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ROHM Theatre Kyoto Repertory Premiere

Gisele Vienne and Etienne Bideau-Rey
“Showroomdummies #4”

Saturday, February 8, 2020, 7:00 p.m.
Sunday, February 9, 2020, 3:00 p.m.
South Hall, ROHM Theatre Kyoto

Greeting

Thank you for coming to today’s performance of Giséle Vienne and Etienne Bideau-Rey’s
Showroomdummies #4, part of the ROHM Theatre Kyoto Repertory Premiere 2019.

This program launched by ROHM Theatre Kyoto in 2017 to create a repertoire of new,
timeless productions that will continue to be staged as the theatre’s legacy and as part of
our efforts to embody the public nature of a theatre.

Our collaborator this time is Giséle Vienne, an artist who exemplifies the cutting edge
of the French performing arts today. After participating in a residency at Villa Kujoyama in
2007, she was later part of the Kyoto Experiment lineup in both 2010 and 2018, and also
brought her work to Kyoto Art Theater Shunjuza in 2017. In this way, she is an artist who
has cultivated a special relationship with Kyoto.

Known for using puppets that she makes herself to conjure up a narrative world full of
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beauty yet fraught with peril, Vienne here recreates Showroomdummies, her major early
work made with Etienne Bideau-Rey, for the ROHM Theatre Kyoto repertoire.

Matching the live bodies of dancers with mannequins to hone in on the true nature of
eroticism and fetishism, this performance is inspired by the Leopold von Sacher-Masoch
novel Venus in Furs, and has continued to evolve ever since its premiere in 2001 across
multiple stagings in different countries and three versions.

This production is its latest iteration, featuring six performers cast from open auditions
and who are, for the first time, all women. The resulting performance liberates its gaze
from the stereotypes of male and female in a portrayal of the relationship between norms,
, desire, and pleasure that invites audiences into an abyss unforeseen.

In closing, | would like to express my gratitude to all those who have generously
helped make this production a reality, especially the Ambassade de France and Institut
francgais du Japon, Kyoto Shinkin Bank, and HOTEL ANTEROOM KYOTO.

Yusuke Hahimoto ,f“
Program Director, ROHM Theatre Kyoto
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Directors’ note

Directors’ note

by Gisele Vienne and Etienne Bideau-Rey

Showroomdummies #4 is the fourth re-staging, of the work that was premiered in 2001.
The past is always on the move and it lively forms a part of the present. To re-stage a
piece of work from the past and to reflect on the questions that the idea of repertory
proposes, it is necessary to consider movement as the essence of the work.

This re-staging is to prolong the artistic experiment and reflections initiated almost 20
years ago. Various thoughts and questions that animate us amid this re-staging are
thoroughly described in Gilles Deleuze’s “Coldness and Cruelty” which he wrote in
1967 and was published as part of the book Masochism.

“In Masoch’s novels, it is the moments of suspense that are the climactic moments. It
is no exaggeration to say that Masoch was the first novelist to make use of suspense as
an essential ingredient of romantic fiction. This is partly because the masochistic rites of
torture and suffering imply actual physical suspension (the hero is hung up, crucified or
suspended) , but also because the woman torturer freezes into postures that identify her
with a statue , a painting or a photograph. She suspends her gestures in the act of bringing
down the whip or removing her furs; her movement is arrested as she turns to look at her-
self in a mirror. As we shall see, these "photographic" scenes, these reflected and arrested
images are of the greatest significance both from the general point of view of masochism
and from the particular point of view of the art of Masoch. They are one of his creative
contributions to the novel. The same scenes are reenacted at various levels in a sort of
frozen progression. Thus in IZ2nus the key scene of the woman torturer is imagined, staged
and enacted in earnest, the roles shifting from one character to another. (...) the art of
masochism is the art of fantasy. (...) there is no specifically masochistic fantasy, but rather
a masochistic art of fantasy. (...) Formally speaking, masochism is a state of waiting; the
masochist experiences waiting in its pure form.

