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ABSTRACT  
 

 

This thesis argues that ontological terror is a burgeoning condition ingrained 

within our collective human psyche which can only be artistically represented 

through carefully chosen veils, two of which can be made explicit through an 

analysis of the aesthetic conventions of the liminal uncanny and the traumatic 

sublime. Artistic depiction of terror is realisable only through the reflections 

that are cast from it, the sum of which, make up these veils. The experience of 

terror is intimately aligned with the threat in herent within an experience of 

trauma or grief and the visual performance outcome of the Masters research 

Aviary, produced at the Living Museum of the West in 2006 is best understood 

as a representation of the mournful and desolate reflections that shimmered 

off a central moment of unspeakable terror. 
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RESEARCH METHODOLOGY  
 

The original drive behind this research was to speculate on current aesthetic 

debates about performance and visual images during times of terror. 

Explicitly, what are the strategies, affects and critical modes employed by 

artists to depict this disturbing and adverse ontological terrain? I believed 

research into this area was significant as it examined the place of art in a world 

that has become increasingly polarised by the spectre of terror in our daily 

lives.  

 

The original aims of the research can be outlined as follows:  

¶ 3ÖɯÐÕÝÌÚÛÐÎÈÛÌɯÛÏÌɯÊÖÕÊÌ×ÛɯÖÍɯÛÏÌɯȿÓÐÔÐÕÈÓɯÜÕÊÈÕÕàɀɯÈÚɯÈɯÊÖÕÛÌÔ×ÖÙÈÙàɯ

performance aesthetic. 

¶ To provide an audience with multiple visual and sensory experiences of 

terror.  

¶ To reveal how the medium of live performance, when combined with 

the aesthetics of painting and visual installation, disseminates 

information distinctively and thus speaks of terror in a highly affecting 

way. 

¶ To develop a cohesive and effective collaborative methodology for 

working in theatre with material of this nature and refine my 

collaborative process of performance realisation. 1 

 

These concerns grew out of my honours research into the culture of terror and 

the seeds of it, which have blossomed with escalating perversity since 

September the 11th 2001 (henceforth referred to as S11). The series of 

                                            
1 NB: While this was an essential aim in the development of my professional practice, the 

specifics of this process are not discussed in any detail in this thesis. To do justice to an 

academic analysis of collaborative methodologies in performance making demands a separate 

inquiry and thus lies outside the scope of this theoretical and practical investigation.  
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performances developed for my honours project entitled, Sublime Horror: An 

Investigation into the Theatrics of Terror (Deakin University: 2003) were 

pri marily phenomenological investigations into the archetypes of terror, 

nightmare and loss. 2 

 

3ÏÌɯÚÛÈÙÛÐÕÎɯ×ÖÐÕÛɯÍÖÙɯÛÏÐÚɯ,ÈÚÛÌÙɀÚɯÙÌÚÌÈÙÊÏɯÐÕɯƖƔƔƙɯÞÈÚɯÛÖɯÐÕÝÌÚÛÐÎÈÛÌɯÛÏÐÚɯ

ȿÉÖÙËÌÙÓÈÕËɀɯÖÍɯÛÌÙÙÖÙɯÛÏÙÖÜÎÏɯÛÏÌɯȿÓÐÔÐÕÈÓɯÜÕÊÈÕÕàɀɯÙÌÚÜÓÛÐÕÎɯÐÕɯÛÏÌɯÊÙÌÈÛÐÖÕɯÖÍɯ

a full -ÓÌÕÎÛÏɯ ×ÐÌÊÌɯ ÖÍɯ ÝÐÚÜÈÓɯ ×ÌÙÍÖÙÔÈÕÊÌȭɯ 3ÏÌɯ ÔÈÚÛÌÙɀÚɯ ÙÌÚÌÈÙÊÏɯ ÐÚɯ Èɯ

continuation of the honours research and I make no apology for this. This 

paper attempts to articulate why ÛÏÌÙÌɯÐÚɯÈɯÙÌÓÌÕÛÓÌÚÚɯÙÌÛÜÙÕɯÛÖɯȿÈÕɯÐÕÈÙÛÐÊÜÓÈÉÓÌɯ

ÔÖÔÌÕÛɀɯÐÕɯÔàɯÞÖÙÒȰɯÛÏÌɯÒÌàɯËÐÍÍerence (while there is a repetition of similar 

themes and concerns) is that there has been a significant philosophical, 

methodological and practical maturation through the research. In addition, 

given the organic and changeable quality of devised performan ce, specific 

research aims and objectives have shifted in relationship to the creation of the 

work. These objectives are discussed in relationship to the art making in 

Chapters 2 through to 4 as each developmental performance stage led to a 

refinement of t he core research aims.  

 

The core aims of the Masters research are as follows:  

¶ 3ÖɯÐÕÝÌÚÛÐÎÈÛÌɯÛÏÌɯ×ÏÐÓÖÚÖ×ÏÐÊÈÓɯÊÖÕÊÌ×ÛɯÖÍɯȿÖÕÛÖÓÖÎÐÊÈÓɯÛÌÙÙÖÙɀɯÛÏÙÖÜÎÏɯ

the medium of visual performance.  

¶ 3ÖɯÌÕËÌÈÝÖÜÙɯÛÖɯȿÙÌ×ÙÌÚÌÕÛɯÛÏÌɯÚÌÌÔÐÕÎÓàɯÜÕÙÌ×ÙÌÚÌÕÛÈÉÓÌɀȮɯÈɯÚ×ÌÊÐÍÐÊɯ

moment of traumatic loss by identifying and utilising the visual 

ÐÊÖÕÖÎÙÈ×ÏàȮɯÔÌÊÏÈÕÐÚÔÚɯÈÕËɯÊÖËÐÕÎɯÖÍɯÛÏÌɯȿÓÐÔÐÕÈÓɯÜÕÊÈÕÕàɀɯÈÕËɯÛÏÌɯ

ȿÛÙÈÜÔÈÛÐÊɯÚÜÉÓÐÔÌɀȭ 3 

 

                                            
2 Please refer to Appendix 2 for a summary of the Honours research. 
3 See definitions of key terms and concepts. 
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The research methodology of this thesis draws upon a qualitative, 

phenomenological research model with the artist/researcher acting as a 

Bricoleur.4 I create as I research and visa versa. By this, I mean that a diverse 

amount of information has been accumulated, constructed, discarded, 

ÙÌÝÐÚÐÛÌËɯ ÈÕËɯ ÌÝÈÓÜÈÛÌËɯ ÈÕËɯ (ɯ ÏÈÝÌɯ ÜÛÐÓÐÚÌËɯ ȿÞÏÈÛÌÝÌÙɯ ÊÖÔÌÚɯ ÛÖɯ ÏÈÕËɀ 

(aesthetic and philosophical tools) to fashion meaning out of subjective 

experience. The research drive focuses upon a specific ontological problem, 

with the resulting performance work, functioning as a staging of questions. 

The pathway by which these questions are addressed is dependent on the 

context and as such, many interpretative paradigms have been accessed.  

&ÐÝÌÕɯÛÏÌɯ×ÙÖÉÓÌÔÈÛÐÊɯÕÈÛÜÙÌɯÖÍɯÛÏÌɯÍÐÌÓËɯÖÍɯȿ×ÌÙÍÖÙÔÈÕÊÌɯÈÚɯÙÌÚÌÈÙÊÏɀȮɯÛÏÌɯ

necessary slippage and shifts in the research direction as the creation of the 

performance work evolves, relies on a research methodology that is interactive 

and complex and rejects any universal claims to authorative knowledge. 5 

 

Within this vast web, specific methodologies and philosophical pathways are 

explored to pro vide an aesthetic solution to a problematic situation. The 

psycho-analytical models of both Freud and Lacan have been used to analyse 

my performance practice. In addition, the theoretical, methodological and 

artistic practice of Antonin Artaud, Richard For eman, Romeo Castellucci, Bill 

Henson and Rainer Maria Rilke have been investigated in order to articulate a 

×ÖÚÐÛÐÖÕɯÍÖÙɯÔàɯÈÙÛÐÚÛÐÊɯ×ÙÈÊÛÐÊÌɯÞÐÛÏÐÕɯÈɯÛÏÌÖÙÌÛÐÊÈÓɯÔÖËÌÓȭɯ ÚɯȿȱÚÖÔÌÛÏÐÕÎɯ

ÊÈÕÕÖÛɯÉÌɯÞÌÓÓɯÜÕËÌÙÚÛÖÖËɯÜÕÛÐÓɯÐÛɯÏÈÚɯÉÌÌÕɯÞÌÓÓɯËÌÚÊÙÐÉÌËɀ6 the research and 

resulting interpretive thesis serves to situate an ephemeral performance work 

Aviary, devised over a number of years, within a bricolage of questions, ideas 

and readings of art works. Specific attention was given to exploring a 

particular contempora ÙàɯÈÌÚÛÏÌÛÐÊɯÖÍɯȿÓÐÔÐÕÈÓÐÛàɀɯÉàɯÐËÌÕÛÐÍàÐÕÎɯsimilarities  in 

                                            
4 #ÌÕáÐÕȮɯ-ȭȮɯȿ1ÖÔÈÕÊÐÕÎɯÛÏÌɯ3ÌßÛȯɯ3ÏÌɯ0ÜÈÓÐÛÈÛÐÝÌɯ1ÌÚÌÈÙÊÏÌÙ-Writer -as-!ÙÐÊÖÓÌÜÙɀɯBulletin of 

the Council of Research in Music Education, No. 122, Fall, 1994, pp.15-30. 
5 Ibid, p.17.  
6 Ibid, p 18. 
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strategies, affects and critical modes within literary and theatrical projects that 

deal with the perceptual mechanisms of the liminal uncanny and the 

traumatic sublime.  

 

The thesis charts the philosophical underpinnings of a new visual 

performance, Aviary, with a particular focus on the key shifts in critical 

thinking that grew out of the practical research and the situation of the work 

within an ever -growing body of knowledge regarding the limin al, the 

uncanny and the traumatic sublime. I then move towards a detailed, 

philosophical elaboration and interpretation of the performance event. It is 

hoped that by doing so, a particular thread of conceptual and aesthetic output 

on the netting of that wh ich constitutes terror in performance is illuminated.  

 

The two key objectives of this thesis are to:  

¶ Trace a pathway through a philosophical and aesthetic web which is 

×ÙÐÔÈÙÐÓàɯ ÊÖÕÊÌÙÕÌËɯ ÞÐÛÏɯ ÉÌÈÙÐÕÎɯ ÞÐÛÕÌÚÚɯ ÛÖɯ ȿÜÕÙÌ×ÙÌÚÌÕÛÈÉÓÌɀɯ ÖÙɯ

invisible ontological ground.  

 

¶ Situate, interpret and interrogate within this model my artistic practice; 

the creation and realisation of Aviary.  
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DEFINITION OF KEY TERMS 

AND CONCEPTS  
 

It is vital to recognise that the key terms and concepts used and developed 

within this th esis are part of a historical and cultural framework and the use of 

them without acknowledging such a context would rapidly degenerate into 

superficial labelling. It is also important to acknowledge that a satisfactory, 

detailed analysis of the historical lineage and nuances of this interconnected 

framework has informed yet remains outside the scope of this dissertation. 7 

The following section will attempt to summarise the framework of usage in 

relation to my specific intentions with the full knowledge that  the very idea of 

definition is problematised by these terms.  

 

Terror  
 

Terror n 1. extreme fear- stricken , - struck , affected with terror. 2. 

person or thing that causes terror; (holy).8 
 

This dictionary definition is painfully limited in its attempt to c atalogue this 

phenomenon. At the same time, it is strangely accurate. This definition of 

terror on face value is merely pressing the accelerator upon fear. Interestingly, 

                                            
7 Numerous studies directly an d elliptically trace the historical, aesthetic and theoretical 

interconnection of terror, the uncanny and the sublime. This thesis owes much of its 

philosophical conception to the following studies:  

Burke, Edmund. A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful. 

J.T. Boulton (Ed), London, Routledge, 1958. 

#ÌÚ/ÙÌÚȮɯ3ȭȮɯȿ3ÌÙÙÖÙɯÈÕËɯÛÏÌɯ2ÜÉÓÐÔÌɀɯÐÕɯHuman Rights Quarterly, Vol 5, No 2, May 1983, pp 

135-146. 

#ÌÝÌÛÈÒȮɯ1ȭȮɯȿ3ÏÌɯ&ÖÛÏÐÊɯ2ÊÌÕÌɯÖÍɯ(ÕÛÌÙÕÈÛÐÖÕÈÓɯ1ÌÓÈÛÐÖÕÚȯɯÎÏÖÚÛÚȮɯÔÖÕÚters, terror and the 

ÚÜÉÓÐÔÌɯÈÍÛÌÙɯ2Ì×ÛÌÔÉÌÙɯƕƕɀȮɯReview of International Studies , Vol 31, 2005, pp 621-643. 

Heller, T., The Delights of Terror, Urbana and Chicago, University of Illinois Press, 2002. 

Kubiak, A., Stages of Terror, Bloomington, Indiana Uni versity Press, 1991. 

,ÖÙÙÐÚȮɯ #ȭ!ȭȮɯ ȿ&ÖÛÏÐÊɯ 2ÜÉÓÐÔÐÛàɀɯ ÐÕɯNew Literary History: The Sublime and the Beautiful: 

Reconsiderations Vol 16, No 2, Hopkins University Press, Winter, 1985, pp 299-319. 

Zizek, Slavoj., The Sublime Object of Ideology, London, Verso, 1989. 
8 The Concise Oxford Dictionary. Seventh Edition, J.B. Sykes (Ed), Oxford, Clarendon Press, 

1982. 
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ÞÐÛÏɯÖÕÌɯÉÙÈÊÒÌÛÌËɯÞÖÙËȮɯȿÏÖÓàɀȮɯÞÏÌÛÏÌÙɯÐÕÛÌÕÛÐÖÕÈÓɯÖÙɯÕÖÛȮɯÐÛɯ×ÖÐÕÛÚɯÜÚɯ

towards an ontological condition. Fear, a healthy, human survival instinct 

should not be confused with terror. Terror is a place where one cannot move. 

We are, in such a moment, metaphorically petrified. Stricken and struck , one 

finds it difficult to even take a brea th. The innate act of breathing in and out, 

our essential mechanism of survival is momentarily suspended. In contrast to 

ÛÏÐÚȮɯÍÌÈÙɯÌß×ÈÕËÚɯÖÜÙɯÏÜÔÈÕɯÊÈ×ÈÊÐÛàȭɯ(ÕɯÈɯÚÛÈÛÌɯÖÍɯÍÌÈÙɯÉÈÚÌËɯÖÕɯȿÍÓÐÎÏÛɯÖÙɯ

ÍÐÎÏÛɀɯÏÜÔÈÕɯÉÌÐÕÎÚɯÊÈÕɯÈÊÏÐÌÝÌɯÛÏÐÕÎÚɯ×ÙÌÝÐÖÜÚÓàɯÛÏÖÜÎÏÛ impossible. A 

mother will lift a car off a dying infant to save its life. Fear is a state of action 

and survival, whereas in a state of terror a human being can do absolutely 

nothing.  9 There is a strange and hypnotic transfiguration that can accompany 

it  and I will address this connection later in a discussion of the sublime.  

 

Terror, as I see it, is a vacant, screaming hole of a threat becoming reality where 

we no longer have any rational conception of time or place. We no longer have 

control over the oÜÛÊÖÔÌȱÐÛɯÐÚɯÏÈ××ÌÕÐÕÎɯÞÏÌÛÏÌÙɯÞÌɯÓÐÒÌɯÐÛɯÖÙɯÕÖÛȭɯ%ÐÎÏÛɯÖÙɯ

flight is not an option. This threat is intrinsically bound to our humanity. 10 We 

are stripped naked of our rationality and are transported into a void that 

challenges our normal conception of what it means to be human.11 This is what 

ÏÈÚɯÉÌÌÕɯÈÕËɯÈÓÞÈàÚɯÞÐÓÓɯÉÌɯÛÏÌɯ×ÖÓÐÛÐÊÈÓɯ×ÖÞÌÙɯÖÍɯÛÏÌɯÛÌÙÔɀÚɯÜÚÈÎÌȭɯ(ÛɯÐÚɯ

something we deeply know. To hold a human community in terror is to hold 

them in a state of passivity, stricken and struck, and somewhat malleable. It is 

essential to distinguish from the outset that I believe terror in performance 

functions very differently to political terrorism. Nevertheless the two concepts 

ÚÏÈÙÌɯ Èɯ ÚàÔÉÖÓÐÊɯ ÙÌÓÈÛÐÖÕɯ ÛÖɯ ȿÐÕÝÐÚÐÉÐÓÐÛàɀɯ ÖÙɯ ÞÏÈÛɯ ÐÚɯ ÜÕÚÌÌÕɯ ÈÕËɯ ÕÌÈÙɯ

                                            
9 (ÙÖÕÐÊÈÓÓàȮɯȿÛÌÙÙÖÙÐÚÔɀɯÊÖÜÓËɯÉÌɯÙÌÈËɯÈÚɯÈɯÍÐÕÈÓɯȿÈÊÛɀɯÉÖÙÕÌɯÖÍɯÉÌÐÕÎɯÛÙÈ××ÌËɯÐÕɯÌÕÍÖÙÊÌËɯ

cultural, economical and political inaction which is another  line of inquiry entirely.   
10 9ÐáÌÒȮɯ2ȭȮɯËÌÍÐÕÌÚɯȿÏÜÔÈÕÐÛàɀɯÈÚɯÖÜÙɯÈÉÐÓÐÛàɯÛÖɯÌßÐÚÛɯËÌÊÌÕÛÓàɯÈÕËɯÜÕËÌÙÚÛÈÕËɯÖÜÙɯ×ÖÚÐÛÐÖÕɯ

with one another within a civilization. Zizek, Slavoj., Philosophical Commentary on Children of 

Men (Alfonso Cuaron: Director), Univer sal Studios, 2005. 
11 (ɯÌÕÛÌÙɯÐÕÛÖɯÈɯËÐÚÊÜÚÚÐÖÕɯÖÍɯÏÖÞɯÛÏÌɯȿËÖÓÓɀɯÊÖÜÓËɯÉÌɯÛÏÖÜÎÏÛɯÖÍɯÈÚɯÛÏÌɯÍÐÙÚÛɯÏÜÔÈÕɯÌß×ÌÙÐÌÕÊÌɯ

of this void in Chapter 2.  
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impossible to defÐÕÌȭɯ  Úɯ  ÕÛÏÖÕàɯ *ÜÉÐÈÒɯ ÈÊÊÜÙÈÛÌÓàɯ ÚÜÙÔÐÚÌÚȮɯ ȿȱÛÌÙÙÖÙɯ

operates in the theatre of the seemingly unspeakable and the apparently 

ÜÕÙÌ×ÙÌÚÌÕÛÈÉÓÌɀȭ12   

 

Ontological Terror  
 

ȿ6ÌɯÈÙÌɯÕÖÛɯÍÙÌÌȭɯ3ÏÌɯÚÒàɯÊÈÕɯÚÛÐÓÓɯÍÈÓÓɯÖÕɯÖÜÙɯÏÌÈËÚȭɯ ÕËɯÛÏÌÈÛÙÌɯÏÈÚɯÉÌÌÕɯÊÙÌÈÛed to 

ÛÌÈÊÏɯÜÚɯÛÏÈÛɯÍÐÙÚÛɯÖÍɯÈÓÓɀȭ 

Antonin Artaud 13 

 

The specific terror highlighted as the focus of this dissertation is an ontological 

one, intrinsically linked to philosophical inquiries into the nature of Being and 

more specifically not -Being, of non-existence, oblivion. According to Martin 

Heidegger, an ontological question was unanswerable which was precisely 

why he regarded such questions as highly valuable due to their 

ÐÕÌßÏÈÜÚÛÐÉÐÓÐÛàȭɯ ɯÕÜÔÉÌÙɯÖÍɯÒÌàɯØÜÌÚÛÐÖÕÚɯÞÐÛÏÐÕɯ'ÌÐËÌÎÎÌÙɀÚɯ×ÏÐÓÖÚÖ×ÏÐÊÈÓɯ

project are clearly the starting point for a definition and understanding of 

ontological terror. 14 'ÌÐËÌÎÎÌÙɯ ÊÖÕÚÐËÌÙÌËɯ !ÌÐÕÎɯ ÛÖɯ ÉÌɯ ÖÜÙɯ ȿ×ÙÐÔÖÙËÐÈÓɯ

ÊÖÕËÐÛÐÖÕɀȮɯ ÛÏÌɯ ÌÚÚÌÕÊÌɯ ÖÍɯ ÈÓÓɯ ÌßÐÚÛÌÕÊÌȭ15 (Õɯ ÏÐÚɯ ƕƝƖƝɯ ÓÌÊÛÜÙÌɯ ȿ6ÏÈÛɯ ÐÚɯ

,ÌÛÈ×ÏàÚÐÊÚȳɀɯ'ÌÐËÌÎÎÌÙɯ×ÖÚÌËɯÛÏÌɯØÜÌÚÛÐÖÕ ÖÍɯȿÛÏÌɯ-ÖÛÏÐÕÎɀɯÈÕËɯÐÛÚɯÐÕÛÙÐÕÚÐÊɯ

ÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯ!ÌÐÕÎȮɯËÌÍÐÕÐÕÎɯȿȱÛÏÈÛɯÞÏÐÊÏɯÓÐÌÚɯÛÏÈÛɯÈÛɯÛÏÌɯÏÌÈÙÛɯÖÍɯÖÜÙɯ!ÌÐÕÎȮɯ

ÈÚɯÎÌÕÌÙÈÛÐÝÌɯ-ÖÛÏÐÕÎÕÌÚÚɀȭ16 3ÏÐÚɯÈÙÛÐÊÜÓÈÛÐÖÕɯÖÍɯȿ-ÖÛÏÐÕÎÕÌÚÚɀɯÈÛɯÛÏÌɯÏÌÈÙÛɯÖÍɯ

human existence17 is the most relevant aspect of his ontology to this study.  

                                            
12 Kubiak, A., op.cit, p.80. 
13  ÙÛÈÜËȮɯ ɯÈÚɯØÜÖÛÌËɯÉàɯ2ÊÏÌÊÏÕÌÙȮɯ1ɯÐÕɯȿ ɯ%ÖÙÜÔɯÖÍɯ3ÏÌÈÛÙÌɯÈÕËɯ3ÙÈÎÌËàɯÐÕɯÛÏÌɯ6ÈÒÌɯÖf 

2Ì×ÛÌÔÉÌÙɯƕƕȮɯƖƔƔƕɀɯÐÕɯTheatre Journal, Vol 54, No 1, John Hopkins University Press, 2002, 

p123. 
14 ,àɯÙÌÈËÐÕÎɯÖÍɯ'ÌÐËÌÎÎÌÙɀÚɯÖÕÛÖÓÖÎàɯÐÚɯ×ÙÐÔÈÙÐÓàɯËÙÈÞÕɯÍÙÖÔȯ 

Heidegger, M., Being and Time (1927). Trans, Joan Stambaugh, Albany, State University of New 

York Press, 1996. 

Watts, M., Heidegger: A Beginners Guide, London, Hodder and Stoughton, 2001. 
15 It is also relevant to this study to note that Heidegger was frustrated with the limitations of 

language to describe ontological phenomena and cautioned against ÊÖÕÍÜÚÐÕÎɯ ȿȱÝÌÙÉÈÓɯ

ÙÌ×ÙÌÚÌÕÛÈÛÐÖÕÚɯÖÍɯ!ÌÐÕÎɯÞÐÛÏɯÛÏÌɯÈÊÛÜÈÓɯÚÛÈÛÌɯÖÍɯ!ÌÐÕÎɀȭɯ6ÈÛÛÚȮɯ,ȭȮ Ibid, pp10-19. 
16 Ibid, p21 
17  Úɯ6ÈÛÛÚɯÈÊÊÜÙÈÛÌÓàɯÚÜÙÔÐÚÌÚȮɯȿÛÏÌɯ-ÖÛÏÐÕÎɀɯÖÙɯÕÖÛÏÐÕÎÕÌÚÚɯËÖÌÚɯÕÖÛɯÙÌÍÌÙɯÛÖɯÛÏÌɯÕÌÎÈÛÐÖÕɯÖÍɯ

Being rather its root meaning, No -thing -ness, ÐÔ×ÓÐÌÚɯ Èɯ ȿ×ÙÌÚÌÕÛÕÌÚÚɀɯ ÞÏÐÊÏɯ 'ÌÐËÌÎÎÌÙɯ
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This idea is intrinsically linked to the trial of human (co) existence and the 

ideological despair of late capitalism. Mark Osteen in his description of Don 

#Ì+ÐÓÓÖɀÚɯWhite Noise ËÌÚÊÙÐÉÌÚɯ ÏÖÞɯ ȿȱÏÐÚɯ ÕÖÝÌÓɯ ËÙÈÔÈÛÐáÌÚɯ ÏÖÞɯ ÖÜÙɯ

obsession with exercise and disease, our millenialist religions, our tabloid 

stories of resurrection and celebrity worship, and our compulsive 

ÊÖÕÚÜÔÌÙÐÚÔɯÖÍÍÌÙɯÊÏÈÙÔÚɯÛÖɯÊÖÜÕÛÌÙÈÊÛɯÛÏÌɯÛÌÙÙÖÙɯÖÍɯÖÉÓÐÝÐÖÕɀȭ18 3ÏÐÚɯȿÛÌÙÙÖÙɯÖÍɯ

ÖÉÓÐÝÐÖÕɀȮɯ'ÌÐËÌÎÎÌÙɀÚɯÈÙÛÐÊÜÓÈÛÐÖÕɯÖÍɯȿÛÏÌɯ-ÖÛÏÐÕÎɀɯÈÕËɯÐÛÚɯÈÓÐÎÕÔÌÕÛɯÞÐÛÏɯ

!ÈÒÏÛÐÕɀÚɯ ÊÖÕÊÌ×Ûɯ ÖÍɯ ȿÊÖÚÔÐÊɯ ÛÌÙÙÖÙɀɯ ȹÛÏÌɯ ÏÜÔÈÕɯ ÛÌÙÙÖÙɯÖÍɯ ÛÖÛÈÓɯÈÕËɯ ÜÛÛÌÙɯ

annihilation due to a natural disaster of cosmic proportions i.e. an asteroid 

colliding with the planet 19) and its associated landscape of representations was 

the genesis of my research.  

 

3ÙÈÜÔÈÛÐÊɯ Ìß×ÌÙÐÌÕÊÌÚɯ ȹÞÏÐÊÏɯ +ÈÊÈÕɯ ÞÖÜÓËɯ ËÌÍÐÕÌɯ ÈÚɯ ȿÛÏÌɯ 1ÌÈÓɀ20), 

momentarily rip open our constructed veils of permanence allowing us to 

ÎÓÐÔ×ÚÌɯÛÏÌɯÊÌÙÛÈÐÕÛàɯÖÍɯËÌÈÛÏɯÈÕËɯȿÛÏÌɯ-ÖÛÏÐÕÎɀɯÈÕËɯÊÙÌÈÛÌɯÈɯÚÌÕÚÌɯÖÍɯȿÕÖÛ-

Being ÈÛɯ ÏÖÔÌɯ ÐÕɯ ÛÏÌɯ ÞÖÙÓËɀ21. The despair and terror that inevitably 

accompany such experiences are ontological and share a clear relationship 

with the Freudian Uncanny.  

 

 

 

 

                                                                                                                              

ÙÌÎÈÙËÌËɯÈÚɯÈɯËàÕÈÔÐÊɯÍÖÙÊÌȭɯ'ÌɯÎÖÌÚɯÖÕɯÛÖɯËÌÚÊÙÐÉÌɯÏÖÞɯ'ÌÐËÌÎÎÌÙɯÉÌÓÐÌÝÌËɯȿÛÏÌɯ-ÖÛÏÐÕÎɀɯ

was constantly in the shadow of our existence and that all beings appeared to be threatened 

by it as we participate in both Bei ng (by existing) and Nothing (by ceasing to exist). He argued 

ÛÏÈÛɯÛÏÌɯÛÏÙÌÈÛɯÖÍɯȿÛÏÌɯ-ÖÛÏÐÕÎɀɯÐÚɯÊÖÕÛÐÕÜÖÜÚÓàɯ×ÙÌÚÌÕÛȮɯÏÐËËÌÕɯÉàɯÖÜÙɯÐËÌÕÛÐÍÐÊÈÛÐÖÕɯÞÐÛÏɯÛÏÌɯ

ÚÛÈÉÓÌɯÜÕÐÝÌÙÚÌȮɯÐÓÓÜÚÐÖÕÚɯÖÍɯ×ÌÙÔÈÕÌÕÊÌɯÖÙɯÛÏÌɯȿÐÕÈÜÛÏÌÕÛÐÊɯÛÏÌà-ÚÌÓÍɀɯȹÏÈÉÐÛÜÈÓɯÛÏÖÜÎÏÛȮɯÚÛÈÛÜÚȮ 

material values and achievements etc). He mused that some experiences, especially those 

ÞÏÐÊÏɯÐÕÝÖÓÝÌɯËÌÈÛÏɯÈÚɯÈɯ×ÖÚÚÐÉÐÓÐÛàȮɯÈÓÓÖÞɯÚÜËËÌÕɯ×ÌÙÊÌ×ÛÐÖÕɯÖÍɯȿÛÏÌɯ-ÖÛÏÐÕÎɀɯÊÙÌÈÛÐÕÎɯÈɯ

sense of emptiness and insignificance in the human subject.  pp20-44. 
18 Osteen, M., Introduction to DeLillo, D, White Noise, New York, Penguin Greats, 1999, p7.  
19 Bakhtin, M., Rabelais and his World, Trans. H. Iswolsky, Cambridge Mass, MIT Press, 1968. 
20 This concept is discussed in detail in Chapter 1. 
21 Watts, M., op.citt.p44. 
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 The Uncanny  
 

%ÙÌÜËɯËÌÚÊÙÐÉÌÚɯÛÏÌɯÐÕÛÈÕÎÐÉÓÌɯȿÜÕÏÌÐÔÓÐÊÏɀɯÈÚɯȿȱÛÏÈÛɯÊÓÈÚÚɯÖÍɯÛÏÌɯÍÙÐÎÏÛÌÕÐng 

ÞÏÐÊÏɯ ÓÌÈËÚɯÜÚɯÉÈÊÒɯÛÖɯÞÏÈÛɯ ÐÚɯÒÕÖÞÕɯÖÍɯÖÓËɯÈÕËɯÓÖÕÎɯÍÈÔÐÓÐÈÙɀɯ ÖÙɯÛÏÌɯ

ȿȱÙÌÛÜÙÕɯ ÖÍɯ ÛÏÌɯ ÙÌ×ÙÌÚÚÌËɀȭ 22 A horrific event of the past, long hidden, 

unexpectedly and violently erupts from the human subject in a new and 

terrifying form. In this influential wor k, Freud concentrates on the unusual 

ÚÌÔÈÕÛÐÊÚɯÖÍɯÛÏÌɯÛÌÙÔɯȿÏÌÐÔÓÐÊÏɀȮɯÈÕËɯÈÙÎÜÌÚɯÛÏÈÛɯÊÖÕÛÈÐÕÌËɯÞÐÛÏÐÕɯÐÛÚɯËÖÜÉÓÌɯ

ÔÌÈÕÐÕÎɯÐÚɯÛÏÌɯÒÌàɯÛÖɯÜÕËÌÙÚÛÈÕËÐÕÎɯÛÏÌɯÜÕÊÈÕÕàȭɯ3ÏÌɯ&ÌÙÔÈÕɯȿÏÌÐÔÓÐÊÏɀɯÊÈÕɯ

signify what is home -like, familiar and intimate but it can also d escribe what is 

ÚÌÊÙÌÛÐÝÌȮɯÉÜÙÐÌËɯÈÕËɯÏÐËËÌÕȭɯ'ÌɯËÌÚÊÙÐÉÌÚɯÏÖÞɯÐÛÚɯÔÌÈÕÐÕÎɯȿȱËÌÝÌÓÖ×ÚɯÐÕɯÛÏÌɯ

direction of ambivalence, until it finally coincides with its opposite, 

ÜÕÏÌÐÔÓÐÊÏɀȭ 23 3ÏÌɯÛÌÙÔÚɯÈÙÌɯÕÖÛɯÐÕɯÖ××ÖÚÐÛÐÖÕɯÙÈÛÏÌÙɯÛÏÌɯȿÜÕÏÌÐÔÓÐÊÏɀɯÐÚɯÈɯÒÐÕËɯ

of sub-speÊÐÌÚɯÖÍɯÛÏÌɯȿÏÌÐÔÓÐÊÏɀȭɯ3ÏÐÚɯÙÌØÜÐÚÐÛÌɯÊÖ-existence of the homely and 

the unhomely was fundamental to the mise -en-scene of Aviary (refer to 

Chapters 2 and 4). Freud maintained that the uncanny was terrifying precisely 

because it cannot be fully explained, however, he identified a number of 

persistent themes which can be outlined in relation to my practice as follows:  

 

¶ The double (doppelganger, shadow, reflection). See twin figures in the 

development and grey men in the final production of Aviary (Chapters 

2 and 4). 

