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We need to feel
what we're seeing is real.

It isn‘t just acting

it's far more exacting

than acting

We're talking reality
We're talking humanity (...)

(Martin CrimpAttempts on her lifle
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1.INTRODUCTION

| didn‘t say that there was no center, that we @¢@eét along without the center. |
believe that the center is a function, not a beiagreality, but a function. And this
function is absolute indispensable. (Derrida, gtddutcheon, 60)

The underlying principles behind Descartes’ “Cogitgo sum” as one of the basic sets
of rules reigning over Western traditions of thoughd philosophy commonly informed
the usual constellation of the human speaking stilgie the only centre of thought and
thus the major instance of creating discoursehigdontext the assumed self-presence of
the speaking subject serves as one of the mosmnteds@reconditions for this
philosophical construction. Putting the focus oa theatre as a locus of production of
literary discourse the basic notion of the logoghescentre of discourse, appears to be
particularly applicable. Absent characters!

Jacques Derrida's well-known critique of Westkgocentrism goes hand in hand with
an immanent critique of phonocentrism, the mardfgsh of the rule of the spoken over
the written word, which, based on Saussure's thebtie sign, appears to be one of the
key issues of Derrida‘s writing. The theatre, relgag its material status can be located in
exactly the same challenging area in-between, #&rsipace between speaking and
writing, literature and performance. One aspedt timast not be left out of consideration
in this context, is the historical dimension, fam, particular as regards the german-
speaking and the english-speaking theatre-staigesttainly reveals an entirely different
tradition of play-writing and play-making. The sedfflexive, language focused stance of
many German and Austrian playwrights, in particaathe 1960s and 70s is to be seen
as a development the British stage apparently lagkth Attempts on her lifandpool
(no water) Martin Crimp and Mark Ravenhill two exceptions ttos general rule and
easily observable tendency mounted the Britishestagnd with their critique on re-
presentation and mimesis appear to have placed pheys in a position succeeding
playwrights such as Elfriede Jelinek, Peter Haratkd Heiner Muller.

The two plays dominate topic of the realms afaad life collapsing into each other,
was not only actually realized by Ravenhill in nrakihis absent character Sally become
an object of art herself, but also establishes @anection to the art of the Wiener

Aktionisten, who constantly tried to push the oedininto the field of art. Their claim



that in their performances “absolute presence” swldished, can also be found in
Antonin Artaud‘s attempt at re-defining the theaimeterms of a similar claim for
presence and thus detaching it from the idealafléss re-presentation and mimesis. It
an certainly be argued that Artaud’'s claim for diso presence of the body is also
mirrored in the general definition of physical ttrea which, because of Ravenhill's
cooperation with physical theatre group Franticekskly, plays a crucial role in relation
to pool as well.

Jean Baudrillard‘'s concept of the simulacrum #mel hyperreal, ultimately turning
around the relationship of copy and original, siheebelieves the postmodern age to be
one characterized by the copy overruling the oalgiand thus breaking with a long
tradition of Western thinking, also appears toiriio the general tone of rejecting re-
presentation‘s ultimate mimetic power. With thellusions to the core constituents of
postmodern thought Crimp and Ravenhill wrote thdweseinto the direct neighbourhood
of Derrida, Baudrillard and Foucault, finally susdeng the speaking subject as the
centre of thought and instead portraying it as @egtion space inscribed by various
discourses. Transferring the “post-“ of postmodamiand poststructuralism onto the
realm of drama/theatre, Hans-Thies Lehmann coihediérm “postdramatic”, a tightly
woven web of criteria and featuresttempts on her lifandpool (no water)can also be
seen in relation with.

We are difference (...) our reason is the diffeecof discourses, our history the
difference of times, our selves the difference akks. That difference, far from being
the forgotten and recoverable origin, is this disjg; that we are and make.
(Foucault, gtd. in Hutcheon, 65)

2.POSTMODERN/POSTDRAMATIC?

2.1 Introducing the plays

2.1.1 Martin Crimp‘sAttempts on her life

Attempts on her life is Martin Crimp's eleventh plgrobably his most experimental and

controversial one, premiered in 1997 at London‘y&R&ourt Theatre and had a revival



in 2007 at London‘s National Theatre. The play'sesgeen “scenarios”, which at first
glance appear to be rather unconnected, indivitheagines”, in particular as regards their
form and stylistic layout, which vary from each sago to the next, are held together
only through the absent central character “Annehownever actually emerges as a
speaking subject but only as a named surface betrwith various roles and subject
positions, such as prostitute, artist, terrorisbthmr, but also material objects such as a
car. The audience is denied all usual points adregfce - character, as well as time and
place. On his homepage Aleks Sierz cAliempts on her liféarguably the most exciting
new play of the past 25 years®, which, still, besmit cannot be defined within the very
dominant framework of “in-yer-face* which also MaRavenhill with his Shopping and
Fucking is sometimes put in relation with, appetirsbe standing outside the most
dominant tendencies in contemporary British playmat

In an audio-streamed discussion on Martin Crénpareer as a playwright, Dan
Rebellato stresses the significance and singulaitipo of Crimp‘s language, which he
characterizes as very self-reflexive, particulaslyen it emerges as a real object of the
play, as it is particularly applicable f&ttempts In the same discussion Lindsay Posner
argued that Crimp managed to capture a certaigéistt not only in Britain, but in many
European countries, also in the sense of his glaysy particularly “postmodern®, as the
constant use of self-referentiality is one of hismary theatrical devices, and the
audience thus denied any emotional engagementdibassion, led by Aleks Sierz also
featured Anne Tipton who, in 2004, produadkiemptson her life at the Battersea Arts
Centre. This production made use of a whole rangdifterent media devices and
interpreted the actors as a kind of vessel whigrdily randomly filters moments from
Anne‘s life. Her interpretation of the play also maged to include two other important
aspects of Crimp‘s play, firstly, the objectificati of the so-called central character
Anne, which she tried to realize by means of usingros arch in simple black, with a
screen at the back of it, and secondly, her gerstaalce of feeling very free about the
play as such. Since she interpreted “Anne” as a&rdevice Tipton did not feel confined
by what the play appears to be about, but rathgp@ted the general tendency of “story*
or “plot“ only evolving in interaction with each dividual member of the audience
(http://theatrevoice.com/2025/reputations-martimpr12-lindsay-posner-dan-rebellat/).

Crimp leaves most of the decisions, such as thebeurof speakers and their physical



features to the director, which referring to Erikacher-Lichte might lead to generally

characterizing the theatre as providing accesgpereencing the processes of how reality
is actually constructed, since while the audiesc ithe middle of constituting a reality

of their own they become aware of doing so and alevprocess of reflecting upon it is

triggered off (Fischer-Lichte, 243).

2.1.2 Mark Ravenhill'pool (no water)

Pool, first performed in 2006, at the Drum Theatre Riwth, in cooperation with
Physical Theatre Group Frantic Assembly, is celgditavenhill’s most demanding and
experimental play. Without making use of any relaaracter attribution it features a
group of artists, assembling at the house of a éorfimend of theirs, the only one among
them who managed to escape the life of the unrhtisesuccessful artist the others are
still leading. The play's unattributed speech ise dieature it shares with Crimp's
Attempts on her life, as well as its denial of #pparent centre, the artist Sally, to emerge
as speaking subject who almost continuously remaiftent and is inscribed by
discourses. This rejection of dramatic speechbation and the denial of the speaking
subject as a real core is in both plays realized asplacement of a common dialogic
structure with a multiplicity of unattributed vokePools unattributed text, freely
oscillates within a genre-continuum, between dramerative and poetry. Its main
features are its inherent indeterminacy and mukpectivity, which places itself in
direct relation to postmodern art in a more genseake.

The main source of inspiration for Ravenhill tmg the play were the photographs of
American photographer Nan Goldin, in particularsgaancluded in heBallad of Sexual
Dependencywhich not only because of her radical depictidrviolence and focus on
physical features can be seen in an immediate ctioneto Ravenhill's play, but also
was a major thematic inspiration since Goldin hérsece fell into an empty pool while
taking photographs. The notion of the artistic camity and their hedonistic lifestyle
can also be seen as one essential thematic simiteiween Ravenhill's and Goldin‘s
work. Similar to Crimp, although not as radical iasAttempts Ravenhill reduces his

figures to mere “text-bearers”, and makes languageome the most important



protagonist, for it appears to speak through tHe wery shadowy painted speakers.

2.2. PostMODERN

As it has already been pointed out by Simon Mal@asl others writing on
postmodernism, defining the postmodern seems ta besk defying every attempt at
fully accomplishing it (cf. Malpas, 4f.). Most olie efforts to make it fit into a proper
framework of understanding and our striving to defit according to the same criteria
which appeared to have been successfully appliextdar to specify other cultural and
social periods and episodes, do not seem to proaieapt way for grasping the
contemporary world. The term “postmodernism* is coomly used to refer to a style or a
kind of genre, while postmodernity is often chaesized as being a particular epoch or
period and certainly includes all the arts andidlstes in being a world-wide movement
(Malpas, 9).

Most regularly the term itself triggers notioaad concepts such as heterogeneity,
discontinuity, hybridity, fracturing, fragmentatiomndeterminacy, plurality and self-
reflexivity and is usually brought into relationtiviwider societal developments such as
globalization, transformations of colonial powerevdlopment of new media and
communication networks, collapse of religious antitigal traditions and beliefs, and an
entirely new experience of reality (Malpas, 34).eGaspect that will become particularly
relevant with regard to the two plays, Martin Crimpttempts on her lifeand Mark
Ravenhill's pool (no water) is postmodernism‘s critique of centralized, taed,
hierarchized and closed systems, which it questaishot entirely destroys (Hutcheon,
41). This appears to work with relation to all amgya cases of either/or, which in
postmodernism seems to have been traded in footh/dnd“, and thus leads to cases of
being “the process of making the product; it isesa® within presence, it is dispersal that
needs centring in order to be dispersal (...)* (Habn, 49). Through these processes of
de-centring, a shift in perspective and perceptakes place, leading to a consolidation
of the formerly silenced voices from the marginbjak are now given a voice.

Postmodernism also appears to be not only cigtlg particular formal structures of
art but also institutional structures of bourgesmsiety, which are usually seen in direct

relation to realism, which appears to be continlyoresinforcing it. With the rejection of



realism, it also works against a definition of d#wire, which is thought of as being
meaningful only in connection to an external refiees (Hutcheon, 142). The underlying
assertion postmodernism draws upon is its affiromatif a relative inaccessibility of any

reality which is thought of as existing objectivelgd in a state prior to our knowledge,
thus rejecting the dominant idea of an objectivaity existing “out there®. What may

present itself as being objectively accessiblensteiad believed to be always already
subjected to ordering mechanisms working accortiinthe concepts and categories of

human understanding (Hutcheon, 146).

2.2.1. Framing the Postmodern - Jean Francois Lgota

The postmodern artist or writer is in the positaira philosopher: the text he writes

or the work he creates is not in principle goverhggreestablished rules and cannot

be judged (...) by the application of given catég®to this text or work. Such rules

and categories are what the work or text is ingasitig. (Lyotard,The Postmodern

Explained 15)
The first philosophical work adopting the notion, fiast laid out by lhab Hassan and
captured in architectural manifestos, was Jeaneeian Lyotard's La condition
postmoderngfirst appearing in Paris in 1979, its translatioio English in 1984. At the
centre of his definition of the “postmodern conaiifi is an apparent loss of credibility of
all kinds of grand narratives/grand recits, such dessical socialism, Christian
redemption, Hegelian spirit (Anderson, 31). Simpti the term, Lyotard defines
postmodernism, within the confines of his concdghe grand and metanarrative, whose
credibility is fundamentally questioned by the postiern. In Lyotard's terms
postmodernism, thus, works against these “grandistfeevhich formerly functioned as
supposed transcendent and universal truths, bgildinthe major framework for western
civilization and thus, also fulfilling the goal dkgitimizing this civilization in a
seemingly objective way. The conventions, proceslared set of rules which determine a
particular narrative are what Lyotard subsumes wunthe term “metanarrative”,
functioning as frameworks for knowledge and gemegastet of criteria alongside which
one can form judgements which of the statementsmad be regarded as legitimate and
true for each individual sort of narrative (Malpa87). According to Lyotard

metanarratives are merely illusions fostered ireoitd suppress difference, oppositions



and plurality, which need to be overcome to getyaivam the concept of totalizing
frameworks forcing homogeneity, striving for hegeaeity, plurality and dissensus
rather than consensus and the overarching ideaivfeged truth, silencing the voices
from the margins. With the entering of postmodgrhyotard fixates a moment of these
overarching grand narratives being overcome, arld them also the metanarratives as
structures legitimating knowledge losing their dtgband power (Malpas, 38). As well
as Baudrillard and Foucault, Lyotard seems to stthe notion that since no piece of
knowledge whatsoever can liberate itself from gsnplicity with some meta-narrative,
any claim for truth is automatically rendered psienal. Consequently, it is also implied
that none of the persisting narratives can be dsghras being a “natural® master
narrative, since no hierarchy can ever be “natutalt always has to be referred to as
something that was actively constructed. The sygmif system, by which we constitute
the world we live in are hence not naturally giweruniversally valid (Hutcheon, 13).

As its full title The Postmodern Condition: A report on knowledifeady suggests his
report is not that much centred on what constitptesgtmodernity as a whole, but rather
places its focus on the ways it affects knowledg®ch according to Lyotard has become
an “informational commodity” (Bertens, 123). The img@oint of discussion raised by
Lyotard is the question of the relation betweenvidedge and ownership, and the arising
guestion of who is in control of the flow of ideasd thus also in charge of who should
be supposed to access it. Regarding the ways aadsni®y which knowledge and the
entire flow of ideas is generated, communicated disttibuted, Lyotard‘s notion of the
narrative, of the stories told about the world stistructuring and tying together disparate
ideas and concepts, plays a crucial role (Malp@}, L3/otard‘'s own specific allusions to
fragmentation conjure up notions of the dismemlgedhknowledge into a plenitude of
incommensurate discourses. In particular in hidiegon and individual conception of
Wittgenstein‘s language games served as a fortedlilagainst all totalizing pretensions

and celebration of plurality (Bertens, 130).

2.3 From PostMODERN to PostDRAMATIC

In the first section of LehmannRostdramatic Theatrehe named “Prologue”, Lehmann

underlines the differentiation between classifymglramatic/theatrical performance as
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postmodern or postdramatic, which is basically gomd upon the choice of reference of
the underlying term, which either can be postmoderpostdramatic, thus either beyond
modernism or beyond drama. He further argues faringait defined within the
boundaries of “after the authority of the dramagtaradigm® (Lehmann, 27), which
reveals his focus on the transgression of the=afe of “drama“, which brings with it an
entire range of attributes that need to be overc@meh as drama‘s concentration on the
text, on character attribution and developmentalod Still, he also argues that it is not
possible to have a dramatic theatre without anyt/agtton at all, for in the
characterization of theatre one can still detestds of Aristotle's mythos, which in his
Poeticswas used as a synonym for plot, as the true “sobgedy” (68).

Even though in his account Lehmann argues aigasnsg the terms “postmodern” and
“postdramatic” synonymously, it still appears to logical reasoning that the one is
unthinkable without the other, which can be proeed exemplified with the help of
various common features and a forged emphasis enptximity in ontological
viewpoints. The entire network of new conceptiohglentity, subjectivity, presence and
physicality, which constitutes the basis upon whi@ne’‘s, Ravenhill‘'s, Handke‘s and
Jelinek's plays can evolve to their greatest infeeeand achievements is closely tied into
the net of concepts set up by thinkers such as élliEloucault, Jean Baudrillard and
Jacques Derrida. Therefore, it can be argued thiow these new formations and
conceptions, drama in Lehmann‘s sense might neaee been undergone such drastic
changes. Still, regarding all genres, and probaillydifferent periods and epochs, it
cannot be clearly determined whether the literaytst constitute a period such as
postmodernism or whether these texts should rateeclassified as products which
emerged in the context of a particular episodeuiltucal history with its own thinkers,
paradigms and specific world view. A similar questwas posed by lhab Hassan, who
asked whether postmodernism should be understotatrims of being merely an artistic
tendency or rather as a broader social phenometwomvhich he found no clearly
determined answer (Anderson, 18).

Apart from that structural dilemma Birringer dosot believe that in theatre a moment
of transition into a postmodern paradigm can bendoul do not think we can locate a
historical moment of transition to postmodernisnthiratre and performance art. Unlike
architectural or fashion discourses, the theatvemadvertised or formulated the changes
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that it overtook” (Birringer, 44) It does not app&ary reasonable why the theatre should
have stayed unaffected by the changes happensariaty and culture at large, when all
other forms of art underwent considerable changes.

McGlynn locates the beginning of a theoreticah@ncement of a “postmodern
theatre* with Artaud and hi§he Theater and Its Doubia which Artaud wished for an
end to all representations in the theatre, angppaecement of all “theaters of authors” in
which the author as an absent God is in entiregehaf what the enslaved actors are
doing onstage. In the close setting of the prosecerstage, and with the belief of the
author being in total control over “an essentiallitg founded in the meaning established
by the absent author/father.” (138).

Artaud'sTheatre of Crueltyon the other hand, is not to be characterizestieking to
a general belief in representation, since, in Attawwn definition of it, it has to be seen
as life itself, “in the extent to which life is wpresentable.“ (McGlynn, 138) The new
form of theatre Artaud envisioned is one indepehdéspeech and writing as vehicles of
“rational transparency”, therefore capturing lifeits fullest presence and immediacy and
not based on its status of being a representanontlaus pointing to another level of
reality beyond it (McGlynn, 138). This is a heaVgim against the powerful mechanisms
of mimesis, which since antiquity have signifie@ tambodied representation imitating
reality (cf. Lehmann, p. 36/7).

We abolish the stage and the auditorium and reglaa® by a single site, without
partition or barrier of any kind, which will becortige theatre of the action. A direct
communication will be re-established between thectgior and the spectacle,
between the actor and the spectator, from thetfattthe spectator, placed in the
middle of the action, is engulfed and physicallieaefed by it. (ArtaudThe Theatre
and Its Double)

Derrida, writing on Artaud as part of his collectiof essays Writing and Difference
stresses Artaud's opinion that the director asasesl to the author is with his/her
additional material and props, musicality, the dstgestures only serving as a tool for
illustration and as an ornament to the primacyheftext as logos (Derrida, “Das Theater
der Grausamkeit”, 356). The theatre has to legr@rits status as an independent and
autonomous art-form through its separation fromtéx¢, the word and literature as such
(Derrida, “Das Theater der Grausamkeit”, 358). Aarridla with reference to Artaud

reports, the theatrical scene no longer simplyemies and re-presents a presence, which



12

has been there before but which is absent the moinsriterated. Therefore, the theatre
has to stop re-presenting another language, argldéfine itself in the sense of being
deduced from another art-form, such as literatuBerrfda, “Das Theater der
Grausamkeit”, 360). Considering Derrida‘’s assessjiibe “phonetic text” seems to be
what secures and preserves the ongoing mechaniEmsp@sentation, all gestures,
images and musical forms and means are thus tbdracterized as vehicles illustrating,
ornamenting and thus serving a textual basis (3®@heoretical construct which also
makes the director vanish behind the powerful witeands. Still, a change of concept
according to Artaud would not simply mean to putrenpower and charge into the hands
of the director (356). Drawing upon Peggy PhelaminBlit establishes a further
connection between performance, the body and dibfgc “Performance uses the
performer's body to pose a question about the impahd secure the relation between
subjectivity and the body per se; performance tiseody to frame the lack of Being
promised by and through the body, that which carapgear without a supplement®
(Peggy Phelatunmarked qgtd, in Reinelt, 201/2) and thus also appealsetariticising a
general claim for presence or truth as posed bgphgsics.

Derrida further remarks that occidental theatemded to only acknowledge
grammatically articulated language, the languagéhefwritten word, the word which
does not gain any more layers of meaning beingaligriarticulated or not, to be called
and labelled as language (361). The theatricakesgmtation in Artaud's sense seems to
rather resemble an energy, a notion also occumihgotard‘s writing (cf. Derrida, “Das
Theater der Grausamkeit”, 375). According to ErmxcksArtaud does not refer to the
word as a complement of action taken within a perénce, but rather has to be seen as
part of a continual becoming - speech becomingugesbecoming ideogram. This
concept of speech within the Artaudian frameworkhoiught could be seen in analogy to
what Derrida would call writing. Speech is turned flesh, made physical and
hieroglyphic and as soon as it is made flesh thedvb@comes ideographic and thus a

form of writing (Erickson, 290).

Es geht also weniger darum, eine stumme Szeneldenbials eine Szene, deren
Geschrei noch nicht im Wort zur Ruhe gekommen.igtDie Geste und die Sprache
sind hier noch nicht durch die Logik der Repraaton getrennt worden. (Derrida
“Das Theater der Grausamkeit”, 363)
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These considerations make it quite obvious thatdpasia’'s focus on physicality, the
presence of the human body and the whole aspegerddrmance, can be seen within
Artaud's tradition and line of argumentation, whitfas also been pointed out by
Lehmann, whos®ostdramatic Theatregproved to be a crucial account in the context of
contemporary playwriting and staging. The tenderiowards productions which
foreground the work of the director, such as thedietheater” of German director Einar
Schleef, also appears to be taking the theatresmpeaway from the primacy of the text
and the author. Physical theatre, which will becqrasicularly relevant for dealing with
Mark Ravenhill's play pool and its London productidakes this notion to its extremest

form.

2.4 The dramatic text “espaced” and dissolved — Lehann Inc.

2.4.1 Drama vs. theatre

In Der nicht mehr dramatische Theaterte@erda Poschmann re-affirms the widely
acclaimed notion that every account of postmodestframatic theatre has got to first
deal with the differences on its probably most sfigial level, the categorization of the
text as either “dramatic*/“literary” or “theatric'since she parallels postdramatic theatre
with a general movement away from the literary daaext, which she perceives as being
no longer at the centre of attention, and no lomgen the status of the most crucial and
indispensable part in the art of theatre-productiseccording to her view, summarizing
the last few centuries, speech-material has beea amal more exposed to the autonomy
of directing and dramaturgy. Referring to this phraenon Floeck makes the very basic
distinction between “Regietheater”, which treats téxt as only one minor part involved
in the actual production of the play onstage anéxtiheater®, which performance
foregrounds the dramatic text and sticks closelytdatextual basis (Poschmann, 20).
Poschmann labels it as one basic result of a psoakeemancipation from the dramatic
text that postdramatic theatre with its own patticdeatures, which, finally, appears to
have entirely overcome its presumed textual basisld emerge. She further postulates a
split between theatre and literature and charaaerthis secession as one of the founding

principles upon which modern drama is built. Whas Iheen referred to as the “crisis of
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drama® is thus always to be seen as a crisis @fltased-drama and which is said to be
rooted in the wider context of a general distrustthe power and capability of re-
presentation (Poschmann, 23).

Representation always has the assumption ofitreas art's basic structural element
as its precondition, a characterization that haanbebandoned with the advent of the
postmodern era and has led to a consequent déstruct this connection. This
automatically triggers a shift of interest and miiten from the thing re-presented
(signified) to its material surface (signifier) @hmann, 27). Subsequently, this tendency
appears to be not as easily applicable to theatmma might assume, for the play as such
generally uses the heterogenic material of itseckagrounding nature as signs, thus takes
real objects as signs for a fictional universe. Tesatric representation of fictionality is
traditionally grounded on the basis of “referentitiision” and since referent and
signifier of the theatre are of the same mateniallity the audience is generally inclined
to believe to be confronted with the referent while/she is actually faced with the
signifier. The theatric/dramatic signifier is osafing somewhere between being and
referring, between object and si@oschmann, 27).

Even though Poschmann claims that one of thet roagial features commonly
attributed to postdramatic theatre is the lossefdirect connection between speech and
the speaking subject, which is commonly refuseddprinted with psychological depth,
mounting in acts of de-centring the subject, degyinthe power of mastering the
discourse, but rather portrays it as dominated tpyhis is one of postdrama's great
projects that eludes total accomplishment. Onehef reasons for theatre's failure in
completing this task is that, whether postdramatiaot, it is dependent on the actor as
the iconic sign (Martin Esslin, qtd. in Poschma®8). Joachim Kaiser develops this even
further and states that: “(Die) als Sinnverweiggruand Entpersonalisierung sich
darstellende Tendenz kann auf dem Theater nichddgqurent vorwartsgetrieben werden.
Es wird ja (...) von Menschen gespielt. Das Matetiatzt der Entpersonalisierung.”
(Poschmann, 28). The crisis of re-presentationthatstarted being constantly suggested
and continuously re-affirmed a couple of centurago, is difficult to handle for
apparently mimetic forms of art, which theatre he most prominent example of, and
Poschmann sees theatre‘s emancipation from dranita asly opportunity to come to
terms with it (29).
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Poschmann further develops the argument thag ikaro longer any semiotic difference
between body and text, body as well as text cameparded as almost entirely “de-
semanticized” and have been stripped of their fancas signs (32). It appears to be no
longer valid to claim that text and theatricalitpvie to be classified as diametrically
opposed, and the avantgarde‘s postulation thatimegatheatricality has to be linked
with de-literalization of the theatre is no longerbe perceived as significant and needed,
for the theatre appears to have reconquered whadsitbeen denied during the entire
reign of bourgeois illusionistic theatre: theatlityaor at least a new understanding of
theatricality (as auto-reflexive medium) evolvingttwmodernism (Poschmann, 32/3).
Still, Poschmann also includes a reference to ¢lverse side of her general assumption
and includes one instance in which one might dedutefence of the textual component,
namely the dramatic texts themselves becoming g¢ashatic, being composed of a
whole range of features commonly associated wittrpodernist literature, such as de-
centring, fragmentation, incoherence and a gemejadttion of closure. In these cases it is
not only the performance which mirrors (or in faather produces) the wider cultural
context from which it emerged but the texts themel Martin Crimp‘sAttempts on her
life could be classified as one of very few exampleBritain‘s drama history that might
offer proof of this variant of post-drama.

Whereas the British stage kept being occupieday afflicted with its sustaining
realist tradition, being in its most radical andwersive form rather characterized by a
movement away from the dramatic text, thus forgirgeneral foregrounding of the body,
the 1980s in Germany/Austria brought with them-awvaluation and re-discovery of the
text, as exemplified by Heiner Miiller's prognosidass die Zeit des Textes im Theater
erst kommen wird“ (Muller gtd. in Poschmann, 37@r@@inly not in a traditional form of
drama, and its belief in text as a meaning and-gostituting force but in a different
form, asserting themselves against a text-basedtréhehat still fulfils the role of
imitating and repeating life, with the help of tdeamatic text as its most important
instrument, and instead attributing to it a sefferdve function, continuously laying bare
language's incapacities and self-inflicted hollossef phrases.

