ISSN19046022
www.otherness.dk/journa

; gics 5

July 2016
- | Edited byRita Sebestyen
J / and Matthias Stephan

Otherness}f the Performing Arts

ya



herness: Essays and Studies

/N MYTATTYYANNY ﬁnnn‘\ N AATTYAY NAAATAN

Otherness and the Performing Arts
Volume5 - Numberl - July 2016

Welcoming the interdisciplinary study of otherness and alterity,
Otherness: Essays and Studiissan operaccess, fultext, and
peerreviewed gournal under the auspices of tkentre for
Studies in Othernesd he journal publishes new scholarship
primarily within the humanities and social sciences.

|SSUE EDITORS
Rita Sebestyén, PhD
Matthias Stephan, PhD

GENERAL EDITOR
Dr. Maria Beville
Limerick Institute of Technology

ASSOCIATE EDITORS
Susan Yi Sencindiver, PhD
Aarhus University, Denmark

Matthias StepharPhD
Aarhus University, Denmark

© 20160therness: Essays and Studies
ISSN 19046022

Further information:
www.otherness.dk/journal/

Otherness: Essays and Studiesn operaccessnonprofit journal. All work
associated with the journal by its editors, editorial assistants, editorial board,
and referees is voluntary and without salary. The journal does not raqyire
authorfeesnor paymenfor its publications

Cover photo by Dad Lindbjerg, courtesy of the artist.



Volume5 - Numberl - July 2016

CONTENTS
Introduction 1
Rita Sebestyén

1 Becoming Someone Else 7

Experiences of Seeing and Being Seen in Contemporary Theatre and
Performance
Adam Czirak

2 Bornto Run: 37
Political Theatre Supporting the Struggles of the Refugees
David Schwartz

3 Mentality X : 65
Jugendtheaterbiro Berlimand its Theatrical Space for Urban
Youth of Color
Azadeh Sharifi

4 Method in Our Madness 83
Seeking a theatre for the psychicallylisabled other
Emily Hunka

5 The Pantomime Other 113

Building Fences in Pantomime Performance in Malta
Marco Galea

6 AiMute Hieroglyphicso 131
Representing Femininity in the Early Stuart Court Masques
Aniko Oroszlan

7 The Music of Mozart: 155
Representing 00thernesso6 in Film
Marie Bennett

8 The Other and its Double 187
Performance and representation revisited
Eszter Horvath

Otherness: Essays and Studies
Volume 5- Number 1. July 2016
© The Author 2016. All rights reserved






Introduction

by Rita Sebestyén

Re/shaping Otherness is the focus of the current, special issue that explores
performative and theatrical representations of Otherness. Within the spaces of
theatre and the performing arts, the differential bounds demarcating otherness,
such as national,uttural, religious, socipolitical, sexual, gender, and diasporic
delineations, are continually and constantly dramatized, disrupted, negotiated, and
redrawn.

In light of the heated debates on globalization and multiculturalism in
recent years, new, hetgeneous interand crossultural approaches to fluid,
migrant, hybrid, transcultural worlds have emerged. In this respect, the question
of Otherness is vital to the quests that arise as a result of their emergence: How do
we approach these new intersdijve and dialogical perspectives of identity
seeking, selfefinition, indeed, community cohesion in such a milieu? In a world
increasingly global yet local, uniform yet diversified, how do these perspectives
complicate relations to and understanding®tbiers and Otherness? How is the
relationship between dominant and peripheral cultures, self and other, reflexively
re-negotiated? In the following articles we will consider a surprisingly vast array
of topics: most recurrent being embodiment, representatparticipation,
différance, act and reflection, and also methods of approach: ranging from

theoretical analysis to essayanifesto and performanesresearch methodology.

Otherness: Essays and Studies
Volume 5- Number 1. July 2016
© The Author 2016. All rights reserved
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This open and loosely waved narrative, offering philosophical, sadtaral am
artistic insights, also induces a series of quests related to Performing Arts being
challenged with regards to its genre, role, saitburalpolitical involvement and

responsivity/responsibility.

The exchange of gazes is the pivotal question of AdamiIC8 k 6s st udy:

Becoming Someone Else. Experiences of Seeing and Being Seen in Contemporary
Theatre and Performanddis study deals with the production trend based on the
mutual visualization of the participants that inevitably induces a process of
subjectifcation, in which looking at someone else is accompanied by being
looked at. The relation of a new Self and the Other is embedded in these
performances that transform the classical sulgbgct duality into a contingent
subjectsubject relation. Througéxamining, from this point of view, performance

by Franco B., She She Pop and Dries Verhoeven, Czirdk pints to the importance
of fashioning new guidelines of a performance analysis approach, and the genre
becoming crucial to consider political questionsegresentation.

Stemming from and leading to direct sogpiolitical considerations,

namely the refugeesd6 situation i#n a rel

and one case in Tajikistar thenext article raises all the questions of
displacement, acio-cultural otherness, cultural geography and of representation.

Based on his own research, creative processes and performances, and

at

subsequently even the audienceds feedback

outlines a double narrative in his articlBorn to Run. Political Theatre
Supporting the Struggles of the Refugeepersonal, local, historical, political,

cul tur al description of t he refugeesd
experience of the artists and refugees taking part in theivargatactice. The

article offers the broadest possible horizon of performance as research:
hermeneuticatlescriptive methods, interwoven with se@olitical considerations

and a reflective gaze on his own work, leading ultimately to a complex yet by its

st
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descriptive aspect easily approachable semitistic action researclBorn in the
Wrong Placeas performanceMigration Storiesas performance, followed by
debates and the involvement of the refugees and their opinions brings up crucial
guestiongnaoakeséborerejudi ce-repmesentaionhi cal quce

Li kewi se, mi gration and refugeesd soci
article by Azadeh SharifiMentality X - Jugendtheaterbiro Berlin and its
theatrical space for Urban youth of Colothis time shedding light on a
phenomenon that both socially and artistically indicates a further step on the
matter in question: poshigrant theatre. The term itself being recently coined by
researchers, it expresses a phenomenon eésgibwerment, edf-representation
of the second generation migrant communities, who, through often-geass
artistic forms of the performing arts and {ipp, take in their hands the discourse
on their own precariousness and trassitte in the German society, dedonst
racist narratives and occupy physical, artistic and aesthetic space through their
manifestos and actions. Through festivals, own narratives and aesthetics created
by Mentality X, they inevitably push critical reflection, social awareness into
discouses that regard them as artisticabcially-politically decisive factors.

Roughly speaking, a manifesto can be regarded as a plan of and call for
action projected into the future, often related to (and challenging)-potitaal
and artistic environmes. By putting forward a new aesthetics, method, discourse,
community, and a new artistic view that have been marginalized before, Emily
Hunka, the author of the next article entitideéthod in our madness: Seeking a
theatre for the psychically disabledher merges the descriptive methods of
existing phenomena and the easthe-future gesture of the manifesto. She raises
her voice for discovering the possibility of a theatre that can provide the
psychically disabled young people with a space that turasntargins into a
comfortable place to |ive and <create. Op e

capital 6 and O6human capital 6, al so giving
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Nietzsche, Kierkegaard, Schopenhauer, and the power of the creation thghthro
the limbic resonance of the artist reframes the socially viewed oddity into works
of art, Hunka provides both scientific and aesthetic considerations and challenges
the socially restrictive frame of the atypical emotion/behaviour.
A historically, soco-politically and culturally representative, post
colonialist issue is addressed by Marco Galedha Pantomime Other: Building
Fences in Pantomime Performance in Mal&arting from a historical event,
more than 200 years ago, a blockade that lastednd8ths in Malta, Galea
unfolds a complex network of social and cultural colonization, a hidden and
manyfaceted othering endured by the Maltese, condensed in one theatrical
met aphor : Abl ack skin, whit e mas ks 0. Ma
professional Heatres and their traditiorise.g. the apparently innocent action of
writing a pantomimé& become dangerous and harmful instruments of colonial
control; the anglicized Maltese still being present in the cultural landscape of
Malta: the speaking subjectathdescribes the rest of the population as the Other,
the different, the subaltern.
As opposed to the colonized representation of the Maltese in the former
article, a witty, almost cunning seakpresentation and seafnpowerment
emerges from the articlef Aniké Oroszlani Mut e Hi er ogl yphi cso: R ¢
Femininity in the Early Stuart Court Masqyedealing with early English
actresses in the f&nd 17 centuries. Oroszlan draws our attention to the radical
dichotomy between the fact that, on the tia@d, the women who performed in
those times were regarded as corrupt and amoral, and on the other hand, even the
reigning gueen was able to show hersel f i1
pageants, guild plays and royal processions, posinguéstigns of professional
and amateur theatre artists, the social status of the performers and the influence of
another culturé in this particular case the Italian touring companies, the article

focuses on the emergence of the body of the queen, repngsemtalty, but on
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the other hand, inevitably, the controversially regarded female performer, while
tackling at the same time the metamorphoses thematized in the masques of Ben
Jonsonds pl ays.

Theatre as a place where physicality is (also) displayed,gbam
emblematic metaphor of mutability and the ephemeral, is contrapuntal, yet
represented in films that deal with and reveal different strata and approaches of

Mozart 6s Tiodobketyrrelates sto the socmiltural frame of his

contemporary Vienna. Mg Bennett scrutinizes ilRepr esenti ng Mozar

60t her ne sveofz airt 6Ei Ismci al ot herness, such

while several accounts portray him as a social prodigy, as well. A predilection to

the use of Turkish music as mystic, ot@ Otherness, and also Otherness of

nationality and class are closely examined in the flshghering Height$1939),

The Truman Sho{e1998), The Heart is a Lonely Hunt€d968), andKind Hearts

and Coronet$1949), in strong interdependence with thentaiturgy of the music

used in them, is examined in this paper
Eszter Hloer Qtheert dma s Doubleloses this special issue,

dealing with questions of Otherness and bodily representation, starting from

Ri mbaudds nsetampdtolrer 66.1 Lii ke i n most of

articles, questions of corporeality, representation, discourse creation and

emergence come up as main topics. In this last article the theoretical, mostly

phenomenological approach of Otherness in perifoy arts summarizes and

encapsulates most theories that the issue tackles: repetitipnesentation,

difference (Deleuze); human bodies being socially constructed (Butler),

reconsiderations of corporeality in the discourse of the Other, as well asttine

seen as a conscious body, acting upon its constitutive differences.

t

o

a
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Becoming Someone Else
Experiences of Seeing and Being Seen in Contemporary Theatre
and Performance

by Adam Czirak

In his much praised study entitl&peaking into the Aithe media theorist John

Durham Peters analysed the history of human communication, its economies and

effects and set up a sobering thesisT he pr obl em of communi cat
[ é] one oft antatk iwigt hc otnhe person sitting ne
1999, 178).This proposition seems logical, insofar as messages organised by
dissemination, i.e. addressing a broad audience, or even conveyed through media
technologies, always establish a cleaudtire of roles and participation in the

information transfer. In contrast to the relative stability of situations composed of

a speaker (or multiple speakers) and (many) listeners, in dialogical situations we

have to take into account the potential fag tfestabilisation and unpredictability

of an established reference. Due to the reciprocity and closeness of the particular
positions involved, uncertainties, ambiguities and disagreements may emerge
jeopardising the intactness of the information trans#&s. Durham Peters

demonstrates, in view of the historical and current media situation, the supposed

privilege of the dialogical is to be revoked inasmuch as it is, above all, mass
communication that has always played the most dominant role. If one considers

how, for instance, our visual culture is orchestrated and in what ways it is

Otherness: Essays and Studies
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configured in the form of images stored and distributed through media
technologiesi such as placards, fashion photography, video clips, movies and
television films 7 it seems musible that the normative power of the
communicational circumstances of the spectacle derives from the fact that their
formats are always already firmly established before any reception could take
place. The contingency and risks of their information dfews conveyed
intentionally are minimised to the greatest possible extent.

In the theatre and performance art of th& 28ntury, however, we can
find traces of a production trend which distinguishes itself by a mutual
visualisation of the performancanpicipants, so that the relations between the Self
and the Other take shape in the reciprocity of seeing and being seen. Thus, in
progressive forms of the performing arts visual perception advances to the
position of intersubjective participation and, osequently, the corresponding
irritations and bewilderment of habitualised behavioural reflexes emerge on the
horizon of experience. The act of looking at someone is accompanied by the
possibility of being looked at, which complicates the representationesfelf and
the Other, so that the effects, functions and consequences of seeing subvert the
traditional experience and description patterns developed by theories of
perception, such as phenomenology or semiotics.

The mutual participation engendered I tgaze in the theatre can be
grasped as a form of aesthetic experience which, as a consequence, also entails
social effects, as it were. In the exchange of gazes the dependence of the Self on
the Other becomes virulent, while this dependency correlatesaviiorm of inter
subjectivity that fundamentally differs from the reception models of viewing and
spectatorship. If one not only sees but is also seen, then it is fair to say that certain
types of gazes, which are involved in the processes of subjatation, hitherto
remained neglected in the theories of the gaze developed in Media, Image and

Film Studies. Even though these disciplines are interested in the social effects of
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Adam Czirak
seeing, they all seem to concemthj &tceé oon, ¢
as opposed to the fAseeing individual t hat

dialogues predominantly from the perspective of the aesthetics of reception, i.e. as
adoption, identification, empathy, or projection. However, the critical analysis of
certain performances from recent years shows that the spectator has assumed a
Anewo rol e, and his or her activity is no
from the visual environmento (Wulf 1997,
definition of seeing. In the act of seeing, the attendee of a performance becomes a
participant perceived visually and affected corporeally, and is confronted, in the
gaze of the Other, with the fact that his or her behaviour is conditioned by the
perception of the Othr and Athat one is beside ones:
(Butler 2004, 103)Set ti ngs <characterised by the si
being seeno open up a field of action
acquisition, and all forms of meaning pumtion are dependent on the
perspectives of others, and are negotiated and practiced accordingly.

If the spectator is embedded in a structure of power and dependences that
stem from the fact of mutual perception, than he or she is characterised by a form
of individuation which can neither be grasped from the perspective of traditional
intermodal percefon models, nor by using interpretative concepts based in sign
theory. In contemporary theatre, spectators have to give up their voyeuristic
position since they are driven out of their hiding spot in the auditorium and put in
the spotlight or confronteditin the gaze of the Other. Consequently, they have to
be prepared for unpredictable appeals and reactions which propel them to fight for
recognition and continually redraw themselves in the eye of the Gtheir. role
unsettles the dichotomy of actorasdgp e ct at or , of oneds own ani
accordingly, the classical subjembject duality is transformed into a contingent
subjectsubject relation. Beyond all verbal speech acts and vocal appeals, the

exchange of gazes seems to induce a subjetiiicprocess in which the Self
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begins to form only after selbss and selendangerment take place. After an
intermission of considering a few points about the specific mediality of gaze
dialogues, in what follows we will try to find answers to the qoestif what the

relation is between the Self and the Other in contemporary theatre performances.

The Mediality of the Exchange of Gazes

Arguably one of the most beaming gazes ever captured in an image looked down
from the seHportrait of Rogier van der Welen. The painting was held in the
Town Hall of Brussels but it is not in existence anymore. The philosopher and
theologian, Nicholas of Cusa described the look on this picture as active and
omnipotentf{L]ook upon i6, he prompts his addressees who attilme were the

monks of the Tegernsee:

[L]ook upon it[alnd each of you shall find that, from whatsoever quarter he
regardeth it, it looketh upon him as if it looked on none other. And it shall seem
to a brother standing to eastward as if that faoketh toward the east, while one

to southward shall think it looketh toward the south, and one to westward, toward
the west. First, then, ye will marvel how it can be that the face should look on all
and each at the same time. For the imagination of dianding to eastward
cannot conceive the gaze of the icon to be turned unto any other quarter, such as
west or south. Then let the brother who stood to eastward place himself to
westward and he will find its gaze fastened on him in the west just as dfavas

in the east. And as he knoweth the icon to be fixed and unmoved, he will marvel
at the motion of its immoveable gaze. If now, while fixing his eye on the icon, he
walk from west to east, he will find that its gaze continuously goeth along with
him, and if he return from east to west, in like marvel how, being motionless, it
moveth, nor will his imagination be able to conceive that it should also move in
like manner with one going in contrary direction to himself (Cusa 20®j, 4

In his choreegrapht report, Nicholas of Cusa addresses a performative pictorial
experience which emerges in th-portrailncounter
has a pleading quality inviting the recipient to relate to the visual representation,

to respond to its appealnd to take up a position in terms of his or her actions and

behaviour towards the image. The impression of vitality made by the figure

depicted in the painting stems from the fact that the materiality of the painting,

10
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that is its twedimensional, contindaobjectlike quality, and thus its actual
material constitution, escapes the attention of the spectator in the perception
process. While encountering the lifeless materiality of the picture, this
disappearance enables the spectator to exchange therelations for an event
which, in accordance with its performative foundation, can evoke an- inter
subjective relation between the spectator and the picture.
My proposition is that the pictorial effects of a sgdfrtrait, as well as
several other illusiotechniques and visual traps of contemporary art production,
are incomparable with the impact of the exchange of gazes which takes place in
an interpersonal framework. No matter how active and activating images are, one
cannot interact with them. It is ontire spectator that animates them and brings
them to 1ife. Due to their medi al ity, ho:
attempt at influencing them. The human gaze, on the other hand, becomes a
transformative impulsé provided that it is directed & person that is bodily
present and not an image. For the gaze inevitably leaves traces in the social
environment; it takes part in reality; it intervenes in it, and is steered by it. While
the perception of the #far t anfimageiissbdasedpr es en c e
on Asi mpl eo contingency, soci al interact
contingency, as Niklas Luhmann put it (Luhmann, 1997, 333; Baraldi 1998, 38).
The exchange of gazes constitutes a kind of relationality between people, who
perceve themselves in the action of perception. It is not only by grasping the
world visually that the gaze creates images, but also by showing a capacity to
constitute and animate the Other as a subject, as well as to prompt him or her to
stage, adjust or adapim- or herself.
I n contrast to the procedure of MnAseein
Blick, Frenchregard) connotes a relation between the one that sees and the one
being seen by decentralising the position of the former and connecting him or her

to his or her environment. Consequently, the gaze establishes a transitory nexus

11
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which impacts the Self and the world, or the Self and the Other. As many
theoreticians of the gaze have pointed out, while the gaze is capable of extending
the physical reacto f t he body, it al ways <creates a
di stanceodo (Wulf 1984, 21) , for the sense
unfailingly reduced by the experience of remoteness. If the relation created by the
gazes harbours a tension between thess and distance, then the exchanges of
gazes correlate with ambiguous or even conflicting relations between the Self and
the Other. This idea is illustrated by the tradition of Western myths and legends in
which gazes rule over life and death, and wheesttings of the gaze have been
reproduced in numerous Western artistic representations. The stories of Narcisuss,
Oedipus, Orpheus, and Pygmalion speak about gazes characterised by emotional
or existential concern, about episodes in which the physical raedtal
dispositions of the protagonists can be recognised, in a concentrated form, from
their visual relations.
A whole range of scholars and philosophers in tHe @tury provided
systematic descriptions of reciprocal relations of the gaze. The pdédsrward
by Georg Simmel, Maurice Merledonty and Jacques Lacan may provide
productive starting points for the analysis of gaze dialogues in theatre and
performance, even if they cannot be applied directly to artistically designed gaze
relations. Sime | conceives of the -sadinmgduwpalod es
(Simmel 1921, 359) procedure, at the same time, however, he idealises the
exchange of gazes as a reciprocal information exchange that suspends all

asymmetries. He writes:

By the glance which reals the other, one discloses himself. By the same act in
which the observer seeks to know the observed, he surrenders himself to be
understood by the observer. The eye cannot take unless at the same time it gives.
(ibid., 358)

12
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Thus, Simmel does not codsr the intersubjective implications of power
and the fAnegativeod correl ati viebogefal ect s i my
in situations of intimidation or turning away. The phenomenologist Maurice
MerleauPonty reaches a conclusion which is similat o Si mmel 6s soci o
concept of the gaze. In his late work, Merldzanty develops the idea of the
world as flesh ¢hair) and also fosters the elimination of asymmetries. Since it
conceptualises the gaze positions in a complementaryavalyignoresistorical,
cultural and gendespecific dimension§,MerleauPont ydés concept cann
insight into those moments in the perception process in which owsinbgzctive
Afdependenced is actually determined by a
Lacanalso described significant parameters of what it means to be looked at and
dismissed the idealistic concept of seeing from a central perspective. However, his
theory of the gaze resists the application to the relations of individuals mutually
looking at om another. Although there have been attempts at transferring his
model of the gaze to intaubjective relationsMeyerKalkus 2007 226; Widmer
2005, 144), Lacan himself advised against reformulating his theory of the drive
about the prexisting gaze aan intersubjective model (Lacan 1973, 83, 93).

After a critical assessment of pertinent theories of the gaze, we can set up

four fundamental theses which prove to be productive for the analysis of
exchanges of gazes in a theatrical conteéixstly, living bodies cannot be reduced
to visually fixed shapes, that is to say, interactions of the gaze presuppose a

! Martin Jay characterises MerleRuo nt y 6s mod e | of the gaze as a fAcoc
worl d of intersubjectivityhf, for t he phenomenol c
thematising and conceptualizing nmetiprocal gaze interactions. Qay1993 312.

2 Rabinow and Dreyfus, among others, accuse MeifRanty of ignoring the historicaultural

encoding of corporeality. Cf. Dreyfus 1982, 166. According to Andrea Roedig, the
phenomenol ogi cal met hod mi ssesydiLamdui st li caws Pslye de
in her monograph (Roedig 1997, 60). In her brilliantly written and elegantly laid out
deconstructivist reading of Merled&uo n tThed\ssible and the Invisihld.uce Irigaray accuses

MerleauPonty of a solipsistic positioning, anditically assesses his concept of the reversibility

between the one that sees and the one being seen, a concept which does not take into account the
experience of the difference of the Other: Al f 1 c
seeme, my body no | onger sees anything in differenc:t

13
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double contingency if they are to be regarded as reciprocal social processes.
Secondly the gaze is not be conceived of as a process of making oneself
understood, but as a mechanism of animating and affecting one another. The gaze
does not carry out a symbolic exchange but, insteatlates and activates
processes of action and exchangedenerating and maintaining interpersonal
contacts. Thirdly, a gaze relation is always motivated and accompanied by
asymmetries, distances, differences, and potentials for corfiairthly, the
encounter with the Other in the gaze can by no means beegdo a cognitive
achievement. Rather, it is to be understood as a sensual experience of

intersubjectivity, individuation, and experience of the world.

The Subjugating Gaze (FrankoBDon 6t Leave) Me Thi s Way
By condensing the intersubjective act of the encounter into a reciprocal event of
the gaze, the performan@o n 6 t L e av e byWwrankd B displayg/the

brief moment of mutual looks by the Self and the Other. In his 2007 work entitled
Donot L e asvWay theeltalidnhperformance artist who, since the late
1970s, experiments with his own body and blood and turns the body into the
subject matter of his art, presented his naked body on a round platform in front of
visitors of the gallery. The compleyebempty exhibition space featured only a
round stage platform and a chair, as well as the corporeal presence of the actor
which became visible and noticeable only when a fl&ghbeam hit the stage.

Since the premiere, Franko B performs his show in tifferdnt theatrical
settings. Generally, his sdifarming performances were carried out either in the
centre of a collective of spectators or in a feméace encounter with a single
visitor. Similarly, after the first lengthier stage version, which haamétic
lighting and musical accompaniment, he also real3edn 6t Leave Me Thi s
in an alternative format which set up the encounter of the artist with a single

spectator. The visitor of the performance was led into a fully darkened space and

14
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left alore with his expectations in a sphere with very few stimuli. Suddenly, a

glaring beam of light filled the space (lighting designed by Kamal Ackarie), made
Franko B6és body visible, facilitated an e
existing bodily cepresence into an actual scene of intersubjective encounter. As

soon as the photographic effect of the flikd light was over and the eyes

involved had to plunge into darkness again, the visitor was collected by someone

offstage and led into the entrancallhnAnd so the performance, marked by the

fleeting exchange of gazes and the caesurae of darkness, came to an end.

By displaying his robust body tattooed from head to toe and making the
phenomenal qualities of his very own body available for the vi$itorsy a z e , h e
presented himself as a visually designed sculpture. Just like in his earlier works, B
suspended all linguistic and vocal articulations this time as well, and exhibited his
naked body, which he consistently calls the canvas of hismvever,this time
his performance did not only seem to stage an act of the perception of art in which
the body is exhibited as an object but, rather, it raised questions concerning the
participation of gazets Who is looking at whom? Who is actually posing?

In Dond t Leave Mtbe indkidual beWsaigur of the spectator
was affected by the feeling of being looked at. The situation let the spectators
realise that their position and behaviour as someone who is looking at something
are not only constituted by @¢lr own perspectives and the visual field they
perceive but also, or above all, by the fact that they are suddenly being looked at.
The gaze of the Other reaches and frames our body. That is to say, it lets us
appear in a particular framework to which wigst of all, have to adapt
physically. Wh a 't one sees is of secondary

setting. What is crucial is how one behaves, that is where oneilduks, where

*AThe body is site for presentation, a canvas. I n
telling. | show things that are not possible to articulate with speaking. The imags o all the

time and the baggage that we al/l carry changes the
230.

15
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exactly, and how long one looks at the Other. By making the garn®envres
visible to the Other, the binary logic of the perceiving one and the perceived one
becomes unsettled and socially effective reactions emerge, such as intimidation or
tension, turning away or straying.

I n Franko BO0s per f qgbumsalsc seen. Amthwvhatn ot onl
is more: in the act of seeing, one becomes an image. The notion of becoming an
image in the gaze of the Other has been described byP3dnSare as
objectification. For him, getting into the focus of the Other means lasiag
privileged perceiving position of the voyeur and becoming the object of
inspection, as well as the target of value judgements of others (Sartre 1992, 302).
Sartreods reasoning | eads to the <concl usi
objectification. Howeer, the example mentioned above points to the fact that the
one being looked at is also an individual with situational and social fiemko
B6s performance demonstrates that wunder tl
processes of subjectificatidake place, which are experienced as primal corporeal
acts. In addition to the participants themselves, their viewing directions and,
consequently, their visual attention become visible as well and, therefore, in this
inter-bodily proximity the questionf the fairness of the gazes presents an ethical
problem. Spectators may feel insecure as to whether they are allowed to peer at
the Other, they are to favour the face of the Other, or if they should look at the
body in order not to stare at them so much.

Franko B6és gaze at the visitor from t
which is inaccessible to the one being looked at, and which prompts him or her to
adapt to this perceptual perspective. This mechanism of the corporeal redrafting of

the Self, which tkes place in the objectifying gaze, has connections to the theory

“ It is certainly not enough to look at the world if one is to experience the dimension of the
reflexive consciousnesSartre puts it pithy: fAFor the appearance of a man as an object in the
field of my experience is not what informs me ttisre areme n(®artre 1992, 373, italicised by
Sartre)
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of the appeal. In Louis Althusserods conce
objectification and subijectification coincide in a way that reminds us of one of the
experi ences perfarmaficesaAs Kaja SBvérsmaaritically observes,

Sartre interprets the theory of the phenomenon of suddenly being looked at

primarily as objectification and not as subjectification. Silverman rewrites Louis

Al t husser 6s t heor ykesadtproductive orthe eldsdrigtioniobn and
the individuation taking place in the interaction of gazes.

Althusser ds gui di ng pr i[allddegogyehailsac cor di ng
interpell ates concrete individuals as <con
most commonly illustrated by an example in which the subject is constructed
through the vocal appeal of another person. When a policeman addresses a
pas er by by shouting AHey, you there! o thet
crowd and taking away his or her anonyniitthis event is a manifestation of the
Ai deol ogyo generally accepted by al |l i n
Al t husser 0 st the inteerpellaion isad e wnderstood as an act of
Atemporary arresto, and refers to the the
al ways presuppose a central Asubject o, i
empirical subjects can connect withach other and are acknowledged as subjects.

Accordingly, every gaze negotiated between individuals calls into existence a
third perspective, the dimension of symbolic behavioural conventions, and turns
the visual objectification into social subjectificatiorhe gaze that hits us exposes
social expectations. It urges us to conform to the perspective of the Other and
appear as worthy of being recognised. In brief: the gaze simultanéorcggand

enablesthe constitution of the subject looked at, and makeependent on the

® fiFinally, Sartre misses the crucial opportunity implicit in the concept of the leatkiedki the

opportwity to theorize it in relation not to objectivity, but to subjectivity. He fails to understand

t hat |l atent i n the voyeur @&segaas phe pobsiilitysaf both of t he e
coming to an awareness of the lack upon wiiehlook pivots, and in accepting this lack, which

not only limits, but opens the door to the infinitude of de&iremerging as a subject ihe

strongest s e (bdvermanm 1996, 1646f7) wor d 0O
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Asymbol i c ordero without whi ch no i nter
established.

Analogously to the voice, the gaze of the Other is the witness of an
exterior which introduces the individual into an existence related to the Other an
Ssituates him or her i n a soci al cont ex
interpellation theory point ofithat in the constellation of the three perspectives
active in the exchange of gazes, i.e. the one who looks at someone, the one being
looked at, and he gaze of the fAsymbolic order o, t
asymmetry at work. This prevents the one being looked at from assuming a closed
identity, the gaze of the Other from appearing as something fully sovereign, and
the conventions of the dismive framework from becoming completely
predictable and calcul abl e. In light of t
physical proximity of the artist and the effect of appeal contained in his gaze
constitutes the spectator as a Self marked by apmkerdlent on social and
situational conditions, the moment of suddenly being looked at is not only to be
conceived of as objectification and mortification but also as subjectification and
individuation. Furthermore, the example providedby n 0 t LesWay Me Th
also demonstrates that in situations of gaze exchanges in which the participants
are bodily cepresent, there is no clear differentiation of roles between the one
looking at someone and the one being looked at, the one acknowledging and the
one beiyg acknowledged, and the visually subjugating and the visually

® The Slovenian psychoanalytic theorist Mlad2olar disputes that ideology is atacterised by a

claim of totality and interprets subjectification as a fragile process continually producing

remainders, which creates the subject only by never letting it be identical with itself and forcing it

at all times to leave something behind that cannot be incorporated into the status of the subject (cf.

