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Une of the most wseful services that semiotic thalbry -'i';: the ite twenticth
century provided to the Bield of theatre studics was a critical approsch thag allowed
the analysis of the extremely complex event of the theatre experience, whersin the
speciator simultaneously receivies o very wiile varlety of messages and stimulion a
nember of channels, precdomenantly visinl and aural, bt |'-.'\-|.;-|'|I|.|III. vy ing all
v senset, Segnodse analvias offered a 4|||:".:'||:4_|n'ln;:-. |_||_*-.|'!-|'|:_' with the |||r|_':.|[i.-|:1.
of these stimuli both individually and collectively, as they reinforced each other
in the tradition of the Wagnerian Gesamtkuninwerk; worked in opposition bo each
other, as recommended by Brecht in cpic performance; or operated in an open-
ended and free-form manner, 3 became common in much postmodemn experimental
performance

Ume such coplemporary group that provides both a pamicular challenge 1o
semactic analyeas as well ax o useful illestration of the insights such analysic can
bring to current experimenta] production is the Big Am Group, foundad in New
York im 1998 by Caden Manson, but pow well known across Amenca and in
I:__i._-|:1|.|.-|:._ I this CAAEY I will consider the five productions so far created by this
Limonep, therr evolving assthene, and how this aesthetic OPeEns iiself to semiotic
analysis. Hig Art Grodp was founded with the stated aim of using “the linguage
of media and blended states of performance in & unigue form 1o build culturally
transgressive and challenging new works,”™ They have so far (until 2007 produced
seven ongingl works, several of which have touned widely both within the United
States and abroad. f'll‘.ir-'.'l.':lt;' themr goal of r'-.|1:|r|||.||;:'_ the formal boundares of
theatre, film, language, and the visual ans, these works meiy be secn as a series of
challenging experiments, each one building upon and expanding the techanigues
|1n.". ||!'.I-.'.:-' e C |||rl-|_'.,|

The ( illlllrl'h first two works, Clagrcir atastropie | 1999} and The Balladeer
{200}, were concerned with crealing and |I|,".|'|np|1|;_' an ensemble trained
in |||-|-_.,-_-.|.._;|I|:. ngorous presentattonal skills and dedicated o |_-'-._:'-||,-|;|'|I-_- T W
periormance vocabolanes, From the beginning Big An Group, like its predecessar,
Amenca’s best-Enovwn experimental company, the Wooster Group, buill wark oud
O 1oy ix'.l‘.lllll.l."'.|'r|.'|!||I||.'|:I..-|.| SlMuChiire, task -based .'|'|||.'i.'||z:r.|.|1|'.:._ and quesiations
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froam previous drmatic and filmic material. All these techniques may be seen
aperating in Clearcut Catastraphe, the Group's first production, which established

many of s basic performance devices. alao combined |1:|3:ﬂ:|] material with
material taken from Chekhov's Three Sisters and the Mayales Brothers” cult
documentary film CGrey Gardens, which has simee imspared o haghly successiul and
ovich moge conventional Off-Broadway and Broadway musical.

An ever-present ticking sound by sound designer Jemma Melson imposed o
shrong Fh':|'1i1:l'|'| o e W i'Il.‘lI'_-' vl matenal i:ll."lu.-ltillg Ii'l-.‘:dl-:’!l||.'|;.‘:U|.‘1. handstands in
buckets., d]gml,'l,mmt an the aboditon of the color ]!JIIk.., s hll’l1'|'.""\.!l'l|:'lfr:llflg chomas
lines, Although the entire ensemble of Clearcnr Catastrophe was wanmly praised
by such OF-Off Broadway reviewers as Citvsearol and Backsnage, Justin Bond a3
Masha was particulady noted. His drag performaonce, as individualistic as those
af s fellows, combamed F]L:mml:ws-.l..l.:lll IE‘iI.I:IhrIl. I|3.'||-|:|-fl:|:'|:|i|lil1l.‘ B-gr.b:i-: movie
acting, and tnsk-dniven biomechanic acisons,