Limited to its most basic principle it could asgued that Poschmann's account is based
upon a general belief in a strict differentiatioetween dramatic theatre centred on the

dramatic text, which is supposed to tell a storgt ann-representational theatric theatre,
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which started to further develop with a re-investign of Antonin Artaud‘'s dramatic
work (31). On a theoretical level Jacques Derriffared a key-account on Artaud's
heavily quotedOn the Theatre of Crueltyn which he also deals with basic questions of
re-presentation and mimesis, which will be placet ithe centre of attention in the
chapter on Derrida and deconstruction.

Using a terminology obviously influenced by Jaes| Derrida, Hans-Thies Lehmann
not only argues in favour of an heightened andeasing importance of the component
of theatrical performance, in its relation to its-called textual basis, which can be
attested the notion of an unbridgeable dependemtyalso bearing the potential of
conflict, but also refers to the text's own inhdrégspacement”, a term borrowed from
the Derridean philosophical toolbox (Lehmann, 3f)e actual performance, the staging
of the text, produces another additional dimensibfespacement”, one of dissemination
and dispersing, a moment of dissolvement of textsighificance in a haze of
heterogenous materials, structures and processglserf widening and depredating its
field of meaning. In Lehmann's perspective postmmodéheatre is thus always a
performance practice considering the text as natavhich has got to be worked upon in
the process of putting it onstage (37). This viéso appears to draw upon and provide a
recursion to the long-existing conflict between thet as an autonomous, self-sufficient
product of art and as a mere textual basis fdaits performance, a text that ought to be
staged, injected with meaning by performing it &ngartistic merit (Bayerdorfer, 2).
Postdrama’s culmination of the long-existing catflbetween text and performance, is
thus not a new one, but one preceded by many cédlesse two components getting into
war with each other, preparing the final dissooiatof drama and performance. All
throughout theatre history there have been casdeaaia being attributed with a general
lack of aesthetic autonomy and often placed in il instances of mere entertainment.
Largely influenced by Peter Szondilhieorie des modernen Dramas 1957, in which
he abandoned the traditional dramatic form as bamdonger adequate for conveying
what a modern audience is being confronted with post-war-world, most importantly
based upon the fact that dialogue is no longer apepr tool for displaying acts of
communication (Bayerddorfer, 3). Subsequently, dravaa pushed more and more into
the shadowy backyards of theatrical production,lomger appeared to be a proper

medium providing the adequate set of formal bafcdiving up to the a-transparency
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and increasing lack of clarity characterizing pastiernism.

2.4.1.1 Body as text and text as boggol andAttempts on her lifen the in-between of
body and text

Gerda Poschmann's dictum that the turn towardsdpastatic forms goes hand in hand
with a general movement away from text-based dranth mounts in an overarching
interest in the body in performance, could be lagldinst an apparent alignment of some
theatrical performances with Jacques Derrida‘s megus against Western logocentrism
and phonocentrism, finally culminating in bringinfpe text itself onstage, thus
eradicating theatrical presence and phonocentiasnior instance preceded by Brecht's
epic theatre and some productions of Elfriede 8klgplays, or rather to be called “texts
for the theatre”. Ravenhill'pool, which, in its mere textual form, contains hardlyy
information on characters or the course of actiwh @resents the reader with unattributed
pieces of speech, utterances without any kind dfljp¢ranslation, has been performed in
both ways, foregrounding the body, in a collabarativith Frantic Assembly, a theatre
group which made the text as such secondary taslation into bodily movements and
formations but also pushing the text to the foreichs as in the Viennese
Akademietheater's production of the play, whichie@lon four characters remaining
fairly static and thus let all action and movem@mhain in the text itself, which stood out
as the only active “character” involved. By makihg dramatic text a secondary force in
the whole process of theatre-production, it appkaceif the characters were no longer in
charge of the text, as a structuring and ordericiple and primary element, but their
bodies instead moved and inscribed by it. A similhing happened in the
Akademietheater's production, but in an entirelfjedent form, where the text took over
a primary status over the individual charactersp vatso remained entirely without
characterization or development. In both ways algisig the play, the individual
character, the subjects of performance were ewntledt in the dark, vanished behind
mere physicality, as in the first production of thlay, Ravenhill's collaboration with
Frantic Assembly or, such as in the second casé/ignnese production @bol, behind
the text, covering the subject like a blanket apdyihg it any sense of being really in

possession of the play‘s progression, not enalilitguse it as a force to make dramatic
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action continue the way they would like to with eple as their basic tool.

In their introduction to Physical theatre, of wlni Ravenhill's first choice for
cooperation the physical theatre group Frantic A is certainly part of, Murray and
Keefe also remark upon the general turn towardsgimunding the role of visual
languages of theatre at the expense of a forméwkedink between dramatic text and
performance composition (13). Within a wider franoekvof change and development
the increasing focus on the actor's body, its pialsiexpressivity and gestural
composition as main signifying drives has led tehsa tendency (Murray/Keefe, 13).
Central to all different formations and developmehtrecent physical theatre is their
general engagement in abandoning the basic pren@placting as re-presentation of
character, in its most common understanding asyiipdathe role of another”. Rejection
of “truthful® character acting often goes hand imanld with heightened physical
theatricality, or an extensive exploration of thelds of self-conscious acting or
exaggeration (Murray/Keefe, 21). In the contexphbjsical theatre one of the essential
concepts that has countlessly been put forwardhimget dealing with it, is that of
presence, and thus fits in quite neatly with theegal focus of this paper on the various
interpretations of many different and often paradalxapproaches which all claim to
have ultimately defined it. In relation to physi¢héatre its foregrounding of the notion
of presence takes a completely different shape;oaspared to text-based drama for
instance, as it will be further investigated in thBowing chapters. It is basically thought
of as directing the audience to the performer‘sybaad how it is apparently constructed
and thus also feeds the long-lasting conflict aifomovements as being considered as
something inherently authentic, unmediated andfult thus not blurred or tainted by
the deceit of language and the spoken word. Piga@seapsulating such a view, Myra
Felner, in direct opposition to many contemporamigsophical discourses, proposing
that it is only through language that we experietiee world, argues in favour of a
reassessment of gesture, as a human capacity prgdabe word: “Gesture precedes
knowledge/Gesture precedes thought/ Gesture predadguage” (Murray/Keefe, 21)
What seems to make presence a concept so patycafgealing for those clinging to
phonocentrism, or some theorists and practitiomerslved in physical theatre is their
common belief in an apparent universal qualitytpimaking it something that may be

sensed, perceived and understood by anyone regsifiédentity, attributing it an air of
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ahistoricity and aculturality and thus qualifyings an entity beyond signification.
Rather resembling a phenomenologist stance, aroagprthought of as having been
overcome by postmodernism and Derrida's deconstructf Husserl's phenomenology
seems to be particularly applicable to physicaatie for it is also somehow anchored
within a tendency to foreground a sensual and pogerception of the world,
experiencing it beyond the intellect and the usoalkit of interpretation (Murray/Keefe,
26). The same can also be transferred onto themreftheatre, probably best exemplified
by productions of German theatre maker Einar S€higko, for instance by bringing
Elfriede Jelinek'sSportstickon the stage of Austria’s National Theatre, isciplg his
focus entirely on the physical effects on the sgecs, even to such an extent that the
audience can almost feel the pain and extreme d#snan the voice in an absolutely
direct manner, as well as being directly exposeith¢ocactors' physical exertion or sweat,
all taking place beyond an experience that is exalde (Murray/Keefe, 26). This
viewpoint has not only been called into questiorDyrida, as will be further explained
in the following chapter, but also by Marxist aitTerry Eagleton, who states that
phenomenology “promises to give a firm groundingifoman knowledge, but can do so
only at a massive cost the sacrifice of human histself. For surely human meanings

are in a deep sense historical (...)* (Eagleton lggdMurray, 26).

Despite all efforts to capture the expressive pa@kaf the body in a logic, grammar
or rhetoric, the aura of physical presence rem#iespoint of theatre where the
disappearance, the fading of all signification ascu in favour of a fascination
beyond meaning, of an actor's ,presence’, of chaisr ,vibrancy' (...) The body
becomes the centre of attention, not as a carfigreaning but in its physicality and
gesticulation. The central theatrical sign, theosst body, refuses to serve
signification (Lehmann qtd. by Murray, 25)

The human body could therefore also be charactbazedext, as culturally inscribed, not
preceding signification, but already inscribed. Ggipg the prevalent general notion it is
thus nothing that describes, that meaning can bectti deduced from, without any
mediating instance in-between, but something thalways already described/inscribed,
such as by particular discourses, which finds édqet illustration in the figure of Anne
in Attempts on her lifeas well as becoming apparent when closely exaginotions of
the female body in pool. The body overruling thet tas regards significance also re-

instates the binary of body and idea, as illustt&eHeiner Muller's plea of “rebellion of
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the body against ideas” (gtd. in Murray/Keefe, 86§l could be perceived as an attempt
at placing the physical into the dominant, primagsition formerly inhabited by the
world of ideas.

The question that remains is one of culturalkgemund and particularities - with a
whole tradition of self-reflexive and non-represgiunal drama behind it, it appears
quite easily traceable and logical that a germasakipg production of the play would
destroy theatrical illusion and mimesis by router@king the text the primary actor and
refusing to cling to a mimetic re-presentation bfStill, it has got to be taken into
consideration that the first production mdol, Ravenhill's co-operation with the theatre
group Frantic Assembly, was one staged and productemose connection with and
intervention of the author and also better fitswith Poschmann‘s report on the
“postdramatic situation” as she proclaims it tonb@ked by an increasing importance of
the performance aspect, therefore postulating aemewnt away from drama and the text,
which was placed into the foreground by the Austgaoduction from 2008. Still, this
cannot be characterized as a simple inversion @hiBis and Germany‘s/Austria‘s
tradition of play-making and as typical and sympatioroles they now inhabit in the
context of European theatre history, since, it dobe argued that the way the
Akademietheater staged the play re-vitalized amdbatnly re-surrected the text but still
presented the audience with a form of theatre tiaat obviously overcome traditional
forms of re-presentational theatre.

Another aspect that is certainly worth recoumtin the context of the relationship
between text as an autonomous poetic form andidslyvacclaimed and accepted status
as being a mere “manual” for performance, a basiméwork to be inscribed with
meaning in the process of working on it and perfogmit, is the text's
interconnectedness to the performance by, apart gtage directions, containing itself
strategies for performance and implications ofimtiserent theatricality. Many textual
features are not only to be considered as guidiageader through the dramatic text but
are also assisting those involved in the processagfing the play, for one may find in the
textual layout implicit impulses for its theatricihnslation. What might be presented
here is a two-fold process, one unfolding and englin the process of reading, in which
some textual features might trigger and supportribion of the dramatic text as an

autonomous poetic entity while at the same timewtiag the play is staged might be
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informed and considerably influenced by exactly shene features. This notion can be
applied topool, but also toAttempts on her lifeignorant of the apparent un-theatrical
constitution of both plays, manifesting itself iatb refusing to have attributed character
speech, andttempts on her lifeven rejecting a coherent course of action ancey

it with a sequence of seemingly loose and dis-natiegl, single scenarios instead. The
idea behind Crimp choosing to have scenarios idstéascenes is to be found in his
introductory note to the play: “Let each scenanaviords, the dialogue, unfold against a
distinct world, a design, which best exposes iyt (Crimp, Attempts VI). The
interconnectedness of form, also in his later raedibn onstage and the notion which
should be conveyed by it, that of looking at “rgdloutside, with an ironic eye, becomes
apparent here. As well as his assumption that dooraplishing this task, of looking at
things with a certain notion of irony, the scenanstead of the scene is the proper mode
of doing so. Choosing the scenario instead of tdeme might also be an implication of
the world of the play being designed in such a west its being compressed with
temporal and spatial confusion, a state workingmarcthe form of the text by producing
an air of dislocation and a taste of how unrealekgerience of place and time can be in
the contemporary world (Barnett, 17).

Even though the dramatic character as it haslrile theatres for hundreds of years has
been denied almost all of its constituting foreepothpool and Attempts on her lifei
still seems to have not entirely given in to thdhads and director's attempts at
excluding it completely from constitution and canstion. By introducing the term “text
bearer” (“Texttrager”) Poschmann appears to deepyditamatic character the role of the
main carrier and driving force of action but skils been left with some marks of being
the one in charge of the text's layout and structyreven at those points where this
appears to be realized by the text's structurepdygohy or line breaks. Many features
regarding “voice-layout” find their realization (eice versa) in the textual layout. It is
thus to be perceived as an important point of cotime for drama and theatre. In
Crimp's Attempts on her lifewhere the dramatic character as such has beepletety
abandoned, there is still an indication of how wWiele text, which at first glance does
not appear to be divided individually into diffetedramatic characters or speakers,
should be staged and performed with regard to peakers, amongst whom the text

should be divided up. Typographic elements suctiaabes and slashes are indicators as
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to how the text should be staged with regard to dheakers and their text. Other
typographic elements such as particular words dmdses being printed in italics or in
capital letters, as well as constant repetitionsred word right after each other can also
be seen as important textual elements influencerfopnance. Irpool the same task is
accomplished foregroundingly by the use of threts destead of full stops and some
utterances being printed in brackets, as well msilas to Attempts on her lifesome
words being repeated over a couple of lines.

Hence, the two apparently diametrically opposedcepts of mere “character speech*”
and the dramatic text as a piece of art, as “poaie in fact closely interlinked and in
some cases one function might be able to mirroother one. Even in those cases where
the major axioms of dramatic action appear to Hasen entirely outweighed, thus the
main relation of character speech, that of refgrim a certain course of action, even
commonly their utterances being themselves maidymers of dramatic action, has been
entirely abandoned, there is certainly more to dnamatic text than being merely
“poetic”, only fulfilling a role close to the dicta of “art-for-art's-sake”. It could be
argued that there is an additional dimension thgpart of the dramatic text, offering
proof that apart from being a simple instance ogto merit, the text's inherent
theatricality that according to Gerda Poschmanrorm§ most dramatidexts is
automatically putting it into a category differifigom other texts. The two main
constituents that are usually drawn upon when iffa@isg a text as theatric or dramatic,
namely character speech and its relation to pldtastion, should not be perceived as
inherently dramatic or theatric qualities of a tdxiit normally rather refer to particular
staging and performance conventions, that havadhrfothing to do with the features of
the text themselves. The same could be appliedetontyth of dramatic speech, as being
natural utterances and pieces of speech, whercirifay have been entirely stripped of
speech’s most important marker, that of being & ftmocommunication and its purpose
of transmitting ideas and notions that are desbtédy means of particular sets of
discourses. This framework of characterization ne ohat certainly evolved with the
bourgeois illusionist theatre rising to its greaicsess, but has somehow been
unconsciously prevalent in theatre discourses gwee (Birkenhauer, 17).

Taking Attempts on her lifas an example, this tendency appears to be gasity e

observable, for, even though the individual sce&sa@are only loosely connected by
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means of an ungraspable entity, called Anne (oratiens, variations of the name), the
whole structural formation of the play could sk attributed some sort of linearity, for
those reading the play, as well as the theatricadiemce witnessing the actual
performance will have in mind that at some poirg phay will come to an end and that,
even this might only be a guiding help for the ande, with its implicit desire for
structure and coherence, for cause and effect ag wraering principles there seems to
be a general belief that the intended order of sbhene bears some meaningful
implications which the author must have had in mimden composing the play. To
conclude it could be argued that even though tlereo coherence in the way the
individual scenarios are organized, or at leags ialtogether not transparent for the
audience, there is an element of linearity eve@rimp's play, stemming from the simple
reason that all scenes necessarily and naturaltg habeginning and an end, the play
itself begins at some point and ends, and theme &ttempt at simultaneously staging the
individual scenes, but the audience is still contfiedl with a certain linearity. Language as
a major, overarching tool of organization and gtiting is also used here, in order to
establish order and structure time, although thightmot be easily recognizable at first
glance. The fact that Crimp abolished all dialogued unstripped his play of all
convention-constituting forces that had their gnpdrama for the last hundreds of years,
also automatically denies the usual double-addrgssf dramatic dialogue one of its
layers, namely the one of character-addressatitvereas the other aspect involved in
this two-fold process, the addressing of the awdidgn still held on to, sometimes even
taken to its most extreme form, evolving as a diegldress to the audience, which could
be seen as an argument against the general assortipi with postdramatic theatre all
communication and dialogue has been banned frorstges. As regards constitution of
meaning the utterances made onstage are no lopgéelk/ limited to the realm of
characters/actors but shifted and transferredgoeater space in which they are directly
addressed to the audience and no longer directiesimond to the usually irrevocable
double of showing and telling (cf. Birkenhauer, .21)

An approach which might take all different emgdmmof performance and text, staging
and literature into account is Roland Barthes'uittof “Arbeit mit Sprache” (“working
on language®), which he labels as an integral piatl literary work, and which certainly
entails an understanding of theatre-making as béisg)f a process of producing
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literature (Birkenhauer, 22).

2.4.2 Anamnesis: LehmanrPostdramatic Theatre

In his major and heavily consulted account on netn§ of theatre, which he subsumes
under the term “postdramatic theatre, a field efwrtheatre productions mostly inhabited
and occupied by young European dramatists fromntiedle of the 1960s onwards,
becomes the area Hans-Thies Lehmann plunges imoth® very surface of it, his
general aim was to investigate and define the raofgeriteria working together in
bringing to the forth a new wave of theatrical protions spreading over most of central
Europe. As a basic construct Lehmann distinguidietsieen three levels of theatrical
staging: the linguistic text, the text of the stagiand the performance text (85). In his
understanding of the term, postdramatic theatretssimply to be understood as a new
kind of text of staging, or new type of theatretfdut rather a form of sign usage in the
theatre which turns both of the other levels upsidevn, by means of structurally
changing the quality of the performance text, whahhe states, becomes more presence
than representation, more shared than communicateérience, more process than
product, more manifestation than signification, enenergetic impulse than information
(Lehmann, 85).

Throughout his account he develops and defimesrdire range of features, relying
heavily on critics and theorists usually alignedhwpoststructuralism, such as Julia
Kristeva, Jean Baudrillard or Jacques Derrida, wiib all become crucial figures in
examining pool and Attempts as well. The conceghef“polylogue*, as introduced and
coined by Kristeva, which commonly results fromisirdegration of dialogue, through
which a polyphonic discourse can emerge, as it thesoapparent in Peter Handke's
Kaspar, for instance, is certainly to be regarded as omeial feature of Lehmann's
conception of “postdramatic* (31). The theoretibalsis of Kristeva's polylogue is a
movement of secession, of breaking away from aeronchich is centred on one logos,
and instead replaced with a “disposition of spaafemeaning and sound-spaces” (32)
which unfold in a multiplicity of usages and is ¢hno longer ascribable to one single

organizer or organon. As one example among manynhkeh refers to the speakers in
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Heiner Mlller's texts, who are to be considerednase “vehicles of discourses” (32), a
conception that can easily be related to Martinmpfs construction of Anne, who could
also be defined in terms of being dominated by ianthct basically even constructed
through prevalent discourses, even though this atatwe proved by means of the
language she uses, for she never emerges as a&spedksubject of language, but only
as the mere object of it.

The simultaneity of theatrical signs, which gbesd in hand with a de-hierarchization
of dramatic means, Lehmann refers to as “parataigsélso to be treated as a crucial
element in most forms and shapes of theatre prmhscteferred to as postdramatic, and
always resulting in the failure of the common deaslsaesthetic ideal of an “organic*
connection of certain elements in an artefact arstead replaced by the unavoidable
fragmentary character of perception as particuleglydered conscious in postdramatic
theatre. Thus, postdramatic theatre tends to hasteal formerly essential compensatory
function of drama, namely its apparent ability opglementing the chaos of reality with
structural order (Lehmann, 88). The entire sphérehoice and decision the spectators
are confronted with when paying witness to a theatrproduction is consequently
enlarged, the logocentric hierarchy finally dissofy and dominant roles have to be
assigned to other constitutive elements than diarnwgos and language (93).

As it will become particularly vital with regartb Ravenhill’s pool but also in
connection with Crimp‘Attempts one major focus Lehmann develops in his accaunt i
definitely on the dominant aspect of physicalitydahe body. As Lehmann points out
“the aura of physical presence remains the poirth@atre where the disappearance, the
fading of all signification occurs” (95), always fiavour of an almost spiritual fascination
with an actor's presence, charisma and “vibranghigt occurs beyond the realm of
meaning. Thus, theatre is constantly putting fodraisense of meaning which cannot be
named, hence, triggering a shift in the understamdf sign production, which is at work
when in postdramatic theatre the audience sed§ fid®e to face with an immediately
imposing physicality (Lehmann, 95). As it will bene particularly virulent with regard
to pool, the body as the centre of attention, nobeé seen as a carrier of meaning but
solely in its mere physicality and gesticulatios, the central theatrical sign refuses to
serve signification. What Lehmann suggests canubswsned under the conception of a

somehow “auratic” presence, often additionally aggted by the presence of the deviant
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body, which through a variety of forms of deforroatideviates from the norm and thus
causes an “amoral” fascination with the audiend®.(¥he postdramatic foregrounding
of the body can also be seen in the light of “sahltguundermining sense”, which would
also point towards a deconstruction of the basiedatiody dyad ruling and structuring
Western thinking (162). Theatre's dimension in pinecess of liberating the body of its
status of being reduced to functioning as a signitihus, should not be underestimated.
By revoking the separation of the body from languagd re-introducing into the realm
of spirit - voice and language - the painful andaslurable physicality, which Kristeva
called the semiotic within the signifying proce&6), the physical body that once was
felt to be interpreted in the same manner as aitextostdramatic theatre rather has
become its own reality, whose mode of transmisssono longer that of “telling” an
emotion, but through an “ultimate presence” mamsfétself as the site of inscription of
collective history (97).

Another essential feature, also partaking imintg off, disrupting and suspending the
dialogical format, which was dominating the stageduch a long time, is the emerging
either of dominant monological structures or a eheoice, a vocal plurality in many
productions of the last decades, which could berfpmeted in the light of unification of
individual bodies in a crowd, as a “force” (130ytkalso as a mask, under which an
individual‘s voice is no longer clearly discernible

Postdrama’s often attributed proximity to forraé Performance Art can also be
affirmed in postulating a split between presenceé epresentation, the representation
and the mode of representation which is essentiafjgered by performance itself and
which could be seen as rooted in older forms ofilusionist and epic forms of theatre
(136). Under the label of “self-transformation” thetions of the artists are, as Lehmann
posits, not so much directed towards attemptsaastorming a reality external to them,
in order to communicate it by means of aesthegattnent, for the actions of the artist,
which in Performance Art is noticeably often a fégnartist are usually grounded upon
organizing, executing and exhibiting treatment®etfig and even seizing her/his own
body. The body is thus used not only as the sulojeattion but at the same time also as
its object, as signifying material, which then mtsurin an utter annihilation of all

aesthetic distance (Lehmann, 137).
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the differentiation between performance and theatreld have to be made not only

where the exposure of the body and the self-ieftichjury introduce the body as

signifying material into a situation in which it é&sorbed by the signifying process

but where the situation is brought about expredsly the purpose of self-

transformation. Performers in theatre want to tiams not themselves but a

situation and perhaps also the audience. (138)
Lehmann also refers to Julia Kristeva's “choraphélosophical concept that also appears
to be particularly relevant for Ravenhill's and @p‘'s plays. The reason for this
connection lies in the opposition to the logos,akhis both manifest to the plays as well
as to Kristeva‘'s chora and which becomes apparerhe foregrounding of physical
features such as breath, rhythm, and the “now‘'han ggthysical presence of the human
body over the logos (Lehmann, 145). Related tou$igal theatre-situation this would
particularly affect the flow of communication goiran between stage and spectator,
which can be no longer defined in terms of commatitigg meaning, but which rather has
been aligned with a “magical’ transmission and @mtion happening by means of
language. This specific notion is one we also canress in Julia Kristeva'‘s writing, who
referring to Plato and his Timaeus stated that dbweception of a “space” which is
supposed to render a logically unsolvable probleimkable in an “anticipating manner”,
referring to the paradox of thinking of being al® becoming (145). The way Kristeva
refers to Plato‘s chora, it is basically to be ustleod as a conceiving, receptive space,
not logically comprehensible, in whose “womb” th@position of signifiers and
signifieds manifests itself and was differentiating the first place. In its basic
functioning the chora could also be characterizeéra ante-chamber, secret cellar and
foundation of the logos of language (Lehmann, 14&)positions itself in a way
antagonistic to the logos, but still as a form dfythm“ it is part of all language as its
“poetry”. Kristeva refers to this particular diméms of the chora in all processes of
signification as the “Semiotic”.