¶ Repetition (the death drive). In relation to the uncanny, Freud discusses 

repetition in the context of narrative and deja vu, in Beyond the Pleasure 

Principle24ȰɯÏÌɯÈÙÛÐÊÜÓÈÛÌÚɯÛÏÌɯÊÖÕÊÌ×ÛɯÖÍɯȿ3ÏÈÕÈÛÖÚɀɯÖÙɯÛÏÌɯËÌÈÛÏɯÐÕÚÛÐÕÊÛȮɯ

ÛÏÌɯÚÏÈËÖÞɯÖÍɯȿ$ÙÖÚɀȮɯthe sexual instinct. He argued one part of the 

                                            
22 %ÙÌÜËȮɯ2ȭȮɯȿ3ÏÌɯ4ÕÊÈÕÕàɀɯÐÕɯThe Complete Psychological Works of Sigmund Freud, Vol XVII 

(1917-1919), Trans, J. Strachey, London, Harmondsworth, Penguin, 1972, p220. 
23 Ibid, p226. 
24 Freud, S., Beyond the Pleasure Principle, New York, Boni and Liveright, 19 22 as summarised in 

'ÈÔÐÓÛÖÕȭɯ)ȭ6ȭȮɯȿ2ÖÔÌɯ"ÖÔÔÌÕÛÚɯÈÉÖÜÛɯ%ÙÌÜËɀÚɯ"ÖÕÊÌ×ÛÜÈÓÐáÈÛÐÖÕɯÖÍɯÛÏÌɯ#ÌÈÛÏɯ(ÕÚÛÐÕÊÛɀɯÐÕɯ

International Review of Psycho-Analysis, Psychoanalytic Electronic Publishing pp 151-164, 1976. 

Accessed 08/06/07. 
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human psyche was continually seeking gratification whilst the other 

sought to return to the quiet of non -existence. This essentially biological 

notion was used by Freud to explain our tendency towards destruct ion 

and disintegration. He compared the replaying of traumatic events by 

returned soldiers to children re -enacting a trauma through doll play, 

ÈÙÎÜÐÕÎɯ ÛÏÈÛɯ ÛÏÐÚɯȿÙÌ×ÌÛÐÛÐÖÕɯÊÖÔ×ÜÓÚÐÖÕɀɯ ÊÖÕÛÙÈËÐÊÛÌËɯÛÏÌɯËÌÚÐÙÌɯÛÖɯ

reduce stress and seemed to indicate that individuals compulsively 

repeated traumatic events in order to master them.25 2ÌÌɯȿÊÖÔ×ÜÓÚÐÝÌɯ

ÙÌ×ÌÛÐÛÐÖÕɀȮɯ ÛÏÌɯ ËÙÐÝÌɯ ÛÖÞÈÙËÚɯ ËÐÚÐÕÛÌÎÙÈÛÐÖÕɯ ÈÕËɯ ÛÏÌɯ ÜÕÊÈÕÕàɯ

displacement of temporal and spatial reality due to traumatic shock 

imbedded in the mise-en-scene and narrative structure of Aviary 

(Chapter 4) 

¶ The Automaton (Dolls, robots and so on which provoke uncertainty as 

ÛÖɯÞÏÌÛÏÌÙɯÚÖÔÌÛÏÐÕÎɯÐÕÈÕÐÔÈÛÌɯÐÚɯÈÓÐÝÌɯÖÙɯÕÖÛȺȭɯ2ÌÌɯȿËÖÓÓÚɀɯÈÚɯÈɯÊÏÖÙÐÊɯ

element in the development project (Chapter 2). 

¶ Castration (losing body pa rts, specifically eyes and genitals). This is not 

as relevant to my practice and is more closely aligned with artistic 

explications of horror and the grotesque. 

¶ Death and Primitive Beliefs (Specifically haunting and the return of the 

dead). See the multiplÌɯ ÍÌÔÈÓÌɯ ÍÐÎÜÙÌÚɯ ÞÏÐÊÏɯ ȿÏÈÜÕÛɀɯ ÛÏÌɯ ÔÈÓÌɯ

protagonist in the final production (Chapter 4).  

¶ Indistinction and Uncertainty (sense of not being at home in the world). 

See the ruined and disintegrating environments in the development 

and the final production (Ch apters 2 and 4). 

 

 

                                            
25The origin of the word sublime can be traced back to lintel (Latin: limin ) which is loosely 

translated as the beam that forms the upper part of a window or door. Therefore terms which 

ÜÚÌɯ ÝÈÙÐÈÛÐÖÕÚɯ ÖÍɯ ȿÚÜÉ-ÓÐÔÌÕɀɯ ȹÚÜÊÏɯ ÈÚɯ ÓÐÔÐÕÈÓȺɯ ÊÖÕÕÖÛÌɯ ÛÏÌɯ áÖÕÌɯ ÖÍɯ ÛÏÌɯ ÛÏÙÌÚÏÖÓËɯ ÖÙɯ

metaphorically desÊÙÐÉÌɯ ȿÐÕ-ÉÌÛÞÌÌÕɀɯ Ú×ÈÊÌÚȭɯ 3Öɯ ÊÓÈÙÐÍàɯ ÛÏÌɯ ÚÐÎÕÐÍÐÊÈÕÊÌɯ ÖÍɯ ÛÏÐÚɯ ÊÏÈÐÕɯ ÖÍɯ

ÊÖÕÕÌÊÛÐÖÕȮɯÛÌÙÙÖÙɯÈÓÚÖɯÖÊÊÜ×ÐÌÚɯÛÏÐÚɯÛÏÙÌÚÏÖÓËȮɯȿÐÕ-ÉÌÛÞÌÌÕɀɯÛÏÙÌÈÛɯÈÕËɯÙÌÈÓÐÛàȭɯ2ÌÌɯËÌÍÐÕÐÛÐÖÕɯ

of the liminal uncanny on page 21. 
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The Traumatic Sublime  
 

Like the uncanny, the etymological origins of the sublime signify a fascinating 

paradox.26 The sublime is semantically related to the subliminal, the seed of 

the psychoanalytical concept of sublimation. We commonly  use the term 

sublime to describe the experience of an elevated ontological condition. This 

ÓÐÔÐÛÌËȮɯàÌÛɯ×Ö×ÜÓÈÙɯÜÚÈÎÌɯÖÍɯÛÏÌɯÛÌÙÔɯÚÛÌÔÚɯÍÙÖÔɯ*ÈÕÛɀÚɯÈÌÚÛÏÌÛÐÊɯÈÕÈÓàÚÐÚɯÖÍɯ

the mathematical and dynamic sublime 27 and its relationship to beauty, 

pleasure or the elevation of the self through an aesthetic experience. The terms 

subliminal and sublimation are used to signify what is hidden or below the 

surface or, if you like, a buried or displaced memory experience.  

 

Three categories of the sublime have been identified by Kimberly Segall who 

ÍÐÙÚÛɯÊÖÐÕÌËɯÛÏÌɯÛÌÙÔɯȿÛÙÈÜÔÈÛÐÊɯÚÜÉÓÐÔÌɀɯÐÕɯƖƔƔƙȭ28 It is this current conception 

of the sublime that is most useful to my interrogation of the treatment of terror 

through the formal aesthetics of Aviary.  

 

The classical sublimÌɯ ÐÕÊÖÙ×ÖÙÈÛÌÚɯ *ÈÕÛɀÚɯ ÊÖÕÊÌ×ÛÐÖÕɯ ÖÍɯ ÚÜÉÓÐÔÐÛàɯ ÈÕËɯ ÐÚɯ

defined in relation to literature and art by Longinus 29 as an intense, inspiring 

                                            

 
27 It is important to highlight that judgements on t ÏÌɯÚÜÉÓÐÔÌɯÈÙÌɯȿÈÌÚÛÏÌÛÐÊɀɯËÜÌɯÛÖɯÛÏÌÐÙɯ

relationship to pleasure. While Kant identified that both experiences relate to a human 

encounter with the infinite in nature which converts an initial feeling of impotence into 

pleasure through reason, the mathematical sublime was used to describe a reflection upon 

natural objects of great magnitude (such as the night sky) which inspire awe and respect 

within the human subject. Kant believed when encountering the power of nature in this way 

we convert our initial fru stration and incomprehension into a pleasurable understanding of 

ÛÏÌɯȿÕÈÛÜÙÌɯÞÐÛÏÐÕɯÜÚɀȭɯ'ÌɯÜÚÌËɯÛÏÌɯÊÖÕÊÌ×ÛɯÖÍɯÛÏÌɯËàÕÈÔÐÊÈÓÓàɯÚÜÉÓÐÔÌɯÛÖɯËÌÚÊÙÐÉÌɯÛÏÌɯ

experience of natural phenomena that initially inspire fear and shock (i.e. a violent electrical 

storm) which highlights human weakness in comparison to nature. He believed that we use 

the power of reason to overcome such a fear, converting it into a pleasurable experience. 

B.Gaut and D. McIver Lopes (Ed) Routledge Companion to Aesthetics., Routledge, London, 2001. 

pp52-60. 
28 Segall, K., /ÜÙÚÜÐÕÎɯ&ÏÖÚÛÚȯɯ3ÏÌɯ3ÙÈÜÔÈÛÐÊɯ2ÜÉÓÐÔÌɯÐÕɯ)ȭɯ,ȭɯ"ÖÌÚÛáÌÌɀÚɯɁ#ÐÚÎÙÈÊÌɂȮɯSeattle Pacific 

University, The Indiana University Press, 2005, pp40-54. 

www.muse.jhu,edu/journa ls/research  
29 Longinus, D., On the Sublime, Trans. W.H. Fyfe, Cambridge, Harvard University Press, 1995 

as quoted in  Segall, K., Ibid, p43. 

http://www.muse.jhu,edu/journals/research
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ÈÕËɯÌÓÌÝÈÛÐÕÎɯÌß×ÌÙÐÌÕÊÌɯÞÏÌÙÌɯȿȱÖÕÌɯÉÌÏÖÓËÚɯÖÕÌÚÌÓÍɯÐÕɯÛÏÌɯÝÌÙàɯÛÏÐÕÎɯÉÌÐÕÎɯ

ËÌÚÊÙÐÉÌËɀȭɯ$ËÔÜÕËɯ!ÜÙÒÌɯÓÈÛÌÙɯÐËÌÕÛÐÍÐÌËɯÛÌÙÙÖÙɯÈÚɯÛÏÌɯȿȱÙÜÓÐÕÎɯ×ÙÐÕÊÐ×ÓÌɯÖÍɯ

ÛÏÌɯ ÚÜÉÓÐÔÌɀ30 where we experience a loss of self followed by delight. 

Shapelessness, limitlessness, darkness and obscurity inspire both fear and awe 

within us. This description of the sublime is commonly used in relation to the 

gothic genre where a terrifying experience allows one to feel the thrill of threat 

followed by self -preservation when the threat subsides. 

 

Having identified these psychological experiences of elevation of self through 

the classical sublime and temporary loss of self through the gothic sublime, 

Segall argues that there is a third experience, a fracture of self which occurs in 

ÛÏÌɯȿÛÙÈÜÔÈÛÐÊɯÚÜÉÓÐÔÌɀȭɯ'ÌÙɯÈÕÈÓàÚÐÚɯÐÚɯÍÖÊÜÚÌËɯÖÕɯÈɯ×ÈÙÛÐÊÜÓÈÙɯÚÜÉÓÐÔÐÛàɯ

found in post -colonial literature where a memory of tr auma is displaced, 

ÍÙÈÊÛÜÙÌËɯ ÈÕËɯ ÙÌ×ÌÈÛÌËȭɯ 2ÏÌɯ ÚÛÈÛÌÚɯ ȿÛÏÌɯ ÛÙÈÜÔÈÛÐÊɯ ÚÜÉÓÐÔÌɯ ÐÚɯ Èɯ ÛÙÖÜÉÓÐÕÎɯ

sensation that occurs when a painful event of the past is changed into a 

ËÐÚÛÜÙÉÐÕÎɯÐÔÈÎÌɯÈÕËɯÚÏÐÍÛÚɯÛÏÌɯÎÈáÌɯÍÙÖÔɯÚÌÓÍɯÛÖɯÖÛÏÌÙɀȭ31  This shifting of the 

gaze from ȿÚÌÓÍɯÛÖɯÖÛÏÌÙɀȮɯÍÙÖÔɯÛÏÌɯÈÊÛÜÈÓɯÛÖɯÛÏÌɯÚàÔÉÖÓÐÊȮɯÛÏÌɯÝÖÐËɯÛÖɯÛÏÌɯÝÌÐÓɯÐÚɯ

ÝÐÛÈÓɯÛÖɯÜÕËÌÙÚÛÈÕËÐÕÎɯÏÖÞɯȿÖÕÛÖÓÖÎÐÊÈÓɯÛÌÙÙÖÙɀɯÞÈÚɯÌß×ÓÖÙÌËɯÐÕɯÔàɯ×ÙÖËÜÊÛÐÖÕɯ

of Aviary and is discussed in detail in Chapters 1 and 4. 

 

This form of sublime experience has a clear relationship to the uncanny and I 

believe it has far reaching implications for our understanding of aesthetic 

experience in the new millennium. It is a fractured and broken aesthetic 

ÐÕÛÐÔÈÛÌÓàɯÙÌÓÈÛÌËɯÛÖɯ+ÈÊÈÕÐÈÕɯÊÖÕÊÌ×ÛÐÖÕÚɯÖÍɯÛÏÌɯÚÌÓÍɯËÌÝÌÓÖ×ÌËɯÐÕɯÈɯȿÔÐÙror of 

ÛÏÌɯ ÖÛÏÌÙɀɯ ÈÕËɯ ÛÏÌɯ 1ÌÈÓȮɯ ȿȱÛÏÌɯ ÙÖÊÒɯ Ü×ÖÕɯ ÞÏÐÊÏɯ ÌÝÌÙàɯ ÈÛÛÌÔ×Ûɯ ÈÛɯ

ÚàÔÉÖÓÐÚÈÛÐÖÕɯ ÚÛÜÔÉÓÌÚɀȭ32 A culture of continually shifting borders has 

                                            
30 Burke, Edmund., A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and 

Beautiful. (Ed) J.T. Boulton, London, Routledge, 1958. 
31 Segall, K., op.cit, p42. 
32 9ÐáÌÒȮɯ2ȭȮɯÈÚɯØÜÖÛÌËɯÐÕɯ'ÈÙÙÐÌÚȮɯ,ȭȮɯȿ1ÐÊÏÈÙËɯ%ÖÙÌÔÈÕɯÈÕËɯÛÏÌɯ$ÕËÚɯÖÍɯÈÕɯ ÝÈÕÛ-&ÈÙËÌɀɯÐÕɯ

Theatre Journal, Vol 56, No 1, Johns Hopkins University Press, 2004, p89. 
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affected our ability to define thresholds. The self is reduced into an obsessive 

ÍÖÊÜÚɯÖÕɯÈÕËɯÈɯÛÌÙÙÖÙɯÖÍɯȿÛÏÌɯÖÛÏÌÙɀȭɯ(ÕɯÛÏÐÚɯÚÌÕÚÌȮɯÛÌÙÙÖÙɯȹÌßÊÌÚÚÐÝÌɯÍÌÈÙɯËÜÌɯÛÖɯ

the threat of oblivion) is everywhere .  

 

What unites the traumatic sublime to past theoretical musings upon the 

sublime is its relationship to awe. For even when encountering (perhaps 

especially when encountering) the horrifying, awe, as first identified by Kant, 

inspires something pleasurable in the human spirit. We feel awe when we 

encounter extreme beauty but it can also be described as a state of desire or a 

gravitational pull towards an object or pheno mena even if it terrifies us.33 

There is a traumatic aspect to this, as we simultaneously resist and are drawn 

ÛÖÞÈÙËÚɯÛÏÌɯÌÔ×ÛàɯáÖÕÌÚɯÖÍɯȿÖÕÛÖÓÖÎÐÊÈÓɯÛÌÙÙÖÙɀȭɯ3ÏÌɯÖÉÚÌÚÚÐÝÌɯÙÌ×ÌÛÐÛÐÖÕɯÖÍɯÛÏÌɯ

sublime image of the fall of the twin towers by the media is evid ence of this 

desire. The notion identified by Segall that such zones cannot be sublimated 

but rather repeatedly manifest as troubling sites of memory (such as ruins or 

objects imbued with symbolic associations), with figures represented in 

ethereal and often multiplied ghostly form is most suited to the aesthetic 

analysis of Aviary.   

 

The Liminal Uncanny  
 

(Õɯȿ ɯ%ÖÙÜÔɯÖÍɯ3ÏÌÈÛÙÌɯÈÕËɯ3ÙÈÎÌËàɯÐÕɯÛÏÌɯ6ÈÒÌɯÖÍɯ2Ì×ÛÌÔÉÌÙɯƕƕȮɯƖƔƔƕɀ34, a 

number of leading theatre practitioners discuss the profound unhinging of 

accepted aesthetic categories of tragedy, terror and trauma which have 

occurred as a result of this event. Amongst the ruins of traditional modes of 

                                            
33 This conception of human desire is evident in the erotic writing of George Bataille, open to 

ËÌÈÛÏɯÈÕËɯÙÖÛɯÈÚɯÌØÜÈÓÓàɯÈÚɯÐÛɯÐÚɯÛÖɯÉÌÈÜÛàȭɯ2ÌÌɯ2ÜÚÈÕɯ2ÖÕÛÈÎɀÚɯÊÖÔÔÌÕÛÈÙàɯÐÕɯ!ÈÛÈÐÓÓÌȮɯ&ȭȮɯStory 

of the Eye, London, Penguin, 1982. 
34 Taylor, D, Chaudhuri, U, Worthen, W, DeVere Brody, J, Elam, H.J, Villarejo, A, Dolan, J, 

Case, S.E, Lane, J, Prieto, A, Rokem, F, Pellegrini, A, Balme, C.B, Arrizon, A, Holland, S.P, 

Singleton, B, Kobialka, M, Munoz, J, Shimakawa, K, Vorlicky, B, Kun, J, Uno, R, Raynor, A, 

2ÊÏÌÊÏÌÙȮɯ1Ȯɯ"ÈÙÓÚÖÕȮɯ,Ȯɯ 1ÌÐÕÌÓÛȮɯ)ȭȮɯȿ  Forum of Theatre and Tragedy in the Wake of 

2Ì×ÛÌÔÉÌÙɯƕƕȮɯƖƔƔƕɀɯÐÕɯTheatre Journal, Vol 54, No 1, John Hopkins University Press, 2002, 

pp95-138. www.muse.jhu.edu/journals/theatre_j ournal/v054/54.1 

http://www.muse.jhu.edu/journals/theatre_journal/v054/54.1


 

 21 

representation, new representative strategies are needed to deal with this 

acutely unsettled terrain. Within eacÏɯ×ÙÈÊÛÐÛÐÖÕÌÙɀÚɯÙÌÚ×ÖÕÚÌɯÛÖɯÛÏÌɯØÜÌÚÛÐÖÕɯ

of defining new modes of dealing artistically with terror and tragedy, a 

distinct repetition of ideas can be noted. Speechlessness, incomprehensibility, 

silence, the Other, the unknown, the unimaginable, the spectacle, the eruption 

of the Real, the void, the ruin, the things that exist between, the threshold. By 

extracting key terms in this way I do not wish to oversimplify and reduce 

what are essentially complex and unique responses to finding new aesthetic 

categorÐÌÚɯÈÕËɯÔÖËÌÚɯÖÍɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɯÐÕɯÛÏÌɯÞÈÒÌɯÖÍɯȿÛÌÙÙÖÙɀȭɯ-ÌÝÌÙÛÏÌÓÌÚÚȮɯ(ɯ

believe the repetition of the terms throughout the article in response to terror 

ÐÚɯÛÌÓÓÐÕÎɯÈÕËɯÎÜÐËÌÚɯÜÚɯÛÖÞÈÙËÚɯÛÏÌɯȿÓÐÔÐÕÈÓɀɯÈÚɯÈɯÊÖÕÛÌÔ×ÖÙÈÙàɯÍÖÙÔɯÖÍɯ

tragedy and its mechanisms, a potential mode of theatrical representation.  

 

In Liminal Acts, Broadhurst gives a detailed explication of the problem of 

aestheticization as put forward by philosophers Kant, Nietzsche and 

Heidegger and moves towards an articulation of  contemporary aesth etics in 

ÙÌÓÈÛÐÖÕɯÛÖɯȿÓÐÔÐÕÈÓÐÛàɀɯÛÏÙÖÜÎÏɯÛÏÌɯÞÖÙÒɯÖÍɯ!ÈÜËÙÐÓÓÈÙËȮɯ%ÖÜÊÈÜÓÛȮɯ#ÌÙÙÐËÈɯÈÕËɯ

Lyotard. 35 (Õɯ"ÏÈ×ÛÌÙɯƗȮɯ!ÙÖÈËÏÜÙÚÛɯËÙÈÞÚɯÈÛÛÌÕÛÐÖÕɯÛÖɯ*ÈÕÛɀÚɯÊÖÕÊÌ×ÛÐÖÕɯÖÍɯ

ȿ-ÌÎÈÛÐÝÌɯ/ÓÌÈÚÜÙÌɀɯÐÕɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÛÏÌɯÚÜÉÓÐÔÌɯÈÕËɯÛÏÌɯÙÌ-theorisation of a 

ȿÊÖÕÛÌÔ×ÖÙÈÙàɯÚÜÉÓÐÔÌɀɯÉàɯ+àÖÛÈÙËɯÈÚɯ×ÖÚÛ-modern practice which strives 

ÛÖÞÈÙËÚɯ ȿ×ÙÌÚÌÕÛÐÕÎɯ ÛÏÌɯ ÜÕ×ÙÌÚÌÕÛÈÉÓÌɀȭ36 This produces sensory and 

kinaesthetic reactions such as the exciting, the disconcerting and the unsettling 

in relationship to the contemporary sublime. Ta ckling this problematic notion 

of liminality as intrinsic within experiences of contemporary sublime, Gene 

1ÈàɯÉÙÐÕÎÚɯÜÚɯÉÈÊÒɯÛÖɯ+ÈÊÈÕɯÈÕËɯȿȱÛÏÌɯÚÜËËÌÕɯÌÔÌÙÎÌÕÊÌɯÖÍɯÛÏÌɯ1ÌÈÓɀɯÐÕɯ

ÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÞÏÈÛɯÏÌɯËÌÚÊÙÐÉÌÚɯÈÚɯȿÛÏÙÌÚÏÖÓËɯÌÝÌÕÛÚɀȭɯ'ÌɯËÌÚÊÙÐÉÌÚɯÛÏÐÚɯÈÚɯ

                                            
35 Broadhurst, S., Liminal Acts: A Critical Overview of Contemporary Performance and Theory, 

London and NY, Cassel, 1999, See pp26-68. While these readings have informed my thinking 

in relation to liminal aesthetics, I see no merit in repr oducing or summarising them in full here 

as this has been thoroughly undertaken by Broadhurst. Rather I have extracted those ideas 

most pertinent to this study.  
36 Ibid, pp60-63 & p170. 
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something seemingly incomprehensible and catastrophic which leaves a 

legacy of trauma and represents a shift in historical consciousness. In his 

Ìß×ÓÖÙÈÛÐÖÕɯ ÖÍɯ ÚÜÊÏɯ ÌÝÌÕÛÚȮɯ ÏÌɯ ÜÛÐÓÐÚÌÚɯ ÉÖÛÏɯ +àÖÛÈÙËɀÚɯ ȿÜÕ×ÙÌÚÌÕÛÈÉÓÌɀɯ ÈÚɯ

ËÌÚÊÙÐÉÌËɯÈÉÖÝÌɯÈÕËɯ ËÖÙÕÖɀÚɯȿÌÛÏÐÊÚɯÖÍɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɀɯȹÐȭÌȭɯÌÝÖÒÐÕÎɯÞÐÛÏÖÜÛɯ

invoking), moving the sublime in the direction of a theory of collective 

trauma.37 

 

Interestingly, Broadhurst draws attention to the fact that due to the focus on 

linguistic modes in their semiotic analysis, these tr aditional theories are 

limited in relationship to the liminal. 38 She calls for an intersemiotic model that 

ÐÕÊÓÜËÌÚɯÉÜÛɯÐÚɯÊÈ×ÈÉÓÌɯÖÍɯÔÖÝÐÕÎɯÉÌàÖÕËɯÓÈÕÎÜÈÎÌȭɯ2ÏÌɯÚÛÈÛÌÚȮɯȿȱÛÏÌɯÔÖËÌɯÖÍɯ

ÚÐÎÕÐÍÐÊÈÛÐÖÕɯÐÕɯÛÏÌɯÓÐÔÐÕÈÓɯÐÚɯÕÈÙÙÈÛÐÝÌÚɯÐÕÚÊÙÐÉÌËɯÖÕɯÛÏÌɯÉÖËàȱÛÏÌɯÜÚÌɯof 

ÎÌÚÛÜÚȱÛÏÈÛɯ ËÖÌÚɯ ÕÖÛɯ ÚÜ××ÖÙÛɯ ÚÖÔÌÛÏÐÕÎɯ Ú×ÖÒÌÕȰɯ ÙÈÛÏÌÙȮɯ ÛÏÌàɯ Ú×ÌÈÒɯ

themselves, leading to a free association of themes rather than a linear 

narrative which can provide no answers in manifest or rational (linguistic) 

terms.39  

 

#ÙÈÞÐÕÎɯÖÕɯÛÏÌɯÕÖÛÐÖÕɯÖÍɯȿÛÏÌɯÜÕÚÌÛÛÓÐÕÎɀɯÐÕɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÛÏÌɯÊÖÕÛÌÔ×ÖÙÈÙàɯ

ÚÜÉÓÐÔÌɯ (ɯ ÏÈÝÌɯ ÐËÌÕÛÐÍÐÌËɯ ÛÏÌɯ ȿÓÐÔÐÕÈÓɯ ÜÕÊÈÕÕàɀɯ ÈÚɯ Èɯ Ú×ÌÊÐÍÐÊɯ ÔÖËÌɯ ÖÍɯ

signification in performance which essentially manipulates liminal (threshold) 

qualities as identified by Susan Broadhurst40 and blends them with the 

persistent themes of the Freudian Uncanny (as outlined earlier). The liminal 

mechanisms which are most pertinent to this performance aesthetic include:  

 

                                            
37 1ÈàȮɯ&ȭȮɯȿ1ÌÈËÐÕÎɯÛÏÌɯ+Ð×ÚÖÕɯ$ÈÙÛÏØÜÈÒÌȯɯ ËÖÙÕÖȮɯ+àÖÛÈÙËɯÈÕËɯÛÏÌɯ"ÖÕÛÌÔ×ÖÙÈÙàɯ2ÜÉÓÐÔÌɀɯ

in Yale Journal of Criticism, Vol 17, No 1, John Hopkins University Press, 2004, p13. This is 

×ÈÙÛÐÊÜÓÈÙÓàɯÐÕÛÌÙÌÚÛÐÕÎɯÐÕɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯ1ÖÔÌÖɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯÊÖÕÊÌ×ÛɯÖÍɯÊÖÓÓÌÊÛÐÝÌɯÎÙÐÌÍɯÈÚɯ

discussed in Chapter 1. 
38 Liminal performance sha res a close relationship with postmodernism through its privileging 

of ambiguity, indeterminacy, boundary collapse, the dissolution of fixed identities, thematic 

free association and so on, but is not necessarily bound to its semantics in performance.   
39 Ibid, p65. 
40 Ibid, pp12-22. 
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¶ Repetition 

¶ Non-linguistic coding and a focus on pictorial/visual representation  

¶ Density of imagery which is taken to spectacle proportions  

¶ Working upon the senses and emotions 

¶ Focus on gestus (action of body) and personae 

¶ Contradictory mise -en-scene which seeks a problematised thematic 

¶ Use of unconventional space  

 

I believe this coding of the liminal uncanny and the aesthetic experience of the 

traumatic sublime help us to best understand the manifestation of terror in 

performance. I have utilised these terms in order to distinguish a specific zone 

of inquiry, a mode of signification and a part icular psychological experience 

which best describes the treatment of terror in the final production of Aviary.41   

 

5ÐÚÜÈÓɯ/ÌÙÍÖÙÔÈÕÊÌɯÈÕËɯÐÛÚɯ1ÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÛÏÌɯȿ4ÕÐÔÈÎÐÕÈÉÓÌɀ 

ȿ"ÖÕÊÌÙÕÐÕÎɯÛÏÈÛɯÈÉÖÜÛɯÞÏÐÊÏɯÖÕÌɯÊÈÕÕÖÛɯÚ×ÌÈÒȮɯÖÕÌɯÔÜÚÛɯÙÌÔÈÐÕɯÚÐÓÌÕÛɀ 

Wittgen stein42 

 

I think it is essential to acknowledge my specific lineage and the definition of 

this concept. Influenced by the epic visual spectacles of Robert Wilson, and 

specifically the aesthetics and methodology of Romeo Castellucci, I define 

visual performa nce as that which utilises the formal qualities of painting and 

installation as its primary mode of representation. As a result, the minimal use 

of spoken text creates space for audience contemplation not unlike the silent, 

private publicity of an art gall ery. In addition to this, the formal 3D qualities of 

performance (and sculpture) such as liveness, physicality, and gesture are also 

×ÙÐÝÐÓÌÎÌËȭɯ3ÏÐÚɯËÐÚÛÐÕÎÜÐÚÏÌÚɯÐÛɯÍÙÖÔɯÛÏÌɯƖ#ɯȿÊÐÕÌÔÈÛÐÊɀɯÌÝÌÕɯÛÏÖÜÎÏɯÛÏÐÚɯÖÍÛÌÕɯ

artificially describes the aesthetic this genre of work tends to privilege.  

