




ARCHITECTURE AS MASK, MASK AS 

ARCHITECTURE

IVAN CHENG

   a text around authorship

   (structures are all we pass through)

  on the waterfront  / under the boardwalk
  under the boardwalk (acconci seedbed)

   a component text for 
   BETTE DE BREST - BEUYS BEUYS BEUYS
                                ( b d b - b b b )                              
                            (vitex agnus castus – fresh)
  developed for RESTAGING RESTAGING at Alaska Projects

 to be passed over in different orders



Loren Ringer – Saint Genet Decanonized: The Ludic Body in Querelle (2001) – Introduction

� ´/H�MDUGLQLqUH�HVW�OD�SOXV�EHOOH�URVH�GH�VRQ�MDUGLQµ·

  Sartre quoting from Miracle de la Rose (Saint Genet 563)

There exists a tradition of récitation in the French school system which consists of 
memorising famous quotations by famous authors. If the practice continues in the 21st 
century and if Jean Genet maintains his position in the canon of belles lettres then the 
sentence above from Miracle de la Rose�VWDQGV�RXW�DV�D�OLNHO\�VHOHFWLRQ�IURP�WKH�DXWKRU·V�
opus. Amply commented on by Jean-Paul Sartre, Jacques Derrida, René Girard and 
others, the quotation emblematises the poetics and according to some, the problematic 
nature of GenetLDQ�SURVH�ÀFWLRQ«�

Genet captured the attention of many people not only due to his literary talent in prose and 
theatre but also due to his life as a convicted thief and later his involvement with subversive 
RU�OHIW�ZLQJHG�SROLWLFDO�JURXSV��:KLOH�6DUWUH·V�ERRN�SXW�Genet on the French literati map, it 
marked the end of Genet·V�FDUHHU�DV�D�QRYHOLVW��:KHWKHU�LW�ZDV�MXVW�FRLQFLGHQFH��RU�LI�ZH�
are to take Genet at his word when he said that he experienced Saint Genet as a “literary 
castration,” Genet�GHÀQLWLYHO\�WXUQHG�WR�ZULWLQJ�WKHDWUH«

7KH�´ÀJXUHµ�RI�D�SKLORVRSKLFDO�WUHDWLVH��Genet is posed as an object of study. In a sense, he 
is frozen in time with the methodologies of that period, Sartre captures Genet in a portrait 
DV�D�VRFLDO�SDULDK��$V�6RQWDJ�VR�DSWO\�UHPDUNV��´7KH�QDPH�¶Genet·�UHSHDWHG�WKRXVDQGV�RI�
times throughout the book never seems to be the name of a real person. It is the name 
JLYHQ�WR�DQ�LQÀQLWHO\�FRPSOH[�SURFHVV�RI�SKLORVRSKLFDO�WUDQVÀJXUDWLRQµ3.

 3 Susan Sontag 6DUWUH·V�6DLQW�*HQHW�������
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Jean-Paul Sartre (tr. B Frechtman) - Saint Genet: Actor and Martyr (1952):

Genet is related to that family of people who are nowadays referred to by the barbaric 
name of passéistes.1 An accident riveted him to a childhood memory, and this memory 
became sacred. In his early childhood, a liturgical drama was performed, a drama of 
ZKLFK�KH�ZDV�WKH�RIÀFLDQW��KH�NQHZ�SDUDGLVH�DQG�ORVW�LW��KH�ZDV�D�FKLOG�DQG�ZDV�GULYHQ�
from his childhood. No doubt this “break” is not easy to localize. It shifts back and forth, 
WKH�GLFWDWH�RI�KLV�PRRGV�DQG�P\WKV��EHWZHHQ� WKH�DJHV�RI� WHQ�DQG�ÀIWHHQ��%XW� WKDW� LV�
unimportant. What matters is that it exists and he believes in it. His life is divided into two 
heterogeneous parts: before and after the sacred drama. Indeed, it is not unusual that 
the memory condenses into a single mythical moment the contingencies and perpetual 
re-beginnings of an individual history. What matters is that Genet lives and continues to 
re-live this period of his life as if it had lasted only an instant. 

To say “instant” is to say fatal instant. The instant is the reciprocal and contradictory 
envelopment of the before by the after. One is still what one is going to cease to be 
DQG�DOUHDG\�ZKDW�RQH�LV�JRLQJ�WR�EHFRPH��2QH�OLYHV�RQH·V�GHDWK��RQH�GLHV�RQH·V�OLIH��
2QH�IHHOV�RQHVHOI�WR�EH�RQH·V�RZQ�VHOI�DQG�DQRWKHU��WKH�HWHUQDO�LV�SUHVHQW�LQ�DQ�DWRP�
of duration. In the midst of the fullest life, one has a foreboding that one will merely 
VXUYLYH��RQH�LV�DIUDLG�RI�WKH�IXWXUH��,W�LV�WKH�WLPH�RI�DQJXLVK�DQG�RI�KHURLVP��RI�SOHDVXUH�
DQG�GHVWUXFWLRQ��$Q�LQVWDQW�LV�VXIÀFLHQW�WR�GHVWUR\��WR�HQMR\��WR�NLOO��WR�EH�NLOOHG��WR�PDNH�
RQH·V�IRUWXQH�DW�WKH�WXUQ�RI�D�FDUG��

Genet carries in his heart a bygone instant which has lost none of its virulence, 
an LQÀQLWHVLPDO� DQG� VDFUHG� YRLG� ZKLFK� FRQFOXGHV� D� GHDWK� DQG� EHJLQV� D� KRUULEOH�
metamorphosis. The argument of this liturgical drama is as follows: a child dies of 
VKDPH��D�KRRGOXP�ULVHV�XS�LQ�KLV�SODFH��WKH�KRRGOXP�ZLOO�EH�KDXQWHG�E\�WKH�FKLOG��2QH�
would have to speak of resurrection, to evoke the old initiatic rites of shamanism and 
secret societies were it not that Genet refuses categorically to be a man who has been 
resuscitated.2 There was death, that is all. And Genet is nothing other than a dead man. 
It he appears to be still alive, it is with the larval existence which certain peoples ascribe 
to their deceased in the grave. All his heroes have died at least once in their life.

´$IWHU� KLV� ÀUVW�PXUGHU��4XHUHOOH� H[SHULHQFHG� WKH� IHHOLQJ� RI� EHLQJ� GHDG���� +LV� KXPDQ�
IRUP²ZKDW�LV�FDOOHG�WKH�HQYHORSH�RI�ÁHVK²FRQWLQXHG�QHYHUWKHOHVV�WR�PRYH�DERXW�RQ�WKH�
surface of the earth.”

+LV�ZRUNV�DUH�ÀOOHG�ZLWK�PHGLWDWLRQV�RQ�GHDWK��7KH�SHFXOLDULW\�RI�WKHVH�VSLULWXDO�H[HUFLVHV�
is that they almost never concern his future death, his being-to-die, but rather his being-
dead, his death as past event.
 
This original crisis also appears to him as a metamorphosis. The well-behaved child 
is suddenly transformed into a hoodlum, as Gregor Samsa was changed into a bug. 
Genet·V�DWWLWXGH�WRZDUG�WKLV�PHWDPRUSKRVLV�LV�DPELYDOHQW��KH�ERWK�ORDWKHV�LW�DQG�\HDUQV�
for it.

1 Passéiste: one who is not adapted to the present age, who is a man of his time, who “lives 
LQ�WKH�SDVWµ���7UDQVODWRU·V�QRWH��)UHFKWPDQ�
2 The candidate for shamaic functions is killed by the spirits. His body is cut to pieces. Then he 
comes to life again. Only then is he a shaman. Almost all “rites of passage” centre about death 
and rebirth. The theme of death and resurrection similarly governs all initiations.
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                   Is extinction so dire? 

Articulation is ÀQGLQJ� a line                      forming
  and discarding everything else          invoking

Articulating is the act of preservation 
                      but preservation (in relation to time) is 
            reduction, preferencing. 

preservation is the arranging of a mass 
� � � � ���WKDW�LV��D�¶ERG\·���
� � � �����������WKH�DIÀ[LQJ�RI�D�GHDWK�PDVN�
                          (whether it is a corpse or not). 

  The material that constitutes this mask is obviously vulnerable. 

Articulation can be laboured, but we hope for polemic, topical idiom. 

                 (Is extinction so dire?)

