
DOING AS KNOY/ING

JUTIE HAMILTON

The body teoches us our woy of being in the world. Through
rituol hobits ond rhythmic routines-eoting, drinking, smoking,

working, exercising, sleeping, copuloting, worshiping-we mork
time by on occumulotion of rituols, eoch o minor performonce
on life's stoge. ln this sense, oll lived experiences, porticu-
lorly potterned or rituolized, might serve os epistemologicol
sources. lf our physicol involvement with the world shopes

our perception of it (ond ourselves), how then might deprivo-
tion ond scorcity, especiolly when incorporoted into vorious
ortistic proctices, help inform or shope thoi undersionding?
Discipline gives the body porometers, conditioning it through

repetitive oction. Like iroining for the Olympics, or reheorsing
for on orchestro reciiol, concentroted formotion octs os q kind
of structurol limitotion thot hornesses both psychologicol ond
physiologicol energies, committing the self exclusively to one
thing. ln ils very form, this kind of singulor devotion is religious.
Centrol to monosiic prociices in the history of both Eostern ond
Western religious trodilions, oskesis (or osceticism) prepcres
the self os o receptocle by seeking ironscendence through

vorious forms of qbstinence ond self-deniol. ln times of culturol
indulgence ond consumeristic soturotion, osceiicism enobles the
bodys inherent self-emptying copobilities, cultivoting deeper
copocities for creotiviiy ond sustoinobility.

ln his work Phenomenology of Percepfion, Mourice Merleou-
Poniy presenis o phenomenologicol occount of the body os o
loborotory for receiving knowledge of the world through sense

experience. He orgues lhol proktognosio or "know-how' is the
bodys primory, somotic epistemology. Essentiolly, 'doing' is

both prior /o ond formotive for'knowing.' These components,
Merleou-Poniy posits, ore the body's continuol encounier of
"indeierminote horizons" contoining innumerous perspeciives
simply by inhcbiting the world.

Toking this to be porodigmotic for performonce ort, in this

orlicle I employ the oid of qrt historiqn Kristine Stiles on the
'metonymy' of performonce ort. Stiles considers the grommor
of the body to be interwoven wiih-not metophoricol of-the
world, shoping its epistemology through embodied octions.
Thus, the body os on octive subiecl in visuol ori orguobly
surpqsses ihe former obiect (e.g. poiniing, sculpture), expond-
ing the socio-politicol-ethicol dynomics of ort, os well os its
phenomenologicol dimensions.

From this interpretotion, I engoge Merleou-
Ponty's insistence thot we "perform ofresh' in

the world, employing his'proktognosiq' os o
hermeneuticol reoding for performonce ort. ln
porticulor, I will consider specificolly selecied
works by Morino Abromovii (b. 1946) ond
Lio Chovez (b. lgZB). Both Abromovii ond
Chovez employ qscetic d i scipl ines, med itqtion
prociices, ond hobituoted neurologicol troining
vio hyperconsciousness in on endeovor to
"perform ofresh" the body's phenomenologi-
col epistemology through their ort-moking. For

Abromovii qnd Chovez, the body is o studio
through which one ocls in order lo know. ln

their intuitive performonces, ihese women

exempl ify phenomenologicol epistemology,
beoring wiiness through iheir liturgicol proc-
tices of the body's mysticol ond complex
instinctive perception.

PERFORMANCE ART:
A BRIEF HISTORY
To situote the conversotion between the

phenomenology of Mourice Merleou-Ponty
ond the poriiculor performonce pieces by
Morino Abromovii ond Lio Chovez, ollow
o brief introduction to performonce ort. lt is
common to presume thot performonce ort's

eorliesi iteroiions lie in oncient theoier ond
stoge ociing, with loier monifestotions in

Futurism, Russion Consiruciivism, ond Dqdo oi
the Coboret Voltoire. However, performonce
ort did not formolly emerge os q cononicql ori
form unlil ihe lqte l95Os ond eorly 1960s, os

the progeny of Action Pointing! existentiolism.
ln o post-World Wor ll setting, performonce
ort emerged os o response to the devostotions
of the Holocoust, Hiroshimo, ond Nogosoki.
The lhreot of onnihilotion in this nucleor oge
heightened ortists' qworeness of the bodys
potentiol obliterotion ond subsequent need for
preservotion. Accomponying the geo-politicol
context, the emergence of French existentiol
philosophy, poriiculorly in the wriiings of Jeon-
Poul Sortre, Simone de Beouvoir, ond Albert
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Comus, inf luenced the intellecluol ond qrtistic

culture of Americo-especiolly ihe New York

School, where Action Pointing wos born.