Big Art’s second production. The Balladeer, tumed from high to pop culture,
presenting six dysfunctional high school freshmen performing the chchés of
comemporary youth culiure as seen in Alms and on TV, with scenery provided
!1.1.' ]'\-'h.-nln:r boxes and @ complex |1|1:|I Lof '\.l.i.IJ'Il:I:l.' ALERT I.'||.'l|.-|.'|i |.'l_'|- sefiior-band ballads,
spatches of amateur verse, a random French ballerina, and a tumy puppet show
performed in a light box. ( The audience was provided wath plasue opera glasses so
&5 (o enjoy the varied visual scales of the performance. ) The conscious exploration
of dance anil theatre forms intermined with filmic and televisual motifs led directly
1o the technigue of what Big An has called Real-Time Film, which bas become a
central fenture of their work.

The first fully developed example of this technigque appeared in the Group's
first mapor fouring production, Shelf Life. which opened in Mew York in 3001,
The stunning opening image of that production introduced the sudwnce 1o the
sort of technobogical imnovation that would be central to the Group's subsaquien
work. Three video cameras Fﬂ.lhllltﬂlﬂd |J|.nl.'||.h[:'|5l: L.‘lptu:l'l:d the movements of the
performers, which were shown on three large video sereens which, linked together,
covered the fromt of the stage, The audience could see the heads of the actors above
ihe screens, their legs and feet below, and their torsos on the screens, [n & opening
seqquence the videographed torso of the performer to the right extends an arm, which
by careful choreography seems to extend onto the second and then the thard 2creen,
ench portion of the arm being provided by another otherwise invisible actor. Thus
the arm seems, impossibly, to stretch the width of the stage (seee fig. 1.

This memorable image clearly illustrates the vse of Real-Time Film
s & copcepiual tool collapsing performance, television, and movies by the
interpenetration of live action and video. Although glimpses of the living actors
are regularly seen, the “story” is primarily played out on the screens and concerns
three characters in an increasingly mediatized and disposable workl who become
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obaesied with a founh. Each tries to mokd the other into the shape of their media-
induced desires

Fig 1, Gt o pighy Vivean Bang, Cery Cusran, Deve Comsmander, Jelt Rearadall, Skl Life (200515, Blg
A Ciremap (ot Lingey Bodpsard |

Ihere are strong echoes of certain of Brecht's alienation technbgques i boih
the technobogical chodces of the company and their acting style, Stylistically, the
actors are far removed from conventional naturlistic |:||..'|I\'l:rr'.'. The charmdhers
they play and the sitmitions in which these characters operate are all drawn
from the maost cliché-ridden and predictable elements of contemparary mass
culiure, and the acting style similarly recalls the broad sirokes of sech medintized
productions — large expressions, strongly melodramatic delivery, and clear pointing
of the action to avoid subtlety or secomd takes, They clearly do not live, but anly
“present” their characters, 1 process intensified by the continual medintization and
even fragmentation of their bodies. Nod only are bodies mixed and merged on the
screen, but this process, so fluid and well choreographed as to potentially creaie
the illusion of 2 single body (like the opening arm sequence ) is then defamilianzed
by being constructed, for example, of an Asian woman's left arm. a white mans
tor=o, and o black man’s rght mm.  Brechtin signs announcing locations and
ather visual matenal, both live pnd Almed, provide another regularly recumng
distancing elemenl.