(...) While the sadian hero subverts the law, the masochist should not by contrast be
regarded as gladly submitting to it. The element of contempt in the submission of the
masochist has often been emphasized: his apparent obedience conceals a criticism and a
provocation. He simply attacks the law on another flank. What we call humor - in contra-
distinction to the upward movement of irony toward a transcendent higher principle - is
a downward movement from the law to its consequences. We all know ways of twisting
the law by excess of zeal. By scrupulously applying the law we are able to demonstrate its
absurdity and provoke the very disorder that it is intended to prevent or to conjure. By
observing the very letter of the law, we refrain from questioning its ultimate or primary
character; we then behave as if the supreme sovereignty of the law conferred upon it the
enjoyment of all those pleasures that it denies us; hence, by the closest adherence to it,
and by zealously embracing it, we may hope to partake of its pleasures.”

(Quotation in English: Giles Deleuze “Coldness and Cruelty” in Masochism, New York, Zone Books, 1991)
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Gisele Vienne

Born in 1976, Giséle Vienne studied philosophy and then later attend-
ed L'Ecole Supérieure Nationale des Arts de la Marionnette. She is a
choreographer, director and visual artist. In addition to her collabora-
tions with the novelist Dennis Cooper, her output includes photogra-
phy and installations. In 2018, Vienne received the Grand Prix award in
dance from L’Association de la Critique for CROWD, which also left a
vivid impression on audiences during its recent run in Japan at Kyoto
Experiment.
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Etienne Bideau-Rey

Born in 1975, Etienne Bideau-Rey studied at the St-Luc Institut in
Tournai, Royal Academy of Fine Arts of Liege, and L’Ecole Supérieure
Nationale des Arts de la Marionnette. In addition to being a choreog-
rapher and director, he is a visual artist with a focus on drawing and
sculpture. In 2000, he received the Vocation Award from the Fondation

Marcel Bleustein-Blanchet for his first theatre piece created in collabo-
ration with Gisele Vienne.
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Chieko Asakura

Graduated from the Graduate School of Tokyo University
of Arts. She has been creating her own performances since
2014 and is now based in Kanto region as a freelance actor.
In 2017, she presented Gently Prepare for the Day Every Day
and After that | Look Back Me, Another Me, Somebody Else
at MEDIA PRACTICE 16-17 and also started participating
in Chelfitsch’s Five Days in March Re-creation. In 2019, her
was presented Reflected and Shed Multiple Me at MEDIA
PRACTICE 18-19.
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Sakiko Oishi

Started ballet at the age of five. In 2005, she entered Ecole
nationale supérieure de danse Marseille in France and
graduated first on the list. She joined Cellule d’Insertion
Professionnelle in 2006 and experienced working with Ballet
National De Marseille and Ballet D’Europe. After joining
CCN Ballet De Lorraine, she has also danced in the works
of various choreographers including William Forsythe, Twyla
Tharp, Merce Cunningham, Giséle Vienne and Martha Gra-
ham. She is now based in France as a freelance dancer and
is participating in a number of projects.
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Yoko Takase

Started modern ballet from an early age and learned clas-
sical ballet at Tachibana Ballet School. After working at
Austria Ballet Company-Tokyo, she is now based in Kyoto
as a contemporary dancer and is looking for a body that
can move with its bones. She has won the modern dance
section of Kobe National Dance Competition. She has per-
formed in the works of Naoya Aoki, Megumi Nakamura and
Ryohei Kondo. While making and performing her own work,
she has appeared in Lost Memory Theartre and Dream Play,
both directed by Akira Shirai and choreographed by Kaiji
Moriyama, and in TV commercials; searching for expres-
sions in theatre and media through her dance.
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Rei Hanashima

After receiving trainings in New York, Canada and Europe,
she has graduated from Rambert School in UK. She has ap-
peared in a number of works, including stage performances
by Company Derashinera, Mari Natsuki Impressionism,
NODA MAP and also in | COULD NEVER BE A DANCER.
She performs not only in existing theatre buildings but also
at university, art museums and a World Heritage site and
has been invited to overseas festivals. She is now based in
Kanto region as a freelance dancer and also choreographs
for promotion videos, films and stage performances.
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Gisele Vienne and Etienne Bideau-Rey
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Ayaka Fujita