The way this concept relates to the new fornthedtre Lehmann draws upon, is that it
appears to make use of this concept by making pteeat re-instituting it, primarily as a
space and speech/discourse without telos and tisrawithout causality and without
fixable meaning and unity. The theatre as a “clgregohy” thus could be described as a
process of deconstructing a discourse which ist lygbn a basic orientation towards
meaning and the invention of a space annihilatimg) @ucidating the laws of telos and

unity (145).
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Within the context of space, it is also worth ddesng Lehmann‘s notion of
“textscapes” (“Stimmlandschaften®), which bears seloresemblances to Derrida‘s
conception of “espacement”, which is itself a cqptadosely related to Différance being
the overarching principle of his thinking. In tlesntext Lehmann'‘s textscapes mean a
phonetic materiality, the temporal course, the elisjpn in space, the loss of teleology
and self-identity, as well as it also designates ¢bnnection of postdramatic theatre

language with the new dramaturgy of the visual {148

Postdramatic theatre is a theatre of the presefbrRulating presence as present, in
allusion to Bohrer's concept of the absolute pregense, means, above all, to
conceive of it as process, as a verb. It can bieredbject, nor substance, nor the
object of cognition in the sense of a synthesesctdtl by the imagination and the
understanding.(Lehmann, 42)

2.4.2.1 Misunderstanding Lehmann

In German departments all over the academic woH@#ns-Thies Lehmann's
Postdramatic Theatrbas become a fixed and heavily consulted worlefgfrence for all
issues dealing with modern, experimental forms cdndh. Still, most discussions
informed by Lehmann‘s account use it as some sbrtatalogue listing the crucial
features and facets that might imply a drama-tejsstdramaticality“, when in fact
Lehmann with his account provides the academic conitywwith a survey of recent and
“postmodern® modes and ways of staging contempqguays and their performances. A
play‘s attributed “postdramaticality” is thus notfeature inherent to the dramatic text
itself, but is, seen through the lens of Lehmamastdrama, turned into one by means of
the actual staging and theatrical performances Ithus a common and widespread
misunderstanding of Lehmann‘s arguments and irdegatio use it as an instrumentarium
for analysing texts for the theatre, which happerhave slipped into the category of
“postmodern/postdramatic”. Some critics such asi@Barnett even try to make explicit
that their focus is on the text and not on thegrerince and that the dramatic text itself
can be described as postdramatic, that it can tee&inherent features marking it as
postdramatic, which becomes apparent when jusingodt the title of his article “When
is a Play not a Drama? Two examples of Postdranfdieatre Texts“, which talks

explicitly about “Postdramatic Theatre Texts", whicould also be seen as an indication
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of his general assumption that one needs to tajkitaT heatre Texts", which could also
be translated to “Texts for the Theatre®, a defimtalso proposed by German critics,
thus marking a general movement away from clasgifguch texts as “dramatic”, which
would not be a proper label, since a dramatic teads not necessarily have to be one
written for the theatre, or for theatric performantn his article on Crimp‘g\ttempts
Voigts-Virchow refuses to differentiate betweenttard performance, classifies Crimp
as “Postdramatisches Theater”, but in his artiefers to Mitchell's production in 2007,
which according to Lehmann's instrumentarium, wouodd fit into the catalogue and its
featured characteristics (cf. Voigts-Virchov, “Rirsimatisches Theater: Martin Crimp*).
An informative note on what triggered and infedrLehmann’s extensive study can be
found in Jurs-Munby's introduction to the Englishrtslation of it: “Lehmann’s theory of
postdramatic theatre is testament to a new emploasigerformance in European and
North American theatre and art from the 1960s odwdr..)* (4). Lehmann and others
thus parallel the prefix “post-“ in postdramaticthiva new valorization and esteem of the
performance aspect - a notion already introducedbyda Poschmann - and claim a
general ,turn to performance® for most of the playey subsume under the label
“postdramatic theatre* (Lehmann, 6). As Malgorza&@agiera suggests, the basic
structural principle for new texts written for thieeatre has come to be their immanent
theatricality, which is “no longer understood asefiection upon theatre as a domain of
artistic activity or as an extensive metaphor ofmhua life, but rather as a means of
inducing the audience to watch themselves as dsbjedich perceive, acquire
knowledge and partly create the objects of thegndoon® (qtd. in Lehmann, 6). What
Sugiera posits here is the basic and general sidly from the direct mirroring
relationship of “life onstage” and “human life", ub anchored in reality, towards a
constant attempt at making the audience awareeif plosition as actively constituting a
fictional universe themselves. Jirs-Munby goes mviding examples of postdramatic
theatre texts, whose “postdramaticality”, as hemrefd to a few lines before, goes hand in
hand with a general tendency of these texts to rhecmanifests of their increasing
immanent theatricality. Among his list of authorscluding Heiner Miuller, Elfriede
Jelinek, Sarah Kane and Suzan Lori-Parks, we atsbMartin Crimp and hidttempts
(Lehmann, 6). Locating it more on a broader levied general change of concepts, thus

infiltrated by an entire new stance towards subjégt presence and conscience and
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therefore crossing the boundaries of solely workintin the generic space of “drama
and theatre®, the “postdramatic text” could alscsben as unfolding along the landmarks
of postmodernism and poststructuralism, rather ttsaimner-textual theatricality. Even if
tightly knit to the performance aspect of theseygldheir theatricality is still a textual
feature that must be regarded as very hard torbeedidown by means of certain criteria,
most of them being closely connected to languagk tha relationship of the play to
reality. In particular Sarah Kane and Martin Crimh their plays transgressing genre-
boundaries48.4 Psychosisand Attemptsat times make the line between drama and
poetry a particularly fuzzy one, it becomes everdéato detect and define their implicit

theatrical quality, as ascribed by Poschmann, Eistithte, Jirs-Munby and others.

2.4.2.2 Diagnosegwool andAttemptsn the light of Lehmann’s postdramatic

Placing Lehmann's postdramatic into the framewdrthe philosophical concepts which
all conditioned the so-called “era of postmodertiind provided a proper basis for
these new forms of theatre to emerge, as well iagihg it also into a close connection
with the understanding of postmodernism in genenalkes it worth inspecting Crimp's
as well as Ravenhill's play in this particular cexit

One of the main features emerging in all gemfepostmodernist texts, is the texts'
implementation of a meta-level, referring to thenfcof the text itself, while at the same
time drawing upon and exposing its state as a péaet. In Crimp‘sAttempts several
instances of meta-theatricality can be found, incWiCrimp decided to incorporate a
comment of the text itself on its status as a dtemwae, such as in the second scenario
whose title “The Tragedy of Love and ldeology” aldg includes a direct reference to its
generic format, which in fact the piece of texeitsloes not reach but only refers to and
parodies:
“A river, exactly, running through a great Europeaty and a couple at the water's edge.
These are the basic ingredients.” (208) “The bagjcedients in other words of a whole
tragedy (...) This whole tragedy / of love. / Tiwbole tragedy of ideology and love.”
(212)
The other metatheatrical comment occurs in sceredeieen, and is a direct reference to
the play itself, its formal innovations, as regaitdsdenial of conventional dialogue and

character development:
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It's theatre - that's right - for a world in whigheatre itself has died. Instead of the
outmoded conventions of dialogue and so-calledashers lumbering towards the

embarrassing denouéments of the theatre, Annefasiraf us a pure dialogue of

objects: of leather, of glass, of Vaseline andIs®é€ blood, saliva and chocolate.

She's offering us no less than the spectacle of dvem existence, the radical

pornography - if | may use that overused word hef own broken and abused -
almost Christ-like - body. (254)

Instead of interactive dialogue between human stdyjevhich lead to their development
and an enhanced creation of psychological deptimpgCtries to introduce a mere
composition of objects in dialogue with each othérich evokes the feeling of a still life
rather than a scene controlled by human subjectdidltogue with each other. The
stressed physicality of the scene, Crimp‘s mentigrof blood and saliva and his final
characteriziation of the scene as a spectacle,alsosbearing traces of Debor@sciety

of the Spectac|eone based solely on the human body, existenseréduced to the body
as spectacle, Crimp brings together both pornograpia the body stylized in a Christ-
like composition. This form of heightened religiostylization is also made use of in
Ravenhill's play. Sally is painted in a similar nm&n the moment she falls into the empty
pool. Both authors emphasis on physicality and fémeale body in general fits quite
neatly into the image of postdrama’‘s general fanuphysicality and the female body in
performance, working as a projection screen foalglevishes and desires. Even though
the two authors realize it in different ways botays show a strong focus on the subject
of the female body in performance.

Taking a closer look at Ravenhilf®olin the previous section of this paper, it became
guite obvious that, in particular as regards thé&idBr production in cooperation with
Frantic Assembly, the production‘s focus was vdeady on the female body, especially
as a body in deformation and one that needs todibed with meaning. In Crimp's
Attemptssimilar moments of an apparently heightened esiimaf the body as a bearer
of meaning can be encountered. The individual gtof)es of a person are merged with
the surface of the body, which in the following tpidrom the play seem to have been
absorbed by the body, thus being in a state ofiptsan needs to be read like a printed
text:

“The whole of the past is there in her face. Itistten there like a history. The history of
her family. The history of the land itself (...Y215)

A similar notion is revealed a bit later in the sastenario, in which the author refers to
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the fact that raising her voice to tell somethisgot even necessary, since all that has got
to be said is in Anne's (Anya's) face, who is, #sttae other versions of her, ,beyond
words*, thus remaining silent: “And it's all in héice. / In Anya's face. We don‘t need
words. She'‘s beyond words. Her mouth, in fact heutm trembles but no words come. /
The inadequacy of words.” (217) Therefore, it cenabgued that postdrama’s preference
of the physical over the logos, the text, is anessiade explicit by Crimp's text itself.

Through the denial of real character attributomth Attemptsas well agpool keep the
audience from getting in touch with what could geas a referent, that might be able to
bridge the world of the text and reality outsidéiisTdenial of attributing characters a
psychological dimension is probably taken to ittreme inAttemptsin which not only
the central character Anne remains entirely indiék, but also the other speakers cannot
be defined as characters. What is made visibleniy the different modes of re-
presentation and certain forms of employing a $dtxed discourses in an apparently
unsuccessful attempt at constructing meaning. Tdirahe use of this multiplicity of
discourses power is exerted and subjectivity resstl@npossible. The incapability of the
central character to emerge as a real subjecttandeffective strive for subjectivity, as
being also reminiscent in Ravenhill's play, in whiSally as the central character of the
play is constantly oscillating between her statis subject, in control of her own story,
and her being subjected to being a mere objecttofThe status of the object replacing
the position of the speaking subject, is one as@eithp makes heavy use of, since he
subjects his centre to an entire range of powedfstourses, Anne is consequently
constantly turned into an object, but also fetisHiand used to satisfy desire, such as in
scenario five, “The Camera loves you“. Still, Anm@hbjectification, which is explicitly
mentioned in the text as such, also gains an additidimension, namely that of Anne
being her own object, thus the creator of her owenario: “An object in other words. A
religious object. / An object, yes. But not theeadtjof others, the object of herself. That's
the scenario / she offers.” (255)

As regards formal issues, the multiperspectiatgd apparent multiplicity of voices
both authors seem to employ, which throughout rpads of the play refrains from being
able to be classified as conventional dialogugy &ks in with Lehmann‘s thoughts on
postdrama‘’s new modes of performance. Over larges gachoric quality may also be
detected and might be an appropriate strategy Herstaging of some scenes, since
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closely connected to the choric quality of somé feassages, the concept of Kristeva's
chora and polyphony and Lehmann‘s conception of‘tixtscape” also appear to be of

certain relevance regarding both plays.

2.4.3Attemptsandpool contextualized - two plays retreating from realism

Dealing with postdramatic/postmodern theatre armimdr is an academic field quite
thoroughly and widely explored, at least in Germang most and foremost in Austrian
university-classrooms and professor's offices, tus is the (although in their plays
heavily criticized and debated) home to Peter Han8kriede Jelinek, Thomas Bernhard
and Gert Jonke and thus the birthplace of an eniree of self-reflexive, anti-mimetic
modes of drama-writing. These developments ancetanids are something the British as
well as the American stage lacks, never quite at@nd an overarching and
continuously dominant tradition of (social) realigoerfectly exemplified by Osborne for
instance, and bourgeois illusionism. These conataers markAttempts on her lifas
well as pool as singular and exceptional, thus standing out8id&in's dominant
tradition of drama-writing, both as regards theio twriter's individual work history and
also when put into the context of British dramaairgeneral sense, which has to be
categorized as sticking fairly closely to its loswgstaining realist tradition. In particular
when compared to self-reflexive, anti-mimetic andn-mepresentational drama-texts
emerging in the 1960s on the German, and in p#ati@n the Austrian stages - proving
to be a somewhat unique example in the wider condéxEuropean drama-history,
British drama seems to lack such moments of neweqaion and formation. Still, it
must not be left out of sight that in Germany tlreehes brought along a wave of young
aspiring British drama to be performed all over iBany, Sarah Kane, Martin Crimp's
and Mark Ravenhill's early plays, to name only & fehus proving the fact that the
German tendency to abolish dramatic characters els a8 dramatic action raised a
general desire for action and character basedréhaatong German audiences, as it was
still dominant on the British stage (Bayerddrfen, Plot, individual conflicts, an
individual‘'s action and its consequences and theseguent, in most cases very brutal,

destruction of it, were all aspects very much weled by these audiences, and
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announced a comeback of dramatic theatre on thex&@estage (Bayerdorfer, 1).

With these two plays, Crimp and Ravenhill boppear to have turned their back on the
whole league of realist dramatists that precedemthAnd instead seem to turn to the
continent in search of a point of departure forestigating a wholly new territory of
language-based theatre. Ravenhpiml opens up an entirely new theatrical space, a text
space, which rather tends to follow Handke's progreatic and symptomatic text
Publikumsbeschimpfun@ffending the Audiengealmost appearing to use it as a manual
for the composition of his drama-text. A similarncept of playwriting which might
function as a point of connection between Handle @nmp can also be detected when
reading Crimp‘s few guiding remarks which he dedide put right at the beginning of
his play, and which, before dealing with typograjahidetails, includes the following
instruction: “This is a piece for a company of astawhose composition should reflect the
composition of the world beyond the theatre” (Crir@p2). This short comment which
appears to masquerade as an form of manual fangttdwe play, is apparently ironic, for
the play does by no means attempt to reflect angtbehind it, for it is quite obvious that
the play is far from any kind of mimetic re-pressign. As best exemplified when
looking at Anne, Crimp does no longer share a contynassumed belief in a referential
world of things lurking behind the curtains of thege that nourishes the world of art
with graspable elements and concepts. Crimp‘s appanstruction to produce any kind
of mirror image of the world outside cannot be ifldél by staging this play, for it is
exactly this question of ungraspability the plagrttatizes, and uses Anne as a proper
example of.

PlacingAttemptsnto a wider historical and cultural framework guPirandello’s early
attempts at creating a theatre that works beyoadirtits of illusionism could be seen as
a textual as well as a formal source for CrimpayplA notion also taken up and included
in Michael Billington's review of Katie Mitchell'sproduction of the play in 2007,
arguing that Crimp has re-cylced the Sicilian‘'saidat coherent identity is a myth
(Billington, The Guardian 15 March 2007). In PirandelloSix Charactersn Search of
an Authorthe characters that are part of the play are egaydor an author, who, as they
believe, has the power to release them of theeatgsed roles the actors have
imprisoned them in (Cohn, 201). The play, thus,nfmitowards its own status as a

fictional construct, which is entirely at the harafshe author, who therefore is the only
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one in charge of all action and figuration, a gahstance towards drama marking it as
clearly anti-illusionist and therefore certainly te considered a predecessor of all
evolving anti-illusionist tendencies after World WH. On the basis of assuming a
thematic as well as formal link between this vesgylye attempt at breaking down the
fourth wall of illusionist drama and CrimpAttempts on helife, in the case of Crimp
amendments to the title would lead to labellingst‘a non-specified number of actors in
search of one character®, thus, the focus is ngdomn the author, the external force in
charge of the text, but stays inside the textualarse and questions the whole concept
of dramatic character as a coherent “authorizediStact. Crimp‘'s Anne is no longer a
product of the author‘'s mind and intentions, buihea one that suffers from a heavy lack
of coherence as a result of character as beingaseengraspable and un-constructable by
means of language. As pointed out by Julia Kristevé&séméiotikefrom 1969, the
“textual practice decentres the subject of a dism®or meaning, of a structure) and is
constructed as the operation of its pulverizatimio ia differentiated infinity* (Kristeva,
gtd. in Davis 132) As one could further deduce frber writing, the speaking subject
itself turns out as being a text, inscribed witkive whole signifying process, not as a
posited entity, but in Kristeva‘s terms as the s#imi symbolic and signifiable features
of the signifying process (Silverman, 181).

Among most scholars there seems to be a getegrdéncy to treat plays such as pool
and Attempts as deviations and exceptions, aseattrfrom realism* and examples off
the track of an, in the context of the British plagherwise consistent line of realist
enterprises (Luckhurst, 73). Even though there tidighno such inclination towards self-
reflexive and playful modes of drama writing in @rm, which in Austria also arises from
quite an exhaustive tradition of general scepticasd distrust with regard to language
and its capacities commonly attributed to, thiklslould not only be sought among the
playwrights, but is also to be perceived as a lapsthe side of the critics and academia,
all part in forming a canon serving the idea ofaatipular “British theatre®, mostly a
certain type of social realism endorsed by the Rdyaurt and other influential
institutions.

Still, there is also a short and slippery monwndefence in Luckhurst's short account
manifesting itself in her observation that one migletect a tendency of the big
mainstream theatres opening themselves up a bpaiticular to physical and dance-
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based theatre, an observation also tying in witbcRmann's argument that what is now
regarded as “postdramatic” is a theatre turningyafam the text and foregrounding
aspects of performance (Luckhurst, 79). Luckhurg¢seral stance is that British theatre
history is in fact a joint enterprise of playwrigtdas well as theatre critics re-discovering
and re-exploring realism, beginning with “the gramliscovery of realism in 1956,
which was constituted and built upon an urge feaffeming that theatre in England

rises to its best when centred on investigatinggst&the-nation-debates (82).

3. THEEND OFLOGOCENTRISM- DECONSTRUCTIONOFPRESENCE

3.1 Jacques Derrida and deconstruction: a generaudine

At least since Jacques Derrida’s critical thougttsl concepts on the way Western
thinking is structured and organized, exposingsitlagocentric”, and coining concepts
that are now considered as basic and common ifidlgeof literary criticism, paved its
way into the academic world, one can no longer ayeund including what became
known as the “deconstruction of Western metaphysite every kind of critique that
makes an attempt at unveiling the hierarchy of pothat has to be perceived as an
integral part of all binary oppositions. Binary @gtions are by no means innocent
structural relations but power relations, in whighe part is set up as the norm and
therefore dominates the other, still being dependarts supposed counterpart. One part
of the opposition is always given priority at thepense of the other, which therefore
acquires a secondary or derivative position (Cud®. At the very core of these
considerations lies the notion that the statusriofipy and the privileged position of one
part over the other is not an inherent features tioube directly located in the ‘nature’ of
things themselves, since there is always a hieyapeftween the two terms of the dyad
(Currie, 49).

Taking into account most of the oppositionalrpaiommonly associated and drawn
upon in relation to Derrida, such as soul/bodyngéiecoming and presence/absence, it
could be argued that in the course of Ravenhil'svall as Crimp's play these dyads are

constantly pushed towards the frontiers of decanstrg themselves, as a simple
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consequence of the two seemingly opposing terntgiémtly collapsing into each other
and finally resulting in their structural hierarchpeing turned on its head at some
particular point. Still, it is not sufficient to medy criticize these oppositions and turn
them around, but it has to be proved that they ateally interdependent and not
independent entities and that their perceived diffee in value is not inherent to them
but to be classified as a mere product of discouree term commonly attributed a
certain sense of superiority, such as meaning, s@nscendence and nature belongs to
the realm of the logos, and marks a higher presevitereas the secondary, inferior term
always indicates a fall. The first term is thusegivpriority over the other and always
perceived as secondary and derivative in relatmiit,tas some sort of complication,
negation or disruption of the first (Culler, 93).

Central to Derrida‘s major themes and theorgethe concept of a term being “sous
rature”, or “under erasure” in its most common Esigkranslation, which means that a
word that has been written down is crossed outnagaid then both the word and the
deletion of it remain on the page. This device thictions as the basic underlying
concept for most of Derrida‘s texts and theoriedasved from Martin Heidegger, who
used it in connection with the concept of Being avith, by crossing a word out and
printing both the word and its deletion, referredthe nature of the word as being both
inadequate, yet still necessary. His primary noti@s that Being is not an entity that can
be contained by signification. Contrary to Derritla,believed in the concept of the “final
signified”, a “transcendental signified” that magsfs itself in the notion of Being (Sarup,
35). Derrida argued that by employing this devibe presence of a transcendental
signified fades behind the lines of being crossedhut still remains readable (Menke,
249). The way Derrida perceives language, signdemwell as signified have lost their
long inhabited position as stable categories betrew regarded as two interdependent
instances prone to constant change and finally ioaltimg in the now fairly widespread
notion that meaning is never really present indiga itself, but always depends on what
a sign is not and how it is different from othegrs. Therefore, a sign's meaning is
somehow never really present but changing permbnemhich makes it impossible to
get a grip on the reference. It is to be consida®d result of these changes and its
derived instability that no one-to-one relationshigtween signifier and signified can
establish itself. The world, as a system of signedver one of stable systems of signs,
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therefore, exposes meaning itself as unstable aesepts us with permanent shifts in
meaning. The sign itself is no index of an undedyreality but of other signs, which
implies that in fact there is no reality outside 8ign. It is no longer ascribed the role of a
homogeneous unit that is capable of bridging amimri{the referent) and an end
(meaning), since it is constantly “sous raturelyals already marked by the trace of
other signs (Sarup, 36). Therefore, it can be cmled that the potential borne by the sign
is not referring to something totally other thaself, but that each sign is inscribed with
the marks and traces of all the other varying sgrsounding it. The signified which is
entirely independent of the signifier does not gxatso fostering the thought that there is
no realm of meaning which could exist on its ovaolated from all the marks which are
used as indicating it and pointing towards it.

Deconstruction, even though never declared by Berto be a particular method or
practice probably comes closest to being one whedimidg it as a set of tools and
frameworks of thought used to undermine a certaitopophical standpoint a particular
discourse asserts, as well as the hierarchicaljpas that make up its basis, by means
of identifying the rhetorical devices and operasianf the text which create the key

concept or premise of it (Culler 86).

3.2 Deconstructing Husserl's metaphysics of presea

Deconstruction is closely tied to what Derrida lsdxk “metaphysics of presence®, which
he links to Edmund Husserl and his phenomenologitaiddpoint and theories. At the
very core of his argumentation Derrida agitatesregan long philosophical tradition of
relying on an immediately available space of catjamanifesting itself in the concept of
presence and thus also denies the common Westeideatal conception of an entity
being immediately present to itself, in its mostdtcase, in an unmediated way. He thus
calls into question both the present as an exauit po time and the conventional
understanding of knowledge in connection to presemsince presence appears to be
marked and conditioned by the idea of knowledgquite a huge extent, drawing upon
the general idea that our knowledge of the worlagsevery much on what we seem to
experience in the here and now (Sarup, 38).

The general assumption that things are presetiiteimselves, thus constituting an area
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of presence that we occupy and move about in, wiichommonly used to derive
knowledge and meaning from, has led to a geneeadbepted priority of speech over
writing. As regards the realm of language in gehegeech has been perceived as being
closest to presence and finally mounted in a gémaevaluation of writing in most
philosophical accounts. The general assumption léthtto the manifestation of that
hierarchy is the perception of the act of speakis@ne characterized by the words being
immediately present to the speaker and the hearet,as a result of this aspect of
immediate availability and presence there is noiatiedy layer in-between that might
flaw or destroy its meaning being directly retribhea for the hearer as it is carried
outside. In speech meaning is not only presentifatanent, ready to be retrieved,
particularly with regard to such cases in which wse the inner voice of our
consciousness (Sarup, 38). Phonocentrism is time Brrida uses in relation to this
general assumption, which first emerges in his magzountOn Grammatologyvhen
examining and deconstructing Saussure‘s modele&idn and portrays it as a variation
being directly interlinked with his overarching atk on Western logocentrism. Thus,
phonocentrism is certainly to be regarded as onteinajor issues when dealing with
the topic of presence throughout the Western piybical tradition, since it has
presented itself as one of the most prevailing andguing issues evolving in a
multiplicity of different shapes and concepts amild be seen as one of its major
manifestations. Presence is also the one majorcagpaeder which an immediate
connection between phonocentrism and logocentriswlves, manifests itself and
becomes apparent. Logocentrism, a concept bestpdifiesh when taking Descartes’
“Cogito ergo sum* as the background of argument&ati® centred on the assumption that
the first and the last thing has got to be the Ispdbe Word and the Divine Mind, the
view of a self-presence of full self-consciousnd&arup, 39). The concept of
logocentrism could be described as being deeplymitted to a general dedication to an
overarching belief in the conception of some sbrtuttimate” word, presence, essence,
truth, language and experience, all implying thestexice of the one sign that will give
meaning to all the others - the transcendentaifsegrand its corresponding undebatable
meaning which all signs aim at - the transcendesigified. In Of Grammatology
Derrida defines his abandonment of “natural presenmnc relation to his concept of the

supplement: “The ‘real’ supervenes or is added ankaking meaning from a trace or an
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invocation of supplements (un appel de supplémém. so on indefinitely, for we have

read in the text that the absolute present, Natwhgt is named by words like ‘real

mother* etc., have always already escaped, havernexisted; that what inaugurates
meaning and language is writing as the disappearahoatural presence” (Derrida qtd.
in Culler, 106).

In the context of drama and the theatre theeedkse connection of phonocentrism to
the dramatic performance onstage, for parallelpesh there seems to be the general
belief in drama as a mediator of meaning, closelsted to the concept of mimesis and
presence. Crimp and Ravenhill both undermine tbison, which has been ascribed to
drama and the theatre since Aristotle, exposadsility to convey meaning by means of
spoken text and performance, and thus strip itsodlidactic as well as mimetic character.
Actors are present onstage but they act againatribeéllusion, break with the didactic
tradition of the theatre and show their deep suspias regards theatre’'s potential to
function as a mirror of real life.

This philosophy of presence Derrida deconstractd that determines language in
relation to its relationship with truth thus pereEs writing as the external, the physical
and the nontranscendental and therefore as a thoedahe assumed pureness of
expression. This seems to be caused by the fattthikbaoperations involved in the
process of writing are not seen as a mere meaggpoéssion but as affecting or infecting
the meaning it is supposed to be just re-preserftiudler, 91). In contrast to writing,
speech is thus attributed the considerable adveritat even though mediation takes
place, the signifiers vanish as soon as they aeredt, they are not obtruding and
ambiguity can be prevented by the speaker him/Hebsemeans of explaining and
ensuring that the meaning has been properly conv@yaller, 91). This is not the case
with the dramatic situation, since the actors asgetnormally do not react to the
reactions of the audience and thus cannot maketlsatehey received their message, if
there is any, the way they wanted it to be convewtdl, it could be argued that the
dramatic situation fosters the belief in a greamemediacy of meaning, since it is en-
acted by the actors onstage, who offer no explansitof what happens, but still provide
the audience with this sense of immediacy and pargnt unmediated-ness. In contrast,
writing obscures this seeming immediacy and thes @ connected pureness of the sign
and thus meaning, since its operations are alwiaged to an absence of the speaker,



41

which produced an effect of obscurity and aliengambiguity. Behind the implied ideal
that thought should be contemplated as directlyassible lurks the notion and thus also
the premise that language has got to be as trargpas possible (Culler, 91). The
rejection of the signifier is thus always to be sidered a banishment of writing.

The last centuries have been intoxicated byegm@s as one of the unique informing
attributes of theatre, as exemplified by Michaellddman in The Actor's Freedomfor
instance: “we find a present beyond the limitatiohshe present, a selfhood beyond the
limits of self...We identify with actors because thelf longs for clarification, because it
longs to possess the present and possess itsked present, in a way that ordinary space,
time and selfhood do not allow* (Goldman, gtd. ucks, 70) The goal that was thought
to be fulfilled by the actor onstage was that afkeuperation of full reality, “the true
Presence of divinity* (Fuchs, 70). It appears timtl975 Goldman already fought a
losing battle, re-instating a claim for presenca &tme when a new experimental theatre
had already become quite established, with Samaekdit in Great Britain and Peter
Handke in Germany and Austria formalizing the acémd ripping apart his ritual
communion with the audience. Scholar and semiati&iair Elam's definition of drama
as “An | addressing a you here and now“, providepr@per basis for the implied
importance of the presence-effect (Fuchs, 71)pdal and Attempts on her lifeon the
textual level and the level of dramatic action dedm, but also as regards the
relationship between the actual performance ofplag and dramatic text in its written
(published) form, which traditionally has been ddesed the “banished other of dramatic
performance” (Fuchs, 71), and in which the legady Saussure and Western
logocentrism/phonocentrism and its preferenceterspoken text can be traced.

