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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.



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? | 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 error in our daily

lives.

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

T 30wbOYI UUDPT EUI wOT T WwEOOEI xUwoOI wUI 1 wsOPOD
performance aesthetic.
1 To provide an audience with multiple visual and sensory experiences of
terror.
1 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.
1 To develop a cohesive and effective colleborative methodology for
working in theatre with material of this nature and refine my

collaborative process of performance realisation.!

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 11" 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 TerrofDeakin University: 2003) were

primarily phenomenological investigations into the archetypes of terror,

nightmare and loss. ?

31T wWUUEUUDPOT wxOPOUwWi OUwUT PUw, EVUIT UzUwUI UI E
sEOUEI UOEOEZ wOIl wUI UUOUwWOT UOUT T wlT T ws OPODPOEC
a full-O1 O1 Ul w xDI El w Of w YPUUEOw x1 Ui OUOEOEI dw 3
continuation of the honours research and | make no apology for this. This

paper attempts to articulate why U1 T Ul wbUwWEwUIl O1 OUOI UUwUI OUUO
0001 60Uz wbOwba wb érenteQunilkltHere © b @epatifidhiofl 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 the core research aims.

The core aims of the Masters research are as follows:
T 30wbOYI UUDT EUT wUT 1T wxT DOOUOxT PEEOWEOOET x|
the medium of visual performance.
T 30wl OET EYOUUWUOwWsUI xUI Ul O0wUOT T wui il 60T O
moment of traumatic loss by identifying and utilising the visual
DPEOOOT UExT aOwlOl El EOPUOQUWEOEWEOGEDOT woOi w1
sUUEUOEUDEWUUEODOI 26

2 Please refer to Appendix 2 for a summary of the Honours research.
3 See definitions of key terms and concepts.



The research methodology of this thesis draws upon a qualitative,
phenomenological research model with the artist/researcher acting as a

Bricoleur? | create as | research and visa versa. By this, | mean that a diverse

amount of information has been accumulated, constructed, discarded,

Ul YPUPUI EwEQOEwW I YEOUEUI EwWEOEW (wTEYI wUUDPOD
(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.

&PYI OwUT T wxUOEOI OEUPEWOEUUU]I woOl wUOTT wi Bl OE
necessary slippage and shifts in the research direction as the cretion of the

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

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

Within this vast web, specific methodologies and philosophical pathways are

explored to provide 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
xOUPUPOOwWI OUWOAWEUUDUUPEWXUEEUDPEI wbbUT POWE
EEOOOUWET wbhi OOwUOEI UUUOOE wU e eacandil EUWET |
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 contemporaUa wET UUT T UPEwOIl ws O BidiadiesO® Ua z wE a w

+#1 0aPOOwW- 60ws 1O0EOCEDOT wlOT 1 waNriRrGas-'wB3H E GBDIS@E GPWE UD YT will
the Council of Research in Music Educatidio. 122, Fall, 1994, pp.1530.

51bid, p.17.

6 1bid, 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 phlosophical 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. | 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:

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

xUDPOEUDPOaAawWw EOOETI UBTI Ew bPPUT WET EUDDOT wbbd

invisible ontological ground.

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

the creation and realisation of Aviary.

11
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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. ”
The following section will attempt to summarise the framework of usage in
relation to my specifiantentions with the full knowledge that the very idea of

definition is problematised by these terms.

Terror

Terror n 1. extreme fearstricken, - struck, affected with terror2.
person or thing that causes terror; (haly).

This dictionary definition is painfully limited in its attempt to ¢ 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 and 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 ddur Ideas of the Sublime and Beautiful
J.T. Boulton (Ed), London, Routledge, 1958.

#1 U/ Ul UOw3 8 Ows 31 UU Glunak Rights Quartery2/¢) &, 0D 2 IMayui 883, ,pp
135146.

#1 YI UEOOwW18O0ws3T 1 w&OUI PEwW2EIl Ol w Oters, (tebdflandGe UDOOEOQw 11
UUEODOI wEI Ul UReridwollnteinhitionalStudies/ol &1, 2005, pp 621643.

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

Kubiak, A., Stages of TerroBloomington, Indiana Uni versity Press, 1991.

, OUUDPUOwW #8! 8 Ow s & ONeWw Ditenary? MidgtotyD The (Babtime Br{duthe Beautiful:
Reconsiderationgol 16, No 2, Hopkins University Press, Winter, 1985, pp 299-319.

Zizek, Slavoj., The Sublime Object of Ideolodgygndon, Verso, 1989.

8 The Concise Oxford DictionarySeventh Edition, J.B. Sykes (Ed), Oxford, Clarendon Press,
1982.

12
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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 momentarilysuspended. In contrast to

Ul PUOwIi T EUwlI RxEOEUwWOUUwWI UOEOQWEEXxEEDPUadw( Ou
i PTTUzwl UOEOQWEI POT Uw EEOw EET BnpyskibieUA DOT Uw x U
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. ° There is a strange and hypnotic transfiguration that can accompany

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

Terror, as | see it, is a vacant, screaming hole of @hreat becoming realitwhere

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

control over the cUUE OOT 6 PUwBDUwil Exx1 OPOT whT 1 U1 T Uwbkl w
flight is not an option. This threat is intrinsically bound to our humanity. °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!! This is what

[EUWEI | OWEOEWEOPEAUWPPOOWET wUTT wxOOPUPEEOD
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 | believe terror in performance

functions very differently to political terrorism. Nevertheless the two concepts

UTEUl wEwWUAOEOOPEW Ul OEUPOOW UOw sbPOYDPUPEDODI

S(UOOPEEOOaAOws Ul UUOUDPDUOZWEOUOEWET wUI EEWEVUWEwWI DPOEOuU
cultural, economical and political inaction which is another line of inquiry entirely.

09PAal OOw23OwWET I POT UwsT UOEOPUAZWEUWOUUWEEDPOPUaAwWUOWI
with one another within a civilization. Zizek, Slavoj., Philosophical Commentary on Children of

Men (Alfonso Cuaron: Director), Univer sal Studios, 2005.

u( wl OUI UwPOUOWEWEPUVUEUUUDPOOWO! wi OPwlUT 1 wsEOOOZ WEOUOE w
of this void in Chapter 2.
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operates in the theatre of the seemingly unspeakable and the apparently

UOUI xUl Ut OUEEOI 76

Ontological Terror

s61 WEUI wOOUwi Ul Tdw3T 1l wUOAWEEOQwWUURDOWI EOOwWO
Ul EEl wUUwUI EUwlI BUUUWOI weOOzO

Antonin Artaud '3
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
POl RT EVUUUPEPOPUAS W wOUOETI UwlOi wol awgUI UUDPOOL
project are clearly the starting point for a definition and understanding of
ontological terror.* ' I PET T T 1 Uw EOOUPEIT Ul Ew ! 1 POT w UOw E
EOOCEDPUDPOOZOwW UT 1T w i ULl (O&W luBDY uu NI ONul GIDEIWMU WDIEW
, 1T UExT aUPEUyzw' I PEI T 101 Wws 00 U Twe udIT 1O & 1wlE DEEOu®
Ul OEUDPOOUT DbxwUOw! 1 pOT OWET I pODPOT ws o6 Ul EVwbI DE
EUwl 1 Ol UEUDYI*B] OUWEOUOEUVOELDOOWOI ws - OUT BDOT

human existence!’ is the most relevant aspect of his ontology to this study.

12 Kubiak, A., op.cit p.80.

B UUEUEOwW WEUwW@UOUI EwEaw2ET T ET Ol UOwl1 wbOwsf wudOUUOwOI

21 x Ul OEI U w hifh&atel J§uphalizous®, Mai 1, John Hopkins University Press, 2002,

p123.

“ o oawUl EEPOT wOi w 1 PETTTITUzZUwWOOUOOOT awbUwxUPOEUDOA WEUE

Heidegger, M., Being and Timg1927). Trans, Joan Stambaugh, Albany, State University of New

York Press, 1996.

Watts, M., Heidegger: A Beginners Guideondon, Hodder and Stoughton, 2001.

151t is also relevant to this study to note that Heidegger was frustrated with the limitations of

language to describe ontological phenomena and cautioned against EOOI UUDPOT wsdYI UEEO

Ul xUI Ul OUEUDPOOUWOI w! | DOT whpDUOT widit ppl0EE UUEOWUUEUT woi w!

16 1bid, p21

7 Jw6EUUUWEEEUUEUI OawUllUUOPUI UOws UT T w- 60T D

Being rather its root meaning, No-thing-ness, POx OPI Uw Ew s x Ul Ul OU
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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

#1 + DOWdg Naise EI UEUPET Uw 1T Obw so6l PUw OO0Y1 Ow EUEC
obsession with exercise and disease, our millenialist religions, our tabloid

stories of resurrection and celebrity worship, and our compulsive

EOOUUOI UPUOQWOI I 1T UwWET EUOU wU O weEDUBDWW PEIEWWU W d
OEODPYDPOOzZOwW' I PEITTT 1 UzOQWuw POU R EEGEUDEDDUWOE Qubsl WS
l EOT UPOZUWEOOETI xUwOl wsEOUOPEWUI UUOUZ w UT 1
annihilation due to a natural disaster of cosmic proportions i.e. an asteroid

colliding with the planet % and its associated landscape of representabns was

the genesis of my research.

