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ABSTRACT 
 

 

ATLAR, <D÷PXU. The Problematised Concept of Author-ity LQ�7LP�&URXFK¶V My Arm, An Oak 
Tree and ENGLAND, 0DVWHU¶V�7KHVLV��Ankara, 2022. 

 

In the twenty-first century British contemporary and in particular postdramatic theatre, the 

LQFUHDVLQJ� FHQWUDOLVDWLRQ� RI� WKH� DXGLHQFH� DQG� WKH� VSHFWDWRUV¶� DFWLYH� SDUWLFLSDWLRQ� HPHUJH� DV�

controversial subject matters. Tim Crouch (1964- ) is one of the most prominent playwrights of 

British contemporary theatre with the techniques he employs in his plays to stimulate the 

DXGLHQFH¶V�LQWHOOHFWXDO�HQJDJHPHQW��&URXFK�VWDQGV�RXW�ZLWK�KLV�QRYHO�DSSURDFK�WR�WKH�QRWLRQ�RI�

spectatorship; while granting authority to his audience as autonomous components, he also 

demarcates the line between stage and the auditorium. The writer frequently confines his audience 

within the auditorium and employs spatial limitations to liberate the audience. Such constraints 

allow Crouch to create an equal co-authorship dynamic between the author, the performers, and 

the audience on his stage. By analysing his plays, namely My Arm (2003), An Oak Tree (2005), 

and ENGLAND (2007), this thesis aims to explore how Crouch creates an equalised and active 

participatory space that prioritises the action taking place in the audienFH¶V�PLQG��7KH�LQWURGXFWLRQ�

RI�WKH�WKHVLV�IRFXVHV�RQ�YDULRXV�WKHRULHV�DQG�SUDFWLVHV�WKDW�LOOXPLQDWH�&URXFK¶V�XQGHUVWDQGLQJ�RI�

theatre. The first chapter focuses on the concept of representation in My Arm by analysing the 

ZULWHU¶V�XVH�RI�REMHFWV�FROOHFWHG�Irom the audience as a means of enhancing contemplation in the 

auditorium. The second chapter, deals with the phenomenon of transformation in An Oak Tree in 

ZKLFK�&URXFK�XUJHV�WKH�DXGLHQFH�WR�PDNH�D�PHQWDO�FRQWULEXWLRQ�WKURXJK�³VHOI-K\SQRVLV´�E\�PHDQV�

of a demonstration of hypnosis on stage. The third and final chapter analyses how ENGLAND 

focuses on the translation between what the author says and what the audience creates in a gallery 

environment, which brings spatial dynamics to the forefront. Thus, the thesis concludes that by 

SULRULWLVLQJ�WKH�DXGLHQFH¶V�DXWRQRPRXV�SHUFHSWLRQ�LQ�KLV�SOD\V��&URXFK�HQFRXUDJHV�WKH�VSHFWDWRUV�

to transform into co-creators and authors of their own stories. 

Keywords 

Tim Crouch, My Arm, An Oak Tree, ENGLAND, Audience, Authority, Theatre 
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 1 

INTRODUCTION 

7KLV�WKHVLV�DLPV�WR�DQDO\VH�7LP�&URXFK¶V������-  ) My Arm (2003), An Oak Tree (2005),  

and ENGLAND �������ZLWKLQ�WKH�VFRSH�RI�WKH�ZULWHU¶V�DFWXDOLVDWLRQ�RI�WKH�UHSRVLWLRQLQJ�

of the audience with the purpose of rendering his spectators more authoritative, which is 

a controversial issue in contemporary British theatre. While examining this, the 

predominaQW�VXEMHFW�PDWWHUV�LQ�&URXFK¶V�WKHDWUH��VXFK�DV�WKH�QRWLRQV�RI�WUDQVIRUPDWLRQ�

and representation as well as the intermedial qualities of his stage, will be discussed along 

with various theories, namely the death of the author, autosuggestion and emancipation 

emSKDVLVLQJ�WKH�LPSRUWDQFH�RI�WKH�DXGLHQFH¶V�SHUFHSWLRQ�LQ�WKHDWUH� 

Towards the end of the twentieth century, new theories and approaches in the world of 

theatre started to emerge, which can be attributed mostly to the incessantly changing 

expectations of the audience. With this novel approach towards theatre in the 2000s and 

postdramatic theatre, radical changes mostly concerning the phenomenon of realism in 

the acting and the execution of the plays dominated the stage, along with the changes in 

their text-based content. These alterations are not merely to meet the DXGLHQFH¶V�

expectations, but also to ascribe a new objective to the controversial status of 

spectatorship, which may be considered a revision of the notion of passive contribution. 

With these reforms on stage, the change in the conception of the connection between the 

play, the author, and the audience can be said to appear as one of the most conspicuous 

cruxes of the 2000s theatre, which has altered the classical phenomenon of spectatorship. 

Jacques Rancière (1940- ) emphasised the significance of this transformation by asserting 

that ³>Z@KDW�LV�UHTXLUHG�LV�D�WKHDWUH�ZLWKRXW�VSHFWDWRUV��ZKHUH�WKRVH�LQ�DWWHQGDQFH�OHDUQ�

from as opposed to being seduced by images; where they become active participants as 

RSSRVHG�WR�SDVVLYH�YR\HXUV´������2Q�WKLV�YLHZ��LQ�WHFKQLFDO�WHUPV��WKH�UHSRVLWLRQLQJ�RI�WKH�

audience can be expressed not merely as a change in the auditorium but also as a re-

examination of the notion of spectatorship focusing on the way the audience perceives 

the play rather than how it is acted. Thus, regarding the impact of postdramatic theatre on 

the concept of spectatorship, it may be asserted that the centralisation of the audience 

experience is not only a matter of radical adjustment but also a revision of the act of 
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ZDWFKLQJ�E\�IRFXVLQJ�RQ�LWV�³DQWLUHWLQDO´1 significance. As Karen Jürs-Munby contends, 

³>W@KH�VSHFWDWRUV�DUH�QR�ORQJHU�MXVW�ILOOLQJ�LQ�WKH�SUHGLFWDEOH�JDSs in a dramatic narrative 

but are asked to become active witnesses who reflect on their own meaning-PDNLQJ´������

and this meaning-making process grants them the authority not only in the auditorium but 

also on stage in a roundabout way. 

According to The Oxford English Dictionary��GHULYLQJ�IURP�WKH�HW\PRQ�³DXFWRU´�LQ�/DWLQ��

RQH�RI�WKH�GHILQLWLRQV�RI�³DXWKRU´�LV�³D�FUHDWRU��FDXVH��RU�VRXUFH´��³$XWKRU´���$V�IRU�WKH�

ZRUG�³DXWKRULW\�´� LW� LV�GHILQHG�DV�³>S@RZHU� WR� LQIOXHQFH�DFWLRQ��RSLQLRQ��RU�EHOLHI��RU�D�

party SRVVHVVLQJ�LW´��³$XWKRULW\´���:KHQ� WKH�UHYLVLRQ�RI�WKH�QRWLRQ�RI�VSHFWDWRUVKLS in 

postdramatic theatre iV�WDNHQ�LQWR�DFFRXQW��WKH�VSHFWDWRU�LV�JLYHQ�WKH�SRZHU�WR�³LQIOXHQFH�

WKH�DFWLRQ´�DQG�HYHQ��WR�D�FHUWDLQ�H[WHQW��WKH�G\QDPLVP�WR�FUHDWH�LW��While this incremental 

authority of the audience places them in a neoteric position, the broadening of the limits 

of the auditorium somewhat restricts the audience, making the notion of emancipation a 

questionable and problematic subject. Tim Crouch has become a distinguished name with 

his innovative execution of this paradoxical situation and the techniques he employs to 

LQFUHDVH� WKH� VSHFWDWRUV¶� PHQWDO� contribution to his works without making them feel 

obliged to any physical participation. 

Tim Crouch is one of the most prominent contemporary playwrights of the twenty-first 

century due to his techniques which give the viewer more authority in his plays. However, 

while using these elements, he does not completely relinquish the conventional dramatic 

VWUXFWXUH�RI�WKHDWUH��%LoHU�������,Q�WKLV�FRQWH[W��LW�PD\�EH�DVVHUWHG�WKDW�&URXFK¶V�WKHDWUH�

GLUHFWO\� FRUUHODWHV�ZLWK� /HKPDQQ¶V� DVVHUWLRQ� DERXW� WKH� VFRSH� RI� SRVWGUDPDWLF� WKHDWUH. 

Lehmann says: ³Postdramatic theatre thus includes the presence or resumption or 

continued working of older aesthetics, including those that took leave of the dramatic idea 

in earlier times, be it on the level of text or theatre. Art in general cannot develop without 

reference to earlier forms´ (27). Under this statement, the way Crouch blends elements 

 
1 Marcel Duchamp (1887- �������DV�JLYHQ� LQ�3LHUUH�&DEDQQH¶V�Dialogues with Marcel Duchamp (1979), refers to 
FRQFHSWXDO�DUW�GHSHQGLQJ�RQ� LWV�YLVXDOLW\�DV� UHWLQDO�DUW�� DQG�DQWLUHWLQDO��ZKHQ� LW� ³GHSHQGHG�RQ� WKLQJV�RWKHU� WKDQ� WKH�
UHWLQD´�������7KHUHIRUH��WKH�³DQWLUHWLQDO´�LQ�WKLV�VWDWHPHQW�UHIHUV�WR�WKH�SHUFHSWLRQ�RI�WKH�DXGLHQFH�WKURXJK�WKH�PLQG�
rather than the visual aspects of the play.  
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of contemporary theatre with earlier forms renders him a distinguished playwright in 

contemporary British theatre. What Crouch specifically has contributed to the theatre of 

this era is his placing the audience at the centre of his plays by means of his various 

techniques that prioritise WKH� VSHFWDWRUV¶� LQWHOOHFWXDO� SDUWLFLSDWLRQ� which will be 

scrutinised in the following chapters of the thesis. He has changed the audience from 

participants to active partners without whom, Crouch believes, there would be no art. In 

that sense, he centralises and prioritises the perception of his audience, rather than 

determining himself, the playwright, to be the central figure. His plays, namely My Arm, 

An Oak Tree, and ENGLAND, reveal how Tim Crouch focuses on the audience and their 

perception, instead of reflecting his own perception and authority as the playwright. More 

importantly, by deconstructing the prevalent principles of theatre and breaking the 

generally accepted concept of the reality of theatre, he achieves authenticity on a different 

stratum that can be considered more realistic than the traditional concept of realism in 

terms of the impact of his plays on the audience. In other words, on his stage, Crouch 

creates a sense of reality through rather unrealistic concepts, acting, and stage properties. 

However, since he prioritises the perception of the audience, he creates a world in which 

the audience can discover their own reality, and this makes them the most significant 

components of his plays.  

Born in Bognor Regis, UK, in 1964, Tim Crouch, started his drama education at Bristol 

University. During his second year at the university, he co-founded Public Parts Theatre 

&RPSDQ\�LQ�%ULVWRO�LQ�WKH�ODWH�����V��3LOQê�������$V�6HGD�øOWHU�UHODWHs, with seven people, 

LQFOXGLQJ�&URXFK¶V�ZLIH� -XOLD�ZKR�ZDV� WKH� GLUHFWRU� RI� WKH� FRPSDQ\�� WKH\� SHUIRUPHG�

mostly improvised works. Crouch then received acting courses at the Central School of 

Speech and Drama in 1993 (398). There, while working as a professional actor, as Dan 

5HEHOODWR�DIILUPV��KH�³IRXQG� WKH�VWUXFWXUHV�RI�FRQYHQWLRQDO� WKHDWUHPDNLQJ�EORFNHG� WKH�

DELOLW\�RI�WKH�DFWRU´��������7KLV�H[SHULHQFH�DQG�GLVVDWLVIDFWLRQ�PRWLYDWHG�KLP�WR�HQWHU�D�

new intellectual phase in his life in which he aspired to write his own plays with the 

purpose of removing the restrictive elements for the actors, and most importantly, for the 

audience. Later on, he maintained his career by teaching drama and started to write plays, 

ZKLFK�KH�FRQVLGHUV�³D�YHU\�ODWH�GHYHORSPHQW´��øOWHU�������&URXFK¶V�ILUVW-ever play, My 
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Arm, written for an adult audience, is important in the sense that it marks his first 

appearance on the stage as a playwright.    

My Arm was staged in August 2003 at the Edinburgh Festival at the Traverse Theatre for 

the first time and awarded a 2006 Prix Italia for Best Adapted Drama in the Radio Drama 

category. As Crouch SRLQWV�RXW�WKURXJK�KLV�QRWH�IRU�WKH�DXGLHQFH��³My Arm is partly about 

JLYLQJ� RUGLQDU\� WKLQJV� H[WUDRUGLQDU\� VLJQLILFDQFH´� ������ ZKLFK� Ke wrote as a 

³SURYRFDWLRQ��DV�D�FKDOOHQJH�WR�D�GRPLQDQW�FXOWXUH�LQ�WKHDWUH´��øOWHU�������,Q�KLV�DVSLUDWLRQ�

to challenge the notion of realism concerning acting, the prime incentive was his previous 

experiences as an actor, and within this scope, considering the objects, which function as 

WKH�DFWRUV¶�VXUURJDWHV��FROOHFWHG�IURP�WKH�DXGLHQFH�PHPEHUV at the beginning of the play, 

My Arm FDQ�EH�UHJDUGHG�DV�D�PDQLIHVWDWLRQ�RI�WKH�ZULWHU¶V�GHVLUH�WR�EULQJ�D�QHZ�DVSHFW�WR�

the theatre, acting, and most significantly, to the conception of spectatorship. 

&URXFK¶V�VHFRQG�SOD\��An Oak Tree, brought many awards to his name, respectively the 

2005 Herald Angel Award, 2006 Brighton Festival Best Male Performer Award, and 2007 

OBIE Special Citation Award. Crouch involves the audience in the play intellectually in 

a multi-layered way as the audience of the play and the participants of a hypnotism show. 

Before the play begins, the audience is told that the second actor, the father character in 

the play, has never seen or read the play before. The second actor acts in accordance with 

the directions given by the Hypnotist, the first actor. This signifies that preceding the 

beginning of the play, Crouch subverts the understanding of the traditional theatrical 

reality and the credibility of the acting. In that sense, while challenging the 

conventionalities of the theatre, the playwright also foregrounds the DXGLHQFH¶V�

perception by creating an atmosphere for them to contemplate throughout the play. 

ENGLAND is another play with which the writer won several awards such as the 2007 

Total Theatre Reward, 2007 Herald Archangel Award, and 2007 Fringe First Award. 

ENGLAND LV��LQ�$QG\�6PLWK¶V�ZRUGV��³D�SOD\�WKDW�KDV�EHHQ�WUDQVSODQWHG�LQWR�D�JDOOHU\´�

(413). The avant-JDUGH�VHWWLQJ�RI�WKH�SOD\�SURSRXQGV�&URXFK¶V�H[WUDRUGLQDU\�H[HFXWLRQ�

and reveals how he alters the concept of theatrical reality to achieve a more realistic 

atmosphere. At some part of the play, the audience is positioned as one of the characters 
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through which Crouch enriches the multi-layered structure of the play and unveils the 

substantial function of the spectators which is far beyond the act of watching. 

&URXFK¶V�IRXUWK�SOD\��The Author (2009), was performed in September 2009 at the Royal 

Court Theatre Jerwood Theatre Upstairs for the first time. Since the day it was released 

and performed, it has EHHQ�FRQVLGHUHG�RQH�RI�WKH�SOD\ZULJKW¶V�PRVW�FRQWURYHUVLDO�SOD\V�

due to its display of the themes of violence and sexual assault. The most distinct 

LGLRV\QFUDV\�RI�WKH�SOD\�LV�LWV�³UHTXLULQJ�OLWWOH�RU�QR�SK\VLFDO�RU�YHUEDO�FRQWULEXWLRQ�IURP�

its spectators ± RWKHU� WKDQ� WR� EH� YLVLEO\� SUHVHQW�� XQPDVNHG�� DV� RXUVHOYHV´� �Bottoms, 

³Introduction´ 392). As Bottoms expresses, though there is no physical participation on 

WKH�VSHFWDWRUV¶�HQG�� WKHLU�SK\VLFDO�SUHVHQFH� LQ�WKH�DXGLWRULXP�LV�RI�JUHDW�LPSRUWDQFH�LQ�

divulging and questioning the ethical problems reflected and criticised by means of art. 

Crouch explains RQH�RI�WKH�PRVW�FUXFLDO�REMHFWLYHV�RI�WKH�SOD\�E\�VD\LQJ��³2QH�SUHPLVH�

of my play (heartfelt by me) is that a representation of an act of violence is, on some level, 

VWLOO�DQ�DFW�RI�YLROHQFH´��³Response´ 416). Therefore, it is possible to assume that The 

Author questions the consequences of the act of authorship on another level.  

&URXFK¶V� most recent play, total immediate collective imminent terrestrial salvation 

(2019), was staged at the Edinburgh International Festival in August 2019. What renders 

WKLV�SOD\�QRWHZRUWK\�LV�WKDW�³>Q@RW�RQO\�LV�WKH�SOD\�D�FROOHFWLYH�UHDGLQJ�H[SHULHQFH�EXW�LW�

can be said to takH�SODFH�ERWK�RQ�WKH�VWDJH�DQG�RQ�WKH�SDJH´��5RXVVHDX�����In this play, 

the writer gives the audience authority through their position as the members of a cult and 

their direct involvement in the ritual-like event while reading the lines out loud. Crouch 

analyses to what extent the audience complies with the author as the cult members. At the 

end of the performance the playwright, as the cult leader, opens his mouth to say 

something. He nevertheless remains silent, and the play ends. When the ending is focused 

on, it may be suggested that Crouch once again gives the authority of speaking and 

interpreting what he does not tell himself to his audience (Costa n.p.).  

As for his other works, Crouch also produced several plays for children and young 

audiences, beginning with Shopping for Shoes (2003). In this play, he delves into issues 

similar to those in My Arm, concerning the representation of the actors through objects, 
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in this case a pair of shoes. By replacing the actors with a pair of shoes, the writer pushes 

the limits of the \RXQJ�DXGLHQFH¶V�LPDJLQDWLRQ�WR�HQDEOH�WKHP�WR�create through their own 

perception. After Shopping for Shoes Crouch continued to write plays for children with 

his cycle of Shakespeare adaptations. His cycle, I, Shakespeare, which was initiated with 

the aim of introducing Shakespeare to a young audience, comprises five solo plays: I, 

Caliban (2003), I, Peaseblossom (2004), I, Banquo (2005), I, Malvolio (2010), and I, 

Cinna (2012) (Soncini 22). By focusing on the marginalised characters of Shakespeare, 

Crouch encourages the spectators to contemplate the other side of the well-known 

Shakespeare stories. Lastly, Kasper the Wild (2006), John, Antonio and Nancy (2010), 

and Beginners (2018) are his plays considered in the category of plays for children/young 

audiences. Even though Crouch employs more simplified techniques and narration 

throughout these works when compared to his plays intended for adult audiences, all of 

his productions mirror his aspiration to evoke the imagination of the audience regardless 

of their age.  