                                            
41 See Chapters 2 and 4. 
42  ÚɯØÜÖÛÌËɯÐÕɯ,ÐÛÊÏÌÓÓȮɯ6ȭ)ȭ3ȭȮɯȿ3ÏÌɯ4ÕÚ×ÌÈÒÈÉÓÌɯÈÕËɯ3ÏÌɯ4ÕÐÔÈÎÐÕÈÉÓÌȯɯ6ÖÙËɯÈÕËɯ(ÔÈÎÌɯ(Õɯ

 ɯ3ÐÔÌɯÖÍɯ3ÌÙÙÖÙɀɯÐÕɯELH, Vol 72, No 2, John Hopkins University Press, 2005, p293. 
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3ÏÌɯÛÙÈËÐÛÐÖÕÈÓɯÚÜ××ÖÙÛÐÕÎɯÌÓÌÔÌÕÛÚɯÖÍɯȿÛÏÌÈÛÙÌɀɯÌÓÌÔÌÕÛÚɯÚÜÊÏɯÈÚɯÈÙÊÏÐÛÌÊÛÜÙÌȮɯ

sound, light, design and other media are treated as equal to the privileged 

ÌÓÌÔÌÕÛÚɯ ÖÙɯ ÈÚɯ "ÈÚÛÌÓÓÜÊÊÐɯ ËÌÚÊÙÐÉÌÚȮɯ ÊÖÕÊÌÐÝÌËɯ ÐÕɯ ȿÛÏÌɯ ÚÈÔÌɯ ÉÙÌÈÛÏɀȭɯ 3ÏÌɯ

established makers of meaning i.e. the actors, the narrative and the text are 

also actualised in the same breath and are therefore not privileged in the 

conventional sense (they are not, however, discounted, as many critics of the 

genre claim). The symbolic weight of a tea-cup is identical to an actor, a sound 

or a light. They are all one story, the same breath. Castellucci uses the term 

ȿ(ÕÍÈÕÚɀɯÖÙɯȿÉÌÍÖÙÌɯÚ×ÌÌÊÏɀɯÛÖɯËÌÚÊÙÐÉÌɯÛÏÌɯËÙÐÝÌɯÉÌÏÐÕËɯÛà×ÌÚɯÖÍɯÛÏÌÈÛÙÌȭ43  

 

The Masters research has revealed that during visual performance, language 

ÖÙɯÔÖÙÌɯÚ×ÌÊÐÍÐÊÈÓÓàɯÛÏÌɯȿÈÊÛÖÙɯÚ×ÌÈÒÐÕÎɯÞÐÛÏɯÛÏÌɯÐÕÛÌÕÛÐÖÕɯÖÍɯÙÌÝÌÓÈÛÐÖÕɯÖÙɯ

Ìß×ÓÈÕÈÛÐÖÕɀɯËÐÚÙÜ×ÛÚɯÈÕËɯËÐÚÛÜÙÉÚɯÛÏÌɯÝÐÚÜÈÓɯÓÈÕËÚÊÈ×ÌɯÉÌÊÈÜÚÌɯÐÚɯÐÛɯÐÚɯÕÖÛɯ×ÈÙÛɯ

ÖÍɯȿ3ÏÌɯ1ÌÈÓɀɯÖÙɯÐÕÈÙÛÐÊÜÓÈÛÌɯÈÕËɯÚÏÖÜÓËɯÉÌɯÊÈÙÌÍÜÓÓàɯÈpproached with this in 

mind. It is not that language has no place in visual performance, to the 

contrary, language when approached as what it is, part of the symbolic order, 

is a powerful tool in this context.  

 

W.J.T Mitchell provides us with a fascinatin g reading of words and images 

and their relationship to terror in his 2005 essay.44 He highlights a 

fundamental distinction between two types of images with their origin located 

in 18th Century aesthetics and semiotics: 

¶ Emblematic Images- Image as word or determined by and readable in 

words.  

¶ Expressive Images- Obverse and unreadable, prior to language and 

symbolisation.  

                                            
43 Castellucci, Romeo. Master Class at Malthouse Theatre Melbourne, Sunday 15th October 

2006. 
44 Mitchell, op.cit, pp291-308 
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Mitchell then elaborates on the problematic relationship between words and 

images which he describes as being built into discourse. What Foucault 

ËÌÚÊÙÐÉÌËɯÈÚɯȿÛÏÌɯÚÈàÈÉÓÌɯÈÕËɯÛÏÌɯÚÌÌÈÉÓÌɀɯÖÙɯ+ÈÊÈÕɯËÜÉÉÌËɯȿÛÏÌɯÝÖÊÈÛÐÝÌɀɯÈÕËɯ

ȿÛÏÌɯÚÊÖ×ÐÊɀȭɯ'ÌɯÚÛÈÛÌÚȮɯȿ6ÌɯÚÌÌɯÛÏÐÚɯÓÐÔÐÛÐÕÎɯÊÏÈÙÈÊÛÌÙɯÔÖÚÛɯÊÓÌÈÙÓàɯÞÏÌÕɯÞÌɯ

ÕÖÛÌɯÛÏÌɯÞÈàɯȿÞÖÙËÚɯÍÈÐÓɀɯÛÖɯÊÈ×ÛÜÙÌɯÛÏÌɯËÌÕÚÐÛàɯÖÍɯÚÐÎÕÐÍÐÊÈÛÐÖÕɯÐÕɯÛÏÌɯÐÔÈÎÌȮɯ

or conversely we find ourselves unable or forbidden to make an image of that 

which we can nevertheless mention or name- God, the infinite, absolute chaos, 

ÖÙɯÛÏÌɯÝÖÐËɀȭ45  

 

He then goes on to explore the utter limits of the divide through a 

ÊÖÕÊÌ×ÛÜÈÓÐáÈÛÐÖÕɯÖÍɯȿÛÏÌɯÜÕÚ×ÌÈÒÈÉÓÌɀɯÈÕËɯȿÛÏÌɯÜÕÐÔÈÎÐÕÈÉÓÌɀɯÐÕɯÙÌÓÈÛÐÖÕÚÏÐ×ɯ

ÛÖɯ ÛÌÙÙÖÙɯ ÈÕËɯ ÛÌÙÙÖÙÐÚÔȭɯ (ÙÖÕÐÊÈÓÓàȮɯ ÏÌɯ ÔÜÚÌÚȮɯ ÛÏÈÛɯ ÐÕɯ ÚÜÊÏɯ Èɯ ÊÖÕÛÌßÛɯ ȿÛÏÌɯ

ÜÕÚ×ÌÈÒÈÉÓÌɀɯ ÐÚɯ ÜÚÜÈÓÓàɯ ÍÖÓÓÖÞÌËɯ Éàɯ ÈÕɯ ÖÜÛ×ÖÜÙÐÕÎɯ ÖÍɯ ÞÖÙËÚɯ ÈÕËɯ ȿÛÏÌɯ

ÜÕÐÔÈÎÐÕÈÉÓÌɀɯÈÕɯÖÜÛ×ÖÜÙÐÕÎɯÖÍɯÐÔÈÎÌÚȭ46  

 

As an artist and researcher, it is the outpouring of images in relationship to 

ȿÛÏÌɯÜÕÐÔÈÎÐÕÈÉÓÌɀɯÈÕËɯÛÏÌɯÊÖÕÊÌ×ÛɯÖÍɯȿ(ÕÍÈÕÚɀɯÐÕɯÐÛÚɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÉÖÛÏɯÐÔÈÎÌɯ

creation and audience witnessing that fascinates me and as such informed the 

development and creation of Aviary.  

 

                                            
45 Ibid, p291. 
46 Ibid, p295. 
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INTRODUCTION  
 

Dusk in the Silent Forest:  

Our 47 Collective Understanding of Terror  
 

ɁȱÞÌɯÈÙÌɯÈɯÚÛÜÕÕÌËɯÏÜÔÈÕ-ÒÐÕËȱÕÖɯÓÖÕÎÌÙɯÈÞÈÙÌɯÖÍɯÐÛÚɯÖÞÕɯÓÐÔÐÛÚɂ 
Romeo Castellucci 

200648 

 

Ontological terror is the fault -line of our culture.  

  

This causes an immense problem for artists, as ontological terror is un -

representable in any artistic medium. To do so is to destroy it. Once given 

form, terror metamorphoses into something else entirely. When we attempt to 

grasp it, even the most meticulous realisation is decoded by an audience in 

relationship to shock, denial, rage, profound sadness and grief, horror, 

political propaganda, disgust, pornographic violence, anguish, sickness, 

madness, hysteria and a million other things but never terror.  

 

Terror has no face. This is its power.  

We cannot see a void. We can only sense it. 

 

In representing terror we only have veils. That we need these veils is signified 

by the fact that the horror of removing them is embedded in the etymological 

origin of the word apocalypse. 49 

                                            
47 3ÏÙÖÜÎÏÖÜÛɯÛÏÐÚɯÛÏÌÚÐÚɯ(ɯÙÌ×ÌÈÛÌËÓàɯÜÚÌɯȿÖÜÙɀȮɯȿÞÌɀɯÈÕËɯȿÜÚɀɯÛÖɯÊÖÔÔÌÕÛɯÜ×ÖÕɯÊÌÙÛÈÐÕɯ

personal observations and perceptions of such phenomena in relation to established 

philosophical ideas of terror.  This device is used to engage the reader on a personal level. The 

qualitative and subjective nature of the research, both in regards to practice and discourse 

indicates that my explorations aÕËɯËÌÚÊÙÐ×ÛÐÖÕÚɯÈÙÌɯÕÖÛɯȿÜÕÐÝÌÙÚÈÓɀȮɯÙÈÛÏÌÙɯÛÏÌàɯÈÙÌɯÚ×ÌÊÐÍÐÊÈÓÓàɯ

ÔÈÒÐÕÎɯÙÌÍÌÙÌÕÊÌɯÛÖɯÈÕɯÌß×ÌÙÐÌÕÊÌɯÖÍɯ6ÌÚÛÌÙÕȮɯȿÓÈÛÌɀɯÊÈ×ÐÛÈÓÐÚÛɯÊÜÓÛÜÙÌɯÞÐÛÏÐÕɯÈÕɯ ÜÚÛÙÈÓÐÈÕɯ

context in 2007.  
48 Castellucci, Romeo., Master Class at Malthouse Theatre Melbourne, Sunday 15th October 

2006. 



 

 27 

 

Ontologi cal terror is concerned with terror at the heart of human existence (or 

the end of the world as we know it) and it is the bedfellow of grief. In a state of 

grief (or a miniature, domestic apocalypse as I like to call it) our protective 

veils are temporaril y torn away and we become acutely aware of its colossal 

presence. While we cannot represent terror, we can have some idea of its 

hiding place. You can pretty much guarantee that when you cross a threshold, 

terror will be hovering close by.  

 

Grief is one doorway where terror looms.  Through use of the aesthetic and 

narrative conventions of both the liminal uncanny and the traumatic sublime 50 

we can take an audience into a silent forest to witness an event, and allow 

them the space to grieve, but from that point ÐÛɀÚɯÜ×ɯÛÖɯÛÏÌÔȭɯ 

 

Ɂ-Ö-ÖÕÌɯÌÝÌÙɯÛÖÓËɯÔÌɯÛÏÈÛɯÎÙÐÌÍɯÍÌÓÛɯÚÖɯÔÜÊÏɯÓÐÒÌɯÍÌÈÙɂȭ 
C.S.Lewis 

A Grief Observed51 

Terror = the 11th of December 2001. 

 

No.  

 

This is not a typing error.  

 

Two months to the day that our global conception of terror was irreversibly 

altered, I received a phone call that would signal the end of the world as I 

knew it. The sudden death of my artistic and intimate partner and the shock 

experienced in that moment redefined my personal understanding of grief 

and became the catalyst for attempting to artistically process this highly 

subjective and confronting emotion. One human life, no matter how precious, 

                                                                                                                              
49 From the Greek APOKALYPSIS ÓÐÛÌÙÈÓÓàɯÔÌÈÕÐÕÎɯȿÛÏÌɯÓÐÍÛÐÕÎɯÖÍɯÛÏÌɯÝÌÐÓɀȭɯ

www.wikipedia.org/apocalypse  
50 See definition of key terms and concepts. 
51 Lewis, C.S., A Grief Observed, New York, Harper San Francisco, 1961. 
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is a meagre drop in the ocean of civilization and compared to the horrors of 

the past and those which continue to plague us since the turn of the millennia, 

such a loss is little horror at all. Yet it was and thankfully remains my only 

personal intimation of terror.  

 

Like a car crash in slow motion, my artistic and academic pathway swerved 

into the darkness in a desperate attempt to name and give face to the demons 

in pursuit. Arrogantly, I mused that regardless of scale, the experience of fear 

had to be universal. What was this demon? Did it have a face? Could it be 

represented? Abstracted? I watched hundreds of terrible and not so terrible 

horror films, truly petrifying reams of historical footage; images of disaster 

both real and imagined, man-made and natural. I delved into the grotesque, 

the abject, the forbidden, the uncanny, the liminal, the shadowy, gothic 

underworld of the dead, the u n-dead, and their habitats of ruined buildings, 

deserted landscapes, hospitals, graveyards, haunted spaces, traumatised 

Ú×ÈÊÌÚȱÈÓÓɯÛÏÌɯÞÏÐÓÌɯÊÈÙÌÌÙÐÕÎɯÛÖÞÈÙËÚɯÛÏÌɯÜÓÛÐÔÈÛÌɯÔÈÕÐÍÌÚÛÈÛÐÖÕɯÖÍɯÍÌÈÙȮɯ

faceless and un-ÙÌ×ÙÌÚÌÕÛÈÉÓÌȮɯ ȿÖÕÛÖÓÖÎÐÊÈÓɯ ÛÌÙÙÖÙɀȭɯ ɯ (ɯ ÈÐÔÌË to meld the 

political with the personal, the universal with the subjective, and the aesthetic 

sublime with the horrific.  

 

I wanted to create a work that could speak to us of the unspeakable.  

 

 ȿ ÕàɯÛÙÜÌɯÍÌÌÓÐÕÎɯÊÈÕÕÖÛɯÐÕɯÙÌÈÓÐÛàɯÉÌɯÌß×ÙÌÚÚÌËȭɯ3ÖɯËÖɯÚÖɯÐÚɯto betray it. 

3ÖɯÌß×ÙÌÚÚɯÐÛɯÏÖÞÌÝÌÙɯÐÚɯÛÖɯÊÖÕÊÌÈÓɯÐÛȱ ÕàɯÚÛÙÖÕÎɯÍÌÌÓÐÕÎɯ×ÙÖËÜÊÌÚɯÈÕɯ

idea of emptiness within us, and lucid language which prevents this 

emptiness also prevents poetry appearing in thought. For this reason, an 

image, an allegory, a form disguising what it means to reveal, has more 

meaning to the mind than the enlightenment brought about by words or 

ÛÏÌÐÙɯ ÈÕÈÓàÚÐÚȱ'ÌÕÊÌɯ ÛÙÜÌɯ ÉÌÈÜÛàɯ ÕÌÝÌÙɯ ÚÛÙÐÒÌÚɯ ÜÚɯ ËÐÙÌÊÛÓàɯ ÈÕËɯ ÛÏÌɯ

ÚÌÛÛÐÕÎɯÚÜÕɯÐÚɯÉÌÈÜÛÐÍÜÓɯÉÌÊÈÜÚÌɯÖÍɯÌÝÌÙàÛÏÐÕÎɯÌÓÚÌɯÞÌɯÓÖÚÌɯÉàɯÐÛɀɯ 
Antonin Art aud52 

                                            
52  ÙÛÈÜËȮɯ ȭȮɯȿ3ÏÌɯ3ÏÌÈÛÙÌɯÈÕËɯÐÛÚɯ#ÖÜÉÓÌɀɯÐÕɯCollected Works- Volume 4, Trans: Victor Corti, 

London. Calder and Boyars, 1974, p53. 
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Artaud is talking to us in opposites and in doing so he draws our attention to 

the spaces and harrowing silence that lies between them. He highlights the 

ambiguous territory of the threshold. No stranger to an artistic, theoretical and 

personal journey into terror and madness his thoughts are the obvious starting 

point to what needs to be discussed in this dissertation. To disguise what we 

mean to reveal is still the staple diet of human functioning and as such, 

performance. We have invented elaborate systems of perception and 

interaction which aim for a target yet avoid a direct strike in any form. When 

ËÌÈÓÐÕÎɯÞÐÛÏɯȿÖÕÛÖÓÖÎÐÊÈÓɯÛÌÙÙÖÙɀȮɯÛÏÌÚÌɯËÐÚÎÜÐÚÌÚȮɯÝÌÐÓÚȮɯÚÏÈËÖÞÚȮɯÙÌÍÓÌÊÛÐÖÕÚȮɯ

call them what you will are all we have. 

 

As James Elkins asserts in The Object Stares Back, we are profoundly limited in 

what we are able to see. When it comes to an experience so fundamental to our 

ÏÜÔÈÕÐÛàɯÚÜÊÏɯÈÚɯȿÖÕÛÖÓÖÎÐÊÈÓɯÛÌÙÙÖÙɀ53ȮɯÞÌɯÈÙÌȮɯ(ɯÉÌÓÐÌÝÌȮɯÚÛÜÊÒɯÐÕɯ/ÓÈÛÖɀÚɯ"ÈÝÌȭɯ

Which begs the question, why is the dance of shadows reflected on the cave 

wall more palatable than the outside world?  

 

The obvious answer would be that we are terrorized by our own mortality, 

frightened into submission by the horrors of the outside world and the 

possibility of our own death or the  death of those we love. This is partially 

accurate. The calming flicker of sex, violence and death, the staple of almost 

every household television and computer screen from approximately 6pm 

each evening, enslaves most, yet what is outside that could possibly be so 

blinding and incomprehensible that we would prefer to tighten our own 

shackles, content to consume the shadows cast in the communal fire by the 

puppeteers? What is it about our human condition that we prefer to remain 

prisoner to a reflected reality and live in darkness, unwilling to leave the 

                                            
53 See definitions of key terms and concepts. 
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confinement of the cave? And if due to a longing for regeneration, we do slip 

out, why do we hunger to return?  

 

When I venture out of my cave, particularly at SVU/Amazing Medical Stories 

hour, I am privile ged54 to be greeted by a strange, unsettling stillness and, dare 

I say it, sublime beauty.  There are no bombs exploding, no collapsing 

buildings, no giant teething vaginas, no sex fiend murders stalking me, no real 

threat. Still, I feel a strange and deep discomfort of the kind experienced most 

acutely walking alone through the silent forest at dusk. I put this forward as a 

metaphor for our collective terror, a silent forest may be a city laneway, a 

deserted park, a desert landscape or a cliff overlooking the ocean.  It is a 

liminal place, at the threshold of night and day, at once sublime and a gateway 

to all things subliminal, a fissure where terror lies.   

 

"ÖÕÍÙÖÕÛÌËɯÉàɯÛÏÌɯÈÞÌɯÐÕÚ×ÐÙÐÕÎȮɯÚÐÓÌÕÛɯÍÖÙÌÚÛȮɯ(ɯÉÌÊÖÔÌɯÈÞÈÙÌɯÖÍɯÛÏÌɯȿÙÌÈÓɀɯ

shadows being cast, I am aware that the ground on which I stand is fracturing; 

I sense the danger because the void is closer than I dare to admit. I miss the 

lulling comfort of the cave, with its flickering, fictional shadows and upon 

return, dutifully re -clasp my chain, content to consume the contrived 

monsters. Regardless of what quantum physics has discovered, we still prefer 

to exist in a Cartesian world and our grey areas battle to be heard over the 

blacks and the whites of comfortable human perception.  

 

Within this partic ÜÓÈÙɯ ÙÌÈËÐÕÎɯ ÖÍɯ /ÓÈÛÖɀÚɯ ÈÓÓÌÎÖÙàȮɯ ÛÏÌÙÌɯ ÐÚɯ ÛÏÌɯ ÛÌÕÛÈÛÐÝÌɯ

suggestion that a scene which could be described as aesthetically beautiful (an 

unpopular concept in contemporary art due to its association with a bourgeois 

aesthetic) in an ugly and horrifying cult ure may now hold more potential to 

                                            
54 I am aware of the presumptive nature of this statement and make it with the knowledge that 

I am a white, educated, middle class woman, living in relative economic and social stability in 

Australia in 2007. In no way are such statements representative of a wider human experience 

or condition.  
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unite us in our grief; to stop an audience in their tracks and provoke reaction, 

than the use of a potentially sickening opposite.   

 

Can we approach terror by creating performance which guides the audience 

into the silent forest at dusk?  

 

1ÖÔÌÖɯ "ÈÚÛÌÓÓÜÊÊÐɯÈÕÚÞÌÙÚɯÛÏÐÚɯÉàɯÊÙÌÈÛÐÕÎɯȿȱÈɯ ÕÌÞɯÛÏÌÈÛÙÐÊÈÓɯ×ÖÓÐÛÐÊɯÖÍɯ

ÐÕÛÐÔÈÊàɀȭ55 'Ìɯ ÉÌÓÐÌÝÌÚɯ ÛÏÌÈÛÙÌɯ ÐÚɯ ȿȱÉÌÐÕÎɯ ÈÚÒÌËɯ ÛÖɯ ÙÌ-invent the act of 

ÞÈÛÊÏÐÕÎɀȭɯ %ÖÙɯ "ÈÚÛÌÓÓÜÊÊÐȮɯ ÛÏÌɯ Ú×ÌÊÛÈÛÖÙɯ ÐÚɯ Èɯ ×ÖÓÐÛÐÊÈÓɯ ÍÐÎÜÙÌɯ ÐÕÏÌÙÌÕÛÓàɯ

connected to their emotional response56, as he believes it is only when we are 

emotional that we feel terribly alone in our grief and simultaneously 

connected to the source of the anguish. The objectivity of his image making, a 

rational treatment of form and spatial dynam ics, manifests in a visual 

spectacle that attempts to access a strange and liminal conception of human 

perception allowing SPACE for the audience to become an emotional witness 

(to be a figure with true political force). The aesthetic of the sublime happen s 

                                            
55 Castellucci, R. Master Class at the Malthouse Theatre VIC 15th October 2006 (my 

ÐÕÛÌÙ×ÙÌÛÈÛÐÖÕɯÍÙÖÔɯÕÖÛÌÚɯÛÈÒÌÕȺȭɯ!àɯȿÖÉÑÌÊÛÐÝÌɀɯÈÕËɯȿÙÈÛÐÖÕÈÓɀɯ(ɯÔÌÈÕɯÛÏÈÛɯÏÌɯÙÌÚÐÚÛÚɯȿÌÔÖÛÐÕÎɯ

ÖÕɯÚÛÈÎÌɀɯÈÓÓÖÞÐÕÎɯÚ×ÈÊÌɯÍÖÙɯÈÕɯÌÔÖÛÐÖÕÈÓɯÙÌÈÊÛÐÖÕɯÐÕɯÛÏÌɯÈÜËÐÌÕÊÌȭɯ'ÌɯÈÙÎÜÌÚɯÛÏÈÛɯÐÛɯÐÚɯȿÛÏÌɯ

Ú×ÈÊÌɯÉÌÛÞÌÌÕɀɯÌÈÊÏɯÐÕËÐÝÐËÜÈÓÚɯÌÔÖÛÐÖÕÈÓɯÌß×ÌÙience that makes an audience a community. 

Only an emotional witness can become a political force.  
56 Like Bertolt Brecht, Castellucci places the power of radical politics in the hands of the 

spectator and their emotional response to theatrical representation. Nevertheless, it is in this 

ÚÌÕÚÌɯÛÏÈÛɯÏÌɯÉÖÛÏɯËÌ×ÈÙÛÚɯÍÙÖÔɯÈÕËɯÚÛÙÈÕÎÌÓàɯȿÙÌÛÜÙÕÚɯÛÖɀɯ!ÙÌÊÏÛɀÚɯÊÖÕÊÌ×ÛÐÖÕɯÖÍɯÈÓÐÌÕÈÛÐÖÕɯÈÚɯ

an interruption or diversion of emotional absorption into emotional/intellectual reflection and 

engagement as a political force in the theatre. It must be stated however; that in doing so he 

does not ÙÌÛÜÙÕɯÛÖɯÛÏÌɯÉÖÜÙÎÌÖÐÚɯÈÌÚÛÏÌÛÐÊɯÖÍɯÐÓÓÜÚÐÖÕɯÈÕËɯÚÜ×ÌÙÍÐÊÐÈÓɯȿÙÌÈÓÐÚÔɀɯ!ÙÌÊÏÛɯÞÈÚɯ

ÙÈÓÓàÐÕÎɯÈÎÈÐÕÚÛȭɯ3ÏÙÖÜÎÏɯÓÐÔÐÕÈÓɯÛÏÌÈÛÙÐÊÈÓɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕȮɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯÜÕÊÈÕÕàɯËÙÌÈÔ-like 

composiÛÐÖÕÚȮɯÚÜÉÓÐÔÌɯÈÚɯÛÏÌàɯÈÙÌɯÏÖÙÙÐÍÐÊȮɯ(ɯÉÌÓÐÌÝÌȮɯÈÊÊÌÚÚɯȿÚÖÔÌÛÏÐÕÎɯÌÓÚÌɀɯÐÕɯÙÌÎÈÙËÚɯÛÖɯ

ÌÔÖÛÐÖÕÈÓɯÐÕÝÖÓÝÌÔÌÕÛɯËÜÌɯÛÖɯÛÏÌɯ×ÖÞÌÙɯÖÍɯÊÖÓÓÌÊÛÐÝÌɯÎÙÐÌÍȭɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯÔÈÚÛÌÙàɯÖÍɯÐÔÈÎÌȮɯ

created through body, action, object, time, space, sound, light conceived and ËÌÓÐÝÌÙÌËɯÐÕɯȿÖÕÌɯ

ÉÙÌÈÛÏɀɯ×ÈÙÛÐÈÓÓàɯÌß×ÓÈÐÕɯÛÏÌɯ×ÌÊÜÓÐÈÙɯ×ÖÞÌÙɯÖÍɯÏÐÚɯÛÏÌÈÛÙÐÊÈÓɯ×ÙÖÑÌÊÛÚɯàÌÛɯÏÌɯÈÓÚÖɯÔÈÕÈÎÌÚȮɯÐÕɯ

ÔàɯÖ×ÐÕÐÖÕȮɯÛÖɯÈÊÊÌÚÚɯÈÕËɯÎÐÝÌɯÍÖÙÔɯÛÖɯÈɯ)ÜÕÎÐÈÕɯȿÊÖÓÓÌÊÛÐÝÌɯÜÕÊÖÕÚÊÐÖÜÚɀɯÐÍɯàÖÜɯÓÐÒÌȭɯ'ÐÚɯ

ÛÏÌÈÛÙÐÊÈÓɯÞÖÙÒÚɯÈÕËɯÝÐËÌÖɯȿÔÌÔÖÙÐÌÚɀɯÈÙÌɯ×ÙÖÍÖÜÕËÓy and intimately affecting but the reasons 

why this might be so are highly elusive. He is unique in that he manages to represent through 

theatrical imagery something that is somehow foreign yet deeply understood collectively. This 

ȿÚÖÔÌÛÏÐÕÎɯÌÓÚÌɯÖÙɯȿÚ×ÈÊÌ ÉÌÛÞÌÌÕɀɯÛÏÈÛɯÐÚɯ×ÙÌÚÌÕÛÌËɯÖÕɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯÚÛÈÎÌɯ ÐÚɯÕÖÛɯÌÈÚÐÓàɯ

rationalised as he is dealing with the territory of the unspeakable, the inarticulate and the 

unrepresentable which I attempt to explore in detail in the following chapter.  
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on the stage and the audience is left in silent awe, simultaneously alone and 

together in their collective grief. The shift is happening off stage, not on it.  

 

Grief, if you like, is the doorway to our collective understanding of this terror. 