Started ballet at the age of five at Homura Tomoi Ballet
Company and School with Makio Homura and others. After
leaving hign-school, she entered L’Ecole-Atelier Rudra Bé-
jart Lausanne in Switzerland and learnt classical ballet and
Graham Technique with Michel Gascard and others. After
graduating from the school, she has joined kale compan-
hia de danca in Portugal and then Noism as an Associate
Member. She is now based in Kansai region as a freelance
dancer.
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Megumi Horiuchi

Graduated from Osaka Dance & Actors School. After study-
ing in New York for two years and returning to Japan, she is
searching for her own style based on contemporary dance.
She is based in Kansai region as a freelance dancer. She
also exhibits her photographic work that she has taken with
a film camera.
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An Obsession with Radiant Beauty and Darkness: The World of Giséle Vienne

Kyoko Iwaki
(Theatre and performance studies researcher)

Running throughout the work of director, choreographer, puppeteer, and visual artist Gisele Vienne
is an aesthetic of darkness. Her strikingly distinct artistry was cultivated decisively by the environ-
ment into which she was born. Her mother, a prodigously talented Austrian artist, studied under the
painter Oskar Kokoschka and, claiming it was far cheaper to paint pictures than use wallpaper, filled
the walls of their home with her own paintings. Her French father, on the other hand, was a man of
letters rather than pictures, someone described as a “highly French kind of intellectual burning with
a peculiar passion for philosophy” and who turned a room in their home into a library.

Brought up amply absorbing the cultural nourishment provided by her parents, Vienne naturally
came to cherish both art and philosophy. She was especially beguiled by talents bound to the beau-
ty of darkness that eludes logic and which predates the Western humanism of the Renaissance. The
artist Hans Bellmer, for instance, revolted against the Nazis exaltation of the Aryan race as physically
superior by creating strangely distorted articulated dolls. Or the painter Franz von Stuck, who de-
voted himself to depicting a dark and mystical world in Europe at the end of the nineteenth century,
a time when the Parisian Impressionists, with their vibrant use of colors, were at their peak. In terms
of philosophy, she buried herself in reading such thinkers as Artaud, Bataille, and Foucault—the so-
called outlaws of Western philosophy.

When in her teens, from the Detroit techno she adored at the clubs she would frequent in Berlin to
the cinematology of David Lynch or the theatre of Claude Régy, she was addicted to art that dealt
with darker aspects like violence and death, that which exists beyond the vanishing point of light.
Upon reaching her late teens, this precocious young woman had largely consolidated the philoso-
phy that would form the bedrock of her artistry and arrived at the firm conclusion that puppet theatre
is the best means of fusing elements of visual art, movement, literature, and music. To commit fully
to her conviction, after graduating from university, where she studied philosophy, she then attended
L’Ecole Supérieure Nationale des Arts de la Marionnette. Besides Western marionnette theatre, she
was also influenced by the Bunraku puppet theatre of Awaji as she continued to pursue a worldview
that she could truly call her own.

The greatest appeal of Vienne’s work lies in its extreme antinomy. In her early work, in particular,
from I Apologize (2004) to Une belle enfante blonde (2005) and Showroomdummies (2001, co-direct-
ed with Etienne Bideau-Rey), the piece that is revived here in Kyoto, the innocent radiance of youth
mirrors the violence latent beneath. The plaster-like beauty of young men and women who seem to
have stepped out of a Gus Van Sant film brim with the dangers and shadows of youth, the buried
yearning for violence indicated behind absolute purity. There is a fragility and brutality, a beauty and
cruelty. Juxtaposing a radiant beauty and an obsession with darkness, Vienne’s oeuvre is an emo-
tional rollercoaster from start to finish, a kind of extreme sports of feeling. More concretely, Vienne
pays equal respect to Dionysian temporalities like death, eroticism, and violence while remaining
rooted in a Western philosophy tradition founded on a Platonic idea of true beauty in an attempt to
irradiate truth and beauty from a place where human reason is no longer in control.