BUEUOEUDPEwW I Rx1 UPI OEl Uw b1 PET w +EBRBEOwW POUOE
momentarily rip open our constructed veils of permanence allowing us to

1 OPOxUl wUT T wWwET UUEDOUa WOl wET EUT WEOEwWs UT T w- ¢
Being EUw I OO1 w b O Uthd dedpdly UaBE terror that inevitably

accompany such experiences are ontological and share a clear relationship

with the Freudian Uncanny.

UlTEUE]l EWEUWEWEAOEOPEWI OUET dw' 1 wl Ol UwOOwWwUOWET UEUDPE]
was constantly in the shadow of our existence and that all beings appeared to be threatened

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

UT EOwUT T wOT UT EQwOl wsUT 1T w- OUT pOT zwbPUWEOOUPOUOUUOGA wWx U
UUEEOI wUODYI UUI OwbOOUUDOOU woIi-Wixd iUz0EDIT EOED WdBQuWU 1T @usg DI
material values and achievements etc). He mused that some experiences, especially those

PI PET wbOYOOYI wWEI EUl WEUWEwWxOUUDPEDPOPUAOWEOOOPWUUEEIT O
sense of emptiness and insignificance in the human subject. pp20644.

18 Osteen, M., Introduction to DeLillo, D, White Noise New York, Penguin Greats, 1999, p7.

19 Bakhtin, M., Rabelais and his World'rans. H. Iswolsky, Cambridge Mass, MIT Press, 1968.

20 This concept is discussed in detail in Chapter 1.

21\Watts, M., op.cit.p44.
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The Uncanny

%Ul UEWET UEUPEI UwUI 1 wubOUEOT PEOI wsUOG§ i DPOODPET :
Pl PET wOl EEUWUUWEEEOQWUOwPI E0wDPUwWwOOOPOwW O w
soUIl OUUOQw O w U% A hotdfic xeteht (bl thé gadt, 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

Ul OEOUPEUWOI wiOT T wUl UOwsT 1 DOOPEI zOWEOEWEUIT U
Ol EOPOT whPUwUT T wOl awUOwWUOET UUUEOGEDPOT wlT 1 wUOI
signify what is home -like, familiar and intimate but it can also d escribe what is

Ul EUTI UPYI OWEUUDPI EWEOCEwW! PEEI Odw' | wEl UEUDPEI Uu
direction of ambivalence, until it finally coincides with its opposite,

UOT 1 D&iHTuzBl UOUWEUI wOOUwWwhOwOx xOUPUDOOWUEUI

of sub-speE D1 UwOi wUOT T ws T I O @pstehce 6f the hoddlyuatt] gUDPUD U
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:

1 The double (doppelganger, shadow, reflection). See twin figures in the
development and grey men in the final production of Aviary (Chapters
2 and 4).

1 Repetition (the death drive). In relation to the uncanny, Freud discusses
repetition in the context of narrative and deja vu, in Beyond the Pleasure
Principle*Owi 1 wWEUUDPEUOEUTI UwUT 1 wEOOET xOwobdl ws 31
UTT wUT EEOP théddexua Hdiirtdt) HeQangued one part of the

(19171919),Trans, J. Strachey, London, Harmondsworth, Penguin, 1972, p220.

23 |bid, p226.

24 Freud, S.,Beyond the Pleasure Principiew York, Boni and Liveright, 19 22 as summarised in

"EOPOUOOB W) 6660ws2001 w" 0001 OUUWEEOUUwWw®»UI UEzUw" OOEI >
International Review of Psychbnalysis 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,

EUT UPOT wUTEVwWUT PUwsUI xI UBPUPOOWEOOXxUOUD(
reduce stress and seemed to indicate that irdividuals compulsively

repeated traumatic events in order to master them.32 1 1 ws EOOxUOUDY I
Ul xT UPUPOOzOwW UT 1T w EUPYI w UOPEUEUW EPUDOU
displacement of temporal and spatial reality due to traumatic shock

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

(Chapter 4)

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

UOwpkbi 1 0T1 UwUOOI Ui POT wbOEODPOEUI wPDUWEODYI
element in the development project (Chapter 2).

Castration (losing body parts, 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 multipi w I 1 OEOI w i BT UUI Uw PT PET w sT E!
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 tolintel (Latin: limin) which is loosely

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

UUI w YEUDE U@ WO iwup WEE w EVUw OPODOEOCA W EOOOOUT w Ul 1 w 4
metaphorically desE UPEIEW ¥ PODI Oz wUXEET UBw 3OwEOEUPI aw Ul 1 wuUbl OF
EOOOI EUPOOOwWUI UUOUWE O U Grul OEHEIUIx@7 Wi OU 1DEJUwWE AE wl I0HE D &
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.?¢ 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

OPOPUI EOQwal UwxOxUOEUWUUET T woOl wOT 1T wUl UOwUUI
the mathematical and dynamic sublime?” 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 idenified by Kimberly Segall who
i PUUUDWEODPOI EwUT T wUI U O ursltlsuhis duirenUddriceptivh) E OD O1 7 wi
of the sublime that is most useful to my interrogation of the treatment of terror

through the formal aesthetics of Aviary.

The classical sublimi w POEOUx OUEUI Uw* EOUZUwWEOOEI xUPOO

defined in relation to literature and art by Longinus 2° as an intense, inspiring

27 |t is important to highlight that judgements ont T 1 WUUEOPOI wEUIl ws ET UUT 1T UPEZz U
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

OT1T wsOEOUUT whppPUT POwWUUZzZ8w' 1T wUOUT EwUT T wEOOET xUOwOI wUl
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. Mclver Lopes (Ed) Routledge Companion to AesthetjdRoutledge, London, 2001.

pp52-60.

28Segall, K.,/ UUUUDPOT w&&i OUUUO6 w3T 1 w3UEUOEUDE Seatileradiol wbOw) 8 w,
University, The Indiana University Press, 2005, pp40-54.

www.muse.jhu,edu/journa Is/research

29 | onginus, D., On the SublimejTrans. W.H. Fyfe, Cambridge, Harvard University Press, 1995

as quoted in Segall, K., Ibid, p43.
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EOQOEwIl Ol YEUDOT wi Rx1 UDPI OET wbi 1 Ul wsdo OO0l wEI T OOE
El UEUPEI EZOWSEOQUOEW! UOOWEHVEDI VwPpEaUOOPOPWE W-
UT 1T w UUEDE® e 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
Ul wsUUEUOEUPEWUUEODPOI z6w' l UwEOEOaUPUw DU w
found in post-colonial literature where a memory of tr auma is displaced,
f UEEVOUUI EWEOEWUI xI EUIl EGw2T 1T wUUEUI Uws Ul 1 wl
sensation that occurs when a painful event of the past is changed into a
EDUUUUEDOT whbOET T wEOEWUT DI ¥ ThisBhifiingudf et | wi UOOw
YDUEOQwWUOWUOET UUUEOEDOT wi OPpws OOUOOOT PEEOQWUI U

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

This form of sublime experience has a clear elationship to the uncanny and |
believe it has far reaching implications for our understanding of aesthetic
experience in the new millennium. It is a fractured and broken aesthetic
POUPOEUI OawUl OEUI EwOOW+EEEOPEOQOWE @bl x UDOOU U
OT 1T w OUT T Uzw ECEwWw UT 1T w 11 EOOwWw s6UT T w UBEOw Ux(
Ua OE O ODP UE U b &O0Au cultre GO édhtiblall§  shifting borders has

3 Burke, Edmund., A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and
Beautiful (Ed) J.T. Baulton, London, Routledge, 1958.
31 Segall, K., op.cit, p42.
29Pal OOwW23OwWEVUwW@UOUI EwbOw' EUUDPI UOw, §OWEUVUBEY DBw»nOUI
Theatre JournalNol 56, No 1, Johns Hopkins University Press, 2004, p89.
1¢



affected our ability to define thresholds. The self is reduced into an obsessive

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
especiallywhen 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
UOPEUEUWUT 1T wi OxUawaool Uwoli ws OOUOOOT PEEOWUIT L
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
(Ows w%OUUOwWOl w3l 1T EVUUI wECEW3UET | BAaubOwUT 1 u
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

ET EUOl WEOEWUOUWEUwWI gUECOAWEUwWPUwWwPUwWUOWET ESidya 6 w21 1 w2 U
of the EyeLondon, Penguin, 1982.