Dolar 1993, 7596). In the argumentation of Althussérudi t h But |l er even detects
fipassionate complicitywith the law which is not only coupledith the acceptance of guilt but

also prevents the critique and subversion of ideology Rofler 199D, 2993 0 ) . Sl avoj Gi gek
affirms Dolardés thesis about the individual not r
subjectification is an impo#se and processual act, for neither the symbolic order nor the subject

can be grasped as being complete and also cannot be totalised. Consequently, both are reliant on a
permanent relation of interdependence (cf. Gigek 2
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subjugated, since these positions, although continually occupied, can never be

frozen in an intersubjective complementarity. Since the 2010s, the disappearance

of the fixed positions of visualubjects and objects, which Shannon Jackson

recently linked to a new emphasis on the social aspects bfhas,become a

central aesthetic principle in performance art. In this regard, it was certainly
Marina Abramovi l 6s ThelArtsttsiPeseathat received or manc e
the greatest response. In the framework of her retrospective at the Museum of

Modern Art in New York, every day from March 14 to May 31 she sat at a small

wooden desk and initiated eye contact with the museum visitors. For af to@dl o

hours visitors had the opportunity to sit down opposite her, one by one, and
exchange wordless glances with her while having an influence on how long these
exchanges lasted. Iifhe Artist Is Presentas well as in her performative

installation 512 Haurs, which remained undocumented for good reason, she

exposed intersubjectivity along with seeing and being seen as a dimension of
action in the primary sense, that is a sp!
(Butler, 1993, 16), where the tactics oflusion generation, domination and

affirmation are to be questioned or rendered ineffective. The fact that a conceptual
dichotomy of the one who sees and the one being seen gets unsettled, if not
subverted, becomes apparent, above all, in the contingetmaht of shame

whi ch, i n performances, makes the dichoto

embarrassment in front of the othero, whi c

The Sense of Shame in the Gaze of the Other (She She PBad)
JeanPaul Sartre ighe only theoretician of the gaze that revealed and developed

the affective level of seeing and being seen. To put it differently, his concept of

" Already at the beginng of her monographllackson notethatf{i]n recent decades, artists and
art critics[..] see performative work as a variantpbsts t u d i @odto @ b d craakiy, ar t
joining terms such as social practice and relational aesthetics to others buelaastimebased

art, or group att(Jackson 2011, 1). See also: Bishop 2012, Balme 2014.
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intersubjectivity relying on arguments rooted in the psychology of affects is
based, in a revolutionary wagn epistemological considerations, which can be
seen from the fact that Sartre conceptualises the moment of being looked at as an
experience of shame (Honneth 2003, 76) . I
oneselfbefore the Other ( S1921222¢italicsed by Sartrepoint to the fact
that the situations in which the experience of suddenly being looked at and the
vocation of shame implied in it become virulent are, above all, situations of bodily
co-presence. In contrast to a number of other affect$y aadright or joy which
can be provoked by objects standing on their own, the sense of shame is a
genuinely intersubjective emotion closely connected to the -sodfioral creation
of our Selves. Sartre takes a bipolar logic of embarrassment as hrsgspenitit,
according to which the one being looked at is affected by shame when he or she
realises the situation in which he or she is. However, if one considers certain
contemporary performances, it becomes apparent that the simultaneous presence
of the paticipants correlates with a factor of contingency which reallocates the
roles of the one looking at someone and the one being looked at, the exhibitionist
and the embarrassed anever and over again.
Wh at seems to be recounshametatheSar tr ed s
beginning of their workBad® (2002) three actresses from the theatrical
performance group She She Pop displayed a tableau of bodily exposed and
exhibited people presenting themselves naked to the eyes of the spectators. In the
centre of theperforming space, the performance artiits Papatheodorou, Lisa
Lucassen and Katharina Oberli¥aited with microphones in their hands, while
the audience slowly, one by one, entered the hall through the narrow corridor and
sat down on theirchairsamayed i n a fAdemocratico circle.

actresses who suggested exposure and the quality of being unmasked, the

® The work Bad by the performance collective She She Regs performedn Kampnagel in
Hamburgon 31Januay 2002.Later, it wasshown in Podewil in Berlintoo,among otheplaces.
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audience seemed to be protected by clothes as well as acstiomal
orchestration. However, the constellation of people undressdtie one hand,

and dressed on the other, implied a definite assignment of roles only at first sight.
The contingently programmed performance caused the relation of subjects and
objects to sway. In the process of exchanging gazes, the positions oéththain

are looking at someone and the ones being looked at suddenly changed. The
performers compensated for their nakedness by giving out acoustic and verbal
signals, thereby articulating their reactions to the ways the audience members
appeared and behed as they entered the theatre hall. They seized power by
making comments, often even offensive remarks, and, consequently, drawing the
audi ence membersé attention to the one
their fAmasochi s tessespwhe venpallyshumilated people thad c t
were unknown to them, revealed themselves as the true voyeurs of the situation.
By objectifying the spectators, who were dressed up, they maintained their
position of power unflinchingly. By directing the attemti of the audience
members already present to imperfections of visitors just entering the hall, and
critically assessing their bodily proportions, facial features, as well as clothing,
they bartered their sense of shame for the dominance of the intensellahe
visitors, who entered the space unsuspectingly, and whose appearance served as
the target of nasty comments, found themselves in a state of helplessness, for they
were not capable of changing their looks or their conspicuousness. In the social
vortex of the gazes, the members of the audience experienced what it is like to
suddenly and fully unexpectedly become an image and to become a subject by
subjugation. This subverted the more or less passive ideas about conventional role
allocation of an avege visitor. In the starting situation B&d, the artists did not

only assume their ultimate roles as the ones that look at someone, they also
robbed the visitors of their own gazes, who bowed their heads in shame and

avoided eye contact. Thus, the neat dichotomy of the roles of actors and the
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audience collapsed right at the beginning of the performance, and every visitor
experienced what it is like to unintentionally assume the position of the actor and,
correspondingly, subordination.

It was a kind of negative interpellation that befell the spertawho
became the object of comments, which blocked them physically and mentally.
Their powerlessness correlated with a discomfort in the face of the negative
assessment of their entering the hall and triggered feelings of shame. This intense
affective teling which, according to Sartre, is to be conceived of as signs of a
Afreedo m®92eIsuddenlelost, involved repressive reactions on the
part of the visitors. They bowed their heads after entering the hall, they blushed,
their motor movemestseemed involuntary and uncertain, they experienced the
inability to act and felt the urge to disappear. In an effort to protect themselves
from the comments, they rushed to their seats as fast as they could.

In the register of affects, shame is chanastel by particularly intense
amplitude, a relatively short duration, and passive agitation on the part of the one
ashamed. Many theories of the shame take it as their starting point that this feeling
is provoked by violatiadrys ionftemoi mmat bat LA
1999, 38) . The cause of the experience of
which cannot be voluntarily influenced by
feeling of shame differs from the affect of guilt precisely in tegard, the latter
emer ging fiafter ¢ onmBastiant199849) asdocanebe eenn g e vi |
as the consequence of a failure or a deviant act; at any rate, it goes hand in hand

with conscious activity (Wurmser 1993, 3£4)ccording to Anja Lietzmanrthe

affect of shame is an inevitable soci al
Aicertainty about what one is0 (Lietzmann
Apurelyd repressive experience; it al so h:

® AccordingtoWur mser 6 s ar gume n Balwe could lotatelke feelingpofgpit e o f
on the side ofhe performersand the feeling of shame on the side of the spectators.
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all the conficting differences between the ideal and the-seige, retains the
selfintegrity of the one looked at. Furthermore, in the feeling of shame the
bewilderment cooperates with the enhancement oreidixivity, as well as with
the realisation of thevadus and i deals of oneds own i den
the motor, cognitive and psychological block caused by shame can lead to action.
In the performance entitleBad in which individual feelings of shame almost
turned into a collective awkwardneske visitors reacted to the gaze directed at
them by quickening their steps and trying to disappear. In his interpretation of
Sartre, Handi et er Gondek explains the arresting
the primal scene of an implantation, asitwerd, soci al ity and mor al i
1997, 185).

It is precisely this social experience of everyday processes of encounter,
in which shame becomes the price we have to pay for intersubjectivity, that the
performance group She She Pop radicalised. In teahsprocesses of
participation, we can even speak of a fAha
experiences and fears nt-éyedcanwollefvehoisi ve of
al ways al ert o ( L®ahrenagues thatthe sense of dhduasd 3 ) .
triple valence which presupposes an encounter between the Self and the Other:
fishame is shame of onesékfore the Othe&r ( Sartre 1992, 222, [
Sartre). The experience of becoming an image and the corresponding vocation of
shame are aheir most virulent in situations of bodily qg@esence, provided that
the sense of shame is a genuine intersubjective ent8tias.demonstrated by
Bad the interactions of the gaze do not permit a complementary role allocation of
seeing and being seen.tRer, all who are present experience their participation in
the performing situation as a continual and unpredictable alternation of active and
passive positions, of exhibitionistic joy and humiliating instances of shame.

19 Cf. Jens Ledn Tiedemanns Dissertatidie intersubgktive Natur der Schamin which he
contemplatesand further investigatethe phenomenon of shanfiom the perspective of current
theories ofecognition rooted in intersubjectiviffiedemann 2007).
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This unpredictability of moments which one becomes the object of
inspection is a constant feature in our attendances of performances. And what is
more, in contemporary theatre performances the indissoluble risk of suddenly
being looked at often creates a latent fear of embarrassnvent,acpermanent
and crisislike bewilderment in the visitor, which Matthias Warstat described as a
state of nervousness. According to him, nervousness results from the worry that
one is not able to autonomously influence the interaction one is partisfalt
feeling which accompanies the perception of contemporary thgaérs and
which relates the attendance of performances to the experience of an exam
situation.Be s i d es S h 8ad $is deelijonmay also be familiar from
numerous other works whicwere designed as community plays, such as Gob
S g u aVdeétern Society 2 0 1 3 )  dClub I8ferrp (2@ ®).&\s Warstat puts
it fa thousand pair of eyes examine how
challenge of the situation. The result is a soft e x a mWarstat 2006,590 (
To make one nervous or to create fear and anxiety, it is enough to produce a

certain spatial and physical proximity between the actors and the audience:

[é ] here, nervousness results from the experience of being@efeom a kind

of seeing that always has to take into account its own risk of being seen. The
visitor, elevated to the position of a visible actor, is forced to react to an
unfamiliar situation in front of the crowd\(arstat 2006, 90

Thus, nervousnesxises from the fear that one might unexpectedly be given the
task of staging himor herself and, by doing so, will run the risk of having to be

ashamed of himor herself in front of others.

Self-staging in the Gaze of the Other (Dries Verhoeverihy kingdom comég
By interweaving the moments of reciprocal gelference with moments of
reference to the Other in a relation of gazes between a male and a female

spectator, the Dutch director Dries Verhoeven made the specific mediality of the
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interpersonal echange of gazes the subject matter of his interaction thiay
kingdom come(2003). The performance began with the two of them being
collected from different cafeterias of the Viennese Museumsquartier and then led
to a metal container. After entering théndowless container bafeoted, they
realised that the interior space has been divided into two sections by a glass panel.
The visitors were not allowed to speak verbally or touch each other; here, their
communication was limited to the exchange of gazhs. voices offstage tried to

create feelings of sympathy between the spectators, and told fragments of a

fictional |l ove story from male and female
sure that it was going to be yoyu I saw
now, should remain our secreto created mt
created (eroticising) desire: Al Inwant to

this setting, it was not the most important what one saw, what really mattered was
wheae and how long one looked. The perception of the spectators oscillated
emphatically between different realities: between the story recounted acoustically
and the things seen directly, between the imagined and the phenomenal. The
reason for this was thateé gaze actually emancipated itself from the acoustically
presented narration and created subjectivity beyond the possibilities of staging.
The individual movements of the gaze and their mutual visibility subverted the
coherence of the love story told blget voice and often led to reactions like
intimidation or turning away.

The gaze of the Othenobilised discursive behavioural norms of a social
formation, which can also be achieved by cameras. But it also forced the one
looked at to adapt to the perceived subjective demands for recognition of the one
looking at him or her. In this case, subjémtmation involved processes of self
staging as well, for the exchange of gazes not only integrated the participants into
a single context, but also into a processual situation. Since the perspective of the

Other, due to its contingency, could not be fatled only imagined, it contributed
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to the creation of the Selh the long runand in reciprocity. In light of the
configuration of this setting, we can set up the thesis that in the gaze of an Other
physically present we are forced to continually redraft @vn Self and let our
behaviour hinge on the actions of the one looking &t fisve are to gain long

term recognition, that is recognition for the duration of the gaze dialogue.

In thy kingdom comethe specific subjectification effect of the human
gaze came to light by coupling appeals of the voice and the gaze. The acoustic
level aimed at addressing the spectators as gdraded subjects that fall into line
with hegemonic identity norms, i.e. with representational ideals that Jacques
Rancire and K¢ Silverman calleddominant fictions* The voices offstage
assigned an appropriately naive but myst el
to the female spectator. The male spectator, on the other hand, was supposed to
appear as a slightly frightened bwnsible man that still managed to take the
initiative, and articulate unobtrusive but clear signs of establishing a relation.
Thus, in his textual dramaturgy Verhoeven utilised the strategy of typifying
female and male identities and, apparently, codifiedr social relationality. At
the same time, however, the confrontation between the individual gaze intentions
worked vehemently against stereotypes, which are employed as a normalising
representational power in many commercial images. The gazes, movihgiri
own ways and not adapting to the narrative structure, opened up a dimension for
the critique of the hegemonic identity, without necessarily creating other
consistent identities as an alternative. Their potential for critique lies in their
incalculble and autonomous movement, as well as in the fact that they were
continually visible for the Other and bewildered him or her.

Accordingly, the peculiar appeal of the exchange of gaz#sg/ikingdom
comeconsisted in the fact that the acoustic invocaby the narrative voices was

YA The dominant ficti on esenthtiontbi whiclpthe imdgé efthed mode o
social consensus is offered to the members of a social formation and within whichelzesked
to identify themselveas ( Ranci "re 1977, 28i28)cf. also Silver man
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disrupted and subverted by attacks of the gaze, while the interaction was filled up
with tension, gaps, contingencies, misunderstandings, and conflicts. Beyond
verbal speech acts, a processual dynamic of reciprocal subgatifihiad been
developed here, which destabilised the consolidated rhetoric and imaginaria of the
idea of fAlove at first sighto. 't became
are capable of intervening in the regime of calculability and stagind, a
furthermore, these actions demonstrated that there is no act of recognition and,
consequently, intersubjective communication without the risk of disturbances,
disruptions, and irritations in the visual relation.

In thy kingdom comehe doubly contigent actions foregrounded the
individuality of the viewers, for the spontaneous, partly unconscious reactions,
which sometimes seemed involuntary, drew the intersubjective attention to
themselves. The male and female spectator could not immediately evahht
calculate how the situation was going to play out and how their interests and
reactions would develop, and so they were not sure which rules and norms they
should follow with their actions. No matter how the spectators behaved, they
became the protagn i st s of their own fdAperformanceo
behaviour consisted precisely in the singularity of their actions, whose
unpredictability transcended traditional fictional patterns of representation.
Ver hoevenods per f or maalfitcand unprepiciabibtydof selh e pr oc e
staging which counteracted all kinds of causality in the dramatic composition. The
spectators were spotted in the middle of the act of finding themselves, they were
grasped as subjects constantly in search of adequatearof themselves. They
demonstrated that sedtaging in the reciprocal and doubly contingent exchange
of gazes is accompanied by a processual and interminable formation of the Self.
In contrast to exhibits of portrait photography or theatrical reprasens of
characters, there were no images of the Self here given prior to the event, neither

staged, nor materially fixed, which could have appeared as coherent and illusory.
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thy kingdom comenade the dimensions of failure and asdnformism visible in
a thoroughly thoughthrough form. The performance elevated unpredictability to
the position of the primary dramatic and aesthetic principle. Dries Verhoeven
showed that in theatre identity is caught up in a contingesmeand does not get
frozen into anmage I n accordance with Judith But]l e
negotiated as a communi cati ve practice,
communi Sehafier@®0d, 154jin his performance.
The theatrical setting of gazes directed at each other makespaaot
of subject formation apparent which, according to the political scholar Isabell
Lorey, remained unattended to in the juridical model of identity production.
Loreyds objection, especially to Butl erds
thesocialization of an individual can by no means be reduced to his or her relation
to the law*® In her monograpimmer Arger mit dem SubjekThere is Only
Trouble with the Subject], Lorey +evaluates the agency of individuals, and
emphasises the interaaivdimension of subject formation, which plays an
essential role in human socialisation. Thus, in performance situations which
enable the reciprocal communication of the participants, normally there are three
perspectives connected, all of which may imphet subject formation of those
involved. The one who looks at something, the one being looked at, and the gaze
of t he 06 s yinmhsotiad eonditionsdadl intérsubjective relations (of the
gaze). Accordingly, the corporeal exchange of gazes amtwiit® initiation of
relations between people who can only become individuals and subjects of a

situation as a result of these processes of establishing a reference. The exchange

2Johanna Schaffer s uguasents gbout)thedintershbjediive tplactice o  ar
recognition with this phrase (cf. Butler 2004, 132).

13 &Since Butler is not interested in the problem of the formation of the Self, juridical structures of
dominance are foregrounded in her analysis, whichatpainder constraint. Due to the central

position of the relation between the subject and the law, interactive processes are left out of
consideration. By doing so, Butler reinforces the idea of aidefitical and autonomous subject.

This reproducing effct cannot prevent her from giving an account of the fiction ofideiftity.

Thus, Butl erbés endsigpei ofat hdayd99dh BB car gument o
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of gazes teaches us that gefflexion in situations of bodily epresencealepends

on the implicit and constitutive risk that the recognition might potentially fail. If
others affect us through the sense of shame, if they look away, if they observe us,
fix their eyes on us, or control us through their gazes, they call for theftreg

of our Selves in an idiosyncratic way, and make us fight for the recognition of our
social visibility incessantly.

The abovement i oned scene of encahynt er
kingdom comeconsists in the interminable negotiation of a regimegates
between two individual perspectives. By revealing visual experience as an
interpersonal participation process, this configuration challenges traditional
definitions of seeing and its reduction to a procedure of reception. It draws
attention to the dct that the gaze is not only constitutive of individual visual
perception, but also has social effects, as it were, and establishes intersubjective
relations. It is an immaterial means of communication which is semiotically
relevant and which resists tlmwnsensual symbolic encoding and, at the same
time, produces corporeal and tangible effects. It makes one become someone else

through someone else.

Conclusion

Even though every performance analysis begins with the description of the setting
and of what oa sees, until now theatre studies have not shown much interest in
the process of seeing and its effect on the continuous subject formation of the
spectator as a culturally conditioned Self. In contemporary theatre, however, we
can witness a proliferationf aliverse visual effects from the visualisation of
bodies actually present to forms of technological or digital transmission of
images, resulting in the fact that the iateedial interplay of phenomenal and
virtual representations can be considered anergnit feature of theatre

performances defined by aesthetic and social factors. And what is more, the
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reason for the insistence on and importance of an analysis of gaze interactions
rooted in theatre studies is the fact that in this discipline the exclb&ggees can

be examined in the reciprocity of seeing and being seen. That is to say, an
approach based in performance analysis helps us to grasp the experience of the
exchange of gazes in the bodily-pesence of the participants, an experience
which canbe evokedby visually transmitted figures and their gazes, be they
recorded cinematically or photographically, but which can by no means be
medially configured.

However, individual actions of the gaze that carry the potential of being
seen do not only ewtitute the nucleus of aesthetic experience in contemporary
theatre productions and performances. In addition, they also take on increasing
significance in the visual arts, so that the performance analytical investigation of
the visual processes of appriggpion proves to be productive and necessary within
a wider cultural context. In the situations that Tino Sehgal designs for the museum
or in contemporary dance performances in the context of exhibitions, above all
those of Boris Charmatz, Xavier Le Roy &vo Dimchev, often even the
audiovisual documentation of the event is forbidden which restricts the experience
of the gaze to the duration of the performance. It is interesting, however, that
despite the recording ban the experiences of the gaze gairikdse exhibition
situations provide for lively discussions and resonate for a long time. These
unique experiences produce imaginary inscriptions, as well as their vivid verbal
extension. The shelived encounters of the gaze in performances and exdnbiti
provide evidence for the fact that a participation of gazes does not end in the
singular act of being directed at someone but, beyond the situations themselves, it
can also find expression in discourses and imaginaria, and shape future
expectations andctions of the gaze.

An analysis of the gaze based in theatre studies draws attention to the fact

that the effects of the gaze cannot be conceived of in the duality of the one who
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sees and the one being seen. The effects of the gaze invariably presaippose
relationship triangle betwedhe one who segthe one being seaand thecontext

of the gazeThis configuration is of utmost importance for theatre and culture
studies, for it sheds light on the fundamental medial conditions of an
intersubjectivity lased in reciprocity. The irreducible trinity of perspectives is
only inherent to performance situations; the effects of the gaze in the case of
camera objectives, photographic or cinematic images suspend the double
contingency and merely simulate effectsiehh cannot be transferred into
interactions. The corporeal exchange of gazes involves the creation of connections
between peoples that can only be produced as subjects of a situation in and
through this process of establishing reference. This demondtratasis not only
images that affect the body and the behaviour in a normative way. In fact, the gaze
of the Other implies a transformative power which is capable of altering identities
and At he | ands c &mpel 200293).tEkeey exrlamyofighzese 0  (
jeopardises social norms by mobilising, (iRfsubjectively negotiating, and
potentially shifting them in particular acts of identification and-stfjing. A
performance analytical standpoint helps us discuss positions of embodied
perceptionwhich never manifest themselves in abstract and regular forms, but
always in specific discursive configurations or between concrete and particular
perspective$? In the play of gazes, every position is personified along spatial
temporal and soctoultural coordinates. Without overestimating the relevance of
this particularity in creating and critiquing culture, it can be stated that in

contemporary performance art it seems to be crucial to consider political

*1n her overview of the subject of participation, Juliane Rebentisch stresses that the challenge that

art theory faces today is that of taking into accc
of subjectivitieso inieheeanalThei guebthanentbéti beer
experience to the dimension of the intersubjecfivg must be reformulated. For otherwise this

dimension can only be conceived of as something clear and abstract. Instead, it must be related to

the indvi dual , t hat i s concrete, culturally and SOCI
(Rebentisch 2013, 560).
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questions of representation through singular gaze and focus on our soe€io
cultural power to act in situationally conditioned visual relations. Since each and
every o Bees andfheatsdromia different posibioAréndt 195857), the
spatialtemporal difference between the spectator subjectaniselementary
signature of our social conduct. Even habitualised practices of intersubjectivity
which are firmly established in the discourse rely on actualisation and its
perception which unsettle and, to an extent, reshape and shift the validity of
supmsed majority positions. It is precisely the connection of dominant and
particular, collective and individual actions of the gaze that assume great
importance in contemporary theatre performances. Their exposure draws the
contours of the new guidelines afperformance analytical approach and requires

a corresponding broadening of the analytical horizon.

Translated from German by Balazs Rapcsak

32



Becoming Someone Else
Adam Czirak

Bibliography

Althusser, Louis. 1971Lenin and Philosophy and Other Essajew York: Monthly Review
Press.

Arendt, Hannah. 1958he Human ConditiarChicago: The University of Chicago Press.

Balme, Christopher B. 201Zhe theatrical public spher€ambridge: Cambridge
University Press.

Baraldi, Claudio.1998.i Doppel t e K dGhW. Glosgae muzNiklas Luhmanns Theorie
sozialer Systemegdited by Giancarlo Corsi and Elena Esposito,i 39. Frankfurt am Main:
Suhrkamp.

Bastian, Till. 1998. Der Blick, die Scham, das Gefiihl. Eine Anthropologie des Verkannten.
Gottingen: Vandenhoeck & Rupntat.

Bishop, Claire2012.Atrtificial Hells. Participatory Art and the Politics of Spectatorship
New York: Verso.

Butler, Judith. 1997&xcitable SpeechA Politics of the Performative. New York: Routledge

Butler, Judith. 1997bThe Psychic Life of Power: Theories in Subjectidgtanford: Stanford
University Press.

Butler, Judith. 2004Undoing GenderNew York: Routledge.
Cusa, Nicholas of. 200The Vision of GodNew York: Cosimo.
Dolar, Mladen. 1993iBeyond | nt QuiParkeVd. & No. d (1993): 7696.

Dreyfus, Hubert L. and Paul Rabinow. 198dichel Foucault: Beyond Structuralism and
HermeneuticsBrighton: Harvester Press.

Durham Peters, John. 1998peaking into the Air: A History of the Idea of Communication
Chicago: University of Chicago Press.

Engel, Antke.2002.Wider die EindeutigkeitSexualitat und Geschlecht im Fokus queerer Politik
der Reprasentatiofrrankfurt am Main: Campus.

Gondek, Han®i et er . 1 9 9 Zwisch@rDSartre UBd Liacaltin Kommentar zum VII.
Kapitel desSeminar XI RISSZeitschrift fiir Psychoanalys87/38 (1997): 175196.

Honneth, Axel. 2003. Unsichtbarkeftationen einer Theorie der Intersubjektivitatankfurt am
Main: Suhrkamp.

Irigaray, Luce. 1993An Ethics ofSexual Differencdthaca: Cornell University Press

Jackson, Shannon. 2011. Social Works. Performing Art, Supporting Publics. New York:
Routledge.

33



Otherness: Essays and Studie$

Jay, Martin. 1993. Downcast Eyes: The Denigration of Vision in TwenrGethtury French
Thought. BerkeleyUniversity of California Press.

Lacan, Jacques. 1973. Le Séminaire de Jacques Lacan. Livre XI. Les quatre concepts
fondamentaux de la psychanalyse. Paris: Editions du Seuil.

Landweer, Hilge. 1999. Scham und Macht. Phdnomenologische Untersuchungen ialitiSoz
eines GefihlsTubingen: Mohr Siebeck.

Lehmann, Han§ hi e s . 2002. i Da s Dwillig Arndherunger an deheéentzug ¢ h a m.

der Da r dnt @as Palitische Sthreiben. Essays zu Theatertexddited by Handhies
Lehmann, 3D58.Berlin: Theater der Zeit.

Lietzmann, Anja. 2007. Theorie der Scham. Eine anthropologische Perspektive auf ein
menschliches Charakteristikum. Hamburg: Dr. Kova

Lorey, Isabell. 1996. Immer Arger mit dem Subjekt. Theoretische und politische Konsequenzen
eines juridischen Machtmodells: Judith Butler. Tubingen: edition discord.

Luhmann, Niklas. 199Die Gesellschaft der Gesellschdftankfurt am Main: Suhrkamp.

MeyerKa | kus. 2007. Reinhart: i Bl i Biderfragerd DiSt i mme
Bildwissenschaften im Aufbrucldited by Hans Belting, 21235. Minchen: Wilhelm Fink.

Meyer, Helge. 2008. Schmerz als Bildeiden und Selbstverletzung in der Performance Art.
Bielefeld: transcript.

Ranciére, Jacques. 197iinterview: The Image of Brotherbod Edinburgh Magazin® (1977):
261 31.

Rebentisch, Juliane. 201Bheorien der Gegenwartskunst zur EinfuhruHgmburg:
Junius.

Roedig, Andrea. 1997Foucault und Sartre. Die Kritik des modernen DenkeReeiburg,
Minchen: Karl Alber.

Sartre,JeanPaul. 1992Being and Nothingness: A Phenomenological Essay on Ontolbgy
York: Washington Square Press.

Schaffer, Johanna. 2008. Ambivalenzen der Sichtbarkéber die visuellen Strukturen der
AnerkennungBielefeld: transcript.

Silverman, Kag. 1992 Male Subjectivity at the Margindlew York: Routledge.
Silverman, Kaja. 1996The Threshold of the Visible Worldew York: Routledge.
Simmel, Georg. 1921Sociology of the Senses: Visual Interactitmintroduction to the Science

of Sociologyedited by Robert E. Park and Ernest W. Burgess 3&5 Chicago: The Universtity
of Chicago Press.

34



Becoming Someone Else
Adam Czirak

Tiedemann, Jens Ledn. 201Bie intersubjektive Natur der Schamccessed September 08.
http://www.diss.fuberlin.de/diss/receive/FUDISS _thesis_000000@&29

War st at , Matthias. 2006 . i Vom Lampenfieber d
Wahrnehmungser | ebWage deri Wahrmelmaregt Authentizitat] Reflexivitat und
Aufmerksamkeit im zeitgendssischen Theatdited by Erika Fischdrichte, Sabine Sduten,

Barbara Gronau and Christel Weiler86. Berlin: Theater der Zeit.

Wi d mer , Peter. 2005. iDas un Behaulust.sHeimlichB engile hr en de s
verponte Blicke in Literatur und Kunsedited by Ulrich Stadler and Karl Wagner, 14%9.
Minchen: Wilhelm Fink.

Wiesing, Lambert. 2005. Artifizielle Prasenz. Studien zur Philosophie des Bildes. Frankfurt am
Main: Suhrkamp.

Wul f Christoph. 1984 .n Kadseigefsiktorpd edteer InPQuegsec.hi c ht e
Das Schwinden der Sinnedited by Christoph Wulf and Dietmar Kamperj 2%. Frankfurt am
Main: Suhrkamp.

Wul f | Chr i st op hVom Mehschier. Handblich BliStariscHe Mnthropologiited
by Christoph Wulf, 446458.Weinheim: Beltz.

Wurmser, Léon. 1997. Die Maske d&cham. Die Psychoanalyse von Schamaffekten und
SchamkonfliktenBerlin: Springer.

Gi gek, SI|Thewmst Sublitn® Hydteric: Hegel with Lac&ambridge: Polity Press.

35



Otherness: Essays and Studie$

36



Born to Run:
Political Theatre Supporting the Struggles of the Refugees

by David Schwartz

The current article aims to describe the personal and political experience of
myself being part of a collective of artists interested in the struggles of the
refugees in Rommnia. The article focuses on two aspects: 1) the personal, local,
historicalp o | i t i cal , international cont ext of
artistic and human experience, including the interactions and collaborations
between the artists and thdéugees and the perspective of the latter on the artistic
process.

