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Growing up in West Germany after World Wag 1 t, 1 learned to understand history through the guilty silence that followed the horror
of destruction. After the postwar period of economic reconstruction, school ended when rebellion took to the sirsets in 1968, That
was my first schooling in the situationist theater of confrontation against the status quo. In the seventies my theater training consisted
of reading against the grain {of textual authority and realist conventions) and studying the revisionist directors’ brave struggles to
demiystify and politicize the classics on the stages of our highly subsidized city theaters. Modemn drama (Ihseng, Strindberge.
Chelkhovy, Pirendellow, etc) was treated as if it already belonged to the canon of classical European literature. The hope for a new
theater, after Brecht, and Agtaud.y,, was not fuifilled. Besides, the concrete poetry of a critical subversion of existing conditions was
already taking place without actors (and without the holy actor,” as Grotowski, called him at the time) in the psychedelic,
music-inspired subcultures and new social movements.

The last theater productions I saw on the continent, before emigrating to the United States, were of Beckett's Endgame and Pina
Bausch's She takes him by the hand and leads him into the castle. The others follow. The older dramaiurgy of the absurd,, and the
newer, emerging one of the Tanztheater;, briefly helped me adjust to the different pop-cultural climate of the United States. But I also
had to learn a few new scripts over the years, since the repetitions of guilt and obsession, so overwhelmingly present in Bausch's

Macbeth parsphrase, and the rock 'n’ roll postures of angry young men or disillusioned existentialists had fallen out of cuwrrency. By
the end of the cold war, my understanding of history had not improved, and T was learning to live with the "New World Crder,"
NAFTA. and Maastricht treaties, global television, and the Interner. While shuttling between the dance studio and a university
seminar on poststructuralist theory, 1 studied the relations of the economy 1o law and the media, ag a result of which my sense of
reality suffered. Since the fall of the Berin Wail, the revolutions in eastern Europe, the Gulf War, and the disintegration of the Soviat
Union and of Yugoslavia, I've come to believe that our pemwptma of historical chang@ is hallucinatory and vertiginous.

10 the extent that our view

snvironment marufwtued by media industries. If the fal 1of the Serim Wall was a siroulation Gn the sense in which Jean %aﬁdm}ard
Wh& Ciudf War did not take place™. must we not also assume that the conversion and interchangeability of al} §

war, projected onfo FSarajevo” or anvwhere else, now constitute th@ very gogd;’tti&g;g of our ie ﬁh&w tv_culture, in

which dmu"zmors betweesn sizn and refersnt, nMu

Johannes Biwvinger, Media & Ferformance: Along the Border, The Johns Hopkins University Press, 1998, pp. 34.

KWEBHERICIRL., LITOLHSOHEXRERELTHOFT.
Birringer, Johannes. Media & Performance: Along the Border. pp. 3-4. _ _ _
© 1998 Johns Hopkins University Press. Reprinted with permission of The Johns Hopkins University Press
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Face & l'illusion médiatique. I'illusion dramatique semble donc aveir perdu ia partie. [/image médiatigue sait en effet. bien mieux que
le théitre. offrir au public une satisfaction ;mmed;ate et _instantanée au poing gu ‘elle a détourné du thébire la Qlupag de ses anciens
spectateurs, Confron I i lic, | x in la_maniére de Je
reconguérir. Mal Mais ment faire reveni ectateur vers cet art un peu vite donne our archaigue ? Cette guestzon, dega posée par
Brecht. le thédtre conternporain I'a depla,cee Pluibt que de Levendaguer le mythe d'arrigre-garde de l'illusion thédtrale, qui agonise
encore dans quelgues salles. la reg 1 thédtral temporaine j la_co-présence des comédiens et du public,, L.e théitre
se donne & voir dans up w&b), licu de toutes sortes de virtualisations et de potentialités. Ce public qu'il ne captivait plus, il a
entrepris de I'émanciper. Et de I'émanciper, avant tout, de sa position passive de consommateur de biens cultursls, pour le faire

accéder au statut de sujet critique et de co-créateur face au spectacle. Conire Je cadre innombrable de I'écran. on assiste aujourd'hui &
un sgisissant décadrement du thédtre .

FPuisqu'elle ne pouvait plus étre la meilleure mise en uvre possible du « drame sbsolu »y, la représentation théitrale devait
redevenir la manifestation ostensible du temps collectif d'un certain nombre d'individus réunis (artistes et public), capables de fonder
une coproduction temporelle. Qn a2 donc représenté. ensemble, paraticiens et spectateurs confondus. les tensions spécifigues que le

thédtre induit enire les regardants ot les regardés. ainsi que le mouvement de circulation des signifiants entre ce qui gst représenté.
l'espace scéniqgue et la salle en son entier..) Devenait alors possible, & nouveau, un retour 2 I'attitude de curiosité fondamentale de tous

face au spectace : les praticiens proposent des potentialités et les spectateurs sont des voyants désireux de participer a ['élaboration de

ce qui est représenté.

Christian Biet et Christophe Triau, Qu'est-ce que le thédire ?, Gallimard, 2006, pp. 921-922.

KWEBIBHCEEL. LT olBhHEmE 0L THNET.
Christian Biet and Christophe Triau, Qu'est-ce que le théatre? © Editions Gallimard (http://www .gallimard.fr/)
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Film histories are works of historical explanation, and as such cannot escape basic questions of
historiography. Further, it might seem that after this long historiographic journey the reader is left either to accept the
limitations of empiricist history or embrace the exireme view that, as one philosopher of history put it, history is a
*“child’s box of letters with which we can spell any word we please.”

Both empiricism and conventionalism recognize important aspects of the scientific and by extension,
historical enterprise. Facts do matter, and evidentiary problems afflict film history with particular severity. The
empiricist concern with collecting and arranging data is a necessary component of film historical research.
Conventionalism quite justifiably warns us that the facts do not explain themselves, and that theory, far from being an
unwarranted and unnecessary intrusion of the historian’s subjectivity into the pure world of “objective” history, is the
indispensable application by the historian of discernment, judgment, and reasoning to the raw data of historical
evidence. By the same token, to assume that there exists no “world out there” that is at least in part knowable and
against which theories can be tested reduces history to little more than navel-gazing.

(Robert C. Allen and Douglas Gomery, Film History: Theory and Practice,
Boston: McGraw-Hill, 1985, pp. 13-14.)

KWEBBHICEL, MTFoLB8nHBmBELTENETD.
McGraw Hill LLC, from Film History: Theory and Practice,
Robert C. Allen and Douglas Gomery, 1985; permission conveyed through Copyright Clearance Center, Inc.
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(Louis Menand, The Free World: Art and Thought in the Celd War, New York:
Farrar, Straus and Giroux, 2021, Kindle edition, pp. 663-664.)
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