3 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,

2ETTETT UOw1Ow" EUOU GOrmuaof Gheatrd &nd ITr@dedy un) tile GVakg of

21 x Ul OEI Uuw hifh&atel J§ughalzousd, Nai 1, John Hopkins University Press, 2002,
pp95-138.www.muse.jhu.edu/journals/theatre j ournal/v054/54.1
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representation, new representative strategies are needed to deal with this

acutely unsettled terrain. Within eacl wx UEEUDPUDOOI Uz UwUI UxOOUIT w
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 | do not wish to oversimplify and reduce

what are essentially complex and unique responses to finding new aesthetic

categoDl UWEOQEWOOET UwoOi wUIl xUI Ul OUEUDPOOWPOwWUT 1 w
believe the repetition of the terms throughout the article in response to terror

PUwUI OOPOT wEOEWT UPET UwUUwWUOPEUEUWUT T ws ODC

tragedy and its mechanisms, apotential 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

Ul OEUPOOwUOws OPOPOEOPUazwlUT UGUT T wUT T whOUOwWC
Lyotard.® ( Ow" T Ex Ul Uwt Ow! UOEET UUUUWEUEPUWEOUI OU
s-1TEUDYI w/ Ol EUUUI zwbOwUI OE tnedisativh @ a wUOwUT 1
SsEOOUI DwQWEWDOI 7 w E a w-madén gradticeuvihiohustrives) U
UOPEUEUwW sxUIl Ul OUDPOT w This | puodiitésx &ehsory GuibE E O 7 6
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
1EAWEUPOT UWUUWEEEOWUOW+EEEOWEOEwWs6UT T wUUE
Ul OEUPOOUT DxwlUOwPT ECwi T WET UEUPET UwEUws UT UI

35 Broadhurst, S., Liminal Acts: A Critical Overview of Contemporary Performance and Theory
London and NY, Cassel, 1999, See pp2®8. While these readings have informed my thinking

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

as this has been thoroughly undertaken by Broadhurst. Rather | have extracted those ideas
most pertinent to this study.

36 |bid, 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

I BRxOOUEUDPOOW Of wUUET wi YI OUUOwWT T wUUPODPUI Uw E
El UEUPEI EWEEOYI wWEOEwWUEQUOO: OWEUDDDOE WepDS1 6w
invoking), moving the sublime in the direction of a theory of collective

trauma.?’

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

linguistic modes in their semiotic analysis, these traditional theories are

limited in relationship to the liminal. 3 She calls for an intersemiotic model that

DOEOUEI UWEUUWPUWEEXEEO]I wOil wOOYDOT wEI aOOE wWOE
Ubi OPi PEEUPOOwWDPOwWUT 1 wOPOPOEOQWDADUWOHUUEUDYI L
TTUOUUGU0UT EVw EOTI Uw OOUwW UUxxOUUw UOOI U1 pOT w L
themselves, leading to a free association of themes rather than a linear

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

terms.3°®

#UEPDOT wOOwUT T wOOUPOOADOIwgWdHOwUI OEUDOOUT B x L
UUEOPOl w (wl EYI wbhEI OUPI Pl EwUOIT wsOPOPOEOW U
signification in performance which essentially manipulates liminal (threshold)

qualities as identified by Susan Broadhurst* 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:

¥1EaOQw&BO0ws 11 EEPOT wUT 1T w+bDxUOOwS EUUIOE DEE Uauw 2EBEOODD u +u
in Yale Journal of CriticismVol 17, No 1, John Hopkins University Press, 2004, p13. This is
xEUUPEUOEUOGawDHOUI Ul UUPOT wbOwUI OEUPOOUT DxwlOw1001 Ow
discussed in Chapter 1.

38 _iminal performance shares 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 |bid, p65.

40 |bid, 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

=4 =4 =2 A 4 4 =

Use of unconventional space

| 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. | 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.*!

P N T

5DUUEOuw/ 1 Ui OUOEOET wEOEwWPUUwW1l OEUDPOOUI
s" OOEI UOD
Wittgen stein*?

| 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, | define

visual performance 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
xUPYPOIT1T ESw3T PUWEPUUDOT UPUTT UwbUOwi UOOWUT T u

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

41 See Chapters 2 and 4.
2 Uwg@lOUlI EwbOw, DPUETT OOOwW66) 6360ws31 1 wsaOUxI EOEEOI wEOE
w3 DOl woi EEH, WwIFA Mg 2Audiih idopkins University Press, 2005, p293.
23



311 WOUEEDPUDOOEOWUUxxOUUDOT wi Ol O1 OUUwWOI ws 071
sound, light, design and other media are treated as equal to the privileged
I O Ol OUUwWw OUWEUw" EVUUI OOUEEDwW EIT AW B wDiw Ed O
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

s(Of EOUz wOUwWs ET 1 OUT wUx11 Bl zwOOwE] UEUDET woi |

The Masters research has revealedhat during visual performance, language

I R3xOEOEUPOOZ WEPUUUXxUUWEOEWEDUUUUEUWUIT T wybUL
Ol ws3TT wli EOzwOUwWDOEUUD E ppiechdd with@EimUT OUOE WE
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.** He highlights a
fundamental distinction between two types of images with their origin located
in 18" Century aesthetics and semiotics:
1 Emblematic Images- Image as word or determined by and readable in
words.
1 Expressive Images Obverse and unreadable, prior to language and

symbolisation.

43 Castellucci, Romeo. Master Chss at Malthouse Theatre Melbourne, Sunday 13 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
El UEUPEI EwWEUws Ul 1 wWUEAEEOI wEOEwWUT 1T wUI 1 EEOI 71
sUT T wUEOxPEz8w' Il WUUEUTI UOws 61 wUiI T wUT PUWODOE
OOUIl wUT T whEawsPOUEUwWI EPOZ WUOWEExUUUT wUOT 1T wE
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,

OUwUOT iswYODPEZS

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

EOOEI xUUEOPAEWOODMEH QIsziHOEWS UT 1 wUODPOET DOEE
UOwUl UUOUWEOBGEwWUI UUOUPUOGG W ( UOOPEEOOGaOwWIT T wC
UOUx1 EOEEOI zw DPUw UUUEOOGaw i 6000PI EwEawEOQwW O
UOPOET POEEOI ZWEOwWO®UxOUUDOT woOi wbOET 1 UB

As an artist and researcher, it is the outpouring of images in relationship to
sUT T wUOODPOET POEEOI ZwWEOEwWUT 1 WEOOET x DwbOi ws ( OI E
creation and audience witnessing that fascinates me and as such informed the

development and creation of Aviary.

4 |bid, p291.
4 |bid, p295.



INTRODUCTION

Dusk in the Silent Forest:
Our 47 Collective Understanding of Terror

~ N

26P1 WEUI WE wloa
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Romeo Castellucci
2006

Ontological terror is the fault -line of our culture.

This causes an immense probém 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 ts 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 apocalypsé®

73T U00UTT OU0WUT PUWUOTT UPUw (wUI x1 EUI EQawUUl wsOUUzOws
personal observations and perceptions of such phermomena 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 aOE wET UEUDx UPOOUWEUTl wOOUwsUODPYI UUEOZ7 Ouw
OEODPOT wuUl i1 UI OEl wOOWEOQwI Rx1 UDPI OET woOi wel UUI uUOOws OEU
context in 2007.

48 Castellucci, Romeo., Master Class at Malthouse Theatre Melbourne, Sunday 18 October

2006.
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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 | like to call it) our protective
veils are temporarily 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 *°
we can take an audience into a silent forest to withess an event, and allow

them the space to grieve, but fromthatpointD Uz UwUx wOOwUOT 1 O6 w

2--001 wi Y UWUOOE wWO!T wUT EVwT UBT 1 wi i
C.S.Lewis
A Grief Observed

Terror = the 11" of December 2001.
No.

This is not a typing error.

Two months to the day that our global conception of terror was irreversibly
altered, | received a phone call that would signal the end of the world as |
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 attenpting to artistically process this highly

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

49 From the Greek APOKALYPSISOP UI UEOOCa wOl EOPOT ws 0T 1 woODPi UDOT woOi wOl
www.wikipedia.org/apocalypse

50 See definition of key terms and concepts.

51] ewis, C.S.,A Grief ObservedNew 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 andgive face to the demons

in pursuit. Arrogantly, | 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? | 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. | 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

UXEEIT UGEOOQwWUT T wbl POl WEEUI 1 UPOT wUOPEUEUWOUT I
faceless and unUl x Ul Ul OUEEO]I Ow s O0OUOO0®0InREMOW Ul UUOU
political with the personal, the universal with the subjective, and the aesthetic

sublime with the horrific.

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

s OQawlOUUIl wiliT OpOT WEEOOOU wdkewapit. EODP U A w

30wl BRxUTl UUwPOwi OPT YI UwPDUWUOWEOOET EOu

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 digging what it means to reveal, has more

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

UT1l PUwEOEOGaUPUG' I OEIl wUOUUI wEI EUUa w Ol

Ul OUPOT wUUOwWPUWET EVUUDI UOwWET EEUUT woi wl
Antonin Art aud®?