The New York School ortists understood

Sortre's existentiol moxim "existence precedes

essence" os o monifesio for o new kind of
pointing. Their work wos more oboui process

thon obout the meoning or essence of the

work. ln his poinling Cothedrol {1942),Jockson
Pollock emphosizes both the subiectivity of
the moker ond the qct of creotion-direci
ond immediote-born out of influences from

Germon Expression ond Americon lndion Sond

pointing. Leorning the term'oll-over pointing'

from his teocher Hons Hoffmon, Pollock wos

interested in creoiing o record of the energy

ond dynomism generoted through the ortistic
process on ihe convqs os o kind of ortifoct.

Performonce ort pioneer Allon Koprow

described Pollock os 'lhe greot foilure' in his

essoy "The Legocy of lockson Pollock" (1958)

becouse Pollock drew ottention to the work
Itse/f os on obiect, insteod of the oction

events thot his work coptured.r Rother, Koprow

innovoted ortworks "generoted in oction by

o heedful of ideos or flimsily-iotted-down

scores of root direcfions" which he colled
'Hoppenings.'2 Nevertheless, Koprow bor-

rowed f rom Pollocks expressionism, tronsform-

ing the gestures f rom oclion pointing inlo
physicol octions in performonce. Koprow's

work, /8 Hop penings in 6 Ports (1959), o dodo-

esque qssembloge bullt in o structure of ihree
"rooms" divided by plostic wolls with simulto-

neous events occurring in eoch of the multiple

rooms, invited spectotors to be porticiponts

ond contributors to the Hoppenings, solicit-

ing the oudience's engogemeni with the ortist.

These Hoppenings-colloborotions between

the performer ond the cudience-exponded
into other types of performonce work byJeon-

Jocques Lobel ondJoseph Beuys, os well os

John Coge's scores, Wolf Vostell ond George
Mociunos's "Fluxes," Yves Klein's conceptuol

works, ond feminist performonce pieces by

Corolee Schneemonn ond Yoko Ono.

The otomic oges shift from obslroci expres-

sionist pointings into octions reploced the

convos with the body os the primory locus

of ortistic creotivity. Stiles orgues thot these

ortists emphosized process over orlifqcf,
tronsposing "representotionol obiects to pre-

sentotionol modes of ociion thot exlended the

formol boundqries of pointing ond sculpture

into reol time ond movemeni in spoce."3 ln this

woy, the noture of ortwork shifted: ort wos no

longer limited to formol obiects but could now

be incornoted in bodily performonces, result-

ing in ephemerol octions. This medium not only

ollowed for o plurolity of voices os the diver-

sificotion of bodies increosed, but ihe medium

itself odditionolly critiqued the commerciolism

lotent within the emerging globol ort morket

ond the intrinsic limitoiions relqted to monetiz-
ing o producl versus o process.

Stiles posits thot the concept of 'meionymy'

in performonce ort norrows the distonce

between the body ond spoce, moking ort

ond life oppeor seomless.a Metonymy, in her

usoge, refers to the interwoven fobric of the

body within the world lhot shopes iis ociions

in the subieci-obiect dichotomy. lt is the

body-in-molion-the dynomism in spoce ond

time-connecting the body to the world in o

complex interwoven field. The bodys viscerol

communicotion octs os o metonymic ioint
interconnecting the body within the spoce it
inhobits. Metonymic knowledge is ihe bodys
somotic moior inteniionolity, breoking down

borriers belween ort ond life. This obility for

ort to exist between the trodiiionol relotion-

ship of 'subiect' ond 'object'obfuscotes the

Formolist {os well os Greenbergion) notions

of ori's oesthetic qim towords Kontion'dis-
interesied contemplotion,' qs odvocoted
by Michoel Fried in his essoy "Ari ond