$V�&URXFK¶V�SOD\V�VHW�IRUWK��WKH�DXWKRU�GRHV�QRW�LPSRVH�D�FRQFOXVLRQ�RQ�WKH�VSHFWDWRUV��

His plays are occasionally considered within the category of experimental plays by some 

critics. However, Crouch does not favour any kind of labelling as it can lead to dangerous 

UHVWUDLQWV�EHFDXVH�RI�WKH�SUHMXGLFH�LW�FUHDWHV��³.H\QRWH´����������-10). More importantly, 

LQVWHDG� RI� WKH� DXWKRU¶V� H[SHULHQFH�� WKH� SOD\ZULJKW� IRUHJURXQGV� WKH� H[SHULHQFH� RI� WKH�

audience, which is, for him, the fundamental component of the stage. Crouch achieves to 

SXW�WKH�VSHFWDWRU¶V�H[SHULHQFH�EHIRUH�WKH�DXWKRU¶V�WKURXJK�HVWDEOLVKLQJ�DQ�HTXLOLEULXP�E\�

means of a fixed text and an autonomously adaptable performance. Regarding the 

integration of the text and the staged performance, David Lane highlights the elements 

that enhance the experimental efficacy for the spectator as below: 

[Julian] 0H\ULFN¶V [Australian director and dramaturg] adjusted definitions 
become increasingly appropriate here: his definiWLRQ�RI�D�SOD\�WH[W�DV�µD�GHYLFH�IRU�
WXUQLQJ�LQIRUPDWLRQ�LQWR�H[SHULHQFH¶�« reiterating the need for the playwright and 
GUDPDWXUJ�WR�DOZD\V�ORRN�IRUZDUGV�WR�SURGXFWLRQ�DQG�RXWZDUGV�WR�WKH�VSHFWDWRU¶V�
journey. The relationship between theme, content, form and intention is a common 
area of enquiry in script development; and in exploiting the possibilities of live 
performance as well, the relationship between all of these elements and audience 
experience becomes highly significant. (133) 
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As is emphasised by Lane, the information provided through the text turns into an 

experience of the spectator each time Crouch stages his plays. In that sense, there is a 

transformation eventuating from the written to the performed that prioritises the ultimate 

UHFLSLHQW� VRXUFH�� WKH� DXGLHQFH�� 7KH� ³FRQVWDQF\´�RI� WKH� WH[W� GHSHQGV�RQ� WKH� LQGLYLGXDO�

formability of the performance. However, this formability prioritises perceptual 

awareness and activity beyond the physical presence on stage. This is a key factor in 

&URXFK¶V� WKHDWUH�ZKLFK� KDV� EHHQ�PDGH� SRVVLEOH� WKURXJK� WKH�ZULWHU¶V� FRXQWHUEDODQFHG�

employment of his contemporary techniques between stage and the auditorium, and his 

disposal of certain limitations to annihilate the intellectual limitations constraining the 

audience. While the problematised aspect in Crouch's theatre materialises through these 

almoVW�SDUDGR[LFDO�WUDQVLWLRQV��LW�LV�FUXFLDO�WR�H[DPLQH�WKH�ZULWHU¶V�WHFKQLTXHV�LQ�GHWDLO�WR�

fully comprehend the intellectual freedom the audience gains. Therefore, the quasi-

H[SHULPHQWDOLVW� IHDWXUHV� RI� KLV� SOD\V� DQG�� PRUH� VLJQLILFDQWO\�� &URXFK¶V� FHQWULQJ� WKe 

audience rather than himself as the playwright contributes to his plays to be recognised 

as products of postdramatic theatre, even though he himself keeps from categorising his 

plays. However, it is still a must to analyse the features of postdramatic theatre here in 

RUGHU�WR�FRPSUHKHQG�&URXFK¶V�WHFKQLTXHV�� 

Postdramatisches Theater (1999, Postdramatic Theatre), written by Hans-Thies Lehmann 

(1944-   ), has brought a new aspect to the world of theatre.  In the book, Lehmann chiefly 

defines in which context postdramatic theatre differs from traditional theatre as well as 

from its earlier forms, the different aspects of postdramatic theatre from Brechtian theatre, 

despite their similarities in terms of breaking the fourth wall and foregrounding the 

perception of the audience, and finally how postdramatic theatre has changed the former 

understanding of theatrical aesthetics. In general terms, postdramatic movement has led 

to many controversies among the critics owing to its analogical features with Brechtian 

theatre and In-Yer-Face and the conspicuous disparities about its disrupting the textual 

unity. Deniz Bozer defines the major aspect of postdramatic theatre and its difference 

from In-Yer-Face Theatre as follows: 

Despite bearing similarities with In-Yer-Face Theatre, which came to the fore in the 
UK in the 1990s, and which is almost offensive subjecting the audience to disturbing 
events and to the use of violent and obscene language in ways that cannot be ignored 
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by them, postdramatic theatre is a new theatre aesthetic which prioritises 
performance rather than being text-oriented. (10) 

As also affirmed in %R]HU¶V� definition, performance is foregrounded in postdramatic 

theatre, which transforms the theatre experience into a thoroughly different phenomenon, 

especially for the audience. However, /HKPDQQ¶V�affirmation regarding how art cannot 

develop without referring to its previous forms becomes significant in the case of 

&URXFK¶V�WKHDWUH. This is so because ZKLOH�LW�³has postdramatic features in terms of text-

EDVHG� TXDOLWLHV�´� &URXFK¶V� WKHDWUH�� $KPHW� *|NKDQ� %LoHU� ZULWHV�� ³GRHV� QRW� UHMHFW� WKH�

dramatic structure altogether. All of his plays contain a narration in consonance with the 

GUDPDWLF�VWUXFWXUH´���������6R��RQH�PDy state that even though his plays bear elements of 

postdramatic theatre to some extent, the playwright does not utterly renounce the previous 

forms and the traditional concept of theatre, especially in textual terms. During one of his 

interviews with Seda øOWHU��ZKHQ�øOWHU�GLUHFWV�&URXFK�D�TXHVWLRQ�FRQFHUQLQJ�KLV�SOD\V¶�

EHLQJ�³SHUFHLYHG�DV�SHUIRUPDQFH�DUWV��QRQ-SOD\V��RU�QRW�µSURSHU¶�SOD\V�RU�WR�EH�FDWHJRULVHG�

XQGHU� WKH� UXEULF� RI� SRVWGUDPDWLF� WKHDWUH´� ������� &URXFK� DQVZHUV� E\� VD\LQJ�� ³>O@HW¶V�

expand our deILQLWLRQV�RI�ZKDW�D�SOD\�LV��OHW¶V�QRW�WKLQN�DERXW�LW�DV�D�SRVW-dramatic piece 

RI�SHUIRUPDQFH�WH[W��OHW¶V�MXVW�FDOO�LW�D�SOD\��$�SOD\�FDQ�DFFRPPRGDWH�ORWV�RI�GLIIHUHQW�

IRUPV�DQG�ORWV�RI�GLIIHUHQW�VW\OHV´��������:KHQ�WKLV�VWDWHPHQW�LV�WDNHQ�LQWR�FRQVLGHUDWLon, 

the main reason behind the peculiarity of his plays, stemming from their structures and 

forms different from those in postdramatic theatre, becomes transparent, and thus 

FDWHJRULVLQJ�&URXFK¶V�SOD\V�WXUQV�LQWR�D�GLIILFXOW�PDWWHU��)RU�WKLV�UHDVRQ��WKRXJK his plays 

will be analysed here with a focus on postdramatic theatre; the features of metatheatrical, 

experimental, and performance plays will also be argued in terms of the techniques 

Crouch uses to centralise the audience as the authoritative figure on his stage. In various 

media platforms Crouch clearly states that he aims to not delimit his plays into any kind 

of category or theatre movement. Therefore, the categorisation mentioned in this thesis is 

merely to achieve a thorough and academic analysis of the plays, as well as to scrutinise 

the possible effects of the postdramatic period on the DXGLHQFH¶V�SHUFHSWLRQ�LQ�&URXFK¶V�

theatre.  

'XH�WR�VRPH�RI�WKHLU�RYHUODSSLQJ�IHDWXUHV��&URXFK¶V�SOD\V�DUH�VRPHWLPHV�DQDO\VHG�ZLWKLQ�

the frame of metatheatre. Coined by Lionel Abel (1910-2001) in his book Metatheatre: 
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A New View of Dramatic Form (Stephenson 115), metatheatre has been widely analysed 

especially with regard to the plays with a play-within-a play structure. The core 

phenomenon and ideology of metatheatricality, therefore, prevail within the concept 

mentioned by Bernhard Greiner��³µIst die ganze Welt Spiel, so ist das Theater schon Spiel 

LP�6SLHO¶��µ,I�WKH�ZKROH�ZRUOG�LV�SOD\��WKHQ�WKHDWUH�LV�DOZD\V�SOD\�ZLWKLQ�D�SOD\¶�´��TWG��LQ�

Landfester 132). This brings forth the notion of simulation that the theatre experience 

begets. The events on stage are, in a way, reflections of life itself, and this is paradoxically 

unveiled in plays with that framework since the many-layered structure is a multi-layered 

simulation. Crouch makes use of this pattern especially in The Author; however, his use 

of the play-within-a-play concept serves a purpose other than constituting a metatheatrical 

quality, which is to divulge the intricate and ironic function of art. As it is revealed at the 

end of the play, the criticised subject matter, the exploitation of art, has been advertised 

by the play, the artwork, itself. As Vicky Angelaki explains in relation to The Author, the 

play ³GDQJHURXVO\�EOXUV�WKH�ERXQGDULHV�QRW�EHWZHHQ�WKH�ILFWLRQDO�DQG� WKH�ELRJUDSKLFDO��

but between the theatrical and the meta-theatrical ± not merely in the sense of a play 

within the play, but in the sense of critical discourse developing around performance as 

SDUW�RI�LW´������2QH�RI�WKH�PRVW�VLJQLILFDQW�DVSHFWV�RI�&URXFK¶V�XVH�RI�WKLV�PHWKRG�LV�WKDW�

KH� SXWV� HPSKDVLV� RQ� ³VSHFWDWRULDO� SDVVLYLW\´� �$QJHODNL� ���� WR� raise or reinforce the 

REVHUYHU¶V� FRQVFLRXVQHVV� to the fact that spectatorship and being witnesses in life are 

analogous. In this simulation, Crouch correlates the act of watching a play as an audience 

member with witnessing an incident in real life and abstaining from intervening in, 

WKHUHE\�FULWLFLVLQJ�WKH�REVHUYHU¶V�SDVVLYLW\� 

Although the components of metatheatre and postdramatic theatre generally seem to be 

intertwined, postdramatic plays are more integrated with the innovations of the modern 

world, and they deconstruct both the physical and the metaphorical boundaries of stage 

with relatively disparate techniques. Although the notion of self-reflexivity can be 

analysed as a common idiosyncrasy in both theatres, postdramatic qualities are more 

IRUHJURXQGHG�LQ�&URXFK¶V�WKHDWUH��HVSHFLDOO\�ZKHQ�WKH�ZD\�KH�SRVLWLRQV�WKH�DXGLHQFH�LV�

taken into consideration. Jürs-0XQE\¶V�GHQRWDWLRQ�RI�WKH�ZRUG�³SRVW´�LQ�³SRVWGUDPDWLF�

WKHDWUH�´�LQ�WKH�SUHYLHZ�RI�/HKPDQQ¶V�ERRN��EHFRPHV�VLJQLILFDQW�DW�WKLV�SRLQW��7KH�FULWLF�

H[SODLQV� WKH� XVH� RI� WKH� ZRUG� ³QHLWKHU� DV� DQ� HSRFKDO� FDWHJRU\�� QRU� VLPSO\� DV� D�
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FKURQRORJLFDO�µDIWHU¶�GUDPD��D�µIRUJHWWLQJ¶�RI�WKH�GUDPDWLF�µSDVW,¶�EXW�UDWKHU�DV�D�UXSWXUH�

and a beyond that continue to entertain relationships with drama and are in many ways an 

DQDO\VLV� DQG� µDQDPQHVLV¶ RI� GUDPD´� ����� 7KHUHIRUH�� LW� FDQ� EH� LQIHUUHG� WKDW� &URXFK¶V�

merging of the conventional with the contemporary by following the traditional scheme 

in textual aspects and at the same time adopting a modern idiosyncrasy on stage transpires 

a new theatrical reality. Consequently, despite bearing quasi-metatheatrical qualities 

concerning his centralising the spectator in a multi-layered structure, which are the 

auditorium and the story itself, neither metatheatre nor postdramatic theatre accurately 

UHIOHFWV� WKH� SXUSRVH� RI� &URXFK¶V� WKHDWUH�� %RWWRPV� DFFRXQWV� IRU� WKH� LVVXH� DERXW� WKH�

categorisation of his plays under postdramatic theatre as follows: 

And yet I remain unconvinced that An Oak Tree ± RU�LQGHHG�&URXFK¶V�RWKHU�SURGXFHG�
plays to date, My Arm (2003) and England (2007), which play similar games with 
frames ± LV�LQGHHG�SRVWGUDPDWLF��LI�µWKH�DGMHFWLYH�³SRVWGUDPDWLF´�GHQRWHV�D�WKHDWUH�
WKDW� IHHOV� ERXQG� WR� RSHUDWH� EH\RQG� GUDPD�� DW� D� WLPH� ³DIWHU´� WKH� DXWKRULW\� RI� WKH�
GUDPDWLF� SDUDGLJP� LQ� WKHDWUH¶� �/HKPDQQ� ������ ����� 7KH seeming contradiction 
EHWZHHQ�WKLV�TXRWDWLRQ�DQG�WKH�RQH�FLWHG�DERYH��WKH�SRVWGUDPDWLF�µPRVW�defini[t]ely 
does not >H[LVW@�³EH\RQG´�GUDPD¶��VXJJHVWV�D�FHUWDLQ�DZNZDUGQHVV�DW� WKH�KHDUW�RI�
/HKPDQQ¶V�SURMHFW� WR�ELIXUFDWH�WKHDWUH�LQWR�GUDPD�DQG�QRW�GUDPD� CroXFK¶V�SOD\V�
further trouble the already ± WURXEOHG� GLVWLQFWLRQ� EHFDXVH� WKHLU� µXQJOXLQJ¶� RI�
representational elements contributes centrally to his creation of compelling 
GUDPDWLF�QDUUDWLYHV��UDWKHU�WKDQ�IXQFWLRQLQJ�WR�XQGHUPLQH�µWKH�GUDPDWLF�SDUDGLJP.¶�
Having worked for years as a jobbing professional actor, Crouch believes strongly 
in engaging audiences through storytelling: indeed, his first writing projects were 
solo storytelling performances created for schoolchildren. µ$OO�P\�SOD\V�¶�KH�QRWHV��
µVXEVFULEe to the Aristotelian unities, in terms of the nature and structure of the 
QDUUDWLYH��DQG�WKDW¶V�YHU\�LPSRUWDQW�IRU�PH�¶�(³Authorising´ 67) 

 

Crouch¶s theatre, in this view, does not fall within Lehmann¶s definition of postdramatic, 

as instances such as undermining and destroying dramatic unity are not prevalent in his 

works. The writer achieves novelty through building a more complex unity by 

maintaining specific signs, referred to as ³WKH�representational HOHPHQWV�´�in abundance. 

In this respect, some critics, such as Bottoms, prefer to consider Crouch outside of the 

SDUDGLJP�RI�SRVWGUDPDWLF�WKHDWUH�DV�GHILQHG�E\�/HKPDQQ��VLQFH�WKH�ZULWHU¶V�VWRU\WHOOLQJ�

and narrative structure adhere to the Aristotelian notion of unity. 

Breaking the fourth wall, addressing the audience explicitly, and, unlike in Brechtian 

theatre, including the audience as an active participant in the performance are all major 
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characteristics of postdramatic theatre. Though one of the reasons why &URXFK¶V�plays 

are frequently classified as postdramatic theatre is the increased prominence of 

VSHFWDWRUVKLS��ZKLFK�LV�FRPPRQ�LQ�ERWK�SRVWGUDPDWLF�WKHDWUH�DQG�&URXFK¶V�WKHDWUH��KLV�

method of authorising the viewer is rather unusual and experimental. There has been a 

controversy over the idea of centralising the spectators since many critics believe that this 

has altered the technical aspects of stage completely. Janine Hauthal describes this 

deconstruction by saying: 

According to Andrzej Wirth [Polish Brechtian theatre critic], post-Brechtian drama 
and theatre reveal a gradual vanishing of conversational dialogue in favour of anti-
conversational forms of dramatic discourse. Consequently, the implicit audience 
DGGUHVV� RI� FRQYHQWLRQDO� GUDPDWLF� GLDORJXH� LV� PDGH� H[SOLFLW� DQG� WKH� SOD\¶s 
Sprechraum or space defined by speech is altered. Whereas the Sprechraum of 
conversational dialogue is identical with the stage--- detached from the auditorium 
by the so called fourth wall--- the Sprechraum of discourse includes both stage and 
auditorium. (177) 

As can be discerned from Hauthal¶V�UHIHUHQFH�WR�Sprechraum about stage limits, with the 

implementation of postdramatic qualities, theatre has transcended the constraints of stage 

and has become the inclusion of the audience per se. This has also caused the auditorium 

to become a part of stage, rendering the audience a character unaware of the situation. 

Rancière propounds the necessity of such a transposition as follows: 

The separation of stage and auditorium is something to be transcended. The precise 
aim of the performance is to abolish this exteriority in various ways: by placing the 
spectators on the stage and the performers in the auditorium; by abolishing the 
difference between the two; by transferring the performance to other sites. (15) 

The abolishment of the abstract line segregating the performers from the audience does 

not merely facilitate the corporal interaction; it also amplifies the intellectual interplay 

between the two.  

$ERXW� :LUWK¶V� Sprechraum2, Lehmann expresses that ³>:LUWK@� SXW� WKH� HPSKDVLV� RQ�

WKHDWUH� WXUQLQJ� LQWR� DQ� LQVWUXPHQW�� DV� LW� ZHUH�� WKURXJK� ZKLFK� WKH� µDXWKRU¶ (director) 

DGGUHVVHV�µKLV¶�µKHU¶�GLVFRXUVH�GLUHFWO\�WR�WKH�DXGLHQFH´�������,Q�OLJKW�RI�WKLV��SDUWLFXODUO\�

 
2 /HKPDQQ�HODERUDWHV�RQ�:LUWK¶V�Sprechraum by saying: ³7KH�VDOLHQW�SRLQW�RI�:LUWK¶V�GHVFULSWLRQ�LV�WKDW�WKLV�PRGHO�RI�
µDGGUHVV¶�EHFRPHV�WKH�EDVLF�VWUXFWXUH�RI�GUDPD�DQG�UHSODFHV�WKH�FRQYHUVDWLRQDO�GLDORJXH��,W�LV�QR�ORQJHU�WKH�stage but 
WKH� WKHDWUH� DV� D�ZKROH�ZKLFK� IXQFWLRQV� DV� WKH� µVSHDNLQJ� VSDFH¶� �Sprechraum)´� ������ 7KXV�� it can be said that the 
integration of stage and the auditorium also creates a dynamism between collectivity and individuality due to its 
plurality in one.  
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ZKHQ�&URXFK¶V�FHQWULQJ�KLV�DXGLHQFH�LV�FRQVLGHred, it becomes possible to assert that the 

playwright utilises stage as an instrument. He includes the audience in the play by means 

of rather unconventional and unusual techniques; however, while contriving this, he 

devises a stage that prevents an intervention by the audience that might disturb the flow 

RI� WKH� SOD\�� ,Q� GRLQJ� VR�� &URXFK¶V� WKHDWUH� GLIIHUV� IURP� SHUIRUPDQFH� SOD\V� WR� ZKLFK�

postdramatic theatre is often compared. Lehmann asserts that in postdramatic theatre, 

plays are deprived of a dramatic structure and on the verge of morphing into performance 

acts. He further elaborates on the DXGLHQFH¶V�role in this transformation:  

The fundamental shift from work to event was momentous for theatre aesthetics. It 
is true that the act of viewing, the reactions and latent or acute µUHVSRQVHV¶�RI�WKH�
spectators, had always been an essential factor of theatrical reality. Now, however, 
they become an active component of the event, so that, for this reason alone, the 
LGHD� RI� D�FRKHUHQW� IRUPDWLRQ� RI� D� WKHDWUH� µZRUN¶� QHFHVVDULO\� EHFRPHV� REVROHWH��
theatre that includes the actions and utterances of the visitor as a constitutive 
element can practically and theoretically no longer be self-contained. The theatre 
event thus makes explicit the nature of process that is peculiar to it, including its 
LQKHUHQW�XQSUHGLFWDELOLW\��«�,Q�WKLV�WXUQ�WR�D�SHUIRUPDWLYH�act, in place of a well-
made message, one can see an updating of the early Romantic speculations about 
DUW�� ZKLFK� VRXJKW� D� µV\PSRHWU\¶� RI� UHDGHU� DQG� DXWKRU�� 7KLV� FRQFHSWLRQ� LV�
LQFRPSDWLEOH� ZLWK� WKH� LGHD� RI� DQ� DHVWKHWLF� WRWDOLW\� RI� WKH� WKHDWUH� µZRUN.¶� ,I� ZH�
wanted to cite the ancient image for the symbol ± a shard of pottery is broken in 
two and later the edge of the fracture on the one half identifies its bearer as 
µDXWKHQWLF¶�ZKHQ�LW�MRLQV�WKH�RWKHU�HGJH�± the theatre likewise manifests itself only 
as the one half and awaits the presence and gesture of the unknown spectators who 
realize the edge of the fracture through their intuition, their way of understanding, 
and their imagination. (61) 

$V� FDQ� EH� XQGHUVWRRG� IURP� /HKPDQQ¶V� VWDWHPHQW�� VSHFWDWRUVKLS� KDV� DOZD\V� EHHQ�

evaluated as an act of viewing, and the audience has been envisaged as a source of 

³UHVSRQVH�´�+RZHYHU��ZLWK�WKLV�VKLIW�LQ�WKHDWUH��UDWKHU�WKDQ�KDYLQJ�D�XQLODWHUDO�LPSDFW��WKH�

audience starts to have a correlative influence in the auditorium, which renders the 

spectators ³DFWLYH�FRPSRQHQW[s] RI�WKH�HYHQW�´�UDWKHU�WKDn being static viewers of the work 

RI�DUW��7KLV�WUDQVLWLRQ�KDV�EHHQ�GHVFULEHG�DV�³V\PSRHWU\´3 since, as suggested by Beth 

Dempster, sympoiesis UHIHUV� WR� ³FROOHFWLYHO\-producing systems that do not have self-

defined spatial or temporal boundaries. Information and control are distributed among 

