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Abstract 

Mirror Staging the Seeing Place is a choreographic project that exploits the mechanics 
of image construction within the theatrical apparatus to reconfigure cultural 
representations that are embedded in the female body. Dually informed by practice- 
based research and an 18 month-long intellectual courtship with feminist psychoanalytic 
theory, the project centres around the figure of the dancer. Working with a movement 
base generated through a mimetic reproduction of North American pop-cultural icons 
from the 20th and 21st centuries and gender-specific stereotypes, the solo dancer 
performs a series of deconstructive actions that increasingly mutate the original forms. 
The scenography and sound are organized around this mimetic/deconstructive arc; the 
theatre space is captured and reflected in a long wall of mirrors, and the diegetic sounds 
are amplified, doubled, and displaced. The doubling and displacing of sight and sound 
troubles the reading of the body. The project plays with multiple perspectives on the 
female body, in order to revise (re-vision) how it can be seen. 

Keywords:  Dance, Feminism, Feminist Psychoanalytic Theory, Theatre, Research/
Creation 
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Mirror Staging the Seeing Place- Defence Statement 

Placing the mirror  

 My creative practice is a wrestling of culture within the body. My work explores the 
building and invention of identity, and the elemental and cultural structures that inform 
both it and the body. Through my practice, I am to raise questions about the roles 
humans play in their individual and public lives. Within a culture that privileges 
androcentric experience, I am particularly interested in bringing forward feminist and 
other alternative perspectives.  

 As a choreographer, I use movement as a means of investigation. In order to know what 
it is I need to know, I must physically experiment with my own body to produce an 
authentic question. My practice is my primary source of knowledge. As my body is in 
constant dialogue with the world through my lived experience, my studio research 
inevitably ends up coalescing around themes that link back to concepts I am exploring in 
my intellectual life, and my choreography becomes the process of my thinking. The 
questions and issues that are raised in the emergent movement become the basis from 
which I build new material, or formulate a methodological framework for the process of a 
particular piece I am working on. My work is always deeply informed by a process that is 
subjective, emergent and interdisciplinary.  

 As a young artist with extensive formation in Graham-based technique, I was drawn to 
myths and the work of psychoanalyst Carl Jung. I theorized my early choreographies 
through my knowledge of archetypes and their presence in the collective unconscious. 
Up until 2013, my choreographies had been driven by my own physicality, anatomical 
reality, psychical expanse and performance qualities; thus, my cultural associations have 
always informed all the roles I have played on stage. For instance, in my 2008 piece, 
The future memory heartbreak junction, a solo which spoke to the myth of the female 
hysteric, I embodied a mash up of American female torch singers from the 1940’s and 
50’s. In my 2013 duet Speak Love, I assembled poems by Rumi, a 13th century Persian 
poet, and excerpts from Roland Barthes’ A lover’s discourse, to create a structural base 
for the study of an impossible love affair between an oracle and a skeptic.  

In the past four years, I have shifted my focus away from the elemental influences 
implicated in the building of identity to look more critically at the systemic structures that 
influence subject-hood and corporeal experience. My specific interest has been in 
investigating the ways women and other minorities are socially inscribed and 
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constrained within the dominant culture. I approached my studies at Simon Fraser 
University with this in mind, and my research leading up to my final project has looked 
closely at the ways the female body is situated and formed in both the socio and 
theatrical scopic fields. One ten-minute movement study I created for my first year studio 
course — where I performed a movement phrase based on iconic images of glam-rock 
singers from the 1970’s, and positioned both myself and the audience within the frame of 
the dance studio mirror — set me on the path towards my final project.  