Obiecthood" 11967).s

Aitocking performonce os o kind of onti-ort,
Fried dlstinguishes between 'theotre' ond
'theotricolity,' mointoining definitive limits to

ort's 'obiecthood' by distoncing the metonymic

ospects of performonce orl into the orgu-

obly sofer cotegory of 'theotre.'6 Following

Koprow! monifesto, Stiles contrqdicts Frieds

disiinction, insisting thot the unique odvonloge
of performonce ort is precisely its obility to
be mistoken for reolity, "forcing ottention upon

the qim of its ombiguilies."T Performqnce qrt's

tendency to blur formerly cleor-cui historicol

definitions of whot might be counted os "ort"

not only chollenged the londscope of whoi
qrl could be, but olso fqvorobly complicoted

the morketobility ond commerciolizoiion of
ort. Thus, performonce ort offords the body on

opportunity to fqcilitote iis nexus of meoning

os o vehicle for revelqtion, whereby metonymy

is the integrotive component lo hosiing the

body! proktognslo os qrtistic epistemology.

PRAKTOGNOSIA:
MAURICE MERTEAU.PONTY'S
PHENOMENOTOGICAL
EPISTEMOTOGY
The twentieth-century French phenomenolo-

gist Mourice Merlequ-Ponty {1908-196])
provides o helpful ond methodologicol syntox

for discussing the body! proktognosio within

performonce ort. ln his Phenomenology of
Perception, Merleou-Ponty orticulotes thqt oct-
ing or'doing' is epistemology or'knowing' for

o person on o viscerol register. He wriies:

The spoce qnd time which I inhobit ore

olwoys in their different woys indetermi-

nofe horizons which contoin other points

of view. The synthesis of both time qnd

spoce is o tosk thot olwoys hos to be

performed ofresh. Our bodily experience

of movement is noi o porticulor cose of
knowledge; it provides us wiih o woy of
occess tolheworldond to the obiect,with
o'proktognosio,'which hos to be recog-

nized os originol ond perhops os primory.s
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Merleou-Ponty discusses the body! per-

ception of the world or proklognosio os

onlepredictive-o mode of first ond primory
occess withoui discursive thinking, o world
ihot is "olreody there.'e This 'woy of occess"
or communion wiih the world is kinesthetic

ond metonymic: o body-in-moiion within both
spoce ond time. The phenomenology of spoce
is qn ever-chonging stoge on which the body
performs ond discovers its'indeterminote hori-

zons,' exemplifying its "complex embedded-
ness to the world."'o Proktognosios intuiiive

perception is contingent on its environmentol

setting, repetitively discerning moior intenlion-

olity omidsi its shifting vontoge points, where
the synihesis of time cnd spoce ore cyclicolly
brought together within the body ond 'per-

formed ofresh."rr Thus, proktognosio is phenom-

enologicol epistemology, in which the body's

metonymic doing is the primory perception

ond form Ior knowing.Knowing from doing
presupposes lhot the octor does not hove o
priori knowledge of the oct ond is consequen-

iiolly o beginner. Such o methodology ossumes

ihot risk ond self-discovery ore primory foctors
in this form of epistemology.

The bodys proktognosio is conditioned by
proctices thot ore wriiten upon the body's his-

tory. Through repetitive formqtion, kinesthetic

knowledge colechizes the body by woy of
hqbituqtion, informing it somoticolly. Rituqlisiic

proctices, qs well os liturgicol rites, follow this

phenomenologicol pedogogy. Whether one is
exercising o method in executing the perfect
pour-over coffee, pitching o no-hitter, experi-

encing mutuolly sotisfying sex, or chonting the

socred litony of the Moss, these bodily litur-

gies inform ond reform the body's meionymic

proktognosio.l2

The integrol connection of bodily know-how,

from Merlequ-Ponty's grommor, with perfor-

monce ort is the porticipotion of flesh in the

world. The flesh, he contends, is o socromeniol
presence, o 'given,' ond woy of communion

not unlike the Euchorist.r3 For from on obstroct
concepf, tronscendentol ideolism, or even