 
3 /HKPDQQ�XVHV�WKH�WHUP�³V\PSRHWU\´�ZLWKLQ�WKH�FRQWH[W�RI�6FKOHJHO¶V�QRWLRQ�RI�³5RPDQWLF�3RHWU\�´�ZKLFK�LV�H[SODLQHG�
E\�:RMFLHFK�+DPHUVNL�DV�³WKH�DUW�RI�µIXVLQJ�WRJHWKHU�LQGLYLGXDOV¶�FRQVLVWLQJ�RI��DPRQJ�RWKHU�WKLQJV��µWHPSWLQJ¶�WKH�
UHDGHU��DV�VRPHRQH�µDOLYH�DQG�FULWLFDO¶�« to participate in creating the work. The concept of sympoetry completes the 
theory of progressive poetry with an element of team spirit, though it simultaneously decrees the idiosyncrasy of the 
DFW�RI�UHDGLQJ´�������%DVHG�RQ�WKLV�GHILQLWLRQ��LW�FDQ�EH�VXJJHVWHG�WKDW�6FKOHJHO¶V�V\PSRHWU\�LV�GLUHFWO\�UHODWHG�WR�WKH�
above-PHQWLRQHG�H[SODQDWLRQ�RI�V\PSRLHVLV��ZKLFK�EDVLFDOO\�PHDQV�³PDNLQJ-ZLWK´��+DUDZD\������ 
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FRPSRQHQWV��7KH�V\VWHPV�DUH�HYROXWLRQDU\�DQG�KDYH�WKH�SRWHQWLDO�IRU�VXUSULVLQJ�FKDQJH´�

�TWG��LQ�+DUDZD\�������3HUWDLQLQJ�WR�/HKPDQQ¶V�UHIHUHQFH�WR�V\PSRHWU\�DQG�'HPSVWHU¶V�

definition, it can be suggested that according to Lehmann, with the momentous change in 

WKHDWUH��WKH�³VHOI-FRQWDLQHG´�VWUXFWXUH�RI�WKHDWUH�KDV�DOWHUHG�VLQFH�V\PSRLHVLV�ODFNV�³VHOI-

GHILQHG´�VSDWLDOLW\�DQG�WHPSRUDOLW\�LQ�WHUPV�RI�ERXQGDULHV��DQG�WKXV�WKLV�DOWHUDWLRQ�GRHV�

QRW�FRQIRUP�WR�WKH�³DHVWKHWLF�WRWDOLW\�RI�WKHDWUH´ due to the versatility of the information 

the spectators receive. 1HYHUWKHOHVV��&URXFK¶V�WKHDWUH�LQ�JHQHUDO�SUHVHQWV�³VHOI-produced 

ERXQGDULHV´��'HPSVWHU����UDWKHU�WKDQ�LQLWLDWLQJ�D�FROOHFWLYHO\-producing system without 

any boundaries, since with the authority granted to the individual each participant in the 

auditorium may generate their own intellectual frontier. Thus, it may be plausible to 

DVVXPH�WKDW�&URXFK¶V�WKHDWUH�LV�PRUH�OLNHO\�WR�EH�DXWRSRLHWLF�WKDQ�V\PSRLHWLF�� 

Haraway explains autopoiesis referring to Dempster by saying: ³>E@y contrast [to 

sympoiesis], autopoiHWLF� V\VWHPV� DUH� µVHOI-SURGXFLQJ¶� DXWRQRPRXV� XQLWV� µZLWK� VHOI-

defined spatial or temporal boundaries that tend to be centrally controlled, homeostatic, 

DQG�SUHGLFWDEOH¶´��TWG��LQ�+DUDZD\������%DVHG�RQ�WKLV�GHILQLWLRQ��ZKHQ�WKH�QRWLRQ�RI�VHOI-

productivity as well as the existence of spatial and temporal boundaries are considered 

technically, the way Crouch positions his audience seems to coincide with how an 

autopoietic system works. The quasi-autopoietic system devised in the auditorium 

directly manifests tKH� SUREOHPDWLVHG� FRQFHSW� RI� DXWKRULW\� LQ�&URXFK¶V� WKHDWUH� VLQFH� D�

³VHOI-SURGXFHG� ERXQGDU\´� VWLOO� LPSOLFDWHV� DQ� LGHD� RI� UHVWUDLQW� GXH� WR� WKH� FRQFHSW� RI�

boundary. Although &URXFK¶V�plays put a priority on the sSHFWDWRUV¶�FRQWHPSODWLRQ�DQG�

autonomy, the audience does not have control over the flow of the play. However, despite 

having limitations in corporal terms, the audience is completely set free intellectually. 

This situation might be problematic due to its blurring of the DXGLHQFH¶V� freedom and 

authority, since having cognitive freedom in a place the spatial borders of which are set 

by the author might still be restrictive for the spectators considering their being spatially 

constrained to the seats in the auditorium. Nevertheless, this restriction genuinely serves 

to achieve a more abstruse autonomy for the audience in intellectual terms because spatial 

boundaries are effective in preventing the possible perceptive complexities among the 

audience so that the viewers can contemplate without feeling any extrinsic pressure.  
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Crouch weaves the DXGLHQFH¶V�authority in such a subtle manner that the spectators feel 

neither invaded nor compelled into a position and they can experience an aesthetic 

involvement in a theatre play while also being liberated from clichéd restrictions such as 

being confined to the auditorium passively or being constrained to active participation. 

This can be said to constitute one of the most distinct aspects determining the position of 

&URXFK¶V� WKeatre in the line between postdramatic and performance plays. &URXFK¶V�

audience can experience the play with freedom in the intellectual sense in an auditorium 

designed to stimulate a quasi-autopoietic system. However, this very same phenomenon 

also unveils the reason why the authority of the spectator can be regarded as a 

problematised concept, which renders the notions of freedom and authority controversial 

RQHV��&RQVHTXHQWO\��WKH�UDWLRQDOH�EHKLQG�&URXFK¶V�HPSOR\PHQW�RI�VXFK�a technique will 

be thoroughly analysed in the main chapters of this thesis by focusing on the antithetic 

structure of the emancipatory boundaries and the restrictive liberty on the stage.  

Crouch grants his audience the authority without dragging them into a state of turmoil. 

The incremental authority given to the audience provokes a controversial discussion 

among the critics due to some of the inconvenient situations it brings forward, which are 

mostly related to the possibility of an adverse effect on the experience of the viewer. Thus, 

due to such diversions and the incremental emergence of performance plays, the theatre 

experience might be a precarious event for the spectators occasionally. Gareth White 

explains this speculative situation by asserting that 

[t]here are few things in the theatre that are more despised than audience 
participation. The prospect of audience participation makes people fearful; the use 
of audience participation makes people embarrassed, not only for themselves but 
for the theatre makers who choose to inflict it on their audiences. (1) 

Based on this assumption, it may be argued that audience participation can be considered 

an intricate and delicate issue due to its complex, and even paradoxical, nature since an 

attempt that will render the audience authoritative might also become an unintentional 

abusive practice��ZKLFK�PLJKW�UHVXOW�LQ�WUHVSDVVLQJ�RQ�WKH�YLHZHU¶V�SHUVRQDO�ERUGHUV�LQ�

the auditorium. 
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Transcending the limits between stage and the auditorium not only conceives a spatial 

interference but also initiates the interaction between the actors and the audience. Sophie 

1LHOG� UHIHUV� WR� WKLV� W\SH� RI� WKHDWUH� DV� ³LPPHUVLYH� WKHDWUH�´� DQG� LQ� LPPHUVLYH�

performances, stage grows into a shared space of both the audience and the actors (532). 

,W� LV�� LQ� D� VHQVH�� ³LQKDELWHG´�E\� WKH� VSHFWDWRUV, DQG� ³>L@Q� WKLV�� LW� IROORZV� WKH�PRGHO� RI�

immersion created by museum curators and designers through the 1980s and 1990s, as 

WKH\�LQFUHDVLQJO\�SRVLWLRQHG�WKH�YLVLWRU�LQVLGH�DQ�µH[SHULHQFH¶�UDWKHU�WKDQ�DW�DQ�H[KLELWLRQ´�

(Nield 532). Interestingly, this shared experience also constitutes a surrounding for each 

VSHFWDWRU�WR�KDYH�DQ�LQGLYLGXDO�H[SHULHQFH�LQ�&URXFK¶V�WKHDWUH��,W�LV�DOVR�FRPSDUDEOH�ZLWK�

to visiting an art exhibition. Although the visitors observe the same paintings, each one 

of them has a unique interpretation, while there is also a shared experience among the 

visitors.  Though the concept of exhibition can be perceived as the audience having an 

LQGLYLGXDO�H[SHULHQFH�LQ�DQ�XQUHVWULFWHG�HQYLURQPHQW�LQ�VRPH�RI�&URXFK¶V�SOD\V��VXFK�DV�

ENGLAND, there is an imperceptible line within the space employed as stage. This 

convoluted interaction and the phenomenon of individual contemplation interwoven in 

the collectivity of the experience is clarified by Rancière as below: 

The collective power shared by spectators does not stem from the fact that they are 
members of a collective body or from some specific form of interactivity. It is the 
power each of them has to translate what she perceives in her own way, to link it 
to the unique intellectual adventure that makes her similar to all the rest in as much 
as this adventure is not like any other. This shared power of the equality of 
intelligence links individuals, makes them exchange their intellectual adventures, 
in so far as it keeps them separate from one another, equally capable of using the 
power everyone has to plot her own path. (16-17)  

As can be understood from the above-given excerpt, the collectivity of the experience is 

not because there is a collectively-producing, or sympoietic, system in the auditorium. 

What makes it a shared experience is the equal intellectual competence ascribed to the 

audience in consequence of the equilibrium between stage and the auditorium. As 

H[SODLQHG�E\�5DQFLqUH��³>L@QWHOOHFWXDO�HPDQFLSDWLRQ�LV�WKH�YHULILFDWLRn of the equality of 

intelligence. This does not signify the equal value of all manifestations of intelligence, 

but the self-HTXDOLW\�RI� LQWHOOLJHQFH� LQ�DOO� LWV�PDQLIHVWDWLRQV´� ������ �%DVHG�RQ� WKLV�� LW� LV�

plausible to assert that the origin of the equal intelligence in this context depends on the 

boundaries of the audience members since turning into self-producing entities, becoming 

D�³FRPSRQHQW´�RI�WKH�SOD\�HQDEOHV�WKHP�WR�HQKDQFH�WKHLU�SUHSRWHQF\�WKURXJKRXW�WKH�SOD\��
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Therefore, to execute this, it is neceVVDU\�WR�PDNH�WKHDWUH�³WKH�SODFH�ZKHUH�WKH�SDVVLYH�

audience of spectators [are] transformed into its opposite: the active body of a community 

enacting its living principle´��Rancière 5). This objective can be considered fulfilled in 

&URXFK¶V� GUDPDWLF� ZRUNV in which the collective power and the individual inference 

appear in a balanced way; even though the YLHZHUV¶�intellectual emancipation appears as 

a collective power entitled to them, the experience here is unique for each audience 

member. The exhibition-like structure of the reformed theatre brings forth some 

complexities subjected to several criticisms, mostly regarding the increased level of 

FRQIXVLRQ�LQ�WKH�VSHFWDWRU¶V�PLQG�GXH�WR�WKH�PXOWLSOLFLW\�RI�VLJQV��ZKLFK�VRPHWLPHV�OHDGV�

to extravagance. However, it is also of great importance that the use of multifaceted signs 

on stage also induces the thought processes of the audience in the auditorium. Therefore, 

the ambiguous nature of using assorted signs on stage may prompt convoluted situations. 

As regards establishing a complex interaction on stage, which initiates WKH� DXGLHQFH¶V�

SURFHVV�RI�SHUFHSWLRQ��&URXFK�PDNHV�WKH�IROORZLQJ�H[SODQDWLRQ�LQ�KLV�LQWHUYLHZ�ZLWK�øOWHU��

³,�DP�LQWHUHVWHG�LQ�LW�>XQFHUWDLQW\@�EHFDXVH�XQFHUWDLQW\�HQDEOHV�DQ�DXGLHQFH�WR�EH�RSHQ 

and allows questions to materialise that might not otherwise materialise if there was 

FHUWDLQW\��7KLV�LV�GLIIHUHQW�WR�FRQIXVLRQ��,�WU\�QRW�WR�FRQIXVH´��������$V�WKLV�VHWV�IRUWK��

Crouch believes that there is a subtle line between confusing the audience and stimulating 

and initiating their process of comprehension on an intellectual level. Thus, instead of 

perplexing the audience, Crouch utilises signs that can evoke a process of profound 

contemplation and prevents them from disorientation. However, as Bozer states in 

UHODWLRQ�WR�WKH�XVH�RI�WKH�PHGLD�LQ�SRVWGUDPDWLF�WKHDWUH��³VLQFH�WKHVH�>PHGLD@�HOHPHQWV�GR�

QRW�FRPSOHPHQW�HDFK�RWKHU�EXW�H[LVW�LQGHSHQGHQWO\��WKH\�GR�QRW�VHUYH�WKH�WH[W�HLWKHU´�������

Even though the employment of the media does not serve the purpose of enriching the 

WH[W�� LW� HQKDQFHV� WKH� YLHZHU¶V� FRQWHPSODWLRQ� SURFHVV� GXULQJ� WKH� SHUIRUPDQFH��'HVSLWH�

Lehman's assumption that the use of such media causing uncertainty is ³GH-

GUDPDWL]DWLRQ´�(49) in the sense that it subverts the theatrical illusion and is of no use for 

the text, it stimulates the audience to discover various autonomous realities on stage. At 

the same time, as well as triggering a shared experience among the audience, integration 

of the media into the play also blurs the line between authorship and spectatorship. Since 

the image that is conceived by the author and presented to the viewer by means of the 
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media is left to be interpreted by the spectators, the audience, too, is, in a sense, given the 

chance of being the author.  

Therefore, DQRWKHU�VXEMHFW�WKDW�FDQ�EH�RIWHQ�HQFRXQWHUHG�LQ�&URXFK¶V�SOD\V�DQG�D�KLJKO\�

remarkable postdramatic theatre device is the media. Concerning the use of the media in 

the foreground in postdramatic theatre, Lehmann states that 

[t]heatre here demonstrates its technical possibilities dissected into individual 
components. The theatre machinery is clearly visible. The technical workings of 
the performance are openly exhibited: cables, apparatus, instruments are not 
shamefully hidden or masked by lighting but integrated like props or almost like 
actors in their own right. (168-69) 

Within this scope, it is conceivable to affirm that the technologies of the modern world 

have affected the art of theatre immensely and have become a prominent stage apparatus, 

specifically in postdramatic theatre. Additionally, Crouch employs various media devices 

to reinforce his plays musically and visually. However, it can be argued that most of the 

time when Crouch utilises the media to subvert the concept of reality, stage is transformed 

into a multi-layered simulation. Therefore, Crouch predominantly aims at subverting the 

theatrical reality rather than enhancing the credibility of the performance by adopting the 

media. This also raises the YLHZHUV¶�awareness of the fact that they are merely watching 

a play. Nevertheless, this approach paradoxically renders the play more realistic. It might 

also be stated that the use of the media compensates for the absence of a unified structure 

in postdramatic theatre, as mentioned in the case of sympoietic systems, and this 

problematic structure also concerns the issue of narrativity due to its close connection to 

audience comprehension. Rachel Fensham explains the fragmentation within the 

narrative in postdramatic theatre by stating that  

[the] theatricality of much postdramatic performance, whether disruptive or 
flamboyant, relies heavily on interpellation of the audience as a self given over to 
the progress of events. This subjective focus has implications for both the 
construction of narrative and the effectiveness of modes of address to the audience. 
Since the narrative function is less concerned with formal coherence, narrative is 
broken into fragments, sometimes resistant to interpretation, and includes casual 
communications or reports on events that may be external to the presented reality. 
Frequently this story-WHOOLQJ� IXQFWLRQ� RI� SRVWGUDPDWLF� WKHDWUH� µPDQLIHVWV� GLUHFW�
FRQWDFW�ZLWK�WKH�DXGLHQFH�¶�KRZHYHU��VLQFH�GLIIHUHQW�UKHWRULFDO�DFWV�DUH�GLVWULEXWHG��
sometimes randomly, to people watching, their performance does not unify the 
audience. (n.p.)  
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The fragmented and disjoined narrative structure may be puzzling for the audience during 

the performance since it might impede the process of decoding rendering it more 

complicated. The importance of enriching the use of the media on stage might be 

considered a method that partially ameliorates the confusion of the audience, which even 

enables them to go through a unified and personal comprehension process. As Jürs-

Munby asserts the advance in media use on stage is a consequence of living in a 

³PHGLDWLVHG� VRFLHW\´� ������ DQG� VLQFH� WKHDWUH� LV�� LQ� D�ZD\�� D� UHIOHFWLRQ� RI� UHDOLW\�� LW� LV�

conceivable for contemporary playwrights to incorporate the media into their stages. 

Regarding how the media adoption on VWDJH�LQIOXHQFHV�WKH�DXGLHQFH¶V�SHUFHSWLRQ��'HQLV�

0F4XDLO¶V�VWDWHPHQW�DERXW�WKH�WHUPLQRORJ\�RI�7KRPDV�5��/LQGORI��ZKLFK�LV�³LQWHUSUHWLYH�

FRPPXQLW\´�DV�WKH�³VWXG\�RI�DXGLHQFH´�EHFRPHV�FULWLFDO�VLQFH�DV�0F4XDLO�VWDWHV�WKDW�³WKLV�

concept refers to shared outlook and modes of understanding, often arising out of shared 

VRFLDO�H[SHULHQFHV´�������:KHQ�WKH�UHIHUUHG�³VKDUHG�VRFLDO�H[SHULHQFH´�LV�FRUUHODWHG�ZLWK�

&URXFK¶V�XVH�RI�WKH�PHGLD�� LW�FDQ�EH�REVHUYHG�WKDW�ERWK�WKH�DXGLWRU\�DQG�YLVXDO�PHGLD�

apparatus on his stage, as well as the exterior spaces which he employs as stage 

occasionally, stimulate the emergence of a shared experience for the audience. However, 

this enhanced use of the media may lead to adverse outcomes for the audience due to its 

exhaustive impact on the viewer¶V�SHUFHSWLRQ�IURP�WLPH�WR�time a result of what Lehman 

FDOOV�WKH�³GHQVLW\�RI�VLJQV´�����, which is quite prevalent in postdramatic theatre. About 

WKH�XVDJH�RI�VLJQV�RQ�VWDJH��/HKPDQQ�DIILUPV�WKDW�³>W@KHUH�LV�HLWKHU�WRR�PXFK�RU�WRR�OLWWOH��

In relation to the time, to the space or to the importance of the matter, the viewer perceives 

D�UHSOHWLRQ�RU�FRQYHUVHO\�D�QRWLFHDEOH�GLOXWLRQ�RI�VLJQV´�������2Q�WKLV�YLHZ��WKH�H[FHVVLYH�

as well as scant use of signs in postdramatic theatre sometimes disrupts the balance and 

the circuit for the audience. They are either suffocated by the quantity of the signs or 

exposed to frivolousness when there is a deficiency of signs, which can become an 

exhausting factor for the audience.  