The three central themes that emerged in the studio to inform my theoretical path were 
mirroring and the scopic relationship, an assembly of subjectivity through mimicry of 
specific bodies, and the figure of the performer. The obvious starting point for my reading 
was Jacques Lacan’s Écrits and his explication of the Mirror Stage theory— a stage of 
psychological development in which a child recognizes itself as a self, separate from 
others, in the mirror. This stage initiates a process of identity development that is 
dependent upon the image of an Other for self-determination, and coincides with entry 
into a pre-determined place in the Symbolic Order of language, signification and 
communication. Through a directed studies course with Dr. Henry Daniel, I investigated 
how this theory could play out through the body. During this research, I became less 
interested in questions of identity and more drawn to the corporeal changes occurring 
when reproducing culturally specific bodies. This informed my turn toward Elizabeth 
Grosz’s theories of a corporeal feminism, philosopher Luce Irigaray’s revisionist 
methodology of mimesis, Elin Diamond’s analysis of mimesis in feminist theatre, and a 
very, very late-in-the-process consideration of Karen Barad’s notion of diffraction.  

Looking into the mirror  

 Mirror Staging the Seeing Place works from within the discipline of contemporary dance, 
and in consort with the feminist psychoanalytic dialectic to address corporeal inscription 
within the theatrical apparatus.  

In Speculum of the Other Woman, philosopher Luce Irigaray contends that the universal 
subject as described in seminal texts of philosophy and psychoanalysis is, in fact, the 
monosubjective masculine. She illustrates how, in Western culture, the feminine has 
been defined by a masculine projection of the inverted self, and functions to mirror 
phallocratic logic. This logic leaves no grounding for a feminine genealogy or an entry 
point into the social symbolic order as woman, herself.  
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As a culturally specific site, the theatre extends the patriarchal prerogative. Author Elin 
Diamond puts it like this:  

... the female body, by virtue of entering the stage space, enters representation - it is 
not just ‘there’, a live, unmediated presence, but rather (1) a signifying element in a 
dramatic fiction; (2) a part of a theatrical sign system whose conventions of 
gesturing, voicing, and impersonating are referents for both the performer and 
audience; (3) a sign in the system governed by a particular apparatus, usually owned 
and operated by men for the pleasure of a viewing public whose major wage earners 
are male. (52)  

The body of the female dancer is doubly situated and doubly signified, in that it is both 
culturally inscribed and pedagogically constructed to appear and behave as a dancer. 
However, her body is also dance itself; she is the raw material that dances. She both 
represents and IS dance, and it is impossible to separate the woman from the dancer 
from the dance.  

If the theatre can be understood as a sociopolitical microcosm, its apparatus may 
reproduce normative spectatorial positions by occluding its own means of production 
(Diamond iii). As a woman who works in dance and theatre, I feel it is my responsibility 
to work strategically with the theatrical apparatus, to critique iterative representation, and 
to locate ways to destabilize the systematicity through which representations are 
governed.  

But how?  

Given the experiential/representational duality of the female dancer, the big question that 
hung over my research was methodological: how to deal with gendered representations 
without constituting new ones, or by erasing the body/woman and the body/dance? In 
speaking of her own work, Irigaray proposes a revisionist strategy of mimesis:  

To come back to my work: I am trying, as I have already indicated, to go back 
through the masculine imaginary, to interpret the way it has reduced us to silence, to 
muteness of mimicry, and I am attempting, from that starting-point and at the same 
time, to (re)discover a possible space for the feminine imaginary. (164)  

Irigaray’s mimetic strategy resubmits women to stereotypical views of women in order to 
call the views themselves into question. Given the nature of my artistic practice, I felt it 
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relevant to use Irigaray’s methodology as a grounding point for the development of my 
graduating project.  

As far as my work’s relationship to the artistic field is concerned, I owe a great deal to 
Elin Diamond’s expansive Unmaking Mimesis: Essays on Feminism and Theater, which 
provided me with an alternative framework for thinking of the effectual and affectual 
impact of my choreography. Specifically, it was Diamond’s conception of Irigarian 
mimesis as a mode of audience reading, one that transforms the object into a “dialectical 
image”— a montage construction of forgotten objects constellating in the moment of 
reading the performance, challenging historical narratives—that informed the aims of this 
project (146). Additionally, my reading of her text was pivotal in that it shed light on the 
historical context of my work, not in Western concert dance, but in feminist theatre. 
Discovering this ideological affinity has enabled me to read my own process and form 
differently, and refreshed my own consideration of the body politically, and in its 
materiality, thus affirming my artistic values.  

