quite c1early the political realiry 
of how the police are used to perpetuate racism and c1ass prejudice in Americl!1 
cities. Black people are def1nitely targeted as criminals. 1, a rather mild
mannered artiste (wel!, somewhat mild), found mysdf in a screaming match 
in a Santa Monica drugstore with a white store manager who physically 
handled me and accused me of stealing. Most black people 1 talked to there, 
no matter what their lifesryle, had had a variery of such occurrences with or 
without the police. Many felt the attitude of business peoplc reAected that 
of the police. A Los Angeles Police Department former o ffice r, a white man, 
gave testimony that young black men are targeted as gang members, are 
murdered indiscriminateJy, and that the average police officer has "more 
respect for a dog" than he has for a young black mano 

According ro other testimony, many Latino people also had hard times 
with the police. Asians generally had nor. A Japanese man 1 interviewed told 
me that he grew up in an L.A. with many Latino hangout buddies. They 
were periodically picked up by the police, as often happened with young 
men, especially blacks and Latinos. He said if he were picked up with h i~ 
Latino friends, he would be dcopped off and told ro go home whereas the 
Latino guys would be taken to headquarters and harassed. One of the mosr 
volatile exchanges in the work was an ongoing dialogue between an Asian 
and a black performer about A~ians being seen as, and getting privileges 
from, being the model minority. The young Asian woman did not like bei ng 
.\[uck in this role. The young black man saw her as being in den ia! ol" Ibal 
role. I know ir was frustrating to bo th o f them rhar neirhcr of thcm WOII 
Ihe fight. I hoped thar eventually rh e two gor rhe poim, rh :n a h.'S~ ()J 1 In lOl 

rhe Panrhers is lhar rhe das,~ strugglc l:ont illltl'S, anJ thn! nwrc pcoplc olrl: 

hl.!comi ng consciou~ly alfcC! \:c.1 by il. 
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The new righr wing shows litrle movement away ftom rhe basic position 
of white suprcmacy in rhe United States, or the denial and distortion abollt 
it thar Ma'lcolm X made plain. 

At The Vision Complex, afeer the hrst performance of The Other Weapon 
in LA.'s Lcimert l'ark arca. a black community. a 14-year-old girl with a 
pen and pad in her hand stood up and told us how grateful she was abou t 
what she was learning. How could she learn more? A woman in rhar sa.me 
audience said it broughr back parts of her life she never ralked abour, when 
she worked in the B1ack l'anther Party pcograms. A sophisricared black male 
artisr was disappointed because for him the form was nostalgic. 

The organi7,ed improvisarional form rook another coute in a later perform
ance at the Southland Cultural Cenrer in Inglewood. Included in the piece 
was a personal story hy rhe Asian woman. She told how her white employer 
had made a racist rc-mark abour Rodney King. She first ended the story by 
saying how hard it was 10 say something back to the person who hands out 
the paycheck. ror somc reason, she began ending the story by saying rhar 
shc quit the jobo I had told her 1 rhought the first telling was strongest 
because black and other people could identifY with having to keep a jobo 
Wdl, on one nighr when shc did rhe revised vetsion, rhe yOLlng black man 
went at her verbally abour revising the story, about not admitting to the 
model minority status. She went back at him abour not hearing rhe whole 
story. Ir played like a good fight scene. In the momenr [ remembered that 
he'd warned me he might do this. Maybe my forgetting was convenienr. 1 
liked thinking that both actors were in on a possible improvisation. The 
moment was live and fresh . The performance went on. Anorher actor jokingly 
accused me of beaming when it happened. 

The LA. project was by then not what I wanted. My exhaustion made 
me impatient. Patience is part of the pcocess, and I teied to hold on to ir. 
One actor told me privately thar their careers, their images were always on 
the line. At Hollywood Moguls during the audience talkback, a white male 
audience member complained abollt the portrayal of whires in the piece 
whom he perceived as negative characters. 1 pointed out that there was plenry 
of okay stuff about whire people, but the piece was more abour the brutality 
of the LA.P.D. against black people. Well , I probably was not thar deae. 
The white male actor sta red thar he'd nevcr left rhe company no maner how 
hard it got for him. Cleare!'. 

The best parts of rhis project for me happened during audience discus
sions. Many pcople have asked how this is done. 1 started this work before 
I knew what interactive theater was. Having been acound a long time, 1 often 
have the feeling that I invented somerhing rhar othcrs caught on too The 
uuth is thar rhings are in the airo Serious conversations happen often now 
in p uhlic. '[llk shows on telcvision, however maddeni ng, are a pan oC (h is. 
1 lry nol In llot'l hung up on who came hrst , bUI it is a sensitive th ing fo r 
tlIt' , hnllJ', hl.1\ k .llltl gctt illg cred iL Wc are all resh;¡ping mat erial, CJl l.:h ill" 
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things from out of the air. It has been difficult for me ro own and then ro 
release ownership. Perhaps generosity is a craft elemento The more one shares 
the work, the more one learns, 1 keep telling mysclf. 

In L.A. the talkbacks often went on as long as the show, which was about 
an hour and twenty minutes. At the University of California Los Angeles, 
severaI students expressed dismay that they knew fcw, if any, facts about the 
1969 shooting there that was dramatized in thc piece. In HoUywood, prev ious 
members of the B.l~P. carne and taIked back with enthusiasm about how 
~lsefuI the work was in being specific about the Los Angeles Black Panthers. 
StiU others criticizcd that fact that we did not tcH the whoIe story, or parts 
they would have liked ro telI. I fed there is a balancing act in the work 
between the anist/outsider and the local anists, the wirnesses and the audi
ences. The tightrope sways also between the parameters of the personal, the 
aesthetic, the political , the scholarly, and the hearsay. AU these elemenrs spiU 
over into each other and surprising things happen. Sometimes the artist has 
ro compromise her aesthetic concerns for the sensitivity of community 
members. 

Learning from mistakes was almost a cliché with the L.A. projecr. How 
personal is one able ro get without messing up? Personalizing frees the actor's 
voice. That is the purpose of ir. Ir is not the same as substituting one's own 
personal experience for one in the performance. It is the work of exercising 
one's imagination and giving voice to what comes up in response to the issues 
of the work. This process can weed out what is irrelevant. Artists need ro 
make unique connections with the issues. 

A Mexican American woman in the cast had a srory about confronting 
the insults of so-caUed society women in Beverly Hills. Her srory was strong 
beca use it was honest and repeatable and beca use it allowed her imagination 
to respond to the humor in it. In the performance it was placed as a moment 
of contemplation, the passing of refreshments ro the audience and a transi
rion ro one of the more rragic srories in rhe piece. The balance of all rhose 
elements was my favorire momento 

One nighr in rhe aftershow talk a black man started ro speak and brokc 
inro tears. "Take your rime," we echoed from the stage like folks do in 
church . He thanked LIS for showing whar he said he no longer heard peopJe 
speak of. The eud of rhe work is often rhe beginning. The L.A. project wa.~ 
not what I wanted it ro be. Maybe that is berrer. 
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