+ÐÒÌɯ/ÖÌɀÚ raven, terror lurks on the threshold of our awe and a stunning 

sunset is shadowed by a glimpse at our mortality, an ontological paradox, 

which highlights the human grief of sensing what, could be, in a moment, lost 

forever.  
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CHAPTER 1 
Speaking of the Un speakable 
 

'ÖÞɯËÖÌÚɯÖÕÌɯÚ×ÌÈÒɯÖÍɯÛÏÌɯÜÕÚ×ÌÈÒÈÉÓÌȳɯ%ÜÙÛÏÌÙÔÖÙÌȮɯÞÏÈÛɯÌßÈÊÛÓàɯÐÚɯȿÛÏÌɯ

ÜÕÚ×ÌÈÒÈÉÓÌȳɯ3ÏÌɯÜÕÚ×ÌÈÒÈÉÓÌɯÐÚɯÙÌÓÈÛÌËɯÛÖɯÛÏÌɯ+ÈÊÈÕÐÈÕɯÊÖÕÊÌ×ÛÐÖÕɯÖÍɯȿÛÏÌɯ

1ÌÈÓɀɯÖÙɯÛÏÈÛɯÞÏÐÊÏɯÙÌÚÐÚÛÚɯÚàÔÉÖÓÐÚÈÛÐÖÕɯÈÕËɯÓÈÕÎÜÈÎÌȭ57 According to Lacan 

we assimilate reality  and construct ourselves as human subjects by entering 

ÐÕÍÖÙÔÈÛÐÖÕɯÈÉÖÜÛɯȿÛÏÌɯÖÛÏÌÙɀɯȹÖÉÑÌÊÛÚȮɯÏÜÔÈÕɯÙÌÓÈÛÐÖÕÚÏÐ×ÚɯÈÕËɯÌß×ÌÙÐÌÕÊÌÚȺɯ

ÐÕÛÖɯÛÏÌɯÚàÔÉÖÓÐÊɯÖÙËÌÙɯȹÞÏÌÕɯÞÌɯÓÖÖÒɯÐÕɯÛÏÌɯÔÐÙÙÖÙɯÈÕËɯÚÈàɯȿ(ɀȺȭɯ3ÏÐÚɯÐÚɯÈɯ

linguistic framework which enables us to communi cate with other subjects 

and determines our place in history and the complex social order. Excluded 

ÍÙÖÔɯÛÏÐÚɯ×ÙÖÊÌÚÚɯÈÙÌɯȿËÌÚÛÙÜÊÛÐÝÌɀɯÍÈÕÛÈÚÐÌÚɯÛÏÈÛɯÌßÐÚÛɯÐÕɯÛÏÌɯÙÌÈÓÔɯÖÍɯÛÏÌɯ

ÐÔÈÎÐÕÈÙàɯ ÖÙËÌÙɯ ÈÕËɯ Ìß×ÌÙÐÌÕÊÌÚɯ ÖÍɯ ȿÛÏÌɯ 1ÌÈÓɀɯ ÞÏÐÊÏɯ ÈÙÌɯ ÜÕÈÚÚÐÔÐÓÈÉÓÌȭɯɯ

KirshneÙɯÐËÌÕÛÐÍÐÌÚɯÛÙÈÜÔÈÛÐÊɯÌÕÊÖÜÕÛÌÙÚɯÈÚɯÖÕÌɯÌß×ÌÙÐÌÕÊÌɯÖÍɯȿÛÏÌɯ1ÌÈÓɀɯÞÏÐÊÏɯ

resists signification. Elkins, in his discussion of the philosophy of George 

Bataille, highlights how he identified three things we are incapable of seeing 

even though they are right i n front of us;  the sun, genitals and death. Elkins 

dismisses the first two but agrees with the third, explicating how the most 

horrifying images are those which seem inescapably close to capturing what 

cannot be represented; death.58 I agree with this argu ment, adding that 

!ÈÛÈÐÓÓÌɀÚɯ ȿÜÕÚÌÌÈÉÓÌɯ ÛÏÐÕÎÚɀɯ ÊÈÕɯ ÐÕɯ ÍÈÊÛɯ ÉÌɯ ÔÈËÌɯ ÝÐÚÐÉÓÌɯ ÞÏÌÕɯ ÓÖÖÒÌËɯ ÈÛɯ

indirectly, through filters or veils. 59 

 

                                            
57 Kirshner, L.A., ȿ3ÙÈÜÔÈȮɯÛÏÌɯÎÖÖËɯÖÉÑÌÊÛɯÈÕËɯÛÏÌɯÚàÔÉÖÓÐÊȯɯ ɯ3ÏÌÖÙÌÛÐÊÈÓɯ(ÕÛÌÎÙÈÛÐÖÕɀɯÐÕɯ

Journal of Psychoanalysis, Psychoanalytic Electronic Publishing, 1994, pp235-242 
58 Elkins, J., op.cit, pp103-108. 
59 3ÏÐÚɯÊÈÕɯÉÌɯÝÐÌÞÌËɯÐÕɯÙÌÓÈÛÐÖÕɯÛÖɯ!ÈÜËÙÐÓÓÈÙËɀÚɯÊÖÕÊÌ×ÛɯÖÍɯȿÚÐÔÜÓÈÊÙÈɀɯÞÏÐÊÏɯ#ÈÝÐËɯ1ÐÛÊÏÐÌɯ

identifies as the principle behind the hyper -real representations of death in popular culture 

ÞÏÐÊÏɯÍÙÈÔÌɯÖÜÙɯÊÖÕÛÌÔ×ÖÙÈÙàɯÌß×ÌÙÐÌÕÊÌɯÖÍɯÔÖÙÛÈÓÐÛàȭɯ(ÙÖÕÐÊÈÓÓàȮɯÛÏÐÚɯȿÚÐÔÜÓÈÊÙÈɀɯÊÖÊÖÖÕÚɯÜÚɯ

from the actuality of death. Instead of live ËɯÌß×ÌÙÐÌÕÊÌɯÞÌɯÏÈÝÌɯ&ÖÙÌÙɀÚɯÊÖÕÊÌ×ÛɯÖÍɯÛÏÌɯ

ȿ×ÖÙÕÖÎÙÈ×ÏàɯÖÍɯËÌÈÛÏɀȮɯÈɯ×ÙÌÖÊÊÜ×ÈÛÐÖÕɯÞÐÛÏɯÛÏÌɯÝÖàÌÜÙÐÚÛÐÊȮɯɁÚÛàÓÐÚÌËɯÚÜÙÍÈÊÌÚɂȭɯ1ÐÛÊÏÐÌȮɯ#ȭȮɯ

Loss, Grief and Representation: "Getting on with It", Deakin University, in Double Dialogues, 

Ɂ ÙÛɯÈÕËɯ/ÈÐÕɂɯ(ÚÚÜÌɯƘ, Winter, 2003. 
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Darian Leader, in his investigation of how artistic images act as veils for such 

Ìß×ÌÙÐÌÕÊÌÚɯÖÍɯÛÏÌɯ1ÌÈÓɯËÌÚÊÙÐÉÌÚɯÐÛɯÈÚɯȿÛÏÌ ÛÏÐÕÎɀɯÈÕËɯÙÌÓÈÛÌÚɯÐÛɯÛÖɯÛÏÌɯÊÖÕÊÌ×ÛɯÖÍɯ

Lacanian sublimation. I will quote his argument at length as it is the most 

concise and useful explanation of a complex idea central to the concerns of this 

ÊÏÈ×ÛÌÙȭɯ'ÌɯËÌÚÊÙÐÉÌÚɯÚÜÉÓÐÔÈÛÐÖÕɯÈÚɯÛÏÌɯȿȱÐËÌÈɯÖÍɯÈɯáÖÕÌɯof emptiness, a void 

ÛÏÈÛɯÐÚɯÊÖÕÚÛÐÛÜÛÐÝÌɯÖÍɯÖÜÙɯÉÌÊÖÔÐÕÎɯÏÜÔÈÕɀȭɯ'ÌɯÎÖÌÚɯÖÕɯÛÖɯÈÙÎÜÌɯÛÏÈÛɯÛÏÐÚɯÐÚɯ

ȿȱÈɯáÖÕÌɯÛÏÈÛɯÐÚɯÈÓÞÈàÚɯÉÌàÖÕËɯÞÏÈÛɯÞÌɯÊÈÕɯÙÌ×ÙÌÚÌÕÛȮɯÖÙɯÚàÔÉÖÓÐÚÌȮɯÖÙɯÎÐÝÌɯ

meaning to and since it is beyond our capacity to represent directly, it is lost to 

ÜÚȱ%ÖÙɯÛÏÌÚÌɯÙÌÈÚÖÕÚɯÐÛɯÉÌÊÖÔÌÚɯȹÚÜÉÓÐÔÈÛÌËȺɯÛÏÌɯÚ×ÈÊÌɯÐÕÛÖɯÞÏÐÊÏɯÞÌɯ×ÙÖÑÌÊÛɯ

images and myths of an origin, of something that was there first and is now 

inaccessible.60 Leader then goes on to describe the process of projection which 

ÖÊÊÜÙÚɯÈÙÖÜÕËɯȿÛÏÌɯÛÏÐÕÎɀȭɯɁ3ÏÌɯÛÏÐÕÎɯÐÚɯÈɯÝÖÐËȮɯÈÕɯÌÔ×ÛàɯÚ×ÈÊÌȭɯ6ÌɯÊÈÕɯËÖɯÖÜÙɯ

best to represent it with images of invasive proximity (monsters) or of utter 

desolation (falling in a void) but these are only approximations, our 

ÐÔÈÎÐÕÈÛÐÖÕɀÚɯÌÍÍÖÙÛɯÛÖɯÊÖÕÑÜÙÌɯÜ×ɯÞÏÈÛɯÚÌÌÔÚɯÊÓÖÚest to its own boundaries. 

The thing is always beyond these boundaries, an inaccessible zone into which 

ÞÌɯ×ÙÖÑÌÊÛɯÐÔÈÎÌÚɯÖÍɯÏÖÙÙÖÙɯÖÙɯÈÉÚÌÕÊÌɀȭ61 

 

2ÖɯÏÌÙÌȮɯÈÛɯÛÏÌɯÛÏÙÌÚÏÖÓËɯÖÍɯÏÜÔÈÕɯÌß×ÌÙÐÌÕÊÌɯÞÌɯÏÈÝÌɯȿÛÏÌɯÛÏÐÕÎɀɯÖÙɯÈÕɯ

ÈÞÈÙÌÕÌÚÚɯ ÖÍɯ ȿÛÏÌɯ 1ÌÈÓɀɯ ÖÝÌÙɯ ÞÏÐÊÏɯ ÈÕ artist projects images. It is this 

ÈÞÈÙÌÕÌÚÚɯÖÍɯȿÛÏÌɯÛÏÐÕÎɀɯÈÕËɯÖÜÙɯËÌÚÐÙÌɯÛÖɯÚÌÌɯȹÕÖÛɯÚÌÌȺɯÐÛɯÞÏÐÊÏɯËÙÈÞÚɯÈɯ

Ú×ÌÊÛÈÛÖÙɯÛÖɯÛÏÌɯÈÙÛÐÚÛÐÊɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÙɯȿÝÌÐÓɀȭɯ3ÏÐÚɯÈ××ÌÈÙÚɯÛÖɯÉÌɯÈɯÊÖÔÔÖÕɯ

artistic aspiration, the need to give form to that which is closes t to our 

ÐÔÈÎÐÕÈÛÐÖÕɀÚɯ ÉÖÜÕËÈÙÐÌÚȭɯ 3ÏÌɯ 1ÌÈÓɯ ÐÚɯ ÓÖÊÈÛÌËɯ ÈÛɯ ÛÏÌɯ ÛÏÙÌÚÏÖÓËɯ ÖÍɯ ÖÜÙɯ

imagination and is concerned with trauma, the void, terror, collapse and 

emptiness which can only be represented through projections or reflections of 

what we sense but cannot gaze upon directly. Could it be then that artistic 

                                            
60 Leader, Darian. Stealing the Mona Lisa: What art stops us from seeing, London, Faber and Faber, 

2002, pp58-59. 
61 Ibid, p61. 
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representations of the Real are most effective when pre-tragic? They do not 

ÈÛÛÌÔ×Ûɯ ÛÖɯ ÙÌ×ÙÖËÜÊÌɯ ÖÙɯ ÈÚÒɯ ÛÏÌɯ ÈÜËÐÌÕÊÌɯ ÛÖɯ ÎÈáÌɯ ËÐÙÌÊÛÓàɯ ÈÛɯ ȿÛÏÌɯ ÛÏÐÕÎɀɯ

through realism, character or conventional narrative but work elliptically and 

abstractly around it using conventions such as the chorus, symbols, signs and 

visual spectacle. This was an obsession of the Surrealists, to reject realism in an 

attempt to represent the Real, to mine the latent desires of their audience by 

striving to give form to the unconscious. It could be argued that this was one 

of the key desires of Modernism itself, a continuing aspiration that defines a 

continuity of the modern and the post -modern. As T.J.Clark states; 

Ɂ,ÖËÌÙÕÐÚÔɯÏÈËɯÛÞÖɯÎÙÌÈÛ wishes. It wanted its audience to be lead toward 

recognition of the social reality of the sign (away from the comforts of 

narrative and illusion) but equally it dreamed of turning the sign back to the 

bedrock of World/Nature/Sensation/Subjectivity which c apitalism had all but 

ËÌÚÛÙÖàÌËɂȭ62 

 

3ÏÐÚɯËÙÌÈÔɯÖÍɯȿÛÜÙÕÐÕÎɯÛÏÌɯÚÐÎÕɯÉÈÊÒɀɯÙÌÛÜÙÕÚɯÜÚɯÛÖɯÛÏÌɯÖÉÚÌÚÚÐÖÕÚɯÖÍɯ ÙÛÈÜËȭɯ(Õɯ

addition, I have identified two currently practicing theatre artists whose 

theatre (accompanied by extensive theoretical writing) appears to be a 

continuing project which wrestles with imperceptible, ontological ground. 63  

 

 

 

                                            
62 'ÈÙÙÐÌÚȮɯ,ȭȮɯȿ1ÐÊÏÈÙËɯ%ÖÙÌÔÈÕɯÈÕËɯÛÏÌɯ$ÕËÚɯÖÍɯÈÕɯ ÝÈÕÛ-&ÈÙËÌɀɯÐÕɯTheatre Journal, Vol 56, 

No 1, John Hopkins Uni versity Press, 2004, p84. 
63 (ɯÖÞÌɯÔÜÊÏɯÖÍɯÛÏÌɯÈÕÈÓàÚÐÚɯÖÍɯ1ÐÊÏÈÙËɯ%ÖÙÌÔÈÕɀÚɯȿ.ÕÛÖÓÖÎÐÊÈÓ-'àÚÛÌÙÐÊɯ3ÏÌÈÛÙÌɀɯÈÕËɯÏÐÚɯ

ÙÌÊÌÕÛɯ ×ÙÖÑÌÊÛÚɯ ÛÖɯ ,ÈÙÛÐÕɯ 'ÈÙÙÐÌÚȭɯ 3ÏÌɯ ȿ2ÏÈËÖÞÚɯ ÖÍɯ 1ÐÊÏÈÙËɯ %ÖÙÌÔÈÕɀɯ ÚÌÊÛÐÖÕɯ ÓÈÙÎÌÓàɯ

paraphrases his argument for the express purpose of establishing a solid base from which to 

analyse the practice of Romeo Castellucci. From Harries analysis I could not help but see a 

×ÏÐÓÖÚÖ×ÏÐÊÈÓɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÛÏÌɯÞÖÙÒɯÖÍɯÉÖÛÏɯ ÙÛÈÜËɯÈÕËɯ1ÖÔÌÖɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯȿ2ÖÊÐÌÛÈÚɯ

1ÈÍÍÈÌÓÓÖɯ2ÈÕáÐÖɀɯÌÝÌÕɯÛÏÖÜÎÏɯÛÏÌɯÈÌÚÛÏÌÛic concerns and performance outcomes of the three 

practitioners are manifestly different.  
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 ÕÛÖÕÐÕɯ  ÙÛÈÜËȯɯ  ÙÊÏÌÛà×ÌÚɯ ÖÍɯ ȿÛÏÌɯ 1ÌÈÓɀȯɯ 3ÏÌɯ ÈÙÛÐÚÛɯ ÈÚɯ

ȿÊÖÕÚÊÐÖÜÚÕÌÚÚɯÛÙàÐÕÎɯÛÖɯÉÌɀ 

 

In her preface to the selected writings of Artaud, Susan Sontag identifies that 

the traumatic artistic and theoretical project of Artaud is based in his 

×ÌÙÚÐÚÛÌÕÛɯÈÕËɯÖÉÚÌÚÚÐÖÕÈÓɯȿÛÏÐÕÒÐÕÎɯÈÉÖÜÛɯÛÏÌɯÜÕÛÏÐÕÒÈÉÓÌɀȭɯ(ÕɯÈÛÛÌÔ×ÛÐÕÎɯÛÖɯ

dissolve the boundaries between mind and body, art and life he pushed for 

extremities, for organic totality of feeling, for the return of ritual, of catharsis 

ÈÕËɯÍÖÙɯÛÏÌɯÛÏÌÈÛÙÌɯÛÖɯÉÌÊÖÔÌɯÈɯȿÚ×ÌÊÛÈÊÓÌɯÖÍɯÚÌÕÚÖÙàɯÝÐÖÓÌÕÊÌɀȭɯ 

 

Ɂ ÙÛÈÜËɯÊÖÔ×ÈÙÌÚɯÛÏÌɯÛÏÌÈÛÙÌɯÛÖɯÛÏÌɯ×ÓÈÎÜÌȭɯ3ÖɯÚÏÖÞɯÛÏÌɯÛÙÜÛÏɯÔÌÈÕÚɯÛÖɯÚÏÖÞɯ

archetypes rather than individual psychology; this makes the thea tre a place of 

ÙÐÚÒȮɯ ÍÖÙɯ ÛÏÌɯ ÈÙÊÏÌÛà×Ìɯ ÙÌÈÓÐÛàɯ ÐÚɯ ËÈÕÎÌÙÖÜÚɂȭ64 His obsession with the 

disintegration of boundaries and the descriptions of his own deteriorating and 

ÍÙÈÊÛÜÙÐÕÎɯÔÐÕËɯÚÐÎÕÐÍÌÚɯÈɯËÌÚÐÙÌɯÛÖɯÎÐÝÌɯÍÖÙÔɯÛÖɯȿÛÏÌɯÛÏÐÕÎɀɯÛÏÈÛɯÐÚɯËÌÊÐËÌËÓàɯ

pre-tragic. He wanted to disquiet the audience, to re-introduce to the stage the 

great metaphysical fear which is at the root of all ancient theatre.  

 

3ÏÌɯȿ2ÏÈËÖÞÚɀɯÖÍɯ1ÐÊÏÈÙËɯ%ÖÙÌÔÈÕ 

 

ȿ.ÕÛÖÓÖÎàɯÙÌÝÌÈÓÚɯÐÛÚÌÓÍɯÕÖÛɯÛÏÙÖÜÎÏɯÚ×ÌÌÊÏȮɯÕÖÛɯÛÏÙÖÜÎÏɯÌÕÜÕÊÐÈÛÐÖÕȮɯÉÜÛɯ

throuÎÏɯÚÏÈËÖÞÚɀ65 
 

Martin Harries identifies the aspiration of the avant -garde as a synthesis of the 

experimental, the psychic and the political. Harries argues that while 

%ÖÙÌÔÈÕɀÚɯÍÙÈÎÔÌÕÛÈÙàɯÍÖÙÔɯÈÕËɯÜÚÌɯÖÍɯÙÌ×ÌÛÐÛÐÖÕɯÏÈÚɯÉÌÊÖÔÌɯÔÖÙÌɯÈÓÐÎÕÌËɯ

with the aesthetics of post-modernism, his work continues the avant -garde 

ÈÚÚÌÙÛÐÖÕɯÛÏÈÛɯȿȱÌß×ÌÙÐÔÌÕÛÈÓɯÈÌÚÛÏÌÛÐÊɯ×ÙÈÊÛÐÊÌɯÊÈÕɯ×ÙÖÝÐËÌɯÈÕɯÖ×ÌÕÐÕÎɯÛÖɯ

                                            
64 Sontag, S in Artaud, A., Selected Writings, Edited and with introduction by Susan Sontag, 

Trans.  Helen Weaver, New York, Farrar, Straus and Giroux, 1976, p xxxiv. 
65 Harries, op.cit, p86. 
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otherwise inaccessible psychic realms and that this psychic opening will in 

ÛÜÙÕɯÓÈàɯÛÏÌɯÍÖÜÕËÈÛÐÖÕɯÍÖÙɯÈɯÙÈËÐÊÈÓɯ×ÖÓÐÛÐÊÚɀ.66   

 

The explanation of how form is given to inaccessible psychic realms is of most 

interest to my argument, for it is within these realms that I believe ontological 

ÛÌÙÙÖÙɯÓÐÌÚȭɯ(ɯÈÓÚÖɯËÖÕɀÛɯÉÌÓÐÌÝÌɯÛÏÈÛɯÛÏÌɯÈÝÈÕÛ-garde is dead because its three 

synthesised layers still obsess the artists I find most interesting in 

ÊÖÕÛÌÔ×ÖÙÈÙàɯÊÜÓÛÜÙÌȭɯ%ÖÙÌÔÈÕɯËÌÚÊÙÐÉÌÚɯÐÕɯÏÐÚɯƕƝƛƖɯÔÈÕÐÍÌÚÛÖɯÏÖÞɯÐÕɯȿȱÛÏÌɯ

new ontological mode of theatre, hysteria lies as a seed/spark, which forces the 

ÜÕÚÌÌÈÉÓÌɯÛÖɯÊÈÚÛɯÚÏÈËÖÞÚɀȭ67 I agree completely with this statement and 

believe hysteria, like fear or grief is a knowable state of theatrical action which 

can be used to cast a shadow of (or in my terms, reflect) the ontological 

condition (terror). This casting of shadows is interesting as i t confirms the 

notion that the ontological is knowable only indirectly.  

 

'ÈÙÙÐÌÚɯ×ÖÐÕÛÚɯÛÖɯ)ÜÓÐÈɯ*ÙÐÚÛÌÝÈɀÚɯÈÙÎÜÔÌÕÛɯÛÏÈÛɯ×ÖÌÛÐÊɯÓÈÕÎÜÈÎÌɯÈÕËɯÖÛÏÌÙɯ

alogical structures function to guide us towards something that cannot be 

articulated. He stresses how ForeÔÈÕɀÚɯÓÈÛÌÙɯÞÙÐÛÐÕÎɯËÌÈÓÚɯËÐÙÌÊÛÓàɯÞÐÛÏɯÛÏÐÚɯ

ÖÕÛÖÓÖÎÐÊÈÓɯÎÙÖÜÕËɯÈÕËɯÈÙÛÐÊÜÓÈÛÌÚɯÈÕɯÐÕÛÌÙÌÚÛɯÐÕɯÛÏÌɯ1ÌÈÓȮɯȿÛÏÌɯÛÏÐÕÎÚɯÞÏÐÊÏɯ

ÔÈÒÌɯàÖÜɯÚÛÜÔÉÓÌɀɯÈÕËɯÈÙÛÐÊÜÓÈÛÌÚɯÏÐÚɯÚÌÛÛÐÕÎɯÜ×ɯÖÍɯÚÜÉÑÌÊÛÐÝÌɯÛÌßÛÚɯÈÕËɯÔÐÚÌ-

en-ÚÊÌÕÌÚɯÞÏÐÊÏɯÈÙÌɯÌÍÍÌÊÛÐÝÌÓàɯȿÔÐÕÌÍÐÌÓËÚɀȭ68 Interestingly, he calls this a 

ȿÛÏÌÙÈ×ÌÜÛÐÊɯ ÈÌÚÛÏÌÛÐÊɀɯ ÈÕËɯ ÙÌÓÈÛÌÚɯ ÐÛɯ ÉÈÊÒɯ ÛÖɯ Èɯ ÊÈÛÏÈÙÛÐÊɯ Ìß×ÌÙÐÌÕÊÌɯ ȹÈɯ

ȿËÐÚÖÙÐÌÕÛÈÛÐÖÕɯÔÈÚÚÈÎÌɀȺɯÞÏÌÙÌɯÕÈÙÙÈÛÐÝÌɯÈÕËɯÔÌÈÕÐÕÎɯÈÙÌɯÍÙÈÎÔÌÕÛÌËɯÉÜÛɯ

ÛÏÌɯÚ×ÌÊÛÈÛÖÙɯÌß×ÌÙÐÌÕÊÌÚɯÈɯ×ÚàÊÏÐÊɯÖ×ÌÕÐÕÎɯÖÙɯÈÞÈÙÌÕÌÚÚɯÖÍɯÈɯȿÔÜÛÜÈÓɯÏÜÔÈÕɯ

ÚÌÓÍɀȭ69 ThiÚɯÕÖÛÐÖÕɯÖÍɯÛÏÌɯÔÜÛÜÈÓɯÏÜÔÈÕɯÚÌÓÍɯÊÈÕɯÉÌɯÊÖÔ×ÈÙÌËɯÛÖɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯ

ÊÖÕÊÌ×ÛÐÖÕɯÖÍɯÈɯȿÛÏÌÈÛÙÐÊÈÓɯ×ÖÓÐÛÐÊɯÖÍɯÐÕÛÐÔÈÊàɀȭɯ 

                                            
66 Ibid, p85 
67 %ÖÙÌÔÈÕȮɯ1ȭȮɯȿ.ÕÛÖÓÖÎÐÊÈÓ-'àÚÛÌÙÐÊɯ,ÈÕÐÍÌÚÛÖɯƕɀɯÐÕɯArt and Performance, Richard Foreman,  

Gerald Rabkin (Ed), , Baltimore, John Hopkins University Press, 1999. 
68 Harries, op.cit, p88. 
69 Ibid, p88. 
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1ÖÔÌÖɯ"ÈÚÛÌÓÓÜÊÊÐȯɯ3ÏÌÈÛÙÌɀÚɯÙÈËÐÊÈÓɯÙÌ-ÚÐÎÕÐÍÐÊÈÛÐÖÕȮɯȿ(-% -2ɀɯ

ÈÕËɯÛÏÌɯȿÎÓÈÕÊÌɯÞÖÙÛÏàɯÖÍɯÉÌÐÕÎɯÛÙÈÎÐÊɀ 

 

Ɂ3ÙÈÎÌËàɯÐÚɯÈɯ×ÖÐÚÖÕɯÈɯÊÖÔÔÜÕÐÛà ÊÖÕÚÊÐÖÜÚÓàɯÛÈÒÌÚɯÐÕȱÐÛɯÉÌÓÖÕÎÚɯÛÖɯÛÏÌɯ

ÏÜÔÈÕɯÙÈÊÌɂȭ 
Romeo Castellucci 200670  

Figure 1.1 

 

Like Foreman, Castellucci frames his theatrical projects with philosophical 

writing that acts as an extension of the lived event. I would argu e that both 

practitioners share a similar concern for the experimental, the psychic and the 

political but differ profoundly in their resulting aesthetic. This is mainly due 

to a different treatment of theatrical form (time and space) and the setting up 

of the artistic text. Foreman concentrates on the setting up of subjective texts 

ÈÚɯÈɯÔÌÈÕÚɯÖÍɯÈÙÛÐÊÜÓÈÛÐÕÎɯÛÏÌɯ1ÌÈÓɯÞÏÌÙÌÈÚɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯÈÌÚÛÏÌÛÐÊɯ×ÙÖÑÌÊÛɯÐÚɯÈɯ

highly objective treatment of form. 71  

 

                                            
70 Castellucci, R., op.cit. 
71 The following analysis of his practice is taken from notes taken on his performance 

deconstructions during his master class at the Malthouse Theatre in October 2006. Any 

omission or fault in translation is my own; however, I have cross referenced t hese notes with 

his printed writing to ensure a continuity and accuracy of the ideas expressed.   
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For him, tragedy is the form we return to over and over in  an attempt to 

understand inexplicable things such as violence, death or the loss of hope. 

There it is again, the attempt to understand the inexplicable. For Castellucci, 

the gaze of the spectator needs to become that of an emotional witness, closer 

to that of a child. Like Artaud, Castellucci returns to the pre -tragic to gain 

inspiration for his re -ÚÐÎÕÐÍÐÊÈÛÐÖÕȭɯ'ÌɯÜÚÌÚɯÛÏÌɯÛÌÙÔɯȿ(-% -2ɀȮɯÖÙɯɁÉÌÍÖÙÌɯ

Ú×ÌÌÊÏɂɯÛÖɯËÌÚÊÙÐÉÌɯÏÖÞɯÊÏÐÓËÙÌÕɯ×ÙÖÊÌÚÚɯÛÏÌɯÞÖÙÓËɯÛÏÙÖÜÎÏɯÈÕɯÌÕÓÈÙÎÌËɯÚ×ÈÊÌɯ

of visual and aural attention before they gain the ability to integrate these 

experiences into the symbolic structure of language. To reiterate Lacan, some 

Ìß×ÌÙÐÌÕÊÌÚɯÖÙɯȿÛÏÌɯ1ÌÈÓɀȮɯÊÈÕ never be integrated in this way.  

 

I believe it is precisely because of his understanding of INFANS and his 

objective treatment of form in the creation of visual performance texts that he 

gets closer than most to an actual representation of the Real.  

 

All of the abovementioned philosophies and theatrical methodologies have 

one common articulation. Whil e the signs and symbols of their stages are 

unique they all point to some inarticulate ontological realm outside of 

language and symbolisation. 

  

Aviary  and the unspeakable moment  

 

 Aviary ÞÈÚɯÌÕÛÐÙÌÓàɯÊÖÕÚÛÙÜÊÛÌËɯÈÙÖÜÕËɯÛÏÌɯȿÛÏÐÕÎɀȮɯÈɯÛÙÈÜÔÈÛÐÊɯÌÕÊÖÜÕÛÌÙɯor 

ȿÈɯÔÖÔÌÕÛɯÖÍɯÖÕÛÖÓÖÎÐÊÈÓɯÛÌÙÙÖÙɀȭɯ(ɯÌÕÛÌÙɯÐÕÛÖɯÈɯÔÖÙÌɯËÌÛÈÐÓÌËɯÈÕÈÓàÚÐÚɯÖÍɯÛÏÌɯ

reflections this moment created and how they were realised in subsequent 

chapters but for the purposes of this chapter I am simply articulating that the 

landscape of Aviary grew from a very specific moment which resisted 

symbolisation through language and could not be looked at directly.  It was at 

this point that my focus moved away from any attempt to scare an audience or 
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imbue them with a feeling of terror and became steadi ly attracted to wanting 

to explore the deep structure of an experience of terror.  

 

The performance outcome of the Aviary development at CARNI suggested 

ÛÏÈÛɯÛÏÌɯÐÔÈÎÌÚɯÊÙÌÈÛÌËɯÞÌÙÌɯÛÏÌɯȿÚÏÈËÖÞÚɀɯÊÈÚÛɯÉàɯÈÕɯÜÕÚ×ÖÒÌÕɯÛÙÈÜÔÈɯÖÙɯÈɯ

moment of ontological terror ȭɯ (ɯÞÈÕÛÌËɯÛÖɯÈÝÖÐËɯÛÏÌɯȿÛÏÌÙÈ×ÌÜÛÐÊɀɯÉàɯÕÖÛɯ

looking at my own grief directly but it was surfacing anyway, reflected in a 

variety of different forms. The audience feedback suggested that a number of 

terrible things were being hinted at (incest, infanticide , violence, grief) and 

while these sketches were visually effective something much deeper needed to 

be addressed in detail (death). I agreed as did the ensemble that there was 

more to investigate and some vital material was being skipped over in its 

realisation. In feedback sessions with Richard Murphet and Jenny Kemp it was 

ÚÜÎÎÌÚÛÌËɯÛÏÈÛɯ(ɯÎÖɯÉÈÊÒɯÈÕËɯÈÛÛÌÔ×ÛɯÛÖɯȿÞÙÐÛÌɯÖÜÛɯÛÏÌɯÔÖÔÌÕÛɀɯÖÙɯÛÏÌɯÊÖÙÌɯÖÍɯ

the terror.  