  There are stakes conjured by the incantation of these words.
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     SPREZZATURA

contrived stylistic posture - the origins and authorship



Chris Kraus�LV�LQ�P\�PLQG�DV�D�FRQÁDWLRQ�RI�KHU�ZULWLQJ��$YRLGLQJ�WKH�
speculation on the relation of her reality to print structure, I note that she 
wrote an essay in 2012 titled 3VHXGR�ÀFWLRQ��0\WK��DQG�&RQWLQJHQF\. 
The title is not telling, but this essay belongs in a monograph for Ryan 
McGinley, whose photography is discussed with relation to its subject – 
youth��+HU�DUJXPHQW�LV�JHRJUDSKLF��ZLWK�WKH�DVVHUWLRQ�WKDW�0F*LQOH\·V�
QXGHV� ÁRDW� OLNH� VPDOO�� ÀJXUDWLYH� PDVNV� RYHU� WKHVH� QDWXUH� WKHDWUH�
backdrops. The youth acts as blank slate to register psychic/physical 
qualities. The constructs we establish to quantify youth and movement 
DUH�YDULRXV��Kraus uses a milieu of Barthes:

:KDW�DUH�ZULQNOHV�DQG�EXOJHV�RI�ÁHVK�LI�QRW�PDUNV�RI�D�SDVW�WKDW�
can no longer be shed? Myth, let us remember, is free of all past. 

0\WK�������DEROLVKHV�WKH�FRPSOH[LW\�RI�KXPDQ�DFWV��LW�JLYHV�WKHP�D�
VLPSOLFLW\�RI�HVVHQFHV�������LW�RUJDQLVHV�D�ZRUOG�ZLWKRXW�FRQWUDGLFWLRQV�
������D�ZRUOG�ZLGH�RSHQ�DQG�ZDOORZLQJ�LQ�WKH�HYLGHQW��LW�HVWDEOLVKHV�
D�EOLVVIXO�FODULW\��WKLQJV�DSSHDU�WR�PHDQ�VRPHWKLQJ�E\�WKHPVHOYHV� 
—Roland Barthes, 0\WKRORJLHV

In 0\WKRORJLHV, a 1957 collection of essays, Roland Barthes 
IRXQG�D�NLQG�RI�HXSKRULD�LQ�WKH�LPDJH�RI�(LQVWHLQ·V�EUDLQ³´DW�RQFH�
PDJLFLDQ�DQG�PDFKLQHµ³DQG�LQ�2PR�GHWHUJHQW·V�DUWIXO�GLVJXLVH�RI�
abrasive chemicals within delicious folds of white foam. Devised 
from material drawn from the cultural surface, myths seem to 
evoke limitless depth.

Mythology is formed by posing questions and only allowing them to 
be answered particularly. Curation underpins life. Stylistic assault, 
or conventions of form are the core of representation. In an article 
SURPRWLQJ� KHU� QRYHO� ¶6XPPHU� RI� +DWH·�� 0LFKDHO� +�� 0LOOHU� DVVHUWV�
“These days, Ms. Kraus�ZRXOG�UDWKHU�QRW�WDON�DERXW�KHU�ÀOP�FDUHHU��´,�
ZDV�QHYHU�D�ÀOPPDNHU�µ�VKH�VDLG��´,�ZDV�D�SHUIRUPDQFH�SHUVRQ�IRROLQJ�
around with a movie camera.” 2II�KDQGHG�FODULÀFDWLRQV�DERXW�ZKDW�RU�
whom we are or represent come under the tyranny of language. In this 
FDVH�� FRQVLGHULQJ�P\� KLVWRU\� DQG� KHU� KLVWRU\�� WKHUH·V� DQ� DQWLSRGHDQ�
notion of the globes of culture that populate the Northern Hemisphere, 
and how we ape or appropriate ideas.

Negotiation of identity through a physical or psychological migration 
poses questions of borders. Is there a decisive point of departure, 
RI� UHFRPPLWWLQJ� RQH·V� LGHQWLW\� WR� DQRWKHU� JHRJUDSK\"� $Q� HVVD\� E\�
Australian Centre for Contemporary Art director and curator Juliana 
Engberg accompanies *LOOLDQ�:HDULQJ��/LYLQJ�3URRI��/HW·V�VOLGH�HDVLO\�
across bodies of water to neatly connect by profession. McGinley 
(US) and Wearing (UK) as photographers disseminated in a method 
WKDW� IRFXVHV�RQ� WKHLU� ¶VWDJLQJ·��DQG�.UDXV��1=�� WR�(QJEHUJ��$86��DV�
writer/curators who echo theoretical substantiation. Engberg summons yo
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Barthes·�PDVN��EXW�UDWKHU�WKDQ�0\WKRORJLHV his older voice present in 
the more recent &DPHUD�/XFLGD (1980) (same man!? different time and thought!)

,Q� IURQW�RI� WKH� OHQV� ,�DP�DW� WKH�VDPH� WLPH�� WKH�RQH� ,� WKLQN� ,�DP��
WKH� RQH� ,� ZDQW� RWKHUV� WR� WKLQN� ,� DP�� WKH� RQH� WKH� SKRWRJUDSKHU�
WKLQNV� ,� DP�� DQG� WKH� RQH�KH�PDNHV� XVH� RI� WR� H[KLELW� KLV� DUW�� ,Q�
RWKHU�ZRUGV��D�VWUDQJH�DFWLRQ��,�GR�QRW�VWRS�LPLWDWLQJ�P\VHOI��DQG�
EHFDXVH�RI�WKLV��HDFK�WLPH�,�DP��RU�OHW�P\VHOI�EH��SKRWRJUDSKHG��,�
LQYDULDEO\�VXIIHU�IURP�D�VHQVDWLRQ�RI�LQDXWKHQWLFLW\��VRPHWLPHV�RI�
LPSRVWXUH«�,�DP�QHLWKHU�VXEMHFW�QRU�REMHFW�EXW�D�VXEMHFW�ZKR�IHHOV�
KH�LV�EHFRPLQJ�DQ�REMHFW�

The comparison of Barthes·�DFW�RI�ZULWLQJ�WR�WKH�DFW�RI�SKRWRJUDSK\�LV�D�
FRRO�UHÁHFWLYH�SRRO�ZH�FDQ�EDWKH�LQ��EXW�WR�LJQRUH�WKH�DOWHUDWLRQ�LQ�WKHVH�
formats with the advancement of technology is like performing your daily 
ablutions out of habit, not purpose. The wild wave of archives threatens 
to break - documentation moving against a breaking rock so that we 
can no longer mildly disown/dismiss indiscretions (formations) of youth. 
Communication through selected forms are a soft leaning toward 
immortality, neatly threatened by the sheer mass of communication – 
what will be read - articulated - preserved - in the end? At the time of 
SXEOLFDWLRQ��(QJEHUJ·V�ZRUGV�DUH�EHLQJ�FDUHIXOO\�FRQVLGHUHG�LQ�UHODWLRQ�
to the equation of the 19th Biennale of Sydney and founding (birthing) 
VSRQVRU�7UDQVÀHOG��,Q�WKH�DUFKLYLQJ�RI�GLVSDUDWH�VRXUFHV��ZKLFK�YRLFHV�
will force their way into spheres of representational prominence in 
coming years? We do, of course, orientate around monoliths and 
gravitate to centres, but these movements are peripatetic (not cyclical). 
The lines drawn are relations, but also suspendable.