on icon, ii is f/esh itself. Philosopher Richord

Keorney coniends thot Merleou-Poniy novi-

gotes philosophicol duolism in his phenom-

enologicol terminologies by odopting the

religious toxonomy of the Euchorisl, "revitol-

izing theologicol ond socromentol idioms

in o post-meiophysicol longuoge."ra Colling
Merleou-Ponty's 'socromentolity of the flesh' 'o
euchorististics of profone percepiion," Keorney

exploins thqt the phenomenologicol under-

stonding of the flesh entoils "infinity embody-
ing iiself in doily octs of Euchoristic love ond

shoring: the word mode everydoy flesh.'rs This

incornoiionol longuoge of embodiment is ideol
for the phenomenologicol discussion of ihe

flesh in performonce ort.r6

Through his occount of bodily know-how,

Merleou-Ponty offers o philosophicol onti-

dote to the Western crisis of modernism, in

which the Cqrtesion mind-body duolism hos

prioriiized discursive reosoning over embod-

ied proxis. Critiquing the binory errors of
lniellectuolism ond Empiricism, while concur-

rently novigoting Plotonism ond ldeolism,

Merleou-Ponty considers the body/mind/soul
os on integroted unit, preserving its hybridity
(or, in his coinoge, 'betweeness') while resisting

comporimentqlizotion. This posture of incorpo-
roting "fhe cognitive in the cornol" forms o fruit-

ful ground to discuss the performonce works of
Morino Abromovii ond Lio Chovez.

MARINA ABRAMOVIi:
PERFORMANCE AS
EUCHARISTIC PRESENCE
Considered the godmother of performonce

ort, Bolkon born (Serbion /former Yugoslovio]

performonce ortist Morino Abromovii hos

innovoted ond cononized formol methods of
performonce ort, known os the "Abromovii

Method." lnfluenced by both Hoppenings ond

the Fluxus scripts, Abromovii's own exploro-
tions during the l9ZOs ond l9BOs engoged
ihe body-often doring ond even bordering
on violent-ronging from shorter experimentol
performonces to longer durolionol pieces.

For Abrqmovii, these proctices explored
vorying stotes of consciousness, cultivoting
poin-level loleronces ond rodicol physicol ond

emotionol vulnerobilities with her oudiences.

Often employing extreme forms of osceticism,

Abrqmovii tested her limiis to the point of
physicol ond psychologicol exhoustion while

processing her culturol memories ond iroumotic

bodily experiences. She provoked discomfort
in her oudiences, chollenging even the bounds

of ethics regording the exiremes to which one

should go for the soke of lhe performonce.

While growing up in o Communist couniry with
militory porents, Abromovii wos reored under

firm discipline ond with slricl expectotions.
Her proklognosio emerged through decodes

of 'doing' oscetic proctices, continuolly dis-

covering the boundories of physicol well-being

ond phenomenologicolly exploring her body's
metonymic limitotions through discipline ond

control. Drowing upon her Communist upbring-

ing, Orthodox llturgy, ond Tibeton Buddhist

mediiqtion, mony of her works ore inspired by
folk culture, personol experiences, ond sociql

ond politicol relotivity. Above oll, her live

oudience is the criticol ingredient io susioining

her performonces-like oir to breothe.rz

The Nrghtseo Crossing performonces (l98l-
l9BZ) with Uloy (then her ortistic portner ond

lover) wos q series of colloboroiive perfor-

monces thot chollenged Western society!
volues through fosting, silence, ond inoctivity.rs

ln response to their time dwelling omong the

Austrolion Aborigines in the desert, ond lnflu-

enced by ihot nomodic, oscetic, ond ceremo-
niql culture, Abrqmovii ond Uloy opprooched
o host of museums oround the world (o toiql
of 22 performonces over f ive yeors) with their

performonce piece Nrghlseo Crossing. Nomed
for the psychologicol ond subconscious "seo-

crossing" the poir experienced during the

course of the performonces, Abromovii ond

Uloy sot silently ocross from eoch other ot o
mohogony toble-fosting, motionless, seven

hours o doy, os long os the museum ollowed
them to perform. From the museum's opening to

closing (normolly 10om-5pm), the couple sot os
q tobleoux vivont, present in their timelessness,

without beginning or end.