Staging the mirror  

Mirror Staging the Seeing Place is a 65-minute choreographic project that exploits the 
mechanics of image construction within the theatrical apparatus to deal with and 
reconfigure cultural representations that are embedded in the female body. A wall of 
mirrors, the amplified and echoing diegetic sounds of the performance, the audience and 
its gaze, and the performer, form the active and inter-relating components of the work. 
To manifest this work, I collaborated closely with dancer Kristy Kennedy, sound designer 
Matthew Ariaratnam and lighting designer James Proudfoot.  

The title of my project refers to the mise en scène I have created to frame the 
performance event. The word theatre descends from the Greek Theatron, and literally 
means “the seeing place.” The performance area and audience seating are set in front of 
a wall of mirrors placed at the back of the theatre. The mirrors reflect these spaces back 
on themselves, duplicating and displacing the audience and the performer. The diegetic 
sounds of the performance are amplified, doubled and displaced. What the audience 
sees and hears is a doubling of the self-same. Sight and sound form an architectural 
mechanism of self-awareness. Within this architecture, the audience immediately 
perceives itself as an audience seeing, and their role in the theatrical scopic relationship 
is laid bare. The mirror also invokes its history as a pedagogical tool used in Western 
concert dance training. The dancer’s orientation towards the mirror is both a nod to this, 
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and a choreographic strategy for creating and deconstructing the two-dimensional image 
of the self-same. Through the physical, visual and sonic, this project proposes multiple 
perspectives of the female body, in order to revise (re-vision) how it can be seen.  

The dancer performs a movement vocabulary generated through a mimetic reproduction 
of North American pop-cultural icons from the 20th and 21st centuries and gender-
specific stereotypes. She articulates a series of deconstructive actions, which blend and 
confuse the forms within her body and for the audience visually. Her proximity to the 
mirror also alters the reading of both her body and her reflected image. At a distance, the 
reflection is that of the self-same. When she is connected to the mirror, her physical 
body and the reflection become conjoined. For the last third of the piece, the dancer 
orients herself away from the mirror and her relationship to the self-same represented in 
the mirror. Outside of this reference to representation, she folds to the floor as a pile of 
body parts. Over the course of an extended floor phrase, the dancer variously organizes 
her parts and finally stands, reconstituted. She promenades in a circular pattern around 
the audience to present them her form, and this circling inevitably leads her back to the 
mirror. In the final moments of the piece, the choreographer’s voice-over speaking 
excerpts from Irigaray’s The Sex Which is Not One interrupts the architectural 
mechanism. The dancer takes her cue from this, and exits.  

Diffracting the reflection  

The strongest influence on my project was the working relationship Kristy and I 
developed through the process. Kristy and I have worked together in various capacities 
since 1996. She was a student in the first cohort I taught, we performed together with 
Toronto Dance Theatre, and I created three pieces with her as well. We are also close 
friends. I initially hired Kristy to take over the material from me on this project because I 
needed to be able to understand what the audience was receiving visually in order to 
craft the work. Having her do so facilitated that. However, despite the mimetic, 
deconstructive methodology I was working with, a new round of questioning about how 
the choreographic process is complicit in re-embedding historical narratives and 
perpetuating the body as object arose. Despite the deconstructive tactics I was 
employing, we were still getting stuck in surface representations. My feeling was that we 
needed to begin thinking about Kristy’s body/movement/dance materially. This required a 
shift in our mode of practice.  
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I asked Kristy to review the vocabulary and remove all the cultural references that she 
did not share with me. I invited her to propose her own references, and from these I 
chose ones that were mutual to add to the work. Thus, the mimetically generated 
vocabulary was known to me, but not owned by me. I limited my instructions to Kristy to 
tasks rather than giving her aesthetic or qualitative notes, or imagery, to respond to. I let 
go of my aesthetic hold to make room for her to locate an organic sense of ways of 
doing the material. At the same time, I restrained myself to making choreographic 
choices that only related to the deconstructive arc/structure. Post-run through notes 
were organized around Kristy’s experience of performing the tasks. Kristy went from 
interpreting the work, to actuating it. This shift in our mode of practice altered the work 
itself; the work transformed from “a piece about something” to an active, physical project 
dealing with representation.  