,I�\RX�KRZHYHU��WU\�WR�À[�WKH�SRVLWLRQ�RI�WKH�REMHFW�RI�DSSURSULDWLRQ�
in time and draw the trajectory of its displacement in a coordinate 
system with multiple temporal axes, it obviously gets more 
complicated. How would you clarify the status of ownership of 
something that inhabits different times, that travels through time and 
repeats itself in unpredictable intervals, like for instance, a recurring 
style in fashion, a folkloristic symbol that is revived by a new political 
PRYHPHQW�WR�DUWLFXODWH�LWV�UHYLVLRQLVW�YHUVLRQ�RI�D�FRXQWU\·V�KLVWRU\�
or a complex of second rate modernist architecture occupied by 
residents who know nothing of its original designs but still have to 
ÀQG�D�ZD\�RI�OLYLQJ�ZLWK�WKH�JKRVWV�WKDW�KDXQW�WKH�EXLOGLQJ��:KR�RZQV�
a recurring style, a collective symbol or a haunted house? Even if you 
appropriate them, they can never be entirely your private property. 
Dead objects can circulate in space and change owners. Things that 
live throughout time cannot, in any unambiguous sense, pass into 
DQ\RQH·V�SRVVHVVLRQ��)RU�WKLV�UHDVRQ�WKH\�PXVW�EH�DSSURDFKHG�LQ�
a different way.
              Jan Verwoert

watersports, archive, form
at, technology, gravitas, line, m

onolith, j. verwoert
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:H�VHOHFW�D�PRPHQW�DQG�PHWKRG�WR�UHOHDVH��SHUIRUP��D�SHULRG�RI�WLPH�
LQ�ZKLFK�WR�SURPRWH�DQ�DOEXP��(YHQ�LI�WKH�FRQWHQW�LV�FRQFHSWXDO��WKHUH·V�
D�¶VRIW�OHDQLQJ·�WRZDUGV�WKH�YLUWXRVLF�PXVFXODU�FRPPHUFLDO�IUDPHZRUN�
that produces and markets. The rigour and care for truth and artistic 
integrity is for, and will always be assessed by the audience, the punter. 
Perhaps originality is for the same assessor.

The object the punter receives is a tightly bound spiral track that forces 
light to diffract into a full visible spectrum. Aural integrity is upheld by 
LQVHUWLQJ�D�VLQJOH�ÀQJHU� LQWR� WKH�FHQWUH�KROH��DYRLGLQJ�ERGLO\�FRQWDFW�
with the untouchable, and from that hole is a clear frame before we 
see the darkened, burnt rim, evidence of use. A mask is printed on 
WKH� RWKHU� VLGH�� DQ� LGHQWLÀHU� IRU� RWKHUZLVH� LQVFUXWDEOH� NQRZOHGJH��
Can psychoanalysis be enacted to clinically dissect the product? 
Summaries and critical fortunes will not be read objectively.

,I� PXVLF� LV� D� ODQJXDJH� �OLQHV� RI� VRXQG�·WH[W·� WKDW� UHO\� RQ� FRQWH[W�
for meaning) it is apparent that like any communicable language, 
music commands duration. When text enters the world of music, an 
XQGHUVWDQGLQJ�VSXUWV�EH\RQG� WKH�DEVWUDFW�VLJQLÀHUV�RI� LQVWUXPHQWV�²�
VXGGHQO\�RXU�IRFXV�RU�H[SHULHQFH�UHÀQHV�DQG�LV�GHÀQHG��3HUIRUPDQFH�
LV�RI�YDULRXV�DFFXUDF\��YLUWXRVLW\��RU�ÁXHQF\��:KHQ�SHUIRUPHG��PXVLF�
without voice is an abstracted language sequenced into structures, 
and with voice is in relation to the body and experience, but inevitably 
we read/interpret mainly gender and agenda. Whether performed 
OLYH� RU� ZLWK� WKH� FRPSRVHU�FUHDWRU·V� LGHQWLW\� REIXVFDWHG�� WKH� EDVLF�
FRPPXQLFDWLRQ�ULGHV�RQ�WKH�FRQWH[W�LW·V�SUHVHQWHG�LQ�

Feminism situates the observer or practitioner into a certain 
posture, and parallel to the accessibility of news and opinion, the 
JDWHNHHSHUV�RI�¶)HPLQLVP·�VHHP�WR�QRZ�EH�FRPPHQWDWRUV�RQ�VKLIWLQJ�
ÀJXUHKHDGV�� 5HFHQW� GLVFXVVLRQ� SLYRWV� RQ� FHOHEULW\� UHSRUWDJH�� DQG�
with misunderstanding of language alongside the shifted interfacing of 
intent. Reliquaries are hewn. Good or Bad feminists, Black or White 
feminists. Gray/grey feminists.
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,�GRQ·W�WKLQN�,�NQRZ�ZKDW�,·P�WDONLQJ�DERXW��,�VXVSHFW�WKDW�WKHUH�PLJKW�
be something in a gender writing about a gender, or just someone on 
another - the task of representing. In writing around )UHVK�$FFRQFL��a 
work by Paul McCarthy and Mike Kelley, Milena Tomic writes that 

¶%DG·� UH�HQDFWPHQW� ²� WR� DSSO\� WKH� UHGXFWLYH� ELQDU\� RI� YDOXH�
judgements – reproduces ideological structures, seeing as 
value now increasingly refers not to material objects exchanged 
EXW� WR� LPPDWHULDO� VHUYLFHV� UHQGHUHG�� ¶*RRG·� UH�HQDFWPHQW�� RQ�
the other hand, is more elusive as it can challenge these same 
LGHRORJLFDO�VWUXFWXUHV��6SHFLÀFDOO\��LW�DOORZV�DUWLVW�DQG�YLHZHU�DOLNH�
to go through the motions of ritual in ways that do not necessarily 
inculcate belief.

 Good re-enactment becomes a fantasy space where players can 
SRWHQWLDOO\�VWHS�LQWR�PRUH�WKDQ�RQH�UROH��LW�EHFRPHV�DQ�H[SHULPHQW�
ZLWK� LGHQWLÀFDWLRQ� ZKRVH� RXWFRPH� LV� HQGOHVVO\� GHIHUUHG«� WKH�
term fantasy no longer refers to static representations that 
SURPSW� UHDO�ZRUOG� EHKDYLRXU� EXW� UDWKHU� WR� ¶WKH� YHU\� VFHQH�
which suspends action and which, in its suspension, provides for 
a critical investigation of what it is that constitutes action

6R� ZKHQ� UHUHFRUGLQJ� VRQJV�� WKH� LGHQWLÀDEOH� WH[W�O\ULF� VXJJHVWV�
reproduction. The language of the arrangement and the communicative 
properties of the interpreter might suggest restaging. A recording artist 
consists of an indefatigable ribbon of personal representation. The 
conceit of songwriting (or all writing) is that myth (broad romance/history) is 
being constructed into yet another totemic reliquary of Western tonal 
tradition. In (the era broadly titled)�$QFLHQW� (J\SW�� ÀJXUDWLYH� UHOLTXDULHV�
accompanied the embalmed body to serve the deceased, executing 
tasks in lieu of the dead. 

Declaring the death of a work �LI�D�WUHH�IDOOV�LQ�WKH�IRUHVW�DQG�QR�RQH�KHDUV�LW«��
LV�XQFHUWDLQ��7KH�DFW�RI�VOLSSLQJ�RQ�RU�UHFRQÀJXULQJ�RI�DQRWKHU·V�IRUPHG�
persona/mask for a stroll in the industry is releasing and promoting new 
material. We just might be perpetuating our mild immortality, their mild 
immortality. The audience digests it under the emotional conditions 
RI� KRZ� LW·V� VROG� DQG� VXEVWDQWLDWHG� E\� WKH� PHULW� RI� UHFRUGLQJ� DUWLVW·V�
character – was this released to coincide with a holiday, is it timely 
for marketing or career purposes, is the method of handling indicating 
DQ�DUWLVWLF�GHFLVLRQ�RI�SHUVRQDO�VLJQLÀFDQFH�RU��DQG��VHOI�LQGXOJHQFH"

The work is mask. Like delineating a home, youth, or naming waters, 
WKH�HGJHV��IDFHV��ERUGHUV�RI�D�PDVN�DUH�VOLSSHU\��,I�ZH�IUDPH�WKLV�¶PDVN·�
WKHDWULFDOO\��LW·V�D�JLYHQ�WKDW�WKH�OLJKWLQJ�GHVLJQ�DQG�YLUWXRVLW\�RI�PDVN�
bearer will transform the same object into emotional multiplicities. 
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The act of covering is mighty – by re-chanting words that exist in the 
correct sphere, an spellmaster can elevate and volley themselves to 
a pantheon of the admired. A mask can be wielded with breathtaking 
HIÀFDF\��7KH� WHFKQLFDO�� SK\VLFDO� RU�HPRWLRQDO� YLUWXRVLW\�RI� LQWHUSUHWHU�
is a living, breathing organism - how astounding that one time based 
rendering of it - a historical document - is chosen to operate in 
perpetuity, a spinning compact disc.