Thornton Wilder‘'s symptomatic utterance that the stage it is always now" (Fuchs,
72) is one not only challenged by playwrights, m@ioly beginning with Luigi
Pirandello‘s attempts at breaking down the “fowll” in his Six actors in search of an
author, but also implicitly called into question by Delais critique on Western
logocentrism. To Derrida, there is no Now that passibly be entered by the human
subject, nor can it become entirely present tdfjtka every assumed “self presence” is
already infiltrated by the trace. The present ithimg primal, but only something that is
re-constituted (Fuchs, 72). Christopher Norris lo@ human voice, explicating Derrida
states that it
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becomes a metaphor of truth,...a source of sefgmteliving speech as opposed to

the secondary, lifeless emanations of writing. geaking one is able to experience

(supposedly) an intimate link between sound andeean inward and immediate

realization of meaning which yields itself up withaeserve to perfect, transparent

understanding. Writing on the contrary destroys iteal of pure self-presence. It

obtrudes an alien, depersonalized medium, a deceshadow which falls between

intent and meaning, between utterance and unddistaf...) Writing in short is a

threat to the deeply traditional view that assedatuth with self-presence and the

»hatural“ language wherein it finds expression.dfs} 73)
It is important to add at this point that for Ddaj all utterances are already infiltrated
and marked by writing, or could even be considéoeprecede speech, for by writing he
not only refers to the formal graphic system buthte whole linguistic system he calls
“ecriture” and, according to Derrida, precedessalbken utterances. Thus, there can be
no longer any claims for a stable bond between ghbwand speech, therefore also
blurring the moment at which an utterance mightehbad its origin, finally erasing its
point of origin and mounting in an exposure of salme presence as illusionary (Fuchs,
73). Writing points towards the fact that languag@ot to be considered a transparent
medium of thoughts, feelings and the whole of mleptacesses, but that it always
involves a process of “marking” that might havepgéd through the author's net of
primary intentions (Menke, 244). Being witness ity &ind of dramatic performance we
thus encounter this metaphysical assumption iimiést concrete form, as it could be
exemplified when taking into account Goethe's c@bdbat the audience watching the
dramatic performance should be transported int@anr where “even that which is
narrated must so be placed before the eyes ofpbetator as though it were actually
taking place” (qtd. in Fuchs, 74).

Relating it to drama, this would lead to the dasion that the dramatic text makes an
indefinite claim at constantly affirming its statas being as closest to spontaneous
speech as possible, a claim turning out as meusialh. There used to be a constant
attempt at asserting speech as the direct, indalesconduit to Being. This general
notion has started being undermined and exposeessillusion with the advent of new,
experimental forms of drama in the 70s when a towards a general “literalization® or
“textualization“, which would have been classifie@ simply undramatical by the
generations preceding them, occurred and becaniglevidFuchs, 74). Already with
Brecht, a greater attention towards the writtent,tetso including it in the actual

performance, emerged and probably entailed a whele wave of reflexive, language-
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focused theatre in the 60s and 70s, with Beckett lHandke, such as iKaspar, or
Offending the Audiencas its most prominent figures. Foregroundingwihigten text as
an integral part of the actual performance alsddadhportant implications as regards the
dramatic character, who re-assumed his pre-psygloalomeaning, and re-gained its role
as impression or inscription (Fuchs, 74). As Fucinther remarks, the whole shifting of
the centre of significance from character to allggoould be traced back to the works of
early modernism, finally resulting in losing a farnmunquestioned and undisputed belief
in an active, originary force of speech itself (74)

One question posed by Elinor Fuchs in this contexthether the dramatic form is
implicated in a generic way in the very destinynoétaphysics (90), can be answered
with Ravenhill, Crimp, and a whole generation of sty continental European,
language-critical playwrights before them, suciMédler, Jelinek, Handke, Beckett, only
to name a few. Furthermore, she refers to ther déaling with texts such gm®ol and
Attempts on her lifequite familiar case of the text becoming an adtself, thus
signification being no longer centred on the sel§ubject, an actor, or any other kind of
em-bodiment of text. This marks a general tendéoasards disembodiment, which also
contrasts, even contradicts Poschmann‘s perspec8ti, most of today's theatre-
productions appear to be clinging to performanegdred on the human subject, sticking
to mostly psychologized character development.

Language itself becomes the focal pointAttempts on her lifepn the basis of its
explicit lack of context and a subsequent sens&@ffremdung/alienation’, reminding
us strongly of Brecht (Barnett, 17). Common phramespresented to the audience but
ripped of their habitual inflections and thus cadlithe very foundations of everyday
communication into question. The spectator is imatety directed away from the
speaker and his individual utterance to the syst@atsconstruct the lexicons and syntax
of the spoken, anchored in deploying whole procesdelaying bare and alienating.
Constant repetition is also forcing the audiencguestion originality.

The speaker is divorced from the spoken anditieeance released from its dependence
on the speaking subject, finally mounting in a g&pwveen speaker and the spoken text.
The speaking subject is no longer attributed the ob producing original utterances that
are supposed to carry meaning, which leads toatetthat the relationship between text

and context turns out to be more important thanitkerrelation of text and individual
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speaker. All the different systems behind the serde uttered onstage are marked by
language and thus evoke the notion of the systpeeking through the speakers onstage,
who are then reduced to mere moulds inscribed Vaittguage. This also makes the
individual incapable of criticizing the system, @nit is exposed as being part of it

through the language it uses, thus human agentyeiriext/the power of the speaking

subject to create his/her environment by meanarajuage is fundamentally interrogated
and language as the only active agent. As also iomadt in the chapter on post-

drama/post-theatre, Gerda Poschmann also claintigaof the most crucial features

characterizing postdramatic theatre is the losshefdirect and immediate connection

between spoken text and the speaking subject.

One point which has remained unanswered upwin@onnection to the two plays in
guestion is whether the apparent disembodimentdarslbjectification that shapes and
characterizeg\ttempts on her lifeas well as the Viennese stagingoobl and the strong
focus on physicality the audience was confronteth wihen they were witness to the
very first production ofpool, could be seen as a re-installment of the old roodly
distinction, which has been a crucial constitutdevice in the Western philosophical

tradition.

3.3 Derrida‘s concept of Différance sans sens (absent meaning) andibsent presences

The connection between Artaud's essential textthertheatre and Derrida‘s thoughts on
Western metaphysics, which already have alreadg bedined, might probably rise to
its most successful exemplification when considgiierrida’'s own essay on Artaud,
which is part of hidNriting and Differenceand whose central idea is that of the dramatic
scene being no longer simply re-iterating and es@nting a presence which has already
been there before, but should instead become itspasence and thus free itself from
the primacy of the text as logos. Logocentric, his tsense should, thus, not be solely
understood as word-centred, but rather as beindgrezbron a first, or originating
principle, centred on the Word. Therefore, it seemse right in line with Artaud's
theory that both Crimp and Ravenhill reject theamobf the speaking subject as centre of
thought, and place their focus on the body as & reerface inscribed by discourses, or

turned into an object of art, as in the cas@adl. The first production of pool made an
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attempt at stressing this even more and foregralititeephysical and performance aspect
by collaborating with Physical Theatre group Frarkissembly. As regardattempts,
Agusti argues that Anne's speech escapes “the &goc, patriarchal logic of mastery
and self-aggrandisement® (Agusti, “Minimalism*, J60'he way Crimp highlights the
notion of the absent centre ‘Anne‘, who is insctdib&ith a whole set of dominant
discourses, he certainly undermines the hierarchgteuctures of a logocentric,
patriarchal system of thought. However, it has dtsde taken into consideration that
Anne cannot escape the system by means of her peatis, since all throughout the play
she cannot be described as an actual speakerhéoissincapable of re-gaining the
position of the speaking subject, which is a crufaator in the play‘s dwelling on the
subject of these hierarchic structures.

All the issues connected to the concept of mresein particular within the horizon of
Western logocentrism and the speaking subject ascéimtre of thought culminate in
Derrida's concept of Différance. In addition to &fidition of the sign as a
supplementation and entity standing in for/substituan absent presence, it has to be
raised that the implied absence is always only pfavisional nature, only to be seen in
relation to a future/deferred presence of what described. The concept of difference,
prevalent in all theories of the sign since Sawssarnow added the dimension of
temporality and could now be rather referred tal@serrance rather than difference for
Derrida makes it a combination of a temporal ad aekpatial level, which then leads to
his coining of the word “différance”. The inhereagpect of “Ver-rAumlichung” implies
that there is no closure, that the sign-systerno iget perceived as one that refuses to be
closed, but that is open to constant change andtitsed of inherently provisional
elements. The concept of “espacement/“Ver-raumhghus not only inextricably tied to
Derrida‘s Différance, but could probably also bersén relation to the theatre, for the
text and the speaking subject are extended in tbheeps of performance, closure is no
longer possible once the text enters the act diopeance. Employing a notion once
brought up by Hans-Thies Lehmann, these “texts¢af@®xtlandschaften”) refrain
from ever being framed or subject to any kind afsare. The term closely related to it
and mostly referred to in the context of Derridééndency towards the un-closed,
provisional and eternally changeable is “dissenomat (“Vielstimmingkeit®

“Zerstreuung®) also further implying that therens point of origin or centre. a subject
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extending.

What we perceive as presence is therefore ahabgady marked by difference and
deferral (Culler, 95). In this context Derrida stt“to posit presence...no longer as the
absolute matrix form of being but rather as a ipalérization' and ‘effect’. A
determination and effect within a system that is looger that of presence but of
Différance.” (DerridaMarges qtd. in Culler, 95). Espacement as a conceptiomost
equivalent to that of Différance becomes vital e tcontext of new, “postdramatic*
forms of the theatre, where the text is added theedsion of performance, which has
also already been outlined by Hans-Thies Lehmann.

It is certainly also worth considering Derrida‘smwaefinition of Différance as,

a structure and a movement that cannot be conceivegtle basis of the opposition
presence/absence. Différance is the systematic glagifferences, of traces of

differences, of the spacing (espacement), by wklements relate to one another.
This spacing is the production, simultaneously vactand passive, of intervals
without which the ,full“ terms could not signifyoald not function (Derrida, gtd. in

Culler, 97).

In his essay on the concept of Différance, include8peech and Phenomeriaerrida
underlines the close connection between an undelista of the subject as only to be
revealed with reference to the notion of self-pnese “Just as the category of subject is
not and never has been conceivable without referém@resence as hypokeimenon or
ousia, etc., so the subject as consciousness kas Ineen able to be evinced otherwise
than as self-presence.” (Derrida qtd. in Fuery,Dfferance can thus also be seen in the
light of being the antagonistic opposite of presenas a productive external, which
manifests itself in disrupting any attempt at sagtla sign/signifying chain which works
entirely in terms of presence (Fuery, 95). The ephcof Differance applied to
subjectivity also means a fundamental disruptionaoftonscious and unconscious
binarism, since in Différance the subject is ultieha involved in both conscious and
unconscious, presences and absences, for eaclsa@lyasontains the other. “In this way
we question the authority of presence or its sinsglametrical contrary, absence or lack.
We thus interrogate the limit that has always a@ams¢d us, that always constrains us -
we who inhabit a langage and a system of thoughtferm the sense of being in general

as presence or absence, in the categories of beibgingness (ousia)” (Derrid&peech
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and Phenomenagtd. in Fuery 96). This further leads on to thetfthat, according to

Fuery, presence can no longer be understood assalute of being and subjectivity, but
rather has to be defined in terms of being a (jeal)t determinant. Seen in this context
the speaking subject's relationship to languageoisbuilt upon forces of integration but
on difference and deferral, becoming manifest ia tiotion of difference as an idea
entailing absence, for it suggests that the diffeeeof the signifier can be paralleled with

the absent, non-selected others (Fuery, 96).

3.3.1 From Artaud to Derrida to Crimp and Ravenduiltl beyond

“Diese Bretter bedeuten keine Welt, sie gehoren zur Welt” (Peter Handke - Offending the
Audience)

Derrida constructs his theory on the subject ugun lasis of his general notions on
writing which he mostly develops @f GrammatologyThere he identifies the presence
of the subject as a mere symptom of human desdelanies it its inner core that could
be carried outside by means of language, a comeepgtiat becomes increasingly
important when putting the focus onto the constoucbf the “subjects” inpool and
Attempts on her life.

The basic dyad of subject and object, normalfemred to as being directly opposed to
each other, which requires re-presentation andtsetplace, is one essential part in what
Derrida understands as metaphysics of presencepmgnbe overcome if a point of
undecidability can be proved to be constitutive both presence and absence, the same
and the other, identity as well as difference. Darrre-constructing” and displacing
Heidegger's words for being, which in his sensk fsiifilled the role of being guarantors
of presence and at the same time mark a withdrawalithholding of being, could be
seen as precisely undecidable in this sense. Mdabederms commonly associated with
Derrida‘'s thinking, such as hymen, pharmakon, sermppht, difféerance and others,
include what locally as well as textually, configuhe possibility of the ideal and desire
for presence in a text, and automatically also tmpossibility of its realisation
(Bernstein, 138). A way of exemplifying this vieweBida uses Mallarmé's conception

of language and states that “for Mallarmé, languiageot made of words, even pure
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words: it is that in which words have always alrealisappeared and this oscillating
movement of appearing and disappearing” (Derridd, Bernstein, 39). This sense of
“flickering” of a word can easily be transferredtorthe status of the subject in both
Ravenhill's as well as Crimp's play, since theyraoluce two female subjects constantly
oscillating between life and death, appearing aisdppearing and finally also between
being subject and object.

Considering Ravenhill‘pool the “absence” of the female artist and assumettecen
the play is already implied in the beginning, wlmte of the speakers refers to her and
her work with the following utterance: “But nowadayhe's...absent* (295), thus
introducing the whole dialectics of absence andgmee which not only dominates the
content of the play but also its structure and fofims absence seems to be one of the
essential qualities making her successful as ast arid enhancing the status of her art,
and which, in contrast to what the others prodseems to sell quite well. Taking up
their stance the world of successful artistic potdun seems to be one which only
reserves places to those that are not really pre$éns, the opposition of presence as
“presence of conscience in being“ and absence gsawe lack thereof is denied its
constitutive character and the two terms produspaze in-between, a grey area, where
they can no longer be perceived as being oppoalti@nd independent but as
interdependent and overlapping. The annihilatiorthat basic opposition is introduced
right at the beginning of the play and therefosoaroduces the wider framework for the
rest of the play. Her absence, triggered by hdméplunconscious after the terrible
accident took place, is where the others derive thalden strength and self-confidence
from. Sticking to the common principle and perceptof absence and presence as an
oppositional pair, they believe that through hgpaapnt state of absence they might gain
greater presence and thus emerge as successftd,advealing their terrible need of this
opposition, in which one part is crucially deperniden the other. In fact, through their
attempts at making her the essential part of thdistic work, her presence is even
enhanced, and becoming stronger, therefore contslyandermining the opposition.

Her absence, which in this play is automatichiiiged to being unconscious, feels right
to them, at least they appear to be entirely wrdpgein a state of longing for success

and appreciation which fosters this feeling andetel
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She ‘passed from consciousness'. / And the gresgralihing is lying at our feet and
we're thinking: / This is right. This feels - theieright in that. / | am sorry you had
to suffer, I'm sorry there's this pain - but theisejustice in this. Something is
shaping our ends. (303)

Presence in this scene is brought into a closeemimm with consciousness, a notion at
work in every Western mind since Descartes’ “cogitgo sum*, and one of the primary
goals of Derridean criticism and deconstructione Tiay itself also undermines this
concept, for throughout the entire play Sally isrenpresent than the others, who only
wish and desire her to be absent, so that theyusanher for gaining presence and
recognition themselves.

Not fitting in within this general framework at@o statements made by either the same
or two different persons, in which the desire fer lhecoming conscious, thus present
again is revealed and becomes transparent. Theofies is made right after they are
informed of their friend regaining a state of canssness: “That was a...oh relief relief.
This is...saved. | am so happy that art has gorsyand now we can be people. / That is
wonderful. / Let her be present. Please let her“@09). It becomes apparent that, in
this perspective, her being present is automayitalund to them being released from art,
since she is liberated of her status as a meretobjeart as well. Her becoming active
again is thus also inextricably tied to their piositas passive figures, a state which at
least one of the group appears to not detest bwtmrambrace, a position usually not seen
as a common feature of an artist. A certain aiebéf also becomes apparent in the next
utterance, which not only further underlines thevppyus proposition but also includes the
aspect of truth as being one of the main elementh@ whole conception of presence:
“And you know when she said it - such a relief thla¢ wasn't absent any more after so
many years (...) No actually it was the happieghhbf my life. To have somebody tell
you the truth like that...try to get somebody ddoityou if you can...try it tonight...it's
really fantastic.” (323) Uttered after Sally opewlgclaring her position as that of the one
who will always be ahead of the others, and labglit as one that is not destroyable.
With her re-gaining presence, the old opposition ajgparently re-installed and
truthfulness re-covered. Her healing and almodtredovery is perceived by the other
artists, primarily as a recovery to full presenget having any access to the fact that

during her supposed “absence” she grew to greatesénce.
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Apart from the important connection of conscerknowledge and presence, a second
important link is established towards the end efplay, namely that of presence and the
notion of a centre or origin. Dealing with dramag tspeaking subject is generally
assumed to be the centre of thought and actiorghwii as already referred to, heavily
guestioned and criticized by Jacques Derrida, siraeording to his view, the
deconstruction of presence is always one of an inemiadeconstruction of the centre, for
without the belief in the presence of the momem, motion of origin becomes simply
impossible. The answer to this crucial point ofticism is to be found in Derrida‘s
general assumption that no word can be extractah fand seen in isolation of the
process of language, it is always marked by whetgmes and follows it, and thus leaves
no space for something like a “present moment“vi\e (Currie, 58). For a moment to
evolve as a moment of pure presence the preconsitawe very strictly defined, and
according to Derrida's principles clearly impossild be fulfilled. In a similar way to the
word, a moment can only come into being throughHusxan and the accomplishment of
undivided presence, thus only if it is cleared lbtraces of past and future. As a result,
the moment, being a structure of exclusion, theztobmes an entity in its own right but
only on the foundation of arbitrarily excluding thedations that constituted it. From this
elusive nature of the moment Derrida derives hisle/lzonception of the equally elusive
nature of undivided presence in general (Curri¢, B8rrida‘’s deconstruction of presence
is thus always to be seen in connection with a wtcoction of the origin, which,
according to metaphysical history is the first ama whole sequence of present moments
constituting the passage of time, is certainly #asiest moment to mythologize and
declare as presence. Every explanation of somethilhghus be made in relation to an
originary state, since, above all, this state ieglpurity and self-presence, marking
therefore, every deviation or development of itaafall from that original state of self-
presence (Currie, 59). Following this line of argumation the sign itself could be seen
as a fall from presence for it is constantly spreegeated and used without needing the
thing itself to be present. In pool Sally's appdkemegained presence is linked to this
notion of the centre/origin, which is also tiedh&r being the only one to really know and
understand: “But we don‘t. We stand and watch Bdence. She‘'s moving in. She takes
the centre. And she takes it in. And sees. / Aredwsiderstands then - she knows.” (322)
Hence, Sally not only inhabits the position of lgeat the centre of things/thought, but
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literally “takes it in“, embodies and personifies Ehe is the one to actively see,
understand and know, while the others have agan degraded to being only passively
watching. With her taking up/in the position of tbentre, her existence mounts to full
presence: “And finally. Oh finally she is absentlanger. She is totally...there. And her
eyes take us in. And it's as if we can hear her-dagr mouth is closed, but still I, we, |

we, heard (...)" (322)

With his apparent re-affirmation of the absepoesence opposition Ravenhill leads his
audience and also the speakers in his play on agarack, since Sally has never been
really absent, and additionally her absence agakspg subject cannot be taken for what
it is called by them and how it is referred to bg figures onstage, primarily because in
fact Ravenhill does not confront the reader withl reharacters or subjects but rather
introduces us to the notion of mere “text-beardSprachflachen) instead of real
characters. Thus, Sally cannot take up this rolke@fcentre, or point of origin the others

project onto her.

Within the logocentric framework presence as chpdidd to subjectivity works as a
crucial element to establish self-presence andticas be seen as tightly linked to the
theatre, which has always, and in the postdraneaticeven more so, be seen in the light
of presence. Presence, as one of the main au#sostiucturing and infiltrating all our
thinking, plays a crucial part in decoding dailfe]ibased on the principle longings for
“making clear”, “grasping®, “demonstrating“ and Yealing”, at least we appear to live
the illusion that it is the answers to these qoestithat guide us through our daily lives
(Culler, 94). The theatrical performance could then considered an additional tool,
aiding us as we fight our way through these dailgsgions and desires.

Crimp‘s Attempts on her lifemakes the whole Derridean concept of the sign
“functioning in radical absence” the main issueh@f play. The play revolves around a
supposed centre, which is based on a female ficalted Anne, but who has no origin,
no permanent and fixed core, but is variable aexilfle according to the discourses she
moves in and is dominated by. Arguing in line wRltrick Fuery, this also leads to
concluding that the in Crimp's play the “absent tceh Anne, as the main focus of
attention determines all meaning and significatitmm, all the systems of meaning and

signification involved are directed towards thigtmalar absence, which is not to be
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found in a single space or moment but rather &lispaces and moments, and thus used
as the system utilized to construct meaning (Fué)yy,Tightly woven into the entire
framework of thought, in this context and by Deariceferred to as metaphysics of
presence are what Fuery terms “originary processesWell as the dominant notion of
transcendental signifiers, which Fuery ties to Drs thoughts on the origin: “Where
and how does it begin...? A question of origin. Rumeditation upon the trace should
undoubtedly teach us that there is no origin, ih&b say simple origin; that the questions
of origin carry with them a metaphysics of presérn@errida Of Grammatologyqtd. in
Fuery, 81).

Even though this underlying concept of the stibyathout a stable core, and the idea
of the centre which is not really present shinegsugh the text in quite an obvious and
explicit manner, Katie Mitchell's production fronD@7 seeks to ascribe some sort of
fictional identity to the characters onstage.

She created backgrounds to their characters: ZMairal plays Cyrus Kape, a
composer/musician who also has a background inngrand appearing in political
sketches as a student and as a part of writing feaia TV sketch show (...) Once
Katie had given out the ,bones" of each charadigrallocating their primary and
secondary skills, it was down to the actors toduip their characters into fully
formed, three-dimensional beings. The only othdanghthat Katie and Martin

specified was that although the members of thegmmme from a range of social
classes and backgrounds, they are all universiticatdd and left-wing in their
thinking (National Theatre Education, gqtd. by Veiyfirchov, 163)

Zimmermann pointed to the fact that even thoughethge an undeniable proximity of

Crimp's play to the entire complex of what camebt labelled as “postdramatic” or

“postmodern” theatre, there is still a gap betwées play and what is commonly

understood as Performance Art (117), based on dbe that there seems to be an
undeniable distance the dramatic text maintainsaatds/what it seeks to signify and is
not solely reduced to the physicality of the actor.

Seen within the framework of logocentrism, as “lastorical superstructure®,
subjectivity, particularly in connection to CrimpAttemptsand in many different
respects, which will be further explored later bas come to be perceived as being part
of a framework essentially compiled of actualitytih and presence. This could be seen

as an aspect particularly revealed regarding tloé tfeat commonly every notion of
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presence takes part in denoting a failed senseesepce or used as a signification which
can only evolve held against the notion of compless of subjectivity, as a form of

ideality, of the self (Fuery, 87). Therefore, suiijéty evolves as a signifier of presence
through operations of the logos (as discourse)tia@dinderlying concept of self-presence
against which the entire process has to be seesryF88). Fuery insists on the close
connection between self-presence and the logosyebket the logos, presence and
subjectivity and the operations of the logos in mgkthe subject present through

language (86f.).

Inextricably interwoven with the entire connectiof logocentrism and its operations in
establishing a subject's self-presence by meanangiuage, is the aspect of speech and
the voice, for it entails dealing with the subjext a conception tightly tied to the
representation of the self through language asepoes and which certainly becomes
particularly interesting embedded in the field ln¢dtre and drama. As already indicated
by Derrida and also taken up by Fuery, speech fanmnesof the central elements of self
as presence: “speech is par excellence that wioofers existence, presence (Dasein)
upon the interior representation, making the conhdépe signified) exist.“ (Derrida
Margins of Philosophyqtd. by Fuery, 97) In relation to speech and leuyg the notion
of the self as presence to others, which is a camara basic idea of subjectivity as
constituted externally and therefore grounded ugromentire set of (social) processes, is
always to be seen as a presence through medigsienss, of which language appears to
be the most crucial one (98). AtitemptsAnne is not rendered present through her own
speech but is introduced as a multiple productroémtire range of different discursive
formations. Her absence, the whole idea of absemdieating an absented subject
position, with all its political implications, asidgered for instance by an assumed
repression of speech, a denial to discourse or sppeech of the mad could be
characterized as an absence based on the negétiiscourse through processes of
privileging one set of signifiers and codes oveothar (99). Related to Crimp Anne’s
silence, as understood as an absence of subjgdtivitugh the denial of speech, does not
necessarily have to be regarded as an absence thtiscategorical signifier “to be“, as
Fuery made explicit, but rather as “the denial,atiegp or suppression of a politically
and/or ideologically orientated ontology“ (101) i&@jing to this string of thought Anne’s
condemnation to silence is not simply a result @hg denied access to language, but



54

also implies a notion of having subjectivity/Beiitgelf threatened, denied or suppressed.
Concluding this way would thus reveal an understanof subjectivity as asserted and

conformed through speech (Fuery, 101). Even thdbghmight be the most common

proposition voice is not solely determined by irdicg a presence of subjectivity

through articulation and speech, but used in Fgeagcount to designate a particular
(ideological) state of presence, which is speci@dsuch through its recognition via

discursive practices (103).

In Attemptsa direct reference to Anne being the silent subgemade. In scenario three
“Faith in Ourselves” she is characterized as bé&beyond words" (217). The notion of
the silent subject existing beyond the realm ofltigws and of words is inextricably tied
to Anne being no character, but merely an absehoharacter: “She says she is not a
real character (...) but a lack of character, areabe she calls it, doesn‘t she, of
character.” (229) Furthermore, in his play Crimpnages to establish presence without
clinging to the logos, which might also bear soragsemblance to Artaud‘s concept of
presence onstage which, according to Artaud hdibecate itself from the logos/word,

from speech and its re-presentational purpose.

