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�e arena, the card-table, the magic circle, the temple, the stage, 
the screen, the tennis court, the court of justice, etc., all are in form 
and function play-grounds, i.e. forbidden spots, isolated, hedged 
around, hallowed, within which special rules obtain.

 _ Johan Huizinga quoted in Eugene Thacker, In the Dust of This Planet (1)

�e essays in �e Sensible Stage: Staging and the Moving Image 
seek to occupy that creative terrain where practice and ideas meet, 
an exercise in bringing theory and practice together. Unfolding 
around the concept of ‘staging’, �e Sensible Stage: Staging and the 
Moving Image invokes the boundaries of presence and participa-
tion inherent in performance practices by addressing the work of 
artists whose practice involves both moving image and performance 
in a way that questions the de¤nition of these terms. �ese are 
continuing debates and speculations on topics that range from the 
prevalence of artwork exploring a textual dimension, to the intense 
questioning of the status and presence of the image, and to the use 
of theatricality and theatrical procedures. What follows, therefore, 
is a rapprochement between thought and practice, or rather, practice 
and the practice of thought.

�e Sensible Stage: Staging and the Moving Image addresses 
the work of contemporary artists whose practices question conven-
tional de¤nitions of performance and moving image culture. �ere-
fore, rather than simply understood as the relationship between 
active and passive bodies, as much contemporary art as well as 
theatre and performance practice is conventionally considered, the 
artists discussed here invoke questions of materiality, of appearance, 
and of a¾ect in their practices: questions that invigorate a discus-
sion of these assumed oppositions within image culture. In this way, 
the use of the term ‘staging’ provides us with a means to articulate 
the way in which images and bodies appear temporally and spatially 
in the present moment. And most importantly, ‘staging’ is a way of 
both complicating and re-imagining the division between body and 
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image; between what is experienced and what is imagined, what 
is immediate and what is mediated, and what is live and what is 
not-live. Yet, as we know, performance and moving image practices 
in the last ¤fty years have already radically disrupted these neat 
separations between the live-ness of the body and the not-live state 
of the image: the ¤lm-performances of Carolee Schneemann, for 
example, the body and the ¤lm-image combine in the moment of 
the performance to produce and a¾ect one another (Schneemann’s 
work is discussed in this book in an essay by Lucy Reynolds). 
Within this context, staging becomes a means for re-thinking and 
re-con¤guring the relationship between body and image, between 
immediate experience and mediated information, between projected 
image and performed body, and between the stage and the screen. 

�e Sensible Stage began as a performance programme in 
2007, designed to explore questions of participation and theatrical-
ity in relation to performance.(2) Plotting a path that responded 
to Jacques Rancière’s essay, ‘�e Emancipated Spectator’ and the 
pervasive inÄuence of Nicolas Bourriaud’s Relational Aesthetics, 
the programme sought to question the way that ‘participation’ had 
entered the lexicon of contemporary art practices without seriously 
excavating the notions of bodily presence, liveness and appearance 
to which it was subscribed. Furthermore, it seemed that there was 
a concurrent and burgeoning interest in performance in contempo-
rary art, an interest that was marked by the use of re-enactment and 
forms of theatre. Unlike those working in the well-established ¤eld 
of Live Art, these contemporary artists seemed interested in articu-
lating a sense of separation, whether that is an articulation between 
the ‘live’ unfolding performance and the quoted or re-enacted 
material; or, a separation between audience and performer-artist in a 
manner contrary to the well-established raison d’être of performance 
art ‘happening anywhere anytime’; or ¤nally, the bounded-nature of 
the performance as a temporal event with a distinct beginning and 
ending point. Practitioners who explore these productive disjunc-
tures include London-based artists, Pil and Galia Kollectiv, Clare 
Gasson, Yael Davids and Gail Pickering whose work is included 
in this book as well as the Australian artist, Tom Nicholson, whose 
collaboration with composer Andrew Byrne, Lines Towards Another 
Century (2008) combined the unbounded ethereal qualities of sound 
and the projected image with the particular temporal and structural 
properties of a list, an instructional score and a live performance. (3) 
Similarly, Yael Davids’ Learning to Imitate in Absentia (2011), com-
missioned and produced by Picture �is and discussed here in an 
essay by Lisa Panting, sought to address the way in which the space 
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between bodies and between the body, object and voice structure the 
‘stage’ of the performance within the space of the gallery. 