Clarifying, cleaning: we are dealing with the disc, a physical object that 
resists deletion if it is traditionally handled, but is also easily destroyed. 
,W·V�D�GLVWDQFH�DZD\� IURP� WKH�GLJLWDO� GRZQORDG�RU� YLQ\O� UHFRUG��:KDW�
is the relation of this object to other physical proofs of photography 
RU�VFXOSWXUH"�7KLQNLQJ�DORQJ� WKHVH� OLQHV�� WKHUH·V� UHODWLRQ� WR� WLPH�DQG�
space, and maybe ideas of activation with viewing. The forming-act of 
inscribing sound it into time, beyond the physical means of production, 
is precarious too – the circumstances of mastering, the equipment 
XVHG�LQ�UHFRUGLQJ��7KH�VOLSSHU\�PDVN�LV�PRUH�WKDQ�LWV�PDWHULDO���LW·V�KRZ�
LW·V�VHHQ���LW·V�WKH�ERDUGZDON�DQG�DOVR�ZKDW·V�XQGHU��DURXQG�DQG�RYHU�LW��
The materials are individually variable too - different planks of wood, 
different performers on the same instrument, and then the walking up 
and down the boardwalk, seeing the vista safe from the waves. We 
might smoke a cigarette beneath. We might return to it later in life and 
make our homes there.
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The stipulation of virtuosity, of showcasing a level of skill, is usually 
an act of articulating, spotlighting, or singling out. As an audience 
in relation to the stage, there is an economy constantly coursing 
between the viewer and subject. This space is most easily viewed 
in retrospective gaze, or in a framework which involves once again 
being an audience. The endless individual variation in experience from 
circumstance is hard to grapple with. What is a virtuosic audience 
member? The articulating, spotlighting or singling out on the other 
side is even harder to gauge. Fantasy and myth enter as inscrutable 
balance tippers.

/RRNLQJ� DW� ¶SHUIRUPDQFH·� DUFKLYHV� ZLWK� D� GHOLEHUDWH� GLUHFWLRQ�� WKH�
LQÁXHQFH� RI� -RVHSK� %HX\V� LV� HYLGHQW�� 7KH� JHQGHUOHVV� DUFKLYH�
WIKIPAINTINGS�UHFRUGV�%HX\·V�SHUIRUPDQFH�I like America and America 

likes me (1974) as follows:

 $�PDVWHU�RI�FRPSHOOLQJ�SHUIRUPDQFH�SLHFHV��%HX\V�ÁHZ�WR�1HZ�<RUN��
picked up by an ambulance, and swathed in felt, was transported to 
a room in the Rene Block Gallery. The room was also occupied by a 
wild coyote, and for a period of 8 hours a day for the next three days, 
Beuys spent his time with the coyote in the small room, with little more 
than a felt blanket and a pile of straw. While in the room, the artist 
engaged in symbolist gestures, such as striking a triangle and tossing 
his gloves to the coyote. At the end of the three days, the coyote, who 
had become quite tolerant of Beuys, allowed a hug from the artist, who 
was transported back to the airport via ambulance. He never set foot 
on outside American soil nor saw anything of America other than the 
coyote and the inside of the gallery.

His work deals in the properties, symbology and potency of object within 
physical realm. The presence and strength of his legacy as character, 
artist, educator, performer is aided by somewhat autobiography work 
$UHQD��ZKHUH�ZRXOG�,�KDYH�JRW�LI�,�KDG�EHHQ�LQWHOOLJHQW�� (1970-1972) 
consists of 100 panels with 264 images that represent his performance 
history, one of them a found image on a Roman amphitheater in 
9HURQD��LQGLFDWLQJ�¶KLV�RYHUULGLQJ�FRQFHSWLRQ�RI�WKH�ZRUN�DV�GHDOLQJ�ZLWK�
WKH�DUHQD�RI�OLIH·��,QVWDOOHG�ÀYH�WLPHV�GXULQJ�KLV�FDUHHU��LW�ZDV�YDULRXVO\�
UHZRUNHG�DQG�UHFRQÀJXUHG� LQ� OD\RXW�� IURP�FLUFXODU� LQVWDOO�� WR�D� OD\RXW�
UHVHPEOLQJ� WKH�DUHQD�RI� WKH�SDQWKHRQ��DQG�ÀQDOO\�DV� WKUHH�VWDFNV��D�
FRQÀJXUDWLRQ� DV� D� ¶IRQG·�� KLV� WHUP� IRU� GHQVH� VWUXFWXUHV� �� EDWWHULHV� ��
which store, transmit, and receive energy. The panels are glass and 
heavy aluminium, with images formed from manipulated negatives of 
GRFXPHQWDWLRQ�� WKH�PDQLSXODWLRQ� D� VLJQLÀHU� RI� DFWLYH� UHFRQVWUXFWLRQ��
The image becomes a charged object, and with the responsibility of 
being a battery, the lines of history travel directly through the panels, 
the panels in stacks, three coloured glass lenses against it – two blue, 
one yellow. Historically, this work is charged as an inaccessible but 
hyper-aware archive which represents his artistic persona. 
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7KH� ¶UHDOQHVV·� RI� WKH� KLVWRULFDO� LPDJHV� FRQWDLQHG� DQG� WKH� SVHXGR�
intellecto-spiritual way they are treated makes this smoothly palatable 
DV� DQ� HPEOHP� RI� %HX\·V� P\WKRORJ\� DUF� LQ� PDOH� PDVWHU� DUW� KLVWRU\��
,·OO� EULHÁ\� QRPLQDWH� -HDQ Genet·V�P\WKRORJ\� DV� HTXLYDOHQW� �Born on 
the 19th of December, 1918, at 10 a.m. To Gabrielle Genet. Father 
unknown. Except for his books, he too remains unknown. As unknown 
as the day of his death, which he feels is near. Signed: Jean Genet.) 
before sliding across the sea to America and stepping into a different 
circle, though still an arguably male-dominated one. We can look at 
the oeuvre of master performer (MISTRESS, DIVINE MISS M) Bette Midler, 
whose fundamental energy and accessible interfacing with her fans is 
as virtuosic as her vocal stylings are. As a triple-threat public persona 
whose personal life is bugled across her body of work, the roles and 
characters she crafts seem to lie in similar veins to the projected idea 
of her-self. In an extreme version of re-enactment, re-staging, much 
of her work seems to be enacting herself again and again, whether 
through songs, roles, images, or stage shows. The alteration over her 
decades long career is limited - what has altered is her physicality, her 
voice, the immediacy of sassy talent perhaps shifted with venerable 
regard and charm.

To acknowledge the performative dimension of language means to 
understand the responsibility that comes with speaking to engage 
in the procedures of speech and face the consequences of what is 
being said. To utter words for the sake of analysis already means 
to put these words to work. You cannot test a spell. To utter it is to 
put it into effect. 
            Jan Verwoert

7KH� FXOW� ÀOP� +RFXV� 3RFXV�
IHDWXUHV� %HWWH� 0LGOHU·V�
performance of I put a spell 

on you, in which, playing one 
of three witch sisters, she 
enchants a room of adults to 
dance until they die. 

The enactment of diva is a push towards performance as an aspirational 
EXW�GLIÀFXOW�WURSH��,W�OLHV�DFURVV�PHGLD�DQG�ÀOPLF�FRQVWUXFWLRQ��DQG�RQH�
might see it alongside - rather than identical to - the construct of (often 
male) genius in culture and criticism. Regardless, diva or genius, there 
LV�D�FRQVFLRXV�SXVK�DQG� ODWHQW�PDUNHWLQJ� LQ� WKHVH�ÀJXUHV�EHFRPLQJ�
present in our consciousness. They are borne by an audience with 
RQJRLQJ�H[SHFWDWLRQ�²�ZH�FDQ·W�KHOS�EXW� OHQG� WKHP�RXU�HDUV�� IRU� WKH�
politic, economy, lighting, and architecture are direct vectors toward it. 
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3RS�VLQJHU�%H\RQFp�DVVHUWV�WKDW�VKH�ZDV�XQGHU�VLQJLQJ�LQ�WKH�UHFRUGLQJ�
RI� WKH�VRXQGWUDFN� IRU�PRWLRQ�SLFWXUH�'UHDPJLUOV� WR�EHWWHU�SRUWUD\� WKH�
FKDUDFWHU�'HHQD�-RQHV��EDVHG�RQ�WKH�FKDUDFWHU�'LDQD�5RVV�
 

)RU� WKH� ����� ÀOP� %HDFKHV�� Bette Midler requests that the actress 
charged with playing her character's younger self have her singing 
voice overdubbed. The younger actress and the middle aged Midler 
both deliver renditions of 7KH�*ORU\�RI�/RYH��in each instance staged in 
a proscenium arch. Midler fronts a string orchestra in sombre strapless 
velvet, and renders the song, eyes heavy lidded, her comedic face in 
GHPXUH�DQG�HDUQHVW�VXEPLVVLRQ��3OD\LQJ�D�¶ZRPDQ�ZKR�KDV�OLYHG�OLIH·��
LW�LV�VWDJHG�DV�VXFK��+HU�ERG\�LV�À[HG��DQG�DV�VKH�IHHGV�XV�OLQH�DIWHU�
line about the story/glory, she waves two arms, the camera tracks out. 
A turn of the head, and the camera tracks around her in a muscular 
FRQWULYDQFH� RI� D� ÀOPLF� EDOODG� SHUIRUPDQFH�� 6SRWOLJKW�� EDFN� FXUWDLQ�
rises, gradient lit, one arm hand held high in a testimonial declaration, 
dimmable spotlight, soft backlighting, en frizzante silhouette. 