The use of the auditory and visual media might lay the groundwork for the spectator to 

conceive the decoded meaning, as well as contributing to the progression of the play. In 

that sense, it reinforces the authority of the audience allowing them to interpret within the 

OLPLWV�RI�WKHLU�RZQ�SHUFHSWLRQ��QRW�PHUHO\�WKH�DXWKRU¶V��7KHUHIRUH��LQ�WKH�DFWXDOLVDWLRQ�RI�

this concept, the use of the media and the signs are of crucial importance. However, 
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regarding the transmission and decoding process, intermediality enriches the autopoietic 

construction on stage. The intermedial quality of his plays therefore is quite functional in 

&URXFK¶V�WKHDWUH�LQ�WZR�ZD\V��WKH�LQWHJUDWLRQ�RI�YDULRXV�PHGLD�GHYLFHV�JHQHUDWHV�D�VSKHUH�

IRU�WKH�DXGLHQFH¶V�FRQWHPplation by stimulating their perception with the aid of audio-

visual media, and also through these apparatuses the conversion of the audience to the 

author figure is achieved. Concerning this momentous change in relation to the notion of 

intermediality, Lehmann suggests that 

[t]heatre, the art of the event par excellence, becomes the paradigm of the aesthetic. 
It no longer remains the relatively narrow institutional branch that it was but 
becomes the name for a multi- or intermedially deconstructive artistic practice of 
the momentary event. Yet it was technology and the separation and division of the 
senses in media that first called attention to the artistic potential of the 
GHFRPSRVLWLRQ�RI�SHUFHSWLRQ�� WR�ZKDW�'HOHX]H�FDOOHG� WKH� µOLQHV�RI� IOLJKW¶�RI� WKH�
µPROHFXODU¶�SDUWLFOHV�FRPSDUHG�WR�WKH�µPRODU¶�VWUXFWXUH�DV�D�ZKROH������ 

As can be discerned from the excerpt, singularity and the mass phenomena of the 

contemplation process, similar to autopoietic and sympoietic systems, and this ³FRJQLWLYH�

LPSRUW´� �(OOHVWröm 12) might be suggested as the juncture for the intellectual 

contemplation of the audience. Based on this, the increasing intermedial orientation in 

theatre further stimulates the singular and unilateral perception of the spectator, enriching 

both the complexity of the thought process and the unconscious imagination at the same 

WLPH��/DUV�(OOHVWU|P�SURSRVHV� WKH� WHUPV�³µSURGXFHU¶V�PLQG¶�DQG�µSHUFHLYHU¶V�PLQG¶� WR�

UHIHU�WR�WKH�PHQWDO�SODFHV�LQ�ZKLFK�FRJQLWLYH�LPSRUW�DSSHDUV´�������'XULQJ�WKH�FRQYH\DQFH�

of mHVVDJHV��WKH�SURGXFHU¶V�PLQG�LQLWLDWHV�WKH�PHVVDJH�WR�EH�GHOLYHUHG��+RZHYHU��DV�WKH�

VLJQLILHG�FKDQJHV�DFFRUGLQJ�WR�WKH�SHUFHLYHU��WKH�VLQJXODULW\�RI�WKH�SURGXFHU¶V�PHVVDJH�

becomes multiplied the moment the import process begins. The use of the media on stage 

also manifolds this signifying process as the enhanced stimulation allows the viewer to 

perceive the message in an autonomous way. Mary Simonson explains the collective 

consequence of using various media in a work of art by asserting that  

[b]y creating space for and highlighting these gaps ± these moments that withhold 
as much as they communicate, and that communicate withholding ± artists and 
performers generate a wealth of new expressive possibilities. These new modes of 
expression, in turn, promise new affective and perceptual experiences for 
performers and audiences alike. (5) 
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By diversifying the modes of communication and the signifying process, the producer's 

message to the crowd becomes a message to be received individually via such multiplied 

communication channels. Simonson further emphasises the important aspect of the 

utilisation of intermediality on stage in terms of its close connection to the perception of 

the audience as below: 

Peter Boenisch notes that intermediality is not just about transmission of messages, 
but also about activating audiences, inviting them into complex imagined worlds; 
it is as much a perceptual effect generated in performance as an inherent quality. 
Perhaps, then, intermediality is most potently generated in performances that 
challenge²and at times confound²WKH� DXGLHQFH¶V� H[SHFWDWLRQV� DQG�
understandings of media. (26-27) 

%DVHG�RQ�%RHQLVFK¶V�DVVXPSWLRQV�WKH�VXEWOH�GLVWLQFWQHVV�EHWZHHQ�FDXVLQJ�FRQIXVLRQ�LQ�

the audience and putting forward uncertainty for them to enhance their cognitive insight 

is also contingent on the employment of the media, and thus implicitly, intermediality. 

Technicalities aside, Crouch achieves intermediality by means of merging the art of 

theatre and elements of the media, and he portrays, through the use of the media, how the 

authority is granted to the audience by repudiating the dictating image of the author. In 

WKDW�VHQVH��&URXFK¶V�LQWHUPHGLDO�DSSURDFK�ERWK�HQKDQFHV�KLV�WKHPHV�DQG�DOORZV�KLP�WR�

reposition his audience. Hence, the way Crouch interweaves postdramatic techniques and 

intermedial aspects together will be thoroughly discussed and illustrated in the chapters 

of this thesis.  

³9LUWXDOL]DWLRQ�´�DV�SURSRVHG�E\�&KULVWRSK�+HQNH��LV�DQRWKHU�SKHQRPHQRQ�WKDW�&URXFK�

achieves in granting the authority to his audience. He suggests that what Crouch 

establishes in his play, specifically in The Author, LV�D�³YLUWXDO�DJHQF\´�IRU�WKH�DXGLHQFH�

������%\�PHDQV�RI�WKLV�YLUWXDO�DJHQF\��&URXFK�DFKLHYHV�WKH�SURFHVV�RI�³DFWXDOLVDWLRQ´�RQ�

stage and lays the groundwork for constructing a materialisation on another level. As 

Gilles Deleuze (1925-1995) contends��³>W@KH�DFWXDOLVDWLRQ�RI�WKH�YLUWXDO��RQ�WKH�FRQWUDU\��

DOZD\V� WDNHV� SODFH� E\� GLIIHUHQFH�� GLYHUJHQFH� RU� GLIIHUHQFLDWLRQ�� «� ,Q� WKLV� VHQVH��

DFWXDOLVDWLRQ� RU� GLIIHUHQFLDWLRQ� LV� DOZD\V� D� JHQXLQH� FUHDWLRQ´� ��12). Thus, it can be 

suggested that Crouch creates an altered version of reality on his stage, on which the 

audience can experience a more individual reality, by producing a multi-layered virtual 

H[SHULHQFH�� 7KLV� PHUJLQJ� FRQVWLWXWHV� D� UHFLSURFDO� DFWXDOLVDWLRQ� SURFHVV�� VLQFH� ³WKH�
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VSHFWDWRUV¶�SDUWLFLSDWRU\�DFWLRQV�actualise WKH�YLUWXDO�DJHQF\�JUDQWHG�WR�WKHP´��+HQNH�����

through the techniques Crouch employs to intellectually stimulate the audience. Thus, 

mutual interaction is made possible, and the line between authorship and spectatorship is 

once again blurred. Accordingly, it is proven that the audience exerts an influence upon 

the play as much as the author has on the viewer, and as the reciprocal influence of the 

audience increases, so does their authority. In this case, Henke explains the state of the 

DXGLHQFH� DV� DQ� DJHQW� RI� ³IHHGEDFN� ORRS´� DQG� IXUWKHU� LQGLFDWHV� WKDW� WKH\� ³PD\�KDYH� D�

JHQXLQH�LPSDFW�RQ�WKH�FRXUVH�RI�SHUIRUPDQFH´�������7KLV�VLWuation can be interpreted as 

the signifying process in the transformation of theatre from a unilateral to bilateral 

structure since the message conveyed as a sign is thus not only limited to being from stage 

to the auditorium but vice versa as well. This conveyance comprises not only cerebral 

interaction but also corporal presence in the auditorium, which grows in proportion to the 

DXGLHQFH¶V DFWLYLW\�FRHIILFLHQW��$V�H[SODLQHG�E\�(OOHVWU|P��³even though the mind and its 

cognition are founded on cerebral processes, mental activities are in no way separated 

from the rest of the body. On the contrary, I subscribe to the idea that the mind is 

profoundly embodied ± formed by experiences of corporeality´ (13). Therefore, once the 

intellectual interaction of the viewers is enhanced, their physical presence also gains 

recognition, and the audience's activity is increased without their actual participation on 

stage. White explains this interaction with the following words:  

In all of these, the invitation to the audience member to take an active choice-
making part in the performance ± what Fischer-Lichte calls role reversal ± acts as 
D�µPDJQLI\LQJ�JODVV¶�RQ�WKH�IHHGEDFN�V\VWHP�RI�SHUIRUPDQFH�DQG�WKHLU�LPSRUWDQFH�
within it. More than this, by redistributing power to these audience participants, 
this technique raises the feedback loop to the level of autopoiesis. (163) 

7KH� ³IHHGEDFN� ORRS´� GLVFXVVHG� E\� ERWK� :KLWH� DQG� +HQNH� UHYHDOV� WKH� QRWLRQ� RI� D�

reciprocal circle and emphasises that it reinforces the self-producing process alongside 

the autonomy of the spectators. On the basis of this analogy, aside from the change in the 

traditional role of spectatorship, a spatial transformation also becomes detectable in the 

auditorium because autopoietic systems have self-defined spatial borders.  Fensham and 

Henke refer to this change regarding spatial boundaries in theatre, and Fensham explains 

LW�E\�VD\LQJ��³WKLV�PHDQV�DOVR�D�FULWLFDO�VKLIW�LQ�WKH�VWUXFWXUH�RI�VSDWLDO�UHODWLRQV��VLQFH�WKH�

DFWRUV�DQG�WKH�DXGLHQFH�PRVW�RIWHQ�LQKDELW�D�µVKDUHG�VSDFH¶�ZKLFK�LQ�WXUQ�LV�FRQVWLWXWHG�LQ�
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the most palpable sense by proxemics and co-SUHVHQFH´� (n.p.). This explanation has 

parallels with the above-mentioned common space concept of Sprechraum, and while it 

establishes a sphere that expands the boundaries of stage in a way that will include the 

audience, it also transforms into a shared space for the author as well, restricting his/her 

personal space in terms of intellectual interference. The exact process of this transmission 

is explained by Erica Fisher-Lichte: 

Spatiality is generated through the movements and perceptions of actors and 
spectators. While the first strategy focuses on the process through which the 
autopoietic feedback loop brings forth spatiality, the second directs attention to the 
affective potential of the circulating energies. Finally, the third strategy engenders 
spatiality as a blend of real and imagined spaces. It identifies the performative 
VSDFH�DV�D�³VSDFH�EHWZHHQ�´��Transformative Power 114) 

As this explanation suggests, the performativity of stage increases parallel to the spatial 

activity of the audience, and the interaction between the author/actors and the audience 

changes radically not only in situational terms but also in terms of spatial conditions. In 

the augmentation of the performativity in the auditorium, virtualisation plays an important 

role due to its relevance to enhance the YLHZHUV¶ cognition. Regarding virtualisation in 

participatory theatre, Henke places emphasis on the probability of its procuring 

unpredictability on the side of the audience, which may trigger some problematic 

VLWXDWLRQV�LQ�WXUQLQJ�WKH�VSHFWDWRUV�LQWR�SDUWLFLSDQWV��D�FRPSRQHQW�RI�WKH�ZRUN�³GXH�WR�WKH�

XQSUHGLFWDELOLW\� RI� WKH� YLUWXDOL]DWLRQ´� ���-83). However, while applying this, Crouch 

includes his spectators in the play in such a way that the audiencH¶V�LQYROYHPHQW�LV�PRVWO\�

limited to the intellectual level, and this can be said to increase the predictability of the 

reciprocal interaction. Therefore, besides allowing reality to take precedence in &URXFK¶V�

theatre, WKH�VSHFWDWRUV¶�SK\VLFDO�LQDFWLYLW\�on stage precludes extrinsic effects that might 

disrupt or change the progression of the play and confuse the audience.  

Virtualisation and consciousness are intertwined with each other since the signs are 

conveyed to the audience by means of their cognitive abilities and the objective of the 

virtualised subject is thus achieved successfully. As the understanding of the viewers 

depends on how they perceive the conveyed messages, perception appears as a crucial 

H[SHULHQFH� LQ�&URXFK¶V�SOD\V�JLYHQ�KLV�GLUHFW� Lnteraction with the audience. It may be 

asserted that what the playwright attaches special importance to is the perception of the 
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spectator. He seems to consider it even more than his perception as the author since the 

individual experience is directly linked to how and what the audience perceives 

throughout the play as well as to the way they interpret it. He generally accomplishes the 

necessary equilibrium between the performers and the audience by designing a plain stage 

with minimum properties and by minimising the factors possible to distract or confuse 

the spectators. Concerning the way Crouch constructs his stage, Bottoms states that 

>E@\�PLQLPLVLQJ�VWDJLQJ�DSSDUDWXV��DQG�WKXV�DOORZLQJ�WKH�XQDGRUQHG�VLWHV�WR�µVSHDN�
IRU� WKHPVHOYHV¶�ZLWKLQ� WKH�FRQWH[W�RI� WKH�SOD\IUDPHV�KH� WHPSRUDULO\� OD\HUV�RYHU�
them, Crouch opens up the possibility for audience members to make 
circumstantial interpretations of their own. This is part and parcel of his concern to 
individualise spectatorial response ± to authorise his audience. (³Materialising´ 
448) 

So, through the reduction of stage apparatus to a minimum and the enrichment of signs 

with media devices rather than palpable properties, the VSHFWDWRUV¶� cognitive and 

intellectual capacity and, albeit indirectly, their command over the play are enhanced. 

Therefore, in relation to the notion of spectatorial response on the intellectual level, White 

writes that ³WKH� SDUWLFLSDQW� LV� VLPXOWDQHRXVO\� the performer, the one who enacts the 

performance through choice, the performance that emerges from their own body and the 

audience DV�WKH\�YLHZ�LW´��������&RQVHTXHQWO\� one may state that the phenomenon of 

SHUFHSWLRQ�DQG� WKH�XQFRQVFLRXV�RI� WKH�VSHFWDWRU�DUH�RI�FUXFLDO� LPSRUWDQFH� LQ�&URXFK¶V�

theatre in this fluctuating transition between the participant and the performer. 

The theory of autosuggestion, proposed by the French pharmacist and psychologist Émile 

Coué (1857-�������LV�RQH�RI�WKH�PRVW�GHWHUPLQLQJ�LQIOXHQFHV�RQ�&URXFK¶V�SHUVSHFWLYH�RQ�

his audience since it focuses on the alternating individual perception. In light of the stated 

DVSHFWV�RI�KLV�ZULWLQJ��&URXFK¶V�SOD\V�GHPRQVWUDWH� KRZ�WKH�VXEMHFW�PDWHULDO itself can 

UHSODFH�WKH�DXWKRU�WKURXJK�WKH�DXGLHQFH¶V�DFWLYH�FRQWULEXWLRQ�WR�WKH�SOD\�RQ�stage, and the 

spectators can deconstruct or reshape the play as self-producing components. To 

comprehend how Crouch implements the notion of autosuggestion on his stage, it is 

FULWLFDO�WR�H[DPLQH�&RXp
V�GHILQLWLRQ�RI�VXJJHVWLRQ��ZKLFK�LV�³WKH�DFW�RI�LPSRVLQJ�DQ�LGHD�

RQ� WKH� EUDLQ� RI� DQRWKHU´� ����� (YHQ� WKRXJK� WKLV� H[SODQDWLRQ� VHHPV� WR� LPSO\� D� NLQG� RI�

passivity attributed to the audience, autosuggestion can be claimed to set forth almost the 

RSSRVLWH�EHFDXVH�³>V@XJJHVWLRQ�GRHV�QRW�LQGHHG�H[LVW�E\�LWVHOI��,W�GRHV�QRW�DQG�FDQQRW�H[LVW�
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except on the sine qua non-condition of transforming itself into autosuggestion in the 

subject. This latter word may be defined as the implanting of an idea in oneself by 

RQHVHOI´��&RXp�����7KXV��DV�DXWRVXJJHVWLRQ�LV�WKH�LPSOHPHQWDWLRQ�WKDW�LV�SHUIRUPHG�E\�WKH�

self, this technique in a way renders the spectator more authoritative concerning the 

notion of cognition. This interaction between the audience and the author can be further 

analysed within the scope of the way the comprehension process takes place in the 

auditorium. White elaborates on the idea of self-implementation as below:  

The experience of perceiving and accepting an invitation is, at basis, an experience 
of self-agency, but it will often contain moments when an intuition occurs that a 
route has been pre-planned for us, that our actions have been pre-conceived. At 
moments like this self-agency is inflected with something different, with a feeling 
WKDW�LW�LV�GLOXWHG��DQ�LQWHQWLRQDOLW\�EDVHG�RQ�DQ�DZDUHQHVV�RI�DQRWKHU¶V�LQIOXHQFH�LQ�
shaping our actions. (185) 

When the author initiates the signifying process for the viewers, it is the perception of the 

audience that enables them to perceive the suggested idea through both linguistic and 

visual receptors. While doing so, they shape the signs unconsciously in accordance with 

their own perception as a result of the interference of the unconscious with the conscience. 

Therefore, it is also crucial to realise the function of the unconscious to control the process 

of autosuggestion. Within this context, Coué draws a strong connection between the 

unconscious and autosuggestion. He states that 

as it is the unconscious that is responsible for the functioning of all our organs but 
the intermediary of the brain, a result is produced which may seem rather paradoxical 
to you: that is, if it believes that a certain organ functions well or ill or that we feel 
such and such an impression, the organ in question does indeed function well or ill, 
or we do feel that impression. (4-5)  

,Q�&RXp¶V�PLQG��WKH�XQFRQVFLRXV�LV�VXFK�D�VWURQJ�PHFKDQLVP�WKDW�LWV�HIIHFW�LV�H[SODLQHG�

WKURXJK�KRZ�LW�DIIHFWV�WKH�ERGLO\�RUJDQV��,Q�&URXFK¶V�WKHDWUH��WKH�XQFRQVFLRXV�EHDUV�Jreat 

significance in terms of the audience as well, almost as if their perception is responsible 

for the functioning of the theatre. Hence, it is plausible to state that Crouch makes use of 

theatre as an organ that interferes with the subconscious of the receiver or perceiver. 

However, while doing this, instead of forcing on his own thoughts, he allows the audience 

to experience autosuggestion by activating their own unconscious.  
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Coué emphasises that in the functioning of autosuggestion the most effective and 

significant device is the imagination. Accordingly, the techniques Crouch employs on his 

stage are mostly designed to stimulate the DXGLHQFH¶V� imagination. However, the most 

VLJQLILFDQW�UHVXOW�RI�&URXFK¶V�HPSOR\PHQW�RI�DXWRVXJJHVWLRQ�LV�WULJJHULQJ�WKH VSHFWDWRUV¶�

imagination in a peculiar way so that it functions as an individual perception rather than 

a collective one. Consequently, he enables them to feel unfettered during this process 

instead of experiencing a thought process dictated and limited by someone else. Coué 

explains the conflict between the LPDJLQDWLRQ�DQG�ZLOO�E\�DVVHUWLQJ�WKDW�³ZH�ZKR�DUH�VR�

proud of our will, who believe that we are free to act as we like, are in reality nothing but 

wretched puppets of which our imagination holds all the strings. We only cease to be 

SXSSHWV�ZKHQ�ZH�KDYH�OHDUQHG�WR�JXLGH�RXU�LPDJLQDWLRQ´����� Within this scope, Crouch 

guides the audience to have control over their own consciousness by using this 

phenomenon of autosuggestion effectively and equalising the interference between the 

auditorium and stage on an intellectual level.  

More importantly, while doing this, Crouch also criticises and questions the above-

mentioned problematic situation of being the puppets of the author, which allows the 

imagination to function only within the limits of the written and staged. Therefore, Crouch 

creates a space where his audience is encouraged to realise the power of the imagination, 

and he further demonstrates how autosuggestion can tamper with the perception of the 

individual. Most importantly, he provides them with a space in which they can 

comprehend their unconscious and be liberated from being puppets. Within this scope, 

5RODQG� %DUWKHV¶V� �����-������ WKHRU\� ³WKH� GHDWK� RI� WKH� DXWKRU´� FDQ� EH� GLVFXVVHG� LQ�

relation to CrouFK¶V�WKHDWUH��%DUWKHV�FULWLFLVHV�OLPLWLQJ�WKH�PHDQLQJ�RI�D�ZRUN�RQO\�WR�LWV�

SURGXFHU�E\�VWDWLQJ��³DV�LI�LW�ZHUH�DOZD\V�LQ�WKH�HQG��WKURXJK�WKH�PRUH�RU�OHVV�WUDQVSDUHQW�

DOOHJRU\�RI�WKH�ILFWLRQ��WKH�YRLFH�RI�D�VLQJOH�SHUVRQ��WKH�DXWKRU�µFRQILGLQJ¶�LQ�XV´����3). 