 

I felt one of the most affecting images from the development occurred at the 

sink, with colla borators Jason Lehane and Clare Reynolds caught in a 

repetitive sequence of gestures. An audience member had commented that the 

sequence made them feel physically sick. This forced me to question why I 

ÏÈËɯÊÏÖÚÌÕɯÛÖɯÈÓÓÖÞɯÛÏÈÛɯ×ÈÙÛÐÊÜÓÈÙɯÐÔÈÎÌɯÛÖɯÚÛÈÙÛɯȿÚÒÐ××ÐÕÎɀɯÉÈÊÒÞÈÙËÚɯÓÐÒÌɯÈɯ

broken record. My collaborators and I discussed the possible reasons for this 

ÈÕËɯÊÖÕÊÓÜËÌËɯÛÏÈÛɯÞÌɯÈÓÓɯÍÌÓÛɯÛÏÐÚɯÞÈÚɯÛÏÌɯÚÐÛÌɯÖÍɯÛÏÌɯȿÔÖÔÌÕÛɯÖÍɯÛÌÙÙÖÙɀȭɯ

During the month long break from the collaborative process I heard about a 

man who had fallen asleep while bathing his newborn child and woken to 

find his baby dead. I felt almost instantly that in a domestic setting the instant 

of waking was indeed a moment of ontological terror. I began to write:  
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3ÏÌɯÛÐÔÌɯÏÈÚɯÊÖÔÌȱÛÏÌɯÚÜÕɯÐÚɯÔÖÝÐÕÎɯÐÕÛÖɯÏÌÙɯËÈÙÒÌÙɯËÈàÚȱÈÚɯÈÙÌɯÞÌɯÈÓÓȱ 

 

(ÛÚɯ ÕÖÞɯ ƗȭƙƚÈÔȱÚÏÌɯ ÏÈÚɯ ÕÖÛɯ ÚÛÖ××ÌËɯ ÊÙàÐÕÎɯ ÐÕɯ ÞÏÈÛɯ ÚÌÌÔÚɯ ÓÐÒÌɯ àÌÈÙÚȱÏÌÙɯ

ÛÌÔ×ÌÙÈÛÜÙÌɯ ÐÚɯ ÎÌÛÛÐÕÎɯÏÐÎÏÌÙȱÏÌɯ ËÌÊÐËÌÚɯÛÖɯÎÖɯÛÖɯÛÏÌɯ ÈÓÓɯÕÐÎÏÛɯÊÏÌÔÐÚÛɯÛÖɯÎÌÛɯ

ÚÖÔÌÛÏÐÕÎɯÛÖɯÉÙÐÕÎɯÛÏÌɯÍÌÝÌÙɯËÖÞÕȱ(ɯÏÈÝÌÕɀÛɯÚÓÌ×ÛɯÐÕɯËÈàÚȱÉÜÛɯÏÌɯhas just found her 

ÐÕɯÛÏÌɯÊÖÛȱÓàÐÕÎȱÏÖÛɯÈÕËɯÍÌÝÌÙÐÚÏɯÐÕɯÏÌÙɯÖÞÕɯÝÖÔÐÛȱ'ÌɯÏÖÓËÚɯÏÌÙɯÛÖÞÈÙËÚɯÔÌɯÓÐÒÌɯÈɯ

ÓÜÔ×ɯÖÍɯÙÖÛÛÐÕÎɯÍÓÌÚÏɯÈÕËɯÚÜÎÎÌÚÛÚɯÚÏÌɯÔÐÎÏÛɯÕÌÌËɯÈɯÉÈÛÏȱÈɯÉÈÛÏȱÚÖÔÌÛÏÐÕÎɯÐÕɯÏÐÚɯ

ÌàÌÚȱÛÌÓÓÚɯÔÌɯÏÌɯÛÙÜÓàɯÉÌÓÐÌÝÌÚɯ(ɯÈÔɯÛÏÌɯÔÖÚÛɯËÐÚÎÜÚÛÐÕÎȱÜÚÌÓÌÚÚɯ×ÐÎɯÖÕɯÛÏÐÚɯÌÈÙÛÏȱ(ɯ

ÊÏÌÊÒÌËɯÏÌÙɯƖƔɯÔÐÕÜÛÌÚɯÈÎÖȱ(ɀÔɯÛÖÖɯÌßÏÈÜÚÛÌËɯÛÖɯÌÝÌÕɯÛÙàɯÈÕËɯËÌÍÌÕËɯÔàÚÌÓÍȱ(ɯÏÖÓËɯ

her to me and stoke her satiny head as I slowly stumble through the humid night 

ÈÐÙȱÚÏÏÏȱ(ɯÏÌÈÙɯÛÏÌɯÊÈÙɯ×ÜÓÓɯÈÞÈàȱÈÕËɯÍÐÕÈÓÓàɯÍÌÌÓɯÚÖÔÌɯÙÌÓÐÌÍȱÏÐÚɯÊÖÕÚÛÈÕÛȮɯ

judgemÌÕÛÈÓɯÌàÌȭȭȭÎÖÕÌȱÈÞÈàȱÍÐÕÈÓÓàȱÚÞÐÛÊÏÐÕÎɯÖÕɯÛÏÌɯÓÐÎÏÛȱ(ɯÊÈÛÊÏɯÈɯÎÓÐÔ×ÚÌɯÖÍɯ

ÚÖÔÌɯÚÛÙÈÕÎÌÙɯÐÕɯÛÏÌɯÉÈÛÏÙÖÖÔɯÔÐÙÙÖÙȱ(ɯÚÞÐÛÊÏɯÖÍÍɯÛÏÌɯÓÐÎÏÛɯÈÕËɯÙÜÕɯÛÏÌɯÊÖÖÓɯÉÈÛÏɯ

ÞÈÛÌÙȱÚÓÐ××ÐÕÎɯÏÌÙɯÖÜÛɯÖÍɯÏÌÙɯÕÐÎÏÛɯÊÓÖÛÏÌÚȭȭȭÞÈÍÛÚɯÖÍɯÚÛÈÓÌɯÊÏÌÌÚÌɯÈÕËɯÉÙÖÊÊÖÓÐȱ(ɯ

ÙÌÛÊÏȱ×ÓÌÈÚÌɯÚÛÖ× ÕÖÞɯÔàɯÓÖÝÌȱÚÏÏÏȭȭÚÏÏÏȱÔàɯ×ÖÖÙɯÓÐÛÛÓÌɯÓÖÝÌȱ(ɯÚÓÐ×ɯÏÌÙɯÛÐÕàɯ

ÉÖËàɯÐÕÛÖɯÛÏÌɯÊÖÖÓɯÞÈÛÌÙȱÙÌÓÐÌÍɯÈÛɯÓÈÚÛȱÛÏÌɯÚÊÙÌÈÔɯÉÌÊÖÔÌÚɯÈɯÞÏÐÔ×ÌÙɯÉÌÊÖÔÌÚɯÈɯ

ÎÐÎÎÓÌȱÕÖÞɯÉÌÊÖÔÌÚɯÈɯÎÈÔÌȱ(ɯÚÜ××ÖÙÛɯÏÌÙɯÉÖÞÓÐÕÎɯÉÈÓÓɯÏÌÈËɯÈÚɯÚÏÌɯÍÙÈÕÛÐÊÈÓÓàɯÒÐÊÒÚɯ

ÏÌÙɯÓÌÎÚɯÐÕɯÛÏÌɯÞÈÛÌÙȱÛÏÌɯÐÊàɯÚ×ÓÈÚÏÐÕÎɯÈɯÙÌÓÐÌÍɯÍÖÙɯÉÖÛÏɯÖÍɯÜÚȱ(ɯÔÖÝÌɯÖÍÍɯÔàɯ

ÒÕÌÌÚȱÚÓÐ××ÐÕÎɯÖÕÛÖɯÔàɯÚÐËÌɯÓÌÎÚȱÏÌÙɯÉÖËàɯÐÕɯÔàɯÈÙÔÚȱÚÖɯÏÌÈÝàȱÏÌÙɯÚ×ÓÈÚÏÌÚɯ

become less playful now as she swishes her arms through the shallow cool 

ÞÈÛÌÙȭȭȭÖ×ÌÕÐÕÎɯÈÕËɯÊÓÖÚÐÕÎɯÏÌÙɯÌàÌÚɯÓÐÒÌɯÚÖÔÌɯÈÕÊÐÌÕÛȱËÌÌ×ɯÞÈÛÌÙȱÊÙÌÈÛÜÙÌȱÚÏÌɯ

ÚÐÎÏÚɯËÌÌ×ÓàȱÛÏÐÚɯÓÐÛÛÓÌɯÌÊÏÖɯÖÍɯÔàɯÖÞÕɯÈÕËɯ(ɯÚÛÈÙÌɯÐÕÛÖɯÏÌÙɯÌàÌÚȱÎÌÕÛÓàɯÚÞÐÚÏÐÕÎɯ

ÕÖÞȱÏÌÙɯÍÐÕÎÌÙÚɯÓÐÒÌɯÏÜÕÎÙàɯÊÖÙÈÓȱÞÈÐÛÐÕÎɯÍÖÙɯÚÖÔÌɯÚÛÙÈàɯ×ÓÈÕÒÛÖÕɯÛÖɯÊÖÔÌɯÍÓÖÈÛÐÕÎɯ

ÉàȱÔàɯ ÉÜÙÕÐÕÎɯ ÊÏÌÌÒÚɯ ÍÌÌÓɯ ËÌÓÐÊÐÖÜÚȱÙÌÚÛÐÕÎɯ ÖÕɯ ÛÏÌɯ ÊÖÖÓɯ ÛÐÓÌÚȱ6ÏÈÛɯ ÈÙÌɯ àÖÜɯ

dÖÐÕÎȱÞÏÈÛɯÛÏÌɯÍÜÊÒɯËÖɯàÖÜɯÛÏÐÕÒɯàÖÜɯÈÙÌɯËÖÐÕÎȱÍÖÙɯ"ÏÙÐÚÛÚɯÚÈÒÌɯÚÏÌɀÚɯÉÓÜÌȱÎÌÛɯÛÏÌɯ

ÍÜÊÒɯ ÖÜÛɯ ÖÍɯ ÛÏÌɯ ÞÈàȱÚÏÌɀÚɯ ÍÜÊÒÐÕÎɯ ÉÓÜÌȱÚÏÌɀÚɯ ÕÖÛɯ ÍÜÊÒÐÕÎɯ

ÉÙÌÈÛÏÐÕÎȱÍÜÊÒȭȭȭÎÖËȱàÖÜɯ ÜÚÌÓÌÚÚȱȭÏÖÞɯ ÓÖÕÎɯ ÏÈÚɯ ÚÏÌɯ ÉÌÌÕɯ ÐÕɯ

ÏÌÙÌȱÚÏÏÏȱÚÏÏÏȱ×ÓÌÈÚÌɯÚÛÖ×ɯÕÖÞɯÔàɯÓÖÝÌȱÚÏÌɀÚɯÍÜÊÒÐÕÎɯÉÓÜÌȱI move my hair 

ÖÜÛɯÖÍɯÔàɯÍÈÊÌȱÐÛɯÐÚɯÚÛÐÊÒàɯÞÐÛÏɯÝÖÔÐÛȱÚÏÏÏȱȭ 

 

,àɯÉÙÌÈÚÛÚɯÈÙÌɯÍÜÓÓȱÛÏÌàɯÈÊÏÌɯÞÐÛÏɯÛÏÌɯ×ÙÌÚÚÜÙÌɯÖÍɯÜÕɯÚÜÊÒÌËɯÔÐÓÒȱÈÛɯƙȭƕƙɯ(ɯÞÈÓÒÌËɯ

×ÈÚÛɯÛÏÌɯÉÈÛÏÙÖÖÔȱÖÜÛɯÖÍɯÛÏÌɯÊÖÙÕÌÙɯÖÍɯÔàɯÌàÌɯ(ɯÛÏÖÜÎÏÛɯ(ɯÚÈÞȱÈÕɯÌÎÎɯÚÏÌÓÓɯÍÓÖÈÛÐÕÎɯ

ÐÕɯ ÛÏÌɯ ×ÜÛÙÐËɯ ÉÈÛÏɯ ÞÈÛÌÙȱ(ɯÊÈÕÕÖÛɯ ÍÈÊÌɯ ÛÏÌɯ ËÐÚÏÌÚɯ ÛÖËÈàȱÏÈÝÌÕɀÛɯ ÏÈËɯ ÌÎÎÚɯ

ÙÌÊÌÕÛÓàȱ(ɯÛÙàɯÛÖɯÌÈÛȱÉÜÛɯÌÝÌÙàÛÏÐÕÎɯÍÌÙÔÌÕÛÚȱÚÐÛÛÐÕÎɯÐÕɯÛÏÌɯÉÖÛÛÖÔɯÖÍɯÔàɯÎÜÛÚɯÓÐÒÌɯ

ÓÜÔ×ÚɯÖÍɯÍÙÖáÌÕɯÊÓÈÔɯÑÜÐÊÌȱɯ 
 

I discuss in Chapter 3 how this panic-stricken, theatrical manifestation of 

terror began to cast shadows. We would create the entire final performance 

around the four identified emotional states, dynamic, rhythm, physicality of 

this moment. It would be reflected, re -written and abstractly storyboarded but 

it would never be spoken of. There would only  be abstracted use of this text in 

the final performance dispersed through the sound -scape, and no re-
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enactment of its horror in real time. Nevertheless, its presence was undeniable, 

ÊÈÚÛÐÕÎɯÐÛÚɯÙÌÍÓÌÊÛÐÖÕɯÐÕÛÖɯÌÝÌÙàɯÐÔÈÎÌȭɯ!ÜÛɯÔÖÙÌɯÖÕɯÛÏÈÛɯÓÈÛÌÙȱɯ 

 

The following chapter is concerned with how we moved towards that point.  
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CHAPTER 2 
 

 

The Ruin as a Vessel:  

The Creative Development of Aviary  
 

Throughout this chapter, I examine the starting points, the sketches if you like, 

which lead to the development out come of Aviary, shown at CARNI in West 

Preston in November 2005. I would recommend viewing the development 

footage and photographs on the DVD before commencing this chapter.  

 

A series of key concerns which were the driving force of the initial creative 

development can be identified as trace elements in the final production and 

can be outlined as follows: 

 

¶ The focus upon and manipulation of particular spatial, performative, 

visual and aural elements which could be identified as being present 

within an exper ÐÌÕÊÌɯÖÍɯÛÏÌɯȿÓÐÔÐÕÈÓɯÜÕÊÈÕÕàɀȭɯ 

¶ The investigation of subjective nightmares and night -terror states and 

their peculiar visual and acoustic qualities which could be potentially 

distilled into performance making devices such as rhythm, gesture, 

sound, light and so on. 

¶ The architectural ruin as a vessel for terror, its inherent atmosphere; 

and the particulars of the site specific design and performance at 

CARNI.  

¶ 3ÏÌɯÚÐÎÕÐÍÐÊÈÕÊÌɯÖÍɯȿ3ÏÌɯ#ÖÓÓɀɯÈÚɯÈɯÏÈÙÉÐÕÎÌÙɯÖÍɯÛÏÌɯÛÌÙÙÖÙɯÖÍɯȿÕÖÕ-ÉÌÐÕÎɀȭɯ 



 

 44 

 

 
                                                                       Figure 2.1 

 

The Liminal Uncanny in Visual Representation  

(ÕɯÈÙÛÐÚÛÐÊɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕÚȮɯÛÏÌɯȿÜÕÏÖÔÌÓàɀɯÌÓÌÔÌÕÛÚɯÖÍɯÛÏÌɯÜÕÊÈÕÕàɯÈÙÌɯÜÚÜÈÓÓàɯ

Ìß×ÌÙÐÌÕÊÌËɯ ÛÏÙÖÜÎÏɯ ÛÏÌÐÙɯ ÐÕÝÈÚÐÖÕɯ ÖÍɯ Èɯ ȿÏÖÔÌÓàɀɯ ÌÕÝÐÙÖÕÔÌÕÛȭɯ  ɯ ÊÓÈÚÚÐÊɯ

example of the otherworldly quality of the Freudian uncanny can be identified 

ÐÕɯ #ÈÝÐËɯ +àÕÊÏɀÚɯBlue Velvet (1986). In this film, a homely atmosphere 

(suburbia) is clearly established and gradually invaded and dissolved by 

brutaÓɯȿÜÕÏÖÔÌÓàɀɯÌÓÌÔÌÕÛÚȭɯ3ÏÌɯÔÖÚÛɯÖÉÝÐÖÜÚɯÌßÈÔ×ÓÌɯÉÌÐÕÎɯÛÏÌɯÚÌÝÌÙÌËɯÌÈÙɯ

found in the idyllic park -land by the protagonist. While similar uncanny 

representations are still popular, I believe a different type of uncanny 

representation has emerged in recent years which functions differently due to 

its focus on the liminal.  
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The liminal uncanny diverts from the Freudian uncanny in its relationship to 

%ÙÌÜËɀÚɤ'ÌÐËÌÎÎÌÙɀÚɯÊÖÕÊÌ×ÛɯÖÍɯÐÕËÐÚÛÐÕÊÛÐÖÕɯÈÕËɯÜÕÊÌÙÛÈÐÕÛàɯȹÈɯÚÌÕÚÌɯÖÍɯÕÖÛɯ

being at home in the world). In artis tic representations I would define as 

ȿÓÐÔÐÕÈÓɀɯÜÕÊÈÕÕàȮɯÍÙÈÎÔÌÕÛÈÛÐÖÕȮɯËÐÚÐÕÛÌÎÙÈÛÐÖÕɯÈÕËɯÈÔÉÐÎÜÐÛàɯÈÙÌɯ×ÙÐÝÐÓÌÎÌËȭɯ

In such liminal projects, the carefully constructed imaginative points or 

ÐÔÈÎÌÚɯÚ×ÈÙÒɯÞÐÛÏÐÕɯÛÏÌɯÔÐÕËɀÚɯÌàÌɯÖÍɯÛÏÌɯÈÜËÐÌÕÊÌɯÈɯÚÌÙÐÌÚɯÖÍɯÌÓliptical 

narratives.  

 

In addition to this adjustment of how the work is read, a distinct reversal of 

the homely/unhomely element is evident. Here, an unhomely (ruined) 

ÌÕÝÐÙÖÕÔÌÕÛɯÐÚɯÌÚÛÈÉÓÐÚÏÌËɯÈÕËɯÛÏÌɯȿÜÕÊÈÕÕÐÕÌÚÚɀɯÐÚɯÌÝÖÒÌËɯÉàɯÛÏÌɯÈËËÐÛÐÖÕɯÖÍɯ

ȿÏÖÔÌÓàɀɯelements. This is popular in the Japanese horror genre, where 

abandoned spaces are made strange due to their function as homely 

environment for traumatised characters. In The Ring, a dark, abandoned horse 

ÚÛÈÉÓÌɯÏÖÜÚÌÚɯÈɯÉÌÈÜÛÐÍÜÓÓàɯÊÖÕÚÛÙÜÊÛÌËɯÊÏÐÓËɀÚɯÉÌËroom in the rafters.  This 

ȿÜÕÊÈÕÕàɯÌÍÍÌÊÛɀɯÊÈÕɯÈÓÚÖɯÉÌɯÖÉÚÌÙÝÌËɯÐÕɯ9ÈÊÏɯ!ÙÈÍÍɀÚɯƖƔƔƘɯÍÐÓÔɯGarden State 

which contains a sequence where the protagonist meets a family living inside 

a dilapidated boat teetering on the edge of an enormous, gaping quarry. 

Outside we witness filth, decay and industrial ruin, inside warmth, love and 

homeliness. I attempted this uncanny spatial reversal with some success with 

collaborator/writer Rebecca Rutter in the 2001 production of )ÜÕÌȱÛÏÌɯ×ÓÈÊÌɯ

does not matter. In this work , a disintegrating environment was constructed 

outside a caravan situated in an industrial wasteland. The grotesque spectacle 

the audience was witness to outside the van could not prepare them for the 

jarring effect of entering the actual caravan at the conclusion of the work. 

Inside was a representation of paradise, complete with white fluffy clouds, 

operatic nymphs and a harp.  Similar examples are numerous, particularly in 

contemporary film 72, but one common factor remains, they all stage an 

                                            
72 2ÌÌɯÈÓÚÖɯ)ÌÜÕÌÛɯÈÕËɯ"ÈÙÖɀÚɯThe City of Lost Children 
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uncanny reversal of our expectations due to the strangeness of homely places 

in the most unhomely of spaces. 

 

 
                                                                                        Figure 2.2 

 

A striking example of an artist tr aversing a liminal, uncanny landscape can be 

witnessed in the work of photographer, Bill Henson. The subliminal, haunting 

nature of his images could be argued to be representative of this aesthetic and 

a brief analysis of some of the qualities of his work may further illuminate our 

understanding of the liminal uncanny and its relationship to the sublime.  

 

Bill Henson  

 

"ÜÙÈÛÖÙɯ )ÜËàɯ  ÕÕÌÈÙɯ ËÌÚÊÙÐÉÌÚɯ !ÐÓÓɯ 'ÌÕÚÖÕɯ ÈÚɯ ÛÏÌɯ ȿȱÔÈÚÛÌÙɯ ÖÍɯ ÛÏÌɯ

ÊÖÕÛÌÔ×ÖÙÈÙàɯÚÜÉÓÐÔÌȱÞÏÌÙÌɯÛÏÌɯËÐÚÚÖÓÜÛÐÖÕɯÖÍɯÛÏÌɯÚÌÓÍɯÊÈÕɯÓÌÈËɯÛÖɯÈɯËÌÌ×ÌÙ 

understanding of the imaginary within our responses to nature as much as 

ÊÜÓÛÜÙÌɀȭ73 His work is particularly relevant to the concerns of this thesis as he 

ÉÌÓÐÌÝÌÚɯÛÏÈÛɯÈɯÔÈÑÖÙɯÈÔÉÐÛÐÖÕɯÖÍɯÈÙÛɯÚÏÖÜÓËɯÉÌɯÛÖɯÚÛÙÐÝÌɯȿȱÛÖɯËÌÚÊÙÐÉÌɯÛÏÌɯ

                                            
73 Annear, J., Bill Henson- Education Kit, National Gallery of Victoria 23 April - 10th July 2005, 

pp6-7. 
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ÐÕËÌÚÊÙÐÉÈÉÓÌɀȭ74 In his commentary accompanying his exhibition at the 

-ÈÛÐÖÕÈÓɯ&ÈÓÓÌÙàɯÖÍɯ5ÐÊÛÖÙÐÈɯÐÕɯƖƔƔƙɯÏÌɯÚ×ÌÈÒÚɯÖÍɯÛÏÌɯÐËÌÈɯÖÍɯÛÏÌɯȿÌ×Ð×ÏÈÕàɀɯÐÕɯ

relation to great works of art; that one cannot experience oneself as separate to 

the art work, that one has a sense of being contained by nature, a suggestion of 

perpetuity, altering our acuity of being. As I explicated earlier, such 

ȿÌ×Ð×ÏÈÕÐÌÚɀɯÊÈÕɯÉÌɯÉÌÈÜÛÐÍÜÓɯÈÕËɯÛÙÈÕÚÊÌÕËÌÕÛÈÓɯÉÜÛɯÈɯÚÜÉÓÐÔÌɯÌß×ÌÙÐÌÕÊÌȮɯÈɯ

temporary loss of self in nature, in dreams, in grand art can also be utterly 

ÛÌÙÙÐÍàÐÕÎȭɯ 'ÌÕÚÖÕɀÚɯ ÉÖËàɯ ÖÍɯ ÞÖÙÒɯ ÊÖÜÓËɯ ÉÌɯ ËÌÚÊÙÐÉÌËɯ ÈÚɯ ÏÈÝÐÕÎɯ ÛÏÙÌÌɯ

important motifs which have been identified by Julie Annear and George 

Alexander as continuously recurring in his attempt to speak of the 

unspeakable: 

 

1. The twilight zone - colliding  and blending oppositions  

 

The tensions between our oppositions are not set up in dualistic relationship 

by Henson; rather they merge, as if existing in the same ambiguous space. 

Darkness and light, progress and disintegration, childhood and adolescence, 

waking and sleeping, innocence and corruption seem to blur together in the 

same ephemeral image. He uses the architectural ruin, the dark forest, the 

abandoned building as sites which have lost their original meaning and now 

function as settings for the min d's eye. He truly explores our liminal spaces, 

exposing the beauty and terror of our in -between states.  

 

2. Traces and the limits of visual readability  

 

&ÌÖÙÎÌɯ ÓÌßÈÕËÌÙɯËÌÚÊÙÐÉÌÚɯÏÖÞɯÛÏÌɯÏÜÔÈÕɯÍÐÎÜÙÌÚɯÐÕɯ'ÌÕÚÖÕɀÚɯ×ÏÖÛÖÎÙÈ×Ïàɯ

ÈÙÌɯÚÐÛÜÈÛÌËɯÈÛɯȿȱÛÏÌɯÍÐÕÈÓɯÓÐÔÐÛɯÖÍɯÝÐÚÜÈÓɯÙÌÈËÈÉÐÓÐÛàɀȭ75 They are dream-like, 

ungraspable shape-shifters which seem at once to be emerging from and 

                                            
74 Ibid, p8. 
75 Ibid, p4. 
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ËÐÚÈ××ÌÈÙÐÕÎɯÐÕÛÖɯÛÏÌɯËÈÙÒÕÌÚÚȭɯ'ÌɯËÌÚÊÙÐÉÌÚɯÏÖÞɯ'ÌÕÚÖÕɀÚɯÍÐÎÜÙÌÚɯÈÙÌɯÈÓÔÖÚÛɯ

transparent, made up of light like an apparition, siting Untitled 1977/87 and its 

resemblance to Victorian spirit photography. Henson sets up human 

presences as if they were traces left in the landscape, whose stories will never 

be fully remembered.  

 

3. Elliptical narratives and the relationships of images  

 

AnneÈÙɯÐËÌÕÛÐÍÐÌÚɯÏÖÞɯ'ÌÕÚÖÕɀÚɯ×ÏÖÛÖÎÙÈ×ÏÐÊɯÐÕÚÛÈÓÓÈÛÐÖÕÚɯÊÈÕɯÉÌɯÝÐÌÞÌËɯÈÚɯ

single images but are purposely constructed to function as fragments of 

meaning. The images are not narratives within themselves, rather they are 

ȿȱÓÖÊÈÛÐÖÕÚɯÍÖÙɯÍÜÙÛÏÌÙɯÐÔÈÎÐÕÐÕÎÚɀȭ76 These imaginings happen within the 

ÔÐÕËɯÖÍɯÛÏÌɯÝÐÌÞÌÙȮɯÞÐÛÏɯÛÏÌɯÌß×ÌÙÐÌÕÊÌɯÚÛÙÜÊÛÜÙÌËɯÉàɯ'ÌÕÚÖÕɀÚɯÊÖÔ×ÖÚÐÛÐÖÕÚȭɯ

The narrative works elliptically around the constructed image and its 

relationship to other images. 

 

6ÏÈÛɯÐÚɯÔÖÚÛɯÚÛÙÐÒÐÕÎɯÈÉÖÜÛɯ'ÌÕÚÖÕɀÚɯÐÔÈÎÌÚɯis that they seem to resemble the 

transient glimpses in the darkness conjured up in the minds eye as one slips 

in-between consciousness and unconsciousness, or the fragments of half 

remembered dreams that one desperately tries to get hold of upon waking.  

 

One place that the entire ensemble felt they had experienced terror was during 

nightmares, or more specifically, night terrors which occupy a liminal zone 

between sleeping and waking. The initial reference point for the construction 

of images for Aviary wÈÚɯÊÌÕÛÙÌËɯÈÙÖÜÕËɯ'ÌÕÚÖÕɯÐÕÚ×ÐÙÌËɯȿÎÓÐÔ×ÚÌÚɀɯÈÚɯÞÌɯ

examined our own dark places and the shifting phantoms which inhabit them, 

through the de-construction of our own night -terrors. 

 

                                            
76 Ibid, p6. 
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Night -Terrors 
 

ȿ&ÖËɯÐÚɯÏÈÝÐÕÎɯÈɯÕÐÎÏÛÔÈÙÌȭɯ3ÏÐÚɯÛÏÐÕÎɯÈÙÙÐÝÌÚɯÈÛɯÛÏÌɯÔÖÔÌÕÛ he falls 

asleep and grabs him around the throat, it rushes him through the 

universe, pushes him beyond the stars and ploughs up the earth with his 

ÍÈÊÌɯÈÕËɯÛÏÙÖÞÚɯÏÐÔɯÉÈÊÒɯÐÕÛÖɯÏÌÈÝÌÕȱÏÌɯÊÈÕÕÖÛɯÜÕËÌÙÚÛÈÕËɯÞÏÈÛɯÛÏÌÙÌɯ

can be in his creation which is so hostÐÓÌȱÌÝÌÕÛÜÈÓÓàɯÛÏÌɯÛÏÐÕÎɯÚ×ÌÈÒÚȭɀ 
Ted Hughes77 

 

A night terror is distinguished from a nightmare due to its unique 

physiological and psychological state.78  My experience of this state can be 

defined as follows:  

¶ A condition of cataleptic silence imbued with an awareness that an 

unspeakable terror is present, followed by a building, intense sound 

(the closest description being white noise). 

¶ An experience of half waking and the environment existing exactly as it 

did when one went to sleep but with an overwhelmi ng sense of danger. 

¶ The feeling of utter immobility made physiologically distinctive by a 

pressing weight on the chest, legs and arms.  

¶ A fixation upon a seemingly insignificant and vague image barely 

visible in the darkness which one is unable to stop looking at. In my 

three cases it was the image of a slowly moving barcode, a white tree 

(not unlike a photo negative), and a Chinese symbol burning into the 

floor beside the bed. 

¶ A realisation that something (a being, a thing, a doppelganger with 

vicious and harmful intent) is moving towards you in the darkness but 

                                            
77 Skea, Ann. Ted Hughes and Crow. www.zeta.org.au  Accessed 19/05/2005 
78  ɯÕÐÎÏÛɯÛÌÙÙÖÙɯÖÙɯȿ×ÈÝÖÙɯÕÖÊÛÜÙÕÜÚɀɯÐÚɯËÐÚÛÐÕÎÜÐÚÏÌËɯÍÙÖÔɯÈɯÕÐÎÏÛÔÈÙÌɯÉàɯÛÏÌɯÝÐÖÓÌÕÛɯÈÕËɯ

disturbing nature of the experience which typically contains a lack of dream imagery. This is 

because they are not technically dreams given they occur during non-REM sleep. A subject 

wakes abruptly from slow wave sleep, the deepest level of non-REM where the body is in a 

state of paralysis. Night terror experiences are more common in children and in adult 

sufferers they are often genetically predisposed and trauma related. See Carranza, C., 

Banishing Night Terrors and Nightmares, Kensington Books, 2004. 

 

 

http://www.zeta.org.au/
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you are physically unable to look away from the object as mentioned 

above.  

¶ 3ÏÌɯȿÚàÔÉÖÓÐÊɀɯÖÉÑÌÊÛɯÉÌÐÕÎɯÓÖÖÒÌËɯÈÛɯÈÊÛÚɯÈÚɯÈɯÙÌÍÓÌÊÛÐÖÕɯÖÍɯÛÏÌɯÙÌÈÓɯ

ȿÛÌÙÙÖÙɀȭɯ 3ÏÐÚɯ ÎÙÐ××ÌËɯ ÐÔÔÖÉÐÓÐÛàȮɯ ÊÖÔÉÐÕÌËɯ ÞÐÛÏɯ ÛÏe threat of the 

È××ÙÖÈÊÏÐÕÎɯȿÛÏÐÕÎɀɯÐÚɯÛÙÜÓàɯÛÌÙÙÐÍàÐÕÎȭɯ 

¶ When one finally wakes there is a temporary inability to regain full 

consciousness and a feeling of utter disorientation. 