The preteen rendition is frantic razzmatazz, the young Mayim Bialik 
choreographed with deliberate lack of dancerly grace by Bette Midler. 
¶'LDJHWLF·�OLJKWLQJ��D�SOLQN\�SORQN�SLDQR��DQG�ZKLOH�WKH�DUPV�DUH�DERXW�
WKHLU� EXVLQHVV�� %LDOLN·V� QXELOH� ERG\� LV� ZUDSSHG� LQ� D� ÁDVK\� OHRWDUG��
gamely performing postures choreographed for a different body. The 
actress playing her mother stands in the aisle, a golem mirroring 
WKH� VDPH� FKRUHRJUDSK\��7KH� FDPHUD� ÁLFNV� EHWZHHQ� WKH�PLQL�0LGOHU�
and the audience, and this rhythm is present to the viewer. Does this 
method of reminding an audience that they're watching an audition 
IRU�D�VKRZ�ZLWKLQ�D�ÀOP�DOWHU�RXU�FRJQLWLRQ�RI�PHDQLQJ"�&HUWDLQO\�� ,V�
this set of dualisms and dualities in the plot seductive to an audience? 
In forging an irretrievably -american- situation of this Atlantic City 
DXGLWLRQ�� KRZ� GRHV� D� QRQ�$PHULFDQ�� QRQ�SHUIRUPHU�� H[WHULRU� WR� WKH�
eisteddfod ambition or socio-economy understand this? Have we been 
conditioned to accept this already? In my thirst for knowledge behind 
the scenes, I turn to dvd extra features, seeing the stars talk about 
their experience.

Much is implicated about age and human currency, the roles of mentors, 
and authorities passing wisdom. Yes, it is unfair when loved ones are 
struck by illness, and we enact these pseudo-psychoanalysed roles. 
%XW�WR�YLHZ�FKDUDFWHUV�LQ�ÀOP��UHOLTXDU\�UHSUHVHQWDWLRQV�LI�\RX�ZLOO��DV�
only enacting these power and age related roles is to be bamboozled 
E\�WKH�PDVN�WKDW�LV�D�ÀOPLF�JD]H���LI�WKLV�LV�WKH�QDUUDWLYH�OLQH��LW�VKRXOG�EH�
UHPHPEHUHG�WKDW�WKHUH�DUH�LQÀQLWH�DOWHUQDWLYHV��,Q�DGGHQGD��RQH�PLJKW�
consider Daniel Mudie Cunningham's 'Oh Industry' (2009)� restaging 
DQG�UHÀOPLQJ�RI�D�VFHQH�IURP�%HDFKHV� in an historically industrial area 
which has been repurposed (restaged, if you will) as an Olympic site 
DQG�VXEVHTXHQWO\��DQ�¶H[FLWLQJ�DUW�SUHFLQFW·�
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Mudie Cunningham casts himself as Bette Midler, his masked back up 
dancers from a sympathetic performance vein of the Australian dance 
world (rather than commercial dancers), their training latent in their 
bodies. The art direction and design is camp and naïve, and neatly 
recanting the conveyor belt choreography. The editing is like that of 
a music-video – as the lyrics are hammed up and camply lip-synced, 
the text does not change - image does, and it is thrown into a gallery 
FRQWH[W�WRR��7KH�YLHZHU·V�JD]H�LV�FDVW� LQWR�WKH�DPELJXRXV�GHÀQLWLRQV�
RI� VWUXFWXUHV� ²� WKH� �UHSXUSRVHG"�� EXLOGLQJV� WKDW�ZH·UH� DOZD\V� DW� WKH�
threshold of, the choreographed roles (and the suspicion that women 
are sidelined at this age), and the position that this work assumes 
ZLWKLQ�WKH�DUWLVW·V�FDUHHU�DQG�KLV�FRQWULEXWLRQ�WR�WKH�LQGXVWU\��7KH�VRQJ�
is purposed as a mask, but lit and seen in a different way.
 
,Q�KLV������ÀOP�Querelle�� ¶HQIDQW� WHUULEOH·�5DLQHU�:HUQHU�)DVVELQGHU�
interprets the Jean Genet·V� QRYHO� Querelle de Brest into a luridly 
FRORXUHG��KLJKO\�VWDJHG�ÀOP��7KH�DFWRUV�DUH�WKHDWULFDOO\�OLW��VHFWLRQV�RI�
bodies highlighted in an erotic, laconic evocation of Genet·V�ODQJXDJH��
The actors uttering the text are almost expressionless, stoic, charged 
ZLWK�ÁH[HG�VH[� ��DQ�RSSRVLWLRQ� WR� WKH�ÀOPHG�VWDJLQJ�RI�Oh Industry, 
but just as choreographed. Violence and sex transforming into external 
IULFWLRQ�LV�WKURXJK�FKRUHRJUDSKHG��VW\OLVHG�ÀJKW�VFHQHV��$�FRQIURQWDWLRQ�
EHWZHHQ�4XHUHOOH� DQG� ¶PXUGHUHU·� *LO� LV� ÀOPHG� LQ� D� VLQJOH� ORQJ� VKRW�
WRZDUGV� WKH�HQG�RI� WKH�ÀOP��7KH� WZR�DFWRUV��%UDG�'DYLV�DQG�+DQQR�
Pöschl mirror each other in movement, circling each other in long 
strides, switching raised arms and knives ritualistically, coming closer 
with over breathy, guttural dialogue. 

  (chromatic orchestral strings broadly descend 
in patterns, accumulative, continuous)

I crossed the river of creeping vines  
KHOS�PH�,·P�FRPLQJ�WR�\RXU�VKRUH

That will be hard brother, I can 
feel your resistance

What did you say I can hardly hear it. 
Jump on my leg hold tight to it 
GRQ·W�ZRUU\�DERXW�P\�SDLQ�²�MXPS�

Be yourself

,·P�EHFRPLQJ�P\VHOI
Talk more quietly.
Come closer now

I love you more than myself 
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P\�KDWH�ZDV�VLPSO\�D�FDPRXÁDJH��D�
dangerous melancholy draws me 
close to you but my battles separate us

My laughter is the sun
it drives away the shadows 
you cast on me
I seek out the daggers of the night

I set up barricades, 
my laughter locks me in.
It draws me away from you
��\RX·UH�EHDXWLIXO
   
  You are beautiful too

Be quiet
:H�PXVWQ·W�ORVH�RXUVHOYHV�LQ�
all too perfect unity, set your
hounds and wolves on me 

  To what avail?
� � (YHU\�ÀJKW�FURZQV�\RX
  with a painful glow

'RQ·W�ORVH�FRXUDJH��ZRUN�

(staccato oboe enters.
Querelle and Gil grasp each other 
by the elbow,daggers drawn back. 
A siren pierces and diffuses)

0RYLQJ� LQ� XQLVRQ� �ORYHUV�� ÀJKWHUV�� ¶EURWKHUV·�� PHQ��� WKH� WZR� DFWRUV�
costumed as archetypal homoerotic fantasies are backdropped by the 
SHUSHWXDOO\�RUDQJH�VXQVHW�RI�WKH�ÀOP��)UDPLQJ�WKHP�RQ�VFUHHQ�OHIW�DUH�D�
stone wall with staircase leading offscreen and lamp-posts lighting the 
boulevard they circle on, and on screen right, a mossy sea wall in the 
mid-ground, a large, stylised brick scrotum which oozes onto the road, 
with a wall behind it. The unison movement forces the eye to observe 
every gesture which does not match its mirror in size or timing, and 
WKHLU�VKDGRZV�DUH�FDVW�RQ�WKH�ÁRRU�WRZDUGV�WKH�FDPHUD��7KH�DUWLÀFLDOLW\�
RI� URDG�SDWLQD� LV� VWULNLQJ�� DV� WKRXJK�RQ� VWDJH� ÁRRULQJ�� DQG� WKH� WDXW��
ÀOPLF�PXVLF�XQGHUVFRUHV�WKH�DFWLRQ��)DVVELQGHU·V�SUHIHUUHG�FLQHPDWLF�
FXW�LV�ZLWK�*HUPDQ�GLDORJXH�GXEEHG�RYHU�WKH�LPDJH��ÀOPHG�LQ�(QJOLVK��
In discussing sound recording as a language, which, as in image, is 
a representation, not a reproduction, North American academic Alan 
Williams writes that VRXQG�UHFRUGLQJ� LQ�ÀOP�´FRQYH\V�D� ODWHQW�VSDWLR�
psychological subjectivity”. 