The interest for the histories, perspectives and struggles of refugees started
from the deeply personal experience of meeting (and befriending), a couple of
Afghani refugees, during a trip iCentral Asia, in 2011. Their complex life story
and their traumatic experiences caused
Awrongo passport (the Afghani one) |l eft
colleague, Alice Monica Marinescu (actress analywright). Starting from this
concrete emotional experience, we decided, back in Romania, to research the
situation of the refugees on the contemporary and historical Romanian territory.
We were additionally touched by the topic, as both of us come fraxedni
minority families (Jewish and Armenian), who went through several painful

experiences of persecution, runaways and exile.
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This research process was the beginning of the work experience for the
text and perfor manc e? dpkhghatrblendstogetieethewr ong P
documented life stories of five refugees to and from the Romanian territory (a
Palestinian man, a Jewiskhoman, a Serbian woman, an lragoman and an
Afghan man). The play premiered in Bucharest, part of a project financed by the
Ministry of Culture which focused on emphasizing and debating the stories and
struggles of refugees. The performea was builtogether with professional actors
who were also included in the research processyuodnet several migrants and
former refuges. Furthermore, some of the actors themselves come from minority
families, being connected emotionally and personally to the experiences of refuge
and discrimination. The former refugees whose stories are performed in the play
have received and read thetieand some have also been involved in the work
process, contributing with feedback, suggestions and opinions, one of them

practically becoming part of the team.

From personal experience to research process Meeting Ahmad and
Paradise, Afghani refugeesn Dushanbe, Tajikistan.

During a research field trip in Central Asia, Moniaad | met Ahmad and
Paradise in Dushanbe, young Afghani refugees in Tajikistan. Following the
worsening of the situation in Afghanistan, the visas for Western countries became
more and more difficult to obtain. In this context, the number of Afghani refugees
in the neighboring poor, but safer, country, increased. Ahmad and Paradise (both
24 years oldat the tim¢ were born in Iran, from parents of Afghani nationality,
who had foud refuge in Iran following the invasion of Afghanistan by the USSR

in the 1980s. Iramavevery limited rights to the Afghani refugees and tries to

! Premiere: September 2013, Platforma Contemporary Art Space, Bucharest. Written and Directed

by Alice Monica Marinescu and David Schwart z; Mu s i
Adrian Cristea; Performer& | ex Fi f e a, Katia Pasfodreiu, NBMibaal aSRL«
Vi Han; with t he CokKishawij Matgdratacdeachendzy, Vamtisahvanov, A |

Ahmad Marwi, Sana Rahimo.
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limit the immigration process s much as possi bl e. Ahmadaos
Imam of Turkmen ethnicity and 8ni religion in Afghanistan, was not able to

find a permanent job in Iran, working instead as-ldprer in construction or

recycling garbage. Ahmad and his brothers were not allowed to attend university

because of their Afghani nationality. The whole figmvas constantly subjected

to class and ethnic discrimination:

In Iran people would mock you, if you were Afghani. All kinds of stupid jokes:
that Afghanis are stupid, that they are stuck in the past and live like they did 1000

years ago. And, the most stupid thing: wh
mother tells him: if you keep crying, | will call the Afghanis to eat you! (Ahmad
2011)

In this context, Ahmad chose to go back to Afghanistan, in order to be able to
attend university, with the purpose of helping his family out of poverty. In
Afghanistan, he studied English and Computer Science. After 2006, when the
situation in the country bense even worse than in the first years of war, he
managed, together with his girlfriend, Paradise, to get a Tajik visa and leave the

country.

Legally, Ahmad was not allowed to travel anywhere. He did not have access to
any visa. He ¢ olwah, dverbtiiougk eevas borm theveahd his o
parents were still there. lllegally, the black market has its own fares: a visa for
Iran costs 1000 $, a visa for Turkmenistan (where, being a Turkmen ethnic, he
planned to apply for citizenship) costs 2000 $ #rel cheapest option, a Tajik
visai 500 $. (Marinescu 2011, np, own translation)

I n Taji kistan, a country that didnoét sighn
rights of refugees, Ahmad and Paradise found jobs as English teachers. They were

paid decetly, even if worse than in Afghanistan, but were constantly subjected to
harassment from the police: an absurd law forbids Afghani refugemsliving

and worlkng inside the capital, where the majority of jobs can be found.

Therefore, Ahmad and Paradismrked on the black market, without official
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papers, and had to hide after dark, as thslyed a consistent bribe or even
expulsion in case of identification by the police.

The life story of these people, whom we eventually befriended, posed for
us a rangeof questions and problems related to the artificiality of borders, the
infringement of i ndividual sé fsutnadtaemen,t al
and to the concrete consequences of the global militarism and imperialism for the

everyday menandwoménn fit hird worl do countri es.

[Ahmad] seems resigned and used to this situation, to the lack of alternatives, the

|l ack of rights, the |l ack of a fAwel comingo
Aunfairo that the Af ghanafthe wrdeAhmmade at ed | i
doesnodt know what to do. He would | ike to
seen in Germany. He doesnoét know which wa

have many options. (Marinescu 2011, np, own translation)

Nevertheless, Ahmad wasne of the few privileged Afghanis who
afforded the luxury of paying the 500 dollars in order to leave the country and
who had a profession that allowed him to easily find a job abroad. The majority of
Afghani citizens, as well as the big majority of peoplrom extremely
impoverished or watorn areas from Asia, Africa, Eastern Europe or Latin
America cannot afford to move even to a different town.

In the current Romanian soesmonomical context, the issue of
emigration is much more visible than the gesbs of immigrants or refugees,
because it directly affects the local context from an economic, political and
personal perspective, but also because the number of emigrants is very big in
comparison with the numbers of immigrants in general, and refuggesticular.

The numbers of the latter is fairly small in comparison with other countries of the

European Union.
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Historical and social contexti immigrants in post-Socialist Romania and the
status of refugees
The ethnic minorities in Romania are usualiyided in two categorie$ the

historical minorities (who have been living on Romanian territory before the

Second Worl d War) and the Arecento minor.i

Socialist period and, more often, after 1989.

Some of these immigra;mitame to Romania as foreign students during the
Socialist period and chose to stay (usually following marriages with locals) or
returned with their mixed families from their birth countries after the beginning of
war conflicts (especially from Irak and 1$3). Other migrants, mostly of Turkish,
Arab and Chinese origin, came for business opportunities after 1989.

After the relative growth of the number of migranespecially after
Romania joined NATO and the EU, foreign citizens started to encounter
difficulties in finding jobs. Immigrants, especially of Arab origin, face permanent

discrimination, especially on the labor market:

Trying to show the nature of the problems, an Arab citizen invites me to talk to a
potential employer from a commercial center, who, after | explained that the

respective person doesnédét need additional

foreigners are. fiey always make trouble. If | get an inspection and they find
Iraki employees, what do | do? How do | explain it? They will fine me for sure, |
wonodot be able to cover the fine with
my situation. If you are sosue t hat t h e y-pagesfidgdtsomeane d
else to do charity for them (Guga 2011, 85, own translation).

Therefore, the problems on the labor market and discrimination make the
immigrants more vulnerable in relation to the employers, having walptions:
to diminish their wage demands, becoming a precarious workforce, or to find

employers of similar ethnicity and/or religion.

A Romanian never hires an Arab unless the Arab is desperate and accepts

wor king for not hi ng. Amy wWwhatbhscamwmnde
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Romaniang because they dondét wailiGugdadllhire us (
87, own translation).

This situation, which apparently looks like a cultural problem, is actually
functioning perfectly in the interest of capi{ahich benefits from a cheaper and
more vulnerable workforce) and against the local workforce (disadvantaged by
comparison with the immigrants who are forced to accept worse working
conditions).This problem, which is currently rather small in Romanianmgpant

in the Western countries, where precarious migrant workers are ubiquitous. As the
Romanian artist Veda Popovici ironically noticed, a good part of this migrant
workforce from some Western countries consists of Romanian workers, who face

similar probems to those of the immigrants in Romania.

The Romanian <citizens represent an awkwar
West. Never European enough, never civilized enough, never white enough. This
representation is already applied, on a different legaipnEuropean persons in
Western Europe. The Romanian public sphere borrowed this representation,
forcing an apparent distance between the Romanian migrant abroad and-the non
European migrant in Romania. But the two situations are not very much different
(Popovici 2014, np, own translation).
The prejudices which affect the foreign citizens, especially the Arab and/or
Muslim citizens, are also the direct consequence of the genuinely racist media
assault coming from the Western media. The discriminatogpgmyanda,
disseminated more aggressively after the 9/11 attacks in New York City, has been
adopted without any critical reflection by a Romanian media which propagates the

same stereotypes:

Also, they [the interviewed migrants] consider that the Arabscarestantly
discriminated through the Romanian media channels, being often called

Asuspiciouso, Aiterrorist?o et c. Thi s Sitt
influencing the negative Romanian public opinion towards the Arabs, and thus

allowing their depictionas scapg oat s, Afjudged without t he
innocenceo (Guga 2011, 8 8, own transl ati on
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In this context, when the immigrants face a relatively high degree of
discrimination, the situation of the asylum seekers and stateless persons is even
moredi f ficul t. According to the generally :
person who, owing to a weflbunded fear of being persecuted for reasons of race,
religion, nationality, membership of a particular social group or political opinion,
is outside tkb country of his nationality and is unable or, owing to such fear, is
unwil ling t o return {Advocat.lo 2007y eps pwct i v e C
translation) The persons who are in such situations enter Romania sometimes
legally (usually with a tourist vas) but more often #Aill ega
border. They usually deliver themselves to the authorities and ask for refugee
status. While their application is begiranalyzed, they are placed in Centers for
Hosting and Procedures for Asyluneekers. They ar allowed to leave these
centers during daytime, but have to come back at night. They receive a minimum
benefit, consisting of cosmetics, cloths and a symbolical amount for food (around
1 euro per day). During the asylum procedure, the refugees are mwedlto
work. Beginning with 2007 (the year Romania joined the EU), the visa
procedures, as well as the conditions for receiving a form of protection in
Romania, became harsher following the directions of the European Union.
Increased border security waseoof the main requests for admission in the EU.
Therefore, even though the Geneva Convention clearly states that no state should
fiexpel or return a refugee in any manner whatsoever to the frontiers of territories
where his life or freedom would be threseed Generaf'®? 137, the experience
of social workers who deal with refugee rights shows that only around 10 percent
of the asylum applications are accepted annually in Romania. There were several
cases, both in Romania and abroad, of returned foreiggens who were
subsequently arrested, persecuted or even murdered in their countries of origin.

The number of refugees in Romania is relatively low in comparison to

other states, around 2000 persons. The majority of them come from countries
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affected byviolent and sectarian conflicts, including Afghanistang,lrf@omalia,
Syria, Libya and Palestine.

Although in theory they have almost the same rights as the other citizens
(except for the political rights and the interdiction to return to their home
courtry), the situation of refugees is in reality much more complicated. The
directions of the EU should protect them, but the law is usually interpretable and
the bureaucracy ferocious. Even after earning the status of refugee, the refugees
face the usual siggles of an immigrant: the language barriers, the prejudices of
the natives, the difficulty to find work, the homesickness and the awareness of the
fact that they might never see their home country again. This is especially true for
the ones coming fromraas of seemingly newending conflicts, such as
Afghanistan or Somalia.

A Romanian state which, as a refugee told me with bitter humor, is not
able to take care of or create jobs for, its own citizens, seems totally unprepared to
face the refugee situafi, considered a minor issue in the current economical
political situation.

The situation of the refugees is by definition a vulnerable one. They are
never full citizens of a state, the carry with them the affliction of dislocation, their
lives are permamdly defined and directed by the bureaucratic apparatus of the
nation states and by ggwlitical conflicts. Their mere belonging to an ethnic,
religious or sexual category makes them t e

exempt them at all from dismination and precarity in the adopted country.

The refugees are the scourge of nations, the persons who break up the foundation

of nationalism, defined by the adherence to one people, one territory, one culture

and set of traditions. The refugees are thones wh o i drnariod t bel ong
them, special laws were issued, institutions and agencies were founded, shelters

wer e built. (.. .) For t hem, such concep
interpretable, according to(Gugh2014i8)t er est s
own translation).
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Therefore, beyond the humanitarian problem of the refugee situation, the
examination of these perspectives sets the frame for a broader higtofiteal
reflection, about the dynamics of the global capitalist systdmut the relation

and interdependence between the Eutbantic power core and the various
peripheries and serperipheries of the world, about the effects of the imperial

and expansionist policies disguised as HfAwe

West s fAnew rl9t 2 moh tBad e fboraames t he Aforei

AEu-centri smo andi We8ern racisttdiacburse aogycatted in
the Romanian context
In order to explain and frame more precisely the empirical situations encountered
duringthe working process, as well as the historalitical origins of the racist
discourses and behavior, | feel a short analysis of the-Béstt(or Westestof-
the-world) dynamics in the capitalist (peRenaissance) period is required. In this
frame,lconsi der very usef-audnttrhies ntéo nacnedp t O roife nf
theorized by two Arab authors, the Egyptian political economist Samir Amin and
the PalestiniasAmerican literature theorist Edward Said.
Following the shift of the economical power eanf the world from the
Far East (China) and Middle East (Central Asia, the Arab Caliphate) towards
Western Europe (the Italian cities, the Dutch cities, the British Empire) in the
fifteenth century, Western Europe became quite suddenly the main economical
political and cultural force. But its development will inevitably dependthe
promoti on, by any means, of the Asuperior
(white) race over all the others. The genocide of the indigenous populations, the
colonizing d the other continents, the enslavement of Africans and indigenes
could not find their theologicgdhilosophical justification in the absence of this

frame. Therefore, a rewriting of the whole history of history, science, culture and

45



Otherness: Essays and Studies 5.1

the arts was undertakean order to confirm the exceptionalism of the European
Acivilizationod. Thi s -ove reti (dime@d0&, np)al | ed by £
As Amin rightfully observes, once the West acquired superior military and
economical capacities, it also arrogated selftthe right to represent others, to
categorize and judge them. This action i
political vision of reality that promotes the difference between the familiar
(Europe, t he West, owe 0) amd dthiee mdh)kah owda
1994, 43) According to Said, the Orient was perceived as a territory, a
civilization, a culture which, if not inferior, at least one requiring correction from
the West: AThe Orient was viewed as i f f
court, the prison, the illustrated manual. Orientalism, then, is knowledge of the
Orient that places things Oriental in class, court, prison, or manual for scrutiny,
study, judgement, discipline, or governincg
Of cour se, t relatesonlyto the (Ban) Eabti mitnbéstcally to
all the nonWestern territories, including, in literature for example, to the mythical
RomaniarHungarian Transylvania, projected in the mind of British writer Bram
Stoker as the unknown, wild territory ofettvampire Dracula. Furthermore, this
vision established the basis for the racial theories of tffetd8d" centuries,
when some pseuekcientific research proclaimed the absolute superiority of the
Western European white (Arian) race.
If the classicaracism of the 19 century has been, in theory, generally
dismantled and condemned in the Western area, the new era of decolonization and
postNazism managed to invent new forms of racism, what Ettiene Balibar calls
ANeroaci s mo. Thi s nerw lraeasced mon s snwoi d motnigf i ¢ 0

on Ageographico or #Acultural d ones:

It is a racism whose dominant theme is not biological heredity, but the
insurmountability of cultural differences, a racism which, at first sight, does not
postulate the superidyi of certain groups of peoples in relation to others but
Aonl yo the harmfulness of abol-stdeli ng front

46



Mentality X
AzadehSharifi

and traditions; in short, it is what P. A. Taguieff has rightly callddfarentialist
racism (Balibar 1991, 21).

This racism is characteristic of the pasionial period, when the

migration wave was reversed and Europe became, from the main emigration zone,

the main fAtargeto for i mmi grant s. Theref c
victims of the Western racismhTi s Adi fferentiali sto racisr
Ai mpossibilityo of cohabitation between c
certain Acultureo to Aintegrateo into the

concept. It was also conceived in thé"tentury and on similar Orientalist bases
in the form of AniSe mi t i s m: AA racism whi<ch does
biological concept of race as its main driving force has always existed, and it has
existed at exactly this level of secondary theoretical eliboglts prototype is
Anti-Semitismdo  ( Bal i bar 1991, 23)

This continuity is supeobvious in the case of Arabphobia and
Islamophobia, which operate with arguments perfectly similar to theentiitic
ones, and fal/l under t hfeames ahen€Orient@)r i ent al i
foreigner as fundamentally different and unable to assimilate.

The Romanian context is a particular one. On one hand, the Romanian
Principalities were placed geographically in Central Europe, but culturally, at least
until the 19" century, Moldova and Wallachia were under major Oriental
influence. The Orthodox religion is an Oriental guar excellencethe alphabet
used until the 18 century was the Cyrillic and the Western calendar was adopted
only in the 1 century. On the other hand, the rediscovery and valorization of the
Latin basis of the Romanian languagas part of the natiorstate project,
generagd the ideaof a Latin (therefore Occidental) island in a Slavic (Oriental)
sea and thus enhanced therguf the Romanian Principalities (and subsequently
of Romania) under Western political and cultural influence. TheVyestern
choice was definitely a strategic one, aimed to protect the Romanian countries
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from the two main local expansionist Empires (@marist and the Ottoman). But
the proLatin agenda that supported theliainizing of the language and culture
was mostly successful in the long tefnmost Romanians feel closer to Western
Europe, which has become a sort of economic, cultural anccpaliti ir ol e model ¢

Nevertheless, for the West, Romania is still largely a mysterious Oriental
state in all respects from the permanent historical and geographical confusions
of many Westerners (the idea that Romania was part of the USSR, the confusion
betveen Bucharest and Budapest etc.) to the racist discourse and actions of most
European states towards Romanian immigraritse antiworker campaigns and
laws in the U.K., the expulsions of the Romanian Roma immigrants from France,
the racist attacks indty etc.

In this framework, when it is more and more evident that the EU is a
nonegalitarian structure that works for the benefits of the Central and Northern
European states, in which the position of Romania is a marginal, submissive one,
a big partoft he Romanian intellectual and pol it
with the West in a continuous process of -selonization. This elite keeps
praising fAWestern ci-tvhésizat wonhb, takbwalyys i
Abar bari smo,Camomuwenirsemoe,ntdfy tithe Romani an po
Historically, Romanian intellectuals have manifested a blatant anti

Semitism since the foc ent ur y, occasionally influence
(Orthodox) views, but more often founded on the same Wesbementalist
principl-2ssiori IAantoinono and Aparasitismo of
Romanian AntiSemite intellectuals and politicians are widespreatere is a

relevant fragment of a Parliamentary discourse by the national poet and politician

2 For a comprehensive description of the Antisemitism of the Romanian elite, see Carol lancu,

Evreii din Roméanidl8661918: de la excludere la emancipddews in Romania 1866918: from

Exclusion to Emancipation] (lancu 1996) or Leon Volovicid e ol ogi a naWwi onal i sttt @i
evreiasct. Eseu despre formele antflhaemi ti smul ui in
Nationalist Ideology and the Jewish Problem. Essay on the various forms of intelectual Anti

Semitism in Romania in the “30s] (Volovici 1995).

48



Mentality X
AzadehSharifi

Vadle Alecsandri, from 1879,which is relevant for the similarities with

differentialist Western AmdB e mi t i s m: nWhat i's this new i

invaders? (...) they are the supporters of the blindest religious fanaticism, the most
exclusivist of dlthe inhabitants of the earth, the most incapabkessimilation in
ot her (aacu 19867 Z1@wn translatioh

While in the Socialist period, the racist discourse was officially forbidden
(though the ethnic discrimination of Jews and Hungarig&esuiime more and more
common in the later years of the regime), in the 4889 period racism became
more and more widespread in the public sphere. The-3Qeartiitic attacks,
meanwhile, largely condemned in the Western world after the Holocaust, were
ratherscarce and instrumented mostly by the extreme right. But, in the general
context of AnttRoma racist discourse visible all over Western Europe, following
the postsocialist emigration process, the racist attacks against the Roma
communities became widespteamong Romanian intellectuals and politicians.

The most shocking ArfiRoma declarations came from Adrian Cioroianu,
otherwise a respected historian and Minister of Foreign Affairs at the time. He
proposed no less than confining Roma offenders into ctratem camps in
North-Africa:

These people should not be placed in common cells with TV sets. They should be
forced to the hardest labor and put in disciplinary battalions. (...) | was in the
middle of the desert [in Egypt] and | was thinking if we cobid/ land in the
Egyptian desert to relocate these people who are a disgrace to us (Blagu 2007,
own translation).

The quote is relevant from the frightening perspective of the comparison
with the Nazi camps, organized similarly on foreign land byRbenanian state
(in occupied Pridnestrovie), but also from the Orientalist perspective. In
Cioroianub6s i maginary, the territory
the ArabAfrican Maghreb. One would have difficulties imagining Cioroianu

placing hs camps, for example, in the Finnish tundra.
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Another interesting case is the one of another respected Romanian
hi stori an, Lucian Boi a, who, aiming to a

bet ween Romanians and the Romatarmiimsari ty,

stereotypes: the Roma are presented as a homogenous masahafi vi | i zedo

peopl e, who | ive by their own rules and r
with fAcriminalo is definitely abusive. But
ofther  own, where the constrai nBdaz2007, t he mod

240 own translatioh

Boia is also the prototype for the in
cul tur e, obsessed with the danger of fAthe
book with the same title, which is rife with Ewaentrist ideas, some of them
simply hilarious: AThe planetary civiliza
absorbed and adapted, of course, in different ways. The others\fesierners]
di dndét i ngvessential: tomthte keléctric bulb to democracy, everything
came out of the Western laboratory. We can ask ourselves where would we have
been without the West? Who knows? Perhap
di scover edo-29 &w tramslaiop 1 3, 28

In the postsocialist period, this rudimentary neacism promoted by the
intellectual, preEuropean elites, together with the Western (N@utherican) and
| ocal medi a propaganda, joined the tradit
Adi ff e e quaditdiality of bur meetings with Arab, African and Muslim
immigrants confirms the discriminatory and humiliating behaviors these people
were subject to in relation with common men and women, but also with the

authorities.
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The Research Process ancthte EI|l abor ati on of the Text
Pl aceo. The Problem of ARepresentationo
Refugees.
The preliminary research period on the situation and problems of refugees had
several components: a series of interviews, infordistussions and meetings
with refugees and former refugees; meetings and discussions with sociologists and
social workers involved in collaborations with migrants and refugeeleading
and checking several materials that refer to the situation ofee$udrom national
and European legislation, to various studies and testimonies regarding the
violence and abuses suffered by these groups.
From the first meetings, we confronted a problem that was going to be at
the core of our actions: most of the asylssekers are afraid to talk publicly
because of their volatile status. Even refugéeand refugees who became
Romanian citizen$ are reluctanto openly discuss their struggles and voicing
their opinions, still f e e ldiofnthg Rdmbmen e i gn o a
authorities and the public opinion. In most cases, refugees prefer to find individual
solutions or to ask for help from specialized NGOs.
Several problems similar with the ones of the Afghani refugees in
Tajikistan have been confirmed ke research process: the opacity and racism of
the authorities, the exasperating bureaucracy, the lack of help and cooperation
from many locals,and the difficult economic situation, in the context of an
impoverished senperipheral state. Beyond theseckl problems, that will
emerge also in the text, we encountered several humane, psychological and
communitarian problems, that enabled us to reflect on a series of fundamental
questions oftenignored bynone f ugees: what i s tnhded?si gni f i
Where is the place where one feels fdat hor
from your parents, brothers, relatives and closest friends? What is the sensation

when you know you will never see your bitlace again? What is the impact of
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religion, ethnicity, nationality and geograph
guestions that alscertainlyrise in the minds of the millions of Romanians who
left to work abroad, but which are even more striking for the refugees. In this
context, we felt the need also introduce in the text the story of a Romanian who
personally suffered the experience of exile. After several discussions, we chose to
interview a Jewish lady from Bucharest, who took refuge in Uzbekistan during the
Fascist period.

During the reseah, we became more and more interested in the relation
between the micrbistories of everyday struggles of these people and the global
macraehistory of the major geopolitical conflicts. The majority of refugees come
from territories affected by armed céafs. Generally, the local Romanian
perspective towards these conflicts is neutral, uninvolved, or even a positive one
(the thesis of Awar for peacedo according
US, together with theinfualtldoi evar sindlhadi mwg
the Ademocratizationo and #dcivilizationo
became very important to us to transmit the perspective of the victims of these
wars.

Also, during the time of research, studying several lawanuals and
reports, we became more aware of a contrast which will structure the play: the
fundament al opposition between tase il ette
they are stipulated by various international and national laws) and the concrete,
real situation of the persons affected by these laws.

From the beginning we aimed to write a text based on personal histories,
eventually transmitted through the verbatim method. During the research process
we faced the problemsobffiépeiesend mattatoinon ®@
refugeesmore strongly From the discussions with themnd with several other
activists for refugeesd rights, t he main

insufficient media exposure of their struggles. The culturalidc @vents of
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several groupsforefugees are, most of the time, strictly communitarian events
that do not reach the majority of the population. The activity of the matEons

that work with refugeeights, even when it is welhtentioned, faces thedk of
funding, and focuses mainly on resolviagncurrentconcrete problems of the
refugees. As a direct consequence, the majority of the population is completely
unfamiliar with the struggles, the situation and thedtieries of the refugees.

Therefore,the idea of a text (and a performance) which made these
struggles and stories visible seemed to us an urgent matter. At the same time, the
research process made it clear that at least for the time being, a project of self
representation (i.e., a play pemined by the refugees themselves) would have
been difficult to realize and ethically problemafltis is the case, on one hand,
because the vast majority of these people do not want to expose themselves in
public and, o the other hand, because we wantedavoid by all means the
feeling of a fAzooo, inevitable when publii
perceived as fAexotico for a middle cl ass
by Bashar AlKishawi, one of the refugees who collaborated with usngduthe
whol e process: AWhen you talk to a perso
intimate environment, but if you put him in front of the public, I think he will run
away and he will think that the people loak him like a monkey in the zoo
(Fifea 2.3, 67, own translatioh

We chose a variant of verbatim text written to be performed by actors, in
which we aimed to transmit, as trutHfuland complety as possible, the
perspectives, stories and opinions of refugees from different countries, of different
ages and sexes. The selection of the stories was based mainly on the willingness
of the people to discuss details and experiences, and their apprénaletaheir
stories performed in a theatre play. We chose a structure of alternate monologues,
based on five personal stories: a Palestinian born in Kuwait, who came to

Romania in 1991 as a student and was compelled to stay because of an
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interdiction to réurn to Kuwait; a Serbian woman who took refuge in Romania
together with her husband and children, following the Kosovo war; an Iraqi
Christian woman, who fled the war and religious persecutions which began after
the occupation of Iraq by the US; the stafythe old Jewish woman who took
refuge in Soviet Uzbekistan, during the Fascist regime; and the story of Ahmad,
the young Afghani we met in Tajikistan. The five stories have many things in

commoni the escape from war, the ethnic and religious persequtioe

di smantling of families and i mpossibility
new fAMotherl ando, perceived as their own
perceived as Aforeignodo, the bureaucracy a

stakes. The stories are alternated in the text and even though the narration jumps
from Kuwait to Serbia, from Uzbekistan to Romania, and from 1940 to 2010, the
five storytellers narrate somehow the same story: a sort of universal story of
refuge, in which th lives of millions of persons could mirror, each with their own
particular experience, but all united by the same struggles. The text mixes
experiences and memories from the home country of each person with
experiences from the Romanian context, includhmglocal bureaucracy and the
everyday interactions.

One last common element, that surprisingly emerged in the research
process, and that we eventually included in the final version of the text was the
relation of several refugees to the Romanian Rommarity. Though, in theory, it
would seem that someone who personally experienced discrimination would be
more open towards other ethnic groups, from the discussions with several
migrants came out all kinds of stereotypes and prejudices towards Roma. Many
were enforced by negative personal experiences (minor conflicts with aggressive
Roma men, beggars or fellow workers), but several generalizations and prejudices
were only borrowed without reflection from the massdia discourse or from

other noARoma Romaians. Finally, we decided to introduceegle fragments in
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the playas a counterpoint, meant to reverse the context for a moment, in order to
see that (some of the) discriminated persons can also become discriminators. It
was important for us to state, one hand, the fact that national racial stereotypes
are so strong that they are easily assumed byRaonaniangoo, and on the other
hand, that no person, regardless of the discrimination he/she suffers, is free from
behaving discriminatdrly in other cotexts. This fragment will prompt some of
the most intense debates during the jpestormance talks and create proper
circumstances for pointing out that anybody, including us, the artists, can become
oppressive in certain contexts and that permanentesathination is always
necessary.

The first draft of the text was ready at the end of 2011. We would have to

wait more than a year until the national premiere in Bucharest.

AMI gr at i onhPrdettdor MakisgdV/isible the Stories and Struggles
of Refugees. The Involvement and Collaboration Between Artists and
Storytellers in the Creative Process
The project AMigration Storieso, developecd
Cul tur e, consisted in the developing of
Wr ong Pl aceo and 9 representations of t
Bucharest and in two other cities that hold Centers for Hosting and Procedures for
Asylum Seekers.
All the performances were followed by debates with the public, conceived
as part othe event, in which the artists, refugees and large audience discussed the
main subject and problems reflected in the play. All the performances had free
access for the public. In total, over 1000 people attended the events.
The main goals of the projeetere: the promotion in the public agenda
and the debate of the struggles of refugees; and the critical analysis, in a public

frame, of the ge@olitical power relations that structure the contemporary
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capitalist worldsystem. | will further refer to the wio process of developing the
performance itself.

The process had several stages: choosing the casting; a second period of
research, done together with the actors; the elaboration of the concept of the
performance; the rehearsals; a series of public rehearsals arohfdedessions,
in which refugees andther migrants took part, including those whose stories are
part of the text. The work of production, directing and dramaturgy was shared by
Monica Marinescu and myself.

Together with the actors and actresses we started a second phase of the
research pragss, part of whictconsisted ofeach of themmeetingthe person
whose life storythey weregoing to transmit in the performance. The actor that
was going to tell the story of Ahmad met with him through online means. During
the discussions with the stetsllers, the actors found further details from their
biography, discussed the performance and how the refsgeea performance
about their lifestories, recorded interviews that laid the base for an updated
enriched version of the text. Besides this, sofinem reallypecame friends and
spenttime together. Besides these meetings, the performers also reskteh
historical, geographical, political and economic context of the ¢togyl | er sdé | i v e s
trying to deepen the understanding of their personarépces, but also the geo
political background. Part of the research and learning process, we also held
several theoretical discussions and practical exercises regarding the life
experiences of refugees. The research process has been, for the perfasmers,
well as for us, one of permanent learning and-eglfcation on topics which are
rather invisible in the Romanian context.