�e inter-relationship between the body and the image – the 
moving image, the projected image, the imagined image – is a strong 
thread running through �e Sensible Stage: Staging and the Moving 
Image. As Lucy Reynolds points out in her essay, ‘�e Subject in 
Process’, expanded cinema practices of the 1960s and 70s estab-
lished a relationship between the body and the image as live process 
unfolding through and by performance. �e unfurling of the hidden 
mechanics or apparatus of ¤lm, and its subsequent ‘live’ manipula-
tion or play, such as in the work of Malcolm Le Grice, created an 
immersive situation in which artist, audience and image were joined 
in the mutuality of the unfolding experience. However, this experi-
ence of the image as one in which we are constantly swept up has 
been re-invigorated and re-examined by many of the artists’ prac-
tices discussed in this book. �erefore, as important as it is to note 
that the dichotomy between the live presence of the body and the 
mediated presence of the image has been broken down by expanded 
cinema practices, it is crucial to observe the way in which these 
distinctions are being re-con¤gured in more recent practices that 
involve the moving image and performance. �is is to say that the 
body’s role in generating or producing the image is disrupted by a 
splitting of the productive relationship of body and image into new 
questions – questions that consider the materiality of ¤lm, the pro-
jection of the body as image, the separation of voice from the body, 
and the use of structuring devices to puncture, divide and manipu-
late the smooth articulation of time in the present moment. 

Following on from �e Sensible Stage performance pro-
gramme, a further programme of performances and discussion 
attempted to address the manner in which text and body come 
together to produce the stage of experience, of the performance, of 
the event. A �eatre to Address: a festival of textual form / concrete / 
material / scripted / performed (2010) speci¤cally sought to under-
stand the relation of text (as an abstract structuring device) to the 
body; where text might be a force that conditions the appearance or 
languages of the body and the body itself, a force for the appearance 
of language as is the case in Beatrice Gibson’s performance-lecture, 
A scripted talk on the script and the score (2010), which features in this 
book.(4) In this way, A �eatre to Address responded to the French 
philosopher, Alain Badiou’s equation body and text meeting in the 
presence of live bodies produces theatre through examining each of these 
entities: body, text, performance, in relation to the production and 
appearance of images, whether projected, imagined or ‘to be imagined’. 
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A central concern, therefore, was the possibility of staging as an event 
that punctured the smooth space of experience exploring a range of 
methods from the estrangement of Bertolt Brecht’s epic theatre to the 
bodily action inherent in Vsevolod Meyerhold’s theatre of gesture. 
Cara Tolmie’s work takes up the muteness of the voice in relation to 
the experience of the body; as Isla Leaver-Yap suggests in her essay, 
‘�e Gesture of the Muted Voice’: ‘[T]he mute voice might not say 
anything but it can still sound, still gesture. What, then, is the gesture 
of the muted voice?’.(5) Here the body is a force that drives the exter-
nal expression of gesture, voice or image.

�e manner in which the stage is made visible by the 
obvious structuring device of text, script and the collection and 
editing of images, and the very existence of the structures of the 
stage makes apparent the architectonics of power inherent in our 
world. �ese strategies lead us back in a circular fashion to ques-
tions of what, when and where is the stage? What is live and what is 
mediated? What is experienced and what is imagined? Badiou, for 
example, whose conversation with Elie During opens �e Sensible 
Stage: Staging and the Moving Image, provides a clear approach to 
these questions, stating that cinema is always consigned to the past. 
It is always a recorded and therefore deferred moment: ‘cut from the 
present’, it is a ‘visitation’ from the past, he suggests.(6) �eatre, on 
the other hand, is always live for Badiou: it is an event that is pro-
duced through the meeting of text and body in the presence of an 
audience. �e contingent nature of the body means that the event of 
the performance can never be repeated but is always realised anew. 
And the fact that this meeting takes place in the presence of an 
audience, itself a collection of bodies, a potential ‘public’, ensures the 
singularity and instability of its form. 

�e stage or space of performance is produced through 
the establishing of a set of rules or instructions but it is not wholly 
reduced to this. As Badiou suggests in ‘A �eatre of Operations’ 
(reproduced here), there is a whole set of contingencies or chance-
events at work in the expression of what he terms, the theatre-idea; 
these are connected to the aleatory nature of the body. He states: 
‘[t]heater is a complex ordering system whose material series is not 
set in stone: texts of course, but also bodies, costumes, the set, the 
site, music, light...’ (7) �ere are several points in Badiou and Dur-
ing’s conversation that are important for us to take up in our discus-
sion of staging and the moving image: these are primarily concerned 
with the manner in which the space of the stage is organised in 
relation to what Badiou terms, ‘theatre’, and the relation of time and 
the moving image to this space of the theatre. Badiou di¾erentiates 
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theatre from the ‘plastic arts’ through the manner in which it organ-
ises time: theatre is the product of the organisation and display of 
bodies in such a way as to demonstrate the ‘evident primacy of time 
over space’ whereas plasticity is produced through the display of the 
primacy of space over time. �ere is a distinction therefore between 
di¾erent organisations of time so that video for example displayed 
in a temporal manner might be considered as theatre whereas video 
displayed on a monitor exhibits a plasticity that results from the 
abandonment of the movement of time in favour of an emphasis on 
the spatial dimensions of exhibition. �is, of course, equates with our 
understanding of cinema as performance, an understanding developed 
through expanded cinema practices in which the performed-cinematic 
image becomes visible to us through the assemblage of bodies and 
structures in the singular event of the performance. �is brings us 
to the second important point that arises in Badiou and During’s 
conversation, and this is that for Badiou theatre is the product of the 
body-language dialectic: it is produced through the coming together 
of ‘the body and a text’ in the present moment in the space of the 
stage. �e image, therefore, is considered only a dimension of the 
body or language, and cinema itself is always, cut from the present, 
signaling a withdrawal from the visible into the past. 