Perhaps myost Brechtian in spirit, although far from particularly Brechtian
in practice, 15 the making visable of the means of production, The audience is
|:4,1r||l..1:|.|1||:|.'p.r¢:-.|:nl:.rl.l wilh o collage of visial TS an 1hi screens while at the same
time being conscious of ar able o deduce the actual mechanisms by which these
images are created and which are actually composed of very different elements.
The actors, for example, appear on the screens in apparently different “camera
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angles,” which, the nudience can see, are in fact created by rapid changes of positlon
before actually fixed comems; or a scene on the screen that shows certain spatial
relationships or interactions of charscters is actually ereated, as the audience can
see, by combining shots of indivadunl aceors in quite different situntions, Thuos the
awdicnce i forced o underiake & conlinuous semiotic analysis, nod only receiving
the thow of filmec signs presemted on the screens i the manner of familiar video
or cinematic practice, but also being simultaneously aware of these signs a5 signs
by witnessing the specific and conscious process of their constnection,

Shelf Life was conceived of by Manson as the first pan of a inlogy exploring
the mixing of film, live video, and performance that he kas called Real-Time Film.
It wlso introduced Jemma Nelson as the in-house author of the Group, The sister
picce o Shelf Life, Flicker, premiered at Mew Yorks Performance Space 122 in
2002, Flicker, like Shelf Life, placed a three-scgment screen between actors and
awddience and used three statbonary video cameras 1o reflect the actors” movemants
andd gestures o the screens, The audience could thus see both the visual image
andd the ofien phenomenalogically contrdictony means by which thst image was
bering simultuneowsly crested.

Although similarly based on mass culture and popular entertainment,
Flicker employs a rather different parrative structure from that of Shelf Life, The
performance 1% based upon two narratlive films, which begin almost identically,
Actors hold up title cards in front of each of the end cameris announcing o terrible
tragedy that befell o group of young friends ope autumn. The right titke, however,
announces three friends and on unfortunate afiernoon, while the kefi speaks of five
friends and un i11-fated evening. The storics, both drawing heavily on commercial
films seeking a weenage market, then unmoll sumultancously, often blendimg imto cach
adher on the screens. The three friends negotiale a tragic love wiangle, while the
five, on their way 1o a party, are attscked by an ax-wielding psychopath.

Interestingly, the major theoretical study devoted to this production, Fason
Farman®s “Surveillance Spectacles,” draws equally upon phenomenological
and semiotie theory to exploin what he calls Big Ant's creation and wtilization
of a *propriocceptive-semiotic body.” Citing Merleau-Ponty, he evokes the
phenomenolegical cnticque of sbstract visual or aural spectstorship (o seek instead
an understanding based upon a whole-body perception or a plenary gestalt.” Just
as phenomenology emphasizes proprioception, our consciousness of our particular
situation in the world, the “Real-Time Film® strstegies of Big Art requine that both
nciors and awdience must continuously perceptually negotinte their relnfionship
with each other and with the screen which simultaneowsly joins ond separates them.
However, Farman argues, this perceplion combines the “whole-body experience”
of both actors and audience as well as “a semiotically read text of sysiems of
information being scrpted through information echnologies,” This simultaneity of
phenomenalogy, post-stroctaralism, and semiotic reading of the bady's inscriptions

he calls a “propriocceptive-semiotic body, ™

Most original in the *Real-Time Film™ presemations of this propricceplive-
serpiotic body is that it is a body which is coberent only as a digital construction.
Let us take, for example, a sequence involving the character Amy, who is pursued
through the woods by a maniac slasher. Actress Amy Miley in fact runs in place, her
back toward the stage-right comern, looking back over her shoulder an the camera
and presumably at her pursuer, whom we see in another digital image brandishing
aknife, Infact, as the nudience can clearly see, he is neither manning mor anywhere
near Amy, but is being filmed in another location. As Amy's ran continues, her
digital body is sssumed by another actor, actually male, in a red wig and costume
similur to hers. As the “run™ continees oo the stage beft camera, o thind actress,
this time in a blonde wig, takes on the digital body of the ninning Amy,