From the beginning we aimed, as much as possible, to avoid the exterior
el ements that coul d br i nfigextohtei cfiesemdi.n gT hoefr e
we aimed to find visual and sound solutions as neutral as possible, to move away

from any ethniefolkloric, exoticizing landmark. We decided that the only obvious
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sign of Aforeignnesso shoul d uUage. Wehe accen
felt it was important that the performers tried to reproduce, as precise as possible,
the accent, first as proof of respect for the persons who shared their stories, the
accent being a distinction pertaining to the personal manner of narration and
interpretation of the world and not a linguistic/theatrical gimmick. For us it was
very important that when the respective persons come to see the performance they
would be able to recognize their Avoiceo
recording of heir testimonies. At the same time, we needed the emotional
distance, in the Brechtian sense, that would allow the spectator to remember from
time to time that on the stage theamee performerstory-tellers that transmit
ot herso6é persoifialastorfeaegesadnd Smotfi wet ehpse
alternate moments when one performer tells a personal story of a refugee with
interventions of a Achoiro when all five
storiestogether, borrowing the respective aet In this way, we tried to make
clear the fact that the performers aoflectivelytelling histories that are generally
kept silent, and do not assume, or steal, the identity of the real persons.

A very important situation in the rehearsals relatethéopart in which
several refugees talk about the Roma in a stereotypical manner. In the text, that
moment is followed by a fragment from the Romanian Constitution, quoted in the
guide for obtaining Romanian <ci tomzenship,
country of all its citizens, regardless of their race, nationality, ethnic background,
| anguage, religion, sex, opinion, pol i ti
(ConstitiHi a 1990, npOnewnftthreslazttioos) Andr ei
performer, involved in Roma rights activism, insistexlbeing the one whavould
readthe respective fragment in the show. And he read it in a virulent, vehement
manner, straight towards the public, aiming to stop the discriminatory debate, and,
ideally, to shakethe prejudices of the spectators too, reminding tleénthe

principles on which, theoretically, the Romanian state is based. This kind of
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gesture is very meaningful from my point of view, as it states the difference
bet ween thacfiobndamwismetiere r ol e, better or
activistperformer who believes 100% in the intentions and aims of the

performance and who stateis political views in every play.

The Involvement of the Refugees in the Working Process and their Opinions
about the Performance
As stated by Edward Said, the main characteristic of Orientalism is the wish (and
power) of the West to Arepresento the Ori ¢
wh at and how is the AOrientalo. Therefore
EasternEuropeans, and furthermore, as a group of partly minority artists, are
rather far from the Western privileges, the danger of assuming the right to
Arepresento others, especially a group as
is still there. Eva though we aimed to avoid such an approashmuch as
possi bl e, the decisive tewdsnotonlythen our t e
confrontation of our work with groups of refugees, but firstly with the oviesse
stories are part of the show. Our intentwas to receivéeedack and collaborate
with them during the rehearsals. The most receptive to this approach was Bashar
Al-Kishawi, who took part in the rehearsals, phdt@wumented the shows,
translated the play into Arabic, promoted the show in theskBaian community,
and also for a broader audience: AThe f ac
years and the fact that | |l ived separated
for 16-17 years, this was the main reason to get involved so dedpe[project],
because there ar e probably ma/ngwn peopl e
translation

Bashar also proposetthat the persorwho would tell his story in the
performance be called Selim, in the memory of his uncle, wih@n was fired

from work in Kuwai t because of his Pal estini an
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translated the text into Arabic, and regarding the name of my character, | wanted
him to be called Selim. | wanted to pay an homage to a man that | very much

respected and who, when facing a aiton similar with my own, took his life. |

learnt a lot from my uncle, he was an extdwoary persoa  ( Fi f eowR 0 1 3, 6
translation.
of cour se, Bashar o6s proposal was mor e

performance earned a new dimension, at the human and social level, of an homage
to the silent victims of ethnic discrimination. Therefore, the theatre experience
became much moepr ¢ hamt ptl iaomo A an experienc
tellers sharing and expressing their perspectives. As Helen Nicholson (2014) also
observes, our shared experience was one ofygiftvi ng and exchange.
participation, though not embodied, was aetiand meaningful, at the most
personal level.

The level of involvement of each steisiler refugee was different, from
the complete involvement of Bashar, who practically became a member of the
team, to the lower level involvement of others. All sttelfers who have seen the
show had similar reactions, guided first by the emotion of recognizing their own
life stories, retransmitted in a respectful and faithful manner. Bashar remembers
i n an interview: Al was heamgtofivgagaily st ory
those moments (...) | had a unique sentiment, like | was watching pictures from
my childhood or a very old video. This experience is very real. There are parts of
the play when you can see mgingd ( Fi f e7ZaowR tbahsktjon 6

Mrs. Eschenazy, the former Uzbekistan refugee, recalls similar

impressions, telling meduring an informal discussion h a t At i's incred
senti ment you have when seeing your whol e
Ivanov, the Serbian refugee, theost important part is the politicaucational
goal , of telling real hard | ife stories:

not only the nice parts. The nice parts cover the ugly ones, but in life there is more
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ugliness. People who only wattt see nice theatre are people who are afraid of
l'i fe, afraid of t h®ownhtranslatop ( Mari nescu 201:
Bashar, too, considers the educational component the most important, both

for the broader audience and for the asylum seekers themselves:

| believe that, beyond the artistic part, any story, any movie, any play has to make
you think and have an educational goal. (...) Among asylum seekers and refugees
there are people who are afraid. (...) and it is good to see the play, in order to
know thatit is their right, as human beings, to live under safe conditions (Fifea
2013, 67, own translation).

Beyond the common educational goals, each storyteller has a personal aim for
which they share their life experiences. Often enough, for the refugeesrthe
focuses on a traumatic experience they want to make public, because it is silenced,
because they feel they have experienced injustice and/or because they want to
prevent similar things from happening.

For Mrs. Eschenazy, the main goal of her persast@ly is not so much
related to the persecution of her family and her refugnd more to the present
day, strugglesi she was forced to enter a Senior Home, after she was violently
and abruptly evicted from her house in Bucharest. For her, this gdzet sfory in
the show was the main emotional trigger.

For Ms. l vanov, the main aim relates t
very important to talk about the war, [
stay silent, | want to state that the warmigatastrophe which destroys not only
individuals, but an entire people. | always say: May God see to it that no country
goes t hrough what my country -9Qwavn t t hr ouc
translation.

For Bashar, the main problem at a personal leslates to his Palestinian
identity, heavily oppressed internationally, and to the impossibility to visit Gaza,
the land where his grandparents lived and died:
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| liked it that you chose a lady of Jewish origin in the play alongside me, a
Palestinian. | wasery impressed by her story and wanted to meet her. Because,
beyond the Holocaust, her story as a human being is very meaningful. | liked it
when she said that she didnét want to
all the Jewish population witd have been like her, probably (...) we, my parents
and others, woul dnot have been §/orced
own translation).
From the opinions of the people involved, one can extract the fact that the

performance was successiultransmitting not just the exact words, superficially,

but rather their points of view, the perspectives that they share and find important

and which need to be voiced. From this point of view, in my opinion the text and

the performance succeeded in theitial goal i building a frame in which the

stories of refugees will be transmitted as authentic as possible, complete and in

detail, though mediated and reassembled through the filter of the artistic team.
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Mentality X:
Jugendtheaterbiiro Berlirand its Theatrical Space for Urban
Youth of Color

by Azadeh Sharifi

iSi e sagen Moslem gleich Terrorist, ich zeige
NSU, NSA, RollenscheiBlackface.

Dicker, Trauer andert nichts

Mentalitat, Malcolm X, Kopf runter, Faust hoch

Unsere Wut i'st haushoch!!d

Introduction

Back in 2008, | was working on my dissertation and while only working
theoretically is not always fulfilling, | decided to pebut in a youth theatre who
were looking for some volunteers. The youth theatre which called itself, at that
time, Jugendtheaterwerkstafyouth theatre center) was placed in the margins of
Berlin1 or that was how | perceived it. Although on the map Mwoalpart of the
centre of Berlin, the district is conceived of as a periphery of the city. The
inhabitants of Moabit are mainly migrant workers or migrants who are part of the
lower class. The children and young adults who participated in the theate wer
migrants of the second generation; their families came from Lebanon, Palestine
and exYugoslavia. They were born and raised in Germany but the experience of

their parents of violence and war and being stateless and refugees was part of their

1AThey say Muslim equals Terrorist, |'"Il show you
Blackface Sorrow doesn't help a thing, Malcolm X mentality, head down, fist high, our anger is
rising up.o0 Ref-sanhg fiMemtahki H* pMOpby Jaydonj am.
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perception bthe world. Another important aspect of their experience was being
seen by society as outsiders, criminals and social welfare benefiters. When | met
them, most of them had experienced discrimination on different levels. The spiral
of violence which surronded them was part of their personal stories; institutional
and structural racism was part of their everyday life.

Ahmed Shah, a theatre artist from the UK, and his then assistant and later
theatre pedagog, Cigir Ozyirt, had the same experience of shluend
institutional racism during their own childand adulthood. They founded the
theatre and embraced the experience of the youth of color by trying to transform
these stories to empower them and give them a possibility of expressing
themselves. Whenjbined the group, they had already created their second piece,

a play called fADer Sprungo (AThe Jumpo)
story. The play started in a school room where the students were harassed by their
teacher for being not Germathey jumped to Dschenin where they met with
Juliano Mer Kamis from Freedom Theatre, and finally go to the life of Hedy
Epstein, a Holocaust survivor who dedicated her life to the Paldstamd
freedommovement. The triangular story created a sum, aa @lewhere the

young adults got their inspiration from and whom they saw as empowering
individuals. The play was invited to different places in Berlin but it was also
invited to schools in the Western part
cities kecame afterwards a legend among the young adults because it gave them a
sense how important and appreciated their work was. After their performances the
young actors would sit on the stage and talk about their work and the teachers and
other students woultisten to them. The way they talked about themselves and
their experiences, but also about the artistic work and how it helped them to
understand and appreciate their own abilities, was very powerful.

A few years later, after | already had finished mypRibout representation

and selfrepresentation of migrants in the German state theatre, they contacted me
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again. They asked me to do a workshop with the young adults where | would

share my academic expertise to demask structural and institutional racism in

German theatre and encourage the teenagers to use this knowledge for criticizing

the system in their performances. This was the point where | got involved again in

the work of theJugendheaterbiro Berliand learned how many different artistic

methods andhlso political instruments they had developed to endow the young

adults of color with the ability speak for themselves through music, mainly

HipHop, theatre and art. Their work is exceptional on a practical but also on a

theoretical basis. They claim t@ linspired not only through the artistic but also

the political notions of HipHop, rooted in the Black Power movement in the US.

This can be obviously seen in their name

narratives (fAGenosseMerncthalfittXat)Xda)n.d aest het
In this article, | am going to look into the work dtigendheaterbiro

Berlin as theatrical and public political spaces of empowerment for urban youth of

color. In analyzing how they claimed these spaces, and have created narratives

and aestétics, | want to reflect how their work has reshaped the image of the

youth of color and challenged the cultural institutions in Berlin.

Otherness, Urban youth of color and the arts

Otherness is the result of a discursive process where igeuip or majority

constructs an outeggroup or minority in order to distinguighreal or imagined

differences between the self and the other. The Other is fundamental to the
constitution of t he sel f . Bhabha argue:
cultural/nistori@a | / r aci al di fference i n t he di sco
important feature of the construction of otherness. It implies rigidity and a fixed

order as well as disorder. Stereotype as
knowledge and identificadin 6 t ha't oscill ates between wh

already known, and something that must be fixed (Bhabha 1983, 18).
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I n the <creation of nation i1dentity the
communityo (Anderson 200n6ofthé Qtherasithe es on
counterpart. In recent decades, in Europe and its inconsistent European nations
racialized minorities, migrants and refugees serve as the personification-of non
Europeanness and a unifying threat. The German government, for exhagple,

still not succeeded in facing the social reality of its nation. Germany has for most

of its time denied being a country of immigration and is still struggling with it. To

f

everyoneds surprise, the conservative <cal

opend Ger manyo6s borders to refugees from S

again since the overwhelming righing radicalization of the population,
particularly in Eastern Germany, has made them step back from their progressive

program. Race and religion furen as central but largely invisible factors. While

race is a highly problematic category ent

Reich, it is still not diminished and still serves as the main right of citizenisisip (
sangiu$. Hence indications of stctural racism like racial profiling are still legal
German police procedure, although in 2012 a court decision opened a
controversial public debafeReligion, on the other hand, has been part of the

political and media debates, while most German citizeogld call themselves

nonr el i gi ous and the debates do not i nvol

created around the very old European debate of the threat of Islam (Said 2003,
59). The German debate circles around the demonization of Islam and the

fei shi zed idea of the Muslimbébs religion
identity. It is worth mentioning that only 5 percent of the German population

identify themselves as Muslims.

2 In Germany racial profiling, the act of suspecting or targeting a person of a certain racerbased
a stereotype about their race, is not explicitly clarified by the law and jurisdiction. In 2012 the
court in Koblenz, RheinlanBfalz ruled over the case of a 25 year old Black German student, who
had been controlled by police in a train without bgen a reason. The court declared the actions
(Verwaltungsgerichtpy the police legal, but was later overruled by a higher court
(Oververwaltungsgericht RheinlariRfalz) for violating the antiliscrimination provisions in Art. 3

GG and the General EquBteatment Act of 2006. (TAZ 2012)
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The more obvious debate is aremeund dint.
is a demand that migrants integrate into the Geripaitkultur. Despite this
postulation, the migrants are never fully allowed to integrate into the nation
through different kinds and levels of exclusién while simultaneously being
accused of denying he o6offers of I ntegrationbo. Exc
through the longdasting ascription asMenschen mit Migrationshintergrund
(person with migration heritage) and legally through the denial of citizenship
which reinforces structural racism like unequal access to labor market, social
services, etc (Liebig 2009).
I n AEur opean OTakeb tosated theFcanseguarece dE the
precarious position which migrants and their descendants take within the nation,
as they are defined through an excess of movement while simultaneously

experiencing an extreme lack of it.

They are perceived as being in transit, coming from elsewmemaentarily here,

but without any roots in their host nation, living instead in a parallel society,
refusing to either fully integrate or finally return. At the same time, the everyday
life of this group is often shaped by severe limitations to its mgpsibme of
them economic, some legal, or more frequently a mixture of botHT g{#&b
2011, 23)

Especially the young adults of color are affected by Othering within the
national identity. Under the guise of integration and the accusation of being
integraton-refusers, especially Muslims are seen as the disrupter in the German
society.

llka Eickhof points out that within anMuslim racism, being a Muslim
operates as a stigma (Eickhof 2010, 9). Arabic or Turkish names or what could
look i in the literallysense like a Muslim, i.e. nofWhite person, seems to be
sufficient to feed the image of the criminal and aggressor male Muslim. Honor
killing (Ehrenmord, being a member of Daesh (or any other terrorist Islamic

groups) as well as sexist and homophobitaoms seems to be inscribed in the
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bodies of Muslim men. On the other hand, the female Muslim, or the women and
girls with headscarve¥ppftuchmadchen has become an established racist term
for media and political debar Gsnang.b out iop
The term appeared initially in the bo@eutschland schafft sich afisermany
abolishes itself) by the Social Democratic party member Thilo Sarrazin, where he
used pseudbiological arguments to create the myth that the immigration of
Muslims woud have catastrophic aftermaths for Germany.
But instruments of empowerment and s&tipowerment were always
found in the arts. Art has been a very successful tool for marginalized voices to be
seen and heard. FatimaEhyeb has, for example, highlightdtht HipHop as a

counterstrategy has become essential to the urban youth of color.

The emergence of a continental hipp culture facilitated the move from a local

to a translocal sense of community by pointing to commonalities that were not

based onethnic or national identifications or ascriptions, but rather on the

common effects of racialized economic exclusion, on similar strategies of
resistance i n EurTayee20kl,29)r ban ghettos. ( EI

Hip-hop has made a dialogue possible among and betwasorities and it
worked as a lingua franca that enabled minorities to explore their similarities

beyond ethnic differences and language barriers.

Hp-hopds appropriation in Europe all owed fo
movement that has engaba the process of building a community that avoids

the seemingly unavoidable retreat to an es
and Ad notebsn dlenying that there are fundamental differences running

through European societies, but by insisting thase differences can be named

and dismantled. (ETayeb 2011, 29)

In the case oflugendtheaterbiro Berlinot only HipHop but also Theatre is a

powerful source. Contemporary theatre is apparently often selected as a medium

3 The Turkish Union in BerlirBrandenburg filed a criminal complaint against Thilo Sarrazin at

the UN Committee on the Elimination of Racial Discrimination. In the opinion of the UN Anti

Racism Committee of 26 February 1 Sarrazinbdés statements were raci
concluded that the Federal Republic of Germany had violated the Convention by letting Sarrazin

spread Hate Speech.
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to deal with issues (ethnicultural, religious, etc.) of the minority, to negotiate
social injustice and discrimination or to present topics of general interest for
discussion from the perspective of the marginalized. Theatre is a privileged place
in which traumas of the past caa tluminated, in which the disposition of one’s
own identity can be explored and challenged. Theatre can contribute to the
catharsis (reactivation) of the crisis of the group’s collective identity and is thus a
crucial space and a chance for the margredlito make themselves seen. Theatre

i s al so the sdpeafcien eidno whdiecnht ifitpirees i n a
or cultural context or in the context of colonialisation can be contested (Gonzalez
2010, XXIl). Jugendtheaterblro Berlihas contaed these pdefined identities
through HipHop and Theatre which are forced on the urban youth of color by
media, politics and society. They have intervened through musical and theatrical

performances, interventions, occupations.

Creating theatrical and political spaces

A very profound shift in the work adugendheaterbiro Berlitbok place when
they got a space in the offitriilding of theReformationskirche Berli#voabit
(Church of Reformation). Space is in many ways a symptom for power struggle

and tle hegemonic order. In the case Jofgendtheaterbirospace includes the

geographical space, the safe place (or safe space) and also a theatrical and

political space. Within the meaning of geographical space it enabled the

Jugendtheaterbiirto have a regufaplace for the young adults of color to meet,

have discussions and rehearsals or be together. Beside the geographical aspects

the space became a safe discriminafree space where experiences of everyday

racism were excluded. Racism in this contextisdue r st ood as i a
(Hal |l 1989, 919) , a differentiation
Racism makes it possi ble to Aproduce

is a component of the consensus and consolidation achigvedebsocial group
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in opposition to another group subordinate to it. In general, this is described by
Hal | as a construction of the AOthero
ROt her, 0 the construction of a society
does not fit. Racist ideol ogies al ways
linked to power strategies, and these are used to exclude certain groups from
cul tur al and symbolic resourceso (Hall
often be traed back to a naturalisation, i.e. the depiction of certain cultural or
social circumstances as natural characteristics. In this sense, the concept of race is
understood as a social construct whose pséimiogical classification structure
is based on ski colour and other external characteristics like body shape, hair
structure, etc., and is solely used to rationalize and justify unequal treAtment.
Jugendtheaterbiiro Berlicreated a safe space where racial discrimination is
deconstructed by the youngstethemselves and questioned in their everyday
activities. There they can talk about their experiences and they will be heard,
something they are not allowed in schools, in the public and in other art spaces.

And finally with their new space gave them thesgibility to establish
their artistic and political work. They define their Theatre as Community Theatre
which uses the theatr i Ghedtre gf thea@ppressed.s o f
Jugendtheaterbiraises those techniques and practises to educatedhvesisn

ways of fighting against oppression in

(F

S e

ar i

19

Au

t h

weapon [...] a weapon of | iberationodo (Boal

a conscious intervention, a rehearsal of social action based on a colleatixg@san
of shared problems of oppression.

While knowing that their own space would give them the possibility to
create their art, they quickly realized that in order to be artistically and politically
seen they need to go into already existing places ahke thair work seen by a

4 Paul Gilroy describes this in the yftobhd owing
impersonal, discursive arrangement, the brutal result of the raciological ordering of the world, not
its caused (Gilroy 2005, 39).
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wider audience. They started looking for support in State Theatres and established

Cul tural I nstitutions. And because they d
demanded, through different h&ratiretsi. © Aft er
few months of campaigning in front and inside of different theatres in Berlin like
Schaubthneand Deutsches Theater Berlirthe cultural institutionHaus der

Kulturen der Weltoffered them their space for a festivdugendtheaterblro

Berlin then decided to not only show their own work but to share this opportunity

with other youth theatre groups. They created a youth theatre festival called

Festiwalla which would have taken place over three days and where the young

adults of color would be responsible for the whole proegsem curating the

festival to sound and light design. Unfortunategaus der Kulturen der Welt

decided to take back their offér mostly because their agreement was not to
Asurrender o their spaces to them. This dec
their now famous campaigiulTir auf® where they demanded access to

established cultural institution for young urban adultsadér from disadvantaged

suburbs. In their manifesto, they wrote:

We know who we are. We heard it all. WE are the ones, you are talking about.
WE are the foreigners/strangers, WE are the migrants, WE are the social welfare
benefiters, WE are the urbgouth without jobs, WE are the headscarf wearing
Muslims, We are the problem cases, who are hamper your lives!lt doesn't matter
what name you give us you will never find the right stereotype for us!We are no
longer willing to be patronized not on stagenot on the street nowhere! We

want you to open the doors of the cultural temples called state theatres. WE want
to have a stage for sa#presentation, WE want to have structural changes in the
way the funding is distributed, so that the artistic wdrkhe youth is regularly
funded, WE want more artistic and social projects for the youth, WE want a
remix of the German culture without discrimination and WE want access to the
cultural production houses where we can we been trained and gain experience
without fearing that we are mistreated because of our ethnicity, our skin or hair
color, our gender and sexual orientation or our religion. Look at our
talents/abilities and stop putting us in stereotype boxes! (Das Brennpunkt
Manifest 2011, translated by theathor)

56 Opteme cul ture!déd But it also means to open the doc¢
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While access meant, in their demand, to literally be part of the established
institutions, they also postulated that in order to create access it also needs better

funding, theatre spaces in the suburbs and the possibility of job training and
experience within the cultural institutions. The protest and the campaign showed

off andJugendtheaterbirbterally occupiedHaus der Kulturen der Welor their

festival. The firstFestiwalla-a c ombi nati on of the word Afe
wor d @ -whedarheaa great success because it was the firsbrgaliized

festival by young adults of color and it showed art productions by other young

adults of color with their topics, narratives and aesthetics. Marie Gusewell has
emphasi zed t batHaus Hee KuiukenderWett ag be seen as
bi gger articulation space (G¢gsewell 2014)
met aphor for politics, becomes the MfAspeci
2002, 37). Nowrestiwallatakes place orca year and shows art from all around

Germany.

Creating narratives and aesthetics

While spaces in the centre are important, the stories and practices of creating art

define how they will be seen and healdgendtheaterbirds creating new and

untold sbries through their own aesthetics. In the past ten years, a new theatrical
category <called nApostmigrant theatreodo ha:
inspiration.

For a long time, there seemed to be the need of a venue where a collective
voice of margimalised artists could be heard; a place where perspectives and
positions of artists of colour could be continuously staged and diaspora
experiences and their narratives of displacement could find their own aesthetic.
Shermin Langhoff and few other artismihdedBallhaus Naunynstraf3evhich is
located in the heart of Kreuzberg, historically a district of immigration. Stuart Hall

calls places likeBallhaus NaunynstraB@a very power f ul and cre
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emergent forms of representation amongst hitheorngi nal i sed peopl es
1989, 223). It became a place of selpresentation and new aesthetics for artists
of colour.Ballhaus NaunynstraB@as cal |l ed by the founding :
theatrebo since It showed ist are in@s and p
immigrated, but who have a migration background as a personal history and as a
coll ective memoryo (Langhof 2011, 400; tr e
I nitially, the term Opostmigrantd had
describe Germaborn authorswhose work could not be denoted by their
migration background (Haakh 2011, 3). The rationale of the concept was to
di ssociate them from the often racist use
time, to appropriate the discourse by ghdfinition. Posmigration does not refer
to a historical period bu@ dcndant ia@mal oogfy
twentieth century. As a theoretical term, it brings a critical notion to the discourse
of migration (Lornsen 2007, 211).
Ballhaus NaunynstralRebe@me well known internationally as a
postmigrant theatre. They inspired other artists and practitioners to use the term of
postmigration, for instance the European projéairope Now! which is a
collaboration of theatres dealing with Europe from postmigf@erspectives.
Playwrights, directors and producers from five theatries Riksteatern
(Stockholm), Talimhane Tiyatrosqlstanbul), eater RAST/Amsterdam),Arcola
Theatre(London) andBallhaus Naunynstrassie came together to develop new
plays in dialoguavith each other.
Ballhaus Naunynstral3eés a very political theatre since the artistic
productions have a huge i mpact on the Ge
i nt e g P lathis semse the artistic work dfigendtheaterbiiremanates from

postmigrant prspectives on society and arts. They use theatreSpsaahrohr

6 Nowadaysthe term postmigration is used by academiadimend politics to describe the
conditions of the German society, i.e. Erol Yildiz, Naika Foroutan.
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(loudspeaker) or microphone (Gusewell 2014, 92) to make themselves and their
art visible and heard. Their recent productiBohwarzkopf BRDis a collage of

their own experiences asarginalized subjects in a predominately white society
and about the Nazi Terror cell N8las a synonym of structural racism in
Germany. Through their research the young adults draw parallels between U.S.

history and German situation:

If the school doesot teach us how to deal with life, then we make our own
researches and our own lessons of history. We take inspiration from the Black
Movement in USA to Berlin. What would Malcolm X have said, if he was a
Berliner today? What would he have said, aboufdahethat for more than 10

years of killings by Neonazis, the victims were treated like the crimiaatsno

one knew anything? We break the silence and we call the problem with its name:
racism! (Schwarzkopf BRD 2015)

Schwarzkopf BRBtarts with a histry lesson in which the teacher wants to give

her students an insight about the colonial history and the resistance through the

Black Movement in the US. The teacher is stopped by the school director who

thinks that colonialism is not appropriate for ther@an school curriculum since

it is finoto part of German history. Whi | e
their right to know their story, reality bursts abruptly on the stage when Ibrahim,

one of the actors, receives the notification that he canaptis Berlin® Due to

German law, the 17 year old asylum seeker from Guinea has to leave because he

is assigned to another refugee camp in Dortmund in the West of Germany. A new

energy envigorates the group and the messages of such heroes as Martin Luther

7The transl ation is fABlack Head Germanyo and refer
black hairs and black or brown skin.

8 The NeeNazi cell NSU (National sozialistischer Untergrund) carried out a series of racially

motivated assassinations across Germany, in cities spread around the country. Between 2000 and

2006 the group killed eight Turkish and one Greek businessmen, as well as a (fickce Wtil

2011, the German police criminalized time the victims until the Nazi group distributed a video

where they confessed their killings.

9 This situation is really true for the actor, as well as part of the Y. the help of other

theatersbrahim could stay in Berlin but is still under threat that his application as an Asylum

seeker can be rejected any time.
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King Jr., Malcolm X and Angela Davis become even stronger. The young actors

use the lessons they learn from their role models to empower themselves but also

the audience. ltds the intertwinement of
the urgewy of dealing with reality that cannot be dissolved and where theatrical

and artistic interventions seem a necessary part-attren. The connection can

be seen within the narratives: the everyday issues of urban youth of color such as

being disadvantagein schools and universities, gentrification and displacement,

and police and state violence are the resources of the theatrical work. The topics

are put on stage almost immediately after the young adults face them. The
narratives ofJugendtheaterblrare artistic and political comments to current
occurrences for people of color and especially young adults of color in Berlin but

also in Germany. The intertwinement is also visible within the aesthetics: on stage

the productions are created based on Agitpiadip-Hop-culture and theatrical

techniques ofheatre of the Oppressedhile some criticize their work for being

very pedagogical and having some dogmatic morals, when the audience is full of
young adults of <col or t heowngtpavbitchisi s very
told on stage and i t 6 dugendiheadterbire, dgsidet o mak e
Ballhaus NaunystraRene of the very few theatres in Germany that challenge the

images and stereotypes of urban youth of color and changes them with thei

young artists and their artistic interventions.

Creating the future: TheaterX
Germany continues to imagine itself mainly as a white society, at times
challenged but fundamentally unchanged in its perception of various Others who

remain forever outsidé-atima EfTayeb observes that the

colorblind society in which difference is marked along lines of nationality and
ethnicized Others are routinely ascribed a position outside the nation, allowing
the permanent externalization and thus silencing of atelatra the legacy of
racism and colonialism (Elayeb 2014, 14)
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Those who ar efrom-®ehhasgt 8O0(Werght 2004)

al ways ar e realkronyWi { Bl s80) ROshmrgrant

prominently questioned this perception@®er many o6s @Ot her so
The artists and their artistic work hawrutinized into the narrative of
Germanness and inscribed it with paggrant German history. Along these lines,
Jugendtheaterblrdias done this especially for urban youth of coland to
ensure that ongoing project they are building a community theatre. The staff of
Jugentheaterbirdnave wanted to establish, for quite some time, a community
theatre and although for a long time it seemed impossible, they reached a point of
fame, vwhere the government (or the municipality of Berlin) cannot reject their
demand for their own stage. As | have already mentioned, they have a space at the
reformation church which is not a proper stage, and since one of the aims of the
JugendtheaterBUro Bk is to give the urban youth of color the possibility to
learn all the theatre jobs from scraicthey want to build their own theatre.