52 UUEUEOw & OuwisA E O &l b U GallettélONoRdVglum® §Tans: Victor Corti,
London. Calder and Boyars, 1974, p53.
28



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

EIl EOPOT wpbhUT ws OOUOOOT PEEOQwWUI UUOUZOWUT 1 UT wE

call them what you will are all we have.

As James Elkins asserts inThe Object Stares Bgoke are profoundly limited in
what we are able to see. When it comes to an experience so fundamental to our
Which begs the question, why is the dance d 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 possbly 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.



confinement of the cave? And if due to a longing for regeneration, we do slip

out, why do we hunger to return?

When | venture out of my cave, particularly at SVU/Amazing Medical Stories
hour, | am privile ged>to be greeted by a strange, unsettling stillness and, dare
| 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, | feel a strange and deepdiscomfort of the kind experienced most
acutely walking alone through the silent forest at dusk. | 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. 1t 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.

"O0I UOOUI EwEaAawUT 1 wEPT wbOUxDPUDOT OwUDPOI OUwI ¢
shadows being cast, lam aware that the ground on which | stand is fracturing;

| sense the danger because the void is closer than | dare to admit. | 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 UOEUw Ul EEDPOT w Ofl w/ OEUOzUw EOCOI T OUaC
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

541 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?

1001 Ow" EUUI OOUEEPWEOUPI UUwUT PUwEaAawWEUI EUDPO
E

POUDGEEA 1 OP1 YI Uw Ol 1 EVUI wknt $hé Bdt BFOT w
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PEUET DOT 26w %OUw " EVUUI OOUEEPOwW UTT wUxI EUEUOU
connected to their emotional response®, 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 happens

5% Castellucci, R. Master Class at the Malthouse Theatre VIC 1% October 2006 (my

POUI UxUI UEUPOOwWi UOOwWOOUI UWUEOI OABw! aws OENIT EUPYI zwEC
OOwWUUET T ZWEOOOPDPOT WUXxEET wi OUWEOwI OOUDPOOEOWUI EEUDPOOL
UxEET wEl OP1 1 Oz wil EET wb OErmertBaEnbked ahuald®@i2e) Hddroneuditu 1 R x 1 U

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

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

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

doesnot Ul OUUOQwWUOwWUT T wEOUUT I OPUWEIT UUT 1 UPEWOTl wbpOOUUDPOOU
UEOOabOTl wEl EPOUUS W3T UOUTT wOPOPOEOQWUI T EUUBEEOQWUIT x Ul L
composiUPD OOUOQWUUEODPOl wEUwWUT T AwEUTI wi OUUDPI PEOQw( wEI OPI1 YI

1 OOUDOOEOWDHOYOOYI Ol OUWEUT wOOwUT T wxObPl UwoOi wEOGOOI EUD
created through body, action, object, time, space, sound, light conceived andE1T OP Y1 Ul EwbOws 00I

EUI EUIl zwuxEUUPEOOawl RxOEPOwWUT | wx1 EUOPEUwWxOPT Uwodi wi BL
QawoOxpPpOPOOOWUOWEEET UUWEOGEWT DYl wi OUOWUOwWEwW) UBT PEQwW ¢
071 EOUPEEOWPOUOUWEOE wY D Eyiartd intnGielDaifécng tilthe Eelisons x U O OUOE O
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

sUOOI UT POT wi GUIDLOUQsWHYEEDwWwDPUwxUI Ul O01 EwOOw" EVUUI 00!
rationalised as he is dealing with the territory of the unspeakable, the inarticulate and the

unrepresentable which | 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.

+ DOl w ra@h, getfor 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.

32



CHAPTER 1

Speaking of the Un speakable

" OPWEOI UwOOl wUxT EOQwOl wiOiI 1T wUOUxT EOEEOI y w%nUL
UOUxI EOEEOI yw3T 1l wUOUxI EOEEOI wbUwUI OEUI Ew0O
11 EOzwOUwWUT ECwbkT PET wUI UP UsUAdeardirg@El@cad UE UD O O w

we assimilate reality and construct ourselves as human subjects by entering

PDOi OUOEUPOOWEEOUUwWs 0T 1T woOUT 1T UzwpdENI ECUOWIT U
POUOwWUT T wUAOEOOPEWOUET UwmpkPT 1 OwbkPl wOOOOwWwHOwW!
linguistic framework which enables us to communi cate with other subjects

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

i UOOwUI PUwxUOEI UUWEUI wsEI UUDUUEUDYI zwi EOQUE!
DOET POEUaAwWw OUETI UWEOGCEWI Rx1 UPI OET Uw OT wsOT 1 w:
KirshneUwBDE|I OUPI Pl UWUUEUOEUPEwWI OEOUOUI UUWEUWOO
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®® | agree with this argument, adding that

l EUEPOOI ZUwsUOUI T EEOI wUI POT UZWEEQwbHOwWI EEU

indirectly, through filters or veils. °

s7 Kirshner, LA.,, s BSUEUQOEOQwUT T wl OOEWOENTI EOWEOEwWUT 1 wUabEOODPED®
Journal of PsychoanalysiBsychoanalytic Electronic Publishing, 1994, pp235242
58 Elkins, J.,0p.cit pp103-108.
931 DUWEEOWE]T wYDI PT EwPOwUI OE U O OWwHEIOuwB TERJEIUMHODEDNE p U E
identifies as the principle behind the hyper -real representations of death in popular culture
from the actuality of death. Instead of iveEw il Bx1 UDPI OEl wbl wi EYT w&OUI Uz UwE
s xOUOOT UExT awlOl wEl EUT ZOwEwxUI OEEUxEUDPOOwWPDUT wlT 1T wyYO
Loss, Grief and Representation: "Getting on with It", Deakin University, in Double Dialogues
? UUWEOE w/ PvEirder, 200V U U1 wK
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Darian Leader, in his investigation of how artistic images act as veils for such

I Bx1T UDI OET UwlOl wlOT 1 wlil E@lugw BDEBWBE!T QEWDI0WuERUug WO
Lacanian sublimation. | 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

ETExUl UBw' I wET UEUDPEIT UwUUE Od éntptihes® @uoE U wU T 1T ws ¢
sOEwaO0l wUl EOwPUWEOPEaAUWET aO00EwkPi EQwki WEEO
meaning to and since it is beyond our capacity to represent directly, it is lost to

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

inaccessible® Leader then goes on to describe the process of projection which
OEEUUUWE UG EuWwsWRI3ITuwlwol DOT wPUWEWYOPEOWEOwI O
best to represent it with images of invasive proximity (monsters) or of utter

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

DOET DPOEUDPOOZz UwI i 1 OUU w U OestBdditS vt boundatiesw P T EUw U
The thing is always beyond these boundaries, an inaccessible zone into which

Pl wxUONI ECwDOET | UwOi wi OUUOUwWOUwWEEUI OEl 76

20wiT T Ul OWEOQwWUTT wOT Ul UT OCEWOi wil UOEQwWI BRx1 UD
EPEUI Ol UUw O1 ws Ul 1 w latiE Qrojectd ¥nhgdsu Ip isBHsl w E O
EPEUI OT UUwOi wsUT 1 wUOT POT zwWwEOEWOUUWET UPUI wU
Uxl EUE0OUWUOwWUT I wWEUUPUUPEwWUI xUI Ul OUEUDPOOWO
artistic aspiration, the need to give form to that which is closest to our

DOET POEUDPOOzUw EOQOUOEEUPI UBw 3T 1T willi EOw PUw 00!
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 _eader, Darian. Stealing the Mona Lisa: What art stops us from sediogdon, Faber and Faber,
2002, pp5859.
61 |bid, p61.
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representations of the Real are most effective when pretragic? They do not
EOUI OxUwUOwUI xUOBEUETI wOUWEUOwWUI 1T wEUEDI OEI u
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;
2, OET UOPUOwWI Eviishes. i @vaniedJids BEudience 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 ¢ apitalism had all but
El U0u®&al E» 6

3T DUWEUI EQwOl wsOUUOHOT wlT 1 wUDT OWEEEOz wUI 0UL
addition, | 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. ¢

' EUUPI UOw, 60ws 1PET EUEwWw%OUI-OE 0 & iEHdatEe Odurinalysl 6& U w Ol wE Ow
No 1, John Hopkins University Press, 2004, p84.

s (wOPl WOUET woi wiil WEGEOAUPUWOF @DPEVDBEG WDEDOEDmEGE
Ul ET O0Uw xUONT EOUw UOw , EUUPOwW ' EUUPTI UBw 3T 1T ws2T EEOPUW |
paraphrases his argument for the express purpose of estaltishing a solid base from which to

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

xI DOOUOXxT PEEOQwWUI OEUPOOUT DxwUOwUT 1T whPOUOwWOI wEOUT w Ul
1EIi T EIl OO0OOw2EOAaD Oz wiicrdor@ems and perfdrmante dutadimieslodthd thvee

practitioners are manifestly different.
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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
xI UUPUUI OUWEOEWOEUI UUDOOEOQws U1 POODOT WwEEOUU
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

A A N A oz N

? UUEUEWEOOXEUI UwUOTT wUTTEOVOU]I wOOwWUT 1T wxOET Ul ¢
archetypes rather than individual psychology; this makes the thea tre a place of

UPUOOw I OUw Ul 1T w EUET I Ua% Hisu cbhéessom Withuwth® Uw EE OT |
disintegration of boundaries and the descriptions of his own deteriorating and

i UEEOUUDOT wOPOEwWUDPT OPI 1 UWEWET UPUT wOOwWIT BYIT w
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.