I the ieaditional analogic and live theatre, such a run {actually rather difficalt
to present on stage since its spatial demands are much more suitable to film),
would be presented as a brief sequence presented by a single acuress, In Flicker,
on the other hand, this coberent body exists only digitally, while the audience is
simultaneously aware of that digital coherent body and of the contnibuting and
viirfed analogic bodies of which it is digially composed. The tension between
these simulianeously offered perceptual modes is emphasized by the fact that
the semiotic systems of the contributing bodies are consciously foregrounded
by inconsistencics —wearing different wigs and costumes, even having different
genders. Thus the semotic systems utilized in traditional theatre to reinforce the
impression of a unified presentational body are here placed in contradiction. There
is, as already noted, a certain similarity between this performance strategy and the
Brechtian concept of alicnation, While Brecht set different semiodic systems into
opposition, or exposcd (as in the case of lighting) their means of production, the
availability of contemporary digital technology allows Big Art Group to take this
demystifying or denmuralizing process to greater extremes and to destabilize the
central semiotic figure of the actor to an extent pever atiempied in the Brechiian
theatre,

Although there are consistent political implications in the work of Big A,
such a8 its seeming critligues of the prevalence of commodification and violence in
contemporary culture, the wirk does ol seem, to this writer af least, as centrally
concerned with politics as is that of Breche. Tts use of digital wechnology to call
attention to the constructedness of visual and sural performance images in both
filrm and theatre seems to me more concemed with phenomenological questions
of bow visual and sural material is perceived and interpreted than with its social
of culturdl implications, Perceplion is consiantly negotiasted, always in play. As
Farman remarks; "The semiotic link between what tkes place on the material
stage and what takes place on the viroal stage of the screens requines not simply
i phenomenological experience of the body bat a simultaneous semiotic reading



124 Journal of Dramatic Theory and Criticism

of varsciss signs amd multiple referents,™
Forman also argues that the particular kind of frogmented cognition, the play
of significrs and signifieds offered by this process, suggests the post-stnecturalist

space of pure difference, the aporia chamcterized by Jacques Derrida as invalving
“ghandonment of all reference to o cemter. to o subject, 1o a privileged reference,
for an ongin, of 1 an absolute archin™ The spaces established between screens,
camems, cameras and sereens, and the digital images and tiving bodies of the actors
ine all |_':¢|'_|I|:rjt|_'|:| o create momens and LCOUENOEs aof difference {and Jdifféranse)
The sign which, in Derrsda’s annlvss, replaces the center becomes a supplement,
o Nomting signifier, which calls attention to the lack of closure both in itself and in
its presumed spgnified.”

The third and final pary of the “Real-Time Trilogy,” House of No More, was
presented in MNew York and in seve ral locations in Europe in 2004 and 2005, The
e, ul_-;_-.i;n |"_'| author and sound designer Jemma Melson, “starts in the ~i|'|:1p¢ of
a paranoid thriller, but it mutates, becomes aberrant and invasive,” according
to Nelson and Manson. Like the other parts of the wrilogy, it drew its primary
inspiration from mass culture, especially films, but was "npot 10ld through the
devices of conventional dialogue and norrative, but scross an extended held of
meaning in which the method of delroery contaminates the message."" Once apain
the audience was bombarded with multiple and contradictory signs and encouraged
po reconfigune them continuonsly in shifting clesters of signihcation

The ceptral figwre is Juliz, a Marilyn Monroe-style beauty queen. played by
three different actresses who may of may nod represent the same person and who
constantly fade into ope ancther through such technological devices as digital
imaging and lip-synching. The other characters are similarly or even more unstable,
created by both black and white, both male and female actors. Once again the bank

Fig, & tlelt ma right) Ay Miley, Bsony Hmcbsin, amd Mivah Jennings, Moo af v Mo (00 Hig
At Cleniip (phte Emden Mansoi

JUSSES— SS—_—

of onstage SCreens IMeTges images in onder 1w provide the audsence with the only
rI.':L‘\.IH:I.:hl_'. cobhierent visual slory linie punil charscterizutinn {xpe !l.g. iyl