Thus, he foregrounds the idea that what a work signifies is not limited to what the author 

suggested; the perception of the receiver should also be counted. Therefore, he propounds 

WKLV�QHHG�IRU�WKH�³GHVDFULOL]DWLRQ�RI�WKH�LPDJH�RI�WKH�$XWKRU´ (144). This is indeed what 

&URXFK�IRUHJURXQGV�ZKLOH�ZULWLQJ�DQG�VWDJLQJ�KLV�SOD\V��%\�³GHVDFUDOLVLQJ´�KLPVHOI�DV�

the author, he manifests how the perception of the audience can influence what the author 

has produced.  
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Although Barthes lays emphasis on this phenomenon from the perspective of the reader 

and the novel writer, it also applies to the ideology that Crouch highlights. Barthes 

explains the development of this situation as follows:   

Classic criticism has never paid any attention to the reader; for it, the writer is the 
only person in literature. We are now beginning to let ourselves be fooled no longer 
by the arrogant antiphrastical recriminations of good society in favour of the very 
thing it sets aside, ignores, smothers, or destroys; we know that to give writing its 
future, it is necessary to overthrow the myth: the birth of the reader must be at the 
cost of the death of the Author. (148, italics mine) 

&RQVLGHULQJ�%DUWKHV¶V�VWDWHPHQWV��LW�FDQ�EH�DVVHUWHG�WKDW�ZKDW�gives meaning to the text 

OLHV�LQ�WKH�WRWDOLW\�RI�WKH�PHDQLQJV�RFFXUULQJ�LQ�WKH�UHDGHU¶V�PLQG��7KHUHIRUH��LI�WKLV�WKHRU\�

LV�WR�EH�DSSOLHG�WR�WKH�ZD\�&URXFK¶V�SOD\V�LQWHUIHUH�ZLWK�WKH�VSHFWDWRUV¶�SHUFHSWLRQ, what 

constitutes the meaning of the play is what the audience comprehends more than what the 

DXWKRU�KDV�ZULWWHQ��,Q�WKLV�VHQVH��KRZ�&URXFK�³UHGHILQHV´�WKHDWUH�JDLQV�FUXFLDO�LPSRUWDQFH��

$V�øOWHU�VXJJHVWV��³>L@Q�HVVHQFH��&URXFK�UHGHILQHV�µWKH�VXEMHFW�RI�WKHDWUH�>DV@�ZKDW�KDSSHQV�

in the audience; and the object oI�WKHDWHU�>DV@�ZKDW�KDSSHQV�RQ�WKH�VWDJH¶´��������7KXV��

the flow of conveyance shifts from the auditorium to stage, instead of vice versa, 

rendering the audience the transmitter source and stage the recipient space. As a result of 

this alteration, the emancipation of the audience is achieved as the authoritative 

components in the theatre. As Rancière puts forward, 

[e]mancipation begins when we challenge the opposition between viewing and 
acting; when we understand that the self-evident facts that structure the relations 
between saying, seeing and doing themselves belong to the structure of domination 
and subjection. It begins when we understand that viewing is also an action that 
FRQILUPV� RU� WUDQVIRUPV� WKLV� GLVWULEXWLRQ� RI� SRVLWLRQV�� «� 6KH� SDUWLFLSDWHV� LQ� WKH�
performance by refashioning it in her own way ± by drawing back, for example, from 
the vital energy that it is supposed to transmit in order to make it a pure image and 
associate this image with a story which she has read or dreamt, experienced or 
invented. They are thus both distant spectators and active interpreters of the spectacle 
offered to them. (13)  
 

Crouch revises the objective of the audience by activating the dormant function and value 

of viewing, rendering them authoritative components capable of defining their own 

SHUVRQDO�VSDFHV�DV�³GLVWDQW�VSHFWDWRUV´�DQG�PRGLI\LQJ�WKH�SURSRVHG�PHVVDJH�DV�³DFWLYH�

inWHUSUHWHUV�´ The writer strikes a balance between the two binaries of being passive, or 

distant, and active VXFFHVVIXOO\� E\� UHVSHFWLQJ� WKH� DXGLHQFH¶V� SHUVRQDO� VSDFH� LQ� WKH�
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auditorium and encouraging them to transcend beyond the boundaries imposed by the 

author on an intellectual level. However, as mentioned above, with postdramatic theatre, 

not only spectatorship as a concept but also stage as a space is revised, and the concept 

of emancipation is thus problematised regarding spatial and cognitive aspects.  

For this reason, how Crouch prioritises the audience¶V�SHUFHSWLRQ is addressed extensively 

within the context of his plays My Arm, An Oak Tree, and ENGLAND in the following 

chapters of this thesis. In the first chapter, My Arm is analysed within the scope of 

representation, and how Crouch maximises the impact of the minimised stage on his 

audience is scrutinised by focusing on the techniques Crouch uses such as intermediality, 

non-coincidental portrayal and spatial/temporal layers. Also, the chapter highlights the 

idea that by performing the play through the objects collected from the audience, Crouch 

manifests the critical role of the audience in his theatre. The second chapter analyses An 

Oak Tree by predominantly focusing on ePLOH�&RXp¶V�WKHRU\�RI�DXWRVXJJHVWLRQ�UHJDUGLQJ�

CrouFK¶V�LPSOHPHQWDWLRQ�RI�WKH�QRWLRQ�RI�WUDQVIRUPDWLRQ��,W�LV�GLVFXVVHG�WKDW�E\�PHDQV�RI�

self-hypnosis Crouch encourages his audience to discover their own illusions so that they 

can create their own stories. As for the third chapter, the focus of which is ENGLAND, it 

argues that by transforming the audience into a character in the story, the audience 

experiences the dynamism between the agency of the actor and the spectators. It is 

expressed that by giving the spectators the power to translate what the author says, Crouch 

puts forward the authorship of the audience rather than himself as the writer of the play.  

Consequently, in all three plays, the transition between the concepts of authorship and 

authority will be scrutinised by mainly concentrating on to what extent it appears as a 

problematised and ambiguous phenomenon and using the theories of emancipation, death 

of the author and autosuggestion.  
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CHAPTER I:  

REPRESENTATION AS AN AGENT FOR SELF-CREATION IN  

MY ARM 

 

Art, it is said, is not a mirror, but a hammer: it does not reflect, it shapes. 

                                                                                                                        Leon Trotsky 

Different people will understand the same thing in a different way.  

Sol LeWitt 

My Arm (2003), being the first play written by Crouch, marks WKH�ZULWHU¶V�transformation 

from an actor to a withstanding theatre-maker1. Though Crouch proceeds his acting career 

in his own plays, the way he performs on stage is disparate from his preceding experiences 

in their lacking figurativeness, which is a deliberate omission��&URXFK¶V�SULPDU\�REMHFWLYH�

is not to convince the audience through the verisimilitude of the acting by employing an 

authentic exhibition, but to encourage them to contemplate by inducing the viewer to find 

out their own realities according to their own perception. OndĜej Pilnê articulates 

&URXFK¶V�GLVWLQFWLYH�portrayal while demarcating the line between realism and reality on 

stage��KLV�³DEVROXWH�UHIXVDO�RI�LOOXVLYH�WKHDWUH´�(131) E\�VD\LQJ�WKDW�³his work has been 

stripping bare the fundamentals of theatre and articulating a rejection of verisimilitude in 

IDYRXU�RI�DQ�DFWLYH�HPSOR\PHQW�RI�WKH�VSHFWDWRUV¶�LPDJLQDWLRQ´��131-32). Through this 

liberating positioning, the play, ³has the potential to allow dissensus, rather than to 

enforce consensus´�(White 24). At that point, the concept of authority comes to the fore 

as, by constructing the suitable base for his viewer to function autonomously through 

contemplation, Crouch constitutes an equilibrium of authority. This approach can be 

analysed in a multifaceted way in his initial play, My Arm2. Thus, this chapter aims to 

 
1Jack Belloli contends that ³his >&URXFK¶V@�sustained commitment to collaboration and his preference for 
describing himself as a theatre-maker rather than a playwright means that this association is too neat in his 
FDVH´�����. Therefore, even this description shows that the writer does not see himself as the sole creator or 
authority figure of his work. 
2 The play was first staged at the Traverse Theatre at the Edinburgh Festival 2003. 
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analyse My Arm by primarily focusing on the notion of representation WR�GLVFXVV�&URXFK¶V�

approaches in authorising his VSHFWDWRUV�DQG�DFWLYDWLQJ�WKH�YLHZHUV¶�LPDJLQDWLRQ� 

The play revolves around the life of a boy who decides to hold his arm above his head 

when 10 years old and perpetuates this bizarre act for the rest of his life, even after it 

becomes a life-threatening situation. This preposterous behaviour that the writer 

construes as fecklessness can be claimed to evolve from WKH� FKDUDFWHU¶V� lack of 

confidence, as he unwittingly seeks to restore his faith by pushing the limits of his body. 

Surrounded by deprecating people in his circle, the character ILQGV�D�ZD\�WR�JHW�SHRSOH¶V�

attention by being eccentric. Crouch explains the motivation behind this act by saying 

that ³>W@KH�ER\�GRHV�LW�VXEFRQVFLRXVO\��'RHV�QRW�KDYH�D�UDWLRQDOH��1HHG�WR�EH�UHFRJQLVHG�

as putting hand up is a very universal gesture for recognition. It means µSee me¶´�

(³Athens´��������� ± 28). Therefore, being referred to DV�³WKH�ER\�ZLWK�WKH�DUP´��My 

Arm 32) starts to feel like an achievement the more he is noticed by the people around 

him. As the SURWDJRQLVW¶V health begins to deteriorate due to the complications developing 

in his arm, his value not as a human being but as an art object commences to rise 

proportionally and quite ironically. Crouch adverts to various facets of artistic approaches 

E\�PHDQV�RI�WKH�ER\¶V�EURWKHU, Anthony, who becomes an art student but fails to monetise 

it, and their friend, Simon, who pretends to be an art student and contrives to make a 

fortune as DQ� ³artist.´ This ironic reverse turn in AntKRQ\� DQG�6LPRQ¶V�RFFXSDWLRQ� LV 

significant UHJDUGLQJ�&URXFK¶V�HPSKDVLV�on the economic and representational meaning 

attributed to artists and art. The arm of the boy is the embodiment of this subject matter 

containing the art and the artist within.  

My Arm opens with the performer collecting various objects from the audience 

pinpointing WKDW� WKH\� ³DUH� LQ� QR�ZD\� UHSUHVHQWDWLRQDO´� �My Arm 24). In the note part 

provided to the audience, Crouch remarks WKDW�³My Arm is partly about giving ordinary 

WKLQJV� H[WUDRUGLQDU\� VLJQLILFDQFH´� �My Arm 24). By this, he accentuates the YLHZHU¶V�

tendency to ascribe meaning to the objects collected from them. Also, the play itself 

revolves around the arm WR�ZKLFK�³H[WUDRUGLQDU\�VLJQLILFDQFH´�LV�JLYHQ�E\�WKH�HQG�RI�WKH�

play. Therefore, My Arm, with both its technical qualities and story, can be said to be 

based on the above notion Crouch highlights. The author adverts to the narration he 

employs during the performance in an interview with Aleks 6LHU]�E\�VD\LQJ�WKDW�³My Arm 
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is really a very traditionaO�SLHFH�RI�ZRUN��LW¶V�D�VWRU\WHOOLQJ�SLHFH��,�ZDQGHU�RQ�WKH�VWDJH��

usually from the audience as much as possible, and I tell an autobiographical tale, in the 

ILUVW�SHUVRQ��DERXW�PH�OLYLQJ�ZLWK�RQH�DUP�DERYH�P\�KHDG�XQWLO�,�GLH´�������7KH�SOD\¶V�

enunciation as an autobiographical one causes the audience to suppose that the performer, 

Crouch, is narrating his authentic life story. As ølter points out�� ³>W@KH� VKDUHG�

characteristics between Crouch and the fictional character coincide with his first-person 

narrative to lead many in the audience to assume that Crouch is telling an 

DXWRELRJUDSKLFDO�VWRU\´��������Creating such an impression even before the beginning of 

the performance, Crouch unveils his objective to produce an environment for the spectator 

to construct meaning autonomously. While the similitudes between Crouch and the 

fictional character induce the spectator to surmise the play as an autobiographical one, 

the distinct features enhance the degree of uncertainty felt by the audience. ølter highlights 

this deliberate uncertainty by saying, ³[t]his [the audience¶V assumption that the story is 

an autobiographical one] is despite the fact that Crouch never raises his own arm above 

his head. He eventually diVVROYHV�WKH�DXGLHQFH¶V�XQFHUWDLQW\�E\�VKRZLQJ�RII�D�ILQJHU�WKDW�

KDV�VXSSRVHGO\�EHHQ�DPSXWDWHG´��������:KLOH�³GLVVROYLQJ´�WKH�XQFHUWDLQW\�FDXVHG�E\�WKH�

issue of categorisation, the presence of the finger initiates a new type of ambiguity; as the 

viewers fathom the fact that the story is not autobiographical, they are dragged into a 

suspicion about the reliability of the narration, which Crouch explains as below: 

Obviously my finger has, of course, not been removed. And it might be for some, or 
for many who do not know my work or do not know me, it might be the first time 
they understand the story might not be true. And this is a quintessential moment of 
theatre for me. This is the moment of theatre which is a transformation that has a 
physical container that looks nothing like the thing it says it represents. In this playful 
QDWXUH�LW¶V�DFWXDOO\�D�ILQJHU�UHSUHVHQWLQJ�D�QRQ-finger, which is as pure as you can 
come, almost, in that relationship. (³Navigating´�66) 

In this respect, the writer delves into the layers of representation with miscellaneous 

conduct, thereby dealing with not only the transformed representations of the existing 

articles but also the transformation from absence to presence in relation to the 

phenomenon of representation. %HLQJ�D�³TXLQWHVVHQWLDO´�PRPHQW�IRU�KLP��RQH�RI�WKH�PRVW�

compelling aspects of such a transformation is about how this shift is achieved on the 

DXGLWRULXP¶V�HQG��LQVWHDG�RI�WDNLQJ�SODFH�RQ stage. In relation to achieving representation 

through the non-existent, aside from the finger, there is also a scar on the back of the 
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protagonist that forms after the boy goes through an operation because of a ruptured 

spleen. To show this to the audience, ³>W@KH�SHUIRUPHU�OLIWV�XS�WKHLU�VKLUW�WR�VKRZ�WKHLU�

EDFN´� �My Arm 43). For all that the performer does not have a scar on his back, the 

audience leans forward with the intention of seeing it there (Crouch, ³1DYLJDWLQJ´�66). 

As expected, the absence of the alleged scar on the SHUIRUPHU¶V�back also prevents the 

audience from getting confused by reminding them that although the play is propounded 

as an autobiographical one, it is not so. However, these contradictions intensify the 

uncertainty to a particular level, leading the audience to feel the need to consult their own 

rationale to be able to figure out the story as also highlighted by Helen Iball: 

[W]hen FRQIURQWHG�E\�WKH�HYLGHQFH�WKDW�&URXFK¶V�ILQJHU�KDV�QRW�EHHQ�DPSXWDWHG��
there may be a shadow of doubt. The distancing techniques of gestus when combined 
with confessional/autobiographical performance is unsettling in a particular way, 
given this uncertainty over whether the actors are speaking about themselves: the 
status of the stories they tell disturbed by the tone of reported action with its often 
sunny and reassuring facial expressions and usually calm delivery. This meeting of 
autobiographical performance and gestus interrupts audience expectations. It is a key 
PHDQV�E\�ZKLFK�HPSDWK\�LV�VLGHVWHSSHG��µ7LP¶V¶�FRQIHVVLRQ��LI�ZH�UHFRJQLVH�WKDW�LW�
LV�QRW�7LP¶V�FRQIHVVLRQ��LV�WKH�NLQGOLQJ�RI�RXU�VKDPH������0) 

The specific type of shame Iball mentions above looms out of a sense of responsibility 

EDVHG� RQ� ³WKH� LQIRUPHG� RU� HQJDJHG� XQGHUVWDQGLQJ´� RI� WKH� DFWRU� DQG� the spectator 

(Mumford 64). This creates uncertainty among the spectators as the narrated feelings are 

endorsed disparately from their expectations. In this regard, Iball calls attention to 

&URXFK¶V�LQVSLUDWLRQ�IURP�%UHFKW¶V concept of empathy (440), which Mumford explains 

as WKH�³VRFLDOO\�FULWLFDO�DFWRU´�that emerges ³when the epic spectator and actor have an 

emotional response that is diametrically opposed to that of the character´������ Crouch, 

too, alienates the performers from emotions; however, while doing this, he estranges the 

performers from much of the action as well. By rendering his audience more responsible 

over the action taking place on stage, Crouch expects his audience to be more active, and 

the missing scar on the performer¶V�EDFN, the presence of the finger that is allegedly cut 

off aQG�PRVW�LPSRUWDQWO\��WKH�SHUIRUPHU¶V�QRW�Uaising his arm are significant indicators of 

this objective. &URXFK¶V�SOD\IXOQHVV�FRQFHUQLQJ�WKH�GLVFUHSDQF\�EHWZHHQ�ZKDW�LV�RUDOO\�

articulated and physically performed initiates the DXGLHQFH¶V�agency of contemplation as 

they are supposed to deconstruct the signified, instead of passively observing the action 

on stage. Therefore, one may assume that Crouch attempts to permute the inactivity in 
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the auditorium through the non-enacted act of the performer. In one of his keynotes, the 

writer H[SODLQV�WKDW�KH�LV�³LQWHUHVWHG�LQ�WKH�GLVWDQFH�EHWZHHQ�ZKDW�ZH�VD\�VRPHWKLQJ�LV�

DQG�ZKDW�LW�DFWXDOO\�LV´��³.H\QRWH´�����00:02:19 ± 25). When the arm is enunciated to be 

raised but not physically raised, or the supposedly amputated finger is revealed, it is not 

only about the distance between the enunciated and the demonstrated but also the distance 

between the signified and the perceived. Thus, the distance resulting from the 

similar/distinctive features and the actions between the performer and the boy has a direct 

influence on the spectators regarding the distance between the signified and the received 

message. Creating such a distance intentionally, Crouch renders his viewer more active 

and authoritative in the creation of meaning as what really matters in My Arm is what and 

how the audience perceives the action. Though the main source of action is not usually 

the spectator in Crouch¶V theatre, it is adopted as an instrument for it to be utilised in the 

auditorium. To elucidate with the ZULWHU¶V�own words, when he (as a performer) lifts his 

shirt and reveals the non-H[LVWLQJ� VFDU�� ³>W@KH� DXGLHQFH� JHQHUDWHV� D� VFDU� RQ� KLV� EDFN´ 

(³Role´ 00:05:24 ±26). With the power to produce something non-existent, he emphasises 

WKH�DXGLHQFH¶V�HTXDOLW\�LQ�FUHDWLQJ� Therefore, just like how the authentic purposes of the 

collected objects are obfuscated, the viewer witnesses the alteration in the meaning of the 

autobiographical. To be more specific, as no object serves its main purpose, the 

autobiographical naming of the story outstrips its main objective and prompts the 

audience to question the categorisation of the play. Hence, it can be suggested that the 

minute the play opens, the audience is triggered WR� ³PDNH� WKH� MRXUQH\� WKHPVHOYHV´�

�³.H\QRWH´���� 00:04:04 ± 06). The journey begins when the spectator starts to question 

what kind of play they are watching, and this scepticism prevails throughout the play. 

To determine what type of play My Arm is some of its technical aspects can be analysed 

within the scope of postdramatic theatre; however, it is important to note that the play is 

not to be directly categorised as a postdramatic work, as emphasised by øOWHU��³RQH�RI�WKH�

PRVW� LQWULJXLQJ� DVSHFWV� RI� &URXFK¶V� WKHDWUH� LV� WKDW� LW� GRHV� QRW� HDVLO\� ILW� LQWR� HLWKHU�

µGUDPDWLF¶� RU� µSRVWGUDPDWLF� WKHDWUH¶� FDWHJRULHV´� ����). The objects used on stage are 

minimised as much as possible, which facilitates the objects collected from the audience 

to be centralised throughout the performance. While the big screen located at the back of 

the stage is being utilised to show some clips related WR� WKH� ER\¶V� HDUO\� FKLOGKRRG�
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memories, a small television is connected to a camera through which the spectators see 

the details shown by the performer. There is also a table onto which the objects collected 

from the spectators are discernibly placed, along with a doll which represents the boy. 

The minimal stage equipment allows more room for the audience to observe and interpret 

in line with their own way of perception. The scarcity of the props conversely indicates 

the rich potential of the room for the YLHZHUV¶�imagination.  

Another significant postdramatic technique through which Crouch broadens the 

intellectual space for his viewer is the use of silence. He says: ³)RU�WKDW�PRPHQW��ZH�KDYH�

to go to the Great Silence of 1973. A silence far longer than is bearable´��My Arm 28), 

also expounding the rationale behind this long break: 

In my work, I am trying to minimise the division between the stage and the audience. 
WhiOVW� WKH�SHUIRUPHU�LV� LQ�D�SURPLQHQW�DQG�DFWLYH�SHUIRUPDQFH�µPRGH¶�� WKHUH�LV�D�
clear status division. When that prominence is reduced, when physical 
transformation is limited, I hope that this status division somewhat flattens out and 
that the relationship EHFRPHV�PRUH�GHPRFUDWLF��,�GRQ¶W�WLPH�WKH�VLOHQFH�LQ�My Arm ± 
it was once five and a half minutes in Ireland. When I wrote the stage direction for 
that moment, I was excited that I should be able to allow audience members to look 
out of that silence and not feel that I have to do anything. I think it is OK for people 
to sit in silence for a few minutes. Also, there are expectations when you go to the 
theatre that the performers should be working very hard for your entertainment; I 
want to question this. ThiV�WKHPH�RI�DFWRUV¶�DJHQF\�YHUVXV�DXGLHQFH�DJHQF\�LV�SUHVHQW�
in all my work. (399) 

&DOOLQJ�DWWHQWLRQ�WR�WKH�ZRUG�³GHPRFUDWLF�´�WKURXJK�WKH� LQWHUDFWLRQDO�GLVWDQFH�EHWZHHQ�

stage and the auditorium, Crouch divulges his intention to create equilibrium in theatre, 

similar to what Jacques Rancière suggests in The Emancipated Spectator�� ³HTXDOO\�

FDSDEOH�RI�XVLQJ�WKH�SRZHU�HYHU\RQH�KDV�WR�SORW�KHU�RZQ�SDWK´�������By minimising this 

³DFWLYH� SHUIRUPDQFH PRGH�´� he enhances the YLHZHU¶V� intellectual activity. 

