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'The referential structure of a title is always tricky'

fragment, as a title, foregrounds indeterminacy, it is referentially divided, most
obviously in the sense that the word 'fragment' can be read as a noun or verb. This
sense of uncertainty is immediate upon the spectator's introduction to Simone Hine's
fragment. To take the title as a noun may seem appropriate as fragment presents the
audience with a series of images that come to us without explicit connection, images
that imply a larger narrative that the audience cannot access. The parts are not
made whole, and the usually contemplative and comfortable gaze of the viewer
stutters as it is denied the totalising fulfilment of an explicit narrative: the fragment
dominates. However, to take the tit le as a verb (as in, to fragment) could also seem
appropriate in relation to the work and, indeed, seems particularly relevant to the
explicit temporality of performance: not only has the stage been fragmented into a
series of screens, and the images into disjunctive surfaces, but the performers
literally fragment the screen, pulling it apart.
The performance itself is the obvious contextual frame through which to interpret
the title, and the meaning of fragment has begun to be circumscribed through this,
but it remains referentially equivocal and certainty elusive. Furthermore, these
determinations of the meaning of fragment (the title) are problematised by the fact
that this catalogue's articulation of the performance is itself another context that
remains unaccounted for. Inevitably, beyond any contextual frame, 'other contexts are
delimited and opened up in their turn. They are more powerful but they are not
infinitely powerful, and they inscribe effects of reference, of reality, and of truth in
conventional or institutional devices'.' Any 'description' of a con text is itself a
context, and is, logically, grafted onto the context it describes; the frame around the
'work itself' is irrevocably fragmented.
The question of fragment's borders invokes another aspect of the uncertainty that
inheres in its title. The title occupies a liminal position, on the border of a work, it is
not part of the work (if it was it could not function as a title) yet neither can it be
completely separate from the work and remain a title.' In fact, the word 'fragment'

articulates the place of the title in general: it is an odd piece, a recognisable part of
the work, but one that is detached. So, the title fragment , rather than just pointing to
something other than itself (the performance fragment, for example) is invol ved in a
type of self-naming, describing its own place as a tit le: fragment is a fragment. The
boundary between the signified and the signifier dissolves.
Strangely enough, despite its indeterminacy, or more accurately because of it, it is
the title that has lead us towards the concerns of the work, as fragment is a wo rk
that confronts distinctions between the signified and the signifier, and the
oppositions that accompany this: between the inside and the outside; between the
intelligible and the sensible (sensible, as in, that wh ich is perceived by the senses).4
Historically, these oppositions have been gendered, such that the intelligible, the
mind, has been associated with the masculine, and the sensible, the body, with the
feminine.
fragment responds to this in a way markedly different from feminist performance
art of the 1960s and 1970s, which attempted to subvert the ascendancy of body
image in the construction of women by 'rediscovering' a 'natural' body, a body
liberated from patriarchy and stripped of the layers of representation that have
'hidden' it.' This was a continuation of a tradition of avant-garde and modernist
theatre that strove to use the body as an escape from the bounds of language, as a
site of expression that could, supposedly, disrupt ideology.6 Hine's performances are
part of a more recent trend that ref uses the possibility of such a pre-discursive body
and, in this sense, are related to Orlan's surgical performances' , and to the 'image
machine' of Dumb Type's multimedia performance work8 , for example. The screened
bodies in fragment have been altered, manipulated to form an aesthetic cont inuity
that invokes a history of representational conventions. The live bodies on the stage
are not simply distinguishable f rom this, they are no more natural, and they mi mic,
not only the look of the screened images, but also the ir temporality. Though not
mediated by the camera and the associated apparatus of f raming and editing, the
live bodies are overdetermined and encoded by any number of technologies, from
wigs, make-up, costuming and choreography, through to the institutional and
architectural space of the theatre itself with its historical ly constituted viewing
practices. In fragment, there is no true, or natural body t hat exposes the const r ucted
body; th~0dyisalways a representation. Inevitably framed by contexts, the body
cannot present 'itself' apart from these; the distinction between the inside (the
natural body, the meaning of the body) and the outside (the constructed body, the
surface of the body) is ruptured.
Medicine has often concerned itself with the discovery of the truth of the body,
and, like art, is a major site for the construction of definitions of bodily norms and
ideals. An image that haunts fragment is that of the woman on the operating tab le,
her fate uncertain, evoking a history of such imagery. Within medicine, art and
popular culture the portrayal of the figure of the woman - lying passively to be
dissected or operated upon by the physician - is an enduring visua l trope and source
of voyeuristic fascination 9 , and examples range from the 1869 Gabriel Von Max
painting, Der Anatom (The Anatomist), through to a scene in the recent film ve rsion
of Resident £vii (d ir. Paul Anderson, 2002).