For their community theatre they wroté& anothefi manifesto which was
inspired by the US Black Movement and thell their theatrelheaterX In the
manifesto they describe how the staff and the urban youth of color want to work
together. They have createGenossenschaft§cooperative) where every one of
them has an equal part. The cooperative consists of a ca@roityoung adults
and the staff, who decide the central matters of the theatre. In order to challenge
the hierarchical order, which can be found in other theatre buildings, they have
created working groups. Th&G Intendanz- the working group for the
directorshipi consists of five areas of operation: the management, the production
and programming, technical management, the dramaturgy and the artistic
direction. The working groups insists on at least one young adult and one person

from the staff.
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The X dands for the inspiration which comes from MalcolmX, explained
in their first par agr aph -empowetnterdt, sethiani f est o
representation, active resistance and the rediscovery and the writing of our own
story from t he rebnpunkt Mamifest 2011, {rabstated by the
author). Their approach of theatre making and how to empower themselves and
others they calMentalitatX
In the light of rising fascist parties in Germany and also all around Europe,
created through a fear of d&sh and terrorist attacks as well as the rising of anti
Muslim racism as well as racism in its different occurrences, theatre groups like

Jugendtheaterblrand their artistic interventions seem more than needed.
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Method in Our M adness
Seeking a theatre for thepsychically disabled other

by Emily Hunka

As a child, in my first year in a secondary state school in Surrey, in the London
suburbs, I experienced O6a type of aggres
dominant position in a grouipteraction process hptentional or collective acts,

causes ment al and/ or physi c aYohjiMorifaf er i ng t
quoted inSdott, 2014,35) , experiencing bullying as 06y
2014, 21).Singled out as different from my peers, | was, agicqy to Schott, the

unfortunate scapegoat for natural human process:

A society is defined by whonit both includes and exclude&xclusion is

necessary to establish the borders ofisec y € Such bordéuts are no
constantly under pressure to be oiiggfed. Individuals or groups who are
excluded become viewed as O6the otherd by t
2014, 38).

| am defined as the other, along with many others ,tl@@ now whose

differences are deemed reason for being ostracised (those with physical
disabilities or differences; learning difficulties; speech and language difficulties;
behavioural issues; mental health difficultiese r e / ar e degineédforent | vy 0
this fate (Young Minds 2015np). For me, the perceived differences from my then

peersi primarily in acute sensitivity, public displays of emotion, and the
imaginative worlds | inhabited are also the very differences that now enable me
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to make a living as an st and artisresearcher, and to bond with other artists

who have comparable experiences. They are also a collection of traits that have,

for me, been linked to a diagnosis: that ofpBiar Disorder. Since | choose to

own it as a practical and politicald ent i t vy, 6Di sabl ed-6, it co
culture of artists who share similar atypical mental experiences. But there is a

third identity | havei that of applied theatre artist/facilitatethat has remained

stubbornly distant from the others. hrworkshop programmes for young people

with FAment al heal th probl emso, but , for
who/what | am remains hidden from those | work with. Up to now, | have lived

with this reality, with a nudging discomfort; young people wlavéh atypical

mental health experiences and | are of what Ken Robinson would call the same

Atri beo, sharing attributes and experi enict
grapple together with joy and despair, stigma and the complexities of being a

mental heet h ( NHS) o6Service User 6. According t
in the same pl ace, the opportunities for
and fAican have transformative effectives o
(Robinson 2009, 197). Througihe prism ofa society in twentyirst century

Britain, this paper seeks to find an identfor this tribe, and whether
circumnavigatinghe complicated networks of health and illness, normative and

other, personal and social,an applied theatre caim the spirit of adadical
opennessd (hooks 1999, 205), find a joyous

In The Labelling Effect: Drama, mental health and learning disability,

Ni cola Hatton suggests that themng are i nh
di sabl edd as nAthe effects of |l abelling o
detrimental, a 6éstructur al oppressiond cCr e
to physical and ment al variation based or

(2009, 91) However, without that formal disability label those with mental health

0i ssuesbd ar e, I woul d argue, more disenfr
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being described. A discussion of emotions, thoughts, and behaviours cannot go far

without quickly becomig inveigled in terminology. As well as the label

60di sorder 0, the terms ment al heal th oOpr ol
applied. When | identify as disabled] do so making reference to tHéK

Equalities Act 2010, which statés schedule 1, pagraph 2(2)jhatiia disability

isa physical or ment al i mpai r-menmdét baf ebts
on [a personés ability] to do nor mal dai |
6reoccurring (Goviuk2010, e Bw & dpérategin a context of

mental health activism and within networks of others who would identify as

Disabled. Accor di ng t o t he Wor | d Heal t h Or g
Classification of functioning, di sabil ity
ori mpl i cit di stinction between different F
0 p hy s ICE 20159 1) Bu¢ the difficulty of describing that disability suggests,
atleastonasocipol i ti cal l evel , this is not the c
omnt al heal th probl emsd -oday expetiencemf e , t o
having an enduring atypical mental health experience, and embracing the notion

that my emotional sensitivity and proneness to both mental distress and mental

insight are intrinsicand a self that | choose to own. However, the right prefix is

har der to own; 6ment al di sabilityd has,
handi capped?q, a term that wused to describ
di fficultiesd, daoffemhsiva. sychotogical disahilgyi cdnees e

closer, but by using this term, | am privileging scholarship and practice that

follows a psychology model, a therapeutic tradition of psychoanalytic,

psychodynamic and behaviouradlri tharamy.i | [t
conversely ©privileges the medical mo d e |
describe neurological conditions suchRezkinso® s di sease, or acqui
injuries. | have therefore chasé psychi c di sabilityed Althou

connotations with its other definition, mirdading (psychic ability could read as
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something compl etedsinfndelfdtereagtt ¢ ,t de smicmd c
(OED) describes a broader experience than can incorporate both brain chemistry

and pocesses of thoughts and emotions, including thogerthg be described as

spirituat young people with substantial and enduring psychic disabilities describe

those who have 0 aeedstag ideatified byctloenGhild eardo

Adolescent Mental HealtBervice (CAMHS) Tier system (Tiers three and four)

(Pugh 2015).

Al t hough 6éSoci al capital o, has been wus
contexts, including by Pierre Bourdieu, in this paper, | am limiting an
interpretation of it solely to a Britiskwentyfirst century context. Here, it is
described ilMeasuring National Welbeing- An Analysis of Social Capital in the
UK:

In general terms, social capital represents social connections and all the benefits
they generate. Social capital is also agged with civic participation, civic

minded attitudes and values which are important for people to cooperate, such as
tolerance or trust.d (Siegler 2015, 1)

Its relevance to this paper is its context of the particular political paradigm of

Omor al 6,capséed!l in 2012 by Prime Minister
genuinely popular capitalismé allows ever
mar ket and can promote moralityo (Camer ol

backwards to refer to a neoliberal ideologytted New Labour Government 1997

2010). Grootaert describes it as fnAthe gl uc
which there can be no economic growth or |
Its mass appropriation into the areas of health, wellbeintyre and education is,

| will argue, disadvantaging young people with psychic disabilities. Arguably
emerging from Adam Smithdés notion of fAhum
can rest with the individual labourer, in order to [use] the acquiredusefil

abilities of the population in a country as part of its capital (Smith 2007 [1776]),
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its critics, such as Marxist philosopher Henry Giroux, describe this pervading

Aimode of public pedagogyo as disturbing. I

not only furthers a markdtased ethicwhich reduces all relationships to the

exchange of money and accumulation of capital, it alspadicises itself and

reframes public activity as wutterly perso
i ndividuals who 1| ive i n s&asheersutvivatcob maéand r
the fittest ethic (Giroux, 2014, 1).

This processofdp ol i ti ci sation and Omor al comaod i
Pierre Bourdieuds c¢ oncRegaductiorfin Blycatbrp | i ¢ Vi o
Culture and Societ{1977), a mechdsm by which the dominant power structure

(pedagogic authority) conveys an oppressive agenda that those disseminating

i nformation (pedagogic agents) take as th
exert symbolic actiono swuwhghmanagesBour di eu
impose meaning and to impose them as legitimate by concealing the power

relations which are the basis of its force, adds its own specificity force to those

power relationso (Bourdieu 1977, 9). The ¢
is arbitrary, passed into constructs of meanings as if an empirical observable

reality (Bourdieu 1977, 9)Young people with psychic disabilitiese grievously

abused by symbolically violent acts that banish them beyond social borders,
undesirable depoms that bring nothing valuable, and yet are forced to peer
through the wire wishi ndibeihgps @sgl ufmef atri @r
the UK over the last decade can be linked to two 2008 reports from the
GovernmentOf f i c e f oRoresight iPmgect ared GasNational Wellbeing

Audit from the Office of National Statistics in 2011. The first repbdtental

Capital and WellbeingMaking the most of ourselves in the twenty first century

states:

[the] key message is that if we are to prosper andethmivour changing society
and in an increasingly interconnected and competitive world, both our mental and
material resources will be vital. (Foresight 2008).
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Five Ways to Wellbeinglso emerged from research undertaken for Foresight, by

the New Economic$oundation(NEF), also published in 2008. The concept of

the AFive Wayso was to enable people to i
by adopting five selfmproving actionsi t o : AConnect 0; AnTake n
activeo,; ARKeep | ear nReadgiag the fevddenceto fivé Ak ed 2
postcards for public use, citizerms follow
(Cordon 2008, np) can improve personal wellbeing, as the postcard for
Aconnect, 0 suggest s:

Connect with the people around yowith family, friends, colleagues and
neighboursAt home, work, school or in your local communitihink of these as
the cornerstones of your life andrast time in developing them. (Aked 2008, 5).

Seven years later its dominance endufé® Five Wayshave becme influential

and widespreadi s u ¢ c ia saptdringthe imaginationof manypeopleworking

in avarietyof f i e | disedinéahumberof innovativeways,from schootbased
educationalprogrammesto public festivals, and pickedup as far afield as
AustraliaandNew Z e a | @viatebrdy2011,np). This includeseffectiveuseof a
capitalismmarketingstrategy disseminatinghe Five Waysin colourfuland6 u s e r

f ri etodslnglu@ingh puppet s, fairy taleséa quicheo
and iphone(Wimbush201Q np).

Overlapping with the rhetoric of thé&ive Ways the concept of
OResilience’, pioneered by the charity B;
chil drenos ser v1i9%9%0s6 ss i nhcaes tihnef | mieesh c e d OV
academic and expeptr act i ti oners review research abc
and happiness in children (Newman 2004). The research suggests a list of
6resilience factorsé, which strengthen a
a more successful life. Although farone complex than | am conveying here

(unlike theFive Ways it puts the resilience factors in the context of life risk
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factors such as transition ptsnand acute episodes of stjestss language fits
comfortably within the rubric of Moral Capitalism. #tuggests ways in which
children can acquire stronger chances at happiess] i st of resilience
for those in adolescence and young adulthood include having social support
net wor ks a sense of mastery and a belie
difference; participation in a range of extrarricular activities; the capacity to-re
frame adversities so that the beneficial as well as the damaging effects are
recognised; the ability or opportunityit o dé make a di fferenced by
or throgh partt i me wor k; and not to be fAiexcessive
situations that provide opportunities to develop coping skiNewman 20043-
4).

Both these toekits begin with an assumption of a norm. They place the
onus on the child to pacipate in civic life in order to accrue mental capital:
unless she connects, gives, develops coping strategies, gets a job, learns, like a
bank account with no money, she will be deemed a failure. In fact, draming
neurobiological theorie€Schore 1994Siegal 1999, LeDoux 200%,an de Kolk,
2005, Cozolino 200, this advice for psychically disabled young people is both
impossible to take, and entirely counietuitive.

Tim Cantopher describes depression in particular as a physical illness, a
failure of the part of the brain that regulates emotidrike any other physical
system it breaks under significant stresihe limbic system is a type of fuse
mechani sm and it doesnoét matter Wow hard
(Cantopher 2012, 1).

This is particularly pertinent working with young people with psychic

disabilities, not least those who have been neurologically damaged by relational
trauma (including by bullying). Geddes claims that these children have an entirely

di fferent dionalrnawdr Kibmng@lmodel 6 from ot her
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do not assume safety and they cannot relax but must stay constanthaleypey
threatd ( Geddes i n-7TBAsBbnderstate30 11, 6

These pupils are interpreting things very differenthi® iajority and we must

never overlook or dismissthis.t 6 s not jfujsuts ta gnes sonoevre rofi t O
cynics might comment when they overhear discussions about vulnerability.
(Bomber 2011, &)

It is therefore biologically impossible for childrentiwthese psychic disabilities

to positively implement the Five Ways i nd
to O0givebd. Cantopher advises (as with a
environment safe from threatUnfortunately, under a regime aofymbolic

violence, these young people are led to believe they have falbetause they

have not achieved this mainstream ideal, they cannot achieve that promise of
happiness, itself a false legitimacy. Instead, for these differences, they are more

likely to be punished, bullied and excluded for failure to live up to the wellbeing

ideal. School systems, through these systems of symbolic violence, are urged to
support the false legitimacy. Strategies for dealing with school bullying provide a

useful examplef this. Advice inSchool Support for Children and Young People

who are Bullied Factsheeivocates a particular approach:

Removing bullied children from school, even for a short time, disrupts their
education and can make it difficult for them to regméde. It also fails to address

the causes of the problem and can send the wrong message that victims of
bullying are unwelcome. (Department for Educaéh4, 2)

Personally, the feeling of entrapment in my situation when | was thirteen, that in

the scho | corridors, classrooms,) wasl ehenmod ot
damaging aspect of the experience. If we are to accept that bullying is psychic,

then this policy is at complete odds with the ways in which other forms of abuse

are dealt. To sugest bullied children should remain ich®olis the equivalent of

asking the sexually or emotionally abused child to remain in that se&img.
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environment in which a child oaneither fight nor take flighteadsto other
fescapeo, tharmo, | attethpted gor actedl fuicide. Trhe relation
bet ween bullying, victimisati ®&yahhamnd adol
shows evidencehat being a victim of bullyinglevelopshopelessnesslescribing
hopelesness as a state in which a child feels helpless in the face of global events,
views himself as unworthy and inferior and believes consequences are
unchangeable and have big impadtseir research indicates that being bullied is
significantly correlativewith developing depression and having suicidal ideation
and actions (Siyahhan 2012, 1054)is a perverse logic that holdschild in a
dangerous place against his will and judgement in order not to send out a message
thatdvictims of bullying are unwelmimed It is also apparently a false one: a study
at Warwick Universityled by Professor Diete Wadk shows children who are
bullied by other <children but dondt wexper
likely to suffer from anxiety in the futu&€opelancet al,2013).

By privileging a neurological Oi Nt er ne
that | am al so privileging a psychiatric m C
understanding mental health and mental illness. But psychiatric models are as
much part ofa neacliberal, marketbased capital system as mental capltathe
UK, following the United States modefe nt a | Adi sorderso are d
Diagnostic Statistical Manual of Mental Disord¢B3SMV), the last edition of
which was published in 2013. H person is experiencing significant atypical
mental processes, she will be referred to a psychiatrist, a trained medical doctor
qualified to prescribe medication. If hospitalised, especially if sectioned (detained
under theMental Health Act), medicationi for lessening distress, but also for
lessening symptoms (naompliance, agitation, aggressioii) is routinely
prescribed.

In Doctoring the Mind, psychologist Richard Bentall critiques this

approach, suggesting that it is deeply flawed and unhelpful:
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the dominant paradigm in psychiatry which assumes that mental illnesses are
genetically influenced brain diseases has been a spectacular failure. Despite
enormous expense, for those suffering with severe mental disorder
[improvement] has been slight. It$éailed to make a measurable contribution to
the wellbeing of society as a whole (Bentall 2010, 3).

But its inculcation into the polar posit
centr al intell ectual reality é&twardt he end
Shorter inA History of Psychiatry Ait i1 s that the biological

I treating psychiatric disorder as a biological disease of the brhes been a
smashing succegs(Shorter cited in Bentall 201Q 3). Bentall critiques the
devebpment of disorders as linked to pharmaceutical companies, which can be
treated predominantly by pharmacological interventions:

When considering the role of the pharmaceutical industry in psychiatric research,

it is important to recognize thattheindust 6s main purpose is to m
its shareholdersDrug companies are no more driven by the desire to do good

than the manufacturers of automobilespread soup or household products

(Bentall 2010,197).

I am not unreservedly critical of psychtrphic pharmaceuticals to treat
unpleasant symptoms of neurological distress by altering chemical processes in
the brain; currently | am on a combination of medication, which is helpful to me
in that it allows me to function, to manage my negative symptors.iB
importantlyi medication does not alter my image or take away my sense of self.
So-called typical and atypical appisychotics are weknown for significant side
effects, which includsleepiness and slownesgeight gain interference with sex

life, an increased chance of developing diabetes, dizziness and, in high level or
long-term use, stiffness of the limbs and tardive dyskinesia (Royal, 2(L5As

Janet Gotkin, a schizophrenic patient interviewed by Andrew Soloman describes:

il b e ¢ a ndefrona mysedf,my theughts, my life, a prisoner of drugs and

psychiatric mystificati on; my body heavy
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tried to manoeuvre the curves of my outside world. These drugs are not used to
heal or help but to torture and casltr (Soloman, 2012, 308). Vice Dean of
academic psychiatry at Kings College London, Simon Wessely, suggests that
without psychetrophic drugs to treat diagnosis in DSMV, many people would be
unable to live in the community (Wessley 2018B)owever Solomasuggests this

is far more complex, and more sinister, citinig-institutionalisation and

medi cat i o m®abrutalonechanisnmof thet state:

The TAC [Treatment Advocacy Centdrased in Washington DC] has strongly

backed legislation suchas Kend 6 s Law, a New York Act that
brought against mentally ill people who fail to take their medication. Depressed
people are taken to court, fined, and then released again into the streets to fend
for themselves, since there is no room addpet for providing more extensive
treatment. If they cause too much trouble they are incarcerated as criminals.
(Soloman, 2012, 380)
In looking for a theatre for young people, | would naturally turn to Applied
Theatre models currently in existence, ofiehhthere are severahpplied theatre
certainly claims a long history of ameliorative work with those who experience
psychic disability. Jacob Moreno, a protégé of Freud, inspired a model of work
called Psychodrama (or the now raralys e d 60Socihichlrirmmad) , w
development from the theories of psychoanalysis of his mentor Sigmund Freud,
was based on the concept of creative spontaneity:
Well, Dr. Freud, | start where you leave offou analyze their dreams. | give them
the courage to dream again. Yanalyze and tear them apart. | let them act out their
conflicting roles and help them to put the parts back together dgaiero, cited in
Holmes 2015, 111
Dramatherapy traces back to 1973, with the work of Sue Jennings (Jones 2013,
352), emerging fnm an ideology of the late 1950s and 1960s, that theatre had the
power to intervene and make fdameliorative

behaviour (Heddon 2006, 137). In tande¢herewere noraccredited models that
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tended strongly toward the therape i c: Jonat han Fox0s Pl aybac
Boal met hod of t h &kainboweof Resird1995)hia whach y 6 t he
fét he human being perceives where it is a

it could go" (Boal 199513. However, given theseiktuse (at least in part)
Jungian/Freudian psychoanalytic ideas, | perceive such paradigms as examples of
symbolic violence from another era and ideology, which Lewis et al denounce as

aifdi ctatorshipo:

Freudds | ogic was a \adty. When fmtieatschhopbed us st r i p
with his insistence they remember early sexual material, they called him astute;

when they did not, he said they were resi
2001, 8).

I might, therefore, turn to a newer trend, which gased considerable ground

since the 1990siarts and health, o0 described by ¢t
Centre for Arts and Health sthefpotential value of music, and other participative

arts activities, in the promotion of wdleing and healtrof individuals and

communitie® Si@ney2015 np). Its establishment as a specific academic and

practical field in the first decade of the tweffitypt century has meanfthe

coming of age for arts and health, 0 accor
of Arts in Health: An international Journal of Arts and Heal{&amic 2009, 3).

It is particularly pertinent to men my professional working life as an applied

theatre practitioner, for various organisatiomsve been working within this

paradigm. In 20091 was tasked with developing an inclusion agenda for
Greenwich & Lewisham Young Peoplebdbs Theat
this that most of my work, which had previously been with young refugees,
shifted into an dart s aignificamt emslvembnbasc ont e x t
a freelance practitioner with the Bedfordshire and Hertfordshire Creative
Partnerships programmes, in which | explored ways to increase confidence and

selfe st eem, and to encourage O0good6. behavio
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In 2010, | led a nursery project in Bellingham in the London Borough of

Lewisham, in which children explored creativity and happiness through drama

and music. This was part of a 2007 Arts C
Be Wel | 6, ailatgs rediohal iptiative calleBe Well Londonin which

deprived pockets of the city calldcbwer Super Output Areasere selected to

benefit from arts application (Ings 2011, 19he project sought to connect to

government agendas of wellbeing, las évaluation report attests:

In health terms, when people are happy or fulfilled in themselves, keep fit and

active and are actively engaged with others, they are less likely to present

symptoms of poor mental health and, thus, may require fewer mealical
institutional interventionséThere i s a S
government circles, to encourage behavioural change towards healthier lifestyle

choices (Ings 2011, 14)

The false legitimacy of the participatory arts and health field haduped as one

of its pedagogic agents, making a living by promoting it. By doing so, | was

parti ci pat i n gatisticninsttuinentalisndveoald eimbracé exdellence

in terms of raising artistic standards and a better understanding of the valae of th

artistic experience (TAywnr20lpdo ducer and cons.
The evaluation ofBe Creative, Be Wellfor example, applies the

i ndividual i stic I mprovement mod el t hat i

settings including schools, prisons andspitals, artists are helping people to

develop a range of positive behaviours, improving their ability to learn, to take

responsibility, to act prg 0 ci al | vy, to take pleasure in

(Ings2012,14. That t hese 0Oporssupposedy mostheadedby ur sd6 a

those who fall into the lowest soeszonomic postcodes, explicitly links poverty

to their inver-se@cibale® dledresidns o difficeltamdt i

complex emotions that do not belong in a society thatsbaéseavellness on the

success of its citizens to engage in wealth accumulation.
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The arts and health/arts and wellbeing agenda is an example of another
0capiAr a6 Co un c iCulturdE Gapitala A chénsesto: Investing in

Culturedescri bdsgy 660@arseati vi

[T]he key to economic recovery. Public investment in the arts and heritage helps
to generate the cultural capital that feeds the creative industries with knowledge,
practical experience and inspiration. Every artist is an entrepreneur, cultural

o.gani sations énourish the people and i deas

(Arts 2010, 7)

Being more aware of these invisible agendas, and how they are potentially
damaging to young people with psychic disabilities is crucial, but, | would
maintain, thee is not any viable alternative model at present. This agenda,
problematically for me, has efficiently dispatched aaglicalism for theatre in
working with the psychically disabled, a radicalism that is generally absent (or
perhaps hidden) in a psychic Disability movemém&ar From the TreeAndrew
Solomoni nt ervi ews a range of chi Jddwteqm and

a chapter to different identities incl

pa

udi

AMul tiple and Severe Di sability (MSD) o,

Solomonnotes that in the identities of physical and learning Disability, parents

and childrenare given chances to hold their identity as positive through activist

and support group$Vith Schizophrenia, the opposite is true. This is due, in part,

to the fact that conditions like schizophrenia carry stigma of blame that is no
longer associated witphhysical disability, where members of the general public
believe that mental health problems are-galficed, the result of bad parenting,

or a byword for a violent criminalSplomon 2014306). A further reason why
activism may be less developed isthabr many , the | abel of

agony they experience short. A par@ostomoninterviewed describes this:

People have to play the cards theyore
by doing so, but would anyone seriously wish for theitdcto develop mental
health problemsThe reality | recognise from my own experience and my friends
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and what | 6ve seen on t he Saelamom20ld,s hopel ec
338.

Alison Jost (Yale Intedisciplinary Centre for Bioethics) suggests thativism
against stigma does not recognise the rea
society becomes, mentalilwes wi | | al wa y(Solomoa2014,338.s uf f er i ng

Perhaps all these factors contribute to greater stigma and shame around
having a gychic disability. They are possibly also behind the rarity of a theatre
for those with atypical mental health experiences, which, within the Disability
Theatre movement, has little presengecording to Collette Conroy, Disability
Theatre has roots thatem from a negative soelostorical position, which has
ARapplied to the act of i nterpol ating the
retardedo, which has Aincorporated pity,
and the acceptance of restrictiar people with impairmentgConroy2009, 1).
PhysicallyLearning Disabled theatre practitioners have sought to represent
themselves and others in a range of ways, both challenging scapegoating and
marginalisation, and firmly occupying a space in thargins, reappropriating
60t herThieis shé case with crpulture (Conroy 2009, 2) and with
companies such a&raeae Theatre founded in 1980 by Nabil Shaban and
Richard Tomlinson who shared a vision to
together vith prejudice and popular myths around disabled people through theatre
wor ks hops aGratact0t5ap) andDegdfiditely Theatravho aim for
Afa world where deaf people are valued as
recogniseddr the excellace of their work Ddafinately2015 np).

Regrettably, there is no Lunatic Theatre, as Sukhheatre that addresses
manifestations of the marginal experiences of disability,, hEsentially,

marginalised a group of Disabled practitioners that do rave ha clear and

! Although there is a growing body of work from solo performance artists making work about their
experiences such as Bobby Baker.
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definite voice even within the paradigm. The special editiorRe$earch in

Drama Education: The Journal of Applied Theatre and Performadge

Disability: Creative Tensions inApplied Theatre fighlights, for me, that this

paradigm has etuded a significant Disabled group: the issue offers thirteen
papers; only one mentions Oment al heal t ho
about mental health theatre, but about labelling involved in learning disability and

mental health.

Disheatened by the cultural/mental capital model, and its reinforcement of
marginalisation, distress and hopelessness, | am inspired to create a Lunatic
Theatre. | am inspired to resist the implied rhetoric of moral capitalism, which
suggests the psychicallysdibled are to blame for their place on the margins, | am
interested in discovering the possibility of a theatre that does not have to be
complicit in the capital agenda, in how the participatory theatre group for
psychically disabled young people can pdevia place of celebrated acceptance
that is permanent and powerful enough to make those margins a comfortable, safe
and pleasurable place to live. The question is, then, what would it look like, and
what benefit would it have? Am | simply looking to paldlly empower young
people to enable them to forge an identity as politically aware and motivated
artists? For vulnerable young people, | run the risk of what James Thompson
cautions against inThe Ends of Applied Theatre: Incidents of cutting and
chopping by empowering a group through theatre to understand their oppression,
their opposition to the state agg@ssmay put them is severe rifkhompson
2009, 117123). Furthermore, the condition of atypical mental health experiences
present complexities nopresent in other Disability identitiesAs Solomon

suggests:

Schizophrenia selidvocacy is different from Deaf Rights or LPA (Little
Personds As s oci at-diversity bepaosk imembers of those neur o
movements are presumed to have an accunatd er st andi ng of t hems
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[and] entails delusion, which complicates claims on ider(@glomon 2014
332).

Finally, given that their disability is neurological, | might be asking young people
to assert the extra effort of will that Cantopher suggestso neurologically
counterintuitive. | do believe there is a way forward that owns and celebrates the
psychic disability, which rests in its nature. Just like -cufiure, which recasts
the O60disabledd body, t hi s ewapifallmodeletier a me t h e
artist i n applied theatre is effectively
theatre techniques are used to transform lives, but these techniques are, arguably,
part of a toolkit, one amongst many (karate, mindfulness, voltumngeat a charity
shop for example) to enhance mental capital. But the aitigtel here | refer to
all artists, because dancers, writers, visual artists, musicians and directors all have
a role in creating theatiighat can, and frequently have, useddisabled mind in
powerful and transformative ways. The antidote to the instrumentalism of mental
capital, which demands reason to achieve its ends, is a committed emotional one.
In A General Theory of Lovegewis et al suggest the artist has a particular
role in interpreting humanity. Artists, versed in embodied experiences of affect
are well pl aced to fAsharpen and calibrate
sense the emotional world correctly][ é] t |
surprising as the equv al ence bet ween matter and ener
science share an Lavs@X@®dct eldd )i definltointgy Ob e(f «
existed, sharp eyed men and women told each other stories about how people are,
and stories have never lost their poweeta c hant a healis ROO16)r uct 0 (
In Touched with FireKay Redfield Jamison, a psychiatrist and academic with a
bi-polar diagnosis, directly links the bipolar (including delusions in mania) to the

artisic temperament, as she states:

the fiery aspets of thought and feeling that initially compel the artistic voyiage
fierce energy, high mood and quick intelligence; a sense of the visionary and the
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grand; a restless and feverish temperaniecbmmonly carry with them the
capacity for vastly darker nodls, grimmer energies and occasionally bouts of
madness (Jamison 1996, 2).

She makes a@ase for several weknown (Western) artists, including William

Blake, Robert Lowll, Emily Dickinson, Ernest Haingway and Vincent Van

Gogh. In contrast to thdrequent persecution of the neurologically disabled as

6otheré6é6 (they have variously been accused

irrevocably insane, and besti@olomon2001; Erenreich 200Y,)other historical

periods in the Wegtf tred,r ameduiotoitvheer @&ndasb

mi ddl e ages morSolbmorsetda tdeesp, r efistshieo nRedbnai ssanc

i t 8olonfjon 2001,295). Italan philosopher Marsilio Fincind14331499)

perceived i ts erequisite ® nircspratioa sand ant élplriegenc e o

(Solomon2001296) . Arguments | i ke Finicobds becan

the sixteenth century and into the seventeenth century across Europe, including

with thinkers such as Levinus Leminos in Holland, Huarte and Luis Mercado in

Spainand Andreas Du Laurens in France, who each wrote of depressive disability

(melancholy) as a trait that better and more inspired men would possess.

(Solomon2001, 295297). Expression of the profundity of emotional experiences

has a constitutive place ingatre, especially$olomonsuggests, in Shakespeare,

who deepened the complexity of depression as a condition seemingly defeating

Ainfinite r easonHamle 2229&10)dtbdlaee infttee candnt y 0 (

firmly suggests that these strong feelings are the cornerstone of human and public

life. Romantic era melancholy was the domain of artists, but also philosophers

such as Nietzsche, Kierkegaard and Schopenhauer, who endorsed niielancho

tendencies as part of their identity as ¢t}
There are many who label these connotations of artist with atypical mental

experiences, then and now, as fashions or fadslama: A short history of bi

polar disorderDavid Healy suggesthat bipolar is a cultural construct, and that

hi stories such a-sansldtiagmbemg Bsefestive, ats dbendmi s
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descriptions of delirium to describe manible@ly 2008, 16), for example;

psychoanalyst Darian Leder in his bo8kictly Bipolar, corcludes that we live

in @oodlair ageod, and that symptoms are mor e
of relational trauma (Leder, 2013,.1As wellknown actors, musicians and

writers such as Stephen Fry, Ruby Wax and Paul Abbott choose to publicise thei

disability, others are quick to dismiss. An article by Joanna Moncrieff in the Daily

Mai | online in 2013 decries it as a o6fash
considered rare and seriously disabling, bipolar disorder has been
transformedgékernmotaon of &émood swingsod t
(Moncrieff 2013 np). However, recent clinical research supports the idea of

manic highs, psychotic delusions and visions. In incidents of hedonic schizotypy

(psychosi s), r e s esatricch csruegagteisvtess ot haantd fpasr yt Ci
share unusual il deas and experiences, but
absence of anhedonia and avolition; o unl

negative disturbing aspects of the condition, many adistaot perceive this as

illness (Nettle 2006, 876)I f , as Lord Byron suggests fi Wi
crazyo (Redf i e]tre i echabratianin refrdémth@ adversi)y and

celebrating difference. It may well be possible to reframe the pbrafestrong

atypical emotions and behaviours as exceptional attributes, and to craft theatre

practice that not only celebrates, but needs these attributes, reframing a young

person with a psychic disability as an artist: within a community of othersartist

which in a place of marginality, shared affect is its comfort, its pleasure, its

strength.