M
ASK AS ARCHITECTURE

wolves, beuys, unison, sound stage, dubbing



    

 The idea of murder frequently evokes the idea of sea and 
seafarers. No precise image of sea and seafarers may at once 
spring to mind: it is rather that Murder surges over out thought 
in breakers of emotion. if we suppose seaports to be the theatre 
of recurrent crimes, then the explanation is simple and need not 
GHWDLQ�XV��EXW�WKH�FKURQLFOHV�DUH�QXPEHUOHVV�IURP�ZKLFK�ZH�OHDUQ�
that the murderer was a man of the sea – either in reality or in 
LPDJLQDWLRQ�²�DQG�LI�WKH�ODWWHU��WKHQ�WKH�FULPH�ZLOO�KDYH�OHVV�DIÀQLW\�
with the sea. - - - This novel is addressed to inverts. The idea of 
love or lust is a natural corollary to the idea of Sea and Murder – 
and even to a greater extent to that of so-called unnatural love. 

           Jean Genet (tr. G Streatham), Querelle of Brest

´7KLV�LV�D�VRQJ�,·YH�EHHQ�VLQJLQJ�IRU�D�ORQJ�WLPH��
,W·V�OLNH�DQ�ROG�IULHQG��
%XW��\RX�NQRZ��,�WKLQN�LW��LW·V�RQO\�UHFHQWO\�
WKDW�,�GLVFRYHUHG�ZKDW�LW·V�UHDOO\�DERXW�µ

<RX·YH�JRW�WR�JLYH�D�OLWWOH��WDNH�D�OLWWOH�
and let your poor heart break a little.

7KDW·V�WKH�VWRU\�RI��WKDW·V�WKH�JORU\�RI�ORYH�

<RX·YH�JRW�WR�ODXJK�D�OLWWOH��FU\�D�OLWWOH�
until the clouds roll by a little.

7KDW·V�WKH�VWRU\�RI��WKDW·V�WKH�JORU\�RI�ORYH�

$V�ORQJ�DV�WKHUH·V�WKH�WZR�RI�XV�
ZH·YH�JRW�WKH�ZRUOG�DQG�DOO�LW·V�FKDUPV�
$QG�ZKHQ�WKH�ZRUOG�LV�WKURXJK�ZLWK�XV�
ZH·YH�JRW�HDFK�RWKHU·V�DUPV�

<RX·YH�JRW�WR�ZLQ�D�OLWWOH��ORVH�D�OLWWOH�
\HV��DQG�DOZD\V�KDYH�WKH�EOXHV�D�OLWWOH�
7KDW·V�WKH�VWRU\�RI��WKDW·V�WKH�JORU\�RI�ORYH�µ
                     Bette Midler, Beaches soundtrack
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:LVGRP� FDQ� EH� D� ÀFNOH� IULHQG�� ZLWK� WKH�PHDVXUH� RI� LW� FRPLQJ� IURP�
the measuring increments that exist in our territories. When we are 
perceived to be wise (or perceive others to be so), is it just a very 
convincing type of acting? Method acting? Or is it being yourself - being 
present in the space as many performers now attempt through training, 
frameworks or devices. To the outrage of the characters, and hopefully 
RXU� HPRWLRQDOO\� LQYHVWHG� DXGLHQFH�� WKH� SHUN\� ÀUVW� UHQGLWLRQ� RI� The 

Glory of Love in Beaches is trumped by a girl who walks on her hands, 
which might be read as an indictment of Atlantic City, a semi-premium, 
somewhat trashy peon to high rollers, the dreamy american (object), 
QXLW�DPHULFDQH��ÀOPLF�WHFKQLTXH���DPHULFDQ�GUHDP��DUW��

The American Dream is a well oiled trope in cultural representation, 
DQG�LQ�WKH�SUHVHQW�WLPH��LV�RQH�WKDW�¶UHVRQDWHV·�DFURVV�WKH�)LUVW�:RUOG��
but as yawns break out and we feel threatened by the problematic 
DQG�VNHZHG�UHSUHVHQWDWLRQ�RI�¶SODLQ�GHOXVLRQ��PLVOHG�OLIH·��LW·V�LPSRUWDQW�
to quickly note that it is the compression of time cycle and choice of 
IUDPH�WKDW�FRQVWULFWV�RXU�WKURDWV��JRRG"�EDG"��RU�WULJJHUV�D�JDJ�UHÁH[�
(good? bad?). 

Away from Hollywood, across the Atlantic, we reach a scenic view of 
)DVVELQGHU·V�SKDOOLF�%UHVW��:KLOH�Beaches FRDVWV�WRZDUGV�D�VLJQLÀFDQW�
character death, the tragedy of which casts the problematic female 
friendship into the throes of transformative-beautiful-life-shaping, our 
KHUR�4XHUHOOH�VKDSHV�KLV�EHDXW\�WKURXJK�KLV�LWLQHUDQW�OLIH�DV�D�PDWHORW��
and then another kind of beauty through his redemption, theft, betrayal, 
and murder - SHWLW� PRUW�� committing what seems to primarily be 
PDVFXOLQLW\��)DVVELQGHU·V�RSHQLQJ�FUHGLWV�LQGLFDWH�WKDW�WKH�ÀOP�LV�about 
Genet·V�4XHUHOOH� GH�%UHVW�� DQG� WKH� DXWHXU� GHOLYHUV� D� GHÀQHG� YLVXDO�
interpretation of the text. Though critical reception was (and continues 
to be) divided, the stylistic conceit has led to its reception as one of the 
PRVW�IDLWKIXO�ÀOPLF�DGDSWDWLRQV�RI�Genet. 

2XU�DWWUDFWLRQ� WR�QDUUDWLYH�ÀOP� LV�DUJXDEO\� OLQNHG� WR� WKH�SRVVLELOLW\�RI�
VLPXOWDQHRXV� LGHQWLÀFDWLRQ� DQG� VHSDUDWLRQ� IURP� PDWHULDO�� DQG� MXVW�
DV� RQH� PLJKW� FKRRVH� WR� HQGXUH� DQG� HQMR\� D� ÀOP� IRU� LWV� HPRWLRQDO�
construct, character development, our reception is just as aligned with 
its marketing, reception, and stars. Just like Barthes, Genet serves as a 
reference point to audiences, with indications that Querelle is a cult gay 
ÀOP��D�VWDSOH�RI�KRPRVH[XDO�LQWHOOHFWXDO�OLIH��'RHV�LWV�PLOLHX�VHSDUDWH�LW�
so far from Beaches? 

The sole female ornament of Querelle is Jeanne Moreau as Lysiane, 
ZKR�VLQJV��GDQFHV�DQG�DFWV�KHU�ZD\�WKURXJK�KHU�UROH�DV�1RQR·V�ZLIH��
the proprietor of the notorious bar and brothel Feria. Her consumption 
of suitors is through her husband, who one must throw dice with for a 
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roll with Lysiane, the losers of this game getting anally penetrated by 
1RQR��&DVW�DV�D�UHPDUNDEOH�$QJHO�RI�'HDWK��4XHUHOOH�LV�SURWDJRQLVW��
transcending this cycle of casual gambling, sexual tension and 
GUXJ� VPXJJOLQJ� ZLWKLQ� RXU� ¶LQYHUW·� FDVW� RI� EURWKHO� RZQHU�� OLHXWHQDQW��
policeman, dock-worker etc (is Brest cast as the same place of origin of 
formative relationship, like Atlantic City in Beaches?). The soundtrack 
offers recurring motifs which are primarily orchestral/instrumental, 
with the notable exceptions of a rousing chorus of men singing vowel 
VRXQGV� LQ�XQLVRQ�DW� WKH�KHLJKW�RI� WKHLU�YRLFHV��DQG�0RUHDX·V� WKURDW\��
recurring warble of (DFK�PDQ�NLOOV�WKH�WKLQJ�KH�ORYHV��an Oscar Wilde 
poem set to a chanson melody by Fassbinder. 