At this shifting point in the process, I began to feel that the language I had been using to 
speak about my work was no longer specific enough. Days later, I had the great fortune 
(and enormous privilege) to be introduced to the work of Karen Barad through a lecture, 
a graduate seminar and a studio visit. In reading excerpts of Meeting the universe half- 
way: Quantum physics and the entanglement of matter and meaning, I came to an 
understanding of her notion of diffraction as a methodological practice of “reading 
insights through one another” (25). She states that, “whereas the metaphor of reflection 
reflects themes of mirroring and sameness, diffraction is marked by patterns of 
difference” (71-72). This mapped well onto what I was observing occurring visually in my 
work, but was lacking the words for. This is particularly applicable to the second half of 
the work, where Kristy’s body makes new forms by engaging with her reflection in the 
mirror, and in the extended floor phrase where she is practicing reorganizing her body 
parts.  

It would be disingenuous to claim that I spent a lot of time digging into Barad’s project. 
However, I must cite her for my use of the term reconfiguration, and for the breaking 
apart and re-assembling the embodied reflection of the inverted, masculine self-same. 
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Appendix A.   

Mirror Staging the Seeing Place 

Positioning statement 

       I am a choreographer and my creative practice is body driven. When I create, in 
order to even know what it is I need to know, I must physically experiment with my own 
body to produce an authentic question. As my body is in constant dialogue with the world 
through my lived experience, my studio research inevitably ends up coalescing around 
themes that link back to concepts I am exploring in my intellectual life. I move back and 
forth between physically experimental approaches and theoretical research, and it is 
impossible to know where the questions I choose to follow really come from. What I am 
certain of is that this inside-to-outside and outside-to-inside flow of sensation and 
information marks my surface body, and informs both what I can do with it and how it is 
received and interpreted by others. 

       As a woman, I have experienced and recognize the barriers faced by women and 
other minorities in attaining equality in status, rights and opportunity. As an artist working 
in a culture that privileges patriarchal norms, I am aware of how this bias plays out in the 
culturally specific site of the theatre. In Unmaking Mimesis: Essays on feminism and 
theater, author Elin Diamond puts it like this:  

… the female body, by virtue of entering the stage space, enters representation - it is not 
just ‘there’, a live, unmediated presence, but rather (1) a signifying element in a dramatic 
fiction; (2) a part of a theatrical sign system whose conventions of gesturing, voicing, and 
impersonating are referents for both the performer and audience; (3) a sign in the 
system governed by a particular apparatus, usually owned and operated by men for the 
pleasure of a viewing public whose major wage earners are male (52). 

       The body of the female dancer is doubly signified, in that it is both culturally 
inscribed and pedagogically constructed to appear and behave as a dancer. It is widely 
recognized that Ballet and Modern Dance descend from 15th and 16th century Italian 
Renaissance courts and German and Swiss gymnastics training. In both cases, the 

13



drilling of positions, movement sequences and group formations became the 
pedagogical norm, and the model that became transposed onto western concert dance 
teaching and choreographic practices, and performance. Despite the development and 
transmission of 20th century somatic dance practices that emphasize physical 
perception and experience, the average dancer working professionally today has 
undergone years of rigorous, authoritarian, technical formation. A typical authoritarian 
technique class looks something like this: For the duration of one to two hours, two to 
three times a day, dance students are spatially and temporally organized by the teacher. 
They are continuously occupied with the tasks of memorizing and repeating movement 
sequences. For the student, dance is primarily a non-verbal art form and there is a code 
of silence which is imposed the moment the student enters the classroom. Technique 
class is held in a studio, a room lined with mirrors to provide students with immediate 
and constant external feedback. The teacher stands in front of the mirror, facing the 
students, providing instructions and corrections. The teacher’s language is imperative. 
The teacher may touch the student, but the student never touches the teacher. In the 
case of the female child student, she is required to adhere to a dress and hair code 
where her body shape and face are completely exposed. Dress codes for young adults 
in Contemporary dance conservatories are less rigid, but still function to reveal the body 
for analysis and correction. 