This sempotic povileging of the digital image over the live preséntation might
seem a perfect illusimiion of the process discussed in Philip Auslander’s book
Liveness, which is centrally concemed with the selationship betwesn the live
body and media techaology in an increasingly mediatized culture, Auslander's
basie thesie 12 that sinee moee and more In CORMEMPOrAry sociely we perceive nmil
anderstamd the world around us not directly but through the operations of medin
techmology, this has created o condition of what he calls *media epistomology,™
wherein our knowledge of reality is based not on direct sensory impressions but
ppon media reprodisctions, Thus Auslander postulates o culture in the nol oo
dizranr furure '.l.'hl.'lu!u.'_ll:d repradlucton would be provileged over the Live artist or
artistic event Wwhech 11 Wwas recording:

[WFe can begin o imagine ncalture i which more prestize would
accrue o someone who said she had seen Anderson on videotipe
ar [atenad Lo herom UL thian to the [erson who hod seen her live.
It 15 actually not at all difficult to magine caces in which owning
the mediatized version of a performance is worth the same, il ot
mre symbnlic capital as having attended the event.”

A uimilar concern s w:dm-p‘rt'u;l anng theonsts of p-c'-'-lmlujl;'rnll:.. Here one
frequently encounters the asseértion thal one mark of contempornry culture is
the undermining of both the concept and the authority of the original, and s
replacement by reprodoction. Thus, for example, cubural theorist Stephen Connos
gpeaks of postmodernisms “inversion of the srructural dependence of copies upon
argrnals, "

Actually, however, the digital image of the "Real-Time Filme™ of Big Art is
rather closer theoretically to Demida than to Auslander, becawse the digital “copy™
in their work does not in fact mechanically “reproduce™ an antist like Anderson
of & pre-existing or even simultaneous performance, bul is a new creathon, 1hal
i1||_'I1I'IJ-C!EII|,!h !r.l;_.:mun'.u ol the lnve Fh'r!llnn._uu,:u 15} |‘TF|"-‘\E ]3] I'-e_::ng a copy whose
“original” exists only by an imaginative act on the pant of the viewer. As ncharacter
in Howse of No More observes in a typical line which is simultaneously clich£d and
profound: *T'm just a copy of a copy of a copy, it's all been seen before.”

The “Real-Time Film™ trilogy allowed Big Ant Group to establish and develop
Wiy af '||‘.|Ii.f|n|.: thi Lnlcrp-l.l.:. of waords, bodias, other abpects, sounds, cultaral
detritus, and technology 10 creme more and more complex meditations on ool
only specilie social and culiural issues, but the most basic concems of omoelogy
nnd episomology. This explosation contineed, in even mone complex ways, in
teair mesh mujor project, Peasd Ser, which began ot the Hebbel Theaster in Berlin,
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and in Paris as pan of the Festival d” Aotomne in 2006 as Dead Sei #2, continuesd
ag Dl Ser 03 o1 the Donau Festival in Austria and in Mew York in 2007, and is
an ongoing series of performance experiments,

At the Donau Festival, Manson and Nelson issued a gatement conceming how
this ongoing project fit into the evolution and objectives of the Group:

Our imterest in technology has not ended: it's not possible
Lo create art or indeed meaning without technology, since
technology is integrated info our sociely and increasingly into
our own bodies. It's not just a matter of light instraments and
video projections: our perceptions and self-conceptions are
blended with the information we receive through the channels
of our own choosing, What kind of monsters are we that we can
speak from so many faces, and get fucked in such a mulunade
of portsT But we would like o own our monstrosity, we believe
we can re-engineer the cyborg, to give ita new purpose: what if
wie built our own Sacred Band as a first wave task force for the
new desire? We are un-soldiers, always vielding, we will struggle
only to be closer, 1o be united, 10 become soft machines."