Abromovii! work is concerned with o poro-
dox of Western society: on ever-present sense

of nostolgic yeorning for the post or impo-

tience for the orrivol of some future event,

olong with on inobility to simply obide in

the present. Considering herself q kind of
bridge between Eostern osceiic proctices ond

Western consumer culture, Abromovii strips

herself of luxuries-sustenonce, resi, cloihing,
shelter-focing the chollenge of hoving ond

doing nothing. By socrificing comforts, she

offers the public her vulnerobility, ocknowledg-
ing her body's perception ond proklognosio os

'olreody there.' For Abromovii, performonce is

oboui offering her oudience this gift of pres-

ence to be received-q kernel of her humonity.
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Mqrinq Abromovii revived the originol con-

cept of Nrghtseo Crossing for o ihree-month-

long performonce lhe Artist isPresenl,her

retrospective ot the Museum of Modern Art
(20]]).r'q Sitting in ihe mezzonine otrium gollery
of MoMo from iis opening until closing, doily,
for ihe entire ihree monihs of the exhibition,
Abromovii performed o totol of 216 hours.

Like Nrghtseo Crossing, Abromovii set two
choirs focing eoch other with o ioble in the

middle (removed holfwoy through the exhibi-

iion) bui this time the oudience wos ollowed
to sit ocross from her-one ot o time-for os

long os they llked. ln the exhibltion documen-

tory, Abromovii highlights the most ordu-

ous iosk of the performonce: mointoining o

continuol stote of mind. She cloims thot holding
simple octions for excrucioting periods of time

is cothortic, heightening her intuition of her

oudience. She crrives oi o "full emptiness," o

phrose borrowed from the Tibeton longuoge

which Abromovii employs io describe her

performonce stote, which is nol nothingness.

Dressed in flowing gowns resembling priestly
vestments, her performonce in MoMA is liturgi-

col, symbolicolly okin to the Adorotion of the

Blessed Socromenl. Merleou-Ponty's socro-
mentolity of the flesh is vivid in this ortistic
inStonce regording the Euchoristic dimensions

of her veneroted humon flesh, odored os

people ossemble within the museum, keeping

vigil. Mosses woit in line to receive the sqme
"wofer" of her presence, o cleor onology

to the Reol Presence within the Euchoristic

Monstronce. As o "hosi" herself, Abromovii
recognizes: "lt's not obout me onymore. Sooner
or loter I om o mirror of their own self."2o By

extending to eoch person ot her confessionql
the sqme ireotment, her Communist sensobility

of equolity ond regulority offered her pres-

ence qnew with eoch sitter. Thot is, until Uloy,

some thirty yeors ofter their originol Nrgh/seo
Crossing performonces together, sot ocross

from her in MoMA qs on oudience porticipont.
Hoving hod o history of 'horizons' with his

flesh thot knows hers well, Abromovii broke

her concentroted goze by shedding teors qnd

reoching io embroce his honds, oliering her

composure for this exception. Her shomon-like

communion with the world is born out of on
qffectionote love ond reverence for the bodyi
socromentqlity-be it the flesh of o stronger

or o friend ond former lover.

Morino Abromovii hos chorted performonce
territory for new generotions of oriisis to
drow upon her meihods ond colloborote with
other disciplines.

tlA CHAVEZ: EMBODIED
MEDITATION OF THE INTERIOR
cosMos
For New York-bosed criisi Lio Chovez, the

metonymic proctices of the body hove led her

beyond performonce work to explore embod-
ied ort by mining the coverns ol inner spoce.

Chovez works in o voriety of medio, ronging

from photogrophy, instollotion, performonce,

pointing, ond colloborotion with innovotors in

the fields of technology ond science. Feotured

in the Venice Biennole, Frieze Art Foir, ond

the New York Armory Shows, omong others,

Chovez hos exhibited extensively on o globol
plotform. Educoted ot Oxford ond Goldsmiths
College in London, qs well os wilh yogis
in lndiq, Chovez drows upon o weollh of
oulhoritotive ond creotive voices, ronging from

theoreticol ocodemio qnd medievql mystics to
embodied proyer proctices from Eostern trodi-

tions ond oncient rituols. Utilizing ostronomicol
qnd neuroscience reseorch colloborotions, her

multimedio explorotions ihrough the body con-

templote the lows of the universe olongside
the mysticol ond Divine Presence.