       By the time students graduate into the professional milieu, this authoritarian class 
format will have become part of their habitus, a set of manners and perceptions 
operating at a subconscious level, affecting a person’s inclination to act in one way or 
another. As described by dance scholar Geraldine Morris, it is a learned process, 
acquired unconsciously, affecting thinking, moving and behaving. One cannot change it, 
but one can be aware of it. Because it promotes a specific world view, other views 
remain unnoticed or filtered out. Thus, habitus has a censoring affect (Morris 21-22). 
Through physical repetition the body learns patterns of movements known as engrams, 
enabling the body to move without having to consciously be aware of each body part 
(Morris 21). The body is programmed to move in accordance with specific patterns. 
Stated differently, the dancer is programmed to repeat movement without having to think. 
The foundational and primary skills established through the authoritarian class format 
are bodily and behavioural control. Bodily control is what allows the dancer to organize 
her anatomy in space and time at will. Behavioural control surrounds the tolerance of 
pain and the acceptance and application of external instruction upon the body. These 
awesome skills are what allow dancers to do the amazing, extreme, beautiful things they 
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do with their bodies. However, what the embodiment of all these patterns and 
inscriptions spells out for the female dancer, also results in a corporeal hosting of 
representations of a historically subjugated feminine subject. 
         
        If the theatre can be understood as a sociopolitical microcosm, its apparatus may 
remap normative spectatorial positions by occluding its own means of production 
(Diamond iii). As a woman and as an artist, I am interested in breaking down the ways in 
which certain representations are embedded in the female dancing body. In my research 
towards my graduating project, I will analyze both the represented dancer’s body and the 
systems of knowledge that contribute to her production. As dance is a physical art form 
that is visually received by the audience, I will focus on how these representations are 
constructed in the scopic field of the theatre; the word theatre descends from the Greek 
Theatron, and literally means “the seeing place”. The formal challenge I am giving 
myself is to stage a choreographic action that calls attention to and repurposes the 
mechanics of image construction, towards a cognizant recognition of the body’s inherent 
mutability in form and in meaning.  

My research do date 

        The idea for my final project emerged from a ten-minute movement study I created 
in my first-year MFA studio course here at Simon Fraser University. I positioned both 
myself and the audience within the frame of the dance studio mirror as a means to 
trigger multiple perspectival positions for the audience, while simultaneously expanding 
the performance space to include the content of the mirror’s reflection. The vocabulary I 
created for the study was made up of “performance poses” sourced from publicity photos 
of glam rock singers of the early 1970’s. I loosely stitched these poses together by 
simply moving from one to another. Through input I received from my lab professor, Jin-
me Yoon, I became aware of my work’s compatibility with psychoanalyst Jacques 
Lacan’s Mirror Stage theory. According to Lacan, the Mirror Stage of psychological 
development is one in which a child recognizes itself as a self, separate from others in 
the mirror. This stage initiates a process of identity development which is dependent 
upon the image of an Other for self-determination, and coincides with entry into a pre-
determined place in the Symbolic Order of language, signification and communication. 
To investigate how these concepts could play out through the body, I constructed a 
directed studies course supervised by Dr. Henry Daniel, looking at how my perceptual 
(how I experience movement) and external (how I shape movement) methods of 
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generating physical material were inter-related. I analyzed this investigation alongside 
several texts explicating Lacan’s theories.  