Some of the specific creative strategies ulilized in Dead Ser 3 are summarized in
a leaflet provided by the company, According to this, the movement both on stage
and on sereen 15 crepted from o collage of “cut, spliced, and copied footage from
mass medin television programs, newscasts, and documentary footage.'” In fact
the sources are even more varied, inchuding YouTube pestings, internet chats, and
o wide vanety of cultural detrims —images (such as the nolorious prison photos
from Abu Ghraib), spunds {especially of explosions and gunfired and projecied
sentences ond words (from pewspapers but also from emails and internet chats).
There are also projections of purely abstract visual muterial generuted by compiters
but given meaning and tonality by context or accompanying sound, such xs gunfire.
Significantly, Big An describes this project not as a performance but s a collection
of foostage,” each part consising of “'an asscmblage of modular concepts that are
regrranged for the duration of the spectacle,” Future developments of the project
look to evelving entirely out of o theatre or theatre/dance contex) indo “nos-theatrcal
performances, straight-to-video, and commerce. ™™

Although Dead Ser #3, performed at the Dance Theatre Workshop in New
Yook in January of 2007, uilizes the three contiguous screens familiar from the
previows Real-Time Film trilogy, and these sereens continue Io serve as (he sile
where fragmented elements imed elsewhere on the stige are combined inls more
onmplex bt nbso more coherent sigas, s provess does ned dominnle e malicnee’s

EEW of e performunce us il did in the previous work, It s only une type
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of imagery in a far more vared and layered experiential field offered to asdience
members, When the audience entered the thenine, no actors were visible, only the
three screens and a cluttered array of film ond video equipment—microphones,
stands, cameras on tripods, lighting and sound booms. In the opening sequence
this equipment stemed 10 be attempting to communicate directly o the awdience
utilizing its own technology, with no help from human bodies, live or virual,
The acreens glowedl with pulsating and nltermating coloss and elaborate shifting
patterns reminiscent of abstroct computer screen savers, sccompanied by high and
low pitched fones.

When the actors finally appeared, they were not dressed or made up, as they
had been throughout the Real-Time trilogy, 1o resemble the conventionalized but
basically realistic heroes, heroines, and villains of mass culture films and television,
bt e abstract Agures, ondrogymows and all dressed alike in boose black coveralls,
their faces covered with dark sequined veils. One might read them as the sort of
human beings the machines themselves might imagine or as humanoid atendants
or even warshippers of the machines out of some low-budget, B-grade science
fiction fikm. With them, however, they brought one of the distinguishing marks of
hmanity, language, even though it was commupted bits and fragments, seemingly
culled from news broadeasts and online chat groups. Individual phrases and words
drawn from this material began 10 pop up on the video screens, and began to be
interspersed with images as well, In contrast 1o the physical stage arrangement,
essentinlly the same throughout the previous trilogy, the actors remained largely in
front of rather than behind the video screens, o that live action was both literally
and figuratively foregrounded as it had not been in the previous productions,

Manson has characterized Dead Ser 82 and Degd Ser #2 as “organized around
the image of ranma,” which focuses on “senal namatives, cormupt systems, and
perverted worldviews that ignore the degradotion, collapse, and destruction of
present society.™” Not surprisingly, a significant number of the projected images and
film footage included images of suffering and viclence, partscularly of the victims
of war, The actors removed their enveloping cloaks but remained visually phstract
and non-gendered, all eight dressed in identcal nght, black keotands, high-heeled
back shoes, and black cowls with only their eves and mouths showing {perhaps
to emphasize the prominence of visual and aural codes) (see fig. 3.

The newsreel violence on the screens was replicated among these live bodies
both symbolically, us they fought over possession of a hand-held video camera,
and literally, as in certain sequences their bodies echoed the specific movements
of the siruggling figures on the video screens behind them, Both techniques have
heen ulilized by other major experimental groups. American followers of the
experimentil hewine scene will immediately recognize the live duplication of
simalinnesmsly progected selion sequences as a technique often used by the Wooster
Ciroup, perhigs st imitably in their 1998 Houve/Lights. The struggle over the