Moreau seems to occupy a similar space to Midler, perhaps by virtue 
RI� WKH�GHPDQGV�RQ�SHUIRUPHU��EXW�DOVR� LQ� WKHLU�FKDUDFWHUV·�GLVWDQFHG�
methods of interaction and ultimate role as foil (rather than focus) to the 
tragedic plotpoints. It is a cotillion – one of many social contredanses in 
France, but in the United States, our actors are debutantes attending a 
FRWLOOLRQ�VHDVRQ�²�RQH�ZLOO�ÀW�LQWR�VLPLODU�JRZQV�DQG�SHUIRUP�WKH�VDPH�
fan dance for a while, and even if later debuting into a geographically 
DQG� FXOWXUDOO\� DOWHUHG� VRFLHW\�� WKH� JHQHUDO� SXUSRVH� RI� ¶SUHVHQWDWLRQ·�
remains. Everyone off screen is in or out of the ballroom. When our 
debutantes are married off, it is rare that they disavow their past too 
publicly.

It is important to note time passing as roles are opted into, executed, 
and a new skin assumed. It seems possible to imagine a liminal point 
of reality and fantasy. If the core of life is boredom and the avoidance 
of such, our attention spans for focal points are such that suddenly 
WKHUH� DUH� KLHUDUFKLHV�RI� UHOHYDQFH�� LQWHUHVW� DQG�GLVLQWHUHVW�� ÁLUWDWLRQ��
VH[XDOLVDWLRQ�� FDQ·W� EH� PDLQWDLQHG�VXVWDLQHG�� $� FRPSDFW� GLVF� �RU�
record) spins round and round, read by the same prick/pin, until it is 
changed – we sustain fantasies despite (or because of) frictions.

Participation art is often dictatorial, requiring that a participant step 
into a particular, pre-determined role. It is useful to return here to 
WKH� IXQFWLRQ� RI� IDQWDV\� LQ� WKLV� HGXFDWLRQDO�PLVH�HQ�VFHCQH�� ¶7KH�
reason why representations do not jump off the page to club us 
RYHU� WKH�KHDG��DOWKRXJK�VRPHWLPHV�ZH� IDQWDVL]H�SUHFLVHO\� WKDW·��
-XGLWK�%XWOHU�KDV�ZULWWHQ�SHUFHSWLYHO\�� ¶LV� WKDW�HYHQ�SRUQRJUDSKLF�
representations as textualized fantasy do not supply a single 
SRLQW�RI� LGHQWLÀFDWLRQ� IRU� WKHLU� YLHZHUV��ZKHWKHU�SUHVXPHG� WR�EH�
VWDELOL]HG�LQ�VXEMHFW�SRVLWLRQV�RI�PDOH�RU�IHPDOH·�� �
           Milena Tomic
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7KH�ÀGHOLW\�RI�LQWHUQHW�SRUQRJUDSK\�GLIIHUV��WKH�QRWLRQ�RI�¶SRRU�LPDJH·�
gushing around the loaded, the superstars, the studios. A fee, as 
LQ� ZLWK� OHVV� H[SOLFLW� WKHDWUH� RU� ÀOP�� PD\� DSSO\�� 2K� ,QGXVWU\�� ,I� RQH�
searches for a Bette Midler sex-tape, a Brad Davis sex-tape, a Jeanne 
Moreau sex-tape, it is often from rumour, hope, or presumption of 
personal character. We are aiming to see the suggested sexuality in 
direct friction, to witness an unleashing or loss of control in the moment 
of orgasm. The method of intercourse may vary, but particularly with 
WKH�KRPRJHQLVHG�DQG�WDXW�ERGLHV�RI�WKH�ÀOP�LQGXVWU\��WKH�FKRUHRJUDSK\�
will rarely differ, though performed in unique contexts and with variable 
soundtracks. 

7KH�HQDFWPHQW�RI�GLUHFW�VH[XDOLW\��WR�D�¶KLGGHQ�FDPHUD·�RU�D�FRQWULYHG��
perhaps private and intimate document is part of the allure – what are 
WKH\���DQG�WKHLU�JHQLWDOLD���UHDOO\�OLNH"���7KH�UHDOLW\�RI�VH[�LV�GLIÀFXOW�WR�
prove, the act of being present or connected, when sexual relations 
are arguably transactions of power. What does one gain from 
VOHHSLQJ�ZLWK�D�SXEOLF�ÀJXUH��DQG�KRZ�GRHV�UHSHWLWLRQ�SOD\� LQWR� WKLV"�
7KH� FKRUHRJUDSK\� RI� VH[XDOLW\� LV� HQDFWHG� IRU� GLIIHUHQW� DXGLHQFHV��
SDUWLFLSDWRU\��LPPHUVLYH��RU�YR\HXULVWLFDOO\�JD]LQJ�LQWR�D�¶SURVFHQLXP·��
The performance is physical.

Bette Midler sits in a motorised wheelchair, restricted by a shimmering 
ÀVKWDLO�DURXQG�KHU� OHJV�DQG�DQ� LULGHVFHQW�ELNLQL� WRS��7KHUH�PD\�EH�D�
burst of bright feathers atop her head. Her hand is wrapped around 
a joystick that skids her across the stage, and she sassily and 
JRRÀO\� EHOWV� LQWR� D�PLFURSKRQH� WKDW� KRYHUV� LQ� IURQW� RI� KHU�PRXWK�� ,W�
is the second half of the performance which is the core of her Kiss 

my Brass tour, repeated 77 times over North America. Her colourful 
persona is named Dolores DeLago, a mermaid character developed 
in her formative days singing to gay men in a bathhouse. Is DeLago 
also Midler? The consummate (and veteran) performer will perform 
the same show with limited variation between December 10 2003 and 
December 12 2004. As an interpreter of songs – her own and those 
of others, how much will her sense of self alter her performance and 
delivery of the emotional and technical musical material. How much is 
she physically capable of?

A DVD box set of the Kiss My Brass tour was released, using footage 
from the Madison Square Garden performances. The set list is 
composed of major hits, as well as material recorded for Bette Midler 

VLQJV� WKH�5RVHPDU\�&ORRQH\�VRQJERRN��7KH�ÀQHVW�PLPLF�� WKH�ÀQHVW�
DFWRUV�� WKH�ÀQHVW� LQWHUSUHWHUV��DUH�NQRZQ�DV� WKDW�EHFDXVH�RI�KLVWRULF�
precedent that they mine, ape, or trump. Language, once learnt, is 
GLIÀFXOW�WR�GLVFDUG��DQG�FDQ�EH�UH�XVHG��UH�VWDJHG�LQ�GLIIHUHQW�FRQWH[WV��

M
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SRUQ�ÀGHOLW\��GRORUHV�GHODJR��NLVV�P
\�EUDVV��UHDOLW\



Anna Greenberg was a 28 year old Bette Midler fan dying of 
UKDEGRP\RVDUFRPD�� D� UDUH� IRUP� RI� FDQFHU�� 6KH� LV� ÀOPHG� ZLWK� D�
handheld (phone) camera whilst receiving a call from Midler. In opening 
VWDWHPHQWV��ZH�ÀQG�WKDW�KHU�SDLQ�LV�EHLQJ�VWDYHG�DZD\�E\�PRUSKLQH��
The mise-en-scene seems to me a crowded and protracted version 
of the hospital scene in Beaches ZKHUH�%DUEDUD�+HUVKH\·V�FKDUDFWHU�
asks to be switched off – the real life Greenberg has tubes up her 
QRVH�DQG�D�KRVSLWDO�JRZQ�RQ��+HU�VNLQ� LV�SXII\��DQG�ZKLOH�+HUVKH\·V�
character (suffering from viral cardiomyopathy) has a full head of hair, 
*UHHQEHUJ·V� LV� VKRUW�� WXIWHG�� DQG� XQVW\OHG�� 7KH� GLDORJXH� EHWZHHQ�
Greenberg and Midler is breathy, as in Querelle between Davis 
and Pöschl, but the volume is moderate, sometimes overwrought, 
hysterical, resigned – enactments of behaviour (medicated / caring).