 

The experience of night terrors was one starting point for the performance 

Ìß×ÓÖÙÈÛÐÖÕÚɯÈÚɯ(ɯÉÌÓÐÌÝÌËɯÛÏÌàɯÙÌÝÌÈÓÌËɯÚÖÔÌÛÏÐÕÎɯÖÍɯÛÏÌɯȿÜÕÒÕÖÞÈÉÓÌɀɯÈÕËɯÐÛÚɯ

relationship to a state of terror. I was also interested in the symbolic object as a 

×ÖÐÕÛɯÖÍɯÍÐßÈÛÐÖÕȮɯÞÏÐÊÏɯÝÌÐÓÚɯÛÏÌɯȿÙÌÈÓɀɯÛÌÙÙÖÙȭɯ3ÏÌÚÌɯÜÕÜÚÜÈÓɯØÜÈÓÐÛÐÌÚɯÖÍɯÕÐÎÏÛɯ

terrors w ere used as a reference point for the emotional and physical condition 

of the central female protagonist incarcerated in the kitchen in the final 

production of Aviary. Throughout the performance she is utterly immobilised 

by terror, fixated on the sink and  pulling out a series of objects, devised by 

collaborator Clare Reynolds and myself, which function in symbolic 

relationship to the overall domestic and choric narrative; a locket (innocence 

and memory of courtship), lengths of material (torn bed sheets), broken plates 

(domestic violence), hair (as this, along with nails continues to grow after 

death). We eventually see the source of her terror, masked in a wet bundle, her 

ËÌÈËɯ ÊÏÐÓËȭɯ 3ÏÌÚÌɯ ÚàÔÉÖÓÚɯ ÞÌÙÌɯ ȿÙÌÍÓÌÊÛÐÖÕÚɀɯ ÊÈÚÛɯ ÖÍÍɯ ÛÏÌɯ ÞÈÛÌÙɯ ÞÏÐÊÏɯ

ricocheted into the entire space.79  

 

Imagery in nightmares was also a central starting point and it became 

apparent through the research that nightmares, both living and waking could 

be divided into two categories (terrifying constriction and terrifying 

                                            
79 See Chapter 4 where I use these symbolic objects and their specific reflections as the basis of 

my final analysis of Aviary.  
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limitlessness). Our narratives of terror, both fictional and real are witness to 

these two deep-seated fears either in isolation or combination.80 

 

Terrifying constriction : Fears concerning suffocation, invasion, drowning, 

claustrophobia, earthquakes, falling buildings, bei ng buried alive, being burnt 

alive, trapped, imprisoned, attics, basements, stairways, forests, sinking ships, 

cubes, and gaols.  

 

Terrifying limitlessness:  Fears concerning falling, being lost or stranded, 

exposed to the void, nothingness, infinity, etern al return 81, nuclear holocaust, 

super bugs, plagues, human extinction and the death of God, deserts, space, 

the sky and empty/ruined cities.  

 

What interested me most about such nightmare states were the repetitive, non-

linear, fragmented and nonsensical perception of images, personal 

relationships, memory, sound and text in a dream state and the utterly 

perplexing, yet often illuminating process of de -coding such experiences upon 

ÞÈÒÐÕÎȭɯ+àÐÕÎɯÈÞÈÒÌɯÐÕɯÖÕÌɀÚɯÉÌËȮɯËÌÚ×ÌÙÈÛÌÓàɯÈÛÛÌÔ×ÛÐÕÎɯÛÖɯÙÌÊÈÓÓɯÈɯÞÖÙËɯ

spoken, sifting through the image based fragments of deeply felt emotions 

seemed to me a shared, vulnerable and inherently fascinating place. This state 

of fragmented recollection was the feeling I wanted my audience to experience 

having witnessed Aviary.  

 

Having investigated the qualities of the liminal uncanny, and the obscure and 

terrifying visual world of nightmares and night -terrors, I identified four 

elements in the imagery which interestingly corresponded to the four key 

                                            
80 This is based on an overall analysis of observations made in Bourke, J., Fear- A Cultural 

History, London, Virago, 2005 and Newman, P., A History of Terror: Fear and Dread through the 

Ages, Sutton, Stroud, 2000. 
81 2ÌÌɯ -ÐÌÛÊÏáÌɀÚɯ ÛÌÙÙÐÍàÐÕÎɯ ÊÖÕÊÌ×Ûɯ ÖÍɯ ȿÌÛÌÙÕÈÓɯ ÙÌÛÜÙÕɀɯ ÐÓÓÜÔÐÕÈÛÌËɯ ÐÕɯ *ÜÕËÌÙÈȮɯ ,ȭȮɯThe 

Unbearable Lightness of Being, Translated by M. H. Heim, New York, Harper and Row, 1984.  
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elements Edmund Burke defined as the terrible power inherent within the 

sublime: Darkness, Nothingness, Obscurity, and Emptiness.82  I felt that these four 

states could be explored and function as a four-act structure for the image 

play, or could at least provide inspiration for what it w ould eventually 

become.  

 

The Flooded Dolls -House83 

Following this, I began the early stages of drafting the performance through 

free-fall creative writing, improvisation and story -boarding, I used the four 

key states identified above as inspiration for the  images. The original 

performance was designed to take place in an indoor space (with access to an 

outdoor area) with a set constructed into a 2 story ruined and flooded dolls 

house. While most of this initial draft was discarded during the development 

process, the focus on the ruined dolls house functioning as a flooded tomb 

remained vital to our search for images and narrative in these early stages. 

This initial imagining of the space inspired the search for a ruined site within 

which we could construct t he visual narrative.  

 

The Industrial Ruin  

Ɂ$ÈÊÏɯ ÊÜÓÛÜÙÌɯ ÊÈÚÛÚɯ ÐÛÚɯ ÖÞÕɯ ÚÏÈËÖÞȮɯ Èɯ ÚÏÈËÖÞɯ ÞÏÐÊÏɯ ÐÚɯ Èɯ ×ÌÙÍÌÊÛɯ

description of its own form and nature. The shadow which our 

ÛÌÊÏÕÖÓÖÎÐÊÈÓɯÊÐÝÐÓÐáÈÛÐÖÕɯÊÈÚÛÚɯÐÚɯÛÏÈÛɯÖÍɯ+ÐÓÐÛÏȮɯȿÛÏÌɯ,ÈÐËɯÖÍɯ#ÌÚÖÓÈÛÐÖÕɀɯ

who dances iÕɯÛÏÌɯÙÜÐÕÚɯÖÍɯÊÐÛÐÌÚɂ 
W.I. Thompson84 

 

As I have already established, the industrial ruin is a recurring theme in 

liminal uncanny art, primarily due to its symbolic amalgamation of 

                                            
82 For furth er explication of the ensemble discussions and images arising from these states in 

ËÌÝÌÓÖ×ÔÌÕÛɯ×ÓÌÈÚÌɯÙÌÍÌÙɯÛÖɯ ××ÌÕËÐßɯƘɯÈÕËɯÛÏÌɯȿÑÖÜÙÕÈÓÚɀɯÊÏÈ×ÛÌÙɯÖÍɯÛÏÌɯ#5#ȭɯ 
83 See Appendix 3 
84 Thompson, W.I., The Time Falling Bodies Take to Light- Mythology, Sexuality and the Origins of 

Culture, New York, St Martins Press, 1981, p250. 
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oppositions. Abandoned places engage the viewer in a complex and 

immediate dialogue, recounting our past through an inherent absence. Ruins 

are places of forsaken memory which speak to us of what we have left behind 

and the effect upon us is both traumatic and sublime. Alone in a ruin, we 

become acutely aware of the passing of time, our mortality and the 

vulnerability of our sense of self. We formulate intricate stories to fill the 

ÌÔ×ÛàɯÚ×ÈÊÌȮɯÈÚɯȿÛÏÌɯÛÏÐÕÎɀɯÐÚɯÞÌÓÓɯÈÕËɯÛÙÜÓàɯ×ÙÌÚÌÕÛɯÐÕɯÚÜÊÏɯÈɯ×ÓÈÊÌȭɯ(ÍɯÞÌɯÏÈÝÌɯ

knowledge of what the space was once used for, the emotional impact of the 

ËÐÈÓÖÎÜÌɯÐÚɯÏÌÐÎÏÛÌÕÌËɯȹÈÚɯÝÐÚÐÛÖÙÚɯÛÖɯ ÜÚÊÏÞÐÛáɯÞÐÓÓɯÈÛÛÌÚÛȺȭɯ(ÕɯÖÜÙɯÔÐÕËɀÚɯÌàÌȮɯ

we conjure up figures in the space, we invent a missing subject which is our 

ÐÔÈÎÐÕÈÛÐÖÕɀÚɯÌÍÍÖÙÛɯÛÖɯÊÖÜÕÛÌÙÈÊÛɯÛÏÌɯÙÜÐÕɀÚɯÏÖÚÛÐÓÌɯÙÌÔÐÕËÌÙɯÖÍɯȿȱÛÏÌɯÌÔ×Ûàɯ

carcass of tiÔÌɀȭ85 

 

The ruined site is a vessel through which terror can pass.  

 

The CARNI site (a ruined leather factory) was an ideal location for an 

exploration of this concept. In site specific performance, there are generally 

two schools of thought and methods of working. One places an emphasis on 

place (what is the historical, social, cultural significance of the site? How and 

why does it exist? Who has/does/will inhabit it? and so on) and the other is 

concerned primarily with space (the dimensions and aesthetic of the space 

itself). While most projects, including my own usually end up combining the 

two methodologies, for this research project, the site was chosen purely for its 

aesthetic properties and their relationship to liminal aesthetics.  

 

For the development at CARNI, the brief was to create a domestic/homely 

environment within the existing ruin. Using the practical technique of 

                                            
85 !ÖÖÛÏȮɯ6ȭ)ȭȮɯȿ$ÊÖÕÖÔÐÌÚɯÖÍɯ3ÐÔÌ- .ÕɯÛÏÌɯ(ËÌÈɯÖÍɯ3ÐÔÌɯÐÕɯ,ÈÙßɀÚɯ/ÖÓÐÛÐÊÈÓɯ$ÊÖÕÖÔàɀɯÐÕɯ

Political Theory, Vol 19, No 1, McGill University, Sage Publications, February 1991, p18. 
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bricolage (or using what comes to hand), we began to construct our 

playground. After identifying the audience viewpoint, rooms of t he house 

attic, bedroom, kitchen, dining area, study (suggested by the spatial 

dimensions) were constructed from materials found at the site. (Figures 2.3 

and 2.4) The CARNI site was full of nesting birds, and I believe their continual 

presence throughout the three week development process intensified the 

recurring motif, leading one collaborator, Jason Lehane to suggest Aviary as an 

appropriate title for the work.  

 

           

     Figure 2.3                                                                 Figure 2.4 

 

 ɯÊÏÐÓËɀÚɯÉÌËÙÖÖÔɯÞÈÚɯÉÜÐÓÛɯÖÕɯÛÖ×ɯÖÍɯÈɯÍÓÖÖËÌËɯÊÈÕÈÓɯÖÝÌÙÎÙÖÞÕɯÞÐÛÏɯÐÝàȮɯÈɯ

make-shift kitchen built coming out of a crumbling, windowless wall; these 

images go beyond a lurking threat of violence,  an opening is torn in the veil to 

reveal a world already destroyed and the enduring human desire for comfort 

and survival within it. It is deeply apocalyptic.  For me, such images also 

evoke uncertainty in the viewer, as the objects and figures from the theatre 

ÞÖÙÒɯ È××ÌÈÙɯ ÛÖɯ ȿÏÈÜÕÛɀɯ ÛÏÌɯ Ú×ÈÊÌȮɯ ÊÈÜÎÏÛɯ ÐÕɯ Èɯ ÕÖ-ÔÈÕɀÚɯ ÓÈÕËȮɯ ÈÊÛÐÕÎɯ ÈÚɯ

manifestations or remnants of something that should not  be there. To play 

with this confusion is appealing, as it allows us to scrutinize this liminal zone, 

and create a position of slippage, leaving the audience with a sense of disquiet 

ÈÕËɯËÐÚÖÙÐÌÕÛÈÛÐÖÕɯÙÌÎÈÙËÐÕÎȮɯÛÏÈÛɯÞÏÐÊÏɯÈ××ÌÈÙÚɯÛÖɯÉÌɯÍÜÕÊÛÐÖÕÐÕÎɯȿÉÌÛÞÐßÛɯ

ÈÕËɯÉÌÛÞÌÌÕɀȭɯ 
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The Doll  

Ɂ6Ìɯ×ÜÓÓÌËɯÖÜÙɯËÖÓÓÚɯÈÓÖÕÎɯÛÏÌɯÉÈÙÚɯÖÍɯÖÜÙɯÊÙÐÉȱËÙÈÎÎÌËɯÛÏÌÔɯÐÕÛÖɯÛÏÌɯ

heavy fold of illness.  

They appeared to us in dreams and were tied up in the disasters of feverish 

ÕÐÎÏÛÚȭɯ3ÏÈÛɯÚÜ×ÌÙÍÐÊÐÈÓÓàɯ×ÈÐÕÛÌËȱËÙÖÞÕÌËɯÊÖÙ×ÚÌɯÞÏÐÊÏɯÍÓÖÈÛÌËɯÖÕɯÛÏÌɯ

flood-ÛÐËÌÚɯÖÍɯÖÜÙɯÈÍÍÌÊÛÐÖÕȱ 

3ÏÌàɯÞÌÙÌɯÛÏÌɯÍÐÙÚÛɯÛÖɯÐÕÍÓÐÊÛɯÛÏÐÚɯÓÈÙÎÌÙɯÛÏÈÕɯÏÜÔÈÕɯÚÐÓÌÕÊÌɯÜ×ÖÕɯÜÚȱɂ  

Rainer Maria Rilke 86 

 

  

                     Figure 2.5 

 

Dolls were used as a recurring theme in the development of Aviary. The 

doubled female protagonists were doll -like in their appearance and were 

constantly interacting with various auto mated dolls. In addition, the chorus of 

the development stage took the form of two painted, living dolls who emerged 

from the attic and invaded the domestic space. We used a short story by 

Rainer Maria Rilke entitled %ÙÈÜɯ!ÓÈÏÈɀÚɯ,ÈÐËɯand his Duino Elegies87 as triggers 

for the development of the visual narrative. I have long been fascinated by the 

haunting and uncanny nature of dolls but it was not until I was introduced to 

the writing of Rilke by collaborator Jason Lehane, that I began to understand 

the enormity of their significance in an investigation of terror. The surrealists 

were fascinated by these decoys which possessed the look of life, mannequins, 

                                            
86 My coll ÈÎÌɯÖÍɯÛÌßÛɯÌßÛÙÈÊÛÌËɯÍÙÖÔɯ1ÐÓÒÌȮɯ1ȭ,ȭȮɯȿ#ÖÓÓÚȯɯ.ÕɯÛÏÌɯ6Èßɯ#ÖÓÓÚɯÖÍɯ+ÖÛÛÌɯ/ÙÐÛáÌÓɯ

(1913/14) in Essays on Dolls, Penguin Syrens Series, 1994. 
87 Rilke, R, M., Duino Elegies http://tonykline.co.uk  Accessed 30/08/05 

http://tonykline.co.uk/
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statues, puppets and dolls populate their visual representations of the 

unconscious. The disfigured anËɯ ÛÙÈÜÔÈÛÐÚÌËɯ ȿ×ÖÜ×ÌÌɀɯ ÊÙÌÈÛÌËɯ Éàɯ 'ÈÕÚɯ

Bellmer are perhaps the most disturbing example of such investigations (see 

figure 2.5).  

 

%ÙÌÜËɯËÐÚÊÜÚÚÌÚɯÛÏÌɯÜÕÊÈÕÕàɯÌÍÍÌÊÛɯÖÍɯÛÏÌɯËÖÓÓɯȿ.ÓàÔ×ÐÈɀɯÐÕɯÛÏÌɯ$ȭɯ3ȭɯ'ÖÍÍÔÈÕɯ

tale The Sandman, which he uses to explicate his theory of the uncanny. He 

ÜÚÌÚɯȿ.ÓàÔ×ÐÈɀɯÛÖɯÐÓÓÜÚÛÙÈÛÌɯÛÏÌɯÜÕÊÈÕÕÐÕÌÚÚɯÖÍɯÛÏÌɯËÖÓÓɯȹÈÜÛÖÔÈÛÖÕȺɯËÜÌɯÛÖɯÛÏÌɯ

confusion it causes in the audience as to whether something is alive or not. He 

relates our fear of the doll back to the castration and mother complexes but 

ÍÈÓÓÚɯÚÏÖÙÛɯÖÍɯÈÕàɯÛÙÜÓàɯÚÈÛÐÚÍàÐÕÎɯÈÕÈÓàÚÐÚɯÖÍɯÛÏÌɯËÖÓÓɀÚɯ×ÖÞÌÙȭɯ%ÖÙɯ1ÐÓÒÌȮɯÐÛɯÐÚɯ

ÕÖÛɯ ÑÜÚÛɯ ÛÏÈÛɯ ÛÏÌɯ ËÖÓÓɯ ÐÚɯ Èɯ ÏÈÙÉÐÕÎÌÙɯ ÖÍɯ ËÌÈÛÏɯ ËÜÌɯ ÛÖɯ ÛÏÌɯ ȿȱÛÏÙÌÈÛÌÕÐÕÎɯ

ÌÔ×ÛÐÕÌÚÚɯÉÌÏÐÕËɯÛÏÌɯÌàÌÚɀɯÉÜÛɯÙÈÛÏÌÙɯÛÏÌɯËÖÓÓɯÉÌÊÖÔÌÚɯȿȱÈɯÏÈÙÉÐÕÎÌÙɯÖÍɯÈɯ

universe unresponsiÝÌɯÈÕËɯÐÕËÐÍÍÌÙÌÕÛɯÛÖɯÛÏÌɯÏÜÔÈÕɯÊÙàɯÍÖÙɯÔÌÈÕÐÕÎȱ ɯÚÌÕÚÌɯ

of futility and helplessness interrupts the newly found identity of the child 

and threatens to annihilate all boundaries, yet not in a blissful union with the 

motherly universe, but through a sudden c easing of the meaningful structure 

of reality. The great fear which the doll inspires is the fear of a silence and 

ÌÔ×ÛÐÕÌÚÚɯÈÛɯÛÏÌɯÏÌÈÙÛɯÖÍɯÖÜÙɯÌßÐÚÛÌÕÊÌɀȭ88 In his Duino Elegies, Rilke sets up a 

×ÌÙÚÐÚÛÌÕÛɯ×ÈÛÛÌÙÕɯÖÍɯȿÛÏÌɯÈÕÎÌÓ89ɀɯÈÕËɯȿÛÏÌɯËÖÓÓɀɯÈÚɯÚàÔÉÖÓÚ for the extreme 

poles of human ontological terror. The goal of both symbols is to poetically 

tackle the relationship between the human self and the universe. The angel is 

aesthetic and beautiful, expressing our sublime relationship with annihilation 

yet tÏÌɯËÖÓÓɯÐÚɯÙÌ×ÙÌÚÌÕÛÈÛÐÝÌɯÖÍɯÛÏÌɯÛÏÙÌÈÛɯÖÍɯȿÕÖÕ-ÉÌÐÕÎɀȭɯ 

 

 
                                            
88 SÐÔÔÚȮɯ$ȭ,ȭȮɯȿ4ÕÊÈÕÕàɯ#ÖÓÓÚȯɯ(ÔÈÎÌÚɯÖÍɯ#ÌÈÛÏɯÐÕɯ1ÐÓÒÌɯÈÕËɯ%ÙÌÜËɀɯÐÕɯNew Literary History, 

Vol 27, No 4, University of Virginia, 1996, p665. 
89 3ÏÐÚɯÐÚɯÖÍɯ×ÈÙÛÐÊÜÓÈÙɯÐÕÛÌÙÌÚÛɯÈÚɯÛÏÌɯËÖÓÓɀÚɯÚ×ÌÊÐÍÐÊɯÍÜÕÊÛÐÖÕɯÈÚɯÈɯȿÊÏÖÙÐÊɀɯÌÓÌÔÌÕÛɯÐÕɯÛÏÌ Aviary 

development was ÙÌ×ÓÈÊÌËɯÉàɯÛÏÌɯȿÉÐÙËɯÞÖÔÌÕɀɯÐÕɯÛÏÌɯÍÐÕÈÓɯ×ÙÖËÜÊÛÐÖÕɯÖÍɯAviary. In addition, 

ÛÏÌɯȿËÖÓÓɀɯØÜÈÓÐÛÐÌÚɯÈÕËɯÛÏÌÐÙɯÚàÔÉÖÓÐÊɯÚÐÎÕÐÍÐÊÈÕÊÌɯÞÌÙÌɯÔÈÐÕÛÈÐÕÌËɯÈÕËɯÔÈÕÐÍÌÚÛÌËɯÛÏÙÖÜÎÏɯ

ÛÏÌɯÊÏÈÙÈÊÛÌÙɯÖÍɯȿ+ÖÛÛÌɀɯÐÕɯÛÏÌɯÍÐÕÈÓɯ×ÙÖËÜÊÛÐÖÕɯȹÚÌÌɯ"ÏÈ×ÛÌÙɯƘȺȭ 
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Inserting the story -Triggers  

(Õɯ1ÐÓÒÌɀÚɯÉÐáÈÙÙÌɯÈÕËɯËÙÌÈÔ-like short story %ÙÈÜɯ!ÓÈÏÈɀÚɯ,ÈÐË written in 

189990, a maid is imprisoned in the kitchen, utterly estranged from normal 

social life. She gives birth to a child which she immediately strangles and 

ÞÙÈ×Úɯ ÐÕɯÏÌÙɯÉÓÜÌɯÈ×ÙÖÕȮɯÚÛÖÙÐÕÎɯ ÐÛɯ ÐÕɯ ÏÌÙɯȿÉÐÎɯËÖÓÓɀɯ ÊÜ×ÉÖÈÙËȭɯ2ÏÌɯÛÏÌÕɯ

proceeds to calmly serve dinner. A few days later she measures the body and 

purchases a puppet theatre along with other, smaller dolls. She invites the 

ÕÌÐÎÏÉÖÜÙɀÚɯÊÏÐÓËÙÌÕɯ ÈÙÖÜÕËɯÍÖÙɯÈɯ×Ü××ÌÛɯÚÏÖÞɯÈÕËɯÌÕÈÊÛÚɯÈÕɯÈÞÒÞÈÙËɯ

performance with the small dolls before asking the children if they would like 

ÛÖɯÚÌÌɯÏÌÙɯȿÉÐÎȮɯÉÓÜÌɯËÖÓÓɀȭɯ2ÌÕÚÐÕÎɯÛÏÌɯÈ××ÙÖÈÊÏÐÕÎɯÏÖÙÙÖÙɯȹÛÏÙÖÜÎÏɯÛÏÌɯÚÛÈÙÐÕÎ 

ÌàÌÚɯÖÍɯÛÏÌɯȿ×ÜÕÊÏɀȺɯÛÏÌɯÊÏÐÓËÙÌÕɯÍÙÐÎÏÛɯÈÞÈàɯÈÕËɯÞÏÌÕɯÛÏÌɯÔÈÐËɯÙÌÛÜÙÕÚɯÛÖɯ

ÍÐÕËɯÛÏÌɯÊÏÐÓËÙÌÕɯÎÖÕÌɯÚÏÌɯÚÔÈÚÏÌÚɯÖ×ÌÕɯÈÓÓɯÛÏÌɯËÖÓÓɀÚɯÏÌÈËÚȮɯÐÕÊÓÜËÐÕÎɯÛÏÌɯ

ÏÌÈËɯÖÍɯȿÛÏÌɯÉÐÎɯÉÓÜÌɯÖÕÌɀȭɯ 

 

In the Aviary development, we used this story as a trigger for our synopsi s 

(See Appendix 3). Most of the elements from this generative story were 

removed or altered as I felt their actual representation on a live stage would be 

grotesque, bordering on the comic and would not serve our particular study of 

terror. Nevertheless, some elements of the story such as the kitchen as a space 

of confinement and the wrapping and hiding of the dead child remained.  

 

Removing the story -Traces 

For the final development piece, we selected 30 minutes of material that we 

felt best represented the pathway towards of the final work. The final visual 

narrative for the Aviary development 91 consisted of six figures: a man, a 

woman, a young girl (doubled) and two painted dolls. The basic synopsis 

involved the young girl returning home after a traumatic event, the loss of a 

                                            
90 Translation and anaÓàÚÐÚɯÖÍɯȿ%ÙÈÜɯ!ÓÈÏÈɀÚɯ,ÈÐËɀɯÐÕɯ&ÙÈÍÍȮɯ6ȭ+ȭȮɯRainer Maria Rilke: Creative 

Anguish of the Modern Poet, London, Oxford University Press, 1956, pp211-213. 
91 See Appendix 5 and 6. 
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child which was never spoken of (but implied through images and re -

enactments using prams, cots and dolls). She is not made welcome by the 

figure we assume is her mother. The male figure only interacts with the young 

girl, seemingly un aware of the other figures in the space. The girl interacts and 

is haunted by all the figures. Through the device of repetition (centred on the 

dinner sequence), we established that the man and young girl were the only 

ȿÙÌÈÓɀɯÍÐÎÜÙÌÚɯÐÕɯÛÏÌɯÚ×ÈÊÌȰɯÛÏÌɯÖÛÏÌr figures were the various elements of the 

àÖÜÕÎɯÎÐÙÓɀÚɯÛÙÈÜÔÈÛÐÚÌËɯ×ÚàÊÏÌȭɯ 

 

Key Development Discoveries  

The Aviary sketches and the subsequent audience/supervisory feedback92 

revealed a number of effective elements that we would carry into the final 

performance. Mainly:  

ü The ruined atmosphere as a site of memory and the gothic effect of 

decaying decadence in the set design. 

ü The significance of the bird and aviary symbol in relation to death and 

imprisonment.  

ü The multiplying figures, seemingly haunting the space. Establishing 

ambiguity as to who is actually living in the space.  

ü The division between upstairs (nightmare/chorus) and downstairs 

(domestic/character) space. The placement of the male figure in the 

threshold (or space between) these two environments. 

ü The moment of terror (the death of the child) as the core of the narrative 

and the significance of the kitchen as the site of the trauma.93  

This final discovery was a key shift in the research and is the focus of the 

following chapter.   

                                            
92 See Appendix 8. 
93 Interestingly, it was this focus upon the kitchen that ultim ately led to the final decision to 

locate the work in a past rather than a present time frame (Australia at the turn of last century) 

as this is where water was commonly warmed for bathing.  
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CHAPTER 3  
 

Returning to the Moment:  

Attempting to look at the Formless 94 

 

 

                                                                                                                         Figure 3.1. 

 

As I indicated in Chapter 1 of this paper, the second phase of the research 

ÉÌÎÈÕɯÉàɯÙÌÛÜÙÕÐÕÎɯÛÖɯȿÛÏÌɯÔÖÔÌÕÛɀɯÖÍɯÛÌÙÙÖÙɯÈÕËɯÈÛÛÌÔ×ÛÐÕÎɯÛÖɯÓÖÖÒɯËÐÙÌÊÛÓàɯÈÛɯ

it. As stated earlier, an untimely and horrific death of a child was clearly the 

basis of the image making, haunting all the figures in the performance but it 

was something we continued to skirt around the edges of. The decision was 

ÔÈËÌɯÛÖɯÙÌÛÜÙÕɯÛÖɯÛÏÌɯÚÌÌËɯÖÍɯÈÓÓɯÛÏÌɯÐÔÈÎÌÚɯÈÕËɯȿ×ÐÛÊÏɯÐÛɯÏÐÎÏɀȭɯ3ÏÌɯÙÌÚÌÈÙÊÏɯ

revealed that even the most abstract of images, if remaining true to the 

dynamic and emotional impact o f a real moment, will retain the traces of this 

origin which can and will be read (albeit reflexively) by an audience.  

 

                                            
94 I would recommend viewing the rehearsal footage of Jason Lehane and Clare Reynolds on 

the Aviary Development DVD (Appendix 1) as it complements the concerns of this chapter.  
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3ÏÌɯÍÐÕÈÓɯȿ"ÈÐÕɯÈÕËɯ ÉÌÓɀɯÚÌØÜÌÕÊÌɯÖÍɯ"ÈÚÛÌÓÓÜÊÊÐɀÚɯGenesi- from the Museum of 

Sleep can be seen to be functioning in this way. In Act 3 of the piece, two 

misshapen men repeated a simple sequence of choreography in an abstract 

landscape. Over and over again, the two figures smoothly and naturally 

performed a cycle of wrestling gestures while the visual surroundings and 

sound-scape disintegrated behind them. Simultaneously, two dogs 

ȿ×ÌÙÍÖÙÔÌËɀɯÈÕɯÈÕÈÓÖÎÖÜÚɯÈÊÛÐÖÕȭɯ3ÏÌàɯÜÕÊÌÙÌÔÖÕÐÖÜÚÓàɯËÌÝÖÜÙÌËɯÛÏÌɯÓÜÔ×Úɯ

of meat which had been strewn about the stage, relentlessly moving from one 

carcass to another for over twenty minutes. I found the silent  calm of these 

two symbiotic actions and the profundity of their consequence almost too 

much to bear. I was disorientated by my response. I found it totally 

inexplicable. I left the theatre and I almost vomited.  