31T 1T ws2T EEOPUZz wOi wi1bPET EUEwW»OUI OEOD
s. OUOOOT awUl YT EOQUwWDOUT O wOOUOwWUT UBUT T 1
throul T wUT EEOPUZ

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

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

%OUI OEOz Uwi UET Ol OUEUVUawi OUOWEOGEWUUIT woi wul xI
with the aesthetics of post-modernism, his work continues the avant -garde

EVUUI UUPOOwWUT ECwso6l Bx1 UDOI OUEOwWET U0T 1 UPEwxU

64 Sontag, S in Artaud, A., Selected WritingsEdited 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

UUUOwOEawlT 1T wi OUOEEU®OOwi OUWEWUEEPEEOwWx OODL

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 | believe ontological

Ul UUOUwWODI Ub w( wE OU O w HAde s dead betabske ¥situe® T EUwUOT |
synthesised layers still obsess the artists | find most interesting in

EOOUI OxOUEUawEUOUUUI 6 wnOUI OEOQWET UEUDPEITI UwbOL
new ontological mode of theatre, hysteria lies as a seed/spark, which forces the

UOUI 1T EEOI w U O wEl Eagrébucdihpldialy Oniti) thi§ 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 it confirms the

notion that the ontological is knowable only indirectly.

"EUUPT UwxOPDOUUwUOw) UOPEwW* UPUUI YEZUWEUT UOI (
alogical structures function to guide us towards something that cannot be

articulated. He stresses how FordODE Oz UwOEUI UwbUDPUDOT wEI EOQUWE
OOUOOOT PEEOwWT UOUOEWEOEWEUUDPEUOEUI UwEOwWHOUI
OEOIl waOUwUUUOEOI ZwWEOEWEUUPEUOEUI Uwi-BDUwUI U U/
en-UET Ol Uwpkl PET wEUI wl isintekettitgly,] he callssti@pO1 | D1 OE U
sUI T UExI UUPEwEI UUT T UPEzw EOEw Ul OEUI Uw POw E
sEPUOUDPI OUEUPOOWOEUUET I zAKAwpkiT 1 Ul wOEUUEUDYI w
Ul 8Thilow OO0 UD OO wOTl wli | wOUUUEOQwT UOEQwUI Of wEEOuU
EOOGEI xUPOOwWOI wEwsUT 1 EUUPEEOQwWwx OOPUPEwWOI wbOUE

8 |bid, p85

7% OUI OEOOw 1 8 C'wa U DIUWEDEW P E &N iand PErformange wRixi@awd Foreman,
Gerald Rabkin (Ed), , Baltimore, John Hopkins University Press, 1999.

68 Harries, op.cit p88.

69 |bid, p88.
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Romeo Castellucci 2006°

Figure 1.1

Like Foreman, Castellucci frames his theatrical projects with philosophical

writing that acts as an extension of the lived event. | 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

EUWEwWOl EOUwWOI WEUUDPEUOCEUDPOT wUT T wil EOQwPIT T UI E

highly objective treatment of form. ™

70 Castellucci, R.,op.cit.

1 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, | 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-UD1T OPI PEEUDPOOS wWw' T wUUIT UwUT T wUl UOU
UxIT 1T EIl2wUOOwWETI UEUPEIT wi OPwWET DPOEUI OwxUOEIT UUwWOIT
of visual and aural attention before they gain the ability to integrate these

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

I Bx1 UDI OET U wO bewes helinfegratet i thiz vy E E O

| 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 PEUwl OUDPUI OawEOOUUUUEUI EWEUOUOBWUT T ws U1
SEwOOO0lI OUwOl woédUOOOT PEEOWUITI UUOUZBwW( wi OUIT Uuw
reflections this moment created and how they were realised in subsequent
chapters but for the purposes of this chapter | 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



imbue them with a feeling of terror and became steadily attracted to wanting

to explore the deep structure of an experience of terror.

The performance outcome of the Aviary development at CARNI suggested

UTEQwUT T wbOET T UwEUI EUI Ewbkl Ul wUTT ws Ul EEOPUZ
moment of ontological terrord w ( w PEOUI EwWUOWEYOPEwWUT T ws UT
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). | 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

UUOTTT U0 EwOT E0w( wil OWEEEOWEOEWEUUTI OxUwUOws bk

the terror.

| 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 |

[ EEWET OUI OwUOWEOOOP wUT E UnuxxxEUA] £y BEEE)QUPEEQAS U ung
broken record. My collaborators and | discussed the possible reasons for this
EQOEWEOOEOQOUE]I EwUT EUwPI WEOOQwWIi 1 O0wUT PUwPEUWU
During the month long break from the collaborative process | heard about a

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

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

of waking was indeed a moment of ontological terror. | began to write:
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Ul Ox1 UEUOUUI wPUwT 1 0UPOT wiBITITUGTT WEI EPEI Uuw
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POwUI 1 WEOU60aDOl 61 OUWEOEWI 1 YT UPUT wbOwl I UwOEk
OUOx wOi wudbUUPOT wi O1 UT WwESEWUUTTIT UUUWUTIT wobI
1al U6UI OOUWO! wi 1l wOUUOawWET OPI Y1 Ubud wd BT 161 (uwd ¢
ETTEOI Ewll Uwl YwODPOUUI UwET 06 ( zOwUOOwWI BT EVUUUI
her to me and stoke her satiny head as | slowly stumble through the humid night
EPUOGUTTTO(wlITEUWUT T WEEUwxUOOwWEPEaAaOGEOEwWI PO
judgemi OUEOwI ai 66861 OOl 6EPEaci POEOOGaoUPPUET POT u
PEUI UUOBDxxDOT wiT UwOUUwWOl wilTUwoOBTTUWEOOUIT |
Ul UET 6 xODBBWOBW®OYIT 6UTTT86UTTTO0aAaWwxOOUWODU
EOCEAawPOUOwWUI 1 wEOOOwWPEUI UGUI OPI I wEUOWOEUUGUT
T DT 17101 600PwWEI EOOI UwEwWT EOI 6 (wUUxxOUUwWI T UwEOE
TTUwOI TUwdOwUT TWi B0 IwEbuw b 11 quesl B auwi UDUVAEE OUT w O
O01 T UUODxxPOT wOOUOwWwOawWwUPET woOl T USTT UWEDOEa W
become less playful now as she swishes her arms through the shallow cool
UPTTUWEI T x0aoUTl PUwOPUUOT wi ET OwoOi wOawbpOwEC
OOPOTT Uwi POTT UUWODPOI wi UOT UAWEOUEOGOPEDPUDOT wi
EaoOQawEUUODPOT wWETT I OUwill OwEI OPEDPOUUGUI UUDC
dOPOT 6 PT EOwWUT | wi UEOWEOwa OUwlUT pOOwaObOUwWEUI wgod
f UEOw OU0w Oiw UlTw PEaoUIi Tl zUw [T UEOPOT w
EUI EOT DOT 61 UEOGG661T OE6aOUwW UUI O1 UUG6T Obw  OC
6 x Ol EUT wUUOx w Obowedny ia®@OVY 1 6 UT 1
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, AWEUI EVUUOUWEUI wi U006 UIT 1T awEETT whpbUT wOT T wxUl |
xEUUOwOT T wWEEUT UOOO6OU0wWOI wUT 1T wEOUOT UwoOi woOa wl
POwUT T wxUUUPEEBPOUwW PEGT Wwoiuw w EBUT T Uw UOEES
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| 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

41



enactment of its horror in real time. Nevertheless, its presence was undeniable,

EEUUDOT wbUOUwWUI i Ol EUPOOwWDPOUOWI YT UawbOET T 6 w! U

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, | 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. | 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:

1 The focus upon and manipulation of particular spatial, performative,
visual and aural elements which could be identified as being present
1 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.
1 The architectural ruin as a vessel for terror, its inherent atmosphere;
and the particulars of the site specific design and performance at
CARNI.
T 371 wUDPT OPi PEEOGET woOi ws 37T 1 w# OO0GKIuEMIugEaul E UE