Correspondingly, the SHUIRUPHU¶V�silence in My Arm alludes to the elevated voice of the 

audience in the sense that the minimisation of representation on stage maximises the 

intellectual authoring in the auditorium. Consequently, the division between the agencies 

of the actors and the audience appears as a dominant notion regarding the authority 

granted to the spectator even through subtle indicators such as the silence of the 

performer.  
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The doll placed on the table is noteworthy as the performer utilises it as an instrument to 

HQDFW�WKH�DFWLRQ��³>W@KH�SHUIRUPHU�VWDUWV�WR�SDQW�KHDYLO\��PRYLQJ�WKH�GROO�LQ�WLPH�WR�WKH�

EUHDWK´ (My Arm 26). Such gesticulation through the doll, instead of acting of the 

performer, implies that the centre of action, along with the process of meaning transfer, 

has been altered, as the performer is not at the centre of it but is rather a contributor to its 

continuation DQG�GHOLYHUDQFH�WR�WKH�VSHFWDWRU��7KH�GROO¶V�FRUUHVSRQGLQJ�HQDFWLQJ�WR�WKH�

narrative also brings forward disparate aspects to the play concerning the phenomenon of 

representation. This multi-layered issue of representation may raise questions such as: 

Does the performer enact the doll? Or, does the doll embody the protagonist narrated by 

the performer? Furthermore, the doll problematises the concept of attribution on another 

level, as when the boy is given a doll by Mrs Williams, a children¶V psychiatrist, (My Arm 

32), a completely random object is utilised while the actual doll that represents the boy 

remains on the table: ³6KH�JDYH�PH�D�VPDOO�GROO�WR�NHHS�± An object is held up where it 

FDQ�µVHH¶�WKH�SHUIRUPHU´ (My Arm 32). Such an awkward and ironic employment shows 

that not only are the collected objects nullified from their original meanings, but also the 

permanently used doll, representing the boy, has no function as a doll. Through this many-

layered chain of representation, as expressed in the introduction of the present study, 

Crouch keeps from inducing confusion and aims to ensure a convenient space for 

contemplation in which the audience would determine the boundaries themselves, rather 

than constructing a definitive and demarcated space. Hence, the subject matter of 

representation comes forth as a momentous issue in My Arm. 

As a theatre-maker, Crouch is not interested in what the objects represent intrinsically. 

Instead, what really matters for him is what the audience associates with the objects and, 

even more importantly, how the process of association functions for each spectator in the 

auditorium. Therefore, the phenomenon of representation bears a duality in its semantic 

relevance to the thematic framework: first, the assertion of authority endowed to the 

audience by their individual interpretation of objects and, secondly, the dangerous 

consequences of meaning attribution in art are dealt with in the play. Crouch touches on 

both the former and the latter in the introduction part: ³There is a measured, haphazard 

quality to how these objects are given aesthetic significance by the events with which 

WKH\�EHFRPH� LQYROYHG´��My Arm 24). As the SURWDJRQLVW¶V�arm gains an artistic value 
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while losing its intrinsic significance and original function along with its aesthetic 

integrity, the play explores the issues of exceeding ethical limits by means of the defiled 

function of the arm due to its objectification as an art object. For this reason, the arm itself 

develops into an effective symbol associated with the theme of representation, almost like 

a manifestation of the commodification of art. Analogous to the objects collected from 

the audience, according to Crouch, the arm ³is given aesthetic significance by the events 

ZLWK�ZKLFK� LW� EHFRPHV� LQYROYHG´ (My Arm 24). My Arm, therefore, presents a multi-

layered ramification about the representation of ethical situations concerning art mainly 

focusing on the exploitation of the art object that enhances its aesthetic significance while 

reducing WKH�SURWDJRQLVW¶V�YDOXH�DV�D�KXPDQ being.  

:KLOH�WKH�GROO¶V�DUP�UHPDLQV�DERYH�LWV�KHDG�XQWLO�WKH�HQG�RI�WKH�SOD\, Crouch does not 

attempt to raise his arm as narrated once. The only time the performer uses his arm is 

when KH� GHPRQVWUDWHV� $QWKRQ\¶V� DUP�� ³7KLV� LV� $QWKRQ\¶V� KDQG�� 7KH� KDQG� RI� WKH�

SHUIRUPHU´��My Arm 27). Yet in order not to confuse the audience with WKH�SHUIRUPHU¶V�

demonstration of Anthony, for the viewer not to reach the opinion that the performer is 

enacting the brother, Anthony is also assigned an object subsequently, along with the 

other characters. The text reads: ³$QG�WKURXJKRXW�WKLV�SHULRG�$QWKony±Anthony object´�

(My Arm 34). This situation propounds that the arbitrariness in the play is not limited to 

the objects; the performer almost has equal meaning and function as the objects collected 

IURP� WKH� DXGLHQFH�� /LNHZLVH�� WKH� SHUIRUPHU¶V� FRQVLVWHQW XVH� RI� ³,´� ODQJXDJH�� that is 

internal language, HYHQ�ZKHQ� VKRZLQJ� WKHLU� DUP� DV�$QWKRQ\¶V�� JHQHUDWHV� D� IHHOLQJ�RI�

uncertainty for the spectators. As mentioned in the introduction, while restraining from 

causing confusion, Crouch ILQGV� XQFHUWDLQW\� XVHIXO� LQ� WULJJHULQJ� WKH� VSHFWDWRUV¶�

contemplation. Therefore, he makes use of the notion of representation to create 

uncertainty on so many levels comprising the doll, the performer and the objects 

intertwined with one another in terms of the events/things and the characters they 

represent. As also highlighted by Pilnê��³>L@W� LV�FOHDU� WKDW�ZKLOH� WKH�SOD\� LV�EDVHG�RQ�D�

coherent, chronologically ordered narrative��«�it raises a complex set of questions about 

the nature of theatrical represHQWDWLRQ´��������%DVHG�RQ�WKLV��LW�FDQ�EH�LQIHUUHG� WKDW� WKH�

consistency of the narrative structure is eventually convoluted through the deliberate 

discrepancies between the narrated and the narrator. The use RI�³,´�language and the fact 
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that the protagonist is not ascribed a name enhance the complexity of the questions about 

³WKHDWULFDO�UHSUHVHQWDWLRQ�´� 

Analogously, the issue of lifting the arm creates an interesting depth regarding enacting 

and narration as Crouch recounts, making some of the audience members ask questions 

about whether it is difficult to keep the arm overhead throughout the performance. This 

crux is explained by Bottoms in the introduction part��³>\@HW�WKH�SHUIRUPHU�KLPVHOI�QHYHU�

raises his arm above his head±so that a nagging question arises over the relationship 

EHWZHHQ�ZKDW�LV�GHVFULEHG�DQG�ZKDW�LV�VHHQ´���3). This dichotomy is not merely about the 

narrated and the demonstrated; ZKDW� LV� SHUFHLYHG� LV� DOVR� LQFOXVLYH� RI� %RWWRPV¶s 

explanation. The deliberate lack in the gesticulation of the arm is one of the subtle 

indicators in the play that the ideas are not presented to the audience as readymade 

concepts; Crouch exhorts his spectators to question the displayed and the uncharted 

simultaneously. He H[SODLQV�KLV�UDWLRQDOH�E\�VD\LQJ�WKDW�³WKH�DXGLHQFH�LV�ZKHUH�WKH�DFWLRQ�

should be in a theatre piece, not in the actors, but in the audience. Not in the art, but in 

the spectator. Not on the painting but in the viewer; the art should be a trigger for the 

vLHZHU´� �³$WKHQV´� ��������� ± 30). In other words, Crouch prioritises thinking as the 

prime action on stage and therefore aspires to trigger the spectators through such 

indicators as well as through the non-enacted. 

As regards the YLHZHU¶V� confusion about the SHUIRUPHU¶V� arm, the initial source of 

autosuggestion bears great importance. Is it because the spectator associates the doll with 

the performer or because the performer tells a story about keeping his arm up, and thus 

the audience perceives the performeU¶V�DUP�DV�LI�LW�LV�UDLVHG"�,V�LW�EHFDXVH�WKH�DXGLHQFH�LV�

accustomed to the precise match between what is told and what is shown hitherto, so they 

perceive the arm as if it is in the air? Although stage does not belong to the viewer 

physically, it is theirs in the cognitive sphere. In this context, the title reflects the 

FRUQHUVWRQH�RI�WKH�SOD\��7KH�DPELJXLW\�DERXW�ZKHWKHU�WKH�WLWOH�³0\�$UP´�LV�UHIHUULQJ�WR�

&URXFK¶V�the SHUIRUPHU¶V�arm or the arm of the fictional boy whose biographical narration 

is SUHVHQWHG�DOVR�IXQFWLRQV�DV�D�WULJJHU�IRU�WKH�DXGLHQFH��7KH�SRVVHVVLYH�³P\´�LQ�WKH�WLWOH�

creates such ambivalence and thus is highly functional in enriching the cogitation among 

WKH�DXGLHQFH��$OVR��WKH�IDFW�WKDW�WKH�GROO¶V�DUP�UHPDLQV� lifted while the performer does 

not gesticulate it brings forth profoundness in relation to another crucial subject in 
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Crouch¶V�WKHDWUH��WKDW�LV�WR�VD\�DFWLQJ DV�D�PHUH�GHYLFH�³IRU�GHOLYHULQJ�WKH�text´��³5ROH´�

00:02:51 ± 52). Considering that RQO\�WKH�GROO¶V�DUP�LV�raised up DQG�WKH�WLWOH�LV�QRW�³WKH�

DUP´�EXW�³P\�DUP�´�WKH�SHUIRUPHU�RQ�VWDJH�UHPDLQV�DV�D�WUDQVPLWWHU�RI�WKH�VLJQV�IRU�WKH�

viewer to deconstruct.  

Such a role reversal suggests that the unanimated objects in the play are not the mere tools 

for the message to be transmitted. Actors/performers also function as conveyors. Thus, 

by means of this reduction in the role of the acting, the auditorium and stage converge by 

³FUHDWLQJ�D�JHQXLQH�UHODWLRQVKLS�EHWZHHQ�WKH�DXGLHQFH�DQG�WKH�SHUIRUPHU´��³.H\QRWH´�����

00:04:49 ±50). Consequently, the integral parts in the play like WKH�SHUIRUPHU¶V�QRW�UDLVLQJ�

his arm and showing the non-existing injuries are reminders for the audience of their own 

improved authority as such indicators coQWULEXWH�WR�WKH�VSHFWDWRU¶V�WUDQVIRUPDWLRQ�from 

passive observers to active thinkers. As a result, the audience obliquely discerns that they 

can indeed question the performer and what is demonstrated. Instead of obliging the 

spectators to believe in the false realism by staying away from mimetic representation 

and naturalism, Crouch broadens the confines of stage, and the intellectual connection 

between the auditorium and stage is thus strengthened. 

During the scenes where the story is narrated through the random implementation of the 

objects and photographs collected from the audience, the viewer is constantly reminded 

that pre-defined meanings are attributed to the objects as inconsequential results emerge 

with quite random combinations. As the objects collected before the beginning of the play 

belong to the audience, it is left to them to deconstruct the signs that are spoken and 

displayed. The text is fixed, and, in this sense, regarding the text-based qualities, the 

dramatic structure is preserved. However, there is also the suggestion that the dynamism 

resulting from the diversity of the objects provided by the ever-changing audience 

produces altered associations and results, that is to say to the spectator per se. Therefore, 

while the constancy of the text is designed to be stabilised, the performance is based on 

flexible combinations formed with what the viewer provides. As a result, the concepts of 

authorship and authority appear as intertwined and rather equal as it is the viewers who 

generate the main course of the play inadvertently. In this context, unlike immersive 

theatre and most performance plays, ZKDW�PDWWHUV�LQ�&URXFK¶V�WKHDWUH�is not the shift in 
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the function of the audience from observing to acting but the equilibrium in the 

construction and actualisation of the written. 

In implementing such equalised dynamism, spectators are not encouraged to take part 

physically on stage. However, circumstances that might impede and specify their 

intellectual interactions are minimised as much as possible. To elucidate, even when the 

performer alludes to the emotional fluctuations the boy is experiencing, the performer 

does not attempt to convey the emotions to the viewer physically. The ER\¶V�sobbing is 

narrated but not enacted because an attempted realism would lead the audience to a certain 

and demarcated emotion. In fact, the performer acts as a mediator between the narrated 

and the demonstrated by expecting them to piece the conveyed message together 

autonomously. While conveying the text, which is fixed in technical and dramatic terms 

but at the same time boundless in its capacity to enhance contemplation, the performer 

does not attempt to drag the spectator into any kind of pre-defined sensation. 

As the writer mentions in YDULRXV� PHGLD�� ePLOH� &RXp¶V� �����-1926) theory of 

DXWRVXJJHVWLRQ�LV�SUHYDOHQW�LQ�&URXFK¶V�SOD\V��QRWDEO\�LQ�An Oak Tree. Nevertheless, My 

Arm, too, is closely connected with the theory of autosuggestion concerning the 

dichotomy between what the performer demonstrates and what the viewer perceives. To 

EHJLQ�ZLWK�WKH�GHILQLWLRQ�RI�DXWRVXJJHVWLRQ��&RXp�EDVLFDOO\�GHILQHV�LW�DV�³DQ�LQVWUXPHQW�

that we possess at birth, and in this instrument, or rather in this force, resides a marvellous 

and incalculable power, which according to circumstances produces the best or the worst 

UHVXOWV´� �����$V� FDQ�EH�GLVFHUQHG� IURP� this explanation, autosuggestion is an innately 

existing mechanism, which has a powerful effect on the way people perceive and interpret 

subjects. Such a force, autosuggestion, can be associated with how the audience perceives 

what the author has created on stage. Therefore��&URXFK¶V�attempt to trigger the YLHZHU¶V�

imagination can be analysed within the scope of that mechanism which is directly related 

to consciousness. As for consciousness, Coué demarcates the self into two by asserting 

WKDW�³WZR�DEVROXWHO\�GLVWLQFW�VHOYHV�H[LVW�ZLWKLQ�XV��%RWK�DUH�LQWHOOLJHQW��EXW�ZKLOH�RQH�is 

FRQVFLRXV�WKH�RWKHU�LV�XQFRQVFLRXV´������,Q�OLJKW�RI�WKH�JLYHQ�VWDWHPHQW��RQH�FDQ�DVVXPH�

that it is mostly the unconscious self that Crouch tackles in his plays. In order to 

comprehend the way autosuggestion functions in Crouch¶V theatre, it is essential to 
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understand the concept regarding the connection between suggestion and autosuggestion 

as described by Coué: 

What then is suggestion? It may be defined as µthe act of imposing an idea on the 
brain of another.¶ Does this action really exist? Properly speaking, no. Suggestion 
does not indeed exist by itself. It does not and cannot exist except on the sine qua 
non condition of transforming itself into autosuggestion in the subject. This latter 
word may be defined as µthe implanting of an idea in oneself by oneself.¶ (9)  
 

As can be discerned from this definition, inasmuch as suggestion cannot prevail on its 

own, during this process, suggestion alternates with autosuggestion, but not the vice 

versa. Regardless of the origin of the sign, the implementation of an idea is achieved 

based on self-perception because, as Sol LeWitt contends, ³>G@LIIHUHQW� SHRSOH� ZLOO�

XQGHUVWDQG�WKH�VDPH�WKLQJ�LQ�D�GLIIHUHQW�ZD\´ (370). In My Arm, in the scene where the 

performer mentions visiting Mrs. Williams, she is randomly assigned an article provided 

E\�WKH�VSHFWDWRU��³7KH�SHUIRUPHU�ZULWHV�WKH�ZRUGV�µ0UV�:LOOLDPV¶�RQ�D�FDUG�DQG�SODFHV�

DQ�REMHFW�QH[W�WR�LW´��My Arm 32).  As the object next to it changes each time, whichever 

article is provided by the spectator and stands next to the placard becomes Williams. 

Thus, even a card is sufficient for the audience to associate an object with Williams, but 

in each performance different objects will turn out to be the same character, in a different 

way. When the YLHZHU¶V�imagination is taken into account, each group of the audience 

ZLOO�SHUFHLYH�³WKH�VDPH�WKLQJ�LQ�D�GLIIHUHQW�ZD\´�ERWK�RQ�FROOHFWLYH�DQG�LQGLYLGXDO�OHYHOV��

While the performance is conducted the same way, these technicalities based on the 

articles diversify the process depending upon the VSHFWDWRU¶V�personal contribution. Even 

though a specific concept is a unilateral notion, it branches out into a myriad of results, 

eliciting a quasi-rhizomatic structure. Crouch, therefore, is willing to multiply the 

branches, so to speak, reaching from stage to the auditorium as well as constructing a 

reciprocally functioning environment of contemplation. Thus, the phenomenon of 

autosuggestion can be analysed within the scope of the relationship between the audience 

and the author.  

The viewer modifies the messages unconsciously in consonance with their personal 

judgment. As pointed out by Rancière, ³>W@KHUH� LV� WKH� GLVWDQFH� EHWZHHQ� DUWLVW� DQG�

spectator, but there is also the distance inherent in the performance itself, in so far as it 

subsists, as a spectacle, an autonomous thing, between the idea of the artist and the 
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VHQVDWLRQ� RU� FRPSUHKHQVLRQ� RI� WKH� VSHFWDWRU´� ������ 7KHUHIRUH�� RQO\� WKURXJK� WKH�

autosuggestion of the spectator can the suggestion of an author/playwright be rendered 

valuable. In this regard, the audience assumes that Crouch, as the performer, also raises 

his arm while he does not even attempt to do so, unconsciously associating the narrated 

ZLWK�WKH�GHPRQVWUDWHG��7KH�YLHZHU¶V�LPDJLQDWLRQ�FRPSOHWHV�LWVHOI�DXWRPDWLFDOO\�E\�PHDQV 

of &URXFK¶V�suggestion as he implements the idea that his arm is lifted through words, 

albeit not through action. Even though this is similar to how any kind of transmission of 

idea works, what makes autosuggestion specifically important in Crouch¶V theatre is that 

he thrives on making the audience aware of this process and mechanism. This is the 

reason why the writer favours the theory of autosuggestion and aims to create an 

environment in which the spectators ³LPSODQWV�DQ�LGHD�LQ�RQHVHOI�E\�oneself´�(Coué 9). 

Furthermore, the audience becomes conscious of this unconscious and automatic process. 

Crouch remarks that ³[t]he ER\¶V�DFWLRQ�LV�PRUH�PHDQLQJIXO�WR�RWKHUV�WKDQ�LW�LV�WR�KLPVHOI��

His arm becomes the ultimate inanimate object onto which other people project their own 

V\PEROV�DQG�PHDQLQJV´ (qtd. in Freshwater 172). Therefore, the arm manifests the theory 

of autosuggestion both inside and outside of the play, embodying the fictional characters 

and the real audience. By this, the collected objects reach significance as the arm loses its 

original depiction while achieving numerous unusual contexts through the 

implementation of the fictional and the physical individuals simultaneously. The objects 

collected from the audience also lose their original substances without the attribution of 

a new meaning.  