4 ART VSLIFE

4.1 Introducing Jean Baudrillard — “Why is there nothing rather than something?“

The attempt at drawing clear and distinct bordets/ben what belongs to the universe of
art and fiction and the realm occupied by realdastnot only one of the most debated
guestions in the context of postmodernity in genbrd also one of the core issues of
both pool and Attempts on her life. The figure teaterged as one of the most prominent
ones dealing with topics such as those mentionedeals Jean Baudrillard. The primary
principle of his thinking is his general assumpttbat the signifiers in our culture have
liberated themselves from their corresponding §igghé and have taken on a sort of self-
referential status, thus replacing reality itsalsuch a manner that they constitute a new
reality altogether, of signs all referring to thetwves, which he termed hyperreality

(Henke/Middeke, 9). Alongside Jacques Derrida hus ts to be seen as responsible for
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an altogether new conception of the sign, believingp be neither constituting the
reflection of a profound reality nor referring tosa-called “absent” real any longer and
replaces it with a construction of it as having ‘fietation to any reality whatsoever: it is
its own pure simulacrum® (Baudrillard gtd. in Hefleddeke, 9). A compressed and
succinct example encompassing most of the issuehwhade Baudrillard the target of

critique and rampant debates and discussions etteisipt at defining metaphysics:

Metaphysics...wants to make the world into the oniof the subject....Metaphysics

wants a world of forms distinct from their bodidseir shadows, their images: this is

the principle of Good. But the object is always tigsh, the false...the factitious, the

lure, everything that incarnates the abominablefusion of the thing with its

magical and artificial double; and that no religmfrtransparency and the mirror will

ever be able to resolve: that is the principle wii. fBaudrillard Fatal Strategies

184, qtd. in Trifonova, section 13)
The strong dichotomy between subject and objecttiaadliagnosis of the subject as the
one and only centre of being that both form parthaft particular Western tradition of
thinking appear to be two of the main reasons wdncepts such as Baudrillard‘s are still
getting under attack. The simulacrum poses a thretbnly to the material illusion of
the world but also to a subject-centred descriptibit, still appearing to be a dominant
perception of reality and the world. All these sasdaborated by Baudrillard could
finally be said to have been built upon the belieit every time the mere description of
an object replaces the object itself, thus leawathing of the object as such to be seen
and perceived apart from the description refertmmgself, the object has become virtual
(Trifonova, section 16).

The era of postmodernism, therefore, is accgrthrBaudrillard characterized by being
the first step into a period where the real haaliffrbeen taken away its foundation and is
instead replaced with and “transfigured” by raticrel models, which makes the
possibility of a “critical and speculative distahdetween them collapse (Malpas, 93).
Its effect is the ultimate loss of critical distenand reason can be no longer used to map
and perceive something as “real“. Thus, it might &eesult of the precision and
complexity of our models, the two have become idah{Malpas, 94). At the core of it,
the era of postmodernism, even though not as easlgfine and outline as one might
wish for, opened the door to the reign of what Bakadd called hyperreality. “(...) the

real is hyperrealised. neither realised nor idedti$ut hyperrealised. The hyperreal is the
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abolition of the real not by violent distinctionutbby its assumption, elevation to the
strength of the model” (Baudrillard, “In the Shadofithe Silent Majorities”, 83-4). One
example that has become quite famous in this corgdBaudrillard's proposition that the
Gulf war never really happened but was in fact geeel by the media, a hyperreal
spectacle, a copy without an original (Snipp-Walms€13). Hence, the concept of
hyperreality can be linked to a culture in whichesghing produced and created by
media, film and computer technologies has beconre meal for us, and corresponds and
interacts more closely with our desires and expegs than the realities of nature and
spiritual life. It is this inversion of our expetitans about the logic of re-presentation that
could be seen as one of the main essences chaacfiethe postmodern era as
Baudrillard has sketched it.

With regard to one of the topics following ttisef outline of Baudrillardian thinking,
the link between Ravenhill‘'s plgyool and photography, which is supposed to serve as an
illustration and example of Baudrillard‘s vital inénce on the production of literature in
the postmodern era, it is essential to have a gff@mte at Baudrillard's conception of the
relationship between the image and the thing, @egnalso bearing some traces of Henri
Bergson‘s much earlier descriptions of that paléicuwelation. According to Bergson,
who makes no distinction between images and thargs asserts that things have no
images, nor are we in any position to produce timeages. These considerations finally
lead him to conclude that things, insofar as theyraade of light vibrations, can already
be labelled images. “A thing is an image (or a espntation) of the totality of images
from which perception isolates it like a picturelrifonova, section 3). Baudrillard
perceives images to be capable of liberating themsdérom the world of things and thus
either precede or follow them, they have lost trsglidity and have gone through a
process of de-materializing into images, re-ducetthéir pre-given meanings (Trifonova,
section 3). It is his firm belief that the way inesgare produced always has to be one of
intensification or saturation, thus overexposirtgiag into an image. This might echo the
common definition of photography as a means ofrilhating the nature of the image.
Baudrillard's image comes into being through oveesing the object, throwing as much
light on it as possible and thus rendering it aganagsible than visible (Trifonova,
section 3). Following his line of argumentation deels almost forced to conclude that

the real in fact never happens. It never takeseprace it is shaped by, and varies with



57

the speed of light (Trifonova, section 5).

The objective illusion is the physical fact thatthis universe no things coexist in
real time--not sexes, this glass, this table, osetfyand all that surrounds me. By the
fact of dispersal and the relative speed of liglitthings exist only on a recorded
version, in an unutterable disorder of time-scafésan inescapable distance from
each other. And so they are never truly preseatth other, nor are they, therefore,
"real" for each other. The fact that when | pereditis star it has perhaps already
disappeared--a relationship that can be extene&tively speaking, to any physical
object or living being--this is the ultimate fourida, the material definition...of
illusion. (Baudrillard, gtd in Trifonova, section 5

It is in the context of his many accounts on thpdmeal that he also touches upon the
close interconnectedness between illusion and hggkdy, which are both grounded on
the fact that they evolve out of a reversal of aditys in which an effect emerges without
having a cause. It is Baudrillard‘s belief that dwnstitutive illusion of the world can be
seen as a result of this particular disturbancsaake and effect (Trifonova, section 7). In
foregrounding the virtual (the hyperreal) Baudrilgoints towards the impossibility of
determining whether a particular object could ik dlled an existing one or whether it
has already vanished, only leaving behind its taltghost”, provoking an immediate
connection to Derrida‘s notion of the trace.

In her article on the subject in the contexthyperreality Trifonova claims that
although one might have, until now, lived with tingpression that Baudrillard entirely
abandoned the real and the material referential ldwoBaudrillard seemingly
paradoxically makes some claims about it and igty@bf being repeated, stating that the
real is only insofar as it is repeated (section. ¥3)claim bearing strong and distinct
resemblances to Jacques Derrida‘s notions abaabitity (iterabilité).

Touching upon the wide and widely discussed!f@ re-presentation and the referent
Baudrillard characterizes it as a concept that adagshave to be entirely abolished, but
rather argues that everything is in fact re-prest@mt/beyond the realm of subjectivity

and undermining the common subject-object dichot¢chyTrifonova, section 13)

4.1.1 Decentring the original isttemptsandpool

In the context of (post- modernist/dramatic) theaine of the most influential figures,



58

and an assumed predecessor of Jean Baudrillargyi$>@&bord, and his heavily consulted
book The Society of the Spectacldis notion of the spectacular as one of the key
elements as regards postmodern drama, makes tomvalth mentioning in the context
of Crimp‘'s and Ravenhill's plays. He argued thdie“twhole life of those societies in
which modern conditions of production prevail préase itself as an immense
accumulation of spectacles. All that one was dyedived has become mere
representation (Debord qtd. in Wallace, 94). Thiew certainly bears strong
resemblances to what Baudrillard later talked aliogbnnection to the hyperreal and the
simulacrum.

To a certain extent bothool and Attempts on her lifeould be read as attempts at
integrating some of Baudrillard‘s most basic thasgiind arguments, or even providing
an artistic commentary upon them. They both retasemploy strategies of mimesis,
commonly seen as the main principle which draméudt upon, and thus make no
attempt at re-presenting and structuring time, butthe course of the plays re-
presentation is itself called into question. By meaf dismissing any kind of attempt at
attributing character names to the spoken text stadus of the spoken subject is
contested, leaving the audience with a constanbmaif uncertainty and indeterminacy.
Taking into account what Baudrillard claimed widgard to the subject and the original,
both losing their creational and meaning-making @ovwhe female artists in botiool
andAttempts on her lifealthough the supposed centres of the dramatis,taexe defying
their position as the origin or centre of dramatition, for they appear to be caught up in
a space in-between, in the middle of subject andabbartifice and character. They are
not realizing themselves by means of attributedpresented speech but are in fact
realized as objects of art, as in pool or varioiscalirses, as drawn upon by Martin
Crimp in Attempts on her lifeThe female artist irpool is said to possess a certain
“potential for composition (306), she is composatd created in an ongoing artistic
process involving mostly photography and thus tdrinéo an artistic object by use of the
camera. The artist in this context has to exchédmgeposition as “creator”, which would
naturally go with the profession of the artist, tbat of the “created”. The artistic, or
“aestheticized description” of her prevails andlaeps the object itself, leaving behind
only the mere “description“ of her, thus, in Balldrd‘s terms, becoming virtual, or an

instance of hyperreality.
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The impossibility and incommensurability of m&twand theatre, reality and art find
their perfect illustration ipools group of artists’ incapability to bring both sl of that
dyad together in one single utterance: “Come ost liwk and see. And feel. And care.
It's a natural human thing. But we...” (306). Thaitempt at fulfilling this task leaves
them with nothing more than silence, indicated lioy three dots and the “but” at the end
of this utterance. Immediately succeeding thisrattee Ravenhill alludes to the female
artist's artificiality, putting her into the conteaf plastic, machines and a de-formation of
the body the other artists cannot believe to makestill classify as human:

And you see now - look - what it's done to her. Nibw blood's been cleaned away.
The body bruised and swollen into shape no otherams yet achieved. Her limbs
in plastic. Her neck in plastic. Her mask. The giigmd the tubes. And the machines
that inhalate and beeeep. A moving...a timeledsi@of the...

Our friend yes but also....

The line of the machine, the purple of the brui@bid)

The seemingly paradoxical relation between fictwn/and reality is also taken into
account by Martin Crimp, when in Scenario SAdfempts on her lifgThe Camera loves

you“, he writes:

She says she's not a real character, not a real

character like you get in a book or on TV, butckla

of character, an absence she calls it, doesn‘tafhe,

character.” (229)
Crimp draws upon the people‘s perception of whaythee on TV as they watch their
favourite TV-series, or read while following théavourite fictional character on its way
to maturity, as more real than the reality outsidey are actually part of. This
automatically corresponds to Baudrillard’s notidrtlee hyperreal as being immediately
tied to the advent of a culture in which everythprgduced by media, film and computer
technologies appears to have been raised to arhggaiels in our decisions about the
truthfulness of certain events or instances thanéhlities of nature or spiritual life. They
are inextricably interwoven with our wishes andissand serve as a proper projection
space for a seemingly ideal reality.

In scenario fiveCrimp seems to allude to a similar notion calletb iquestion by

Baudrillard and postmodernism in general, nameb ¢hpability of TV, films or the
theatre to present its audience with a perfect féawlless re-presentation of the real

world, offering them proper solutions and supplytiigm with something to identify
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with. The audience may not be in the right positionask for the “real thing“ being
shown to them, since they may be aware of the isipihisy of doing so, but at least they

crave for feeling as if it would happen.

We need to feel

what we're seeing is real.

It isn't just acting

it's far more exacting

than acting

We're talking reality

We're talking humanity (...) (223)

The inherent twist Crimp integrated in this uttemnis that of the oxymoronic
construction of the line “it's far more exactingathacting“, since, seen in the context of
theatre in general or the play itself, this claieems to negate itself, and makes their
longing for reality remain an absurd and naive taiesion. The play itself suggesting a
moment of fading of the boundary between art aradityeunravels this desire and
longing and exposes it as impossible and absurd.qliestion of the boundary between
art and the real world is also directly referredoyoCrimp in scenario 11 “100 words”
when one of the speakers asks what it is that miédeesdifference between life and the
work, we could see as an equivalent to art, inc¢brgext:

..Where does life - literally in this case - endd ahe work
begin?

With respect to you | think she‘d find the wholamabout
making a point outmoded. (...)

It's surely the point that a search for a pointd@ntless and
that the whole point of exercise - i.e. these gptsron her
life point to that. (251)

The *literally” in the first line, could be perceid as an ironic comment upon life being
“literal”, thus, not “real”, in no respect, whiclgain draws upon life and literature being
not diametrically opposed but in fact interchandea&oncepts. Anne appears to be living
in an in-between of life and art, for she can regitiirasp life nor can be grasped by art or
various media-discourses.

The other aspect Crimp draws upon here is pakmism'’s negation of the possibility
of making meaning and arriving at a final pointamnclusion that is the result of this
process. The “attempts on her”, on Anne, the ferpat¢éagonist, remain mere attempts,
and can never be translated into something moredfiand stable, into a clear-cut
definition or fixed and unchangeable attitude.
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In pool, the image and its multiple relations is one @&f thost central issues, both on the
level of form and content: “And we stand and wekl@md at last we‘re moved by the
intense beauty of the image” (306). This utterarigat at the beginning of the play
foreshadows the photographic excess that arisés aiger the accident of the female
artist. Already when they first glance at her lyimghospital, they begin to stress their
notion of her as a mere image, a picture of thgestibautomatically making her an
object and denying her the status of the subjaca wider context Birringer refers to
postmodern culture as closely tied to a fetisharatif the body and the image, which fits
in both with pool‘s major theme of “making imagestd capture somebody in an image,
but also with postdrama’s general turn towards lloely and physicality. Birringer
assumes this to reflect a radical suspicion of @itthas well as theory (Birringer, 47).
This heightened importance of the image is sintibathe notion brought up by Henri
Bergson, who in his accounts argued in favour ofingano distinction between images
and things at all and reported that because ot Ngtrations all things can be called
images. A link could be established between Bergsparspective and the conception
suggested by Baudrillard, which entails that euergge can free itself from the thing as
such, by overexposing the thing into an image/siferation, therefore illuminating its
nature and making it more visible than visible. sTimight bear a certain relation to
photography, turning the eye of the camera intooa@ used to make us become
(hyper)real and argues that only in this way thiagsrealized. This again points towards
the tendency of art replacing the real/materiallduofhe light which is reflected by the
objects and refracted by the lens is the agenh@®fithole process and not as one might
assume the physical objects themselves. Thusnitis single image which is produced
by the object but it is rather the case that thmera manipulates the reflected light in
such a way that it created an indefinite numbamzfges (Dow Adams, 466). As Susan
Sontag states “photographic images do not seenetstdtements about the world so
much as pieces of it, miniatures of reality thagare can make or acquire” (Sontag qtd.
in Dow Adams, 467).
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4.1.1.1 Making images/the well-made image

And then she's running and whooping through th&mess and she launches herself
and you can just see her up in the sky, up agtiastky, the arc of her body through
the night sky and up and up and up. / She seentsgbo She's flying. She's an
angel. A drunken laughing goddess angel. / And thlem arcs down and we're
clapping and we're cheering. / And then / Some ©thought we heard the splash
(...) (pool, 301)

The whole accident causing Sally's state of uncoosoess is highly stylized and
triggered through this stylization, formalizationdaaesthetic configuration a certain air
of alienation and abdication is conjured up, clpselated to a general affinity with the
stylized image that evolves from desire and themstant craving for artificiality and
aesthetification. Already at this point they begpncompose their own image of her and
in their composition of seeing her body againstskye she appears as if she were framed,
thus perceived as if she was part of a pictureyl@th her arc-like (de)formed body is
just one vital element.

Infiltrated by her being a mere object of amagination and reality collapse, they do
not hear her body falling on the ground of the gnppdol, but think that they clearly
perceived it as a splash, which would imply herybtalling and sinking into the water,
where in fact there is none. “Some of us thoughtweard the splash. You do. When you
think there's going to be a splash then you hesplash. You do the work. But we didn't
hear the splash. There was no splash. There wag).(Right after they found her body,
all smashed and deformed, no longer in its origsmape, they provide us with their own
comment on their incapability to “picture her® inveay that would remain faithful to
reality, not infiltrated by desire and unconditidniey feeling and emotion: “Her body -
her body is broken in our head. A picture but ndfs a feeling you know? And you
would have thought above else an artist would 305§ The picture in their heads does
not confirm what they have really seen, is no mimélustration of reality but each
attempt at doing so would entirely be soaked upfaalings, leading to image-
constructions not aligning with what they might baeally observed.

For an image to evolve as such, a basic reqgemens its being silhouetting against
something else, a background from which it is sfigti withdrawn, therefore

presupposing a framing tool, securing this demamcatit could be argued thatool's



63

group of artists senses the possibility and inhtedanger of Sally's image and the world
outside collapse, but need to make this differéintisand general opposition to structure
their lives in relation to Sally's. Sally has gotlie framed, in order to make her tangible
as an artistic object, the act of “framing herthg prerequisite they demand for making
her framed image stick only to the wall reservedd, and thus thought of as keeping
her safe from reality and any sort of merging & two worlds. “It took a few moments
to snap. An image a record a frame.“ (307)

The importance of the frame can also be readnaerlining the significance of the
context: “Suddenly you see the way her limbs ane not set quite right, the drag and
hobble of her frame. You see the way no make-upvkncan quite conceal the swollen
face. Just one step from hospital to street - buha difference. And she's the stranger
here. This is our world.” (316) The image only weik its proper frame, leading us to
conclude that, with reference to this particulagree Sally’'s own framework appears to
be no longer suitable, the image is wrongly fraraed thus emerges as an alienating and
alienated figure in the whole play that is thefie lintegrating Derrida into this discussion
would again culminate in his general stance thaammg is context-bound but that the
context does not have to be a specific one. Inplag it appears that it has. The
significance of the frame, as paralleled to Salligsm, or rather de-formation, also
flickers through in the following scene: “And thaydwas coming. The day was coming
now. The day when we had promised her that shels®é the images laid out from the
first stolen shots of her swollen mangled totalhconscious frame right through to those
final few days.” (319)

4.2 Life as art, the body as art - the plays in theontext of Aktionismus

And you're just stripped naked because suddenlghalbrt was worth nothing, it is
nothing, it means nothing. Sally has gone and Adtrabthing and Art could do
nothing and Death is big and we are small andyeadire nothing, we‘re nothing.
(pool, 297)
Sharing the group’s general attitude towards anld/éead to a general perception of art
as an unrecognized medium, not acclaimed and vdiyede public as one of having no
worth and thus also rendering the one who has pemtlit as unworthy and absent. For

the group, art's value is based primarily on itsefgion and general acclaim. With Sally
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separating from the group they have suddenly becsarthless, and reduced to being a
mere lack. The other aspect becoming apparentidrutterance is that art can do nothing
against death and is thus also denied its capabilitapturing the one who has created it
and thus making him/her untouched by death in aphgfsical sense. It is stripped of its
traditional and institutionalized perception of seeg presence and restoring it for all
eternity, which is a view strongly contrasting tlditphotographer Nan Goldin, whose
photographs served as an elementary source fornRélveomposing this play. Art is
thus closely linked to the presence of the artisther physical presence, without which
the artist’'s body seems to be un- and thus alscodisred and emerges in its most radical
nakedness. In this early passage the ultimate deper of art and the human body
comes to the surface, and heralds an issue whigtifisance will increase as the play
progresses.

After the catastrophic event has taken placgages of determination opens up, and
forces them to split their role as artists fromitipeimary subject position as sympathetic
human beings. It appears that artistry and its segyninherent potential to object-ify
life and the human subjects forming part of it seap sense of fostering empathic
relationships. Thus, the following passage coutt &le seen in the light marking theatre,
as one form of artistic communication which is nader able to conjure up feelings of
empathy, the sense sharing pain and thus evokergifitation with the theatrical objects
onstage. Embedding this passage in a metatheatno#xt would automatically imply
an immanent critique on a bourgeois drama tradittbat foregrounds mimetic
illusionism and draws upon the audience's unhingesire for identification. This brief
comment placed into a metatheatrical framework #gan underlines its disbelief in the
theatre as an illusion-constituting institution. i we wanted to feel what she was
feeling - she is one of us, we are artists - norevpeople - we wanted to feel what she
was feeling - share the pain. / But it didn‘t happépool, 302)

The most obvious instance of life and art cadlag and becoming infinitely
interdependent in Ravenhill'‘pool is certainly tied to the three other artists mgkin
Sally's body the ultimate goal of their artisticoppsition, which particularly becomes
apparent in their constant temptation to arrangk @mpose: “And the temptation to
arrange - just to move the bed...so...so the coitiposvas...get her head in the light, so.”

(306) Their friend's life, or rather life in moreegeral terms is thought of as being
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arrangeable according to the principles of artafSto arrange, start to order, start to
catalogue. Start to - print with a quality of dread colour, tone and definition and... /
Her home is our home, our studio.” (307) Once thvadin body is conquered for the sake
of art, also the other most private and intimateesps such as an individual's home is
claimed as a place of artistic production and castijmm.

But even though they might prove to be succéssfapatial terms, quickly appearing
to inhabit their friend‘'s home and life, they casvar get truly hold of the body, the time
span, in which they manage to bring it under tleemtrol is limited to the time of her
unconsciousness. “But | knew. It was lost therwds her body. She has dived into the
pool. It was her act. And we thought we took theges but she was the work. And she
has everything and we have - oh - nothing.” (31Bjoligh Sally's jumping into the
empty pool the entire artistic project turned ositbeing all initiated by herself, the true
action performed on her body all self-inflicted athdis never truly under charge of the
other artists, who, even during her time in hospwden her body appears to have gone
through a process of dissociating from the uncanscimind, and is now at their
complete disposal, are incapable of gaining reatrobover it, not even over the images,
and thus never over the story (of the play), wratdys entirely in Sally's hands. “But
really we know. We know that this story. Her stofjae pictures. This is what they are
dealing in. Selling. Packaging. Promoting. Launghiifthey are getting ready for the
launch day.” (317)

The close connection between art and life, whictsras one of the major topics through
the entire play, automatically evokes a directneziee to the ideas and concepts of body
and performance art, for which the overcoming ef loundary between art and life was
of essential value.

One of the key elements, and simultaneouslyspect pool shares with the actions of
the Wiener Aktionisten and other Avant-garde astistf the 1960s is non-
representationality. The actions of Nitsch, BrusijihMand Schwarzkogler are never
meant to represent an external reality, for eatdgit at doing so would transcend the
situation in which the action actually takes plaédove all, this claim is finally
processed through the use of different artisticemiat such as paint, the human body as
such, blood, cadaver, excrements (“Materialakti6pethat radically excludes any
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interpretation of it as signing entities, referritga reality outside (Jahraus, 21). This
consequent Materialisation which lies at the cdrtheir work, might probably rise to its
greatest accomplishment, when the human body @vad and becomes itself the most
important material. Physicality does not only dymzaily dominate the space of the
action, but the body itself is turned into this apaon which acts of destruction,
deformation and the constant crossing of boundasesarried out (Jahraus, 21). It
appears that it is only by using the body as matehat the action acquires its full
function as an act of dis-positioning, of sociatlafiscursive rules and norms as well as
an individual separation of conscience and comnatioic. By means of this non-
representational use of material the whole relatiart and world/reality is turned on its
head. Reality and art can no longer be placedeatvib ends of the dyad of re-presented
and re-presentation. The status of art is concéptdlin art itself and thus fosters a
blurring of a formerly consequent distinction betndhe two areas of art and daily life
(Ready Made, Nouveau Realisme, Pop art, Minimahad Concept art) (Jahraus, 187).
Since the material is no longer seen as a todlejpresentation but as being itself part of
the world/reality art itself becomes an instrumémt identifying artistic and social
structures. Art is given the role of making worlddareality available and supposed to
secure an immediate experience of the world, feetlaon the use of material art is no
longer perceived as representation but as beinglf itpart of the world
(“MATERIALAKTION VERSUCHT NICHT WIRKLICHKEIT ZU
REKONSTRUIEREN, SIE STELLT SIE DIRECT DAR* Muhl, diin Jahraus 193).

der mensch tritt nicht als mensch, als persongesehlechtswesen auf, sondern als
korper mit bestimmten eigenschaften. er wird in deaterialaktion wie ein ei
aufgeschlagen und zeigt den dotter. (Muhl gtdaimrdus, 221)

In the context of Wiener Aktionismus it has beeguad that destruction is to be defined
as one of the core elements and pre-requisitesafcin action involving material, since it
radically destroys the seemingly stable core ohtitle of the destructed, which is no
longer what it has been before, even though it mgjil be identifiable. Therefore,

destruction can be perceived as the most radical &f shift of purpose/alienation and

thus ripped out of its former net of connected fiorms and interactions (Jahraus, 217).

Introducing a second layer of linkingpol thematically and iconographically to the work
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of the Wiener Aktionisten it is certainly worth kiag at the production of pool at the
Munich Marstalltheater, where one finds an unddei@bnographic proximity to some
actions by the Wiener Aktionisten, mostly becomapgparent considering the fact that in
both cases an extensive use of paint, and the hiboay as being all covered in it, is
involved. It has been argued by Jahraus that thesstic processes of covering the
human body with paint, even though it has to bd gat he primarily refers to actions in
which the whole process is carried out by the tamis his own body, could be
characterized as pointing towards painting as baipgocess, an event and situating the
body as image area, projection space and primagnsef expression (203). Another
aspect constitutive of the performances of the ‘WreAktionismus®, the theatralization
of the whole painting process, can also be seesmastegral part opool, particularly
manifest in its Munich production, and leads to fhet that the spectators' attention
taken away from the result, the finished produarbfand directed towards the process of
its production. Reality is no longer re-presentea as particular painting as such but the
act of painting is itself part of reality - madesgible through foregrounding the body and
a heightened physicality (Jahraus, 125).

The process of covering the actor's body witinphas also been seen as one of the
first steps towards deformation and implying itstdection. The body as a mere object of
art, thus transferred from the realm of real exgere to that of art and fiction, is
certainly also at the thematic centre of Raverdybol and finds its realization in Florian
Boesch's production of it, in which Sally is spdil over with red colour. This process
could refer to a final Enteignung/Entleibung of thedy, the artist's state of
unconsciousness making it possible to finally disste body and mind, so that the other
artists can work on Sally‘s body.