       In the studio, I built upon my initial movement study, adding dancer-like and 
pedestrian positions to my stockpile of poses. To deeply explore my perceptual reading 
of the individual poses, I moved into and out of each of them repeatedly, continuously 
making microscopic physical changes to transform one pose into the next. To move from 
perceptual to external research, I transferred my material onto another dancer. I wanted 
to work with someone who could understood and interpret the cultural references I was 
working with. I also required someone who could mirror aspects of my personal 
movement qualities. As I was working with images of women and men, I was interested 
to see if I could visually tease out a gender blurring with a certain kind of body structure. 
To this end, I chose to work with a former student, friend and long-time colleague, Kristy 
Kennedy. Watching her repeat my material in the mirror, I became aware of the multiple 
layers of simulacra my choreography contained; the original performer/poser, the 
photographs of them, my duplication of the pose, Kristy’s reading and performance of 
my choreography, and her double in the mirror. The mirror also multiplied the space, my 
gaze (which boomeranged back at me in the mirror and through Kristy’s eyes) and my 
choreographer’s organizing gaze. Dizzying. 

       Over the course of this stage of research, I moved away from Lacan himself 
because I felt creatively and imaginatively constrained by the idea of women being 
constituted by lack (of a penis or phallus). Honestly, where can one go from there 
except, perhaps, into depression? Thankfully, there are several feminist responses to 
and digressions from his work which offer more expansive and specific views on women 
in the psychoanalytic discourse. In Volatile Bodies: Toward a Corporeal Feminism 
Elizabeth Grosz argues that a sexually specific body is culturally constructed and subject 
to continuous social inscription in the Symbolic Order and in male definitions of 
corporeality. She elegantly structures her project around Lacan’s model of the Möbius 
strip - a circular strip with only one continuous surface and only one edge - which he 
used to demonstrate the co-dependent existence of binary oppositions. Grosz utilizes 
this model as: 

 … a way of problematizing and rethinking the relations between the inside and the 
outside of the subject, its psychical interior and its corporeal exterior, by showing not 
their fundamental identity or reducibility but the torsion of one into the other, the 
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passage, vector, or uncontrollable drift of the inside into the outside and the outside into 
the inside (3). 

Given the way that I work, this inside-to-outside and outside-to-inside view of identity 
construction makes absolute sense to me. 

       Grosz nimbly supplements Lacan’s Mirror Stage with an explanation of the body 
image. This contribution is extremely useful if one is at all concerned with sexual 
specificity, questions of gender identification, desire, and also space and time. It is 
during the Mirror Stage of a child’s development that an imaginary anatomy begins to 
emerge. It is an internalized image of a virtual representation of the exterior of the body, 
defined in relationship to the child’s own body, the bodies of others and objects it sees in 
the mirror. It becomes a map of the body’s meaning for the subject and for others in its 
social world, around which the psychical interior continuously attempts to stabilize 
(Grosz 39-42). The body image is the result of shared sociocultural conceptions of 
bodies in general, and shared familial and interpersonal fantasies about particular 
bodies. It involves relations between bodies, the surrounding space, other objects, and 
the axes of vertical and horizontal. It is pliable and amenable to retranscriptions 
according to psychical, behavioural, social and signifying changes. The body image 
attests to the inseparability and dependency of biological and psychical elements, and 
the questions surrounding the connection of biological sexual differences and psychical 
identity (Grosz 84-85). This description of identity development which includes the 
sexually specific body, places both in space and therefore in time, highlighting it as fluid 
process of transformation. What this suggests to me, is that representations embedded 
in the body can change. 

       It is in space that the outward-to-inward process of social inscription occurs. 
Referencing the work of Michel de Certeau, Grosz explains that it is through corporeal 
inscriptions that a distinctive body is constituted, capable of performing specific tasks in 
socially specified ways. Bodies become fictionalized by various cultural discourses, 
which are themselves embodiments of culturally established canons, norms and 
representational forms seen as living narratives. A kind of narrative inheritance, if you 
will. She suggests that while scriptive social narratives can confine corporeal capacity, it 
is also possible to resist this social inscription through bodily means (Grosz 118-119). I 
take this to mean that while bodies are, in a sense, constructed (as in technical dance 
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training for instance), it is possible to actively (but not necessarily consciously) change 
the subject’s narrative.  
         
        So, how to change the female narrative in the theatre? 