For her most recent work, Crowd, for instance, Vienne has said that she research club culture in
order to achieve a vivid description of the mob-like psychology of the crowd, while also referencing
The Art of Losing Control (2017) by the British sociologist Jules Evans. For Vienne knows that it is
precisely from this state of losing control reached after dialectic after dialectic of logic, that the true
image of human reveals itself unburdened of the self-deception of logic. It goes without saying that
this is very similar to the ideas of Artaud, to whom she has a predilection. But what we should be
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careful to understand is that Vienne is not simply trying to emulate Artaud, but rather trying to go be-
yond Artaud.

In his seminal text The Theatre and its Double (1938), Artaud fiercely denounces Western theatre and
its rationalism by proclaming the actor “an athlete of the heart,” one without reason, language, or
brain. If we may borrow this famous phrase, Vienne demands a similar state of actors. In her work,
actors are requested to be what we might call logical athletes of the heart. This state of ecstasy de-
void of rationality can very easily descend into a merely narcissistic self-indulgence. Instead of this,
though, Vienne seeks the sublimity of another dimension, one that is physically sharpened within
mechanisms where all utterances, actions, and structures are designed. In her artistic savvy that su-
perbly converges this antinomy of logic and emotion, Vienne has a talent like no other.

This revival and reconfiguration of Showroomdummies is the fourth version of what is one of the
artist’s early successes, premiered in 2001 and then continually restaged, first in 2009 and at Centre
Chorégraphique National — Ballet de Lorraine in 2013. The key piece of information that one should
first know about Showroomdummies is that it is adapted from Leopold von Sacher-Masoch’s Venus
in Furs, which portrays a sexual deviant who derives pleasure from psychological or physical pain.
Needless to say, Sacher-Masoch, whose name is the etymological root of “masochism,” was a
count from the Kingdom of Galicia and Lodomeria, then a province of the Austrian Empire and today
part of Ukraine. In the original novel, the protagonist Severin, who seems modeled on Sacher-Mas-
och himself, becomes infatuated with Wanda, a beautiful widow whom he meets at a health resort,
and upon confessing his extreme sensuality, begs Wanda to punish him as her slave. Based on this
storyline, Vienne presents in Showroomdummies a power game that develops in a far more complex
and intricate way.

Vienne adds a thought experiment not included in the original novel: one that layers the line between
the real and the virtual. More concretely, what Vienne does is have Wanda played by both a human
and mannequin in order to replicate and proliferate Wanda like an electronic character. Doing so,
the audience is left uncertain whether this Wanda, who has such sway over Severin, is an actual per-
son or merely the result of a virtual memory that is reproduced in his mind. The audience falls into
a state of total confusion over whether Wanda is real, a virtual avatar, or a figure from his memory.
Moreover, for this version of Showroomdummies, the character of Severin, who was the sole male
performer, will not appear onstage. This is apparently a choice motivated by the desire to avoid
presenting a structure open to interpretation as male domination of woman whereby the female per-
formers are controlled by a single man.

By arranging both humans and mannequins onstage, Vienne throws countless philosophical ques-
tions at the viewer. Where is the line between the real and the virtual, between human and manne-
quin, between active and passive? If a mannequin wearing a bloody mask moves an audience emo-
tionally more than a human with a robotic face, are those emotions of the audience fake? If a figure
reburned into the mind by traumatic memories does not exist in front of us, can we still say that it is
not there? When a woman performs femininity in a world without men, who is this “female perform-
er” for? Vienne doesn’t simply expound these questions like armchair theories but rather evinces
them onstage as a physical philosophy involving the body. And that Vienne and Bideau-Rey are
working with Japanese performers this time will surely mean that questions until now not yet brought
to the surface will naturally emerge. Perhaps the artists might disagree but, in my mind, Japanese
women are, whether consciously or otherwise, modest and passive; above all, “trained” to adopt
an inconspicuous uniformity. What kind of Wanda will these women perform onstage? No doubt a
particularly Japanese beauty of darkness that is quite distinct from the performances in France will
come into sharp relief.

Translation: William Andrews
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