Chovez situotes her performonce work under

the more specific cotegory of 'embodied ort,'c
genre noi yet vetted in ori historicol scholorship.

A distinctive difference belween embodied
od ond performonce ort is the necessity of on

oudience; embodied ort does not require one

becouse it is on ortist's inierior explorotion ond

performonce within the body, uniniended for on

oudience. Nevertheless, Chovez pe4orms her

work publicolly, though her work need nol nec-

essorilybe witnessed, often shoring it through

sociol medio plolforms in reol-time.

Referring to her body qs o studio, Chovez
explores inlerior spoce through extended-

duroiion contemplotive proctices. Her embod-
ied orl is structured oround lisiening, unifying

the body ond mind through breothing-requir-
ing silence, stillness, ond dorkness. ln silence,

Chovez positions herself to receive her body's

inexhoustibly loyered complex of experiences.

This quiet ploce is generoted through o disci-
plined posture of stillness, nuriured by proyer.

Listening in this sileni meditotive ploce tokes

Chqvez to o dork interior spoce, but one in

which she encounters lovish opticol light. By

cultivoting on embodied sonctuory within her

body, Chovez witnesses ond horvesis mysticol
visions ond luminous obiects.

Chovez creotes embodied ort os o mode of
her percepiion, employing her body! prok-
tognosio to ossist scientific innovotion. Her self-

understonding of proktogosio is the fruii of her

substontiol risk-toking. By troversing her internol

londscope, Chovez continuolly encounters
'indeterminote horizons,' ot times visible ihrough

o chondelier of illuminoting optics, in response
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to her vulnerobllity. She relotes: "Knowing by

doing involves the odmission thot one does not

know whot they ore doing before they do it.
This is both childish ond qbsolutely necessory

for creoiivity."2r Risk permits openness to discov-

ery with the possibility for foilure, since the

work is not reduced lo o procedurql method.

Operoting from contingency, Chovez qdmits

thoi her position is more okin io on instrument or

prepored vessel-not unlike Beotrice's mirrors in

Donte's Porodiso.

Like Abromovii, Chovez is interested in the

bodys intuitive knowing ond its subsequent

unburdening when obstqcles such os food,

sleep, noise, ond technologicol distrociions

ore removed. Whot might be the possibilities

of the body! perception ond communicotion if

given closely focused oilention? Simone Weils
oft-quoted moxim thqt "obsolute unmixed

oitention is proyer" is fitting for Chovez os

she hornesses ond modulqtes her conscious-

ness, through forms of onolytic ond mindfulness

meditotion, yogo, ond mysticol proyer. Living

on o strici dietory, exercise, ond meditotion

regimen, Chovez orients her entire being

oround phenomenologicol perception. While
her eorlier ocodemic sludies ottend to the writ-
ings of philosophers Henri Bergson qnd Gilles

Deleuze concerning "the intelligence of senso-

tion" (not unlike Merleou-Poniy's phenomenolog-

icol perception), she discovered the proxis ol
performonce ort to be more epistemologicolly
helpful thon her theoreiicol ruminotions.22

Commissioned by the Armory Show Lio

Chovezs Luminous Oblects (2013) consid-

ers the oesthetics of inner spoce through

durotionol meditoiion ond its relotionship to

cosmology.23 ln physics, luminous obiects ore

substonces thot generote their own light (such

os ihe sun) compored Io illuninated objects
thot reflect light (the moon). Without light,

vision is impossible, since sight is dependont

on light's obility to highlight ond differentiote

subiects in ihe broin. Through durotionol medito-

tion, Chovez hos discovered thct o similor

world exists in the interior reolm if the body
is conditioned to lisien ond see. She voyoges

nol merely into exterior time-spoce, but within

the unchorted londscope of her consciousness.

By elevoting the kinesthetic to the poeiic, her

beoutifully execuied performonce pieces morry

the microscopic to ihe mocrocosmic, in motters

of gommo-wove generoiion ond string theory.