But this alone is not, | would argue, enough as a standpoint and practice
for young people with psychic disabilities. It is the enhanced ability to interpret
the worl d, 0 C C upy ipoegy transpireaipthe guatere betlveerr e i
feeling and un @0, s) canbinedwthgactrope Ln eviaidh she

performing arts particularly excel: the dynamic of the group, the collective, the
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theatre troupe. Bed on their work as practising psychiatrists in the US, Lewis et
al describe a different picture of the plight of individuals in neoliberal societies,
whi chwsémd toi o n ewis 2aDE B7)The insistence that wellbeing is

a goal achieved by inddual effort is not borne out in actuality:

our work makes all too clear the world is full of men and women who encounter
difficulty with loving or being loved, and whose happiness depends critically
upon resolving the situation with utmost expediefi@wis 2001, 9).

Theories of neurological attachment posit that a genuine wellbeing is dependent

on others; as Sue Gehardt cl aims A[ w]e ar e
we breathe and eat. Both our physiological systems and our mental systems are
developedimr el at i ons hi p (@erhahdt iroBormbenr200@,d@ pnd e 0

Ain S 0ome I mportant ways, peopl e cannot
di sconcerting for a society tha88.prides i
However,they arguefievolution has givermammalsa shimmering conduitand

they use it to tinker with one anotherods
anotheros fragile neural r hy(tews200li n t he c
84). A theatre can transform lives in aegeand biologically intrinsic way. Its

precedent is an age old ability to forge connections between performers and
performers, perf or mer s Utapmdin Peffoemaricett or s . J
Finding hope in the theatréescribes this profundity. Her argunénthat theatre

for social change is not in didactic representations of oppression, or narratives that

wi | | change the worl d, but i s fAabout shar
Robin Kelley suggests thithe most radical art is not a protestlaut works that

take us to another place, envisioning a different way of seeing, perhaps a different

way of Kedley Icitechig Dolarf 2005, 107 From a moment of feeling

emerges a reinvigoration of democracy and commonwealth. Dolan also sees it as
apower f ul platform for those filost in the
the poor, and the disablg@olan, 2005, 84).
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This marginal community is made up of emotionally intuitive artists, and
young people, must be the antithesis of a symbojicadilent one. It must offer
people connection without any requirement to work for it. In the pervading
insidiousness that is capital, | do not want to be an investment banker, guiding
young people to make wise financial choices designed to get the hesisre
Dolan writes specifically of the affective experiences of spectating, moments
when A[theatre] provides a place where p
passionate, to share experiences of meamaling and imagination that can
describe or capturd fe et i ng i nti mat i Dolag20@bf2). 3he bet t er
does so by writing of her affective responses to a series of performances in
different settings. The words hope, compassion, hismaand above all, love,

are reacurring tropes:

| am most moved by the words that our work, in theory, once cast into doubt:
words like love, truth and beauty as well as the capacious holding place called
Ohumani tyé. I am moved by the potenti al t
away the tarnishofici ch® t hat <c¢lings to these wordsbo

A theatre community for young peopl e, I

performance requires that we listen attentively to the speech of others, that we

hear people spea#tnd feeltheir humanity ad it s connections wit
(Dolan 200590). Thi s is a vital componenlfa of achi e
listener quietens his neocorticalh at t er and all ows | i mbic se
stateLewis e t al , Aimel odi es b eoffanonyntityoStopee net r at e

about lovers, teachers, friends and pets echo back and forth and coalesce into a
handful of motifs. A he | i stener6s resonance gr ows,
the other sees inside that personal world, start teesetat it feed like to live

t h e (Lewis®001,169. Onewoman show actor Lily Tomlin comments on the
ability of theatre taveadagendaad Wesr tah ahtumdni shn:

have been ridicul ed; al |l of us as a speci
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some kind of human embrace tTomlihcitedakes wus
in Dolan 2005, 74)

The power of theatre, to attempt to step in time with others, to hear their
stories and appreciate and accept their pain and distress, whilst willing
transcendnce from it, is immense. Arguably, theaa®ritualised communitas
an expression of a community as a social glas espoused by anthropologists
Victor Turner and Roy Rappaport and by performance theorist Richard Schechner
(Schechnef006,52, 66) midht offer a suitable template. There is precedent in
applied theatre, which Aoffers a unique j
dramatherapy¢ exploring notions of rites of passage and the importance of
my t RJoivergity 2015 np). However, I prée er Bar bara Ehrenrei cho
the group jubilation explored through her bo@lancing in the Streets: A
collective history of JoyShe examines historical exampl
context of, not community ri tuwundetthebut comnm
same constellation of activities, [but] has been used again to achieve communal
pl easur e, e v e n Eherrach20G7,y 19).0Her abgunmest Soouse$
specifically on dance as agéd, intrinsic and ubiquitous, rather than extra to life:

Go back ten thousand years and you will find humans toiling away at the many

mundane activities required for survival: hunting, food gathering, making
weapons and garmentséBut iif you |l and on t
turning point, you might alstind them engaged in what seems, by comparison,

to be a gratuitous waste of energy: dancing in lines and circles, sometimes

wearing masks or what appear to be costumes, often waving branches or sticks.
(Ehrenreich2007, 21)

Ehrenreich critique T u rnotierr tlias communitas provided occasional relief

from the rigid structures of hierarchy in the form adfllective excitement and
activity, Ol i minal &hrenréicni2007glil)nShé¢ i®eqaallyd t r ans
critical of psychological interpretationsf ecstatic dance activity as a sign of

mental disease hy st er i a, compul si ons, tics and O6r
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suggestions that an unhampered expression of ecstasy through the performative

was the result of a sexual repression bursting into uraltatile frenzy. This
reflects contemporary experience; being
incapacity, whether or not those experiences are damaging. Whosexperience
hallucinations,which in other societies are considered insights, or heightened
experiences (Bentall 2004) are given the |
wi t h 0 p s.9hrenoeglzlairhsithat dancing and theatre as part of festival

are not a sign of mental imbalance or a less developed brain but highly
sophisticated angdlanned. The fact that communities expend significant time and

energy preparing for festival performances defeats the notion that it is a
spontaneous lack of control. This framing of a shared expression of emotion is, in

fact, a powerful social act of theommunal against dominant pedagogies: The

notion that festival performance is an act of control designed by the state, a pre
ordained O6safety valveb, sanction-ed by t he
status citizens productive for the rest of theryeaalso misleading. Festivad®

become adopted by the state, but this is more to suppress acts of joy that are held

by the community, by making them stageverned; festival origins always were
originally (and are) f u n craefite perspelctivey 6 o f t h
there is one inherent problem with traditional festivities and ecstatic rituals, and

that is their levelling effect, the way in which they dissolve rank and other forms

of soci al di f fer enc e&he alscE gives anrtardstind 2007,
perspective on i ndi vidual 6dancer sb wi t
Anthropologists, psychologists and several applied theatre theorists are
disparaging about the idea of a theatre of experts and professionals, preferring to

privilege nonperfaa mat i ve processes of pl ay and ex
people think of performance, theatre, curtains, stage lights [but itf] moves more

into the spontaneous, into playo (Smaill 2 (
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[Performers] devote great effort tmmposing music for the dance, periegt

their steps or other moveBhey may experience sdiss in the dance, or a kind

of merger with the group, but they also seek a chance to shine, as individuals, for
their skill and talentsEhrenreici2007, 27)

Ehrenreichos perspective of a communal p
suspicion by those in dominant positions, throughout historical discourse, is
important to my search for an applied theatre for young people with psychic
disabilities. As a marginalise communi ty of the psychic 0c
combat with the moral capital thpervades invisibly yet totallywould be seH

defeating and potentially damaging. The false legitimacies are so indoctrinated,

that they are often difficult to comprehendthsugh through a prison mesh. But

though the detention camp to which they are banished by state and by school can

be terrifying to stateless young people with psychic disabilities, as artists, we can

come together in loving support, interpreting expemsnof exile. At first, we

may simply share our gifts of artistry, as we sit together preparing the
performance and the feast, seeking out limbic connections in each other, talking

and resting, and |l oving in ordmgositof o renew
to introduce our [participants] to a world of secure attachment by providing the

stepping stones they will need to interpret facial expressions, gestures, tones of

voice, posture and activity more accurate(lBomber 2011, 8). Then, we move

closerto one another as performers, poets, directors, musicians and illustrators,

using our superior gifts to achieve limbic resonance, to reframe what in the
mainstream is deemed odd /weird /crazy/ dangerous/ unacceptable, as a festival of
celebration of atymial emotion, behaviour and thought, a joy and ecstasy that is
unimaginable in a restrictive frame of mental and social capital and wellbeing;

then we can engage i n tlewis200d,84). abor ati ve ¢
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The Pantomime Other.
Building Fences inPantomime Performance in Malta

by Marco Galea

Introduction

Malta is an islandtate at the southemost tip of Europe. Being roughly
equidistant between Sicily to the north and Libya to the south, and because of a
history that involved interactienwith Europeans, Africans and people from the
Near East, the Maltese could not easily be defined by foreigners who visited or
settled on the island. Travel writings from the seventeenth to the nineteenth
centuries show the struggle that their authorsdacedescribe the indigenous

population; however, this quote from William Lithgow in 1612 is quite typical:

The peasant or natural inhabitants are of the Affrican complexion, tanny and sun
burnt; and their language semblable to the Barbarsmeech. These rural
Maltezes are extremely bent, in all their actions, either to good or evill wanting
fortitude of minde, and civil discretion, they can not temper the violent humours
of their passions, but as the headstrong tide, so their dispositione, rin the
superfluous excesse of affections. They follow the Romane Church, though
ignorant of the way (quoted in Freller 2009, 415).

European travellers and colonisers created a narrative that described the Maltese
as norEuropean, or at best aspapulation inhabiting the extreme periphery of
Europe and possessing only some qualities usually found in European
communities. Throughout the centuries, the Maltese population, or at least that

small part of the population that had access to educatidnhad acquired

'Presumably fiBarbariand refers to the | anguages
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European tastes, insisted on its European heritage to try to combat the othering
project that effectively ruled out the Maltese from any position of influence in the

running of the island.

Grand Narratives in a Small Island

One of the prefeed narratives among the Maltese about the start of British
colonialism in Malta speaks of the brave resistance that the population of the
villages in Malta put up against a French occupation led by Napoleon Bonaparte
himself. The new French rulers haddig been on the islands for six months in
1798 before they were blocked in the walled towns with no possibility of
acquiring fresh supplies of food or water. The blockade took around eighteen
months, during which time both sides suffered extreme hardeifitip,lack of

food causing disease and starvation. The period also enabled the Maltese to
organise themselves both on a military level as well as through representative
institutions. Eventually, after the Maltese had received the assistance of the

British Navy, the French capitulated. Subsequent developments saw Britain take

over Malta in order to protect-6).tTlee i nhabi

representatives of the Maltese people continued to remind their British rulers that
they had never lem conquered by Britain but had earned their protection by
suffering and shedding their blood to
editorial in a Maltese newspaper in 1903 showed, the Maltese claims to having

earned their liberty did not hold muevater with the British government:

One hundred years of fearful experience have elapsed, and is there anybody, by
this time, who is not convinced that, in Downing Street, Malta is merely
considered as a fortress and nothing else, and the Maltese arangownhite

snails, slumbering for six months of the year in the crevices of the bastions and
fortifications, and coming out during the other six months to feed on the plants
which grow out of the crevices themselves when the rain wets the porous stone.
Onehundred years have elapsed during which England has held in its claws this
gem of the Mediterranean, the value of which it does not deny, and yet she
shamelessly declines to give to the people the right which belongs to them of
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governing themselves, sinyplfor the reason that Malta is a fortress of the
greatest value to the Empire.
One hundred yearsMalta, June 1903, reproduced in Frendo 1993, 217).

The claims made by the newspaper quoted above were representative of a
widespread antBritish sentimenthat a large section of the indigenous population
subscribed to. Nonetheless, many other sectors had come to accept British
colonialism almost as a natural condition that could be exploited just like other
groups had previously exploited the Order of ShnJdao gain ascendency in
Maltese society. By the beginning of the twentieth centuhe Maltese
population was divided between those who were in favour of the changes that
British colonialism was bringing about and those who were resisting them. As
was tle case in many other colonies, the Maltese experience of colonialism was a
mixed bag. While generally the system itself was geared to exploit the population
in order to cater for imperial interests, a new class of subjects was created which
saw an opportuty to achieve social mobility by serving those same colonial
interests and acquiring an identity which was as similar as possible to that of the
colonisers. The Fanoni an syndr ome of 1l
compounded by the fact that the Maltesesidered themselves as European as
their masters and therefore demanded different treatment to that suffered by
British subjects in other colonies, even if this claim was not generally entertained

by the colonial rulers.

The Ascent of the British Amateur

When a certain Major Campbell Todd landed in Malta in October 1909 as part of

his duties with the British Army he found
pretty much moribund for some timeodo (Mon
immediately set about to gadt out. In January of the following year he directed

his own work,Captain Reece of the Mantelpiece: A Nautical Extravaganza in

Three Acts a work very obviously based on W.
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Reeceo. Hi s fascinat i daent agihdwas soan $oistage | t hea
other works by or in the style of Gilbert and Sullivan. He worked with other
British people residing on the island at the time to produce amateur theatre that
was aimed at a British audience. His endeavours, at least td tlkerisd 6 s En gl i s h
language press at the time, were hugely successful, such that he often had to
perform extra shows. Campbell -makdrdbs capa
were immediately recognized on the island, and not only by his compatriots.

During the previous century, theatre in Malta had developed as & three
pronged affair. Italian opera had established itself as the most important theatrical
genre, to the extent that the government had built a new opera house through local
taxpayer s o6 entenfactythat tdeeeswas & lot of opposition from
influential quarters in Malta itself, such as the Catholic Church. Opera was the
only type of theatre that could be maintained as a professional venture during the
nineteenth and twentieth centuries. Thieeo two main theatrical activities were
amateur performances in English and in Maltese. Performances in English by
British amateurs started being organised soon after the start of British rule in
1800, while Maltese amateur theatnakers started settingp their teatrini or
small theatres to perform drama and comedy in Maltese during the 1840s. As a
general rule, these threetheama ki ng acti vities stayed out
Opera was for the higher classes of the Maltese population and for ittersoiih
the British forces who had probably developed a taste for the genre back in their
homeland. Amateur theatre in English was supported mainly by British business
families and military personnel who were trying to reproduce some of the
entertainmentthey had enjoyed in Britain. Théeatrini established by the
indigenous population were very modest theatres, usually adapted from existent
buildings, and their main spectators were lower class people who had very little

money to spend on entertainment.
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Thus, the manner in which Major Campbell Todd was received in Malta
was in many ways exceptional. Not only was he seen as a messiah by the British
amateurs, to the extent that he could dictate his own rules on the community
(Mompalao de Piro 1985,-6), but his work was immediately noticed by the
Maltese theatre community as wéllaptain Reece of the Mantelpiewas such a
huge success that it was taken up by a prominent theatre producer, a certain
Mi kel an& Bor g, who was al wang é papular t he | oo
theatre and who had introduced genres like French vaudeville to vernacular
theatre in Malta (Galea 1998, -76). The suggestion actually came from a
prominent Britishleaning politician, a certain Augustus Bartolo, who supported
British interests in Malta through his political activities, mainly by founding and
representing the imperialistic Constitutional Party (Schiavone 20091884 He
defined himself as Athough not a Briton a
1993, 213). In thizase, he also used his influence as founder and owner of the
newspapeDaily Malta Chronicleto make sure that both the original production
in English, as well as the Maltese version, soon acquired the reputation of
masterpieces. In truth, Bartolo was suah anglophile that he commended
anything with an English flavour. He is even recorded as being one of the first
ever Maltese to play football (Schiavone 2009, 185) and the benefactor of the first
trophy awarded for organized football in Malta (Baldacct#Q07). It is therefore
not surprising that he was so keen on this play, written by an Englishman who was
living in Malta at the time and who obviously had considerable influence on the
British community.

Mi kel ana& Borg (Bor g 1frdacheddhin)aftest at es t
having attended more than one performance&aptain Reeceand offered to
negotiate with the author to obtain permission to stage the play in Maltese, if

Borgdbs company was interested. Before | on
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text, and simultaneously using his newspaper to start raising awareness of the

event:
The Maltese Amateur Theatrical Soci ety LGOI
next mont h, in the vernacul ar, of Maj or
extravaganz&aptan Reece of the Mantelpietkey t he aut hor 6s kind p
(A Local DalgMatadChroniclel910. March 82).

The political implications of this short notice are obvious. By announcing a

performance that was in its early stages of preparation asdneieven in

rehear sal yet (Borg 1934, 81) as Borgos

dedicated more than a few weeks to a new production, he made sure there would

be no turning back for the producer. By wu

TheatricalSoci et yo he was making a direct ref
Dramatic Society, the company which had staged the original EAghginage

production, thereby implying that the two were of an equivalent standard as well

as similar in scope. Borg himselivould probably never have used that

terminology, as like other Maltese amateurs, he always referred to his enterprise

by the Italian termfilodrammatico/a The act of convincing a major Maltese

theatrical company to stage an English play was itself a ncajop, as these

companies consistently looked at Italian popular theatre for inspiration, and even

Shakespeare was filtered through Italian translations, such that Hamlet was

al ways Aml et o or Aml et u i n Mal t ese prod
happenedta a cruci al stage of Maltese politica
attempts at Anglicisation coming to a hea

| anguage questionodo with people being ask
English as a language of tngction and administration (Hull 1993).

To make sure the Maltesanguage staging dfaptain Reecavould bea
success, Bartolo himself directed singing and dancing rehearsals, and when he

was satisfiedvith the progress his protégésre making,
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managedo take along with him the author of the operetta himself, so that he

would take a look and decide for himself whether the general proceedings met

with his approval. And he approved everything and praised all the amateurs as

well as the orchestra and @snductor Orlando Crescimanno.

Maj or Todd was so pleased with the enthu
amateurs in rehearsing his operetta that he offered to procure the scenery that had

been used some time before by the English amateurs. And so he dgl16834dy;

81, my translation).

After the performances, thBaily Malta Chroniclededicated many columns to

eulogizing it, focusing on the ability of the actors to pull off a British
characterization even though they were acting in Maltés&1é 1 t ese Amat eur
Dramati c Soci et DalylMalta Chtaniplel 1@ Apnilzé, 6-7).

What Borg would remember more than twenty years later when writing his
theatrical me moi r s wa s t hat t he AENngl i st
performed in the dginal production approved of what the Maltese troupe was

doing, that the performances were attended by the best families in Malta as well

as many British officers, and that the company was honoured by having the

Governor himself in attendance for onefod performances.

On Saturday the "2 instant, His Excellency the Governor and Lady Rundle
honoured the proceedings with their presence. They were met near the entrance to
the state box by the six daintily attired little ladies appearing as the daughters
Mrs Gossip in the play, whilst the five year old daughter of Mr M.A. Borg in
jumper and slop of miniature proportions, she being a prominent member of the
Mantelpiece crew, presented Lady Rundle with a bouquet of fresh flowers tied
with the Mantelpieceibbons.

As soon as His Excellency the Governor appeared at the front of the box, the
curtain was rung up, and, to the accompaniment of the orchestra, the officers and
crew of the Mantelpiece sang God Save the King. His Excellency and Lady
Rundle evincedne pleasure afforded to them in the performance by remaining to
the end f Mal t ese Amateur Dr amat bally Malaci ety LO&I
Chronicle1910. April 16 7)

Presumably staying on Ato the endo of the
from thegovernor and his wife, as they would not have been able to understand
the language used. At a time of linguistic upheaval, this could have been taken as
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a sign that British authorities were supporting the establishment of the Maltese
language as a possitdabstitute for Italian, which was the dominant language of
cultural expression. In fact this was also partially true, as the undeclared British
policy for Malta was to allow the vernacular to replace Italian, knowing that the
local population needed a neormportant European language to communicate
outside their immediate community, and would eventually turn to English when
they realised that they needed a language that could serve them beyond their
immediate linguistic community, as actually happenedr latethe twentieth
century (Frendo 1994, 14)

This was a clear demonstration that contemporary English theatre could
and would eventually become an accepted part of Maltese theatre culture, with
Borg himself going on to produce English works which were popular at the time,
such as SiGdishayd warkswhich dhad been successful in England,
such as J &re®irl@ithé Dagiwhicldis spite of not being originally
an English work, was considered for production in Maltese after its London run.
(Borg 1934, 126) For people like Borg, a&#itiremaker who was equally at ease
producing ltalian opera for the Royal Opera House, which he managed for a time,
as adapting French farce, England had become a new point of reference. Reading
through his memoirs one cannot miss the feeling that inialhdaptations from
English works he did his utmost to prove that he could stage the works he chose
as well as any English performers that he had seen. However, staging his works in
Maltese meant that he was not trying to attract English spectators, wolabjyr
would not have been interested anyway.

This act of mimicry seems not to have impressed Major Todd or the rest of
the British amateur performers in Malta. This is quite clear from the way the
company he led during the few years he was in Malta dpedlin the following
decades, remaining an -&itish acting troupe more or less up to Independence,

when its personnel was substituted by anglicised Maltese (Mompalao de Piro

120



ThePantomime Other
Marco Galea

1985, 4671), but the best example can be seen through an examination of a
production the company put on the following Christmas.

Christmas pantomime was a relatively unknown genre in Malta until
Major Todd produced higladdin and his Wonderful Lamgt the beginning of
January 1911. Only a handful of pantomimes are known to harepgeformed
previously, including those performed aboard naval vessels or by their crews.

(Spiteri 2014, 4819). YetAladdinfipl ayed to packed houses f
t welve performances, 0 (Mompalao de Piro 1
by t o stawda@s for a small country like Malta. The audience consisted
predominantly of British people, who thus recovered another link to the culture

they had left behind when they made their way to Malta. The performers were all

British as well as for at ls& another half a century the company would not admit

Maltese performers amongst its ranks.

Christmas Pantomime itself is an intrinsically British theatrical genre,
created and transformed primarily after the 1843 Theatre Regulation Act from a
poor alterative to legitimate spoken theatre into a new type of theatre that fused
several traditions into a formulaic genre that is still recognizable today (Richards
2015, 23). Its popularity with audiences from very diverse social classes made it
a national theaical institution that could be used for propaganda (Davis 2010,

101-105) and also exported to the colonies, both to serve as entertainment to
British citizens serving or otherwise making a living in the colonies (Tait 2001,
67-83) as well as to reinforcBritish cultural superiority amongst indigenous
populations.

Maj or Campbell Toddds contribution to |
an exercise in proving the superiority of the British people over the indigenous
population, but it was also a cynicalcaant of colonial relations on the island.

The text Todd prepared followed all the structural and thematic features

associated with pantomime and with the story of Aladdin as it had already been
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established within the genre. It is set in China, but thexeseveral references to
Malta in the text, including giving Chinese police officers the names of Maltese
towns. However, the main engagement with Malta and the Maltese comes in this
extract in the very first scene and is spoken by the Evil Spirit, a atbara
portrayed by Major Todd himself (Todd 1910, 3).

|l Ove just arrived from a place named
Where some are good, but most might well be better.
The capital of a great land called Malta

When | 6ve got time some things | shall

It is a militaryand naval station

With an enormous civil population

Which fact, the AChronicled gives me
For saying, daily grows by leaps and bounds,

And makes the only hope of their salvation

Rest in the future on much emigration

Strictly between ourselvdsvould confide

| cannot blame them for Race Suicide (Todd 1910, 5).

The statement is a faithful interpretation of British policy at the time in Malta,
which saw the islands as a fortress colony, or simply territory that had to serve
military purposes. Téindigenous population, beyond that which could profitably
be used to service British military and naval interests, was considered not only as
superfluous, but even as undesirable or dangerous. In 1911 the civilian population
of Malta stood at just abov220,000 (populstat.info 2003) and had been on the
increase at least since the beginning of British occupation, and this had led the
government to seek ways of controlling the population, first through enforced
birth control (Price 1954, 334), and when ik failed, through encouraging
emi gration (Malta Virtual Emi grati on
probably coined by Theodore Roosevelt in 1905, to describe an altogether
different situation (Roosevelt 1905), but whose implication was that theraieth

is substantially less that the mortality rate, would not be something the Maltese

were contemplating, but possibly something that would have made governing
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Malta easier for the British. The use of this term would have been extremely
offensive to theordinary Maltese, who cherished their family above anything else
and who took pride in having large families. Maltese people would have also
found their mating habits compared to thc
b o u n @add, 1910, 5gqually ofensive.
That overpopulation was a major preoccupation for the British rulers had
been amply clear since the previous century. Badger, iDdgsription of Malta

and Gozodeclares that

[ é] it is calculated that theol200@ e number
not including Gozo, which is reckoned at 18,000 more. According to this

statement, it appears, that upon a given space of ground where England contains

152 soul s, Malta contains nearly eight tim
In the report of the lat€ommissioners sent out to inquire into the grievances of

the Maltese, they state the cause of the impoverished condition of the island to

arise from Athe i mprovidence of the peopl
t he demand for t hnebé moreltraethmnithis fact; M edoer ng ¢ a
does a lad arrive at the state of puberty, than he begins to think of marriage before

he has made any provision at all for maintaining a family (1838).72

Scientific Proof

The implication ofd TotddoBadgpereh teasxtt hat
uncontrolled sexual passions, which makes them closer to the animal kingdom

than to civilized humanity. Therefore, they have to be controlled by the rules of

the superior species. During the nineteenth century @f jotessure was made on

the local population to change their marriage habits. A text contemporaneous to
Campbell Toddds panMabarandrthe MediRetradean Bacea d | ey 6 s
gives us a critical i nsight itesthatthe he col o
Maltese, even the cultured classes, have very little interest in sport, and this

lacuna is attributed to the fact that they had not been affected by the Aryan
civilization which had swept over Europe (Presumably, being successfully

anglicised,people like Augustus Bartolo would have been excluded from this
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category). It was therefore the British
population this interest in sport, something which according to Bradley was not
happening enough because thetigh servicemen in Malta made little contact

with the locals (309). The importance given to sport is central to the difference
Bradley sees between the British race and the Maltese race:

The playingfield is the trainingground for theexercitus thereone learns self
control, and that cordination of the faculties which is one of the developed
psychological accomplishments. (310)

The Maltese are therefore lacking in sadhtrol, and it is the duty of the

colonisers to train them. However, this is easy task, as ultimately the two

belong to genetically different groups (9), and the Maltese are apparently destined

to remain superstitious and untrusting, just like the Irish-®90 he fertility rate

of the Maltese is not referred to directlyinBmdt 6 s b ook (but see quc
although the importance that the Maltese give to family life is, and to it is

attributed the resistance to the colonial policy of mass emigration (296). However,

it is a short step to connect the lack of elhtrol, supestition as well as lack of

forward thinking, to the inability, in the eyes of the British, of the Maltese to

control the size of their family. The superior British race, therefore, is entrusted

with the difficult task of instilling in their colonial subjecsome of the Aryan

elements of civilization that had made them superior in the first place and had
permitted them to conquer the inferior ra
Ki plingds phrase, was an arduowesthet ask i nd:e
colonial subjects, were destined to remain in a subaltern position to their masters,

and indeed would have to be grateful for these concessions:

For the sake of cleverly tricking his master to the extent of threepence | have
known a Maltese servaumcur the loss of a post which meant not only a living
for himself and his numerous progeny, but practically a position of aristocrat
among his class. For threepence which he did not want he plunged himself and
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his family from comparative affluence intbsolute ruin and despair (Bradley
1912, 2945).

And the reason why the Maltese behaved in this manner and could therefore not
improve their condition was, according to Bradley, the shape of their head, which
was different to that of the English (295).

Campbell Todd and Robert Bradley were both in Malta in the second
decade of the twentieth century, and were both writing before the onset of the
First World War made Malta strategically more important than ever before and
when suddenly the issue of overpatidn subsided, at least for the duration of
the war. However, at the point in time when Todd wrote his pantomime and
Bradley wrote his analysis of the Maltese race, Britain still considered the Maltese
as an obstacle to the 0smootdid rcd ranimsg tdfath
the | ocal p op u(Tedd, 1940 5)The graurads for thip staiement
are never explained in the pantomime, but as by default, the good people in the
text are the British, it is implied that the difference betwéesé and the Maltese
is what makes the latter less than desirable. This hypothesis is strengthened by the
declaration of the narrator that, given a chance, he would change many things in
Malta. Malta is therefore there to be moulded according to impedairements,
and consequently so are its inhabitants.

Toddodos text is clearly considering the
colonial situation. Quite clearly they are silent, or mute, inhabitants of a colony.
Not only do they have no rights but thane even considered to be unable to speak
up to demand them. As most of the local population could not speak English and
the British themselves were not making any effort to learn the indigenous
language, communication between the two communities waslivaitgd. This
linguistic divide, whereby the language of the colonised is taken to be-a non
language has been amply theorised by Gayatri Spivak, particularly in the essay
ACan the Subaltern Speak?0 (1988) and in
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essetial condition of the subaltern, or the colonised subject, is that he (or more

appropriately she) is not represented. Within the colonial woeld, the world of

the colonised subject is devalued to a point that it ceases to exist. The colonised
culture ecomes subject to the whims of the Empire, frequently portrayed as a

relic of some superseded civilisation that has no place in the modern, efficient

world brought about by Europeans. This is, for example, how Badger describes

the Maltese musical heritage:

The Maltese are not very rich in native musical instruments; and in their choice
seem to have preferred such as are more noisy with the inhabitants of Arabia,
than such as are more soft with the Arabs of northern Africa. Even these,
however, are gettingnto disuse, and their place is being supplied by companies
of blind fiddlers who are found almost in every village, and whose performances,
if exhibited within the hearing of a man acquainted with the science, would
certainly put him into a position torser € as an exact counterpat
Enraged Musician. The tambarine, a species of bag pipe, the-deettte a
hollow tube about half a foot in diameter with a distended skin over one surface,
and a round stick tied to the centre of it which is rubbyedind down with the
hand, causing a most monotonous sound (Badger 183, 82
The collocation of Maltese music within the music of Arabia has to be understood
in the context that Badger had previously
compl eaxnidonhbad f eatures fAwhich characterize
regi ons d&38, ) Wheo dauld describes the costumes of Maltese
women, he is likewise compelled to compare them to creatures from a mysterious
and exotic civilisation1910,6-7). What intrigues the character in the pantomime
is the apparent inaccessibility of the Maltese women, hidden as they are behind
their heavy hoods but nonetheless subjected to the gaze of the Western man.
Although the women referred to in the pantomimeraveenclosed in a harem,
the clothes they wear lead the male to take a position that is stereotypical of
colonial males with regard to namestern women who are beyond their reach but
not beyond their desire (Betts 1995, 539). It is clear that one ofdkeohvious

effects of colonialism (possibly also because its peak coincided with the Victorian
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age) was a shift in the status of women in colonial society. While this topic has
not been adequately studied in the case of Malta, it is evident that wonanebec
increasingly domesticated by being subjected to laws that saw the male as the
dominant member of any household as well as cultural shifts that coerced the
Maltese, both male and female, to behave in ways which were closer to the
col oni s er Aasdie pomtwoubdbe the acceptance of new courtship

rituals that gave the male a more dominant role.