 

(ɀËɯÕÌÝÌÙɯÞÐÛÕÌÚÚÌËɯÈɯÔÖÙÌɯÊÈÕËÐËɯÈÊÊÖÜÕÛɯof violence. The grief  I felt for 

humankind at that moment, the relentless slaughter present in generation after 

generation after generation; perhaps because it is what we have always done 

and will continue to do since that first 95symbolic murder made me ph ysically 

ill. N.B. this was a heartbreaking sickness (borne from the distillation of form 

provoking the sublime) quite distinct from the type of atrocious, biliousness 

(borne of disgust) encouraged by the latest genre of horror film. 96  

                                            
95 I stress the significance of this story in the Western/Christian construction of symbolic 

imagery. At the same time I must articulate that I a m not under any illusion that this specific 

ÚÛÖÙàɯÐÚɯÈÕàÞÏÌÙÌɯÕÌÈÙɯÛÏÌɯȿÍÐÙÚÛɀɯÔàÛÏÐÊɯ×ÈÙÈÉÓÌɯÙÌÎÈÙËÐÕÎɯÛÏÌɯÊàÊÓÌɯÖÍɯÝÐÖÓÌÕÊÌȭɯ 
96 See Saw, Hostel 1 and 2 and Wolf Creek. -ÖÛÌɯÛÏÌɯ×ÙÌÝÈÓÌÕÊÌɯÖÍɯȿÛÏÌɯÙÜÐÕɀɯÐÕɯÛÏÌɯÔÐÚÌ-en-

scene. I do not wish to go into detail about this new horror genre within the body of the paper 

as it leads the argument of this thesis slightly off track, however, it is worth mentioning and 

ËÐÚÊÜÚÚÐÕÎɯÛÏÌɯȿÔÖÙÈÓÐÛàɯÛÈÓÌɀɯÐÕÏÌÙÌÕÛɯÞÐÛÏÐÕɯÛÏÐÚɯÕÌÞɯÉÙÌÌËɯÖÍɯȿÛÖÙÛÜÙÌɯÍÓÐÊÒÚɀȭɯ'ÖÙÙÖÙɯÍÐÓÔÚɯ

are always extremely revealing because underneath all the fright and blood and guts they 

speak candidly of the inherent fear of any given culture at any given time. In addition, since 

ÛÏÌɯƕƝƙƔɀÚɯÛÏÌàɯÏÈÝÌɯÉÌÌÕɯÚ×ÌÊÐÍÐÊÈÓÓàɯÔÈÙÒÌÛÌËɯÛÖɯÛÏÌɯÛÌÌÕÈÎÌÙɯÈÕËɯÏÖÓËɯÞÐÛÏin them very 

specific warnings regarding the limits of sexual desire and potential transgression. One only 

has to look at Texas Chainsaw Massacre ÐÕɯÙÌÓÈÛÐÖÕɯÛÖɯÓÈÛÌɯƛƔɀÚɯ×ÖÚÛ-5ÐÌÛÕÈÔɯ ÔÌÙÐÊÈȮɯÖÙɯÛÏÌɯƜƔɀÚɯ

obsession with the nightmares of hegemonic suburbia ÛÖɯÜÕËÌÙÚÛÈÕËɯÛÏÈÛɯÛÏÌɯÈ××ÓÌɯËÖÌÚÕɀÛɯ

ÍÈÓÓɯÍÈÙɯÍÙÖÔɯÛÏÌɯÛÙÌÌȭɯ2ÖɯÞÏÈÛɯÐÚɯÛÏÐÚɯȿ×ÖÙÕÖÎÙÈ×ÏàɯÖÍɯËÌÈÛÏɀɯÞÌɯËÌÈÓÐÕÎɯÞÐÛÏɯÐÕɯƖƔƔƛȳɯ(ÛɀÚɯÈɯ

ÓÈáàɯÊÖÕÝÌÕÐÌÕÊÌɯÛÖɯÚÈàɯÐÛɀÚɯÈÓÓɯÛÖÖɯÚÈËÐÚÛÐÊɯÛÖɯÊÖÕÛÌÔ×ÓÈÛÌɯÈÕËɯÛÏÌÙÌÍÖÙÌɯÚÛÖ×ɯÓÖÖÒÐÕÎȭɯ3ÏÌàɯ

are, after all, reflections. The base narrative is as follows; a group of young people are pushing 
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This image seemed to contain a perception of the first symbolic act of violence 

to the last in the one protracted visual frame. It was as the artist had implied 97;  

3ÏÌɯÈ×ÖÊÈÓà×ÚÌɯÞÈÚɯÝÐÚÐÉÓÌɯÖÕÓàɯÞÐÛÏÐÕɯÈÕɯÌßÈÔÐÕÈÛÐÖÕɯÖÍɯȿÛÏÌɯÚÌÌËɀɯÊÖÕÛÈÐÕÌËɯ

within the genesis myth. This reaËÐÕÎɯÖÍɯÛÏÌɯȿÍÐÙÚÛɯÔÜÙËÌÙɀɯÞÈÚɯÕÖÛɯÔÈËÌɯ

visible in any obvious way; there was no gripping, building narrative, no 

Stanislavskian signification with character, no grotesque explication of torture 

or violence, no intellectual justification, it was just the w ay it was (like the 

dogs eating meat) and as such was acutely felt. We only see terror through a 

ÙÌÍÓÌÊÛÐÖÕȮɯÈɯÚÐÎÕȭɯ3ÖɯÙÌÛÜÙÕɯÛÖɯ/ÓÈÛÖɀÚɯÈÓÓÌÎÖÙàȮɯÓÐÍÛÐÕÎɯÛÏÌɯÝÌÐÓȮɯÓÖÖÒÐÕÎɯËÐÙÌÊÛÓàɯ

at our apocalypse is not possible; we rely upon our puppeteers to highlig ht 

such obliteration through the shadows they cast upon the cave wall.  

 

                                                                                                                              

the limits of their personal and sexual expression and in doing so unwittingly (in both Wolf 

Creek and Hostel they are drugged) find themselves entangled in a confrontation with the 

monsÛÙÖÜÚɯȿÖÛÏÌÙɀȭɯ3ÏÐÚɯȿÖÛÏÌÙɀɯÛÏÌÕɯÒÐÓÓÚȮɯÈÕËɤÖÙɯÛÖÙÛÜÙÌÚɯÛÏÌɯÛÙÈÕÚÎÙÌÚÚÖÙɯÜÚÜÈÓÓàɯÐÕɯÛÏÌɯÖÙËÌÙɯ

ÖÍɯÛÏÌÐÙɯÛÙÈÕÚÎÙÌÚÚÐÖÕɯȹÐȭÌȭɯÉÈËɯÒÐËÚɯÈÓÞÈàÚɯËÐÌɯÍÐÙÚÛȺȭɯ6ÏÐÓÌɯÛÏÐÚɯÕÌÞɯÉÙÌÌËɯÖÍɯȿÛÖÙÛÜÙÌɯÍÓÐÊÒɀɯÚÐÛÚɯ

comfortably within this description, the two films mentioned  have two additional qualities 

which distinguish them from their predecessors. Both are obsessed with actual as well as 

metaphoric thresholds. The young people involved are not just pushing symbolic boundaries; 

they are literally travelling across borders.   3ÏÌÚÌɯȿÍÌÈÙɀɯÕÈÙÙÈÛÐÝÌÚɯÈÙÌɯÊÖÕÊÌÙÕÌËɯÞÐÛÏɯÊÜÓÛÜÙÌɯ

clash arising from globalisation and the ultimate vulnerability of protagonists that dare to 

ÛÙÈÕÚÎÙÌÚÚɯÊÜÓÛÜÙÈÓɯÉÖÜÕËÈÙÐÌÚɯÐÕɯÚÌÈÙÊÏɯÖÍɯÈɯÔÖÙÌɯȿÌßÛÙÌÔÌɯÌß×ÌÙÐÌÕÊÌɀȭɯ3ÏÌɯÚÌÊÖÕËɯÍÌÈÛÜÙÌɯÐÚɯ

the overwhelmin g senselessness of the torture. In all horror films, the monster, as the shadow 

ÖÍɯÈɯÎÐÝÌÕɯÚÖÊÐÌÛàɀÚɯÍÌÈÙɯÏÖÓËÚɯÛÏÌɯÒÌàɯÛÖɯÜÕËÌÙÚÛÈÕËÐÕÎɯÛÏÌɯÔÖÙÈÓÐÛàɯÛÈÓÌȭɯȿ+ÌÈÛÏÌÙɯÍÈÊÌɀɯÞÈÚɯ

ÛÏÌɯÔÈÚÒÌËɯÉÜÛÊÏÌÙȮɯÈɯÚàÔÉÖÓɯÖÍɯÈÕɯÜÛÛÌÙȮɯÊÏÈÐÕÚÈÞɯÞÐÌÓËÐÕÎɯÙÈÎÌɯÈÎÈÐÕÚÛɯÛÏÌɯȿÍÙÌe, nature-

ÓÖÝÐÕÎɯ ÏÐ××ÐÌÚɀɯ ÛÏÈÛɯ ×ÌÙÚÖÕÐÍÐÌËɯ ÛÏÌɯ ÈÕÛÐ-ÞÈÙɯ ÔÖÝÌÔÌÕÛȭɯ ȿ%ÙÌËËàɯ *ÙÜÎÌÙɀɯ ÐÚɯ ÛÏÌɯ ÓÐÝÐÕÎɯ

nightmare lurking in the basements of suburban perfection, burnt to death in a symbolic tale 

ÙÌ×ÙÌÚÌÕÛÈÛÐÝÌɯÖÍɯƜƔɀÚɯȿ×ÖÓÐÛÐÊÈÓɯÊÖÙÙÌÊÛÕÌÚÚɀɯÈÕËɯÎÙÌÌËȭɯ ÓÓɯÖÍɯÛÏese monsters had a reason for 

ÛÏÌÐÙɯÔÖÕÚÛÙÖÚÐÛàȭɯ2ÖÔÌÛÏÐÕÎɯÖÙɯÚÖÔÌÖÕÌɯÔÈËÌɯÛÏÌÔɯÛÏÈÛɯÞÈàȭɯ3ÏÌÚÌɯÕÌÞɯÔÖÕÚÛÌÙÚɯËÖÕɀÛɯ

have that luxury. They just are. What distinguishes them from their victims is purely that they 

ÈÙÌɯȿÖÛÏÌÙɀȭɯ3ÏÌàɯÏÈÝÌɯÕÖɯÔÖÛÐÝÌȮɯÕÖɯÚÛÖÙàȮɯÈnd no mercy. They do, however, have a context, to 

ÜÛÛÌÙÓàɯÖÉÓÐÛÌÙÈÛÌɯÛÏÌɯÏÜÔÈÕÐÛàɯÖÍɯȿÛÏÌɯÖÛÏÌÙɀɯÛÏÙÖÜÎÏɯÛÏÌÐÙɯÙÌÓÌÕÛÓÌÚÚȮɯÚÈËÐÚÛÐÊɯÛÖÙÛÜÙÌȭɯ3ÏÌÚÌɯ

ÔÖÕÚÛÌÙÚɯÚÌÌÔɯÛÖɯÉÌɯÚÛÙÈÕÎÌÓàɯÈÓÐÎÕÌËɯÞÐÛÏɯÛÏÌÐÙɯÝÐÊÛÐÔÚɯÐÕɯÛÏÌÐÙɯȿÖÛÏÌÙÕÌÚÚɀȮɯÚÌÌÒÐÕÎɯÈɯÔÖÙÌɯ

transgressive experience than the last. I make no further judgement regarding the function or 

merits of these films. As I indicated earlier, these tales of horror are reflections, they are closer 

to the Real than we would like to admit, and as such, when we look beyond t he stylised 

surface they provide (as they have always done) uncomfortable insights into our current 

ÊÜÓÛÜÙÈÓɯȿÛÌÙÙÖÙÚɀȭ 
97 Castellucci. R., Genesi- From the Museum of Sleep, 2002 Melbourne Festival, Program Notes. 
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Such an example inspired our return to the genesis of the Aviary narrative  in 

an attempt to see what reflections could be yielded from an intensive focus 

upon it. The writing reproduc ed in Chapter 1 was the starting point of this 

practical research and from this the actors were asked to formulate their own 

interpretation of this moment. We then began a series of intensive 

improvisations based on the moment of discovery i.e. the moment the female 

character wakes to discover her child dead as the male character crosses the 

threshold doomed to an identical, terrifying discovery.  

 

These improvisations were then repeatedly video recorded to institute 

patterns of text usage, movement and gesture. From this process we 

established that for the female character (Charlotte), traumatic shock was 

producing a disassociation effect where memories of a perceived past and 

projections of a desired future were far more palatable than the terror of the 

present moment. Two additional female characters were introduced to the 

process to study the character of Charlotte and formulate the embodiment of 

her past (resulting in the young innocent, Lotte) and future (personified by the 

drowned corpse, Charlie) refl ections. The concept was based on the idea of a 

elliptical narrative that continually returned to different points of this key 

sequence (based upon birth, the female body, isolation, violence, water and 

drowning), incrementally edging closer to a revelatio n of the Real, central 

moment.   

 

The male character (Tom) seemed to be continually violating this 

disassociation by crossing the threshold and attempting to drag her back to 

into a present reality. In the final outcome, this cathartic dynamic remained in 

trace form, with the male character envisioned as the embodiment of the 

repeated trauma; trapped in the moment of crossing the boundary of the 

home, where a bird cage was dropped, haunted by the released past memories 

which were signified by the three Char lottes. The fluidity of their mutual 
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ÊÏÖÙÐÊɯÙÌÍÓÌÊÛÐÖÕÚȮɯÌÔÉÖËÐÌËɯÉàɯÛÏÌɯȿÈ×ÖÊÈÓà×ÚÌɯÉÐÙËɯÞÖÔÌÕɀɯÈÕËɯÛÏÌɯȿÎÙÌàɯ

ÔÌÕɀɯÞÌÙÌɯËÐÚÊÖÝÌÙÌËɯÓÈÛÌÙɯÐÕɯÛÏÌɯ×ÙÖÊÌÚÚɯÈÕËɯÞÐÓÓɯÉÌɯËÐÚÊÜÚÚÌËɯÐÕɯ"ÏÈ×ÛÌÙɯƘȭɯ 

 

The repetition of the key moment through improvisation revealed a  recurring 

rhythm and emotional dynamic which was analysed in the context of 

unspeakable terror. The four key states discovered are outlined as follows: 

ü Shock: The initial terror of waking to find that the baby has drowned 

made increasingly manifest by the homecoming of the male character.  

ü Denial:   The female character wraps the dead child in a cloth and hides 

it in the meat safe as the male character approaches. In a state of terror, 

the threat is becoming reality, but the character attempts to deny this by 

treating the body of her child as if it were a lump of meat and 

frantically cleaning. In response to increasingly urgent questioning the 

female character moves into a state of escalating denial, with both 

characters maintaining physical and emotional contact with the other. 

The male character, unaware of the gravity of the situation, attempts to 

move towards an affectionate understanding of her distressed state 

while the female character simultaneously tries to avoid his 

questioning, becoming increasingly aggressive. 

ü Revelation and Anger:  The male character discovers the dead child in 

the meat safe and explodes with violent rage. His repressed shadow of 

violence (personified in the chorus by the grey men) becomes visible 

and he releases this rage upon the female character. The female 

character remains in a state of denial, cleaning and hiding. This volatile 

movement gradually descends into a final attempt at reconciliation and 

understanding before disintegrating into solitary, repetitive actions.  

ü Grief:  Both characters are left isolated from each other, ultimately 

silenced by their desolation.   
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Ironically, even though this intensely dramatic explication of terror was used 

to build the entire emotional pulse of Aviary, the decision was made to remove 

this ÍÐÕÈÓɯȿÐÓÓÜÔÐÕÈÛÐÖÕɀɯÐÕɯÛÏÌɯÍÖÙÔɯÖÍɯÈɯÏÌÐÎÏÛÌÕÌËɯÕÈÛÜÙÈÓÐÚÛÐÊɯÌß×ÓÖÚÐÖÕɯÍÙÖÔɯ

the last section of the work.98 This decision was instinctively based in the 

desire to remain true to the original drive of the research, to endeavour to 

represent the seemingly unrepresentable. We felt that showing the moment of 

terror would have lifted the veil, providing the audience with linear closure 

and in doing so would have worked against the core, liminal drive of the 

study.  

 

In addition to discovering these key emotional  states with their associated 

gestures and physical manifestations, this intimate and intense focus upon the 

central moment exposed additional narrative elements that became essential 

to the intricate mise-en-scene of the performance. These can be broken down 

as follows: 

ü The petrified figures imprisoned within an isolated, disintegrating 

homestead at the turn of last century which generated a distinctive 

ȿ ÜÚÛÙÈÓÐÈÕɀɯÎÖÛÏÐÊɯÐÕÍÓÜÌÕÊÌɯÐÕɯÛÏÌɯÊÖÚÛÜÔÌȮɯÚÌÛɯÈÕËɯ×ÙÖ×ÌÙÛÐÌÚȮɯÓÐÎÏÛɯ

and sound design. 

ü The research into cultural anxieties prevalent during this time period 

revealed the advent of nationhood and the traumatic involvement of 

the Australian military in the conflict of other nations (The Boer War) 

which was predominantly relevant to the character constructi on of Tom 

and particularly his choric shadows, the grey men (NB: the sound of 

dying horses, the polishing of the saddle, the wearing of the uniform 

and so on as symbolic reflections of this). 

ü The research also exposed an unusually high prevalence of infanticide 

and abortion in the female population due to harsh economic and social 

                                            
98 See the original draft in Appendix 10  
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realities99, influencing the character construction of Charlotte and her 

choric reflections through the apocalypse bird women.    

 

While these elements and their associated coding in the work could be 

potentially analysed in detail, specifically the dualistic opposition of the 

ȿÝÐÖÓÌÕÛɯÔÈÕɀɯÈÕËɯÛÏÌɯȿÏàÚÛÌÙÐÊÈÓɯÞÖÔÈÕɀɯÈÕËɯÐÛÚɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯËÖÔÌÚÛÐÊɯ

terror, I have chosen not to focus on this as part of my dissertation even 

though it  is enlightening when approaching a reading of the final work. 

Rather, I return again to the key concerns of the liminal and the sublime and 

their relationship to ontological terror.  

  

The four key emotional states Shock, Denial, Revelation/Rage and Grief 

revealed by this stage of the practical research corresponded to the four veils 

ÌÚÚÌÕÛÐÈÓɯÛÖɯÕÐÎÏÛÔÈÙÐÚÏɯÐÔÈÎÌÙàɯÈÕËɯ!ÜÙÒÌɀÚɯÊÖÕÊÌ×ÛÐÖÕɯÖÍɯÚÜÉÓÐÔÌɯÛÌÙÙÖÙȯɯ

Darkness, Nothingness, Obscurity and Emptiness. The fourfold narrative and 

symbolic structure of  Aviary was built around the curvilinear relationship 

between these subjective emotional realities and their confinement within the 

form of visual performance.  

 

 

                                                                              Figure  3.2 

                                            
99 Summers, A., #ÈÔÕÌËɯ6ÏÖÙÌÚɯÈÕËɯ&ÖËɀÚɯ/ÖÓÐÊÌ- The Colonisation of Women in Australia, Sydney, 

Penguin Books, 1975. 
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CHA PTER 4 
 

THE PRISON OF GRIEF:  

THE FINAL PRODUCTION 100 
 

(Ô×ÙÐÚÖÕÌËɯÐÕɯÛÏÌɯÙÜÐÕÌËɯÝÌÚÚÌÓɯÖÍɯÛÐÔÌȱ 

6ÏÈÛɯÞÌɯÍÌÈÙɯÐÚɯÑÜÚÛɯÉÌàÖÕËɯÖÜÙɯÎÙÈÚ×ȱ 
Aviary 2006 

 

The final chapter of this thesis is concerned with how the shattered refractions 

of ontological terror, reveal ed through an intensive focus on the scene of grief, 

were made manifest in Aviary.  

 

I will approach this complexity in two ways; the first section references the 

research of Kimberly Segall and Laura DiPrete, whose critical analysis is 

primarily concerned  with readings of trauma in contemporary literature, and 

uses their research to further elucidate the aesthetic experience of the 

ÛÙÈÜÔÈÛÐÊɯ ÚÜÉÓÐÔÌȭɯ (ÕÏÌÙÌÕÛɯ ÞÐÛÏÐÕɯ ÛÏÌÚÌɯ ÙÌÈËÐÕÎÚɯ ÐÚɯ Èɯ ÙÌÛÜÙÕɯ ÛÖɯ %ÙÌÜËɀÚɯ

ÊÖÕÊÌ×ÛÐÖÕɯÖÍɯÛÏÌɯÜÕÊÈÕÕàȮɯȿÙÌ×ÌÛÐÛÐÖÕɯÊÖÔ×ÜÓÚÐÖÕɀɯÈÕd the death drive as well 

as the Lacanian notion of the Real. From the basis of this research, primarily 

concerned with artistic examples that approach representations of terror and 

grief through the veil of language, I will provide a complementary reading  of 

Aviary through an examination of its visual veils; repetitive and liminal 

sequencing, the overall mise-en-scene, non-linguistic coding (through gesture 

and symbolic objects), and the blending of intersubjective domestic-choric 

bodies. 

 

                                            
100 I would advise the reader to refer to Appendix 1 (DVD) for Aviary footage, Appendix 11 

(Aviary Synopsis), Appendix 12 (Key Symbols) and Appen dix 13 (Final Performance 

Notation) before commencing this chapter.  
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The final section will shed further light on the four sequences of  Aviary by 

recovering seemingly benign objects from the depths of the sink. The sink in 

Aviary is the watery origin of the terror, symbolic of the void and the 

unconscious. Through the symbolic transfigurat ion of the objects, we may be 

able to glimpse their reflections of terror throughout the space and examine 

ÛÏÌÐÙɯÙÌÓÈÛÐÖÕÚÏÐ×ɯÛÖɯÛÏÌɯÍÖÜÙɯÒÌàɯȿÝÌÐÓÚɀɯÈÕËɯÍÖÜÙɯÒÌàɯÌÔÖÛÐÖÕÈÓɯÚÛÈÛÌÚɯÈÚɯ

identified in the last chapter.  

 

The Threshold Disintegrates  
 

ȿThe moment of terror, like the instant of pain, is a moment of zero time 

and infinite duration. Although terror can only occur in history, it is felt 

as a naked singularity, existing outside all possible representation. In the 

actual time that terror and pain occur, history cancels itself, places itself 

ÜÕËÌÙɯÌÙÈÚÜÙÌɯÈÕËɯËÐÚÈ××ÌÈÙÚɀȭ 
Anthony Kubiak 101 

 

*ÜÉÐÈÒɀÚɯ×ÙÖÍÖÜÕËɯÖÉÚÌÙÝÈÛÐÖÕɯÜ×ÖÕɯÈɯÛÌÔ×ÖÙÈÓÐÛàɯÖÍɯÛÌÙÙÖÙɯÚÌÌÔÚɯÛÖɯÊÈ×ÛÜÙÌɯ

the lived experience of a traumatic event; the implosion of time and space, the 

known world  collapsing in on itself, the conception of self splitting and 

disintegrating as its boundaries are breached. Grief is uncanny. The shock 

involved with sudden loss rips holes in veils, revealing the gaps between 

secure dichotomies; Past and Future, Self and Other, Body and Mind, Presence 

ÈÕËɯ ÉÚÌÕÊÌȮɯ*ÕÖÞÕɯÈÕËɯ4ÕÒÕÖÞÕȭɯɯ3ÏÌɯÔÖÔÌÕÛɯÖÍɯȿȱáÌÙÖɯÛÐÔÌɯÈÕËɯÐÕÍÐÕÐÛÌɯ

ËÜÙÈÛÐÖÕɀȮɯÛÖɯÞÏÐÊÏɯÝÐÊÛÐÔÚɯÖÍɯÛÙÈÜÔÈɯÊÖÔ×ÜÓÚÐÝÌÓàɯÙÌÛÜÙÕȮɯÐÚɯÈɯÊÈÛÈÊÓàÚÔÐÊɯ

collision revealing a zone of erasure, of nothingness.  

 

(Õɯ 2ÌÎÈÓÓɀÚɯ ÐËÌÕÛÐÍÐÊÈÛÐÖÕɯ ÖÍɯ ÛÏÌɯ ȿÛÙÈÜÔÈÛÐÊɯ ÚÜÉÓÐÔÌɀɯ ÞÐÛÏÐÕɯ )ȭ,ȭɯ "ÖÌÛáÌÌɀÚɯ

Disgrace she articulates the close relationship between trauma, the sublime 

Ìß×ÌÙÐÌÕÊÌȮɯÛÏÌɯ%ÙÌÜËÐÈÕɯÜÕÊÈÕÕàɯÈÕËɯÛÏÌɯȿÙÌÛÜÙÕɯÖÍɯÛÏÌɯÙÌ×ÙÌÚÚÌËɀȭɯ6ÏÈÛɯÚÏÌɯ

identifies in this Post -Apartheid, South Afri can novel is a reconfiguration of 

                                            
101 Kubiak, op.cit, p88. 
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trauma and terror into multiplied, ghostly figures and objects with figurative 

ÈÚÚÖÊÐÈÛÐÖÕȭɯ2ÏÌɯËÌÚÊÙÐÉÌÚɯÏÖÞɯÛÏÌɯÛÙÈÜÔÈÛÐÊɯÚÜÉÓÐÔÌɯÐÚɯÜÚÌËɯÈÚɯȿȱÈɯÚÛÙÈÛÌÎàɯ

ÖÍɯ ÚàÔÉÖÓÐÊɯ ÙÌÊÖÓÓÌÊÛÐÖÕȱÞÐÛÏɯ ÛÏÌɯ ÍÌÔÈÓÌɯ ÎÏÖÚÛɯ ÈÚɯ Èɯ ÚàÔÉÖÓɯ ÖÍɯ

remeÔÉÙÈÕÊÌɀȭ102 These liminal figures signify a resistance to full erasure and 

are a distinctive departure from the vengeful haunting of the gothic narrative, 

or the infinitely returning phantoms which seek retribution in Japanese and 

Chinese ghost tales.103 In  "ÖÌÛáÌÌɀÚɯÕÖÝÌÓȮɯÛÏÌɯÔÈÓÌɯ×ÙÖÛÈÎÖÕÐÚÛɯÐÚɯÚÜÚ×ÌÕËÌËɯ

in a pattern of self-destruction, a cycle of relentless return to violent and 

traumatic memories, which take the form of multiple ghostly bodies (who 

desperately gesticulate in an attempt to be heard but are trapped in silence) 

and uncanny objects and images (broken dolls, abandoned dogs and bleeding 

beds). The source of the tragedy is obscured by such symbolic transformation 

ÈÕËɯÛÏÌɯÎÈáÌɯÐÚɯÚÏÐÍÛÌËɯÍÙÖÔɯÚÌÓÍɯÛÖɯȿÖÛÏÌÙɀȭɯ3ÏÐÚɯÛÙÈÕÚÍÌÙÌÕÊÌɯÐÚɯÐÕÛÌÙÌÚÛÐÕÎɯÈÚɯ

ÛÏÌɯ×ÏÈÕÛÖÔɯȿÖÛÏÌÙɀɯÍÜÕÊÛÐÖÕÚɯÖÕɯÈɯËÜÈÓɯÚàÔÉÖÓÐÊɯÓÌÝÌÓȮɯÈÚɯÉÖÛÏɯÈɯÎÏÖÚÛÓàɯ

ÙÌ×ÙÌÚÌÕÛÈÛÐÝÌɯÖÍɯÛÏÌɯ×ÙÖÛÈÎÖÕÐÚÛɀÚɯÐÕÕÌÙɯÛÙÈÜÔÈɯÈÕËɯÈÚɯÈɯËÐÍÍÐÊÜÓÛɯÙÌÔÐÕËÌÙɯÖÍɯ

the obscurity inherent in attempting to comprehend the traumatic experience 

of another.  This transference and symbolic transformation of the 

unassimilable Real is the source of sublime terror within the narrative.  

                                            
102 Segall, op.cit, p41. 
103 2ÌÌɯ'ÜÕÛÐÕÎÛÖÕȮɯ1ȭȮɯȿ&ÏÖÚÛÚɯ2ÌÌÒÐÕÎɯ2ÜÉÚÛÐÛÜÛÌÚȯɯ%ÌÔÈÓÌɯ2ÜÐÊÐËÌɯÈÕËɯ1Ì×ÌÛÐÛÐÖÕɀɯÐÕɯLate 

Imperial China Vol 26, No 1, John s Hopkins University Press, 2005, pp1-40. 



 

 69 

 

Figure 4.1 

 ȿ3ÏÌɯÊÖÕÊÌ×ÛɯÖÍɯÛÏÌɯ×ÏÈÕÛÖÔȮɯÐÕɯÐÛÚɯÓÈÛÌÕÊàȮɯÐÚɯÓÐÒÌɯÛÏÙÖÞÐÕÎɯÛÏÌɯÝÖÐÊÌȱÈɯ

×ÏÈÕÛÖÔɀÚɯÊÖÔ×ÜÓÚÐÝÌɯÙÌÛÜÙÕɯÞÖÙÒÚɯÓÐÒÌɯÈɯÝÌÕÛÙÐÓÖØÜÐÚÛȮ like a stranger 

ÞÐÛÏÐÕɯÛÏÌɯÚÜÉÑÌÊÛɀÚɯÖÞÕɯÔÌÕÛÈÓɯÛÖ×ÖÎÙÈ×Ïàɀȭ 
Nicolas Abraham 104 

 

(ÕɯÏÌÙɯÙÌÝÌÈÓÐÕÎɯÈÕÈÓàÚÐÚɯÖÍɯ#ÖÕɯ#Ì+ÐÓÓÖɀÚȮɯThe Body Artist, Laura DiPrete 

describes how the female protagonist compulsively returns to the harrowing 

ÚÊÌÕÈÙÐÖɯÖÍɯÏÌÙɯÏÜÚÉÈÕËɀÚɯsuicide through her interactions with a phantasmic 

figure she discovers in the attic. Through these eccentric communications with 

ÛÏÌɯÏÈÓÓÜÊÐÕÈÛÐÖÕɯÚÏÌɯÐÚɯÌÍÍÌÊÛÐÝÌÓàɯȿÞÖÙÒÐÕÎɯÖÜÛɀɯÏÌÙɯÖÞÕɯÛÙÈÜÔÈɯÈÚɯÞÌÓÓɯÈÚɯ

ÊÖÕÍÙÖÕÛÐÕÎɯÛÏÌɯÜÕÊÈÕÕàɯÝÖÐÊÌɯÖÍɯȿÛÏÌɯÖÛÏÌÙɀɯÉÜÙÐed within the self.  I will 

ØÜÖÛÌɯ#Ð/ÙÌÛÌɀÚɯÈÕÈÓàÚÐÚɯÖÍɯÛÏÐÚɯËÌÝÐÊÌɯÈÛɯÓÌÕÎÛÏɯÈÚɯÐÛɯÔÈàɯÈÚÚÐÚÛɯÐÕɯÐÓÓÜÔÐÕÈÛÐÕÎɯ

the intention behind the relationship of Tom and the ghostly phantoms of 

Charlotte in Aviaryȭɯȿ.ÕɯÛÏÌɯÖÕÌɯÏÈÕËɯÛÏÌɯÝÖÐÊÌɯÖÍɯÛÏÌɯÚÓÈÐÕɯÉÌÓÖÝÌËɯÚÛÈnds for 

ȿÛÏÌɯÖÛÏÌÙɀɯÞÐÛÏÐÕɯÛÏÌɯÚÌÓÍȮɯÛÏÌɯÐÕÕÌÙɯȿÍÖÙÌÐÎÕɯÉÖËàɀɯÖÙɯ×ÏÈÕÛÖÔɯÛÏÈÛɯÒÕÖÞÚɯÛÏÌɯ

traumatic content of an event inaccessible to the host mind; on the other hand 

                                            
104  ÉÙÈÏÈÔɯÈÚɯØÜÖÛÌËɯÐÕɯ#Ð/ÙÌÛÌȮɯ+ȭȮɯȿ#ÖÕɯ#Ì+ÐÓÓÖɀÚɯȿ3ÏÌɯ!ÖËàɯ ÙÛÐÚÛɀȯɯ/ÌÙÍÖÙÔÐÕÎɯÛÏÌɯ!ÖËàȮɯ

Narrating Trauma in Contemporary Literature, Vol 46, No 3, University of Wisconsin, 2005, 

p485. 
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(according to Cathy Caruth) the phantom voice stands for the intersubjective 

dynamic by w hich the subject, listening to the communication, bears witness 

ÛÖɯÛÏÌɯÛÙÈÜÔÈɯÖÍɯÈÕÖÛÏÌÙɀȭ105 

 

In the latter part of the novel, the protagonist returns again to the Real 

moment, transforming the haunting into bodily representation through her art 

form. The final return is cathartic, releasing her from the destructive drive 

towards death, exorcising the phantom of grief through the social and 

aesthetic realm of performance. In her analysis of his narrative, DiPrete 

highlights how DeLillo uses the shattering of  memories, distortion of time and 

Ú×ÈÊÌȮɯÛÏÌɯ×ÏÈÕÛÈÚÔÐÊɯȿÖÛÏÌÙɀȮɯÛÏÌɯÚàÔÉÖÓɯÖÍɯÛÏÌɯÍÖÙÌÐÎÕɯÉÖËàȮɯÈÕËɯÛÏÌɯÕÖÛÐÖÕɯ

ÖÍɯȿÊÖÓÓÌÊÛÐÝÌɯÉÌÈÙÐÕÎɯÞÐÛÕÌÚÚɀɯÛÖɯÈÙÛÐÊÜÓÈÛÌɯÈɯȿȱÓÈÕÎÜÈÎÌɯÖÍɯÉÌÙÌÈÝÌÔÌÕÛɀȭ106ɀɯ

DeLillo deconstructs language and privileges strange ambiguities t ÖɯȿȱÍÖÙÊÌɯ

ÛÙÈÜÔÈɯÐÕÛÖɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕȱÛÖɯÛÌÓÓɯÈɯÚÛÖÙàɯÐÕɯÞÏÐÊÏɯÛÏÌɯÒÕÖÞÕɯÐÚɯËÌÌ×Óàɯ

ÐÔÉÙÐÊÈÛÌËɯ ÐÕɯ ÛÏÌɯ ÜÕÒÕÖÞÕɀȭ107 The visual landscape of Aviary was also 

ÊÖÕÊÌÙÕÌËɯ ÞÐÛÏɯ ÞÙÌÕÊÏÐÕÎɯ ÛÏÌɯ ȿÜÕÚÌÌÈÉÓÌɀɯ ÐÕÛÖɯ ÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɯ ÛÏÙÖÜÎÏɯ

disintegration, liminality and ambig uity in the formal treatment of the subject -

ÛÙÈÜÔÈɯÈÕËɯÛÏÐÚɯÞÈÚɯÈÊÏÐÌÝÌËɯȹÈÚɯÐÛɯÞÈÚɯÍÖÙɯÛÏÌɯ×ÙÖÛÈÎÖÕÐÚÛɯÖÍɯ#Ì+ÐÓÓÖɀÚɯÕÖÝÌÓȺɯ

through the manipulation of witnessed bodies and objects in real time and 

space. 