A further point of connection are the religioaisd Christian implications Boesch as
well as Nitsch use. In his art Nitsch is constafitg)constructing the boundary between
theatre and reality, and the discourses constgutir{catholicism, religion and others)
and continuously undermining and trespassing s tfostering a re-constitution of
theatre‘s ancient forms of festive and cult/ritpklys (Dreher, 191). Another Christian or
mythological implication is the sanctification agtbrification of Sally, which becomes
explicit in the scene in which she is about to jumip the empty pool: “And then she's

running and whooping through the darkness andalmches herself and you can just see
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her up in the sky, up against the sky, the arceofdody through the night sky and up and
up and up. / She seems so high. She's flying. Sireangel. A drunken laughing goddess
angel. / And then she arcs down and we're clapping) we‘re cheering.” (pool, 301)
What is later realized as physical images in Bossploduction of the play is already
implied on its textual basis, as the inter-conngméss of sanctification and destruction.
Other Christian implications Boesch makes useea#{ure Sally being stuck to the wall,
and therefore apparently stylized as holy whilehatsame time being made an object of
art.

Therefore, the discussions about the Munich ygectdn ofpool all revolved around the
same issues: the aesthetification of (daily) lifie inability to distinguish between art and
reality and the process of turning the “fallen ftinto an object of art by means of
making the body an image to be worked upon (cf.
http://bayerischesstaatsschauspiel.de/spielpl@hg.body of the artist, also as an image
the others feel the urge to compose was certainghed to the foreground, therefore
making it possible and legible to argue that thenMln production was also sticking quite
closely to Frantic Assembly‘s focus on the meresitality of the actors. Whereas on the
other end of the scale, Tina Lanik, who produce@ thlay for the Vienna
Akademietheater, apparently decided to place tkeitself into the centre of attention
and had all action remain in the language itseél§oae points even becoming similar to
Greek chorus. One of Ravenhill's main intentiondhichh he explicitly formulated,
namely that ofpool being a “text for performers®, is certainly notlfilled by the
Viennese production, for such an interpretation @ertainly imply a stronger focus on

the human body and physicality of the actors.

Fig. 1 Picture from the 2007 production of pool in
Munich (Marstalltheater, Florian Boesch)
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Fig. 3: Hermann Nitsch Fig. 4: Hermann Nitsch

As for the British production, the co-operation lwihe physical theatre-group Frantic
Assembly Ravenhill himself in interviews admittét being a social and political writer
he did not really have an affinity with physicaletire whatsoever, which would
automatically link its inherent concentration oe thuman body in performance to being
diametrically opposed to political engagement oe triter's side. He only became
inspired by Nan Goldin‘s photography, since in petures she managed to connect life
and art, by making the lives of her friends objewtder very own artistic process and
progress. The strong focus on the deformed andirbesti body which he found in
Goldin‘s images became the main constituent Rallenplay is built upon. Ravenhill's
worries about losing his aims of proving politi@ad social engagement with his work
are quite in line with the arguments of Baz Kershalwo claimed that performance has
now conquered almost all theatric terrain and thue heavily argues in favour of a
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strict separation of performance and theatre, wimcthe next step would also lead to
regaining the political onstage (Haas, 59). Thialso further strenghtened by Patrice
Pavis, who openly declares physical theatre, anganticular dance theatre to be the

major opponent of political theatre:

So the enemy of a radical and political avantgasd® longer bourgeois theatre, as
it was in Brecht's youth, it is on the one hand theatre of images, which can
absorb the body and its social inscription, andhenother hand physical theatre and
dance theatre, for which the concept of body arstuge belongs to a completely
different model, where the body, more ,impetus” gsiimulus” than ,gestus*, is in

a position to make sudden incursions and to destngyfiction. Dance theatre or the
physical, neo-cathartic theatre (...) have becdmeshemy of (...) a political theatre,
still based on gestus and rationalism. (Pavisigteaas, 63)

Thus, the argument that postdramatic theatre, fouegling physical conditions,
according to Lehmann making them, and their obsenvdhe primary aesthetic object,
leads an existence at the very opposite end diigadltheatre, also fits into the discussion
on pool and postdramatic theatre in general.

4.2.1 Aesthetics of the ugly - ,appeal/tempt/houit*

Looking at an object of art is inextricably tiedttee concept of beauty and the perception
of the beautiful and its aesthetic qualities. Thestrdominant view on beauty merges
both the idea of a pleasurable response evokedhby beautiful object and an
acknowledgment that the pleasurable response tatypda determined in part by
objective properties of the beautiful object (McMah307). Still, it has to be taken into
consideration that in the context of art the eviocabdf displeasure or provocation can be
more important to the artist than triggering aifegglof pleasure. Taking a closer look at
pool, it can be argued that art undermines the opposand parallelisation of beauty and
pleasure and ugliness and displeasure, for thstsrin pool feel pleasure with the
apparent ugliness of the injured and deformed Sally

In Derrida‘'s analysis of the *“without” (the sanshe entailed connection between
Derrida‘s concept of trace with the “without”, tladsence and beauty's origin becomes
apparent and the concept of beauty is characteagesbmething which is never seen - a

trace, in-between being present and absent, whielstly relates to Sally‘'s position as
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oscillating between absence and presence in Rdlspiay.

The mere absence of the goal would not give it &kgerience of the beautiful) to
me, nor would its presence. But the trace of itseabe (of nothing), inasmuch as it
forms its trait in the totality in the guise of thans, of the without-end, the trace of
the sans which does not give itself to any peroeptind yet whose invisibility
marks a full totality to which it does not belongdawhich has nothing to do with it
as totality, the trace of the sans is the origirbeauty. It alone can be said to be
beautiful on the basis of this trait. From this niodf view beauty is never seen,
neither in the totality nor outside it: the sansiit visible, sensible, perceptible, it
does not exist. And yet there is some of it and leautiful. It gives the beautiful.
(Derrida, TP, gtd. in Bernstein 160)

Ugliness, often perceived in direct opposition talty and often defined in terms of
displeasure, in contrast to the beautiful as somgtthat generally pleases, is usually
defined in relation to its apparent counterpaitl, 8t particular in relation to art it can be
argued that in art the ugly can also be beautifbien the displeasure of ugliness is on a
different scale to the pleasure of beauty; everughougliness involves negative
emotions, when combined with certain elements tintlaese negative emotions can result
in a heightened positive emotion (McMahon, 164).

In pool, the artful, the beautiful and the ugly, the prkimg ugliness of physical
deformation are all very closely interlinked witlach other. The impact of Sally‘s
wounds on the other artists is one of intensityaubg and an apparent absorption
triggered by the image of their friend: “It appedlstempts. There is beauty here. We
know, we‘ve spent our life hunting it out and thesdeauty here. / And we stand and we
look and at last we‘re moved by the intense beaditthat image.“ (306) In the scene
before, the one in which Sally jumps into the pdlog “beauty” of the situation is pushed
to the foreground and becomes an integral patiefithole atmosphere. The state of “the
exceptional®, the exceptionally beautiful or ugly,this scene, serves as a pre-requisite
for the production of art, which is then transfdranto the following sequence of action,
in which she actually falls into the empty pool.tfy to visualise that moment and then
things don‘t seem so awfulpfol, 306). The whole iconography borrows much from the
mythic, as it draws upon beauty and grace andlyimabunts in alluding to images from
Christian religion, and referring to her as bearsngilarities to an angel-like figure (cf.
pool, p. 301).

The same wagool establishes a link between art and life, it akfens to the close link
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between art and death, which is also an integratufe of Goldin‘'s pictures, as
exemplified in the image which is drawn of Sallyriised and injured state: “The way
the bruises and the swellings grow and ripen oeer The myriad colours that a bruise
can take. One day an eye revealed and then armmheealed beneath the swollen. Yes.”
(308) In Goldin‘s photographs aspects of physicaficiency, illness, in particular
connected to sexuality and drug abuse, play aarudie. In her photographs not only the
daily, the seemingly authentic rendered in a waciplg her photography into a close
relation to the snapshot, but also the ugly, tHei@at is put into the context of art, and
thus makes the viewer perceive it as artful.

What might connect forms of postdramatic thewaiith the link between the ugly in art,
has also been attempted to be worked out by Lehnveimm for this purpose draws upon
Karl-Heinz Bohrer‘s “aesthetics of fright®, accondi to whom “aesthetic time is not
metaphorically translated historical time. The ‘sWesituated within aesthetic time does
not refer to the events of real time.” (Bohrer,.dig Lehmann, 142). In contrast to what
is usually understood as the represented timegspleeific temporality of performance
itself in Bohrer's sense is to be considered aaspect of shock and fright. Alongside
Bohrer's concept of ‘suddenness’, Walter Benjanstaklished the idea of shock, Bert
Brecht the concept of being horrified, as a preigtgifor cognition, and Heiner Miiller
conceptualized the idea of fright as the first ggppece of the new (Lehmann, 143) In an
attempt at reformulating presence as present Balrises at a definition of what is now
termed “postdramatic theatre” as “theatre of thesent”, according to his concept of the
“absolute present tense”, which, above all, meardgefine it in terms of a process, of a
verb, a presence that happens. This claim for ‘labspresence” is also one of the main
aspects of the art of the Wiener Aktionisten, whia it has already been pointed out,
share many aspects, claims and qualities with RaNsnplay pool, in particular
regarding the way it was staged in Munich and Landor both productions seemed to
borrow from the aesthetics of shock, aimed at evplpresence trough moments of

shock, as employed by the Wiener Aktionisten.
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4.2.2 Truth and meaning suspended

In contrast to Hegel‘s understanding of the terrboth pool andAttemptsart appears to
be no longer a proper tool for making truth sengyadrceivable and is finally no longer
perceived as a proper mode of creating the illusioan empirically classifiable reality,
therefore no longer seen as vehicle used to undavir which can be found inside the
objects of the world outside, as still claimed blyographer Nan Goldin, whose
photographs were a major influence for Ravenhilithwhe advent of postmodernism art
is no longer believed to be a direct re-presematican external world existing outside of
the artistic object. The sense of questing fortrand the desire of uncovering truth by
route of exploring an artistic object is closelgkied to the desire for making meaning,
which, as could be concluded, was firmly believed¢é gained and recovered by means
of art. On a larger scale this entire new figuratid the understanding of art as being no
key to the understanding of reality, can also e sgith reference to the theatre, for in
both plays the usual connection between theatre raatity has undergone a re-
formulation, which consequently led to a strengthgrof the dramatic performance as a
form of art, which is no longer limited to a meré&nar-relationship, but has improved its
own value as art.

In the context opool the characters’ (inter)actions and decisions ritagnced by the
fact that as long as Sally is physically preseatwlorld appears meaningful to them: “(...)
it all seemed to mean so much when everything wakuls of meaning yes it was all
drenched in meaning and we all cared we all canesbgassionately?“ (300) When they
finally start turning her into an object of artethmake the impression of having become
lost and thus pointing towards an apparent deaactstn of their aspired way of making
their lives meaningful by means of art, and negatis capacity of unfolding and
uncovering truth and thus establish meaningfulness.

With regard toAttempts one of its metatheatrical comments — “Isn‘t thiae true
meaning of these attempts on her life" (253) - ooy makes a direct reference to the
title of the play itself, but also asks a rhetarigaestion about the true meaning of the
play, which remains unanswered. Since the play setmbreak with all truth and

meaning, the “true meaning” of these attempts, lwiiEn be paralleled with the multiple
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inscriptions, will remain entirely in the dark. @m's play also ends with such an
unanswered question, the very last line of the ayAnd can it? / Can it what? / Mean
previously frozen?" (284) The important aspect thaaning cannot be pinned down, and
truth not established in language or art is an@sphich not only goes through Crimp's
entire play, but is also a crucial part of Ravdfthtext. The fact that in a multiplicity of
discourses, all of them stand beside each othdnowit being subordinated to any
hierarchical structure, just in the same way adredictory statements exist beside each
other, such as in the last scenario, includinditiee “She does work. / she has worked. /
She can work. / She will work. / She won‘t work28@) There is also one attempt at
establishing an objective truth about Anne, fornse® fifteen “The Statement” draws
upon the conventions of a witness-account, but lwiait the beginning of it seems to
contain entirely irrelevant questions, which alsm mbt lead to bringing any proper
conclusion. The conclusion of the apparent offisdbllowed first by a long silence and
then by another statement which seems to be coahplehconnected to the first one.
Thus, no meaning can be derived from an apparebjbctive account either.

4.3 Mirror-images: Introducing Jacques Lacan

Although commonly associated with the field of gsyanalysis, Jacques Lacan, in
particular examined through the lens of some majmcepts of postmodernism as
introduced by Derrida and Baudrillard for instanbas proved to be equally important
for investigating the major fundaments of thougbstgtructuralism is built upon. His
proposition of the gaze, as a moment of alienadimh split of the subject as such and the
well-known theory of the mirror stage play a crlicizle with regard to the two absent
female figures Ravenhill's as well as Crimp's plagsolve about. As Sturken and
Cartwright inPractices of Lookingeport, the gaze, in particular the male gazegiger a
neutral one, but always contains a certain potefatiadefinition and inscription projected
onto the person the male gaze is directed at (ey further remark that the act of
gazing always entails a kind of split viewers eigrere when looking at images, a
moment of alienation resulting from being simultangly the surveyor and the surveying
entity. The gaze, although directed at somebodg alsvays harbours a moment of

looking at oneself through the implied, and thusoahscribing, gaze of others, finally
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creating an omnipresence (Sturken/Cartwright, Bhjs conception of the omnipresence
of the gaze can certainly be transferred onto Rallenimplementation of photography
into his play, creating a proper tool for illustret the Lacanian concept of the
relationship between image and original. This miglsb serve as the basic theory for
explaining the instance of alienation and the sphe experiences when looking at
images, as referred to by Sturken and Cartwrigh), (8hich is inextricably bound to
every instance of being faced with an image of elues, for we see it as ourselves but at
the same time also as an ideal.

Taking a closer look at Lacan‘s conception af thirror stage some of the aspects
raised in relation to the gaze might gain broadeugd of understanding and lay bare
some of its theoretical groundwork. The mirror sta@s described by Lacan is a period of
development the child goes through when it is betwsix and eighteen months old and
commonly understood to be prefiguring the wholeledigc between alienation and
subjectivity. At the very core of Jacques Lacaromaept of the mirror stage lies the
child’s transition from the imaginary to the symisolThe Imaginary is to be regarded as
a pre-oedipal stage in which the child lives inymbiotic relationship with the body of
the mother, entering the Imaginary the child fiadsess to the realm of images, it tries to
identify with (Sarup, 30). The child, as it grows, €ontinues to imaginarily identify with
objects to constitute the self, a narcissistic @sscused to stress the notion of wholeness
as regards the self, by trying to find somethingim surrounding we can identify with.
The Symbolic, on the other hand, could be charaet#ras a world of patriarchal order
and logic, in which the apprenticeship of languag®matically leads to an alienation for
the psyche (Eagleton, 27). Going through the mistage the child sees its own
reflection in the mirror and begins to conceiveitstlf as a unified being, somehow
separate from the rest of the world and finallyesses the language system, essentially a
system which is concerned with lack and separasorce language names what is not
present and substitutes a linguistic sign for lisTstage also marks the beginning of a
period strongly characterized by prohibitions aesitnaints, associated with the figure of
the father (Eagleton, 31).

The child perceives the reflection in the mirasrhaving a coherence which the object
itself lacks, but this self-recognition is alwaymé&s-recognition and the mirror stage is in
fact a moment of alienation, and not a process ethlly a tendency to get “closer” to
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oneself as a subject, since knowing oneself thrarmglexternal image is in fact always
defined through self-alienation (Sarup, 27). Inaétempt to establish a parallel between
the child and the signifier and therefore put thddcinto the position of the signifier
trying to give meaning to something, the reflectiorthe mirror could be regarded as the
signified and as a result the image in the mirher ¢hild faces has the potential of being
viewed as its own “meaning”. What the child findsthe mirror could be seen as some
sort of “wholeness”, as a state where there isaplgetween signifier and signified. With
the appearance of the father the child becomeseagfahe fact that identity is the result
of differences, that subjects and entities areaagt €haracterized by their absence, which
also makes language metaphorical, since it alwtygls in for an absent object. As the
child enters the language system it becomes awdteedact that language is based on
lack, and that all language use is conditionedhayfact that it is the lack of something
real that makes us use language in order to naenerté entity we lack (Eagleton, 154).
Language is seen as somehow “empty” since it igrafless process of difference and
absence, resulting from this it can easily be algbhat the child moves along an endless
chain of signifiers, pointing to even more sigméiewhich clearly marks the signified as
provisional and meaning as instable and unfixable.

The immanent critique which lies beneath thisstauction is a general critique of the
signified, implicitly criticizing any attempt atying to fixate and pin down meaning.
Therefore, the signifier is pushed to the centratténtion, and constantly suggests the
provisionality now attached to meaning, implyingttiit is something we cannot really
get a hold of but that can only be “borrowed” (Lacgd. in Bossinade, 40).

4.3.1 Ex-centring the subject pool andAttempts

The act of ex-centring the subject, as a resulLaxfan‘s subverting the hierarchy of
signifier and signified, which leads to a subortiom of the signified to the signifier,

therefore now occupying the primary position, cocddtainly be regarded as one of the
main issues prevalent both pool and Attempts on her lifeThe subject is no longer at
the centre of thought, Descartes’ “cogito ergo sudissolves into a haze of self-

alienating (mirror-)images. Although from two diféat strands of theoretical thinking
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Lacan provides us with a similar perspective ort thatter as already examined in
connection to Baudrillard. Both foreground the basssumption that it is not something
real that could be regarded as making a “momentbeihg” evolve but that its
precondition is to be sought in its linguistic fation, in the form of language.

The tool supposed to function as the “repreagntmachine” gains primary status over
what it is meant to be re-presented, and the subgetstitutes itself through this moment
of difference and alienation to what is re-preseénfénus, the subject is one that moves
along an infinite chain of signifiers, never pongito a fixed signified, a stable and
coherent re-presentation. This assumption is aspansible for his definition of the
subject as lack. Within this theoretical framewdtk image gains a crucial position, an
aspect also increasingly important when dealindp witol and Attempts on her lifein a
common understanding of the word and the conceptlits beneath it language, or art in
a more general sense (photographyaol), is often thought of as having an image-
constituting function. Language as a tool for paigimages of something or somebody,
an aspect implicitly questioned and criticized loytbauthors can certainly be regarded as
one of the main functions of literature or art engral. Already in the title gkttemptson
her life, the impression of such images as being mere pitsgntherefore implying
nothing fixed and stable is conveyed. The imageArofe that are drawn in the play, are
mere attempts at pinning down her character, theyak flawed and inconsistent within
themselves and seen in the wider context of thelavplay they also heavily contradict
themselves, for they draw upon a whole range diewiht discourses and fields of
knowledge and thought. Thus, it could be arguetllibth plays construct themselves in
an act of destructing this common and dominantonotif the image, an aspect that also
ties in with Baudrillard's as well as Lacan's atdenying the image, or the mirror image
its subject-constituting function. Lacan does nelidve the image to have any potential
for working as a source for getting at a seemirnglgerent picture of the self, declares it
as illusionary and as leading to a split that ememut of desire.

A culmination of these notions and concepts lbarfound in Lacan‘s “Aphanisis” -
effect, which defines the speaking subject as artyeentirely determined through the
signifying chain, along which it is positioned amdthin which its place is one of an
interval, a gap, and thus manifests itself in apss of “fading” (Pabst, 65). This formula

denies the signified or the referent its poterfbalbeing re-presented, a notion summed
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up by Lacan in the following way:

Ein Signifikant ist, was fir einen anderen Sigrafiken das Subjekt vorstellt. Dieser
Signifikant wird also der Signifikant sein, fir defle anderen Signifikanten das
Subjekt vorstellen kénnten: das heildt, dal? ohneedieSignifikanten alle andern
nicht vorstellen kénnten. Denn nichts wird vorglisterenn nicht fur etwas. (Lacan,

gtd. in Pabst, 70).

With reference to the two plays the incapabilitypoth female protagonists to emerge as
speaking subjects, one of them never speakind,aral the other one relying solely on
her images, the mirror as such and the photogréaken by the other artists, can be
considered as a product of Lacan’s definition @& $lubject as an entity conditioned by
lack. On the level of form this attitude toward® thpeaking subject becomes clearly
visible in Crimp‘s as well as Ravenhill's play, for both plays no character names are
attributed to the spoken text, what the readeriewsr is faced with instead are mere
“text-bearers” (“Sprachflachen®), an aspect proldéming the status of the speaking
subject, which remain as shadowy as the main fgyberself. This notion seems to be
mainly applicable toAttempts on her lifefor Crimp denies the viewer or reader any
information as regards psychological details amtsfaf his speakers onstage plol the
main aspect that might correlate with Lacan‘s desiton of the subject as centre of being
and thought might evolve in relation to the femadetagonist as an object of art, which

Ravenhill illustrates using the topic of photograph

4.4 Photography - a challenged medium/object-ificaan challenged

Almost throughout the centuries photography has mégssified as a means to objectify
and re-present the real world in the most accwatg Bearing this in mind and shifting
the focus onto Mark Ravenhillisool it might be argued that the female artist certal
the play is being turned into an object by usehef ¢amera, which focus is constantly
placed upon her. She not only becomes an objedesife and the male gaze, but her
objectification is additionally given impetus byetbther artists’ yearning for turning her
into an object of art. Through the lens of the carshe is no longer an active, creative
subject, an artist of her own, but becomes a pié@at herself. A notion quite similar to
this approach is also outlined by Susan Sontag, states inOn Photographythat to

photograph is to appropriate the thing photograppetting itself into a certain relation
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to the world that feels like knowledge and thereftike power (Sontag, 15). There is a
certain “potential for composition’ppol, 306) in their work on the female artist,
emphasizing the aspect of creation inextricablynobto every piece of art. She is the one
that is composed during the entire process of ggingra work of art that will make them
last. This is a quite paradoxical view since ittoags one of the most basic conflicts
inherent to every piece of artistic merit. The yguamtist, on the verge of dying, not even
conscious, is used to fulfil one of the most crupiats in the context of art in general,
which certainly is to make something or somebody far all eternity, irrespective of
every aspect connected to mortality. There is #aepotential not only to make the
artists stay within the minds and memories of thblig, but also the object itself, even
though she was on the brink of vanishing when theuge was taken. The artists take her
to another level, when they strip her of all hemlam qualities making her an aesthetic
object existing solely on the level of art. “It aggts. It tempts. There is beauty here. We
know, we’ve spent our life hunting it out and thesdeauty here / And we stand and we
look and at last we’re moved by the intense beafitthat image.” pool, 306) Susan
Sontag’s view on that particular matter conjuresanpentirely different image, for she
states that photographs are no instruments of memdrinventions or replacements of it
(Sontag, 165).

“We've become fascinated by the - look you cee s fascinated by the markings and
the bruisings and the cuts progress from day to dayst look. Just look. Just look and
see. Isn’'t that rather fascinating? Isn’t that fiagting?” @ool, 308). It is not only the
defining gaze of her fellow artists that attribtibeher the features of an object of art as
might be deduced from reading this passage, hileasame time they deny her the one
characteristic that continued to be central to ph@phy all throughout the centuries,
namely the fact that photographs have for a veng lome been viewed as signifiers
representing a particular signified that is grouhde a real-world-referent. The
foundation such an assumption is built upon hasnafieen referred to as the myth of the
photographic truth (cf. Struken/Cartwright), whiahitomatically attributes an air of being
an unmediated copy of the real world to a piecepbbtography. In contrast to
poststructuralist notions and thoughts as introdunethe psychoanalyst Jacques Lacan
for instance, according to whom every signifier dilons as another signified and is

therefore seen as being non-representational, wdigsthmeans that the signified itself is
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always of a kind of provisional nature, the pegsistview of the photographic image
established a direct relation to metonymy. Whermedsacanian terms and in the context
of language it is commonly acknowledged that nodasrever free from metaphoricity.
Referring to the gaze, a concept introduced estdblished by Jacques Lacan might
entail a kind of split that viewers experience aolking at images. Lacan defines his

concept of the gaze as follows:

In the scopic field, the gaze is outside, | am kxblat, that is to say, | am a picture.

This is the function that is found at the hearthaf institution of te subject in the

visible. What determines me, at the moment of trestnprofound level, in the

visible is the gaze that is outside. It is throdbh gaze that | enter light and it is

from the gaze that | receive its effects. Hencedies about that gaze is the

instrument through which light is embodied and tigto which - if you will allow

me to use a word, as | often do in a fragmentewh fed am photo- graphed. (Lacan,

gtd. in Seppanen, 76)
At this point in Lacan’s theory a direct equatiosteen the gaze and photography is
created, which further strengthens the need foikthg them as co-present and directly
corresponding in relation to pool as well. The tsphiat has been referred to is a
conception closely related to Lacan’s notion okmdition that results from the split
between seeing a particular image as oneself Botad an ideal, as both the same and
not the same as oneself. It could also be undetsteathe split that results from being
simultaneously the surveyor and the surveyed, okifg at oneself through the implied
gaze of others. The split self of the viewer isal#/connected to the idea that the gaze is
omnipresent. In relation tpool this would imply that the artists’ gaze, for trenfale
artist, their object of art appears to look backham from the photograph, is one that is
not only directed at the woman, inscribes her vigtures they want to ascribe to her,
thus construct her, but is also re-directed badkern, making them aware of their own
position in this game. This tendency finally ballewn to the fact that at the end of the
play it seems that it has not been them constmdter and a whole narrative around her
but that finally it is the artist herself evolviag the proper narrator of her own story since
she is the one laying out the pictures taken of Hegself, and takes up the position
previously occupied by her friends, in order to stdnte herself by means of the
photographs. She is the one giving shape to aldifierent stages of her condition as

apparently captured by the bundle of photographs.i§designing her own layout: “And
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now she wants hard copies. So we provide hard sdgi€And she lays them out around
the room, arranges, rearranges, studies. And — gesnetimes she does ask our opinions
but really it is her eye, her eye shaping them anform” (pool, 314).

Sticking to Lacan it could also be argued that female artist might long for a mirror
to get a fuller image of herself, an assumption thight become explicit examining the
following utterance “No mirror anywhere. | must kobke shit. | guess they don’t want

me to see what...” / “And there was a voice: Oh yan see what you look like.” (312)
which would perfectly tie in with Lacan’s concepttbe mirror stage, according to whom
all our fantasies are symbolic representations wf desire for wholeness. The “I” of
desire is an emptiness that receives a real pestdontent by a negating action that
satisfies desire, desire is therefore a revelabfoan emptiness, lack or presence of an
absence and always directed towards another desiréhus another emptiness. Desire is
directed towards an ideal representation that esembe fully and satisfyingly grasped
by the human subject (Sarup, 28). There is an dgbable gap between the artist herself
and the image she has constructed of herself, wiBidne that is always shaped and
determined by a heavy influence of the subjectsrddor coherence and wholeness. She
iSs never going to get a stable image, tries torjmé her relation to others but there is
always the possibility of misinterpretation stemgniinom this gap and mis-recognition.
The female artist in pool has an idea of her idertut it does not correspond with
reality, the mirror image, which in this particulzase is substituted by the photographs is
always back to front. Following the Lacanian lifeaogumentation it cannot be left out
of consideration that there is no subject excepeipresentation, but no re-presentation
captures us completely, cannot be totally definedcan escape all definition, causing an
inherent threat because our identity always dependmterpretation by others. This is
also the foundation Hegel’'s master — slave diateas built upon and works with (Sarup,
22).