Conclusion

Aladdin and his Wonderful Lamgs an example of the kind of Orientalist
representation that Edward Said focused on inCmientalism.As such it forms

part of a wider body of works produced by English writers to describe a land, in
this case Malta, which in become part of the British empire had to be defined
anew. This process relied on the renaming of the land itself (Malta still has its S
Andrews, Pembroke and Victoria), legislation, geographical and scientific
analyses, but also on imaginative texts. The underlying philosophy is that the
colonised subject cannot represent himself, and therefore needs the coloniser to
represent him (Said994, 21). The apparently innocent action of writing a
pantomime becomes an instrument of colonial control, as it contributes to defining
what is acceptable within the colonial context. After Campbell Todd, pantomime
continued to flourish in Malta, to thextent that after Independence, it became
one of the main markers of an anglicised section of the population who took it
upon themselves to continue performing amateur theatre in English.
Representations of Malta similar to that discussed in this papedirretne
mainstay of contemporary pantomime in Malta. The main difference is that the
speaking subject is now the anglicised Maltese who describes the rest of the
population as culturally deficient. It is indeed a measure of the success of colonial

practice that the process of othering the colonial subject is kept alive by
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descendants of the community that was itself subjected to this process during the
colonial period. While in colonial times othering was based on perceived racial
differences, in the absemmf a foreign ruler nowadays it is perceived social
differences (as understood through markers like language use, which part of the
small island individuals inhabit, cultural idiosyncrasies and possibly political

allegiances) which tend to maintain Mates s oci et yés need to
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AMut e Hi erioglyphicso
Representing Femininity in the Early Stuart Court Masques

by Anik6 Oroszlan

While in the history of the commedia del |
position, there is not much said and written about early English actresses in the
16" and 17" centuries. Histories of early modern English theatre focus on male
performance, however, as Stephen Orgel emphasises, theatre was a place of
unusual freedom for women as well (Orgel 1996, 10). It is a-aecekpted fact
that large female audiersehave a great impact on the development of
Renaissance drama, and also, female behaviour and emotions (or, with the
contemporary term, passions) were often thematised in plays. Orgel also stresses
that even if Elizabethan theatre excluded women, theyddaide part in various
forms of public performances such as civic pageants and guild plays (Orgel 1996,
11). At the same time, the travelling troupes from Italy visited not only London
but also the countryside, so English spectators, every now and thdd, see
professional actresses on public stages.

Seeing women performing as well as beholding foreign companies could
have meant the experience of otherness for the English audiences. Orgel mentions

that this is parallel to the alien contexts in playeh as the French and Italian

! A shorter and a less thorough discussion of this topic was published under fhdtitlee or s & i n
6Bar bar es q Uhe Blatkness & the Ferdale Performers in Ben JonSasgue of
Blacknesé The AnaChronist1 (2005): 2337.
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setting in comedies and pastorals or the Spanish or Scandinavian bearings in
tragedies (Orgel 1996, 12). So facing the Other in early modern theatre has
several concerns, a segment of which | would like to discuss in tlaig. €38 the

one hand, women who performed were considered to be corrupt and amoral, and
interestingly enough, the characteristic features attributed to them were very
similar to those that described theatre as a devilish place. On the other hand,
female preence on stages was saturated with the politics and the ideology of the
age, especially because noble ladies as well as the reigningigleang in an
exceptional positiori were able to find the occasion to show themselves in
publ i c, evexn. d ilkre tihicd ressay, at first, m
prejudices against early modern theatre that one can relate to female performers of
the age. Then | aim to have a closer look at the only genre where women could
present themselves in a legitimatay: the Jacobean court masque. | will argue
that even if London court theatre was a secure ground to make theatre with
women, for instance, imagery suggests that these performances represented male
dominancy and the same biased attitude against actingvihaan detect on

public stages.

The question of the first womemn the early English stage is one of the
numerous mysteries in theatre history. It seems that there is no real consensus
whether the first English female performers could be regarddwedggt English
actresses or not. Sandra Richards in her b®bk, Rise of the English Actress
(1993), starts discussing her topic with the Restoration era, and as for the
Elizabethan and Jacobean periods, she only deals with examples -of non
professionalwomen players and entertainers appearing on public stages or in
marketplace shows (Richards 19935)1 She does not mention court plays,
however; performances at the royal court and popular drama could have mutually
influenced each other. Scripts werettem by playwrights who worked for public

stages as well, and what is more, professional actors were often engaged to
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participate in court spectacles. Thus, as female performers of masques got
involved in popular playmaking to some extent, they could rgatbered real
theatrical interests, and it is possible to examine them in relation to public
performances. Al s o, i n the former EIlizabe
body as a significant part of royal spectacles could have influenced the way
femalestage presence was considered.

The Jacobean court masque, as Graham Parry explains, was primarily a
political construct, and it focused on the emblematic celebration of the monarchy
(Parry 1981, 89). The most distinguished spectator of the masque wasghe
who did not only have the seat from which he could have the best view of the
stage, but at the same ti me, he was al so
attention (Orgel 1975, 14). In this respect, even if the King did not play in the
actual prodction, he was a performer and a viewer at the same time. Boundaries
between stage and auditorium were erased, and the King presented himself as an
essential component of the spectacle. The auditorium and the arrangement of the
seats were just as waltganised as the production itself, and the whole event was
composed to be a |Iliving emblem of the mone
In its function, thus, the court masque was similar to the royal processions and
entries which s howedy asQuusigktnandEwheére shb et h 6 s
adjusting to the social expectations that she created by hérsaltild have
intentionally presented her royalty as a role. Stephen Greenblatt describes this
phenomenon with the term sééfshioning, which is a set of cdastly repeated,
ideologydependent behavioural patterns by which the individual displays himself
(Greenblatt 1980, -9). This was a social practice that permeated early modern
English culture, not only in the private (court) spheres, but also on pudijjesst
and the metadramatic scenes in early modern plays often reflect on these manners.
Lateri as excellent occasions for séfshioningi t he masques i n James

gave royals the opportunity to take up roles and show themselves. Although
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James | neveplayed in masques, ithe Masque of Blackne¢$605) by Ben
Jonson, for instance, he was lifted to a superhuman level, which was referred to in
the plot as well as by his elevated royal seat in the centre of the space. Hlis role
just like in all the otbr masque$ was to overwrite the rules of nature and to
make beauty out of blackness, thus solving the conflict of the play. So the aim of
the performance was to stage constant and stable (male) political power.

The court masque, contrary to its explitheatricality, is not expressly
regarded as a theatrical performance in early modern literary studies. Theorists
such as Stephen Orgel (1965, 1975) and Graham Parry (1981) rather interpret it as
a fine art composition without real theatrical or perfaivgavalue. Still, masques
are worth considering from a theatre historical perspective, $inge | have
mentioned beford in the strictly maledominated theatrical space of early
modern England, the court was a special territory where women couldydispla
themselves. In this way, the masque is peculiarly involved in the issue of
otherness, and the main function of these private performances could have been to
show the Other, which is the female performer. When approaching the masque
from a theatrical pepective, one perceives uncertainty in terms of defining the
genre for its mutability as opposed to permanence. As the texts indicate, authors
applied Greek and Roman mythology, wiatlown Renaissance symbolism, and
emblem books as well as the English folld, and the concept was created in a
way that the production relied on the au
classical court education. The elaborate scenes and the series of Platonic
allegories represented the perfect equilibrium of world harmonythenfilinction
of symbolic scenic effects, stage designs, and the choreography were created in
order to strengthen this picture. Even if staging was always carefully designed by
the writers of masques, obviously, the actual performance wasligimge and
ephemeral by nature. So transmutation and change in the masque were not only

indicated by the political content (for instance,Tine Masque of Blackneshe
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Kingdbs power to change corruptness into b
took the form ofperformance, and the characters were played partly by courtmen,
partly by professional players. At the same time, although the mythological and
allegorical setting emphasised the immortality of the royals, by employing players
on the stage, individuals emitably became the image of the corrupt human
being/the fallen man disapproved by aheatricalists.

The opposition of the rigid form and the spectacular stage realisation
brings forward the differentiation between the masaglgerature and the
masge-asperformance, or, in more general terms, the separation of drama
understood as a text or as the possibility of performance. In masque criticism, as
Stephen Kogan summarises, there is a shift in the 1970s, when monographies on
the genre by Roy Stronghd Stephen Orgel started to eliminate the former bias
against Inigo Jones and thiemuch more theatricdl Caroline masque. He also
points out that although the consideration of the genre as a spectacle is essential,
Awi thout t he ma =gaoull beane petmianerd dramiatic foren,andt h e r
no coherent record of the politics and p
(Kogan 1986, 31j. This argument might be edifying considering recent
contemporary debates on the superiority of drama and/or perforrratioeatre
and drama studies, where performance often seems to be secondary, the Other.
Although the court masque does not have a legitimate position in theatre history, |
believe that by neglecting to interpret the performance side of it, we would lose
muh of the genrebs meaning.

Although before 166®2, there were no actresses in English public
theatres, spectators, atttieatrical writers, and dramatists had remarks on foreign
female perfor mers, and especiakldecgd puritan
womeno from |Italy and France who partici

(Thomson 1996, 104). Even if the admirers of the English theatre (actors and

% For the overview on masque criticism up to the 1970s, see Kogan 1986, 27
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dramatists, such as Thomas Heywood) spoke in admiration about Italian and

French travelling troupes including womeni whom they could have seen in

England, puritans did not only associate actresses with whores and women of easy

moral, but also with the devil (Barish 1981, 92). This was based on the general
antitheatricalist assumption that via theatrepeason can change into someone

else. Seltransformation of actors was associated with deceit and counterfeiting,

and since theatre targets the senses (especially the eye), performance has an effect

on the spectator s s enm®nthe ttanstcendent spiiti c h al s
their attention is directed to the fleandbone body. Theatre, through the display

of physicality, represents mutability and changeability, which are the
characteristics of Satandés opmdfugheri on i n t
we might say that acting/bodily presence is the synonym of the corruption of

Godos established order and the true Chri

Prynne writes in hislistriomastix(1632),

For God, who is true in selfe, in whom thds no variablenesse, no shadow of
change no feining, no hypocrisie; as he hath given a uniforme distinct and proper
being to every creature, the bounds of which may not be exceeded: so he requires
that the actions of every creature should be honessiawdre, devoyde of all
hypocrisie, as all his actions and their natures are (quoted in Barish 1981, 92).

So on the one hand, the body was associated with the instability of meanings.

However, in the Christian interpreting framework, another aspect (or
consequence) of physicality was lust, effeminacy and lewdness. Laura Levine in

her aMehcliemw AWomendsan€@l gsbksng he effeminis
theatre and proves that as for the Puritan idea of the seemingly coherent identity,

there are many contlactions concerning the understanding of the self. Attackers,

for instance, describe the self as being stable andg&ea, nevertheless, they

constantly give utterance to their fear that it is transforming under the influence of

stage plays (Levine 198621). Both actors and spectators are warned that if they

visit plays, they will turn into beasts and monsters; what is more, male actors who
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wear female clothing will literally metamorphose into a woman. As Prynne

explains the issue,

May we not see oyslayers metamorphosed into women on the stage, not only by
putting on the female robes, but likewise the effeminate gestures, speeches, pace,
behaviour, attire, delicacy, passions, manners, arts and wiles of the female sex,
yea, of the most petulant, unde, insinuating strumpets that either Italy or the
world affords? What wantonness, what effeminacy parallel to that which our
menwomen actors, in all their feminine (yea, sometime in their masculine parts)
express upon the theater? (quoted in Pollardl 2090).

Identifying the transforming female body as the largest threat may have some
other references. Stephen Ordelmentioning Pseudodoxia Epidemichy Sir
Thomas Browne (1646) alludes to the early modern idea of the convertibility of
sexes. Accoridg to this, men can turn (back) into women and thus, they will lose
male potential. In this concept of early medical history, every individual starts as a
woman, which is confirmed by the habits of dressing all children in skirts in their
early years. Boywere only given pants when they were removed from the care of
women and began to be educated as men (Orgel 1996, 25).

Another consequence of observing women on stage was the possible
erotic pleasure of the spectator. One can find many examples in plags
bawdy jokes and ribaldry were connected to performance, especially as far as city
comedies are concerned. The sexuality involved in acting could definitely add to
the interpretations of the physical aspects of early modern acting. One of the best
known dramati c e x a mpVolgose (1608), wBaezentheJr@ain s o n 6 s
character, when seducing Celia, a married lady, applies certain performative
tricks. He disguises himself as Scoto of Mantua in order to fulfil his aims. Since
the scene of in the play #he corrupt Venice, which provides field for the
manipulative actions of Volpone and his company, the play does not only
represent Ben Jonsonds aversion to perfor

manners.
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It is a fact that in early modern Italy,ofn the 1560s, actresses were
popular and recognised. At the same time, early commedia actresses were
associated with courtesans of the typeeste meretriciwho were educated
singers, musicians and poets. Kathleen McGill argues that although there is no
direct evidence between courtesans and actresses, they were connected in the
collective (male) fantasy (McGill 1991, 63). This is something we can also detect
in the treatises of English asttieatricalists. For this reason, in Italy, the
institution of thatre was demonised by the attackers due to the presence of female
bodies. Especially because early modern women had restricted access to the
public sphere, there was a fear they undermine the hegemony of the Roman
Catholic Church (Kerr 2008, 186).

Nonetheless, Isabella Andreini, one of the #@siwn commedia actresses
and writers of her age, was famous for her improvisational and rhetorical talent,
and this is quite remarkable in light of the fact that early modern English and
Italian theatres areften contrasted in terms of accuracy in the reproduction of the
text. Extempore acting is primarily considered to be a crucial part in the
commedia dell arte playersodé personal scen
used brief plots and sketches tvdlop the performance, and improvisation was
rather a kind of composition which actors created from classical literary works,
everyday speech, and commonplace books. In his intriguing study, Robert Henke
compares orality and literacy in in early moderrgksh and lItalian theatres, and
his main concern is that both traditions were competitive grounds for the two
modalities. However, improvisation had different meanings in the traditionally
scriptbased English theatre and on the rather improvisationaritalage (Henke
1996, 2728). Although | refrain from such a positivist binary opposition of these
two theatres concerning orality and literacy, | have to add that for English actors,
extemporisation principally meant disconnection from literary theadre]

improvisational acting included the composition of spontaneous rhymes, endings
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of speeches, exits, punning on othersb?o
been heard. Nevertheless, in teghtred theatre, improvisation can definitely be
definedas rebellious behaviour, which was especially associated with the fool or
the clown character. Comic actors in the English theatre occupied a similar
position to (ltalian) actresses in the sense that they represented oddity and
extravagancy.

The contextwhich connects female performers to improvisation and
unpredictability can be readily connected to the strategies of the English court
masque. Ben Jonson, the most successful author is masques might be regarded as
an antitheatricalist in the sense thag kreated players and spectacle with bias,
and although he wrote for the theatre his whole life, he felt that the mutability of
performance’ both public and privaté threatened his poetic universe (Barish
1981, 133140). His deep suspicion towards theatity can be detected both in
his plays and masques as well as his theoretical works. He was convinced, for
instance, that playgoers visited theatre in order to parade their fine clothes so as to

make spectacles themselves and to compete with the pdafprAhe stagecraft,

WO T

he was to a great extent against Apai ntin

his Timber; or Discoveriesfor instance, he announced one of the most typical
fears of puritan attackers of theatre, namely that the player is naioahlke the

role he plays.

Every man, forgetfull of himselfe, is in travaile with expression of another. Nay,
wee too insist in imitating others, as wee cannot (when it is necessary) returne to
ourselves: like Children, that imitate the vices of Stamrseserlong, till at last

they become such (Jonson [1640] 1947, 597).

Performance, thus, lacks the control of the individual in terms of his

behaviour, so those involved in theatrical activity are characterised with untrue

nature and fake identity. Athoughonsonds pl ays were perfor.i

tended to think of them as literary entities and reading experience rather than
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theatre. Because of this, he never misses the opportunity to separate the written
form and the acted one. On the 1600 title pagevery Man Out of his Humphe
informs the readers that the play was #dafi
Amore then hath been publickely spoken or
As Richard Dutton <cl ai ms, J el Faucadlits car eer
called the emergence of the notion of the actor (Dutton 1996, 3). He refers to
Jonson as a conscious literary agent, Wwrespecially in his epistles to his plays
and masques emphasises the importance of his own superiority and controlling
power (Dutton 1996, 282), which, when it was opposed to theatrakers, lead
to antitheatrical judgements.

Jonson found the actorés voice and t
untrustworthy elements over which he had too little control. This prejudaiast
the mutable and momentary nature of the performance is perhaps the most
significant a s p-theatricality,f and Jtlisn aanbigubus attdudet |
towards theatre is traceable in his court masques as well. With the publishing of
the masques, Jesnon6s aim was to fix performances
Airedeem them as well from I gnorance and E
censure, the other of obliviono,Theas he i nf
Masque of Blacknes¢Jonson [165] 1890, 35).Nevertheless, here, at the
beginning of his career as a writer of masques, he seemed to accept that this genre
i or perhaps performance in gendras the result of artistic coperation, and he
admi tted that At he Ieserspectaclesavasdsuck mlthen do ur
performancedo (Jonson [1605] 1890, 35) . H ¢
Jones demonstrates that Jonson could never really reconcile himself to the fact
that besides poetry, spectacle and acting are equally integral qfartse
performance.

For Jonson, the poglaywright, the masque was fundamentally about

the verse, character, and dialogue, while for Inigo Jandlse designer and
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architect who was responsible for the performan@ewas about space, scenery,

and spedccle. Although Jonson understood masque as literature, in fact, he could

not deny that as a theatrical genre, it originated in various stage entertainments. If

one considers masque as performance, it becomes clear that, on the one hand, it is

changeable, nstable, and mutable by nature, on the other hand, the living

experience of it cannot be repeated, reproduced and documented. Still, what

Jonson always intends to achieve by the publishing of the mas@specially as

far as the long descriptive passagéstage actions and directions are conceined

is to rule the fAphysical o part of the mas

make poetry superior to performance. Also, this was his way of arguing with

Jones, who was not really a man of words. Uniwately, we know the debate

mostly from the Jonsonian side. Jones was primarily a painter and an architect,

and he never even wrote a treatise. The only publication associated with his name

was theMost Notable Antiquity of Great Britain, Vulgarly Calletb®eHeng on

Salisbury Plain(1655), which was supposedly put together by his student, John

Webb after Jones6 death. Sinte then, the &
The tension between text and spectacle is made very clear with the

distinction betweenthe b ody 6 and t he fisoul 6 of the mas

in the introduction tahe Masque of Hymda606):

It is a noble and just advantage that the things subjected to understanding have of

those which are objected to sense that the one sort are buntaoyrend merely

taking, the other impressing and lasting. Else the glory of all these solemnities

had perished |i ke a blaze and gone out in
the bodies of all things on comparison of their souls. And, though baoitiieses

have the ill luck to be sensually preferred, they find afterwards the food fortune

when souls live, to be utterly forgotten (Jonson [1606] 1890, 58).

3 For more details, see Handa 2006,-398 and Peacock 1995. For details of the debate of Jones
and Jonson, see Parryg9 176180.
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Here, the fAbodily parto, which is a metapl
isdesci bed as fAshort |l ivingo and fAsensually
masque, which is poetry, is lasting and 7

body i let that be a reference to spectacle, picture, or physical pregeimce
(private) theatre isparadoxically, something that Jonson fights against. As
Peacock explains, he might argue with the support of Protestant iconoclasm
behind him and assumes that the crucial and trustworthy form of representation is
language(Peacock 1995, 38)his is the ame logic that Puritans used against
theatre, with which they primarily focused on the dangerous nature of sight. As

Jonson himself puts in in hidmber; or Discoveries

Poetry, andPicture, areArts of a like nature; and both are busie about imitation.

It was excellently said dPlutarch, Poetrywas a speaking Picture, aRétture a

mute Poesie. For they both invent, faine, and devise many things, and
accommodate all they invent to the use, sexice of nature. Yet of the two, the

Pen is more noble than the Pencill. For that can speake to the Understanding; the
other, but to the Sense (Jonson [1640] 194751619

Additionally, poetry is the art of the soul, while picture is only of the
body. Thus, the latter generally acquires negative connotation in the masques, and
it is not only a metaphor of theatre and performance, but also, | would say, of
Inigo Jones. IfThe Masque of Blackngss it says fA[s] o much for
whichwasoMast er I nigo Jones his design and ac
This cleafc u t di stinction between the fbod)
masque is, however, paradoxical, if one takes a closer look. Although spectacle is
held to be evanescent by Jonson, aaget from a theatrical perspective, it is
always there to stress what the performance has to tell the audience, it engraves
the message in their mind. Counting on th
every performance is to provide them with a lastmgmorable experience, and if
one recalls the warnings of atitieatricalists, this was a real danger to the

audi enceos mor al s. | n ot her wor ds, alt ho
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protected against the metaphoric power of theatre, at the same tirheaas t
makers, they had to admit that spectacle was intended to function as the
preservation of the experience or the lasting effect created in the spectator.

Also, this polemic has many linkages to the notion of otherness. As |
mentioned before, mutalyi instability as well as improvisation were female
characteristic features according to Pur
unreliable performative side of the masque, therefore, can be related to women
(female masqures, actresses, court ladiesn @he Queen): it is tempting,
impressive, but illusory and deceitful. If one is attracted by the spectacle of the
masque, the attention is distracted from the understanding of true poetry, which is
the creation of the (male) poet. Consequently, performbacemes the symbol
of female attitudes, such as allurement and seduction. Otherness, nevertheless, is
also represented in another concern of the Jedspas debate. Jonson, in a
mocking way, frequently associates Jones (and also theatre) with a femedyn |
Italy. In one of his epigrams)n The Townes Hones Madonson calls Jones

~

Athoéltaliano who makes his way in the worl

At every meale, where it doth dine, or sup,

The clothés no sooner gone, but it gets
And, s hi fateb, dagh playfmoret & s

Part s, than thoéltalian could do, wi t h h
Acts old Iniquitie, and in the fit

Of mi ming, gets thé opinion of a wit (¢

Beside that this refers to the fact that Jones learned everything about theatre in
I'taly, what Jonsonds bi atheatdcal aitarsionude r ec
Italian theatre makers. Italy as another foreign land appears as a corrupt place,
where people are infected with viciousness. This maintains the same distinction
that Puritanpamphlets on Italian manners also stressed: the strict separation of
Auso (Engl i sh) and Athemo (other countri

southern region of Europe).
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This supposition is clearly manifeste
The Mague of Blacknesgl605) andThe Masque of Beau(i608). The original
idea was probably to stage to metamorphoses from blackness to beauty, however,
there is quite a long interval in time between the two masques. As it is
documented in the text of thHEhe Masque of Blacknesshe chief masquer was
Queen Anne, and among the dancers, there were the Countess of Bedford, the
Countess of Suffolk, Lady Anne Herbert, Lady Susan Herbert, and Mary Wroth
(Jonson [1605] 1890, 45). The plot is quite simple: the datgbteNiger set on a
journey with their father in order to find a land the name of which ends with
Aitani ao where the sun is hot and Aforms a
1890, 41). The reason for the attharvel is t
blackness is ugly. Finally, it turns out that they arrived in Britannia, and they are
told that this is the land they were looking for. It is ruled by the Sun, that is King
James fil]w]hose beams shine day Ethiopd ni ght
and revive a corb6seo (Jonson [1605] 1890,
The ideas to put women on stage (even if on a private one) and to
thematise blackness have several implications. First of all, on Renaissance court
stages, women could only be mute masquins. Masqe of Blacknes$ollowed
this decorum properly, so the ladies wore masks, carried symbolic properties, and
they could only participate in the masque
displayed as the most significant part of the show, and it also invtiieecburtly
audience. Speaking parts were most probably acted out by professional actors, and
female speaking parts were played by boys. The structure of the court masque was
brought to perfection by Jonson himself, when he included the witch€ken
Magque of Queengl609) and the satyrs @beron(1611). The antimasque was
performed and dancedlcontrary to the masquerso6 ball

acrobatic and theatrical dancedy real actors, and it represented the world of
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misrule and grotesque dister? It was followed by the main masque, which did
not only emphasise the triumphs of the royal masquers upon the monstrous
creatures committed to folly and vice, but it also showed the victory of the ideal
world of poetry over popular entertainment (€r§970, 3).

According to the rules of masque making, the place of female performers
was in the main masque part. AlthoughTime Masque of Blacknesshich is an
early piece, one cannot talk about the fpart structure that later masques usually
have (prologue, antimasque, main masque, reveals), the black nymphs carry the
characteristics of antimasque figures. In other words, siBBEEknessis
admittedly and expressly incomplete in terms of plot, one might argue that it is the
antimasque part of a twpart performance and that the mute female masquers are
antimasque characters made very spectacular and conspicuous by the symbolic
properties and the costumes designed by Inigo Jones. The speaking and singing
parts were taken by professional actors, &kibmen could only dance. Since the
text in fact represented the quality of blackness as a disorder, it can be taken as the
antimasque td@he Masque of Beaytin which the ultimate resolution comes. In
this way, the black daughters of Niger connote the grotesque figures of the
anti masque. According to the description
and Triumphso (1612), At h ayys, bakoong, wiklie en ¢ 0 mi
men, antics, beasts, spirites, witches, Ethiopes, pigmies, turquets, rustics, Cupids,
statuads moving, and the |likeo (Bacon [ 11
since the characters of the antimasque were played by professionalatetons
the history of the court masque, the designer had more freedom to compose the
setting and the costumes of these sceflsacock 1995, 130)The royal

4 As Jonson argues ifhe Masque of Queens iand because Her Majesty (best
principal part of life, in these spectacles, lay in their variety) had commanded me to think on some

dance or show, that might precede hers, and have t
therefore nowdlevised that twelve women in the habit of hags or witches, sustaining the persons of

Ignorance, Suspicion, Credulity, &c. the opposites to good Fame, should fill that part; not as a

masque but a spectacle to strangenesso (Jonson [ 16
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performers, thus, can be associated with real actors and actresses. For this reason,
criticism which targetedThe Masque of Blacknesseems to be even more

meaningful and understandakileas well as the setfonscious intention of the

gueen to play an antimasque character even more dabegause the symbolism

of blackness, strangeness, uglinessorder, and acting overlap. To give a
characteristic example, one may notice that Mary Wroth was called a

AHIi r mophradite in show, in deed a monster
Urania (WynneDavies 1992, 93). The term hermaphrodite was also anoom

word used for boy actors, moreover, curiously, it was associated with black

peopl e. The Stationerds Register in 1580
claimed to be a fAimonster with a black fa
which was both male arfd e m a(duetedl in Newmai 991, 52).

The idea of the discontentment with blackness could have originated in the
emblem called Al mpossibileo (AThe | mpossi
known emblem bookEmblematum Libet The drawing on Emblem 59 shows
two white men washing a black man, and tF
vain, the Ethiopian? O forebear: no one ¢
(Alciato [1621] 1995, np). This emblem was later taken over by Geoffrey
Whitney in A Choice of Emlems(1586). The image remains the same, and the
poem emphasises that Nature is over human power, and simple individuals cannot
solve unchangeable things. Since there is a reference to the washing of the
Ethiopian in the text of the masquelonson usuallyelates his described images
to emblems in his text the symbolism of blackness has a clear explanation.

James |, the representative of the sun, who is raised to a superhuman level
which is also signified by his elevated seat in the middle of thecaiuchiti has

greater power than nature. Thus, the daughters of Niger receive a promise that

® Thework had many publications in the® énd the 17 centuries, the first complete edition with
104 emblems was published in 1531 in Augsburg.
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their blackness is going to be turned to beauty. It is especially interesting to
consider that, as Jonson explains in the forewoildokness it was t he que
speci al request that she wanted to be bl ac
them [the courtiers] bl ackamoors at first
common Renaissance topos that black women are ugly (Hall 1994, 192). On the
one hand, being chsned as black people was popular in England at festivals
during the preceding decade, and on the other hand-ivlacks in public play$
such as Aaron ifTitus Andronicug were associated with the underworld; devils,
beggars, gypsies, and other monssroreatures, which were also synonyms of the
Aimasterl ess meno, vagabonds, jugglers, anc
as common players (Newman 1991;80° So, besides wanting to enhance the
masque with exoti ci s m,tiveQdeaetemasktherseltand r at her
her court ladies as black nymphs might be ascribed to her devotion to theatre and
acting’

The Masque of Blacknessas a novelty for several reasons. It was only

the second occasion that Queen Anne stepped onto the stegérst appearance

was i n Sa mVisoh of e Twele |Godsessesere she played Pallas
Athenai and it was Ben Jonsonds and I nigo Jor
Moreover, as Or gel put s it t he masqueo:

thedricality, because it was the first time that the single point perspective,
mechanical motion, and other stage effects were applied (Orgel 1970, 4). The
performance evoked strong negative reactions. The most famous one was

expressed by Sir Dudley Carletom.A t ni ght o, he wrote, A we

® As Gamini Salgado argues, the fAminions of the mool
descendants of thencient Egyptians at the age. They were known to live on the road, thus,

identified with rogues living upon palmistry and other kinds of street amusement (Salgado 1997,

149-164).