Chovez compores the ortist! inner third eye to

o comero lens, similor to thqt of the Hubble

Telescope, in its obility to copture light ond

phenomeno, mognified omid the dorkened

interior cosmos. In o prolonged stoie of sensory

deprivotion ond gommo-wove meditotion, which

Chqvez describes os "reloxed olertness" ond

"lucidlty of the mind,'ebullient visions come to

her in the seemingly vocont ond block bqck-

drops of her mind. Ronging from fie fibers of
dqrk motter to turbuleni structures of gosses, she

expresses: "l om likely to experience concus-

sive visions of the dynomic inner storm systems,

cotoclysms of rodionce, vortices ond froctol

potterns, gyroting flbers of electricily, clouds

of short-lived photons, coscoding fire bolts

ond embryonic stors."2a Through the process of
opening the third eye, she witnesses the flow of

consciousness porollel to poiterns in nqture.

Chovez! on-going colloborqtion with cogni-

tive neuroscientists ot Goldsmiths College in
London hos ylelded innovolive ond ground-

breoking results. Using scientific technology

to document the wove generotion in Chovez's

cerebrol coriex, neuroscientists ore conducting

o cose siudy of her performonce proctices,

providing originol phenomenologicol doto for

science ond qrt-on oft unholy union. Until

recently, gommo-woves hod been discorded

os negligible by-products yet ore now being

regorded os mysterious "dork motter" in neuro-

science. These ore generoied most effectively,

stotes Chovez,"by o deep sort of meditotion

in which one ceniers the heort on Love."2s

The lurninous Obiects performonce wos

continued in Lio Chovez's PLETHORAI2OI3)

colloboroiion with Linn6o Spronsy ond

Moggie Hozen.26ln the tiny Soopbox gol-

lery in Brooklyn, Lio Chovez meditoted for

two weeks, in six-hour increments ofter dork.

Viewers from the surrounding neighborhood
gothered outside the gollery to wotch Chovez

meditote, visible to the public by meons of ihe

exterior cleor gloss-o sliver of pulchritude

on o dingy side streel. Alone on the open-

ing night, droped in o white goddess-gown

with cqscoding folds ond opollonion lourel

heqddress, Chovez begon meditoting in the

bore gollery. Eoch night, Spronsy qnd Hozen

contributed to Chovez's performonce through

incrementol instollotions, uiilizing the wolls ond

the floors of the constricted gollery. The con-

ceptuol lhrust of Plethoro's instolloiions wos to

depict imoginotive representoiions of Chqvez's

luminous obiects, encompossing ond coscoding

oround her very performonce spqce. Spronsy!

delicote ond time-intensive tronslucent drowings

on frosted Mylor ore motifs simuloting Chovez's

biomorphic theto-wove potterns ond heortbeqt

rhythms. Hozen! floor instqllotion is o colloge
of utopion ond dystopion imogery bosed upon

modulor slrotegies of growih.2z By the eve of
the finol performonce, Chovez wos enveloped

in o pregnont spoce, filled from floor to ceiling

with o plethoro of visions, ripe for horvest.

The trio hosied o ponel discussion ot the

exhibltion's close, wiih Andy Worhols collobo-
rolor Ultro Violet, considering the complexi-

ties of time ond the body integroted within

their collqborotion. By inlersecting both the

chronologicol time of the exhibition ond the

systolic time signoture of Chovez's biomor-

phic phenomeno, the trio fociliioled liturgicol

potierns for sculpting their environment. Yet it

wos Chovez's presence-her f lesh-onimoting
the surrounding constellotions, o contusf irmus

omong the polyphony of voices.

PERFORMANCE ART AND [ITURGY:
THEOLOGICAT POSSIBITITIES?
Mourice Meleou-Ponty! phenomenologicol

epislemology is ordered towords liturgicol

proctices in o religious longuoge, poriiculorly
his euchoristics of profone perception. This

grommor of discovering whot is'olreody there'

os 'givenness' by enocting codified rituols

is no stronger io the longuoge of theology.

ln foct, ii is the very syntox by which the

Chrislion Church dromotizes her porticipo-
tion in ihe biblicol norrotive, by meons of the

liturgy. ln his recent book Decreotion:TheLast
Thing of All Creotures, theologion Poul Griff iths

provides, on elegont occount of time ond the

f lesh, whlch shores meoningful resononce wilh
liturgy ond performonce ort.28

Griffiths lucidly configures cosmic lime into

melronomic ond systolic porodigms. fie former

is chronologicol iime, leoding towords the grove,

ond the lotter is the mysticol time of the liturgy.