Susan Sontag further argues that all photograptes memento mori, which
automatically implies that to take a photographligays inextricably bound to an act of
participating in another person’s mortality, vulaleitity, mutability. Precisely by slicing
this moment and freezing it, all photographs tggtftime’s relentless melt (Sontag, 15).
Another aspect that needs to be cast some light igpthe notion of the photograph as

being both a pseudo-presence and a token of ab¢8oo¢ag, 16). IlCamera Lucida
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Roland Barthes states that a photograph is alwiégshed the notion of being a proof of
presence of the target at the very moment of takkiegohotograph. “In photography | can
never deny that the thing has been there”, he ar{Barthes, gtd. in Seppanen, 98). A
statement such as this sheds some light on theenthe paradoxical nature of the
ontological status of the female artist in the plale fact that she is photographed and
the implication that she has been present at acpkat point of time, even though she
never really evolves as a subject, for she nevarmsoto full presence lies at the very
basis of this paradox. It could also be the achenfiaking time, past and present
manageable and thus assure oneself of a certainokipresence attached to the things
photographed that makes photography such an apgeafiedium. Even though
photography as a topic is never explicitly raisedViartin Crimp‘sAttempts on her life
the same complex of issues that lurks behind thie @wf photography in Ravenhill's play
can be detected when dealing waktempts on her lifeCrimp, as well as his fellow
playwright Ravenhill introduces a woman as his n@diaracter who is absent and present
at the same time, who is the centre of the playenddi the very same moment not being
able to fulfill the role of the centre for it iscentre without an original, without a referent
that can be grasped or captured in any artistidumed

When photography was invented in the early T@thtury, it was regarded as the most
reliable means to render a precise moment in tinogv in cost and generally easily
available, photography was a revolutionizing anthderatizing new tool as regards the
visual image. Ordinary people now got the chanceecbrding their lives and store it for
many generations to come. Drawing upon Walter &air)‘'s The Work of Art in th&ge
of Mechanical Reproduction it can be argued thét iecause of its reproducibility that
photography has very long been regarded as infédothe uniqueness of paintings
(Mirzoeff, 73). Thus, the main purpose of photodrapas and still is the preservation of

memories:

In the analog age, personal photography was firgt foremost a means for
autobiographical remembering, and photographs lyseatled up as keepsakes in
someone’s album or shoebox. They were typicalharggd to be a person’s most
reliable aid for recall and for verifying life aswas, despite the fact that imagination
and projection are inextricably bound up in thecpss of remembering. (Dijck 99)

Knowing that we are going to be photographed, ws=pemile, choose locations, etc., as
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already Roland Barthes observed:

In front of the lens, | am at the same time: the bthink | am, the one | want others
to think 1 am, the one the photographer thinks | and the one he makes use of to
exhibit his art. [...] | do not stop imitating mysend because of this, each time | am
(or let myself be) photographed, | invariably sufffom a sensation of
inauthenticity. (Barthe€amera Lucidal3)

Thus, the presumably unaltered reality is in fédierad by ourselves in the moment when
a photograph is being taken. There is room for tiagon, as the evaluation of the first
pose may influence the second pose (Dijck 104). ¢l@w, it is also often the case that
we consciously try to change or erase our photdgr@past. Pictures are thrown away or
people are ripped out of them, as a means of ‘idgaup our memory storage“.
According to Dijck this “image doctoring” (Dijck B) is an integral part of our
autobiographical remembering, as we more or leasaously shape our past to suit our
wishes and expectations.

Photography could be perceived as distinct fatirer media because it shows that
something was definitely there when the shutter a@ned. The claim that something
was present automatically marks it as a past teregbum, for it denotes that something
was there rather than something is there. Bartt@msig that “with the photograph we
enter into flat death”. The past the photographsegmés cannot be recaptured and
emphasizes “the imperious sign of my future deg@iitzoeff, 74). Arguing not quite in
line with Sontag and Barthes Walter Benjamin stdfest a photograph, being a

mechanically reproduced object, cannot have a genuiesence.

An image is that in which the then and the now cdimgether into a
constellation like a flash of lightening. In oth&ords: an image is dialectics
at a standstill. For while the relation of the mmsto the past is a purely
temporal, continuous one, the relation of the Tteethe Now is dialectical:
not of a temporal but of an imaginistic nature.r{enin qtd. in Mirzoeff, 69)

As has been argued by Susan Sontag, through phaptogthe world becomes a series of
unrelated, freestanding particles, and historyt pagl present a mere set of anecdotes.
The photographic exploration and duplication of therld fragments continuities and

feeds the pieces into an indeterminable dossiertl@damera appears to make reality

atomic, manageable and opaque. It is a view of therld which denies
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interconnectedness, continuity but which conferseash moment the character of a
mystery (Sontag, 23).

The connection of truth, knowledge and poweelation to photography is also pushed
to the forefront of attention when considering Faults notions about the link between
knowledge and power. The individual becomes thgetaof information, with its own
specific qualities, enabling the construction afanparative system which allows it to
delineate overall phenomena and constitute specHiegories with the individual's
position in them. These practices of documentatitake the individual take on the
notion of resembling the concept of a “case”, whiliself inextricably interwoven with
a sense of power since it is always linked to kmalge of which the individual is a target
of. The realm of truth concerning an individual ehniis constructed by the capacity of
power producing information about an individual kkbtihus be seen as directly related to
the aspect of truth which appears to directly gpomd to photography as such
(Seppéanen, 103). “Truth is to be understood asstesyof ordered procedures for the
production, regulation, distribution, circulatiomda operation of statements. ‘Truth’ is
linked in a circular relation with systems of powehnich produce and sustain it, and to
effects of power which it includes and which extahdA regime of truth,” Foucault

claims (qgtd. in Seppanen, 103).

4.4.1 Introducing Nan Goldin

Born in 1953 Nan Goldin is an American photograpaed, as acknowledged by the
writer himself, inspired Ravenhill to writpool because he got to know of Goldin‘s
accidentally falling into an empty pool. One of thest characteristic aspects concerning
Goldin’s photography is that it turns against treyeuristic aspect of the camera, a
feature often used and exploited by other photdgrepp She is of the firm belief that,
even though this might be an implication commordgaziated with the profession, she
has got no right to intrude where she is not kn@md thus all people encountered in
Goldin’s work are in fact close friends and alllyjuaware of being photographed. Her
photographs could be characterized as the recottkofprivate life, made art by her

decision to exhibit them and to make her privde public by means of art. Therefore it
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could be concluded that her work is marked by atgdegree of personal intimacy. For
this reason Goldin has often been accused of progisnapshot-photography. Catherine
Liu delineates the snapshot as being a particalan fof photography, only capable of
functioning within a very restricted aesthetic aa@a describes it as both anonymous and
succinct, framing the moment but with its formatiaresthetic qualities being suppressed
(Liu, 525). She further characterizes the contempoartist working with snapshot-
photography as being fully aware of the “way in ebhithe casual offhanded use of
photography reveals more about our relationshif Wie medium than art photography
can. Our historical and material relationship te thedium is that which art photography
would like to render invisible or suppress altogeth(Liu, 525). One might detect a
parallel to postdramatic theatre here, foregroumdire medium and exposing its self-
awareness. Taking a closer look at the field ofpshat-photography one might also
deduce a connection to Derrida‘s remark on Freltystic Writing Pad, which basically
draws our attention to Freud's notion of writing lasing nothing more or less than a
writing aid, a spatiotemporal extension of the p&yaf memory itself (Liu, 527). “The
snapshot, especially in its promise of perfect smuogity attempts to render memorizable,
if not memorable the field of vision itself: instacameras further cut short the time of
frame and focusing, thus offering the consumerngafey of artless decision® (Liu, 527)
In its seemingly inherent offer of capturing the memt, photography appears to be
fulfilling the promise that could not be kept byitivrg of accurate record-keeping of the
dead.

However, the scenes her pictures depict are nmmnate or radical than usual
snapshots, they include photographs of people ga#tiugs, making love or bleaching
their eyebrows. While many photographers use tagineras as voyeuristic tools, which
enable them to intrude in foreign spheres, Goldigfgrs to take on the position of a
witness, since the fundamental difference betweeoyaur and a witness is that while a
voyeur tries to see without being seen, a witnestigipates physically in an event and
reports on it. This is a decisive differentiatidmatt needs to be kept in mind when
associating Goldin with snapshot photography amsdcommon definitions. In her
“foreword” or “photographer‘s note* tdhe Ballad of Sexual Dependerstye also refers
to it herself and supplies those participating én art with a comment on her own work
under which light one is certainly inclined to asséer world in a different mode: “There
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is a popular notion that the photographer is byireaa voyeur, the last one invited to the
party. But I'm not crashing; this is my party. Tigsmy family, my history.” (Goldin6)

Another aspect that might be worth considerimghis context is Goldin‘s statement
that she started photographing after the deatteosister, as the only reminding picture
she has now is one picture of her: “I don't eveniM® be susceptible to anyone else’s
version of my history. | don’t ever want to losestheal memory of anyone again”
(Goldin 9). The fact that memory plays an importasie for Goldin becomes apparent
when paying a closer look at her work. Her modelsestly young and aspiring artists,
recur and return over a 20-year-span. In this wefupes create narratives, in which the
spectator adopts the role of an acquaintance. dituation can be compared to those of
soap-operas, where the audience is also confrowidd the same characters over
thousands of episodes broadcast throughout mamyg. & we recognise certain faces or
locations, the illusion is created that we know¢haracters or models.

The best-known photograph by Goldin is a seltspd called “Self-Portrait One Month
After Being Battered” from her collectiofhe Ballad of Sexual Dependenpublished in
1984. After being beaten up by her ex-boyfriend]d@otook this picture in order to
remind herself of not returning to their relatioshrhis shows again the importance of
memory in Goldin’s work and the fact that she regaphotography as being more
reliable than her subjective perception and pogshbjective memory. Her work could
also be attributed the status of being a narrativegtion that would also tie in with the
former idea of comparing it to a soap opera, shmmework is always featuring the same
characters and knowing their names and relatiomesautomatically gets the notion of
participating in their life stories. The self-pa@its she included in her collection, in
particular the one she gave the title “Self-pott€me Month after Being Battered” from
1984 bear strong resemblances to the way the yadisg in Ravenhill's play appears to
have been depicted in the photographs taken biehew artists.
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Fig. 5: Nan after being battered (Ballad of SexDependencyp.83)

4.4.2.1The Ballad of Sexual Dependerag/the eye to essence

In her programmatic introduction to tBallad Goldin provides us with those issues and
ideas that seem to have been the basis her eastpgraphic work is built upon: “The
instant of photographing, instead of creating dista is a moment of clarity and
emotional connection for me.” (Goldin, 6) It seetingt in her art Goldin is obsessed with
creating and establishing such moments of truthsarath instances of revelation. Such a
view might even establish a link to phenomenologhich thinks of language as an
instrument of getting at the truth, a way of seeamgl doing, rather than seeing it as a
prison house, as supposed by Frederic Jamesortheihdvent of postmodernist thinking
(Fortier, 41). “In this way, the emphasis is on finesence or ‘unconcealing‘ of the world
for consciousness rather than its disappearanee lamguage, and therefore on the
interplay with the real rather than on its inevieatleferral.” (Fortier, 41) With regard to
Martin Heidegger, his thoughts of art as creatirgpigitual presence or truth seem to fit
into the image of art's capacities as outlined ptdi. To him pieces of art “provide
access, not to things in themselves, but to a lpged relation, of reflection and
understanding, with the world, a relation usualigneealed in day-to-day human
activity.” (Fortier, 42) With the advent of deconsttion this desire for full presence and
truth is exposed as a mere illusion in which wetapped.

Goldin thus posits a concept of fundamentahttbe object itself communicates, a true
meaning of things, which automatically denies awgpheng gaps between referent,
signified and signifier. This further entails theteaning is present in the object and
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directly communicated. The things she encountezssi® expose their very essence to
her. Such a view not only bears traces of phenofogioal thinking but also fosters the
belief that all referents are not only directly gpable but also actively exposing their
essence to those perceiving them. Referentialifytextuality weighed against each other
(...) foregrounding the Dingwelt. Reality is sees tmansparent and accessible via
consciousness and not as a construct of langudgeiriplied reliance on the “authority
of consciousness” consequently also appearing scadi the concept of presence, in
particular of presence in thinking and the reflexisogito by heavily arguing against
Descartes' “Cogito ergo sum”. At the beginning &f @f Grammatologylacques Derrida
introduces a number of ways in which “logocentgchceptions of “meaning of being as
presence” have been developed, such as:

presence of the thing to sight as ,eidos" (form),

presence as substance/essence/existence,

self-presence of the cogito,

consciousness. (Baldwin, 8)
All these conceptions appear to aim at providingaecount of objective knowledge on
the basis of an immediate intuitive relationshiptween a particular person and
something else whose significance opens up to sodyethrough this kind of intuitive
relationship and which makes her/him capable ohgoon to develop an objective
understanding of the world. (Baldwin, 8) The objadtnowing subject is presented with
is immediately understood as what it is. Thuspitld be concluded that the conception
of presence which Derrida marks as logocentrimes according to which “the possibility
of objective knowledge is thought to be foundedtmimmediate cognitive presence of
an object in a subject.” (Baldwin, 8) “Logocentrisnould thus be bound up in the
determination of the being of the existent as presg Derrida states inOf
Grammatology(Culler, 93) Drawing upon the conceptions alreadylined before and
linking them with the concept of the binary oppmsitas a fundamental ruling force in
Western thinking it could be argued that in opposg such as meaning/form, soul/body,
literal/metaphorical, nature/culture, transcendsnpirical the superior term of the
respective dyad always belongs to the realm ofldges. The other one is assigned a
secondary status and conceived of as a compligategation or disruption of the first.
(Culler, 93) This authority of presence arrangé®at thinking. All the familiar notions

1] “ ” “

of “making clear”, “grasping”, “demonstrating”, ‘vealing” invoke presence. One of
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Derrida’s central concerns is the deconstructionthef metaphysics of presence, by
illustrating that what we consider as presencéwss already marked by difference and
deferral. (Culler, 94f.) In his famous essay “Sigma, event, context, he argues that
“there is no experience of pure presence but ohfins of differential marks”, which

nicely sums up his thoughts about the necessalgomment of presence with the concept
of the trace and the assumption that we move awongndless chain of signifiers. These
concerns about the dominance of presence in Wetharking raised by Derrida and

others seem to bring under attack exactly suchtami®ons as they have been put

forward byphenomenological thinking.

4.4.2.1The Ballad of Sexual Dependeragymemory storage/diary

In her few introductory pages #the BalladGoldin not only comments upon her longing
and persistent urge to present the “true naturetiesfsubjects, without glamorizing or
glorifying them in any way but also her wish to raak a storage of “real memories*”:
“my desire is to preserve the sense of peopleésliv..) | want the people in my pictures
to stare back. | want to show exactly what my wdodoks like, without glamorization,
without glorification” (Goldin, 6)

This is not a unique claim, particularly conmecto Nan Goldin, or photography in a
general sense, but something that has continuawived over the last centuries, as
naturalist aesthetics or variations of it, as aegehtendency towards the “hyper-real”, a
strong sense of realism that continued to be a mmbifactor in almost all art histories.
Two utterances from her “photographer‘s forewordigimh serve as an illustration of
Goldin's strong focus on memory and the diary waththe capacities she attributes to
them: “We all tell stories which are versions obtbry - memorized, encapsulated,
repeatable, and safe. Real memory, which thesarpgtrigger, is an invocation of the
color, smell, sound, and physical presence, thesityeand flavor of life. Memory allows
an endless flow of connections. Stories can beittewy memory can‘t (6).

“The diary is my form of control over life. It alles me to obsessively record every
detail. It enables me to remember” (6). Memory aves stories, it, from Goldin‘s
perspective, can be real, but only when triggenggbibtures. It is something fixed that

cannot be re-written, whereas the story is somgtexposed to constant change. The
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diary, the photographic diary in Goldin‘'s case & ttool she needs to capture
memoryl/ies, control life by means of memory, byldimg her to remember.

The sense of immortality and art's assumed tgbtbh build up a wall against the
mortality of its creator and those created in thecess of producing art which is also an
essential ingredient in Goldin‘s programme for pheduction of art - the subjects in her
photographs - is thus tightly interlinked with thdist's capability to stay true to the
world of facts, that he/she and therefore alsohbrsktories are a product of and thus
avoid fictionalization, or as Goldin puts it, glarization.

For years | thought | was obsessed with the rekeeping of my day-to-day
life(...)In the process of leaving my family, increating myself, | lost the real
memory of my sister. | remember my version of loéithe things she said, of the
things she meant to me. But | don‘t remember thgitde sense of who she was,
her presence (...) (9)
What can be found here is the strong focus on poesen the implied wish to re-evocate
and thus the urge of trying to make her graspabt@din‘s desire to restore presence
would then create a sense of tangibility and imailayt

Memory and its capacities in connection to avehbecome a widely debated and
discussed issue. Scholars have also developed snddat are rather based on
“textuality”, and thus claiming a non-existencetbé past, which leads to the fact that
memory is no longer a recovery or repetition of byl traces, but could rather be
characterized as a construction of the past undeditons determined by the present.
Such a system is not built upon retrieval but orersibility, insofar as the linear, cause-
and-effect is replaced by a continuous proleptid analeptic “shaping“. Meaning is
constituted in an endless process and retroactigaly repeatedly and forgetting is
embedded as an integral principle. (Whitehead, Thd)s, it could be concluded that
memory is no longer related to the past as a fdrtruth but as a form of desire. This not
only evokes thoughts as introduced by Jacques Ladar in his reflections on the
mirror stage, shifted his focus on the child‘'s dedor wholeness and coherence, two
factors the world, as being one entirely immersethnguage, lacks, and thus can never
be achieved by the child, but also seems to poimétds Goldin's refusal to “glamorize”
life. Her main principle as regards art is concdrméth being loyal to one’s life. But if
we assume that there is no original embedded imidterial world of referents that can

be easily grasped, this would certainly provokeeaegal tendency to make one's life-
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story poetic, for there will be a rule of desirespibly one for coherence and wholeness,
one cannot shut oneself up against. The underlyotmpn is one that classifies art as a
tool for making things coherent and graspable,esiwbat we perceive as reality often
leaves us with the feeling of an inescapable fragat®n and incoherence

Another concept that could be positioned quitéirect opposition to the way Goldin
sketches memory's abilities, is Freud's “Prinzipr ddachtraglichkeit” (“principle of
deferred action”). He illustrates this using thenfais case of Emma, a young woman
suffering from severe trauma in connection to shogpand sexual abuse. The traumatic
event, her being sexually molested when she wasiagygirl, had no effect in the past,
at the very moment it happened. The meaning ofetrent was not present when the
incident came about. It appears that when we tatkibit we deal with a “past that never
happened®, but by “re-writing"“ it, it is created ihe act of being repeated (iterabilité). It
seems as though the later event causes the eawvhet, because the effect was there
before the actual event that caused it. Only enaétt of being repeated it gains meaning.
A familiar notion can be encountered when payingaser look at Jacques Derrida‘'s
thoughts about iterability and re-iteration, whiadsically refers to the fact that all signs
and text can be repeated in new contexts, buittlsaat the same time context-bound, i.e.
dependent on a context, but not on a particular Breud's concept appears to unsettle
the belief that the past can be recovered as itamasthat there is a possibility of re-
uniting our past and present selves. Still, onehmigrgue that the assumption that
memory can give us direct access to the presemvedreed past retains a powerful hold

on our culture. (King, 12)

4.4.2.pool and theBallad - ,,you will never know, nor will you, all the sties, nor even the
totality of one single story, | kept telling mysek | looked at these images* (Derrida -
Right of Inspection

Being one of the main inspirations fpool, a great number of parallels and similarities
between Nan Goldin‘s photography and Mark Raveshilay can be found. The most
obvious one arises from both artists's depictioplofsical deformations, injuries, which
Goldin herself suffered from after falling into ampty pool, or after having been beaten

up by her boyfriend, as one of her most famousqaraphs, “Nan after being battered”,
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shows. The most prominent way Sally is referredirtothe play, is by means of
portraiture, the photographs the other artistscarginuously taking of her to picture the
different states of her suffering, which establshdink to Nan Goldin, who, in her own
work, also only appears as a subject of her owrbgmneans of self-portraits.

On a more thematic level, the collective ofsastidisplayed in the play can be compared
to Goldin's friends and fellows depicted in her fwgraphy. The social surrounding, the
dynamics of friendship as depicted in a way resemgldnapshot photography, which to
some extent also appears to hold truepfool as well, is an essential constitutive of both
pieces of art. Another feature they have in comnsotheir focus on the depiction of
violence and deformation, an “aesthetification loé tunaesthetic”. Recapitulating the
underlying concepts Goldin outlined at the begignof the Ballad, it immediately
becomes apparent that content-wise, since Golgindtographs were a major influence
for Ravenhill,pool sticks quite closely to Goldin‘s dominant issulest on the level of
aesthetic theory fundamental discrepancies canebectgd. In an essay on Derrida's
“Right of Inspection” Gerhard Richter points to soessential arguments Derrida uses in
his own text, which denies photography its claindioéct, real-world reference, and thus

directly pierces into the major aspect where Gatdamd Ravenhill's view diverge.

(...) when the referent itself consists of framleat tare themselves framed, the
index of the wholly other, however marked it may &edlessly defers reference.
The chimera becomes a possibility. If there is @rofphotography it is found
here. Not that its suspends reference, but thiatéfinitely defers a certain type
of reality, that of the perceptible referent. Iveg the prerogative to the other,
opens the infinite uncertainty of a relation to twmpletely other, a relation
without relation. (Derrida, gtd. in Richter, 158)

On the basis of Derrida‘s thoughts on photograptd/taeir apparently inextricable claim
for real-world reference lies his concept of atielawithout relation which, according to
his perspective, describes the art of photographgni accurate way. As Richter further
reports, Derrida's photographic referent does bymeans relate a present or real, but
relates in another way to the other, and always dwoein an entirely different manner,
according to the type of image, whether photogm@phinot (159). One further aspect he
raises, which will become particularly relevantr@tation to Goldin's claim of providing
direct access to the presence of the world aroenéghhher photographs, as well as to the

nature of things themselves, which can be exereglifin statements such as the
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following one: “I want to show exactly what my waddlooks like, without glamorization,
without glorification” (Goldin, 6), is that the asgt adhering in the photograph is less the
referent itself, “in its present effectivity okiteality than the implication in the reference
of its having been unique.” (Derrida qtd. in RightEs9).

The logic of the referential is defined by Dédaiin terms of uniqueness and singularity
of the photographed, since all participants of ghetographic act can be said to enter a
singular and unique relation to each other, whieads to the conclusion that the
photograph cannot be regarded as a record of aimapdotographic, autonomous
singularity that had only waited to be recorded,eeds to be seen as an inscription with
light of the uniqueness of a specific and now iregtable relation, which somehow leads
to a doubling of relation (Richter, 160). Applied Goldin, this can also be put in
connection with her strong focus on the relatiomlbparticipants involved in her art, the
close circle of friends she depicts and her ddsirgick to the same constellation over a
couple of years, which leads to a heightened awdce@sing suggestion of intimacy.
Derrida‘’s notions on the photographic relation haso considerable impact on the
aesthetics of the self-portrait, for the self-idgntof the relation becomes entirely
suspended, the subject's gaze can never simplisélg ithe gaze cannot be available as
an object to an other who is looking at it andha same moment observe itself as a gaze
that is being looked at. “One assumes that thegbdaptures the eyes...that for which,
among other things, photography exists. We assurtte@aze that it is what the subject
itself cannot seen in its life. If you look at yself in a mirror, you see yourself either
seeing or being seen, but never both at once.'r{@zeqtd. in Richter, 161). This inherent
split of the subject's gaze appears to be veryectod acan‘s concept of the gaze and the
scopic field, which in relation to pool take upiarportant position.

With regard to the depiction of photographypool, it can be argued that Goldin's
phenomenologist belief in the referent and artisac#ty to provide direct access to the
presence of a whatsoever real-world referent, isetdound at the completely other end
of pool's inherent denial that reality and the sgbjcan be grasped by means of art.
Sally, as the assumed centre of the play, neitlemormes graspable by means of
photography, nor can she be rendered present ihdadrical text as such.

In Attempts on her liféhe question about the boundaries between lifeaaihid raised

as well. In the scenario “Untitled”, the focus iaged on the question whether there is
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any acceptable way of rendering an individual'erafits on her life in an artful way —
“Where does the ‘life’ - literally in this case n@ and the ‘work‘ begin?* (250) - and
thus seems to subsume almost all issues connextie two plays and other forms of
art, such as Aktionismus and similar approachestdsvartistic production focusing on
the presence of the human body in performance,riordeapparently simple question.

I'm afraid what we‘re seeing here is pure narcissidnd | think we have to ask
ourselves the question, who would possibly accém kind of undigested
exhibitionism as a work of art? ... / Yes, but dkathat's surely the very point
she's attempting to make: Where are the boundaii€kat is acceptable? ...
(Attempts 250)

STHE SUBJECTENTANGLEDIN A MULTIPLICITY OFDISCOURSES

5.1 Michel Foucault

The concept of discourse and the processes invdlvats formation are central to

Foucault's thinking and work. The problem inheremthe literary discourse is the fact

that, since the main vehicle involved in it is laage, language is both its tool, the main
part in constructing it but also its subject andmmasue (Bossinade, 37). The central
figures upon which Foucault builds his theory odadiurse formation are archaeology,
discourse, representation and power. At the vesyshaf the term discourse is something
that emerges or evolves that has not been themrehefuch as madness, sexuality and
illness within a particular temporal and spatialntext. Discourse-producing are

utterances, not the single subject, but the suligettself an entity that is created by a
particular set of discourses. Discourses are “rerengroupings of signs (...) but practices
which systematically form the subject of which tlepeak.” He argues for an awareness
that words are in fact doing things with us insteddelieving that we do things with

words. Agusti thus describes Crimp's play as usiregconcept of pastiche and therefore
argues that behind Anne as a “person®, which tteeattiers appear to construct, there is
nothing to be found except an absence, pointirntheéddentity they describe as a fiction.

On a second layer their discourses are automatipatodied as a set of technologies for
the construction of subjects (Agusti, “Minimalisnt’50). Anne, as the most discussed

“character” of the play, is put into the role ofilg constantly exposed to an entire
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process of reification on part of the charactenso \wutomatically place her into the role
of a media icon, or part of a myth. As an objedhwio depth, Anne is conceived only as
a constituent part within a whole system of simidacwhich in the context of
postmodernity appears to be the only space whenething similar to a referent can be
found, in order to finally create a state of opmi@n ideology or an identity (Agusti,
“Minimalism”, 152).