Figure 2.1

The Liminal Uncanny in Visual Representation

(OWEUUPUUDBEWUI xUI Ul OUEUPOOUOWUT 1T ws UOT 601 Oaz
I Bx1 UDI OET EwUT UOUT T w W 16 wus GvwEIUBXE®W OU @ E w ¢
example of the otherworldly quality of the Freudian uncanny can be identified

DOw # EY D E uBluey (efvét (1986) In this film, a homely atmosphere

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

brutaOws UOT OO1 Oaz wi 01 O1 OUUB w31 1T wOOUUWOEYDPOUUW
found in the idyllic park -land by the protagonist. While similar uncanny

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

representation has emerged in recent yeas 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

%Ul UEzUx' I PEITTTUZUWEOOE]I xUwOi wbOEPUUDOEUD!
being at home in the world). In artis tic representations | would define as

In such liminal projects, the carefully constructed imaginative points or

DOET T UwUxEUOQwbPPUT POwWUT T wODPOEZz Uuiptiéal w O w U7 1]

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)

s | OOie@mentas 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

UUEEOI wi OUUI UWEWET EUUDI roothOrathe EaedsU TisUEUT EwET
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. | attempted this uncanny spatial reversal with some success with
collaborator/writer Rebecca Rutter in the 2001 production of ) UO1 6 UT I wx OEEI
does not matterin 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

221 1 WEOUOW) 1 Uthe Cinués Cokit @hildrénd z U w
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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

"UUEUOUwW )UEaw OOIEUwW EI UEUPEI Uw ! DOOw ' 1 O6UO
EOOUI OxOUEUaAwWUUEODOI obPTT UI wUTT WEPUUOOUUBDOOL
understanding of the imaginary within our responses to nature as much as
E U O U€Hisiwprk is particularly relevant to the concerns of this thesis as he
EIl OPI YI UwUTl EUWEWOENOUWEOGEDPUDPOOWOI wEUUWUT O

73 Annear, J., Bill Henson Education Kit National Gallery of Victoria 23 April - 10" July 2005,
pp6-7.
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D OEI| UE Uk WiE @dngnéntary accompanying his exhibition at the
-EUPOOEOQW&EOCOI UawlOi ws PEUOUPEWDPOwW! YYKkwl T wUx
relation to great works of art; that one cannot experience oneself as separate to

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

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

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

Ul UUbi apOT 6w' 1 OUOOzUwEOEaw Of wpPOUOwWEOUOEW
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 mind'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

&1 OUT 1T w OI REOETI UWET UEUDPET Uwi OpwUiT 1 wi UBGEODWI £
EUI wUPUUEUI E ubBEDPuysuddd Tul Yubl URUEmHéuER drdam-ke ObUa z 6

ungraspable shapeshifters which seem at once to be emerging from and

74 |bid, p8.
75 |bid, p4
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transparent, made up of light like an apparition, siting Untitled 1977/87and 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

AnneEUWPDHET OUDPI Pl Uwil Obw' 1 OUOOzUwxT OUOT UExT PEU
single images but are purposely constructed to function as fragments of
meaning. The images are not narratives within themselves, rather they are

s0O OOEEUDOOU W I OU w I Thesel imaginingsChiadpdd Gvidhini the z

Qu
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The narrative works elliptically around the constructed image and its

relationship to other images.

61T EUwPUwWOOUUWUUUD OB OlisuhatEhéyeem 'tolreSamdl©thel wbD OET 1 L
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 WE Uw E]l OUUI EWEUOUOE W' 1 OUOOwWwDhOUxDPUI
examined our own dark places and the shifting phantoms which inhabit them,

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

76 |bid, p6.
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Night -Terrors

Ss&OEwPbUwl EYDOT WwWEwWODPT 1T UOEUheFalls3 T DUwUT ¢
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
| EEl wEOEwWUIl UOPUwl POWEEEOwWBbOUOWI I EYI O
can be in his creation whichis so €1 61 YI OUUEOOa wUT | wUI
Ted Hughes™
A night terror is distinguished from a nightmare due to its unique
physiological and psychological state.”® My experience of this state can be
defined as follows:
1 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).
1 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.
1 The feeling of utter immobility made physiologically distinctive by a
pressing weight on the chest, legs and arms.
1 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.

1 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 Crowwww.zeta.org.au Accessed 19/05/2005

B wOPTT OwlOl UUOUwWwOUwWws xEYOUWOOEUUUOUUZ wPUWEDPUUDOT UDUI
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 Nightmarge&ensington Books, 2004.
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you are physically unable to look away from the object as mentioned
above.

T 311 wsUaOEOOPEZwWOENI EQwWEI POT wOOOOI EwWEUW I
sUIl UUOUzB8w3T PUwT UbxxI Ew b rdaE pfGieUa Ow EOO|
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1 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

I RxOOUEUPOOUWEUW( wETI 0PI YT EwUOT T awUl YI EOI EwUC
relationship to a state of terror. | was also interested in the symbolic object as a

xOPOU WO wi PREUDPOOOwWPT PET wYI POUwWUT T wsUI EOz w!
terrors were 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

El EEwEI DPOESGwW 31 1 Ul wUaAaOEOOUwW PT Ul wsUIT Ol EUDC

ricocheted into the entire space?’®

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 whee | 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.°

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®, 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

PEODPOT 6w+abOl WEPEOI wbOwOOI ZUWET EOwWEI Ux1 UEC
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 | 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, | 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.
8821 1 w-DOIUET a4l zUw Ul UUPi aDOT WwEOOEI xUw Oi wsThddl UOEOw UI
Unbearable Lightness of Beirlyanslated 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 Emptin&ss 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 -Houses3

Following this, | began the early stages of drafting the performance through
free-fall creative writing, improvisation and story -boarding, | 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
P$EET wEUOUUUI wEEUUUwWDUUwW OPOwW UT EEDOPC
description of its own form and nature. The shadow which our
Ul ET OOO0OT PEEOWEDYDPOPAEUDPOOWEEUUUWH U w
who dance QwUT T wUUPOU WOl webUDI U-»

W.I. Thompson?*

As | 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

ET YI OOxO1l OUwxOI EUIl wUI i T UwlOw xx] OEPRWKWEOEwWUT T ws NOU
83 See Appendix 3

8 Thompson, W.I., The Time Falling Bodies Take to LigMythology, Sexualityand 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 tme, our mortality and the

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

| OxUawUxEETI OWEUws Ul T wOT DPOT ZzwbUwbkhi OOWEOEwWwUUL

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

EPEOOT Ul wbUwi 1 BT T UI Ol EwpEUwYDUPUOUUWUOwW UUE

we conjure up figures in the space, we invent a missing subject which is our
DOET POEUDPOOZUwl i i OUDWUOWEOUOUI UEEUW

carcass of tO1 % 6

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 d 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

81 O0UT Ow6ed) 6 Ows $-E AW W W Ews®iOw 3 DO wbOw,
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 | believe their continual
presence throughout the three week development process intensified the
recurring motif, leading one collaborator, Jason Lehane to suggestAviary as an

appropriate title for the work.

Figure 2.3 Figure 2.4

WET POEZUWEI EUOOOWPEUWEUPOUwWOOWUOXx woOil wEwIi O
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
POUOWEXxxI EUwWUOwsT EUOUZ w DEIOw UwBOEIOE W0 & EEIUDW®I
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
EOEwWEDUOUDI OUEUDPOOwWUI T EUEDOT OwUT EVwPI DET wWE
EOEwWE]I Ubp1 1 O6z6uw
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The Doll

261 wxUOOI EwOUUWEOOOUWEOOOT wUT T WwEEUUUW
heavy fold of illness.
They appeared to us in dreams and were tied up in the disasters of feverish
OPT T UOUGwW3T E0wUUxI Ul PEPEOOawxEDPOUI ESE
floodUPET UwOi wOUUWEI I 1T EUDODOS
3T Tawkl Ul wOI 1T wi PU00w0OwWPOi OPEVUwWUT DU W
Rainer Maria Rilke 8¢

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 entitted %U E U w! O E &né& lisDuinoEEBdte#l as triggers
for the development of the visual narrative. | have long been fascinated by the
haunting and uncanny nature of dolls but it was not until | was introduced to

the writing of Rilke by collaborator Jason Lehane, that | 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,

s My colET T wOl wUOI RUOUwi ROUUEEU]I Ewi UOOwWw1DOOI Owld, 60ws# OO0
(1913/14) inEssays on DollsPenguin Syrens Series, 1994.
87 Rilke, R, M., Duino Elegies http://tonykline.co.uk Accessed 30/08/05
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statues, puppets and dolls populate their visual representations of the
unconscious. The disfigured anEw UUEUOEUDUI Ew sxOUx1 1 zw EUI |
Bellmer are perhaps the most disturbing example of such investigations (see

figure 2.5).