The objects utilised on stage are of great importance not in terms of their tangible 

existence but of their functional complexities since the ZULWHU¶V�main aim is apparently to 

propound that their function lies in the act of eluding their utilities, which is only possible 

through the use of imagination. Thus, in the light of this, it can be stated that what the 

collected objects stand for in Crouch¶V play is almost oxymoronic. As Crouch asserted 

during his interview with øOWHU��KLV�LQWHQWLRQ�LV�QRW�WR�³WU\�WR�ILQG�D�IHPLQLQH�REMHFW�WR�µEH¶�

P\�PRWKHU�RU�D�WUDGLWLRQDOO\�PDVFXOLQH�REMHFW�WR�µEH¶�P\�IDWKHU�EHFDXVH�WKDW¶V�QRW�WKH�

SRLQW´� ������ Although this act of meaning reduction can also be analysed within the 

scope of the gender-bending idea, which Crouch uses as a tool in most of his plays, the 

diminution here is in fact related to the ZULWHU¶V expectation from his spectators to deploy 



 41 
 

WKHLU�RZQ�LPDJLQDWLRQ�VLQFH�KH�DOZD\V�³SULRULWLVH[s] WKLQNLQJ�LQ�WKH�WKHDWUH´��³.H\QRWH´�

2/9 00:05:33 ± 35). With such a motivation, what Crouch centralises as the core notion in 

My Arm is how we forget that the audience can perceive the idea that the performing actor 

is representing something else (³.H\QRWH´� 4/9 00:03:45 ± 55), and by judging such 

disdainful patterns he DOVR�FULWLFLVHV�WKDW�³ZH�VSHQG�D�ORW�RI�WLPH�WU\LQJ�WR�PDNH�WKH�WKLQJ�

we say it is look like the thing we say it is´� �³.H\QRWH´�4/9 00:03:48 ± 51). With the 

SXUSRVH�RI� DFFHQWXDWLQJ� WKH�YLHZHU¶V� XQH[SORUHG� FDSDFLW\, Crouch synchs the random 

objects/photos with characters. By doing so, he drives his viewer to desist from passivity 

in terms of mental inactivity, and through the discrepancies between the demonstrated 

and the narrated he obliquely leaves the stage to his audience, not in a corporal but in an 

intellectual sense. The reason behind such an attempt is explained by ølter: ³&URXFK¶V�

theatre aims to undermine those restrictive forms of dramatic representation that rob 

spectators RI�LQWHOOHFWXDO�DQG�HPRWLRQDO�DJHQF\��E\�DWWHPSWLQJ�WR�GR�DOO�WKH�ZRUN�IRU�WKHP´�

(398). Believing that a formerly constructed and demarcated space can limit the 

VSHFWDWRU¶V�reasoning process, Crouch strives to form an emancipating space through the 

unfixed as David Lane notes: 

What Crouch introduces to the playwright is the option of letting go, to stop 
SURYLGLQJ�DQVZHUV�DQG�OHW�WKH�DXGLHQFH¶V�LPDJLQDWLRQ�PHDQGHU�WKURXJK�D�VXGGHQ�ODFN�
of form. It introduces unpredictability, the random sitting side-by-side with the 
crafted and structured, and the playwright not necessarily having to be in complete 
FRQWURO�RI�WKH�ZRUN¶V�FRQWHQW��2XU�XVH�RI�WKH�ZRUG�µIRUP¶�DOVR�QHHGV�DGMXVWLQJ�KHUH��
formlessness, shown here in the long absence of a performer or any spoken text on 
VWDJH��EHFRPHV�SDUW�RI�WKH�SOD\¶V�RUJDQL]LQJ�VWUXFWXUH��7KLV�GHVLUH�IRU�RSHQQHVV�FDQ�
EH�DOLJQHG�WLJKWO\�ZLWK�WKH�GUDPDWXUJ¶V�UROH��maintaining an awareness of theatre as 
D�SURFHVV��µRSHQ�WR�GLVUXSWLRQ�WKURXJK�ERWK�UHKHDUVDO�DQG�SHUIRUPDQFH¶�«�%\�fixing 
HYHU\WKLQJ��ZH�UHPRYH�WKH�ULVN��DQG�E\�UHPRYLQJ�WKH�ULVN��ZH�QHJDWH�WKH�SOD\�WH[W¶V�
relationship with the anticipated live performance. (133) 

Therefore, in My Arm, the semantic significance of the objects collected from the 

audience lies in the technical significance they bear per se, instead of their representative 

value. The play is construed with the contribution of the audience, and in this way, the 

objects are detached from their real meanings, highlighting the notion of representation 

once agaiQ�� &RQVHTXHQWO\�� WKH� REMHFWV� DUWLFXODWH� WKH� VSHFWDWRU¶V� SUHVHQFH� LQ� WKH�

auditorium, and regarding this, a kind of situation which prioritises perception over matter 

can be said to perpetuate. As explained by øOWHU��³>L@W�LV�RQH�QRWLRQ�RI�FRQFHSWXDO�DUW��WKus, 

by saying that something is something, the transformation is created±LW�LV�JRW�DZD\�ZLWK´�



 42 
 

(404). The transformation in question is not a physical, palpable one. It articulates the 

importance of autosuggestion by showing that the power of imagination is sufficient to 

transform something into something else. Conjointly with the subject matter emphasised 

by ølter, the phrase ³JRW�DZD\�ZLWK´�LV�RI�XWPRVW�LPSRUWDQFH�FRQFHUQLQJ�WKH�WKHPH�RI�DUW��

Towards the end of the performance, the performer writes GRZQ�³$57�,6�$1<7+,1*�

<28�&$1�*(7�$:$<�:,7+´��My Arm 37) on a placard and places it on the TV so 

that the audience can keep it in sight until the play ends. Crouch criticises how art 

RFFDVLRQDOO\�RXWVWULSV�WKH�HWKLFDO�FRQILQHV��DV�LW�FDQ�HDVLO\�³get away wLWK´�EHLQJ�D�SLHFH�

of art. Not only the boy is transformed into an object, diminishing his value as a human 

being but he also starts to be regarded as a piece of art with the arm which is impaired 

and functionless.  

 

Furthermore��&URXFK¶V�GHOLEHUDWH�SODFHPHQW�RI� WKH�SODFDUG�calls to mind the notion of 

transformation. Nevertheless, the transformation in question is not materialised within the 

story only; it occurs on stage in the here and now as well. With the active participation of 

the spectators the DXWKRU¶V� ideas are being transformed into a work of art during the 

process of transformation concerning perception. Pilnê draws attention to this significant 

SURFHVV� E\� VD\LQJ� WKDW� ³[g]iven the aesthetically unorthodox nature of My Arm, the 

sentence becomes clearly self-referential, too, questioning the play as a work of art; this 

is made explicit by the device being displayed on a placard for the entire second half of 

WKH�VKRZ´��������The self-referential quality of the play allows the audience to question 

the work of art they are watching at that moment and the creation process in which they 

are included.  

 

With the implementation of such a technique, the origin of creation, the owner of the 

creation of that particular piece of art, seems to oscillate and to have lost its main function 

as well. $OVR�� DQ� HWKLFDO� TXHVWLRQ� LQ� UHODWLRQ� WR� WKH� DUP¶V� REMHFWLILFDWLRQ� DQG� LWV�

transformation into a piece of art comes to the fore. Therefore, the contradictory 

WUDQVIRUPDWLRQV� EHWZHHQ� WKH� REMHFWV¶� UHGXFHG�PHDQLQJV�� DV� WKH\� WXUQ� LQWR� IXQFWLRQLQJ�

SURSV�IRU�WKH�SOD\��DQG�WKH�DUP¶V�ORVLQJ�LWV�IXQFWLRQ�WR�EHFRPH�DQ�REMHFWLILHG�ZRUN�RI�DUW�

have deeper substances within the scope of the ethical boundaries when producing art. To 

exemplify this process, the arm once again stands out as a key symbol, as the protagonist, 
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the owner of the arm does not have any control over his arm. It starts to decay in time and 

becomes an object, an income for other people, like Simon who gains a lot of money by 

advertising the arm as an art object. The boy is also depersonalised as a research object 

by several health professionals. Thus, he loses his value as a human being the more he 

loses control over his body. Similarly, Crouch criticises how art is depreciated by being 

commodified as a mere economic notion, as well as being ascribed to meanings beyond 

reality. Anthony treats the letters sent by his brother as objects to explore the 

³UHSUHVHQWDWLRQ� RI� QRWKLQJQHVV´� �My Arm 37) by EXUQLQJ� WKHP� WR� ³GLVSOD\� WKH� DVKHV�

EHWZHHQ�WZR�SODWHV�RI�JODVV´��My Arm 37).  Furthermore, after taking several photos of 

KLV�EURWKHU¶V�IDFH�DQG�JOXLQJ�WKHP�RQWR�D�FDQYDV�WR�SDLQW�WKHP�ZLWK�ZKLWHZDVK��My Arm 

37), Andrew depersonalises his brother by transforming his feelings and identity into 

QRWKLQJQHVV��$QDORJRXVO\��WKH�ZD\�6LPRQ�XVHV�WKH�ER\�LQ�DQ�DUW�H[KLELWLRQ�FDOOHG�³0DQ-

L�Q�IHVWDWLRQ´�REMHFWLILHV�WKH�ER\�DV�KH�WDNHV�SKRWRV�RI�KLP�FRPSOHWHO\�QDNHG�DQG�H[KLELWV�

³WKH�WH[WXUH�RI�KLV�DUP�DQG�KDQG�ZLWK�WLWOHV�VXFK�DV�'HDWK��LQ�/LIH�´��My Arm 41). The 

VHPDQWLF� SOD\IXOQHVV� LQ� ³0DQ-i(n)festation´ lays emphasis on Crouch¶V criticism of 

PDQ¶V ³LQIHVWLQJ´�RI the art world, DQG�WKH�ER\¶V�DUP�EHFRPHV�WKH�PDQLIHVWDWLRQ�RI�WKLV�

aspect in My Arm. As Lane puts it, ³[i]n the play it is this ever-expanding force that results 

in the objectification of the protagonist as a globally recognized work of art. As the mantra 

of the artist who later befriends him, and places his image within a gallery for the first 

time, states: µDUW�LV�DQ\WKLQJ�\RX�FDQ�JHW�DZD\�ZLWK¶´��������Hence, Simon gets away with 

his attempt to objectify the protagonist, while his brother Andrew uses the brother as a 

tool rendering him worthless.  

 

7KH�PLOHVWRQH�LQ�WKH�SURWDJRQLVW¶V�OLIH��WKH�RQO\�WLPH�KH�Ieels valuable is when Erica, a 

painter, asks to paint the protagonist for a period of nine months. The part where the boy 

says, ³>V@KH�GLGQ¶W�ZDQW�PH�WR�SRVH��EXW�MXVW�WR�EH´��My Arm 44) is significant for two 

different reasons. First, through this statement Crouch emphasises that it is not realism 

but reality that matters LQ�DUW�VLQFH�LQVWHDG�RI�³SRVLQJ´�DQG�IRFXVLQJ�RQ�WKH�GHPRQVWUDWLRQ�

RI�³DV�LI�´�SHUIRUPLQJ�³DV�LV´�JHQHUDWHV�D�PRUH�VROLG�JURXQG�IRU�KLP� Duãka 5DGRVDYOMHYLü�

pinpoints this issue by stating that ³UHDOLVWLF� UHSUHVHQWDWLRQ� LV� QRW� QHFHVVDU\� IRU� WKH�

DXGLHQFH�WR�µEX\�LQWR¶�WKH�LOOXVLRQ´����, and by keeping away from realistic representation, 

Crouch focuses on the autonomously constructed perception of the viewer.  Second, the 
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importance of the emphasis RQ� ³MXVW� WR� EH´ enhances the significance of genuine 

demonstration regarding the object-subject relationship in theatre.  

 

As discussed in the introduction part of this thesis, ølter mentions that the audience in 

Crouch¶V theatre shifts from object to subject (395). Similar to this, the protagonist, for 

the first time, becomes the subject of art instead of an object and says, ³VKH�ZDQWHG�WR�XVH�

PH�DV�D�VXEMHFW´��My Arm 44). When the audience turns into the subject and the act on 

sWDJH� LV� WKH� REMHFW�� D� WUDQVPLVVLRQ� SURFHVV� ZKHUH� WKH� VSHFWDWRU¶V� FRQWULEXWLRQ� UHDOO\�

matters becomes possible. Also, the alteration in $QWKRQ\¶V� artistic inclination is of 

importance regarding the dynamic change of his art, as can be seen towards the very end 

of the play. While using his brother in his art to turn him into nothingness, Anthony 

eventually creates something substantial out of nothingness as can be seen in the lines, 

³>K@H�VDLG�KH¶G�VHQG�PH�D�SRUWUDLW�KH¶G�GRQH�RI�PH�DV�D�VPDOO�ER\��,Q�LW��KH�VDLG��,�ZDV�

ZDWFKLQJ�79��SOXPS�DQG�FRQWHQWHG��:LWK�P\�DUP�DURXQG�KLP´��My Arm �����7KH�DUP¶V�

transformation into something valuable, as a means of affection for his brother, just before 

the ER\¶V�death, UHYHDOV�WKH�DSSURSULDWH�SODFH�IRU�WKH�ER\¶V�DUP�WR be. It is not placed in 

the exhibition, not at a hospital as a research property but around the brother figure. This 

reverted transformation in $QWKRQ\¶V�artistic perspective is rendered ironic when the arm 

completely necrotises (Crouch, ³1DYLJDWLQJ´� 66), or disappears, and he paints an 

unimpaired arm transforming it from absence to presence. As Emilie Morin puts it, 

³>E@ecause RI�WKHLU�HPEHGGHG�VSHFLILFLW\��&URXFK¶V�SOD\V�UDLVH�VHULRXV�TXHVWLRQV�DERXW�WKH�

VWDWXV�RI�DUWLVWLF�H[SHULPHQWDWLRQ�LQ�DQ�HFRQRP\�DLPHG�DW�WKH�SURGXFWLRQ�RI�LQWDQJLEOHV´�

(73). So, it can be inferred that while the arm loses its function as a tangible economic art 

object, in the end a meaning is ascribed to it by WKH�SURWDJRQLVW¶V brother as an intangible 

agency. Thus, while unveiling the immeasurable confines of meaning attribution and 

representation, Crouch shows the power the audience holds during this process, as well 

as the ethical problems caused by crossing the ethical lines in creating art. The most 

important question here is who determines the confines of the line crossed by the artists? 

The answer is present in the process of deconstruction in My Arm which reveals that the 

audience is responsible for and active in their viewing as much as the artist in their 

creation.  
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The setting, which is disclosed as the play is about to conclude, bears crucial importance 

concerning the question above. Crouch explains the setting of the performance as follows: 

 
There are tiny clues that the story is not being told where you are, the story is being 
WROG�LQ�D�JDOOHU\�LQ�1HZ�<RUN�MXVW�EHIRUH�KLV�GHDWK��<RX�ZRQ¶W�NQRZ�WKDW� WLOO� MXVW�
towards the very end. At some point I talk about dollars, at some point I talk about 
maquettes of my arm being displayed in Birmingham, London and here, I say. So it 
loses its depth when it is performed in New York. (³1DYLJDWLQJ´�65)  

 

The depth Crouch mentions in this statement can be commented on as the distance 

between stage and the auditorium, as the spectators suddenly realise their changed 

spatiality, and the enhanced reality of the play since at that point they are positioned as 

an audience whose presence is really about hearing the ER\¶V�autobiographical story and 

being a component of this chain of economy created through art, which initiates the 

SURWDJRQLVW¶V� WUDQVIRUPDWLRQ� LQWR� DQ� REMHFW� RI� art. With an increased sense of 

responsibility, on a collective level indicating a sympoietic unit, the audience arguably 

experiences a genuine feeling, powerful enough to alter their spatiality on an intellectual 

level without any corporal change at all. 

 

Mentioning this problematisation in Crouch¶V theatre based on The Author, Christoph 

Henke delves into the technical and thematic aspects Crouch effectively uses in his theatre 

to make the viewer aware of the problematic ethical boundaries to which they obliquely 

contributH��+HQNH� OD\V�HPSKDVLV�RQ�5LGRXW¶V�FRPPHQW�RQ� WKH�HWKLFDO�FRQVHTXHQFHV�RI�

theatrH� E\� VD\LQJ�� ³Nicholas 5LGRXW�� IRU� H[DPSOH�� KLJKOLJKWV� WKHDWUH¶V� SRWHQWLDO� IRU�

HQFRXUDJLQJ�HWKLFDO�UHIOHFWLRQ� LQ�D�SOD\¶V�DXGLHQFH��DV�µ>Z@H�ZDWFK�RXUVHOYHV�ZDWFKLQJ�

people engaging with an ethical problem while knowing that we are being watched in our 

watching (by other spectators and also by those we watch�¶´ (78).  With such a realisation, 

the other side of the watching as an act has been unveiled, as the watching has usually 

been considered a one-sided act, while in theatre that aims to make the audience self-

aware of their position. Thus, the intellectual activity is no longer unilateral; furthermore, 

WKH�DXGLHQFH¶V�feeling about being watched enables a second transmission from stage to 

the auditorium by making this act of watching a bilateral one. As the DXGLHQFH¶V�authority, 

regarding their perception of the events, increases, ³EHLQJ�ZDWFKHG�LQ�[their] ZDWFKLQJ´�

also equalises the distance between the performers and the spectators. Therefore, the act 
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of watching which has been regarded as passivity attributed to the spectators, a more 

subtle aspect of watching has been put forward with such concepts. Rancière deals with 

the issue of passivity attributed to the spectators with the following words:  

What makes it possible to pronounce the spectator seated in her place inactive, if 
not the previously posited radical opposition between the active and the passive? 
Why identify gaze and passivity, unless on the presupposition that to view means 
to take pleasure in images and appearances while ignoring the truth behind the 
image and the reality outside the theatre? Why assimilate listening to passivity, 
unless through the prejudice that speech is the opposite of action? (12) 

So, in this excerpt, Rancière refers to a factor overlooked in theatre, which is the critical 

position of spectatorship. Although WKH� YLHZHUV¶ position does not seem to change 

dramatically, and such an analysis is not a novel action to take on, with postdramatic 

WKHDWUH�DQG�&URXFK¶V�SHUIRUPDQFHV��WKH�DXGLHQFH�DUH�PDGH�DZDUH�RI�WKHLU�DFWLYLW\��ZKLFK�

was previously presumed to be inactivity combined with passivity. Being aware of their 

position allows the spectators to transform into active contributors through their gaze. 

The writer does not transform the viewers into actors or performers acting on stage; 

instead, he shows that even though the spectators are seated, their presence affects the 

play as it is their gaze that commodifies the art itself.3  

&URXFK¶V�SOD\ ³VHQGV�RXW�D�EOHDN�VDWLULFDO�PHVVDJH�QRW�MXVW�DERXW�WKH�DQVZHUDELOLW\�RI�DUW��

but also about ethical liPLWDWLRQV�RI� WKH�VXEMHFW�DQG�SRVWPRGHUQ�GLOHPPDV�RI�DJHQF\´�

(Henke 78). One of the most problematic agencies in the play is the act of spectatorship, 

and due to the analogous characteristics of witnessing and watching, it renders one 

responsible for the act that is being watched. Thus, in theatre with the act of watching and 

the enhanced awareness of action as a self-response, the YLHZHUV¶�sense of responsibility 

is increased. For them to gain authority, the audience does not need to be transformed 

into actors/performers; being informed of the fluctuation between conscious and 

unconscious perception creates an equalised dynamism between the writer and the 

spectators. Such a transformation at a cognitive level will enhance the VSHFWDWRUV¶�

authority in direct proportion to their level of self-consciousness. Cristina Delgado-Garcta 

 
3 Crouch deals with the notion of the spectatorial gaze predominantly in The Author (2009). 
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underlines the dramatic changes in theatre concerning the role of the audience from 

Robert $ELUDFKHG¶V (French playwright and critic) point of view: 

$ELUDFKHG¶V� VHPLRWLF� DFFRXQW� RI� WKH� SURGXFWLRQ� RI� FKDUDFWHU� LV� FRPSOHWHG� E\�
considering the actor the medium that materialises and transmits the character to an 
audience, in the same way that language is materialised into speech, crystallising one 
in an infinite number of potential realisations or vocalisations of character «�The 
communicative circle established by Abirached is closed by the audience, whose role 
LV�WKDW�RI�³WpPRLQ�>ZLWQHVV@.´����� 

Put differently, the DFWRU�LV�SRVLWLRQHG�DV�WKH�³PHGLXP´�IRU�WKH�PHVVDJH�WR�EH�GHOLYHUHG, 

and while this act turns the performer into the transmitter of a character, the audience 

becomes more of a witness rather than an observer. Thus, as the performer functions as a 

transmitter for that specific character, the number of implications signified through that 

character increases pursuantly. This corresponds to the phenomenon of autopoiesis, 

mentioned in the introduction part of the thesis, due to the occurrence of DQ� ³LQILQLWH�

number of UHDOLVDWLRQV�´� This notion shares similarities with the transmission of a 

sympoietic system to an autopoietic one based on their relation to individualism and 

collectivism. Turner and Behrndt write:  

[According to Tim Etchells@� WKH� LGHD� RI� WKH� DXGLHQFH� DV� µZLWQHVV¶� UDWKHU� WKDQ�
VSHFWDWRU�� LPSOLFDWHV� WKH�DXGLHQFH�PHPEHU� LQ� WKH�PDNLQJ�RI�PHDQLQJ�«�5LFKDUG�
0D[ZHOO�VXJJHVWV�WKDW�SHUIRUPDQFH�LV�D�µVKDUHG�UHVSRQVLELOLW\¶�EHWZHHQ�SHUIRUPHU�
and audience, while Etchells suggests that performance is about negotiation with the 
DXGLHQFH�DQG�µWR�IHHO the fragility of ourselves in the room.¶������ 

6LPLODU� WR�5LGRXW¶V� SRLQW� RQ� UHDOLVLQJ� WKH� VHOI� DV� EHLQJ�ZDWFKHG� (WFKHOO¶V� VXJJHVWLRQ�

about the delicacy caused by this awareness is a direct influence of the responsibility and 

the authority of the audience. Differently from the previous forms of theatre in which the 

audience mostly experiences a rather passive and collective kind of catharsis, such an 

increased meaning-making process in the contemporary theatre creates a more individual 

realisation for the viewer regarding both their corporality, as they are made aware of their 

presence, and their ³EHLQJ�ZDWFKHG�LQ�[their]  ZDWFKLQJ�´ $OVR��WKH�YLHZHU¶V�DXWRQRPRXV�

perception broadens with the semiotic variety as a result of the enriched rhizomatic 

structure during the transmission of the signs. Erica Fischer-Lichte mentions this novel 

structure, stressing spatiality as an integral part of the experience: 
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In performance, atmosphere is to the creation of spatiality what presence is to the 
generation of corporeality. Through its atmosphere, the entering subject experiences 
the space and its things as emphatically present. Not only do they appear in their 
primary and secondary qualities, they also intrude on and penetrate the perceiving 
VXEMHFW¶V�ERG\�DQG� VXUURXQG� LW�DWPRVSKHULFDOO\��7KH� VSHFWDWRUV�DUH�QRW�SRVLWLRQHG�
opposite to or outside the atmosphere; they are enclosed by and steeped in it. 
(Transformative Power 116) 