Thinking and moving forward 
         
        Philosopher Luce Irigaray, whose incendiary critique of the male psychoanalytic 
canon, Speculum of the other woman, resulted in her expulsion from Lacan’s École 
freudienne de Paris, offers a playful strategy for narrative change. She proposes a 
revisionist methodology of Mimesis, a process of resubmitting women to stereotypical 
views of women in order to call the views themselves into question. In the following 
quote, she neatly sets forth the Mimetic process in the metaphoric space of the theatre:  

        One way is to interrogate the condition under which systematicity itself is possible: 
what the coherence of the discursive utterance conceals of the conditions under which it 
is produced, whatever it may say about these conditions of discourse. For example the 
“matter” from which the speaking subject draws nourishment in order to produce itself, to 
reproduce itself; the scenography that makes representation feasible, representation as 
defined in philosophy, that is, the architectonics of its theatre, its framing in space-time, 
its geometric organization, its props, its actors, their respective positions, their dialogues, 
indeed their tragic relations, without overlooking the mirror, most often hidden, that 
allows the logos, the subject, to reduplicate itself, to reflect itself by itself. All these are 
interventions on the scene; they ensure its coherence so long as they remain 
uninterpreted. Thus they have to be reenacted, in each figure of discourse, in order to 
shake discourse away from its mooring in the value of “presence”. For each philosopher, 
beginning with those whose names define some age in the history of philosophy, we 
have to point out how the break with material contiguity is made, how the system is put 
together, how the specular economy works (74). 

        In the actual theatre space, Diamond imagines Irigarian Mimesis as an embodied 
construction of a representation, with many doublings and unravellings of a subject (ii). It 
is also a mode of reading that transforms the object into a “dialectical image”- a montage 
construction of forgotten objects constellating in the “now-time” of reading, challenging 
historical narratives (Diamond 146).  
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       For my final stage of research, I will take my cue from Irigaray’s method and from 
Diamond’s application of that method to the representational space of theatrical 
performance. I will revisit the mimetic material I have already generated, and organize it 
in such a way as to set in motion the “dialectical image” constructed by performer and 
audience that is historically inscribed in the performance apparatus. But before I proceed 
in the studio, I feel it is essential that I take a closer look at the content of the original 
source material I drew upon for my poses.  

       As I mentioned above, I generated my basic movement vocabulary by intuitively 
stringing together poses taken from iconic photographs of glam rockers from the early 
1970’s, and classic dancer positions. That I have a personal relationship with all this 
material is not insignificant. The poses map a selection of my accumulated history of 
personal and cultural identifications. While I in no way wish to be autobiographical with 
this work, I have to admit that with this material, I am dealing with a kind of composite 
portrait of my historical self that includes cultural icons of my time. As shown above, this 
cannot be avoided; any body is a construction. But then given this, I suppose the idea of 
a firm, centralized subject for autobiography is moot? At any rate, the poses I chose to 
reproduce are Euro-American, androgynous (blurry) types, and hyper feminine and (to 
much lesser extent) masculine stereotypes. The latter category includes, among others, 
the Sylph Ballerina, the Can-can girl and the muscle bound man. The former category 
includes performers like Grace Jones and David Bowie. For me, this range and mix of 
simulacra indicates a starting point for the dance(r) that is already in a state of unfixing; a 
starting point that reveals the possibility of agency as a main theme.  

       My structural plan is quite simple; I will organize the poses from fixed to unfixed, 
increasingly dissolving the physical forms throughout the length of the piece. For this 
dissolution, I will use a similar repetitive strategy to the one I employed in my previous 
stage of research: a progression of micro movements that transforms or breaks down 
the dancer’s postural hold of one type and transforms it into another. Gradually, 
movement will take over fixity until there is finally just fluid movement. I realize that I am 
blending a mimetic methodology with a deconstructive one. I have been thinking a bit 
about what dematerializing or desubstantializing could mean as applied to the dancing 
body, but I do not have any answers at this point. I am also aware that this 
choreographic strategy will position the dancer in long periods of crossfading hyper-
gendered and blurry types, and in a continuous process of corporeally locating 
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“something” specific after the types have been dissolved. I am curious to look at these 
places of crossfade and “something-ness” as a way to explore how sexual specificity 
and gender is read externally on the body. In this way, I will be choreographically slipping 
in and out of representations, and (perhaps) challenging their hierarchy in the theatrical 
sign system. In order to avoid this exploration resulting in a complete and utter failure of 
corporeal vagueness and audience confusion, I am anticipating that the dancer and I will 
have to work doggedly at articulating and demonstrating a play of differences rather than 
a lack of stability. To be clear, towards this aim, I am more interested in exploring the 
plasticity of the material body than I am in exploring drag, or evincing change through a 
play upon the surface body. 