N A N o~ o~

tale The Sandmanwhich he uses to explicate histheory of the uncanny. He

UUIl Uws. 0a0xPEzZwUOwWDOOUUUUEUT wli 1l wUBEEOODOI L
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

i EOOUwUT OUUwOi webawlUuUOawUEUDPUI apOT wEOEOaU
OOUwNUUUOwUT EQwUT T wEOOOWPUWEwWT EUEDOT 1 Uw O
1 OxUPOI UUWET I POEwWUT T wil al UzwEUOWUEUT T UwUIT 1 u
universe unresponsiY | wEOEwWDOEDI I 1 Ul OUwUOOwUT 1T wi UOEOWE L
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

I OxUDPOI UUWEUWUT T wi % Ik tisUDuifbl Elegey Rilkeis&sbup &1 OET z 6
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

yetti T WEOOOwPUwUI xUI Ul OVEUP®T w®iwwlT 1T wlT Ul EQwC

8D O0O0UO0OwWS 6, 0ws 40EECOCaw# OO0OUOLG w( OE Ndwllite@ry HigtaryE UT wbOw1l D

Vol 27, No 4, University of Virginia, 1996, p665.
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Inserting the story -Triggers

(Ow1bOOI z Uw E D dike Wshot wtdiyO % WEWW E OE IwkterUim , EDE

1899° a maid is imprisoned in the kitchen, utterly estranged from normal

social life. She gives birth to a child which she immediately strangles and
PUEXxUwBOwi Tl UWwEOUI wExUOOOWUUOUDPOT whbUwbBOwWT
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

Ol BT T EOUUZUWET POEUI OWEUOUOEWI OUwEwWxUxx1 Uuw
performance with the small dolls before asking the children if they would like

OOwUI T wi T UwsEDPT OWEOUI wEOOOzd w21 OUDPOT wUIT 1 wE>
lal UwoOi wUT T wsxUOET zAwUT T weEl POEUI Owi UPTT OwE
i POEwWUI |1 wET POEUI Owl O01 wUT 1T wUOEUT T UwOx1 OQwEC
[T EEWOl wsUT 1 wEDT weOUl wdOOI 738w

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 | 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 °' 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

% Translation and anaOQa UP Uw Ol ws WUEUw! OET ERaitkuMaEDRilke:uCEE&ive& UET | Ow 6
Anguish of the Modern Pogtondon, 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
sUIl EOz wi BT UUIT U w brigures wena the o Uis@lentents afit®ed T 1
aOUOT wi PUOZUWUUEUOEUDUI EwxUAaETIT 6w

Key Development Discoveries

The Aviary sketches and the subsequent audience/supervisory feedback?
revealed a number of effective elements that we would carry into the final
performance. Mainly:

U The ruined atmosphere as a site of memory and the gothic effect of
decaying decadence in the set design.

U The significance of the bird and aviary symbol in relation to death and
imprisonment.

0 The multiplying figures, seemingly haunting the space. Establishing
ambiguity as to who is actually living in the space.

0 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.

U 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?®

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

following chapter.

92 See Appendix 8.

93 |nterestingly, 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 | indicated in Chapter 1 of this paper, the second phase of the research

EI T EOQOwEaAawUl OUUOPOT wlOOws UT T wOOOI OUz wOI wUl vuc
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

OEE]l wUOOwWUIT UUUOwWUOwWUT T wUT T EwOil wEOGOWUT T wbOET
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| 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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Sleepcan 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

sxIl Ul OUOIl EZwWEOWEOEOOI OUUWEEUDPOOG wW3T 1T awUOET |
of meat which had been strewn about the stage, relentlessly moving from one

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

two symbiotic actions and the profundity of their consequence almost too

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

inexplicable. | left the theatre and | almost vomited.

(ZEwOI YI UwpPbPUOI UUI E w Bfwideddd.| TineFgked Efittfan EEE QU O U
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 ®*symbolic 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. %

% | stress the significance of this story in the Western/Christian construction of symbolic

imagery. At the same time | must articulate that | a m not under any illusion that this specific
UOOUawbUwEOGapi Il Ul wOl EVUwWUT T wsi PUUUz wOaUll PEwWxEUEEOI wU!
% See Saw, Hostel land 2 and Wolf Creek- OUT wUT T wx Ul YEOI OEl wéhws Ul T wUUD
scene. | 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

are dways 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

Ul T whuNkYZUwOT T awl EYT wET T OwUx1 EPi PEE Qkew @EUOT Ul EwUO
specific warnings regarding the limits of sexual desire and potential transgression. One only

has to look at Texas Chainsaw Massad®eO wU1 OEUP OO woDWwOEBOwA Y UREDOWOU wWUOT
obsession with the nightmares of hegemonic suburbia UOwUOET UUUEQEwWUT E0wUT 1 wE x x
i EOOwi EUwWiIi UOOwWUT T wOUT T dw20wkPi E0wPUwWUOT DPUws xOUOOT UE x|
OE4awEOOYI 0PI OEl wUOOwWUEaAawhbUZUWEOOWUOOWUEEDUUDEWUOWE
are, after all, reflections. The base narrative is as follows; a group of young people are pushing
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This image seemed b 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 7,

371 wWExOEEOaxUl whEUwWYDPUDPEOI wOOOawbpDUI DOwWE Owl
within the genesis myth. This reaEDOT w Ol wUIT T wsi PUUODwWOUUEIT Uz
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

UlT Ol EUPOOOWEWUDLT OB w3 OwUI UUUOQwUOwW/ OEUOZ UWE «
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

Creekand Hostel they are drugged) find themselves entangled in a confrontation with the

monsUUOQUUws OUT T Uz w3T PUwsOUT T Uzwl0T 1 OwOPOOUOWEOEY OU wU(
Ol wUT 1T PUWUOUEOUT UI UUPOOwWmpDPdl B WEEEWOPEUWEOPEAUWEDIT wi b
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. 31T 1 Ul wsi 1 EUz wOEUUEUDPYI UwEUI wEOOL
clash arising from globalisation and the ultimate vulnerability of protagonists that dare to

UUEOUT Ul UUWEUOUUUEOWEOUOEEUDPT UwbOwU! EVUET woOil wEwOOUI w
the overwhelmin g senselessness of the torture. In all horror films, the monster, as the shadow

Of WEwWI PYI OwUOEPI UazUwil EUwWI OGEVUwWUT T wol awUOwWUBET UUUE
Ul wOEUOI EWEUUET 1 UOWEWUAaOEOOwWOI wEOwWUUd) hatike-w ET EDOUE P |
OO0YDPOT wiBxxbDl Uzw U7 EBEGW OODDDOT DUE w U WwERDW* UUT 1 Uz w
nightmare lurking in the basements of suburban perfection, burnt to death in a symbolic tale

Ul xUT Ul OUEUDY!T woOl wwyz Uws x 00D k& mbrdSterEnadidréagod o1 UUz WE OE w
U1 PUwoOOOUUUOUDPUAB w2001 UT POT wOUwWUOO!I 601 wOEET wUT 1T Ow
have that luxury. They just are. What distinguishes them from their victims is purely that they

EUIl wsOUT 1 Uz8 w3l 1 awl End houndréyuwrey ) howveay Gadeawalbah@xt, 200 w E

U001 UOawoOEODPUT UEUT wOT 1T wi UOEOPUA WOl wsUT 1T wOOTT UzwOT UC
OOOUUT UUwUT 1T OWwUOWET wUUUEODT 1T CAawEODT O1 EwbpPUT wUT 1 PUWYE
transgressive experience than the last. | make no further judgement regarding the function or

merits of these films. As | 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

EUOUUUEOws Ul bUUbUUZz &
97 Castellucci. R.,Genesi From the Museum of Slegp002 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 gedure. 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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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:

U Shock: The initial terror of waking to find that the baby has drowned
made increasingly manifest by the homecoming of the male character.

0 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
guestioning, becoming increasingly aggressive.

0 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.

U Grief: Both characters are left isolated from each other, ultimately

silenced by their desolation.



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

thisi POEOQws POOUOPOEUDPOOz wbOwUT | wi OUOwWOT wEwWI T E
the last section of the work.®® 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 velil, 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 awn
as follows:

U The petrified figures imprisoned within an isolated, disintegrating
homestead at the turn of last century which generated a distinctive
s UUUUEODPEOzwl OUT PEWDOI OUI OET wbOwUIT 1 wEDS
and sound design.

U The research nto 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).

U The research also exposed an unusually high prevalence of infanicide

and abortion in the female population due to harsh economic and social

98 See the original draft in Appendix 10
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realities®, 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

sYDOOI OUwOEOZwWEOEWUT T wsT aUUIl UPEEOwWwbPOOEOZ w
terror, | 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, | 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

1 UUI OUPEQwWUOwWOPT T UOEUDUT wbhOET Il UAWEOEW! UUOI
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

9w summers, A, # EOOI Ew6 1 OUI U wEReECaiénddian 0fuNorGed B Bustralidydney,
Penguin Books, 1975.
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CHAPTER 4

THE PRISON OF GRIEF:
THE FINAL PRODUCTION 100

(OxUDPUOOI E UT 1T wuUDBOI EwYT UUI
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Aviary 2006

U
U

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.

| 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
UUEUOGEUPEWUUEODPOI Bw (OI 1T UI OUwpkpPUT POwWwUTT Ul w
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, | will provide a complementary reading of
Aviary through an examination of its visual veils; repetitive and liminal
sequencing, the overall mise-en-scene, nonrlinguistic coding (through gesture
and symbolic objects), and the blending of intersubjective domestic-choric

bodies.