" The same interest of theatre can be mentioned in connection with attede fimasquers like

Queen Henrietta Maria, who wrote, directed, and played in her own masque in 1626. Also, Lady

Mary Wroth, the poeplaywright was influenced by her role Tihe Masque of Blacknegsa great

extent. For more details, see Sharpio 1989;1%¥ and Hagerman 2001.
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Maske in the BanquettinRgo u s e, or rat her her Pagent o (
113) . The wuse of this particular word fAF
theatrical overtones, and it seems to be proved thatothle audience could have

been impressed by the masque as if they saw a (public) theatrical performance.

Carleton gives a detailed description of the scenery and he does not forget about

the female performers. Above all, he finds it out of decorum thaheilt faces

were painted black. It is no wonder that he took it as a scandal, since this is said to

be the first recorded use of black paint as disguise instead of masks, which was

more common in courtly theatre. Fagainting was among the major reasooss f

attacking players (Barish 1981, 103). Carleton reports the following:

At the further end was a great Shell in form of a Skallop, wherein were four seats;

on the lowest sat the Queen with my lady Bedford; on the rest were placed the

Ladies Suffolk, Darp, Rich, Effingham, Ann Herbert, Susan Herbert, Elizabeth

Howard, Walsingham, and Bevil. Their Apparell was rich but too CuHiken

for such great ones. Instead of Vizzards, their Faces and Arms up to the Elbows,

were painted black, which was Disguiseffigient, for they were hard to be

known; but it became nothing so well as their red and white, and you cannot

imagine a more ugly Sight, then a troop of kaheek 6d Moors (quot e
WynneDavies 1992, 88).

In another letter, he even calls the Queed anh e r compani on fAAc
Astrangely attired WynneDavees 1992188 hgq moble mant el |
performers inThe Masque of Blacknedsr this reason, got a response which was
very similar to those of foreign actresses of popular stages, sinperfoemance
used images that could be connected to popular actresses aadttnsy The
words of Carleton are very similar to the ones for which William Prynne was
deprived of his ears and imprisoned somewhat later. Although it is not proved that
wi t homénWct or s, notorious whoreso, Prynne r
statement was held to be a deep offence on the royal theatricals (Orgel 1975, 39).

Orgel says that in the case of royal performers, acting was out of question,
because a lady or a grhan participating in a masque remains a lady or a
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gentleman (Orgel 1975, 39). In fact, however, actors on public stages also
remained actors who played parts. Instead, the crucial difference between royal
and public might be that actors surely regardesinselves as actors, while there
is no evidence what female masquers regarded themselves to be. Nevertheless, if
one takes female perfor mer sadastlrefereed r i c al i
to the cases of Lady Mary Wroth and Queen Henrietta Memikeri one might
consider them as the first women who consciously channelled their creative
energies into stage activity.

Defining the actor or the actress in the™1&nd 17 centuries is a
controversial issue. As Sandra Richards argues, it is ot elear whether the
idea of the early modern Aactresso is 1ide
on the stage, or simply a woman on stage (Richards 1993, 3). What the above
mentioned statement by Orgel suggests that acting is defined by transfarmatio
and character impersonation. However, being an actor is not necessarily the
guestion of submerging oneds personality
acting in a broader sense, ballet dancers, clowns, acrobats, and thim likkose
cases, completidentification with the role is hardly imaginalileshould have
been classified as actors as well. So, it seems that being an actor does not depend
on the enacted role or the extent of transformation. Actors are rather those who
define themselves as ardiaand are acknowledged by the spectators as such. This
appears to be the case with Queen Anne and her companion if one considers the
expostulation of the noble audience. However,-selfement of these noble
players remains a riddle, since they are nmigeoglyphs both onand offstage.

The solution of the riddle presented in the antimasque gives way to the
main masque,The Masque of BeautyThe significant action, thats the
transformation from blackness to beauty, or, more exactly, the disappearance of
blackness, however, takes place somewhere between the two masques. In the

latter performance, the nymphs are already-lblack at their first appearance.
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The unstaged gtamorphoses might have been necessary not only because it was
the original idea to glorify the King by emphasising the emergence of the Sun.
Also, the black daughters should have been whitened in terms of their qualities of
strangeness. This latter masquas, accordingly, decorous and very well
received. As the Venetian Ambassador put it:

[The Masque of Beauty a s | worthy of her Maj estyds gr
and the cunning of the stage machinery was a miracle, the abundance and beauty

of the light immense, the music and the dance most sumptuous. But what

beggared all else and possibly exceeded the public expectation was the wealth of

pearls and jewels that adorned the Queen and her ladies (quoted in-Janicka

Swiderska 1992, 78).

The central sceniciage of this masque is the AThr
[1608] 1890, 50). Around it, there are the elements of Beauty, and on the steps,
there are numerous Cupids. Both the throne with the allegory of Harmony sitting
on it and the steps with the Cupids wemeving, and thus, symbolising the
universe ruled by harmony, beauty and love. The white daughters of Niger in their
dance whi ch was Afull of excellent device an
and ended in a diamond shdpenacted their physical angistual glory. As the
first song tells us, the world had been lighted and moved out of Chaos, since the
world and the characters of the antimasque were replaced by the main masque,
and the ladies who were varied in their beauties.

Al t hough Alem 6%adn thé washinghof the moor represents

the impossibility of changing nature, it seems that finally, Jonson could wash the
ARAet hi opo whit e. The foreign bl ack l adi
antimasque, with physical performance and marked bgddgence were turned
into white dancers in the main masque. This spe#ipared and guided change is,
of course, defined as a necessary and inevitable transformation as opposed to the
unmanageable, chaotic misrule in the antimasques. It could not havenéappe

otherwise, for the masque, as a politically constructed and controlled genre had to
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represent the eternal and solid royal power. There is a multiple display of
authority here, since from the peculiarity of the ladies, attention is directed to the
king. King James staged in the masque represents the mastery, which can even
alter the unchangeable. The author, Ben Jonson has a similar kind of strength: he
is able to erase otherness and convert it into normal again. The oddity and the
glamour of the wholewent is that ambiguity and change are fundamental features

in every form of theatre and performance. Therefore, even is the mute female
masquers are whitened, with their (female) presence on stagjgecially in the
context of the allnale stage of the Elish Renaissandeotherness is denoted.

Beside the fact that Jonson followed the courtly decorum, the
metamorphosis thematised in the masques analysed above represent his vague and
contradictory relationship to theatre and performance. Also, it cabgot
accidental that this uncertainty is connected to the female performers, who
remained fimute hieroglyphicso as far as
argue if they could be considered as the first English actresses, but the
consequence of theieticence or reduction to silence is that they have quite an

undefined position in theatre history.
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The Music of Mozart:
Representing 60thernessod in Fil

by Marie Benndt

Composer s0 r é@pherressenmtusactisian area oeferenced by David

Beard and Kenneth Gloag@hey state that arguments have bpanhforward by a

number of scholars suggesting ways in which composers may have portrayed or

attempted to portray musically such groups as women, homosexuals, and exotics

(Beard 2005, 41). They note, for example, the demonstration of alterity in

sonata & r m, with the first t heme regqgularly ¢

subsidiary, second theme as oO0feminined. I

eighteenthcentury composers viewed the minor mode as weaker and, thereby, as

feminine (McClary 1991, 1112). Such examples reveal the representation of

Otherness in actiorit is interesting, therefore, to consider thnanced ways in

which various spheres of Otherness were pc
Matthew Head names orientalism @sne instanceof Othering ( He a d

2000, 3)and examines Mozartds OTur kDieshd musi

Entfihrung aus dem Seraihd the purely instrumentalla turcathird movement

of the Piano Sonata in A Majo(K.331). He mentions théicrude alternation of

tonic and dominant harmoni@and thefipercussive (Janissary) cymbal crashes on

downbeats ( He ad 2a9eidg typital f@ajuresurthermore, he argues

that the movement plays with the idea of disguise and masquerade, e.g., it is the

Otherness: Essays and Studies
Volume5 - Numberl - July 2016
© The Author 2016. All rights reserved
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only piano sonata bthe composer that ends with a theme and variations, while
the opening has dformal strangenessin that thedf i r st epi sodic s
contains three distinct themies ( He a d 2 Blén® explain® €that the
representation of ¢ Taactkallys mi& of bothghe styleo f t h e
of the Janissary bands and also Hungarian dance music, particularly, as noted by
Bence Szabolcsi, the @ k garm@sked dance performed at weddiftgsad 2000,
67).

Other scholars have also explored this topimothy Taylor, for example,
states that the idea of presenting 4tamopeans through a depiction of Turkish
music stemmed from the success of the Ottoman Empire, maintaining that
A Turkishbmusic was the afburposed®exoticdmusic, with Turks being the default
foreign Other6 ( Tay | or. Tagldr ;hates théd fegearch of Miriam K.
Whaples, and explains that she identifies numerous musical signifiers to indicate
Otherness/exoticism, including the minor mode within genres that are usually in
major keys, e.g., marel. Whaples suggests that composers of the seventeenth
and eighteenth centuries did not attempt to make a distinction between different
styles of noAWestern music in their compositions: the representation was all
encompassing and stereotypical in natuks. she explainsfihe eighteenth
century termTurkenopeo actually relates tdiopera on any Oriental subjéct
(Whaples 1998, 4)

Mary Hunter, too, discusses ways in which Janissary music was
represented within the instrumental music of the eightemaritury.She notes, for
example, sucliimelodic Gurcarism® asfirepeatedd h o p phirdsdgas well as
fian abundance of acciaccatwras ( Hu nt e r. She %@pkins thatésuch
compositions are generally in duple time and that harmony is usiliye
staticd or fieschewed altogether in favor of unison wribng ( Hunt er. 1998,
Further, Hunter describes the interesting dichotomy in eighteemiury Western

Europe with regard to thala turcastyle.On the one hand, as she explains, and in
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agreement vih Wheelocki t i s al mo s tdheariendrouti hseméOtthheartd
a n the féminin@are inextricably tied up with each otheer, ( Hunt eryet 1 998, 55
on the other hand, this style was also used musically to coriesteeme
masculinityy ( Hu nt e r whé&n9aiming to préspnt men as uncouth and
barbaric.
I nterestingly, Mozartds own Otherness
through consideration of his social skills; the topic produces polarising views.
While the impact of the Mmadeuglo9&Fon man/ Pet e
modern conceptions of Mozart as a carousing socialite cannot be underestimated,
the heritage of Mozart reception is considerably more convolukbdre is
certainly evidence fromi& correspondence that the composer was socially busy.
In a letter to his wife dated May 1789, for example, Mozart mentions some people
in the city that she will know, writing thdithe pleasure of being as long as
possible in the company of those deardjoop e o pl eéhas up to the pt
my journeyp ( Bl o m -419 As6,,some 8f ¢he last letters to his wife, dated
October 1791, give no indication that he is isolateguite the contraryln his
letter of 89 October, for example, he explains thafidashed off in great haste to
Hofer,sinpl y in order not to -Dbinch aloneo (Bl o
However, notable biographer Wolfgang Hildesheimer makes some
contentious comments regarding Mozartds r
provides littlereal evidence for his claimfndeed, he proposes it is unlikely that
Mozart had any real friends in his final years, suggestingfithanan ties, as we
know them, were alien to hinNor did he need themn Hildesheimerl983, 243)
David Feldman picks upoHi | d e s h e i mrittiissleads toéim puytting
forward a somewhat ambiguous argumédn the one hand, he proposes that
Mozart wasfiperhaps the most social prodigy of all time ( Fel dman 1994, |

'Hof er was one oiflasMozart 6s brot hers
2 Although Feldman acknowledges that he is not writing as a Mozart scholar and that he has a
limited knowledge of the literature, most of his references are from Hildesheimer.
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whilst also suggesting that, in some ways, the campseemedisolated from his
fellow human beings ( Fel d ma n Held®es hot prévide any actual
corroborating evidence for his claimsither, so in the end his proposals are
unclear and unconvincingdoward Gardner is another writer who evokes the
acial myth and simply seems to be finding ways to substantiate his hypothesis
that filike other creators whom | have studied, Mozart was a prickly chabacter
(Gardner 1994, 42)
However, the debate around Mozarto6s s oc
biography, as his reception clearly extends into the ways he is represented in
popular culture, including filmThe fictional narrative situation, however, is fluid
and complexSubsequently, Mozart is often the music one hears in filmic scenes
where socialgatherings large and small are occurring, a staple cliché of
Hollywood depictions of uppeslass socialising, as shown, for exampleyiaor
League(1989),G.1. Jane(1997) andAce Ventura: Pet Detecti@994).But there
are al so examp licdbang oskd ilMMvays dhattafgpsar tonneisforce
the social misfit myth, with his compositions featuring in situations where the
filmic narrative incorporates a character who, for one reason or another, is shown
to be markedly different an Other.To illustrate this fact, | will analyse
significant wuses of the composer dis musi c i
outsiders because they do not fit into,are not partofs oci et y 6Beforé nor ms . 6
doing so, however, it is interesting to explore hodanwhy Moz art 6s musi c
used successfully in film to represent either scenratrie., howit is both Othered
and depicted as an elite noinbyanal ysing the employment of

serenadekine kleine NachtmusiiK.525), in the third of the lins named above.
Moz ar t 0 s AomVentura: Pat Detective

The narrative oAce Ventura: Pet Detectiyghich stars Jim Carrey in the titular

rol e, centres on the kidnapping of the Mi

158



The Music of Mozart
Marie Bennett

before the Superbowl finalAce is employed to find the dolphin and, initially, he

believes that the culprit could be a billionaire who collects rare Aisa.finds out

that the wealthy collector is holding a party and goes along as the date of
Dol phinsd empl oy e eourthby ICoxsAsave see the pastyon ( C
venue, we hear the opening of the first movement from the Mozart serenade
(Although it is not initially clear whether the music is diegetic or-d@yetic,

once the couple enter the mansion, it becomes clear thatepitia).

There are two particular instances in this scene where Ace draws
attention to Mozartdés musi c, such that it
specific, eccentric behavioural traits, but is also used as background party music
in the more coventional styleFirstly, when the movement reaches bar 24, Ace
briefly dances along to iThis is not only an inappropriate way to behave at such
a sophisticated and prestigious event, but also it is not the conduct normally
expected from someone heayia piece of classical musi8econdly, on the third
beat of bar 78, Ace nudges the cellist, causing his string to twang, thereby
interfering with the performance and undermining the musiciemboth these
i nstances, Aceds act itothesattentied gf the amdiobr i ng t |
viewer.

Neil Lerner and Joseph Straus explain that one significant message
coming from disability studies is that disability is something defined by particular
contexts and cultured.erner 2006, 6)Ac e 6 s act i derasintéresting pr oV i
example of this theory in practicélis behaviour is more typical of someone
hearing a piece of popular music rather than that of a guest at such an elite party
and is therefore deemed to be strange and unconventidisatonduct is also
somewhat juvenileWhat is of further interest here is that the scene provides a
comic digression; it is superfluous in terms of furthering the narrative in that, if it

were omitted, this would make no difference at all to the storyHosvever, it
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assoc ates Mozartdéds music with wealth and s
somewhat unusual persona.

Music fromEine kleine Nachtmusik also heard later in the filnin his
continuing quest to find Snowflake, Ace discovers that afoetballer called Ray
Finkel was responsible for the Dolphins losing the Superbowl Final back in 1984.

The resulting defamation and-theatment by fans and media alike pushed Finkel

over the edge, causing him to be admitted to a sanatorium called Shady Acres

Mental Instituton, although he eventually managed to esc&uwspecting that

Finkel may have some involvement in Snowf
hospital with MelissaAs some of Finkel ds possessions
there, Ace believes that he magabver some clues that will lead him to find the

missing dolphinln order for them to gain access to the hospital, Melissa pretends

t hat she is seeking admittance for her 01l
named LarryAlthough within the narratie as a whole Ace presents as somewhat

immature and unconventional, his behaviour at this point becomes even more

manic, and we see him acting in an exaggeratedly frenzied fashion until the point

at which he pretends to knock himself out near to the stonmer~rom the start of

this scene to the point where Ace feigns being unconscious, the images are
underscored with sections of the final two movementiné kleine Nachtmusik.

At the beginning of thescene$ 7a 04 a] the depiction of
sign is accompanied by the opening of the
Not onl vy i s t he musi c t hus announcing
composition and the mental institution, but also it is clearly-aiegetic; the
miseenscene shows us theospital from the outside with extensive gardens
leading up to the main building, such that the music cannot possibly be emanating
from inside. The music also provides continuity, smoothing over temporal

changes within the scetfiea typical and common ppose for the employment of
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nondiegetic musi¢. The serenade is therefore clearly and deliberately being used

as underscorelhe third movement continues as Melissa and the hospital doctor

di scuss OLarrydsd condi ti omtonewhbint,doh i s, i n
exampl e, OLarryd acts out a footballing
enactment of the same move in reverse, much to the bemusement of the perplexed
doctorThe serenadeds third movement continue
or less as written, with just some very minor cuts to the Trio sedioAce

Venturg then, there is a clear connection between the music of Mozart and the

idea of Otherness connected to mental health needs/instability and difféfehce.

the music is alsossociated with elite gatheringbhis film shows how music by

Mozart can be associated with both central and marginal groups simultaneously.

Order and Otherness inThe Truman Show(1998)
Jim Carrey also stars ifthe Truman Showdirected by Peter Weidn this
exampl e, Mozartdéds music is used both to i
The Rondaalla turcafeatures in this film alongside music from @encerto for
Horn and Orchestra in D Majo(K.412). Weir often uses both prand specially
composed msic within his films.For exampleGallipoli (1981) includes music
by Albinoni, whileDe a d P o e t(1P89) f&tures petey by both Beethoven
and Handef. As well as music by MozartThe Truman Shovhas original
underscore by Burkhard Dallwitz andiigh Glass, along with prexisting music
by Glass and the Polish composer Wojciech Kilar.

One of the catchphrases used for marketing purposes irrebttyd

television show that stars Truman Burbank (Carreyitsp w6 s it @@oi ng t o

*Fora description of continuity as a function of music in the classical narrative film, see
GorbmanUnheard Melodies: Narrative Film Musipp. 8390.

*® The Albinoni piece ifAdagio in G Minor The latter film includes music from both

B e et h oSyraphanysNo. 8nd thePiano Concerto No. 5 infElat Major, Op. 73; the
Handel piece is the Allegro frokvater Music, Suite Il in D
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The show, and r u ma n @,shas ween dreated by Christ¢d Harris), who
made arrangements for a baby to be placed shortly after birth in an enormous TV
studio that is convertedintoamafee | i eve t own, Seahaven; Tru
everything else around him isfigtion, the other townsfolk all being actors or
extras.By the time we meet (the now adult) Truman, the show has become a
worldwide phenomenon, with millions tuning in to watch his every move, or,
indeed, merely to observe him sleepi®@hristof acknowld ges t hat Truman
world is innately faké 6 ot h e r 6 it batgustifies Esasbcialtexperimeny
st at i ntigereis hadhing féllse about Truman himselifhe makebelieve
society of Seahaven revolves around Truman; he is the odd one outunrdas
world, being the only person who is unaware of its artificiality.
There are five us esTheTrumdhoShawramelys musi c
three cues presenting part of the Romdla turca, plus two short excerpts from
the first movement of th€onceto for Horn and Orchestra in D Majot This
latter piece is also an interesting choice in relation to the theme of Otherness.
Mozart composed four Horn Concertos, three of which are written in the key of
Eb major.K.412 is thus already an Other, in thats different in key from the
remaining concertod-urthermore, it is in two movements rather than the usual
three.It was originally assumed that the work was composed in 1782 as a finished
piece(Eisen 2007, 476 initially, it was given the lowest Kéel number of the
four concertos and Sarah Adams states that all four were comjdiseng the
17809 ( Ad a ms 1 df exiensivedirtvgstigative work on watermarks and

manuscript paper by Alan Tyson indicates that the piece actually dates from 1791,

® The religious symbolism represented in the name is clearly deliberate. TH&k&ockator
Christof talks about Trumaftrue man) as if he is his own son. Near the end of the film, he
reveals himself to Truman only by speaking to him, his disembodied voice seeming to be
coming from the sky.

® The film also includes music from the second movement (Romabhagghetto) of @ o pi n 6 s
Piano Concerto in E minor, opus 11. However, this is used when Truman talks to extra Sylvia
(Natascha McElhone), who tries to tell him the truth about his existence. It also plays over
some of the closing titles. The music is therefore associatbdhe real world rather than the
artificial one.
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i.e., the | ast vye(adyson 987, 24613 Tysoo explansthat 6 s | i f e
the autograph score was not dated by Mozart, but that it has been assumed that the
composer wrote the first movement and an unfinished Rondo in 1782, going on to
complete his second movement in 178¥s Tyson states, few researchéappear
to have been worried by the absence of a slow movémert Ty son ,dr98 7, 247
the lack of bassoons, which appear in the first movement, within the Rondo.
Tyson argues that the concertasnin fact left unfinished by Mozart, the Rondo
actually being completed by his pupil, Franz Sussrhaphis indicates that
Mozart was intending to return to the work to further orchestrate the Rondo and
add a slow movemernit. would also account for tha€t that the piece is not listed
i n Mo Yeazeithdissi.e., his catalogue of his work&s it stands, therefore,
the work has something missing from it, as indeed does Truman, who is initially
incomplete because of his unawareness of the real wadldhantruth about his
own identity.

The first use of the Rondalla turcais near the beginning of the filrve
see Truman at the commencement of a typical working day, leaving his house and
wi shing his neighbours &égoo-ke seotencej ngdé bef
il n case | dondét see ya, g o o d. SBadhavenr no o n, g
is clearly a frendly town.But as Truman is about to get into his car, a light falls
down from O6the skyo, | andi ngAs freammay c| os e
drives to work, the reassuring voice on the car radio of Classical Clive on
Classical Drive explains in a nevash that an aircraft was shedding parts earlier,
but thankfully nobody was hur€live suggests to listeners that they shaiskettle
back and let the music calm you dawas the Rondo begin#ctually, the
movement seems an unuwsicaihterm$a femppandor 6 c al
style, it would not really be a first choice of piece for relaxatiodeed, the music

qguickly becomes representative of something deeper, as it turns inthagatic

" Siissmayr is most famous for his involvement in the completion dt¢eiiem
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underscore, associated with Truman as the soundtracls ordavork routinet
buying a newspaper and a magazine for his wife, meeting potential customers, and
continuing on his way to his offidethe music stopping in this first cue when we
see Truman ati5hhi dtéppéasskherefdre thdidizgar t 6 s musi ¢
is linked here tamages of convention and conformity.

Discussing this scene, Melanie Lowe suggests that, in moving speedily
from diegetic to nordiegetic underscoréMo z art 6s musi c i s ul ti ma
backdrop to tlyeivilifed Wands ( & owief i2@i0&hel 11 3)
argues thereby that thelite clase ( L o we 200 Am2rica id sh@wn as
being artificial. However, the fact that the Rondo recurs, and that another Mozart
piece is also used, means one can read morehiatodlusion of his compositions
than at first seems eviderit.is interesting, for example, that each time we hear
the Rondo, the music never continues beyond the first 24 bars, almost giving the
impression that it is on a loop, or unable to evolve beyanrigid set of
parametert§ s omet hi ng that marries with Trumanos
in place to make sure he is unable to leaveomething he discovers as the
narrative progresséswhi | e t he Oresidentsd of the t o
postions at particular times each day, with some simply driving or cycling round
and round to create the illusion of Seahaven being a busy environfmemt.
l'ives, | i ke Tr uhkafarh.s, exhi bit a rondo

On this initial playing, we hear the first 8 basthe Rondo with repeat,
the next 16 bars with repeat, and a return to the second half of bar 8 onwards, but
this time only for 8 bars before there is a return to the opening with repeat and a
further playing of the next 16 bars, this time without repdtis notable
repetition of part of the movement appear !
recurring prework routine; the fact that the Rondo is heard again in two further
and similar scenes seems to strengthen this El@gmented across the filrtihe

recurrences maintain a rorlke formal principle. In addition, the musical
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scoring denotes that Truman is trapped within his environment, for the web of
repetitions denot es ithaisunabledormoveioaomds | ncar
an audience pspective, these repetitions increase our desire for Truman to get

away, as musically we expect a change that will signpost his wish to escape from

his stifling environment.

When we hear the Rondo for a second time, the music underscores a
comparable scene 1 3 qi 1430a 21 a] , as Truman i s shown
newspaper and magazine from the same vendor on his way tolwer&.shorter
usage this time, and initially seems to be merely a reminder of the earlier playing;
we hear just the first 8 bavgith repeat and then the next 16 bars without repeat.

However, this time the music stops before Truman reaches his office because, as

he walks along, he passes a tramp and thinks that he recognisddehtorns

back to have a closer look and is convingkdt it is his father, who it was

assumed drowned many years eafli@efore Truman has a chance to say

anything to the man to confirm this, however, the tramp is swept away by passers

by and putonabuddozart s music thus piroean@des a me
realisation for Truman that becomes the start of a series of events whereby he

begins to comprehend that hesemehow different from the other residents of

Seahaveni an Other.Furthermore, the music ceases earlier than previously
because the trgmds pr esence initiates an inter mi
illustrating that the Mozartean trap of conformity that has been created is starting

to disintegrate.

The next inclusion of music by Mozart is a short section from the first
movement of theCorncerto for Horn and Orchestra in D 3 7 ai 327000 4 4 & ] .
Truman has been thinking about leaving Seahaven to see more of thei world
something, of course, he cannot be allowed toHis.mother (Holland Taylor)

. The actor who used to play the part of Trumanos
unnoticed.
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and wife Meryl (Laura Linney) are shown sitting either side of him, perusing
some family photograph album$he two women have clearly been told they
must somehow persuade Truman not to try to leave by reminiscing about happy
times in SeahaveMeryl deliberately switches on the television beftaleng her
motherin-law home.The continuity announcer delivers a message that is clearly
aimed atconvincing Truman to stay in Seahaven, and the programme that follows
istheaptynamd &6 Show Me The Maiyfromthe cGreertblis me . 6
then heard such t hat It appears to be the pr
musically speaking, is connected once again to Mozart and conforAsty.
Truman carries on looking through the albums on his own, however, something in
one of his weddingophotographs catchessheye.The camera closes in as he
examines the photo with a magnifying glags.suddenforte in the music is
synchronised with the visual shot of the magnifying glass revealing that Meryl has
her fingers crossed in the photographt u ma n 6 s r ehs marsagetisisaon t hat
pretence is thus illustrated not just visually, but also aurally, via the close syncing
of the visual e di tThisnlgadstt® TruManztaustingbhss musi c .
suspicions that he is somehow a misfit in Seahaven.
Thereisaretumntb he Rondo some thirtiylhmi nut es |
0 9 a Byotldig time, Truman is fully aware that, for some reason, life in
Seahaven revolves around hiffihe music starts just after he winks at his
reflection in the bathroom mirror, to illustrateat he is now aware that he is being
watchedThe Rondo continues as there is a Vi s
typical prework morning routineHe gives his usual greeting to his neighbours
and once again meets the male twins to whom he has berg toyisell an
insurance policyThis time, we hear the first 8 bars with repeat, the next 16 bars
three times, the first 8 bars once again and then the next 16 bargbacausic
is by now familiar enough for ussto know

morning routine, yet the subtle differences each time also reveal his growing
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realisation of his situation his circumstances are not exactly the same, as he is
gradually piecing together the truth about his lifedeed, this time, Truman is
merely gong through the motions of pretending everything is normal, when in
reality he is planning his escape from Seahaven.

There is one more playing of Mozart, once again a few bars from the
Concerto for Horn and Orchestra in,Qust after Christof realises th@atuman
has disappeared and orders transmission to be cut for the first time in the
progr amme0s Sigoifrcantly, hthe sntusicr accompanies the still of
Truman used to replace lthhe 14viBGEHhow [ 1h]
literally trappedm a seri es of frames, i's thus capt
real Truman escapésthe pretence has finally come to an ehdis is the final
usage of music by Mozart; as it is associated with Truman toeing the line in
Seahaven, it is not appropridteat it should be heard following his breakout.

Gl as s 06s 106PAanrtth @ B composed for the fimPowaqgyisi (19gg)
accompanies the scene (from around 29qg 3
convinced he is being watchedt. is also the music hedrwhen Christof
announcediCue the sua [1h r 1 7 im or@P®td make it easier to discover
Trumandés whereabouts after hWherhsailsng escaped
i he assume$ away from Seahaven, Truman survives the atrocious weather
programmeChristof generates and eventually manages to reach a door marked
Oexit b, at which point Christof finally
Truman so well that he can convince him not to leave the world he has created for
him.? But Truman has the coue to leave and venture into the unknown,
although before he does so, he tells Chrisibfn case | donodt see

afternoon, good evening agdod night ®r umanés fi nal words thu:

° This scene is accompigd by preexisting music composed by Wojciech Kilar, frétequiem
Father Kolbe
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his morning routine and the music used to accompanyTthesguestion raised by
those marketing the programméHo wo s i t @ois fimajly ahsweresl.n d ?

The inclusion of music by Mozart ifhe Truman Shovs linked directly
to the character of Truman, namely someone who gradually comes to realise that
he is an outsider within his environment and that all his social relationships have
been fakeTruman is an Other in Seahaven, the soloist in an endlessly repeating
orchestration of his broadcasted life as, even though he himself is genuine, he is
the onlyperson who is unaware of the fact that his whole life is based on deceit.
Unbeknown to him, initially at least, the people purporting to be his parents are
merely actors, hislit¢t ong buddyodés friendship with him
simply puttingon a performanceAt the start of the film, Truman is a naive and
innocent person in this deception, but he gradually realises that he is being cruelly
exploiteddMozart 6s music tracks his |ife of re
realises that the makeelieve society of Seahaven is enslaving his difference and,
indeed, his individualityWhat is also interesting in this case is the fact that
Truman is Other because hereal. The filmic audience therefore sympathises
with him as the story progressesian rooting for him to become a free man, in

charge of his own destiny at IdSt.

Social Oddities

Considering Hunterds interpretations ment
t hat Mo z aallattuics, frdfdis eleventh Piano Sonagheardalmost in

its entirety in the filmWuthering Height$1939)™ because the storyline focuses

on Heathcliffe (Laurence Olivier), a character who is seen by many as coarse and

9 The Rondo also features, albeit very briefly thistimeMin B e a n 6 £00H) owhichdstary
Rowan Atkinson. The character is wktiown from his TV series as being addball, with

strange and eccentric mannerisms.

1 practically the whole of the third movement is played (although without the repeats). The only
omissions are from the second half of bar 64 (the recapitulation of the main theme) to midway
through bar 80, lps one bar near the start of the Coda.
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