 

 

 

 

 

 

 

                                            
105 Ibid, p487. 
106 Ibid p483. 
107 Ibid, p484. 
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Time in the Aviary  

ȿ2ÖÔÌÛÏÐÕÎɯÐÚɯÏÈ××ÌÕÐÕÎȭɯ(ÛɯÏÈÚɯÏÈ××ÌÕÌËȭɯ(ÛɯÞÐÓÓɯÏÈ××ÌÕɀȭ 
   

Don DeLillo, The Body Artist108 

 

 Figure 4.2 

 
The convergence of past and future flattening out into an infinite void of terror 

was the organising principle behind the repetitive and dis integrating image 

sequencing of Aviary. Excluding the prelude, which serves a ritualistic 

function by guiding the audience through a physical journey over a bridge 

and into a heightened reality (introducing the beginning of the tragedy along 

the way as multiple figures search for something in and around the river, a 

figure is seen crawling up the embankment and the women recover a dress 

and locket from the water) we can identify four key (indoor) image sequences; 

A, B, C and D. These function temporally lik e a figure 8 drawn repetitively 

ÖÝÌÙɯÈɯÊÌÕÛÙÈÓɯÝÌÙÛÐÊÈÓɯÓÐÕÌɯÞÏÐÊÏɯÐÚɯÙÌ×ÙÌÚÌÕÛÈÛÐÝÌɯÖÍɯȿÊÙÖÚÚÐÕÎɯÛÏÌɯÛÏÙÌÚÏÖÓËɀɯ

(see Figure 4.2). Starting at the top of the figure, the first curve downwards to 

the left is Sequence A which, after crossing the centre point, moves diagonally 

down through Sequence B. Here we arrive at the mid-point of the 

                                            
108DeLillo, D., The Body Artist, New York, Scribner, 2001, p98.  

Sequence A 

Choric 

Sequence D 

Choric 

 

Sequence B 

Domestic 

 

Sequence C 

Domestic 
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performance, the bottom of the vertical line. These two initial movements 

establish the configuration of memory which guides us through and towards 

the central point of trau ma in the narrative. Crossing the threshold again (Tom 

discovers a carcass of rotting meat), we move through Sequence C (the 

shadow of Sequence B which is domestic in its focus). Voyaging again through 

the centre point of terror, the present, signified in the performance by 

"ÏÈÙÓÖÛÛÌɀÚɯÞÙÈ××ÐÕÎɯÖÍɯÛÏÌɯËÌÈËɯÊÏÐÓËɯÈÕËɯ3ÖÔɀÚɯËÐÚÊÖÝÌÙàɯÖÍɯÛÏÌɯÎÙÌàɯÔÌÕɯ

in the archway (see figure 4.1), we move back up through Sequence D (the 

shadow of A which is primarily Choric), arriving back at our point of origin 

(the re-entrance of the drowned corpse of Charlotte circling back in time and 

re-witnessing her own trauma).  

 

 

This description is not intended to be obtuse; if drawn repetitively, it is the 

most effective way of articulating the collapse of time within a moment of 

terror and the functioning of temporality within the  Aviary narrative.  All the 

witnessed moments blur into one obscured moment, ad infinitum.   

 

Within each phase of the performance, we can identify the instability in the 

flow of time (caused by the figure  8 intersecting the vertical line) which 

returns the protagonist, Tom (and the multiplied spectres of Charlotte), to the 

threshold. The glitch is the crashing of the bird -cage and its threefold symbolic 

mutation at the beginning of each sequence which signifies a relentless return 

to the unassimilable Real. For Tom, this is the moment where his comfortable 

existence shattered into a million pieces. For Charlotte, the homecoming of 

Tom signifies the horror of having to face the reality of her drowned infant.  In 

this moment of crossing, grief takes flight in the aviary and the maker of cages 

is no longer able to contain or control his reality. He continuously departs and 

returns, and through this repetitive action, is forced to confront the 

increasingly visibl e transfigurations of trauma which inhabit the space. The 
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threshold that Tom physically inhabits, the space between upstairs and 

downstairs, the unhomely and the homely, the living and the dead, the known 

and the unknowable is deeply disturbed in this narr ative.  

 

Space in the Aviary  
 

The overall mise-en- scene is organised by the spatial distinction between the 

outside, unhomely, choric space (upstairs) and the inside, homely, domestic 

space (downstairs). At the threshold we have the key (cage drop) archway, 

3ÖÔɀÚɯÞÖÙÒÚÏÖ×ɯÈÕËɯÛÏÌɯÚÛÈÐÙÊÈÚÌȭɯ3ÏÌɯËÐÚÛÐÕÊÛÐÖÕɯÉÌÛÞÌÌÕɯÛÏÌÚÌɯÚ×ÈÊÌÚɯÐÚɯ

established in the first two sequences, becoming increasingly blurred by the 

invasion of unhomely elements into the domestic space in the final two 

sequences. The inherent unhomeliness of the domestic space is revealed as 

light is shed on the downstairs space in the second half of the performance, 

revealing the ruined environment.  

 

Each installed area of the space is concerned with the imprint of trauma. The 

spaces are organised to correspond symbolically to each figure and their 

ÈÚÚÖÊÐÈÛÌËɯÛÙÈÊÌÚɯÖÍɯÔÌÔÖÙàɯȹ"ÏÈÙÓÐÌÚɯ×ÏÖÛÖɯÈÙÌÈȮɯ+ÖÛÛÌɀÚɯÕÜÙÚÌÙàȮɯ"ÏÈÙÓÖÛÛÌɀÚɯ

ÒÐÛÊÏÌÕȮɯ3ÖÔɀÚɯÈÛÛÐÊɯÈÕËɯÛÏÌɯÚÏÈÙÌËɯËÐÕÐÕÎɯÈÙÌÈȺȭɯɯɯ 
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Inhabitants of the Aviary  

Ɂ$ÝÌÙàɯÈÕÎÌÓɯÐÚɯÛÌÙÙÖÙȭɯ 

And yet, ah knowing àÖÜȮɯ(ɯÐÕÝÖÒÌɯàÖÜȮɯÈÓÔÖÚÛɯËÌÈËÓàɯÉÐÙËÚɯÖÍɯÛÏÌɯÚÖÜÓɂɯ 
         Rilke, The Second Elegy109 

 

 
                                                                                                                        Figure 4.3 

 

 Úɯ Ìß×ÓÐÊÈÛÌËɯ ÌÈÙÓÐÌÙȮɯ ÛÏÌɯ ȿÛÙÈÜÔÈÛÐÊɯ ÚÜÉÓÐÔÌɀɯ ÌÔ×ÓÖàÚɯ ÛÏÌɯ ÊÖÕÝÌÕÛÐÖÕɯ ÖÍɯ

intersubjective figures which serve as sites of remembrance. These phantom 

bodies are borne from the shattering of self into other in a moment of terror.  

These bodies are the birds of the soul, trapped within the aviary of the mind 

and body. The multiplication of Charlotte into the woman in the kitchen, the 

ȿËÖÓÓɯÓÐÒÌɀɯÐÕÕÖÊÌÕÛɯÈÕËɯÛÏÌɯËÙÖÞÕÌËɯÊÖÙ×ÚÌɯÍÜÕÊÛÐÖÕɯÈÚɯÙÌ×ÙÌÚÌÕÛÈÛÐÝÌÚɯÖÍɯÛÏÌɯ

past, present and future.  

 

"ÏÈÙÓÖÛÛÌɀÚɯ ÔÖÛÏÌÙȮɯ Èɯ ÚàÔÉÖÓɯ ÖÍɯ ÛÙÈÕÚÎÌÕÌÙÈÛÐÖÕÈÓÓàɯ ÛÙÈnsmitted trauma, 

hovers in-between domestic memory and the actions of the nightmarish bird 

women. These additional choric figures who through their movement across 

borders of time and space (eventually arriving at the sink) and use of symbolic 

objects act ÈÚɯÌßÛÌÕÚÐÖÕÚɯÖÍɯ"ÏÈÙÓÖÛÛÌɀÚɯÛÙÈÜÔÈÛÐÊɯÔÌÔÖÙàɯȹÚÌÌɯÍÐÎÜÙÌÚɯƗȭƖȮɯƘȭƗɯ

and 4.8). Tom is also multiplied by a choric shadow, the faceless grey twins 

who threaten the female figures in the space and enact violence upon each 

other.  
                                            
109 Rilke, R, M., Duino Elegies http://tonykline.co.uk  Accessed 30/08/05 

 

http://tonykline.co.uk/
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Through the creation of these inhabitants and their movement through time 

and space, we were interested in establishing a fluid ambiguity of interaction; 

a liminal uncanniness. The shock of the untimely death of the child and the 

traumatic suicide by drowning is unassimilable. Psychi c boundaries are 

dissolved and the figures become intersubjective, a blurring of self and other, 

past and future. We were interested in the notion of double imprints occurring 

in key moments and attempted to achieve uncanny contradictions through 

detailed ÉÖËàɯÓÈÕÎÜÈÎÌɯÈÕËɯÎÌÚÛÜÙÌɯÈÕËɯÛÏÌɯÊÏÈÙÈÊÛÌÙɀÚɯÙÌÈÊÛÐÖÕÚɯÛÖɯÚàÔÉÖÓÐÊɯ

spaces and objects. This notion of double imprinting in image making is 

explicated in the following examples.  

 

In Sequence A, we witness Tom and the mother in the attic where she appears 

to comfort him as she hands over a locket. Given that we see her with this 

locket by the river in the prelude, is this trace a memory of the marriage 

arrangement or the moment when Tom realises Charlotte has drowned? In 

Sequence B, Tom leads Lotte downstairs to her new home where she hesitates 

slightly as she passes the kitchen as if sensing something unsettling. Tom 

drops her hand and ceases to interact with her as she follows him dutifully 

into the nursery. All the objects are covered with cloth and dust a s if the room 

has been uninhabited for some time. He picks out a dress, hangs it on a hook, 

ÈÕËɯÓÐÕÎÌÙÚɯÞÐÛÏɯÐÛɯÍÖÙɯÈɯÔÖÔÌÕÛɯÉÌÍÖÙÌɯÓÌÈÝÐÕÎȭɯ3ÏÌɯÍÖÕËɯÔÌÔÖÙàɯÖÍɯ+ÖÛÛÌɀÚɯ

arrival blends into a strange and lonely interaction with her buried dress. We 

used this device numerous times throughout the piece (see the merger of Lotte 

and Charlotte in the dishes sequence B) to establish a liminality and 

ÚÛÙÈÕÎÌÕÌÚÚɯÞÏÌÙÌɯ3ÖÔɀÚɯÐÕÛÌÙÈÊÛÐÖÕÚɯÞÐÛÏɯÛÏÌɯ×ÏÈÕÛÖÔÚɯÈÙÌɯÈÛɯÖÕÊÌɯ×ÈÚÛɯ

memories of Charlotte, a witnessing and actinÎɯÖÜÛɯÛÏÌɯÛÙÈÜÔÈɯÖÍɯȿÛÏÌɯÖÛÏÌÙɀɯ

(see the dance with traps in sequence C) and his own solitary imprisonment in 

grief (see his movement through the empty ruin in sequence D). Often, 

symbolic objects function as uncanny phantoms in the narrative. During 
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dinner (see sequence B) Tom becomes absorbed in carving the meat and Lotte 

leaves the table. Tom looks up to find the trace of her gone and realises he is 

carving a rock. The rock should not be there and it functions uncannily as 

ȿÍÖÙÌÐÎÕɯÉÖËàɀɯÐÕɯÛÏÌɯËÖÔÌÚÛÐÊɯscene.  

 

The traces of Charlotte in the space and their interactions with each other 

serve an equally liminal function as internal witnesses to the tragedy. The 

future unravels as a re-enactment of the past where the future self constantly 

attempts to warn  the past self to avert the cyclical tragedy. For example, 

Charlotte holds broken plates out to Lotte, silently screaming at her (see 

sequence C). The spectre of the drowned corpse functions in a similar way, 

perpetually involved in a grieving ritual for h erself and her child. Emerging 

ÍÙÖÔɯÛÏÌɯÙÐÝÌÙȮɯÚÏÌɯÌÕÛÌÙÚɯÛÏÌɯÒÐÛÊÏÌÕɯÈÕËɯÈÛÛÌÔ×ÛÚɯÛÖɯÞÈÒÌɯȿÏÌÙÚÌÓÍɀȭɯ2ÛÈÙÛÓÌËɯ

by the homecoming of Tom she crosses the first threshold but becomes 

trapped in the last archway. She sets up death photography of her past, of her 

young, innocent self and her mother. Her photographs, which develop on the 

walls of the home at the end of each sequence, capture the symbolic deaths in 

each cycle (the death of the past, the death of the self, the death of the 

relationship, the death of the child). She builds a stone grave. She attempts to 

block Tom each time he leaves the house. In sequence D, she dismantles the 

grave, packing the rocks into a suitcase and heads outside towards the river. 

For collaborator Kirsten Prins and myself, it i s as if she is damned to repeat 

this commemoration ritual over and over again until she can discover an 

opening, a way out.  

 

Having identified some specific examples of the traumatic sublime and the 

liminal uncanny in the treatment of time, space and dome stic/choric figures in 

Aviary, I will now return to the thematic and symbolic structure of the piece, 

the four key veils and four key states which define the emotional rhythm and 

dynamic of the performance.  
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Reflections of the Drowned  
 

Sequence A: Shadows of the Past 

 
Darkness and Shock  

 

Charlotte pulls a locket out of the sink. 

 

 
                                                                                                 Figure 4.4 

 

 

The overall intention in the creation of this sequence was to simulate the 

collapsing of past and future time and the shattering of identity (see the first 

movement of multiplying figures with cages), which can occur in a present 

moment of sudden loss. In our recorded improvisations of the trauma, 

Charlotte was immobilised with shock, staring blankly into the sink before 

moving into a state of denial and desperately cleaning. The shadows and 

impressions of this sequence were the choric reflections of this state.  Inspired 

Éàɯ!ÐÓÓɯ'ÌÕÚÖÕɀÚɯÓÐÔÐÕÈÓɯÈÌÚÛÏÌÛÐÊȮɯÞÌɯÏÖ×ÌËɯÛÖɯÙÌ×ÓÐcate imprints of past and 

future memory receding in and out of darkness, with the recollections 

functioning like the fragments of half remembered dreams. The locket, as a 

symbol for the containment of memories and a token of courtship was used to 

establish a connection between the domestic phantoms, each interacting with 

the object at the same time. The sequence also served to establish a sequence of 
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past events which led to the central moment.110 As the sequence approaches 

the centre point111, we see the choric phantoms desperately tapping out SOS on 

the windows and on typewriters. This is a warning; we are getting too close to 

the Real. We see Charlotte frantically cleaning in the rubble beneath the 

kitchen sink. A grey man erases the face of the young lover and duplicates as 

the drowned corpse prepares the first death photograph of the young Lotte 

and her mother. These are the visual reflections which make up the veils 

covering the shock and terror of waking/crossing the threshold to discover a 

drowned child.  

 

Sequence B: The Homecoming 

 
Emptiness and Denial  

 

Charlotte finds a length of torn fabric. 

 

 

 

 

 

 

 

 

 

 

 

 

 
                                                                                                             Figure 4.5 

 

At the beginning of this sequence we return to Tom making cages in his 

workshop and witness the mother bringing Lotte to the threshold of the 

house. Again we see Tom return to the dreaded archway but this time the cage 

                                            
110 See Appendix 11 
111 See Figure 4.2 
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has transformed into an idealised memory of Lotte. The overriding  motivation 

of this sequence was denial, to pretend everything is fine. The domestic space 

looks beautiful, shrouded in mist with overhanging fairy lights. Lotte and 

Tom court with each other through their dancing and share a bed (shown 

symbolically by wra pping in fabric). We then see the beginnings of the 

disintegration as Charlotte finds a length of torn fabric. This recovery of the 

moulded material echoes the simultaneous image of Lotte, bound in a bed 

sheet, alone in a threatening environment (see choric shadows with foxes). 

Tom arrives home with game for dinner and we witness the ambiguous 

blurring of domestic and disturbing memory (wrapping of the duck/baby), as 

we prepare to cross the threshold again in the movement towards Sequence C.   

 

Sequence C: Abstracting B  

 
Obscurity and Rage  

 

Charlotte pulls broken plates from the sink, silently screaming her 

warning to Lotte. Charlotte pulls hair from the sink and puts it in the 

meat safe. Returning to the water she wraps her drowned child in fabric 

and pulls the dripping bundle from the water. 

 

 
                                                                                                                        Figure 4.6 
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Sequence C is best understood when viewed as an abstraction of the previous 

sequence. Tom returns to the cage arch to find a wrapped bundle of rotting 

meat. The rage borne of terrifying disclosure is the unifying emotional 

dynamic of this cycle, but the revelation is obscured. Obscurity is functioning 

in two ways throughout; shadowiness a ÕËɯȿÊÖÝÌÙÐÕÎɀɯÖÙɯÖÉÚÊÜÙÐÕÎɯÛÏÌɯÖÙÐÎÐÕɯ

of the trauma. In the improvisations (see Chapter 3), this movement was 

signified by an outburst of rage and anger in the male character upon the 

discovery of his child in the meat safe. In this cycle, the domestic space is filled 

with harsh light, casting shadows throughout the space. The shadowy grey 

men are also becoming more visible, firing their guns at the women in the top 

windows as if they were sitting ducks at a fun -fair. Tom sets traps throughout 

the space and hangs Lotte (who has become increasingly doll like) on a meat 

hook. Charlotte pulls broken plates from the sink and holds them towards 

+ÖÛÛÌȮɯÚÊÙÌÈÔÐÕÎȱÈÛÛÌÔ×ÛÐÕÎɯÛÖɯÞÈÙÕɯÏÌÙȭɯ3ÏÌɯÙÖÔÈÕÛÐÊɯËÈÕÊÌɯÛÙÈÕÚÍÖÙÔÚɯ

into a dance macabre as Charlotte pulls a seemingly endless length of hair 

from the sink (symbolic of death 112). All the while, the domestic figures are 

observed by the bird women who have begun to decay. Tom leaves the house 

again and this time, as we approach a second crossing through the centre of 

the figure 8 we witness Charlotte pulling a dripping bundle from the sink, the 

obscured origin of the trauma. The function of the chorus as a symbolic 

reflection of the domestic terror is perhaps most evident in this sequence. The 

screeching, abstraction of a bird woman, half rotten with her spine visible 

through her back, is seen dragging a cello across the nightmare space. This is a 

ȿÛÙÈÜÔÈÛÐÊÈÓÓàɯÚÜÉÓÐÔÌɀȮɯÈÔ×ÓÐÍÐÌËɯÐÔÈÎÌȮɯÞÏÐÊÏɯÓÐÛÌÙÈÓÓàɯÚÊÙÌÈÔÚɯÖÜÛɯÛÏÌɯÎÙÐÌÍɯ

of the protagonist. At the end of the sequence, the mother enters the domestic 

space, pulling a tiny bird from her mouth, a double imprint, symbolic of the 

co-existence of birth and death.113  

                                            
112 See Appendix 12 
113 See Appendix 12 
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Sequence D: Abstracting A  

 

Nothingness/Grief  
 

Drowning, Charlotte pulls herself out of the sink. 

 

 
                                                                                    Figure 4.7 

 
In this final movement, Tom returns to the threshold to meet his shadow, the 

grey twins with cages of wire protruding from their stomachs. He takes them 

with him back into th e darkness, as nightmarish abstractions of the memory 

sequences from A invade the entire space (including his one refuge from the 

phantoms, the cage workshop). The sound of an incessantly crying baby 

infiltrates the landscape. Lotte uncovers the moulding, decaying cot moving 

continually backwards to meet her future death (see wrapping in shroud) as 

the chorus invade the domestic space. Drowning, Charlotte pulls herself out of 

the sink. Each moment of this sequence moves closer to a revelation of the 

Real as Tom (after facing the dead body, see figure 4.7) passes through the 

empty ruin of his existence.  
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The visual veils are become increasingly transparent as the caged and grieving 

bird women converge upon the kitchen. We are getting closer to grasping the 

moment of terror, we can almost touch it. The corpse returns, and slowly 

lifting the arm of Charlotte, is startled by the shrieking birds and drops the 

veil back down as Tom returns again to his repressed moment. He calls out, 

Ɂ"ÏÈÙÓÖÛÛÌɂɯÈÕËɯËÙÖ×ÚɯÖÕÌɯÖÍɯÏis cages, releasing the cycle again. The shock of 

the human voice in real space and time disintegrates the entire refraction, 

returning it to the darkness, casting it back into the watery depths of the sink.  

 

No single witness of these reflections will int erpret their meaning in the same 

way. The reading above is aligned with my specific intentions and the desires 

of my collaborators in the creation of a piece of visual performance, a privilege 

not given to an audience member. Nevertheless, within the silence, in the 

cracks pried open by carefully constructed images, the traces of emotional 

truth will, ideally, remain to be deeply and kinaesthetically felt by the 

spectators.  
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CONCLUSION   

-ÐÎÏÛɯ%ÈÓÓÚȱ 

 

ȿ(ÕɯÛÏÌɯÐÕÛÌÙÝÈÓɯÉÌÛÞÌÌÕɯÌÈÊÏɯÛÏÖÜÎÏÛȮ 

 In the interval between each heartbeat,  

In the place where there is no breath, 

6ÌɯÙÌÊÈÓÓɯÞÏÈÛɯÞÌɯÈÓÞÈàÚɯÒÕÌÞȭɀ114 
 

In the creation of any artwork, one strives towards the realisation of 

something, which in some way fulfils our contract within our community.  

This indenture as an artist/researcher acting as a bricoleur is not unlike the pact 

of a scientist. To identify a crucial impasse, evaluate the risks, imagine various 

ÚÖÓÜÛÐÖÕÚȮɯÙÌÚÌÈÙÊÏɯÛÏÌɯÍÐÕËÐÕÎÚɯÖÍɯÖÛÏÌÙÚɯÞÐÛÏÐÕɯÈÕËɯÞÐÛÏÖÜÛɯÖÍɯÖÕÌɀÚɯÍÐÌÓËȮɯ

experiment, collaborate and finally, distribute the findings.  

 

Artists are not comfortable with centre points or the middle ground, at least, 

ÛÏÌàɯÚÏÖÜÓËÕɀÛɯÉÌȭɯ 

 

Historically, we have longed to encapsulate the transformative power of the 

sublime; and teetering on the edges of possibility, we sometimes get too close, 

harming ourselves and each other as we peer into the chasm, reaching 

towards the obscure and mining the limits of the darkness, not because we 

crave damage, but because like a child with expanded circles of attention, we 

ÊÈÕɀÛɯÏÌÓ×ɯÉÜÛɯÉÌɯÊÜÙÐÖÜÚȭɯ 

 

We endeavour to extract that shining morsel; the key which will illuminate 

something of significance to our shared human understanding, and provide 

for our audience the experience of catharsis, the elusive epiphany which 

results in lasting transformation. I am not suggesting I achieved this level of 

                                            
114 Thompson, W.I., op.cit. p7.  
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witnessing within my audience; I merely strove towards it, which is half the 

battle.  

 

Returning to the aims of the Masters research and the objectives I set myself in 

the creation of Aviary, I can confidently conclude that it is indeed possible to 

approach a representation of seemingly invisible ontological ground through 

the mechanisms and coding of the liminal, the uncanny and the traumatic 

sublime. I believe that Aviary was successful in demonstrating the potency of 

the liminal uncanny and the traumatic sublime as contemporary performance 

aesthetics that can function as a means to reflect deeply personal terror and 

trauma.  

 

Overall, while the production was succ essful in relationship to my objectives, 

the intense focus on the scene of grief and the resulting ambiguous complexity 

of the mise-en-scene could be criticised for being too inwardly focused, self-

contained and at times overly obscure. While I feel this intricacy was a major 

strength of the production, some audience members expressed a sense of 

frustration and a desire to understand, with greater clarity, the origin and 

meaning behind the complex imagery. While ambiguity and indeterminacy 

are core mechanisms of a liminal aesthetic, there is a balance to be found 

between allowing silence and space for audiences to feel inspired in the 

creation of their own meaning yet reveal enough so as not to leave the 

ȿÜÕÐÕÐÛÐÈÛÌËɀɯÍÓÖÜÕËÌÙÐÕÎɯÐÕɯÊÖÕÍÜÚÐÖÕȭɯ%ÐÕËÐÕÎɯÛÏÐÚɯÉalance as artists and the 

ÐÚÚÜÌɯÖÍɯȿÙÌÈËÌÙɯÊÖÔ×ÌÛÌÕÊàɀɯÐÕɯÈÜËÐÌÕÊÌÚɯÙÌÔÈÐÕÚɯÖÕÌɯÖÍɯÛÏÌɯÔÈÑÖÙɯÊÏÈÓÓÌÕÎÌÚɯ

for performance, which utilises these aesthetic mechanisms.  

 

In addition, Aviary was intensely focused on personal terror and trauma 

manifesting in a d omestic situation (albeit with its inherent politics) and while 

the choric elements provided glimpses into wider social, cultural or historical 

terrors, the production was limited in demonstrating how the liminal uncanny 
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or the traumatic sublime may deal w ÐÛÏɯÛÏÌɯ×ÏÌÕÖÔÌÕÈɯÖÍɯȿÛÌÙÙÖÙɀɯÉÌàÖÕËɯÈɯ

domestic or personal focus. Nevertheless, the theatre of Romeo Castellucci and 

his employment of liminal aesthetics to give testimony to traumatic history, 

cultural terrors and collective grief gives me confidence in the potential power 

of such performance mechanisms to speak to us of the unspeakable in its 

wider social and political context.  

 

While the mechanisms and devices discussed and produced by this research 

approach possible avenues by which to investigate and reflect upon terror and 

ÛÙÈÜÔÈɯÐÕɯ×ÌÙÍÖÙÔÈÕÊÌȮɯÛÏÌɯÙÌ×ÙÌÚÌÕÛÈÛÐÖÕɯÖÍɯÛÏÌÐÙɯȿÙÌÈÓɀɯÔÈÕÐÍÌÚÛÈÛÐÖÕɯÙÌÔÈÐÕÚɯ

just beyond our grasp.  To answer the cry of Artaud, who articulates our 

ÐÕÈÉÐÓÐÛàɯ ÛÖɯ Ìß×ÙÌÚÚɯ ÖÙɯ ÙÌ×ÙÌÚÌÕÛɯ ÈÕàɯ ȿÛÙÜÌɯ ÍÌÌÓÐÕÎɀɯ ȹÈÚɯ ÙÌ×ÙÖËÜÊÌËɯ ÐÕɯ ÛÏÌɯ

int roduction), it is at this point that I quote Gene Ray who, grappling with an 

equivalent question, muses: 

 

ȿ%ÖÙɯÞÏÐÓÌɯÚÜÉÓÐÔÌɯÊÖÕÛÌÔ×ÖÙÈÙàɯÈÙÛɯ×ÙÈÊÛÐÊÌÚɯÌÝÖÒÌɯÈÕËɯÈÝÖÞɯÛÙÈÜÔÈÛÐÊɯÊÖÓÓÌÊÛÐÝÌɯ

history and imitate, in their effects, the structural belatedness or after-occurrence of 

trauma, these practices do not silence us so intractably as do the real events that are 

their referents. And precisely for this reason, such art, when successful can function as 

an opening for the processing of traumatic history: for testimony and reflection, for the 

ÞÖÙÒɯÈÕËɯ×ÓÈàɯÖÍɯÔÖÜÙÕÐÕÎȮɯÍÖÙɯȿÈÊÛÐÕÎɯÖÜÛɀɯÈÕËɯȿÞÖÙÒÐÕÎɯÛÏÙÖÜÎÏɀȭ 115 

 

I have provided through my theoretical and practical research a hermeneutical 

reading of the creation and production of a live and ephemeral theatrical 

event, which, I fully acknowledge, in the hands of one of my collaborators or 

one of my audience members would have had a complementary, yet 

completely unique, symbolic and emotional positioning.     

 

                                            
115Ray, G., op.cit. p14. 
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Ironically for myself, as the animateur, each attempt to move away from a 

therapeutic investigation of my own experience of ontological terror brought 

me ever closer to its heartfelt reflection in visual performance. This aesthetic 

abstraction of the spectre of grief was embodied and witnessed and ultimately 

cathartic in its result.  

 

It can finally be put to rest.  

 

                                                                                                                     Figure 4.8 

 

 

 

 

 

 

 

 

 