100 | 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

UT 1 PUwUI OEUPOOUT DPxwUOwWUTT wi OUUwOl awsYIi BOU

identified in the last chapter.

The Threshold Disintegrates

sThe momet 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 ocgthistory cancels itself, places itself
UOEI Uwi UEUUUI wEOEWEDPUEXxxI EUUZ S
Anthony Kubiak 101
*UEPEOZ UwxUOI OUOEWOEUI UYEUDPOOwWUx OOWEwWUIT Ox O
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 ad Other, Body and Mind, Presence
EOQOEw EUI OEl Ow* OOPOWEOGEwW40000pP0G ww3T 1T wOOOI O
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collision revealing a zone of erasure, of nothingness.

(OQw2i 1T EOCORBEREUBEHIOCOUI® wUTl wsUUEUOEUPEW UUEODOI
Disgraceshe articulates the close relationship between trauma, the sublime

oo~ A N A oA~

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
EUUOEDPEUDPOOG wW2i 1 wEl UEUPEI Uwil OpwUT T wOUEUOE U
Ol w UAOEOOPEW UI EOOOI EUPOOOPPUT w UT 1T w i1 OEOI
remeO E U E O°EThesd 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 talesi3In " O1 U4l 1 zUwOOYI OOwUT 1 wOEOI wxUOUE
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

EOQOEwWUT T wl E4Al wbUwUT I U1 Ewi UOOwWUI Ol wUOOws 60T 1
UT T wxT EOUOOwWwsOUT T Uzwi UGEUPOOUWOOWEWEUEOQW U
Ul xUI Ul OUEUDYIT woOi wOT T wxUOUET 60PUUZUwWBOOT Uwl
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.
02 ] w' UOUDOT UOOOwW160ws &T OUUUw?211 OPOT w2 UBRUDPUUUI Uo w
Imperial ChinaVol 26, No 1, John s Hopkins University Press, 2005, pp140.

68



Figure 4.1
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Nicolas Abraham 104
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describes how the female protagonist compulsively returns to the harrowing

UET OEUDOwOI wduitide dnfolihk) feEilddfartions with a phantasmic

figure she discovers in the attic. Through these eccentric communications with

Ul wi EOOUEDPOEUDPOOWUT 1 wbUwI i1 1TEUDYI QawsphbPOUO
GUOUT w# b/ Ul Ul ZUWEOEOGaUPUwWOI wUOT PUWET YDEIT wEUL
the intention behind the relationship of Tom and the ghostly phantoms of

Charlotte in Aviaryd ws . QOwUT T wOOl wi ECEwWUT T wddBET woOi wlOi

sUT T wOUT T UzwkpbDUI DPOwWUOUT T wUI O OwUT 1T wbOOIl Uws i OI

traumatic content of an event inaccessible to the host mind; on the other hand

¢ EUET EQOWEUwW@UOU!I EwbPOw#D/ Ul Ul Ow+d80ws#00w#1 +bDO0O00O7z Uws
Narrating Trauma in Contemporary LiteratureVol 46, No 3, University of Wisconsin, 2005,
p485.



(according to Cathy Caruth) the phantom voice stands for the intersubjective
dynamic by w hich the subject, listening to the communication, bears witness

OOwUT T wOUEU®E wOi weOOUT 1 Uz b6

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

N~ o~ AN s oA

Ol wsEOOOI EUDPYI wEI EUDOT wpDPUOI UUzwUBm&@UUDEUO

DeLillo deconstructs language and privileges strange ambiguities tOws 6 | OUET w

UUEUOEwHDOUOwUI xUl Ul OUEUDPOOOUOwW Ul OOwWwEWUUOU:

DOEUPEEUI Ew bOulrhd visudlOandsapedqf @viary was also
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disintegration, liminality and ambig uity in the formal treatment of the subject -

UUEUOEwWEOEwWUT PUWPEUWEET Pl YI EwpEUwWDUwbPEUwI O

through the manipulation of withessed bodies and objects in real time and

space.

105 |bid, p487.
106 |pid p483.
107 |bid, p484.
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Time in the Aviary

~
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Don DelLillo, The Body Artist®®

Sequence A Sequence D
Choric Choric

Sequence C \ Sequence B
Domestic Domestlc

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
OYl UWEWEI OUUEOQwYI UUPEEOQwWODOI whi PET wbUwUI xU
(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.
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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
"TEUOOUUI zUwPUExxDOT wOl wUOT 1 wEl EEWET POEWEOE
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,
300zU0UwphbPOUOUT OxwWEOEwWUT 1 wWUUEDPUEEUI dw3T 1 wEDUI
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 unhomdiness 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 organisedto correspond symbolically to each figure and their

EUUOEPEUI EWUUEET UwOi woOl OOUawp" i EUODI Uwxl OU
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Inhabitants of the Aviary
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Figure 4.3
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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
SEOOOwWOPOI zwbOOOE!I OUWEOGEWUT T wEUOPOI EWEOUX U]

past, present and future.

A N N A~ AN

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 actEUwl BRUI OUPOOU WOl w"T EUOOUUI zUwUUEUOEUDI
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
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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 ¢ 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 EOEa wOEOT UET T WEOEwWT 1 U0OUUI wEOEwWUT 1 WET EU
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 downstais 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,
EQEwWOPOT 1 UUwPPUT wbUwi OUWEWOOOT OUWET I OUl wol
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

UOUEOT 1 OT UUwPT T Ul w3OOzUwHOUI UEEUPOOUWDPBHUT u
memories of Charlotte, a witnessing and actinl wOUUwUT | wOUEUOEwOI ws
(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

si OUI b1 OWEOEa zsuePeDwUT I WEOOI UUPE W

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

f UOOWUT T wuUBbYIT UOWUT T wi OUT UUwUTT wOPUET | OwEOE
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, | 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
Eaw! DOOw' 1 OUOO6z UwODP Ob O E Gatimpdnisiof paddand wb 1 wi Ox
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.° As the sequence approaches
the centre point!:, we see the chort 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 chorc 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 pullsthe 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 aOE ws EOY1 UPOT z wOUWOEUEUUD:
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 andhangs Lotte (who has become increasingly doll like) on a meat
hook. Charlotte pulls broken plates from the sink and holds them towards

+OUUI OwUEUI EODOT 6EUUI OxUDPOT wUOwWPEUOwWIT 1 UB w

.\

into a dance macabre as Charlotte pulls a seemindy endless length of hair
from the sink (symbolic of death 9. 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 brd woman, half rotten with her spine visible
through her back, is seen dragging a cello across the nightmare space. This is a
sUUEUOEUDPEEOOawWUUEODOI ZOWEOXx OPI PI1 EwDOET I Owl
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.13

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 asTom (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,
2" T EUOOUUI 2 wE OiE cagell éledsingdh® kyal®dgainl 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
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In the interval between each heartbeat,

In the place where there is no breath,

61 wUl EEOOwPkT Eubl WEOPEaAUwWOOI F
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 abricoleuris not unlike the pact
of a scientist. To identify a crucial impasse, evaluate the risks, imagine various
UOOUUPOOUOWUI Ul EUET wOT T wi POEDOT UwoOi wodUT 1T UU

experiment, collaborate and finally, distribute the findings.

Artists are not comfortable with centre points or the middle ground, at least,
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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

EEOz Uwi I Ox wEUUWET weUUDPOUUB w

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 epphany which

results in lasting transformation. | am not suggesting | achieved this level of

114 Thompson, W.1., opcit. p7.



witnessing within my audience; | merely strove towards it, which is half the

battle.

Returning to the aims of the Masters research and the objectives | set mysdlin
the creation of Aviary, | 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. | 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 | 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 mechanisns 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
sUOPOPUPEUI Ezwi OOUOEIT UD Qdlance GsuafishsGahdiied O O8 w %D |
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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 wBDUT wUT T wxT 1 OO0 OEwOi ws Ul U
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
UUEUOGEwWPOwx1 Ui OUOEOET OwlUT T wuUl xUl Ul OUEUDOOwWC
just beyond our grasp. To answer the cry of Artaud, who articulates our
POEEPOPUaAwWUOwWI RxUIl UUwOUwUI xUI Ul O0wEOGawsUU
introduction), it is at this point that | quote Gene Ray who, grappling with an

equivalent question, muses:
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history and imitate, in their effects, the structural belatednessfteroccurrence 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: éstimony and reflection, for the

POUOWEOEwWx OEa wOi wOOUUOPOT Owi®Uws EEUDPOT wdOU Uz

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, | 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.



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
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