Metronomic iime is reguloq ordered, meosured,

durotionol, the unrelenting tick-tock of decline

ond decoy. Expounds Griffiths: "Melronomic time

is time whether you like it or noi, the heqrtbeoi

of o domoged but still beoutiful cosmos, the hom-

mer lhot knocks qll coffin-noils firmly ond finolly

home."2e Systolic time, in controsl, offers the cure
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or chemotheropy for metronomic lime. Toking

his cue from the opostle Poul in I Corinthions

7:29,thot time ofter the Resurrection hos been

chonged (systoloted), Griffiths offers the physi-

ologicol imoge of the heort's systole, pumping

blood ond providing life in rhythmic iniervols, qs

o helpful metophor. Griffiths qffirms, "to cqll time
'systolic,' then, is to suggest thot it is controcted,

gothered, tensed, reody for life-giving oclion."3o

The porodigmqtic occouni of such'pleoted'ond
'folded' possibilities, he suggesis, is reflected in

the liturgy of the Moss in which ihe norrotive of
the Possion is reenocled ond performed, by ond

for its porticiponts, od infinitum.

Both Abrqmovii qnd Chovez hove liturgi-

colly retimed their bodies in their respective
performonces, one octing os o kind of priest,

the other o monk. Proktognosio hos under-

scored their obility to discern ihe metronome!
curse: humonity's oddiction to novelty, frivolity,

ond distroction in its deoth-bound destinotion.
Abromovii ond Chovez hove discovered o
temporory freedom from, ond tronsposition of,
this enslovement to the forces of times unyield-
ing morch. lntentionol or oiherwise, these qrt-

ists'oscetic proctices ond embodying sioies
of consciousness become repetitive liturgicol
potterns. Meditotion ond qltered stqtes of
consciousness hove oided both women in bot-
tling time! merciless grip ond consequentiol

weight on both themselves ond iheir oudiences.

Abromovi6 desires lo slow time, even pouse

it, encouroging her viewers to be presenl with
her; Chovez, when mediloting, perceives time's

molleobility ond elosiicity os o sysiolic portol

inlo onother dimension. Both Abromovii ond

Chovez seek to tronsfigure the very noiure

of time in their performonce ort, utilizing its
mercuriol onomolies lo their odvontoge.3l

As vessels ond mirrors, boih women depend on

ond woit for on outside energy, on "olher," the

Divine Presence. Both ortists ocknowledge lhot

they ore drowing upon primordiol, socred, ond

cross-culturol proctices, ordering their lives in

riluols celebroted by soges ond soints, through

forms of scorciiy ond deprivotion. However, it is

iheir somotic openness to fresh possibiliiies ond

colloborqtions (which, of course, the liturgicol

structure mokes vioble), freeing boih women

from ort! normotive obsession with novelty.

Thus, prokt ognosio's insight pioneers i nnovo-

llon from ils metonymic knowledge obsorbed

through bodily liturgies in performonce ort.

lndeed, liturgy is the temploie for perfor-

monce por excellence. For in liiurgy, o dromo

is enqcted onsioge, motor intentionolity is

formed ond performed by the cotechized, ond

indeed, ihe synlhesis of time ond spoce ore

cyclicolly brought together within the body
ond "performed qfresh." For Griffiths, the liturgy

of the Moss porticipoies in repetitive stosis of
love ond being loved in lhe beotific vision of
God. Perhops performonce orl's proktognosia

is iis liturgicol 'knowing' ihot is 'olreody ihere,'

engoging ihe euchoristics of profone perception
in time ond spoce, potenliolly nuriuring, purify-

ing-even heoling-the f lesh.

Julie Homilton, o Boylor Beor ond Duke Divinity grod, is

originolly from centrol Texos ond hos worked in North
Corolino ond New York os o humonilies inslruclor ond
foshion stylist. A wriier ond ort critic, she collects records,
odores boseboll ond oppreciotes good bourbon. She cur-

renlly tomps espresso, writes for lhe Curotor Mogozine,
ond is pursuing her doctorote in phenomenology ond
visuol culture.
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