During the nineteenth century, many texts celebrated 'the dissection of the female
form as a powerful route to the 'truth' of the feminine enigma.''0 This relentless
search for an ultimate meaning (a disturbing literalisation of the binary logic of inside
and outside, depth and surface inscribed, not a truth, but another set of surfaces, of
representations . The public dissection of wax models of the female body was a
popular spectacle and one whose visual and epistemological paradigms and
techniques of observation, would be transferred into the cinema. This is evident in
cinema's analytic techniques of editing and framing, the language of 'suture' and
'cutting' that have developed, and which continue to concentrate in particular way
around the female body."
Lisa Cartwright has extensively detailed the way that medical techniques of
observation and imaging technologies, since the cinema, have not just recorded the
body, but have disciplined and constructed it, forcing the body to fit the paradigms of
visuality they have imposed ." On several occasions in Cartwright's study, it is made
clear that women are constructed as inherently pathological through these
techniques; they are imaged in specific ways, and these images are interpreted by
physicians in ways that differ from the reception of im ages of men, to the detriment
of women. As in the history of artistic representation, certain tropes recur as part of
this, as the supposed desire of women to be looked at is presumed, and their eyes
turned away, and denied a return gaze." Yet, these techniques could not always exert
total control, and the involuntary movements of the body would occasionally elude
discipline and confound the physicians' comprehension." In fragment, the breathing
of the performers, emphasised by visible microphones, reinscribes the materiality of
the body, and its involuntary motions. However, the artifice of the microphones, no
less obvious than the wigs, accentuates the fact that even these aspects of the body,
seemingly beyond discipline, can be aestheticised and made part of a strategy of
representation. The body cannot simply 'speak for itself', it is always already spoken
for, as it is inscribed in contexts of representation and observation. One cannot
simply start again, and invent their own language and modes of visuality. The
fragmentation of traditional concepts of the sign, mentioned above, could not have
proceeded without using the very terms of the sign that were under question (the
signifier and the signified). fragment does not in ven t a new visua l language, but by
pushing this language to its limits, its surfaces become vis ible as just and only that:
surfaces, without absolute determination or inevitability.
The haunting uncertainty of fragment, as it provides no graspable narrative
referent for the images that confront us, forces concentration on the operation of
the image itself. It evokes a sense of a history of images of women, from painting to
the modern horror film, and the expansion of the image into the digital. 'Sense' is of
particular importance here, as it implies, not just a rational relation to the image, but
a corporeal, bodily reaction . This discussion about fragment must avoid reinscribing
the binary of the inside and the outside, the intelligible and the sensible that the
performance disrupts. The body should not, and cannot, be ignored, as Jennifer M.
Bean makes clear in her 'investment in altering a feminist politics that up to now has
presumed the need to rescue 'woman' from the intractability of the body.'" In the
reception of images, the mental processes of viewing, the rationality of the gaze,

should not be privileged at the expense of the observer's corporeality and their
bodily, non-rational reactions .16 fragment emphasises the inseparability of the mind
and the body, the intelligible and the sensible. In its visceral and kinetic imagery, a
history of representation is evoked rather than stated, and our affective, bodily,
sense of the aesthetic, the beautiful, and the terrifying, is acti vated, and implicated in
this history, a history that is lived, not just conceptualised. The immediacy of the
body, and its instinctual sense, should not be ignored, but neither should it be
naturalised and separated from its historical construction and its imbrication in
dynamics of power: 'Affect is not outside power, because it expresses relations
between bodies that can increase or decrease the power of a body. An affecti ve
approach to images requires a close understanding of the different layers through
which a body operates as an image among other images. ' 11
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