[ i} S il gl Dvegiinpmtfe 0oy aimel O riiedsm

Big A Giroeg

it Ebony Haschal, Ned Sieasen-Meiaer, David Coimisander, Ovad S 03 [XEITR

n s |

onatage hand-held video camera is doubthess less associated with other expenimenial
F\-q,'.".rﬂl1'.|l'...'|.' in the myineds of Amerscan aediences, bt it arouses nch associations in
indienses m Cermany, where Big At Caroup has coflen pn.':'l-lﬁ:n.‘-!..llid wilieie L|:-\.':- A
a misch more significant pan of the curment CXpET) menial multe-medin ped ormanses
soene Than they are in their home country. Leading German expenmental dhirsctors,
hemled by Frank Castos at the Violkshdhne amd René Pollesch ot the Pruter, hive foe
o number ol years whilized Il -haeld OAsage viden cameras a5 o TR T alement in
thear prK luctions, with the images thus copiuired |1|.'|r|.-: %inti :|]I.|r||.'-.:-u-|_'. |'l|l.'-i|:\.'l..'lJ il
nrdee :;_.Lm:'-.hlu- SpeCLubors W i one or more allemative veews of the onstape action

Oivviously, this opening up of altemative perspectives can be utilized to make 3
Brechtian poant about the arbitrariness, or more specifically, the constructedness of

the podnt of view offered by the performance bo the spectator, and on occasion the

Sprlmg Je  Jrai

Crermnn alinectors hnve taken this perspective a tep further, as Big Art does i this

spiince, b call atbention to the power dynamics of the visual field. The struggle
aver who 12 1o coninl the video camera, a struggle which continves at intervals
throughout the performance, servis as a reminder that whoever controls the means
of visual production controls the image offered o the audience

Gradunlly, within the generalized images of violenoe o porticular mamative
begai 1o emerge, growing oul of clements of the words and sentences Ooashed on the
sereerie.  wWlsal l=::!.'.|r| o appear were .||:-|:-.||'..:|'.I Imgnwents off an emnil conversation
o i|'.!' ol @l some clectronic char room or =imila [asling sabe First appeared a
serics of messapes and words from someone seeking to be kilked and caten, The
messages are wken from the actunl emul comespondence of two Cemman men
in 2002 wieo consended vin email and video 1o cannibalize and be cinnibalized
Their words are projecied in pink block letters, lashimg up one word &t o time for
the audicnoe 10 assemble: “1 am a boy. [ scck someone 10 massacre me.” Flecting
images of and references to the Donner Party and Jeffrey Dahmer enlarge this
therme, but the homeertie circling and eventual confrontation of the two Ceerman
mEl femain a central concem

Ihe final section of the performange depicts s long-prepared meeting, and
here the Group makes o surprising move, shifting from the topality of cruelty,
violence, amd destnsctive passion 1o a lushly romantic Liebestad,  They menurn
alao to the technical approach hitherto less utilized in this procliction, but central
tiy the Real-Time trilogy, that of foregrounding video images created live out of
frigments which are i||.._|iu|f|||.|'||_:. npparent 1o the pudienee, wha can thus COMTIpre
them with the fused video sign. The actors sinpped out af thear dark body suits
and foreproundad their bodics in the most obvious manner, through oudity, bu
still continued to hold, or perform n from of, hand-held video cameras,  These
were now utilized to create an effect based wpon, bul muech more romantic and
complex than, the various eftects of the preceding tralogy. A back projection on
the central sereen showed a lush, romantic garden, itselfl & compilation of images
produced by the onsizge manipulation of images of foliage, individual branches,
and shifting light patterns, A mude mabe actor stepped in front of this and began
to pantomime an interaction with un absent partnes. This combined image was
videoed (o the righi-hand screen, where a second nude male actor performed the
absenl partner o fromt o that AT, This, videoed i tum, provided on the beft hand
screen o idal pieture of the gradual approach of the two carelully choneographed
figures and their embracimg, extremely ersic and yet distanced by the fact that

the audience could also see that the actual bodies remained far apart, in different

-\,,|1l1|||:| img helds, Thear verbial l_"l,l..'l'|.|l'|"|'_'l_"l-\. Were '\-I!!1I|:|r|:\' Eragr menbed and distanced
in that they were represented by either projected words or lip-synching. The
result was an enommously complex multiple system of both mutually remforcing

and comradictory signs, presented along wath the process of their construcion,
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