       My choice to retain a set piece of multiple mirrors is, of course, a nod to Lacan and 
his theory of how we come into being by seeing and by being seen. My aim is to 
organize the mirrors in an open circle around the dancer and the audience, creating a 
containing yet pan-optical mise en scène. My artistic aim in capturing the audience in the 
mirrors’ reflections is to include them in the territory of representation, image 
construction and mimetic doubling. Having already spent a great deal of time 
(throughout my career and with this project) working with dance studio mirrors, I know 
that I can extend the performance space into the mirrored image of itself. By replacing 
the fourth wall, audience/performer divide with an all inclusive specular apparatus, the 
question of where the performance “is” will be raised. The audience, with its spectatorial 
role captured in the mirror, is simultaneously subjectively de-centred, occupying the field 
of an Other in the mirror (Grosz 80). The multiple gazes of the audience, performer, 
everyone’s looking looking back in the mirror, meet and mix. This mixing creates yet 
another layer of displacement, further complicating the reading of signs.  

To conclude? 

       It seems premature to write a concluding statement on a project that is not yet 
developed. And for a piece that aims to unwind how it is that the female body is 
constrained in certain representations, it seems counter to my goals and perhaps even 
unethical to project a formal ideal for this piece. However, I can talk about what effect I 
hope my choreographic actions will have. My hope is that by performing a mimetic 
dissolution of performance stereotypes, and making visible the mechanics and politics of 
seeing, I can, for the length of the piece, plant a small seed of possibility for an 
alternative reality in the historical flow of the female narrative. 
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Re-positioning statement 

       I have deliberately avoided talking about my past work and how I feel it is situated 
in the dance field. I have resisted writing about the former because I am in a state of 
artistic renewal. A large part of my research as described above has been supported by 
the Joseph-Armand Bombardier Canada Graduate Scholarship. Primarily, I have used 
the financial support to take time to reflect upon and develop the theoretical aspects of 
my practice. While doing so, I have come to consider my past work within a new and 
more relevant ideological frame. I am still in a process of tracing the path of my ideas 
within this frame. I reserve this reflective “now-time” to re-view myself! With regard to my 
where my work sits within the dance field, I am utterly ambivalent about and pained by 
this question, as it is necessarily tied to an analysis of the values of the marketplace, and 
its deeply entrenched forms of inequality. The task of speaking to this right now 
overwhelms me. Where I currently find my best grounding is in my practice. My inwards-
to-outwards and outwards-to-inwards way centres and guides me. It is better I situate 
myself within it for the time being, then in the great historical flow. But as a way to 
honour some of the people who have positively influenced me and my work, I’d like to 
end with a list of their names. 

Peter Randazzo. Suzette Sherman. Tedd Robinson. Denise Fujiwara. Billy Ann-Balay. 
Lucie Boissinot. Susie Burpee. Brendan Wyatt. Louis Laberge-Côté. Christine Wright. 
Pat Miner. Christopher House. Mimi Beck. David Earle. Peter Chin. Michael Trent. Peggy 
Baker. Dan Wild. Katherine Duncanson. Catherine Thompson. 
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Video Documentation of Mirror Staging the Seeing Place 

Creator/Director: 
Sophia Wolfe 

File Name: 
MirrorStagingtheSeeingPlace06/01/17 

Description: 
The video documents the live performance of Mirror Staging the Seeing Place on June 
1st, 2017 in Studio T, Simon Fraser University, Goldcorp Centre for the Arts. The video 
was shot and edited by Sophie Wolfe. 
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