�ose of us familiar with a form of cinema that is performed 
‘live’ through the inter-relationship of body and image, the distinction 
between the singular, live event of theatre and the inherent remove 
and repetition of cinema is diÎcult to accept. Instead, we understand 
that the performance of cinema itself is akin to the singular and live 
nature of theatre as is demonstrated by many of the works discussed 
in this book. �is is the suggestion that both theatre and cinema can 
be ‘live’ and that they produce new ideas through the event of their 
performance. As Badiou suggests: ‘�e [theatre-] idea arises in and 
by the performance, through the act of theatrical representation. �e 
idea is irreducibly theatrical and does not pre-exist before its arrival 
“on stage”.’ (8) If we consider a particular form of performed-cinema 
in this way, we might consider the image to be at times like a body 
and at times operating in the manner of a text. �is is not to suggest 
that the image in this case is a dimension of the body or of language 
but that it operates as body, or as language or text: the image interacts 
with the body, for example, within the event of the performance so 
that rather than being an announcement from the past (the arrival of 
pre-existing information), it too is produced through the performance. 
For example, Jimmy Robert’s work confounds the separation that 
Badiou suggests between the time of performance and the plastic-
ity of exhibition. His work, L’Education Sentimentale (2005) and the 
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more recent, consensus rouge noir (Bristol) (2012) commissioned and 
produced by Picture �is, layers images and scripts from past works 
(Robert’s own, and in the case of L’Education Sentimentale, the work 
of Bas Jan Ader) into a present performance: a performance that is so 
open ended as to demand the response and interaction of the audience 
in producing these images anew. �erefore, in these works, the image 
exists in a transitory state on a smooth continuum from past to future 
tense. In being cut from the past, the images in the consensus rouge noir 
series of works are performed in the present and realised through this 
performance so that the separation between the present state of the 
body and the past-remove of the cinematic image is confused.

�is question of the ‘live’ / not-live-ness of the cinematic 
image and performance is discussed by Ian White in his essay, 
‘Performer, Audience, Mirror: Cinema, �eatre and the Idea of the 
Live’, which was based on seminar series that he gave in London 
over the last two years: 6 or more kinds of theatre, held at no.w.here 
(2010), and Performer, Audience, Mirror: Cinema, �eatre and the Idea 
of the Live, LUX (2011). White seeks to radically negate notions of 
live-ness attached to both performance and cinema in order to be 
able to re-consider them both as equally not-live and live. In under-
taking this exercise, White turns his focus to the architecture of the 
theatre in order to examine the way in which ideas of participation 
(and non-participation) have evolved through the notion of the 
agora as the site of democratic participation. Citing, Dorothy Rich-
ardson’s article from 1928, ‘[T]he new ¤lm can assist radio in turning 
the world into a vast council chamber’, White asks us to consider 
both cinema and performance as unstable entities that act to 
enclose and to separate the viewer from a participation in the 
frame.(9) �is instability of the feedback loop – of performance into 
image, image into performance and so on – also acts to undermine 
¤xities of time, reminding us of the relation nature of time itself.

White’s act of negating, simultaneously, both sides of the 
live / mediation dialectic acts to open up a new terrain of possibil-
ity, mirrored in Pil and Galia Kollectiv’s essay, ‘�e Divided Stage: 
Splitting the Dialectics of Performance’. Here Pil and Galia Kol-
lectiv evoke Badiou’s concept of ‘splitting’, in order to question the 
ethical formulations of allegiance and agency in relation to the 
performance, ‘Be Black, Baby!’, which takes place within Brian De 
Palma’s ¤lm Hi, Mom! (1973). Splitting is the term given to the act 
of re-making (or as Badiou says, ‘forcing’) a separation between 
things that are assumed to be one, so that, in terms of the opera-
tions of theatre, this provides us with new ways of re-con¤guring 
the division between image and body, stage and screen: that is, 
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between what is considered live and what is mediated.(10) While 
Pil and Galia Kollectiv’s essay is primarily concerned with the 
ethical nature of theatre practice, the discussion of a performance of 
a performance (the enactment of cultural and racial stereotypes) 
within a ¤lm further complicates conceptions of time within our 
discussion of the live / not-live nature of performance, theatre and 
the image. William Rubin, the main protagonist in De Palma’s ¤lm, 
is engaged in the act of surreptitiously ¤lming his neighbours. �is 
act of imaging those around him is a process that becomes envel-
oped in his daily life and results in his involvement with the black 
activist theatre group that stages, ‘Be Black, Baby!’, and therefore, 
Rubin’s immersion and emergence into the image at once evokes the 
complexities of image culture today. Unlike, the act of voyeurism in 
Alfred Hitchcock’s Rear Window (1954), in which the protagonist is 
separated from and looks through the window to the image outside 
(and outside of himself ), Rubin’s voyeurism is without this frame: 
instead, Rubin enters into the image both producing, experiencing 
and acting within the images he produces.(11) However, while Rubin 
enters into the image by participating in his neighbours’ theatre 
performance, for example, the staging of the performance within the 
¤lm provides a direct contrast to the boundless nature of the imag-
ining technology of Rubin’s voyeurism: it produces a live moment 
within a mediated image. 