$V�*UHHQEHUJ� WHDUIXOO\� DVNV� IRU� D� GUHDP� WR� EH� IXOÀOOHG� RQ�ZKDW� WKH�
YLHZHU�XQGHUVWDQGV�DV�KHU�GHDWKEHG��WKH�FDPHUD�XQÁLQFKLQJO\�OLQJHUV�
RQ� *UHHQEHUJ·V� SODFLG� IDFH�� PDVN�OLNH�� DQG� VRPHWLPHV� LQVFUXWDEOH��
Who is this video for? It is harrowing. Why is it on the internet? Is it 
a character reference for Midler? Why has the family consented, and 
what relationship does this have with idols? Midler throatily warbles 
¶:LQG�EHQHDWK�P\�ZLQJV·��KHU�YRLFH�VHHPLQJ�WR�IDLO�RQ�KLJKHU�QRWHV��D�
heart-stopping interruption to the musical line. Midler is a mature, wise 
singer, she has been singing this song for a long time. They declare 
WKHLU� ORYH� IRU�RQH�DQRWKHU��7KH�SKRQH�FDOO�HQGV��*UHHQEHUJ·V� IDFH� LV�
once again impassive, the video ends, related videos of Bette Midler 
performing are offered.

afterwards I may rest across your thighs
as a pieta, and you will watch over me
as Mary watches over the dead Jesus.
  
�������4XHUHOOH�WR�/LHXWHQDQW�6HEORQ��ÀOP�GLDORJXH
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wedding - princess - geography, daddy - milieu, territory
� PGmDJBOU���JSPOJD���JDPOJD

atlantic city, las vegas, san francisco, sydney, mythical brest,
heirlooms, ornaments, as marker
jewellery

querelle secretes jewels that he’s looted into locations
across oceans, carefully indexing the evidence of theft 
and murder using the sensory and photographic memory
that genet has endowed him with.

Endowment informs our position on EVERYONE.. 
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Ali, Zahra A. Hussein – Aesthetics of memorialization: The Sabra and Shatila 
genocide in the work of Sami Mohammad, Jean Genet, and June Jordan
Altman, Dorothy J. – Jean Genet and George Querelle: A Quest for Identity
Barthes, Roland – Camera Lucida
Barthes, Roland – Mythologies
Bradby, D & Finburgh, C – Jean Genet – Life, politics and play-texts
Derrida, Jacques – Spectres of Marx: The State of the Debt, The work of 
Mourning, & the New International
Dia Art Foundation – Joseph Beuys
Elliott, Nicholas – Alain Guiraudie (interview)
Engberg, Juliana – Gillian Wearing: Living Proof
Farocki, Harun & Steyerl, Hito – A Magical Imitation of Reality 
Fassbinder, Rainer Werner – 2VFSFMMF�UIF�mMN�CPPL
Gay, Roxane – Bad Feminist
Genet, Jean – Querelle of Brest 
Hebdige, Dick – Even unto Death: Improvisation, Edging, and Enframement
Hebdige, Dick – Posing…Threats, Striking…Poses: Youth, Surveillance, and 
Display
Jameson, Frederic – Postmodernism and Consumer Society
Kenelly, Brian Gordon – A paraitre/Apparaitre: Genet and his Press
Korhonen, Kuisma – Thanato-Genet: The poetry of Death (and) of God
Kraus, Chris – 1TFVEP�mDUJPO�.ZUI�BOE�$POUJOHFODZ
Kraus, Chris & Lotringer, Sylvère – Hatred of Capitalism
Lane, Christopher – The Voided Role: On Genet
LaValley, Al – The Gay Liberation of Rainer Werner Fassbinder: Male 
Subjectivity, Male Bodies, Male Lovers
Miller, Michael H – The Novelist as Performance Artist: On Chris Kraus, the Art 
8PSME�T�GBWPVSJUF�mDUJPO�XSJUFS
Owens, Craig – The Allegorical Impulse: Towards a theory of Postmodernism
Ringer, Lorin – Saint Genet Decanonized – The Ludic Body in Querelle
Sartre, Jean-Paul – Saint Genet: Actor and Martyr
Shepherd, Reginald – What remained of a Genet: On the topic of Querelle
Stewart, Harry E – Jean Genet’s Favorite Murderers
Scott, Jay – Malet and memories of Fassbinder, Genet
Sontag, Susan – Against Interpretation and other essays
Steyerl, Hito – The Wretched of the Screen
Taussig, Michael – The Language of Flowers
Todd, Jane Marie – Autobiography and the Case of the Signature: Reading 
Derrida’s Glas
Tomic, Milena – 'JEFMJUZ�UP�'BJMVSF��3F�FOBDUNFOU�BOE�*EFOUJmDBUJPO�JO�UIF�XPSL�
of Paul McCarthy and Mike Kelley
Verwoert, Jan – Apropos Appropriation: Why stealing images today feels 
different
Wenzel, Helene V – Interview with Simone de Beauvoir
Winterfox, Cecilia – Feminists are not responsible for educating men
Yakir, Dan – ‘Querelle’ has its rewards (review, Boston Globe)
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disc
1. fanfare (kiss my brass)

2. wind beneath my wings 

    performed by Ivan Cheng, son of Po Cheng and Louisa Lau
3. wind beneath my wings 

    performed by Po Cheng and Louisa Lau, parents of Ivan Cheng

WIND BENEATH MY WINGS was written by Jeff Silbar and Larry Henley 
in 1982, and has been extensively recorded. Perhaps the most well known 
version was recorded by Bette Midler for the soundtrack to Beaches. It is this 
version that serves as a reference point for three of the Cheng family, who 
serve as vocalists on this release.

The disc begins with a midi instrumental, entirely of digital, synthesised brass 
sounds, burdened by aural association. The chordal structure is occasional-
ly abrupt, but does not modulate radically or in particularly interesting ways. 
There is a sense that sections of time are deleted and hastily patched over, 
that it is a digital composite. 

All vocal recordings are in a single take. The version performed by Ivan Cheng 
is sung in falsetto - a lower, chest voice is not heard. Ivan attempts an inter-
pretation of the lyrics in earnest, and sings only a fragment of the original 
song. There are a few melismatic alterations, and the voice carefully cracks in 
moments. The pitch of the accompaniment slides down in the coda, and that 
LV�ZKHUH�WKH�YHUVLRQ�SHUIRUPHG�E\�,YDQ·V�SDUHQWV�EHJLQV�

The version performed by parents consists of the same text that Ivan sung 
and then transcribed as words. Soon after inviting his parents to participate 
LQ�WKH�SURMHFW��,YDQ�HQWHUV�WKH�VWXG\�RI�KLV�IDPLO\�KRPH�ZLWK�D�ÀHOG�UHFRUGHU��
and singing the text through (in chest voice), he asks his parents to echo, ask-
LQJ�IRU�WZR�DWWHPSWV�EHIRUH�UHWUHDWLQJ�LQWR�WKH�VWXGLR��,YDQ·V�SDUHQWV�WUXQFDWH�
phrases, and take melodic cues from their existing conception of the song as 
well as watching their son sing this song. Their two voices are unbalanced and 
sing in a rough unison, negotiating a line.

7KH�ÀOP�%HDFKHV�KDV�RQO\�EHHQ�VHHQ�RQFH��EXW�%HWWH�0LGOHU�LV�D�NQRZQ�HQWLW\�
in the Cheng household. The stricture with which this exercise is engineered is 
deliberate - as individuals, their egos are uncomfortable with the skill demon-
strated in recorded performances. 

Who apes who? Why these performances, and what for? All three have a 
GHJUHH�RI�PXVLFDO�WUDLQLQJ�LQ�YDULRXV�DQG�GLIIHULQJ�IRUPV��8QSLFNLQJ�¶LQWXLWLRQ·��
why the musical choices made? 

DISC CARE: DO NOT INSERT DISC INTO SLOT DRIVE. 
DO NOT TOUCH SURFACE OF THE DISC. DO NOT LEAVE IN 
DIRECT SUNLIGHT. MAY BE CLEANED WITH SOFT CLOTH