Another relevant point is made by Pabst concerrfiogicault's interpretation of
Velasquez’ Las Meninas as compared to Lacan‘s g@irmiethe mirror stage, in which
Foucault shows that the only re-presentation \asiblthe eye that manifests itself in the
image is the mirror-image, that recovers visibitifywhat has been outside the spectrum
of the human eye. This leads Foucault to conclhde this non-representable is what
now has got to be seen as the subject. The coanltlsat can be drawn from such an
approach is that the subject is no longer reprabémtbut can only be perceived in its
mirror-image, which must not be mistaken for a @etrfand flawless re-presentation of it,
but which always bears the potential of an inhesptit and a moment of self-alienation
(Pabst, 24)The whole topic of the subject, and the urge oiniled) it anew and making it
fit the framework of the postmodern period couldrégarded as one point of departure
when trying to compare Foucault's to Lacan's comgepacan denies the subject its
power of constructing and it has to abandon ite a8 the centre of thought. Foucault
builds up a similar theoretical construction, strtpe subject of its meaning-constituting
role and function and parallels it with the ternZefstreuung”, which in the context of
Derrida can also be encountered in his sense se§édiination”, which additionally also
undermines binarisms and oppositional structured, “Blomadensubjekt”, which both
put it in the context of being a mere “variable dtion of the discourses it is exposed to“.
Relating to Foucault Gilles Deleuze underlines &igumentation, putting it into the
following sentence: “Das sprechende Subjekt isthinidie Verantwortlichkeit des
Diskurses, als vielmehr die Nichtexistenz, in ddreare die Sprache sich endlos ergiel3t*
(Pabst, 68). The subject has to be seen in thedigbeing an entity that is produced by
language and not that is itself actively produdimggs by means of language. Language
evolves in the moment of “fading” the subject ipesged to and necessarily goes through,
and which according to Foucault causes a spligllfifeading to a dissemination of the
subject and only leaves behind an empty spaceckadad absence. The moment of
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alienation of the subject is also an indispensaddalt of Lacan's “Aphansisis-effect of
the signifier*.

This close connection between these differergwpbints, which both had a
considerable impact on poststructuralist theomesthinking, in particular with regard to
the representation of the human subject, mightladsaorth considering in the context of
pool andAttemptssince both plays provide a critical stance towdingsrepresentation of
a subject by means of language.

Among many other topics, most of them being grodna®on his primary interest in the
exertion of institutional power, Foucault's work tife 1960s focused to a very large
extent on language and its mechanisms in consigukie subject, which already explains
why his work is of considerable relevance for asiayg these two plays. The subject
being first referred to as an intersection of disses, which he later expands towards the
additional dimension of the crucial role of powetations, with Foucault gained an
entirely new ontological layer (Sarup, 81). Poveer,jnhabiting the most crucial position
within Foucault's framework of thought, not regadldes a tool of repression, constraint
or prohibition, but rather as ‘producing realitygroducing domains of objects and rituals
of truth’. The subject, not being the knowing, andmous, self-critical, ‘transcendental’
subject in a Kantian sense, with Foucault starimgoseen as a locus of multiple,
dispersed and decentred discourses (Sarup 74).

In Attempts on helife Foucault's discourse-theory is implemented by rseainthe
great range of discourses through which Anne'ddiictis created, Anne is basically
serving as a surface onto which processes of tyeatinstructions are inscribed. The
words of the characters make the power diagranteieéin institutions transparent and
unfold the entire range of technologies which mtiese discourses work and succeed.
Crimp's play reduces and pares down the subjeet bondle of fragmented values that
should be implemented through a series of micrdtipal interventions of authenticity,
empathy and unmasking, probably even mounting me-aonstitution of a particular
order of things (Agusti, “Minimalism*, 162). All #hregisters the actors use to talk about
Anne, such as Shakespearean quotations, the mgibetblanguage which turns her into
an icon can certainly be seen as a crucial anateféeway of exerting power through
which her fiction/her many fictions are created @&t, “Short Circuits”, 104). Similar to
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Freud's concept of the Mystic Writing Pad, latekela up and discussed by Derrida,
Anne, from a Foucauldian point of view can be dégtt as a registering surface upon
which a whole variety of different processes ohitity construction are inscribed, which
are both successful and have a certain inclinatdail, becoming transparent in various
forms of collapse (Agusti, “Short Circuits®, 104lt. is physical violence as well as
symbolic violence that seems to objectify Anne,\tleéim, mounting in a culmination of
both, by having discourse producing symbolic “maks individuals, which are mostly
depicted as acts of violation in the text, but vahao not have a direct effect of the
individual‘s flesh and skin, but rather on his bébar. From a linguistic point of view,
these acts of power are also responsible for “mgfkindividuals to leave their very
own, individual register. It is therefore also agluistic type of violation and creating
discourse through language, or as Agusti suggestsigh interpretation, assuming that
for the aggressor an identity that is “non-subfedi’ is to be treated like a non-
interpreted text (“Short Circuits®, 113).

In this context David Edgar igtate of Playposes the question whether we are capable
of truly knowing another human being or can pogsitegard people as existing
independent of the many models, the individuak asedia-induced and - infected entity,
construct of them. Similar to Agusti’s viewpointhat Edgar draws upon in this context,
is the whole complex of institutional and mediacdisrses Anne is dominated by. The
play could thus be characterized as a collage eipoints which are all somehow
embedded in the context of late capitalism. Sucheapoint would attribute Crimp's
play with a certain air of social and politicaltarism, which has also been pointed out in
several reviews, such as in Michael Billington‘wviesv for The Guardian who also
stated that Crimp's “prose-poem (...) the individago is being steadily eroded by a
mixture of rampant consumerism, global capitalismd atechnological advance.”
(Billington, The Guardian 15 March 2007) As the author himself further reiean an
interview with The IndependentThe play has a love-hate relationship with cansu
culture. 1 think it's a fact that within consumarliure, the woman as an image is used as
the interface between the consumed object anddhsumer. And that's why, perhaps,
the figure of Anne is so polymorphous. She is atgite of that exchange between what
we want and what we can get.” (Siefhe Independen8 March 2007)

Even though Anne appears in many different gueed shapes, the play leaves the
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audience with one image that could be seen asrestuand thus as more or less central
to the play, namely that of Anne as a terroristti&kitchell’'s own perspective on this
general focus, has been included in a review ofpneduction of the play at London’s
National Theatre in 2007: “The play was origingliyt on just before the Labour election
victory in 1997 (...) Since then, however, the id#aterrorism has altered radically
because of September 11.” (Siefhe Independen8 March 2007) The author's focus on
terrorism is one he also shares with Ravenhill, sei&hoot/Get Treasure/Repdas just
recently been staged in Great Britain as well aBanlin, and which is centred on
terrorism and its effects on society.

The image of society Crimp creates in his play e described as one which, in
Foucauldian terms traverses “all points and supewyi every instant (...) compares,
differentiates, hierarchizes, homogenizes, excluleshort, it normalizes* (Foucault qtd.
in Agusti, 116). As pointed out by Foucault thesecpsses can only be carried out on the
basis of thorough examination, as a mechanism wepwhich keeps the subjects tied to
ongoing processes of objectification, which acaogdo Agusti, should rather be referred
to as instances of subjectification, in a similange as the actors’ relationship to their
construction of Anne. In a similar manner the axtare carrying out examinations on
Anne as well, with the aim of making her graspaddel comprehensible as an identity
(“Short Circuits®, 116).

The issue of power, and its fascination with it wast only of central concern to
Foucault, but was also dealt with by Jean Bauddjlavho perceives the universal
fascination with it and its exercise primarily imlation to an unbroken, ultimate
fascination with a dead power characterized byraibaneous ‘resurrection effect’, in a
guite obscene and parodic way, of all the diffeferins of power that have already been
there (Birringer, 9). The characterization of powad its ultimate fascination with it that
Baudrillard refers to here can also be foundaol, where a perfect illustration of it
might be the group of artist's power over the ieplione, being practically dead, and their
attempts at ‘resurrecting’ her by means of captuhar condition in photographs. Their
mode of exerting power over their unconscious ftiean be read as an exemplification
of Baudrillard‘s hypotheses, although it must netlbft unnoticed that in the end the

whole power relation is again turned on its head, e formerly passive, injured artist
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recovers to full strength again.

6 LANGUAGE

6.1 Duchamp's ready mades

Michel Duchamp himself described the readymade ‘agoek of art without an artist to
make it“, which defines its basic concept quiteurately since in most cases they are
mass produced objects which have only been signédiee sometimes inscribed by the
artist (Ades, 146). Even though the readymade alea many different shapes and guises,
there are some basic conceptions lying beneasudfy as the concern to challenge by
example all kinds of contemporary assumptions abiweitessential properties of artistic
creation, such as the roles of conception, markii§,sand accident or chance in the
process of making art. Other fundamental issuesaareanmanent desire to expose the
role of institutions and social groups involvedie definitions of what according to their
view counts as art, as well as a fascination wittustrially manufactured and therefore
in most cases also anonymously produced objeassife (Ades, 152).

As an artistic object the readymade occupies ocablé position, since it is
simultaneously the operation that reduces the wbikrt to its enunciative function and
also the “result* of this operation, in fact, a waf art reduced to the statement “This is
art" (De Duve, 100). In fact, what makes the readgen part of the discourse of art is
only this statement, which labels it as a piecartfstating its enunciative conditions and,
in accordance with Baudrillard‘s notion of the slamrum, can also be defined as a copy
preceding its original, therefore also questionthg relationship of the real and the
represented. The readymade, as a reproductionabjant the artist has not really made
and from which the viewer also cannot draw a “catgbesthetic experience” from, for,
in fact, it is only a piece of reproduction whichshno further impact than declaring its
existence, as a piece of art, of the work whidisiseferent (De Duve, 122). Readymades
such as DuchampBountain (1917) orBicylce Wheel (1913) question the museum and
the contexts from which they emerged, such as timaly suddenly being attributed the

status of a piece of art, just because it has plsmed into a context marking it as a piece
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of art. As casual objects they refrain from beiegrs as finished products or complete
works, for in their state of de-contextualizatitvey are dependent on their relation to the
old, “original” context, as well as on their newrsaunding, such as the museum as an
institution (Agusti, “Short Circuits”, 118). Whatakes them incapable of entering a state
of completeness or closure is their dynamic retesingp with the new context they have
ben placed in, as well as their constant interactioth their spectators. Derrida‘s
conception of iterability, which underlines the ionfance of the context, and in its most
basic terms supports his general argument that img&an never be fixed and attached
to a specific (artictic) object for all eternityutbochanges according to the context it is
inserted into. He develops this concept of iter@bih his critique of Austin‘s speech act
theory, in which he argues that every sign thauccan a language is re-iterable. The
sign can thus be understood as being dependertieonontext it occurs in, but on no
specific one. The readymade foregrounds the adcdepteexamined nature of the
referential function of sign systems - thus, likesgmodern artforms supplanting ,the
legislative force of the referential context by thaterial assumption of a real context, a
reality which it had been the mission of represgonato repress.” (Bois, 1981, gtd. in
Hutcheon, 142).

6.1.1Attempts on her life the linguistic readymade

In Lehmann's “textscapes”, which CrimpAttemptscan certainly be put into relation

with, the dissemination of voices, as it can béedalvith particular reference to Derrida,
he also draws upon the mixture and blurring of lexge as a mode of expressing
subjective presence, but also in the sense of &geg@s mere material, which is not
originally produced by the subject but which alngakists and is just made use of,
sometimes in a wrong and improper context. Langl@geming an autonomous force, a
cloak worn by the individual subject thus becomgsege found by a speaker in his/her
daily life-context, which makes it comparable to gkl Duchamp's objet trouves.

Common, daily things, pieces of speech which amarmsonly part of daily life are put

into the context of art, and become de-individedisubjects in such a way that the

subject vanishes behind the systemic, form, and pieee itself, which somehow
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swallows the speaking subject. The pieces of spasc¢hbject trouvés* are therefore not
created but rather “found”, as an apparent refostdrm.

To the greatest extent Crimp's play certainly rgesl around the power exerted by
dominant discourses, regulating and structuringityedut also includes moments of
disruptions or contradictions manifest to the a&tdiscourses, which in most cases occur
in the form of linguistic ready-mades (Agusti, “$hdcCircuits, 105). They aim at
unravelling meaning at precisely these moments whéact meaning should have to be
kept hidden, and thus can also be compared torthe@ér understanding of “slips of the
tongue”. This implied notion of language unveilitgelf and classifying those using it as
incapable of fully possessing it, but instead befaofpd by its mechanisms and the
incontrollable powers of unconscious processing, dao been a crucial issue in central
Europe at the turn of the nineteenth century, wdramatist Odén von Horvath applied a
similar device and attributed his characters withatvhe termed “Bildungsjargon®, also
rendering his dramatis personae as incapable ogbelly in charge of the language they
use. Also many contemporary continental playwsgisuch as Werner Schwab, made
use of fixed phrases, culminating in the appear#éimaiethey are “spoken by the language
they use”, that many of their utterances onstagg wereflectively speak through them.

Agusti refers to this phenomenon as a form tefrdry pastiche and classifies it as a
mechanism bringing to the fore the fragmentationhef subject into different layers of
subjectification and thus again highlights the geheerspective of the play as one of
denying the subject its essentiality and showsithatinstead constituted in and through
language (“Short Circuits”, 105). These ready-matieen from the field of plastic arts,
and introduced into the realm of theatre, stressr ttmmanent aspect of control,
normalization and discipline.

The scenario “The New Annie“, in which a comniarcof a car called Annie is
produced by one of the actors, can be seen aspampeaemplification of the linguistic
incapabilities of the speakers onstage, for the td the commercial discourse which is
at work in this particular scene is disrupted by speaker, who appears to be losing her
temper, getting deeper and deeper into a statew€ anervousness, and flawed in her
mechanized behaviour (cf. Agusti, “Short Circuit$Q9): “The back seat is never made
slippery by sperm...slippery by blood...slipperylimer...slippery by saliva...or sticky by
melted chocolate” (238). As Agusti points out, tbesruption of the commercial
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alongside with the woman's mind affected by a stditbysteria collapses, unveiling the
.,madness” of the media and the sense of losingrabas a rupture in Western consumer
culture (“Short Circuits®, 110).

In one of the play’s most striking and contr®iar scenarios, “Pornd”, the speaker’s
need for a prompt constantly interferes with theaier's apparently carefully produced
discourse, and is realized in the form of verbdlapses, which dominate the speaker's
discourse and give her speech more and more thee gifaa masquerade, a farce-like
attempt at a feminist stance towards pornographg. §peaker‘s dislocated speech, with
its collapses, being revealed in her need for anptoand confusion is perceived by
Agusti as a breakthrough of desire, an attemps@dpng certain mechanisms and forces,
and thus, as a collapse of meaning.

She turns away. Momentary confusion. But then arosipeaker takes over. In
fact the rest of the company have probably appeamddnay share the following
lines, while the first girl drinks a glass of waterd is revived; again it should not
be clear whether she's suffering stage fright we dlistress. (273)

In this context, a reference to Foucault can babdished, leading to the conclusion that
discourses as contemporary active modes of subjectas external, mediated
understandings of self and society the charactissourses in Crimp's play are ripped
apart by exactly these collapses, dislocations thrtefore continuously taken to their
limits (Agusti, “Minimalism®, 155).

As already referred to above Crimp‘s technigbéntvoducing words and expressions
from foreign languages, as well as incorporatinigasel fixed phrases can be interpreted
in relation to the ready-made, as introduced imali@rts. The ready-made, Duchamp'’s
objet trouvés in their state of de-contextualizatéwe constantly questioning the context
in which they appear and thus trigger processesstwhngement among recipients. The
other basic and underlying notion of the conceptbthe ready-made as made popular
by Marcel Duchamp is its primary function and clatihat everything can become an
object of art (Agusti “Short Circuits®, 118), whids a notion both significant in the
context ofAttemptsbut also in relation tpool, as it has already been investigated in the
section on “Aktionismus*. In an entirely differeway as Martin Crimp, Mark Ravenhill
draws upon the notion of turning the seemingly mady into a piece of art and thus
fosters Duchamp's interpretation of the ready-magentroducing the human body as an

artistic object, which is literally “found” by thether artists as an object lying on the
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ground of the empty swimming pool.

Based on the same theoretical framework as gmegltoy Duchamp's art, Crimp's
linguistic ready-mades call into question the squtitical context in which they occur.
As moments of disruption and indeterminacy thegeéne their original, and seemingly
institutionalized context and meaning, and trigglee audience‘'s awareness of the
language they use and are surrounded by. In codéustrate this process, Agusti refers
to “Pornd*“, in which Anne is constructed as a mégaseroine, or redeeming saint, but
at the same time and on the same page their ageshmonstructing her are (visually)
paralleled with a flight attendant's instructiorm fa plane crash which thus undergo a
process of de-contextualization (Agusti “Short Gits", 119). The ready-made language,
normally used in the context of flying places théhen externally imposed identity
constructions of Anne into the context of a plarash.

Agusti also gives another example of an obiwé as used in the context of language
can be found in the scenario “The Camera loves ,youvhich one of the speakers asks
“What's Hecuba to him or he to Hecuba? / A megds(@23) and thus, establishes a
clearly marked reference to Hamlet, and his complgi about an actor at Court who in
his interpretation of Hecuba's reaction to Priam&ath starts to weep, and thus goes
against Hamlet's perspective that seeming shoutdbaamixed up with being and thus
tears not be mistaken for a proof of authentichgysti “Short Circuits®, 120). This
scene‘s immanent critique on the complete mergintpe@ actor and his role, in order to
make all actions happening onstage as authentmossible can also be put into the
broader context of postdramatic theatre's criticamthe bourgeois, illusionistic theatre,
which by trying to create a mimetic relationshigvibeen the theatre and external reality
aspired to reach a heightened degree of authentidite theme of empathy as a feature
which has for a long time been regarded as onkeofitost crucial ones in relation to the
theatre also assumes a central position in scetifage, “Faith in Ourselves”: “Of course
we sympathise. / Not just sympathise, but empattiisepathise because... / ...because
Anya's valley is our valley(...) / It's a univergdiling in which we recognise, we strangely
recognise ourselves. Our own world. Our own pa{819) This whole passage can be
read as an ironic inversion of the visual and mediture's, such as the theatre or TV-
spectacles, attempts at leading us to empathicvimiraBeing presented with the angry
Anya should lead to evoke feelings of empathy amtwegviewers, which, nevertheless
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Crimp brings to a sudden end by finishing the whatene with an ironic twist: “A
universal thing which strangely...what? what whia¥¥hich strangely restores. / Which
strangely restores - | think - yes - our faith urselves.” (220)

Under the umbrella term of literary pastiche,iaithis now among the most crucial
characteristics, when it comes to compile a lisalbffeatures postmodernist literature
normally contains, Agusti also refers to Crimp's ppoyment of a great variety of
different registers, among them rap songs, refe®rno Shakespeare, and the use of
ready-mades (121). The text, as a collage, an gimbof various discourses and the
respective registers they employ, is at the same turned into a parodic space, in which
all the elements constructing it are at the samee talso subject to processes of
deconstruction. This self-referential meta-commegntan thus also be read as reflecting
the entire procedure of constructing and simultasodeconstructing Anne. Anne is
portrayed as being dependent on the set of disesusise is constructed in but at the same
time distinguishes from them, presents herselinasnabodies crisis of the multiplicity of
discourses Crimp uses are not hierarchically stred{ but are placed in one line one
beside the other, questioning each other and a@sonf language to call itself into
guestion. The way Crimp uses pastiche as one ahhia stylistic elements he not only
stresses the simultaneity of different discoursgsalso points towards his general stance
of discourse being not a phenomenon of expressibringtead an area of regularizing

and normalizing various positions of subjectivity.

6.2 pool - aspects of language

Regarding the aspect of languagepmol, it can be argued that, similar to Attempts,
although not in the same explicit manner and whii $ame ironic twist to it, Ravenhill
also implements ready-mades, fixed phrases and &xeressions, in most cases related
to the discourse of art, in his play. Placed ifte text as a whole, it not only heightens
awareness of the text as a “conveyor of meaninggstions their new surrounding, in the
same way as Duchamp’s readymade-sculptures, baotiadécates the text's apparent
artificiality.

Concerning the issue of language, Crimp and Rtallealso meet at another interface,

for it can safely be stated that in both textslibandaries between drama, narrative and
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poetry not only become very thin but also incregiblzzy. Other prominent features
Ravenhill makes use of are a great number of exatiams, repetitions, ellipses, elements
that could be identified as choric and seeminglynahogic narrative episodes. All
passages of speech refrain from coherency andrlifegic but instead appear
considerably fragmented, indeterminate and asseejaivhich places the structure of
Ravenhill’s discourse even closer to the field oéfpy. With his text Ravenhill appears to
have bridged the gap between heightened artifigialnd at the same time evoking the

notion of spontaneity and association with regarthe speakers onstage.

Do you remember do you remember do you remembeyodoremember do you
remember the days? / Ah yes happy happy happy hbpppy happy happy days.
(pool, 300)
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7 CONCLUSION

Modern theater does not exist - it does not talkepl@ce - and consequently, its
semiology is a mirage; (...) Since no set or ifgrf sets is able to hold up any
longer faced with the crisis of State, religion dandhily, it is impossible to prefer a
discourse - to play out a discourse - on the bakia scene, sign of recognition
which would provide for the actor's and the aud&acgecognition of themselves in
the same Author (...) This is a failure to constita communal discourse of play
(interplay). (Kristeva, 1977)

Julia Kristeva's claim against theatre's long atited capability to produce moments of
re-cognition and re-presentation and her disbétigts ability to adopt to a change of
circumstances, to certain moments when apparetattyesnetworks of values and norms
are shattered, can be answered with a quote fraanobrthe most experimental and

controversially received plays of the last centrMartin Crimp‘sAttempts on her life

It's theatre - that's right - for a world in whigheatre itself has died. Instead of the
outmoded conventions of dialogue and so-calledadhers lumbering towards the
embarrassing denouéments of the theatre, Annefasiraf us a pure dialogue of

objects: of leather, of glass, of Vaseline and|st®€ blood, saliva and chocolate.

She's offering us no less than the spectacle of dvem existence, the radical

pornography - if | may use that overused word hef own broken and abused -
almost Christ-like - body. (254)

By implementing this metatheatrical comment Cringp only gives his audience a bunch
of keys to access his plays's major notions ofctejg traditional dramatic form and
concepts, but also points towards the wider frathe, indispensability of bidding
farewell to conventional dialogue and charactemfation. Instead of introducing an
active, speaking subject as the centre of theiyspldboth Martin Crimp and Mark
Ravenhill, abandon Descartes' “cogito” and Westghiosophy's focus on the logos,
break with theatre‘s long tradition of mimetic reepentation and thus seem to create a
space that has formerly been denied its existefia®n though the two plays'
unmistakable urge to decentre marks them as bbimgesl by concepts such as Derrida’‘s
Différance and conception of the trace, their gehelaim must not be mistaken for the
concept of denying (Hutcheon, 159). There is nalftisappearance of the subject which

in its absence is still present, a notion immedyateminiscent of the two absent female
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characters ipool andAttempts

These new forms of theatre, informed and indusgdnostly continental European
playwrights certainly have to be seen within theleviframework of postmodern and
poststructuralist thinking, Jacques Derrida‘'s D#féce, Jean Baudrillard's notion of the
hyperreal and Michel Foucault's theories on disseuPool (no water)as well as
Attempts on her lifewhich also proved to be located outside the nmr@nds of British
theatre, found their way into a realm, previoustcupied by writers such as Elfriede
Jelinek or Heiner Miuller, which Hans-Thies Lehmaenmed “postdramatic theatre*.
Still, it must not be remain unnoticed that in moases of connecting postmodernism as
a larger cultural and social phenomenon to thewedlarts, and literature in particular,
the usual point of connection seems to be narrdteeature, easily becoming apparent
when putting the focus on the number of academitstdealing with the postmodern
novel, such as Brian McHaleBostmodern Fictionor Linda Hutcheon'sPoetics of
Postmodernisnfor instance. Keeping the overweight of examphdeeh from prose in
mind, the question evolves whether Birringer, with statement that he does not believe
a “historical moment of transition to postmodernigntheatre and performance art“, has
occured (Birringer, 44), uncovered a moment ahtridowever, dealing with plays such
as pool and Attempts it cannot be denied that postmodern theory arstspocturalist
implications found their way into the theatre. Bhsen the theoretical concepts
introduced and formulated by Jacques Derrida, Beanrillard and Michel Foucault the
most important aspect regarding the link betweestrpodernism and the theatre seems
to be “The Death of Character”, as proclaimed bpdfl Fuchs for instance, and the sign
thus remaining without distinct referent. A notiaiso highlighted by Martin Crimp in his
attempt at summarizing the main features of hig:pla
“The issue is not the protagonist and her indiviguablem, which would be conventional.
What | wanted was to write a public play, a stokktg of the world of today which is,

however, emotionally charged (Tabdttayspotting qtd. in Zimmermann, 112)
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ABSTRACT

Die vorliegende Arbeit beleuchtet die beiden Stigeol (no water)* und ,Attempts on
her life" der beiden zeitgentssischen britischeralérautoren Mark Ravenhill und Martin
Crimp in einem postmodernen Kontext, sowie untambEidung poststrukturalistischer
Theoriemodelle. Einen weiteren AnknipfungspunkiitsteRerdem Hans-Thies Lehmanns
einflussreiche und breit rezipierte Monographie sfdoamatisches Theater dar, in der
auch fur die beiden in dieser Arbeit behandeltetiicl&t relevante Thesen aufgestellt
werden. Unter Bezugnahme auf Jacques Derridas konder Différance, seiner
Dekonstruktion der ,Metaphysik der Prasenz® und ddamit einhergehenden
Infragestellung des sprechenden Subjekts, kannKaiezeption der beiden absenten
Protagonistinnen in ein Nahverhaltnis zu den Griueskn des Poststrukturalismus geruckt
werden. Weiters ergeben sich bei der genauen Le=kigir beiden Theatertexte, sowie der
Analyse ihrer wichtigsten Auffihrungen VerbindunganJean Baudrillards ,simulacrum®
und ,hyperreal“, sowie Mdglichkeiten beide Texte luiisht von Foucaults Diskurstheorien
zu betrachten. Die Unterwanderung konventionell&eakerformen, sowie ihrer uber
Jahrunderte als solche angesehenen wichtigstemdeilgaften, wie beispielsweise die
Fahigkeit mimetisch abzubilden, ist ein weiterep@l& den sich beide Autoren bei der

Konzeption ihrer Stlicke auf die Fahne gehefteehatt
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