�e ‘live’ performance of ‘Be Black, Baby’ is both a medi-
ated image (transmitted, as it is, through the medium of ¤lm) and 
experienced by us as ‘live’. As Pil and Galia Kollectiv point out this 
results in a confusion of reaction: our judgement and disgust at the 
reactions of the (not-live) audience in the ¤lm and at the same time, 
the immediacy of our own reactions as an audience means that our 
allegiances are challenged. In this case, the ‘remove’ of the cinematic 
image is denied twice: once by the boundless and time-less nature 
of the technology of Rubin’s imaging (or imagination), and sec-
ondly by the performance of the performance of the image, that is the 
performance of stereotypes captured and re-performed, experienced 
and re-experienced as mediated and live. �e London-based artist, 
Gail Pickering’s work, Brutalist Premolition (2008) exercised some-
thing similar in its realisation as a live performance and ¤lm projec-
tion within a sculptural set.(12) Here too, the boundary between live 
action and projected images is a complexity of unexpected splits and 
layers. Taking place in an abstract-replica of an existing architectural 
form (one of the Äats in the infamous Robin Hood Gardens Estate 
in Poplar, East London), the ‘live’ performance of actors on stage 
directly replicated their performance in the ¤lm also projected onto 
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the stage. �e mirroring of mediated and live-action in the mirrored 
spaces of the stage-set and the apartment acted to emphasise the 
reception and transmission of images within the performance itself. 
In this case, the use of actors recognisable from TV soap operas 
set them at a remove and Äattened their live presence into images 
mediated by the screen. Pickering’s work typically confronts conven-
tions of live-ness and transmission so that in her desire to approach 
the singular intensity of the body in performance, she unravels the 
constitution of the live presence of the body through a complex array 
of transmitted images: images transmitted technologically or through 
cultural stereotype, she layers the two together. 

�e Sensible Stage: Staging and the Moving Image proposes 
staging as a method for the (re) articulation of the myriad ways in 
which the relationship between body and image is realised through 
moving image and performance practice today. As a result of its 
intimate relationship with theatre (from where the term originates), 
staging is an inherently divisive device pitting audience against actor, 
action against spectatorship, live experience against mediated image. 
Yet, at the same time, staging is a methodology that allows us to re-
examine these divisions and to remake the ways in which the image 
and body are mutually bound together. �is is signalled in general 
terms through a movement away from methodologies that act to dis-
solve the temporal and spatial boundaries between performer, audi-
ence and what is performed in favour of a reinstatement of the spaces 
of the stage and the screen. To put it in another way, this is a move-
ment away from performance art (‘Live Art’) to theatre. Furthermore, 
the attention paid to structuring devices, in many of the practices 
discussed in this book, acts as a means to address and understand the 
expanded economies through which both images and bodies move. 

�is is the awareness that we participate in an economy 
that operates through the boundlessness of the sensory e¾ects of 
images. �erefore, while ‘staging’ o¾ers a method for practice in 
terms of enabling new combinations and con¤gurations of the 
tension between image and body (the act of ‘splitting’ that Pil and 
Galia Kollectiv discuss in their essay), it also provides a bounded 
space – a space in which ‘special rules’ govern the appearance of 
things (perhaps bodies, perhaps images) within its bounds. In 
contrast to the unbridled nature of sensory e¾ects, we have a stage; 
it’s a space de¤ned for action, discourse and discussion: ‘[T]he 
arena, the card-table, the magic circle, the temple, the stage, the 
screen... forbidden spots, isolated, hedged around, hallowed, within 
which special rules obtain.’ (13) 
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        Andrew Byrne and Tom Nicholson (2008), Lines Towards Another Century: performance documentation, 
The Elysian Quartet at The Holburne Museum, Bath. Commissioned by Media Art Bath.  
Photo: Sam Nightingale.
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