In the creation of such an atmosphere the issue of perception over matter has crucial 

importance in My Arm. This is because while constructing the convenient space for the 

audience to cogitate, Crouch avoids a demarcated structure by reminding the spectators 

to keep asking questions through implementing implicative details such as the doll, the 

finger, the scar on the back and the non-representative objects. Regarding this issue, 

Crouch asks and asserts: ³µZKR�DP�,�LQ�UHODWLRQ�WR�\RX�DV�DQ�DXGLHQFH"¶��µZKHUH�DP�,"¶��

µZKHUH�LV�ILFWLRQDO�PH"¶�DQG�µZKHUH�LV�UHDO�PH"¶��My Arm SOD\V�ZLWK�WKDW�DOO�WKH�WLPH´�

(398). Such fluctuations propounded in the integral and spatial orientation of the play also 

induce the spectators to question their own presence in the auditorium. Ostensibly, the 

DXGLHQFH¶V�contribution does not seem to be substantial, as their only physically active 

contribution is providing the objects before the play begins. Nevertheless, the dynamism 

RI� WKH� FRJQLWLYH� DWPRVSKHUH� EULQJV� IRUWK� WKH� ³IHHGEDFN� ORRS,´� mentioned in the 

introduction, DORQJ�ZLWK� WKH� QRWLRQV� RI� ³SUR[HPLFV� DQG� FR-SUHVHQFH´� �)HQVKDP� Q�S����

Changes in spatiality, being an integral part of the co-presence of the audience with the 

performer, allow the spectator to feel included in the process of creation, rather than 

watching an already created and fixed production. Nield also stresses the problematic 

situation of spectatorship regarding the duality of witnessing and observing: 

,I�LWV�WLPH�DQG�VSDFH�DUH�µUHDO¶�WR�LW [theatre], if it is immersed in its own cohesion, 
then who are we; some ghosts, some transient presences? Imagined before we ever 
DUULYHG��KRZ�HOVH�FDQ�LW�FRSH�ZLWK�RXU�GLIIHUHQFH"�,W�GRHVQ¶W�NQRZ�ZKR�ZH�DUH��:H��
the audience, are either the black hole into which theatre pours itself anxiously, or 
we « become it [theatre] in the guise of Spectator ± exactly as Harry Berger 
imagined: we are either in it, or absent. (534) 

It can be said that what Crouch achieves in My Arm is successfully positioning the viewers 

in the present, LQ�³WKH�QRZ´�RI�WKH�SHUIRUPDQFH, preventing them IURP�EHLQJ�³DEVHQW´�RU�

devaluating the act of viewing as their value and authority as the spectators are not limited 

to a collective conscious, though not limitless regarding the individual freedom at the 

same time. In My Arm, the viewers¶�corporeal presence is limited to the seats in which 

they are positioned; however, cognitive space depends on the individual limits of 
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imagination. The implementation of the autopoietic system plays an important role in 

broadening the space of thought for the viewer. Autopoiesis, as is previously pointed out, 

renders the auditorium an extension of stage; thus, the audience is a component of the 

play itself. Thus, the act of viewing turns into an internal notion rather than being an 

external one. White pinpoints this change by saying: 

We might look upon audiences, participants and performers as part of the 
environment of the autopoietic system, as with the self-sustaining process of a cell, 
which is [as mentioned by James Thompson]: µD�WKHUPRG\QDPLFDOO\�RSHQ�V\VWHP��
FRQWLQXDOO\�H[FKDQJLQJ�PDWWHU� DQG�HQHUJ\�ZLWK� LWV� HQYLURQPHQW¶ «� In this sense 
performance ± as an autonomous system ± continually exchanges resources with the 
people that contribute and respond to it. (187-88) 

The continuation of this exchange in the resources gives the auditorium an active, 

dynamic agency, also creating a dualistic experience between collectivity and 

individuality. As asserted by Pilnê��³Crouch thus links his play with exploitative freak 

show, while simultaneously prompting the audience to consider the voyeuristic nature of 

their spectatorship´ (135). For the spectator to be fully included in the above-mentioned 

process of H[FKDQJH�� ³WKH�YR\HXULVWLF� QDWXUH´� LV� RI� YLWDO� LPSRUWDQFH� DV� SHUFHLYLQJ� WKH�

transmitted signs and deconstructing them autonomously is contingent on the degree of 

observation.  Aside from the spatiality resulting from the co-presence of the audience, 

&URXFK¶V�intermedial approach on the stage is also functional in enriching the authority 

in the auditorium. Thus, as Turner and Behrndt state, ³WKH�VSDFH�RI�WKH�SHUIRUPDQFH�LV�

conceived as a space that is shared with the audience, ratKHU�WKDQ�VHSDUDWHG�IURP�LW´��������

During the process of sharing, Crouch uses various technical media of display, 

particularly in My Arm, which multiplies the transmitter of the signs. The way Crouch 

uses the video clips reflected on the bigger screen at the back of the stage can be regarded 

as one of the significant media of display as Pilnê also highlights: 

&URXFK¶V�XVH�RI�PL[HG-media technology in My Arm, such as the live projection of 
objects or the inclusion of a home video of a small boy (created by film-maker and 
photographer Chris Dorley-Brown) that is projected onto a screen at the back of the 
performance space several times during the show, points to the same source of 
inspiration. Most importantl\��KRZHYHU��&URXFK�VKDUHV�WKH�FRQFHSWXDO�DUWLVWV¶�EHOLHI�
that the work of representation is to be done by the spectator. By disallowing 
straightforward mimesis on the stage, Crouch delegates the audience an active role 
in the creation of meaning. (134-35) 
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7KH�SURMHFWHG�FOLSV��³WKH�RQO\�DXWKHQWLF�ELW�LQ�WKH�ZKROH�VKRZ´��&URXFK, ³1DYLJDWLQJ´�

65), increases the level of complexity and thus uncertainty, as they widen the spatial area 

to be monitored for the viewer, moving away from the routinised verbal transmission and 

manifolding the signs for the receptors with visual indicators. Consequently, this 

perceptual diversity enhances the DXGLHQFH¶V�intellectual cognition and activity. 

Aside from the projected video clips, tKH�TXRWH�&URXFK�ZULWHV� RQ� WKH�SODFDUG�� ³$UW� LV�

anything you can get away with,´�seems to function as a technical medium of display, as 

it transgresses the limits of verbal communication and thus the semantic aspect of the 

performance. By perpetuating the verbal sign by means of transforming it into a visual 

one, Crouch opens the ways for the spectator to perceive the transmitted message. The 

play is mainly constructed on the theme of the objectification of art by itself using the 

arm of the boy whose limb is turned into a piece of art at the end of the story. Simon in 

the narrated story has got away with the art he created through the protagonist¶V�DUP� and 

on another level even the placard on which Crouch writes is transformed into a piece of 

art being an intermedial object. Crouch highlights this irony both thematically and 

technically while also providing the audience with a multiple choice of transmitters which 

they can adapt in line with the way they perceive. On this account, it can be suggested 

that ³GLFKRWRPRXV�SDLUV�VXFK�DV�VXEMHFW�REMHFW�DQG�VLJQLILHU�VLJQLILHG�ORVH�WKHLU�SRODULW\�

DQG�FOHDU�GHILQLWLRQ�LQ�SHUIRUPDQFH�RQFH�VHW�LQ�PRWLRQ�WKH\�EHJLQ�WR�RVFLOODWH´��)LVFKHU- 

Lichte, Transformative Power 25), similar to how the placard loses its polarity. The 

placard placed onto the TV functions as a signifier and an object since it is used as a prop 

within the performance; however, the moment the spectator signifies it, it is transformed 

into the signified as the placard contains the concept to be signified on it. In other words, 

the placard no longer remains an object but is rendered what it is to signify. Furthermore, 

concerning the object, Crouch reduces it to a singular modality to be perceived as a multi-

modal sign.  

Through such subtle but potent adjustments, Crouch manages to render his spectator 

authoritative, but he also tries to avoid possible commotions. For instance, the audience 

does not interfere with the course of the performance, and the story is conveyed without 

any interruptions from the auditorium. The adaptability of the play accentuates the 

VSHFWDWRU¶V impact on the stage, which Crouch, too, mentions: ³WKH�VWXII�\RX�VXSSO\ will 
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create a major part of My Arm´� (My Arm 39). Although what Crouch specifically 

emphasises with this statement is the objects collected from the spectators, which point 

to a tangible and discernible cooperation between the writer and his audience, on another 

scale this cooperation foreshadows that the way the audience perceives the play will affect 

or shape it to a large extent. By construing the above note as an important initiation for 

the audience to realise their significance��$QG\�6PLWK�VXJJHVWV�WKDW�³>L@t recognises the 

people that are present and requests their participation and trust. It asks for their 

LQYHVWPHQW��DQG�LW�LQYHVWV�LQ�WKHP��µ����� [T]he stuff you supply will create a major part of 

My Arm�¶�,W�VXJJHVWV�WKDW�WKH\�PDWWHU�� WKDW�WKLQJV�PDWWHU´ (414).  The emphasis on the 

trust of the spectator when they lend their stuff enriches their status of ³co-authorship´�

(Lane 151) as it indicates a mutual trust required for a collaboration.   

When describing the details of the objects provided by the audience, Crouch explains that 

³>W@KH\� VKRXOG� EH� DQ\� NLQG� RI� REMHFW� FKRVHQ� DW� UDQGRP�� ,GHDOO\�� WKH\� DUH� REMHFWV� DQG�

photos offered up from the audience before the start. All these articles are left, visible but 

XQOLW��RQ�WKH�WDEOH�WRS��OLNH�DFWRUV�LQ�WKH�ZLQJV´ (My Arm 34). The simile Crouch highlights 

KHUH�FDQ�EH�FRQVLGHUHG�ZLWKLQ�WKH�VFRSH�RI�:LUWK¶V concept of Sprechraum referring to 

both the merging of stage and the auditorium, the extended confines of the spatiality of 

the audience as well as the idea of Fisher-/LFKWH¶V�VSDFH�EHWZHHQ��WKH�DPDOJDPDWLRQ�of 

the ³UHDO� DQG� [the] LPDJLQHG´� (Transformative Power 114). The assimilation of the 

articles and the actors waiting in the wings lays emphasis on the role of the performer, 

³YLVLEOH� EXW� XQOLW�´� DV� WKH\� DUH�QRW� JRLQJ� WR�EH� WKH� FHQWUH� RI� WKH�SHUIRUPDQFH�� EXW� WKH�

transmitters of the action. The actors in the wings also UHSUHVHQW�WKH�SHUIRUPHUV¶�GHFUHDVHG�

activity proportionally to the equivalent increase LQ� WKH� VSHFWDWRU¶V� DFWLYLW\, which 

generates an equalised and democratised ³VSDFH� EHWZHHQ�´� 7KH� UHDO� LV� RQO\� UHQGHUHG�

possible through the imagination of the audience, in other words, by means of the shift of 

the focus to the capacity of the audience, which Rancière, too, pinpoints: 

It is the capacity of anonymous people, the capacity that makes everyone equal to 
everyone else. This capacity is exercised through irreducible distances; it is 
exercised by an unpredictable interplay of associations and dissociations. It is in 
this power of associating and dissociating that the emancipation of the spectator 
consists ± that is to say, the emancipation of each of us as spectator. Being a 
spectator is not some passive condition that we should transform into activity. (17)      
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The notion of equality between stage and the auditorium is neither about diminishing the 

DFWRU¶V�value nor about increasing the VSHFWDWRU¶V� activity on stage. It is rather about 

putting the act of watching into the centre of action, instead of focusing on the origin of 

the acting. Therefore, WKH� SHUIRUPHU¶V� IXQFWLRQ� LV� QRW� TXLWH� GLIIHUHQW� IURP� WKH� REMHFWV�

placed on the table; both play a crucial role for the comprehension of the viewer. The 

spatial significance of the wings is related to the phenomenon of common space where 

³DXGLHQFHV��DFWRUV�DQG�DQJHOV�- each with their own angle - go out and meet on the in-

EHWZHHQ�VWDJH´��6WH\DHUW�HW�DO������ In-betweenness creates a sense of co-authorship or, 

as referred to by Steyaert et al., a ³PXOWLple authorship ± [which] creates the intensity and 

WKH�VXUSULVH�WKDW�LV�FDOOHG�WKHDWUH´�������Aside from the focus on the acting and the co-

authorship based on their spatial positioning, the multiplied role of the spectators can be 

said to blur the line between acting and watching as their role in My Arm also extends 

into providing the essential articles through which the performance can continue. White 

emphasises the active role of the spectator by saying that ³>D@Q�DXGLHQFH participant who 

LV�µHQGRZHG¶�ZLWK�D�UROH�LQ�D�SLHFH�RI�ILFWLRQDO�WKHDWUH�EHFRPHV��WR�VRPH�WLQ\�H[WHQW�DW�

least, an actor. They accept an obligation to support a fictional circumstance, and to 

present themselves appropriately, to move forward with the fictLRQ�DQG�PRYH�LW�IRUZDUG´�

(170). As it happens with the viewer of My Arm, with such a significant contribution they 

DUH�³HQGRZHG�ZLWK�D�UROH�´�D�PRPHQWRXV�RQH, reiterating that without their participation 

the action would not even start. However, on the other hand, the emphasis on the word 

³REOLJDWLRQ´� unveils the problematised aspect of this contribution; regardless of the 

authority they are granted with, the audience still abides by the general flow of the pre-

written text. In that sense, the spectator is encircled by a restrictive agency which is the 

text itself.  

Nevertheless, this very restriction also appears as an emancipatory factor since Crouch 

does not lead his audience into discomfort by permuting their role from observing to 

acting. He words the distance between physical participation and intellectual cooperation 

as follows: ³I am interested in audience participation, but I am not interested in members 

of the audience getting up on the stage and being made to look embarrassed and awkward. 

I want it to be a more genuine active participation whilst retaining the aesthetic or art 

aspect of LW´ (³$�3URFHVV´�401). Crouch does not totally relinquish aesthetic concerns for 
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the sake of artistic integrity; however, these concerns are sustained with the purpose of 

enhancing the genuine participation of the audience.   

Hence, it can be inferred that even spatial constraints implemented to maintain the viewer 

to remain seated ensue as a liberating impetus for the mind to function autonomously. By 

creating such a rhizomatic structure, not the ultimate meaning or the sign transmitted from 

stage to the auditorium but the process itself, the crux of this transmission, is given more 

value. Rancière explains this mechanism saying, ³>L@W�LV�QRW�WKH�WUDQVPLVVLRQ�RI�WKH�DUWLVW¶V�

knowledge or inspiration to the spectator. It is the third thing that is owned by no one, 

whose meaning is owned by no one, but which subsists between them, excluding any 

XQLIRUP� WUDQVPLVVLRQ�� DQ\� LGHQWLW\� RI� FDXVH� DQG� HIIHFW´ (15). In compliance with this 

explanation, Crouch does not use a ³XQLIRUPHG�FDXVH�DQG�HIIHFW´�VWUXFWXUH in My Arm as 

the effect is planned to be personal, exclusive to the viewer. Also, this newly generated 

³WKLUG´�OLQN�EHWZHHQ�WKH�SHUIRUPHU�DQG�WKH�VSHFWDWRU��ZKLFK�KDV�QR�RULJLQ�DV�LW�LV�³RZQHG�

by no one,´�ZRUNV�DV�DQ�HTXDOLVHU�EHWZHHQ� WKHVH� WZR�E\�UHQGHULQJ� WKH�DXGLHQFH�PRUH�

authoritative than the performer as the distance between them is reduced to the minimum. 

Once again, the distance at issue is more about the YLHZHUV¶�introspective placement than 

their corporality in the auditorium. Thus, the rigidity of the phenomena of authorship and 

spectatorship becomes more pliant, alongside the ultimate message of the play to be 

performed. 

 

Ultimately, through the augmented responsibility of the audience and the multiplied 

sensorial stimulations on a cognitive level, My Arm tackles the concept of the authority 

by unveiling that physical inactivity on stage does not prevent intellectual activity. On 

many different accounts, Crouch renders his viewers active, even more than the performer 

on stage, by providing them with the tools to create their own realities. The writer 

expresses the objective of My Arm by saying, ³I need to communicate that story to you, 

so there was skill as a perIRUPHU�LQ�WKDW�UHVSHFW��EXW�LW¶V�QRW�PLPHWLF��,¶P�QRW�DWWHPSWLQJ�

to represent someone other than myself. I am representing somebody other than myself 

EXW� ,� GRQ¶W� QHHG� WR� GR� LW�� ,W¶V� JRLQJ� WR� EH� GRQH� E\� \RX�� UDWKHU� WKDQ� E\� PH´ (67). 

Correspondingly, Trotsky¶V statement ³[a]rt, it is said, is not a mirror, but a hammer: it 

does not reflect, it shapes´� (110) becomes relatable to My Arm. As also explained by 
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Crouch, it is the audience that can shape the performed work of art in accordance with 

their own realities. With the ³hammer´ handed over to them, they give the play its 

ultimate shape, which will be exclusive to each one of them in an autonomous but at the 

same time collective way. 
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CHAPTER II:  

75$16)250$7,21�$6�$1�$*(17�)25�³6(/)-+<3126,6´�,1�

AN OAK TREE 

 

It is an illusion to think that you have no illusions. 

Émile Coué 

Revolving around concepts and themes analogous to those in &URXFK¶V�ILUVW�SOD\��My Arm, 

An Oak Tree (2005) predominantly tackles the notion of transformation in a more layered 

fashion. This stratified structure of transformation subsisting throughout the exposition 

RI�WKH�SOD\�WUDQVIRUPV�WKH�DXGLHQFH¶V�VSDWLDO�DQG�LQWHOOHFWXDO�SRVLWLRQLQJ�DQG�UHQGHUV�WKHm 

more authoritative concerning their control over their subconscious and imagination. 

David Lane emphasises &URXFK¶V�XQLTXH�DQG�QRYHO�DSSURDFK�LQ�SRVLWLRQLQJ�WKH�DXGLHQFH�

E\�VD\LQJ��³>W@KH�GLIIHUHQFH�LQ�&URXFK¶V�ZRUN��DQG�ZKDW�LV�H[FLWLQJ�IURP�D�GUDPDWXUJical 

perspective, is that it is actively asking questions about the authorship of art and theatre 

through its form and content, resulting in scripted performances that present us with 

XQH[SHFWHG�WUDQVIRUPDWLRQV�DQG�LQWHUSUHWDWLYH�FKDOOHQJHV´��������7KXV��Whe challenge of 

interpretation conveyed to the audience emerges as a challenge for them to interpret the 

signs through their individual transformation in both spatial and temporal terms. Pivoting 

on the concepts of authoritative boundaries throughout, An Oak Tree manifests the 

transformability of art and the aptness of the spectator to materialise this change, once 

they realise the potential they possess as the most important component of the stage. 

$FFRUGLQJO\�� WKLV� FKDSWHU� DUJXHV� WKDW� &URXFK� SULRULWLVHV� WKH� VSHFWDWRUV¶� SRZHU� WR�

transform in An Oak Tree by creating an illusion through which the audience realises the 

impact of their individual imagination and their co-authorship throughout the play.  

An Oak Tree1 centres on a father who loses his daughter, Claire, in a traffic accident. In 

an attempt to alleviate his anguish, the Father seeks answers by attending a hypnotism 

 
1³3UHPLqred at the Traverse Theatre in Edinburgh in August 2005, following a preview at the 
1DWLRQDOWKHDWHU�0DQQKHLP�LQ�*HUPDQ\�LQ�$SULO�����´��Pilnê 136). 



 56 
 

show, as the Hypnotist is the one who causes the accident. The Father believes that his 

daughter is transformed into an oak tree located at the scene of the accident, which is the 

epicentre of this traumatic event. While the oak tree embodies the transformation within 

the story, the audience undergoes a transformation through multiple levels, which will be 

mentioned in the following parts of this chapter. The most important technical feature of 

the performance is that the second actor on stage, who plays the Father¶V part, is expected 

to perform without having read or seen the script. Though this might be deemed a perilous 

venture and pressurising act for the performer to undertake, Crouch ensures the 

volunteered performer that nothing can go wrong during their performance (An Oak Tree 

54). Moreover, opposingly to inducing a puzzling and precarious feeling in the performer, 

&URXFK�DIILUPV�WKDW�³>H@DFK�DFWRU�ZKR�KDV�EHHQ�LQ�An Oak Tree has spoken of a sense of 

OLEHUDWLRQ� LQ� WKH�SURFHVV´� �An Oak Tree 54). When it comes to the aspects the writer 

presents, the source of emancipation is crucial, as there is nothing decisive that the 

performer knows more than the viewer: ³[T]he story is as new to X [the performer playing 

the Father@�DV�LW�LV�WR�\RX´��An Oak Tree 56). Consequently, both parties take part in this 

emancipatory experience in an equal way, DQG� WKH� VHFRQG� DFWRU� IXQFWLRQV� DV� ³the 

VSHFWDWRU¶V�VXUURJDWH´��%RWWRPV, ³Authorising´ 68). Accordingly, the employment of the 

second actor and the multi-role given to the audience are of utmost importance in terms 

of the effectiveness of the narration. An Oak Tree is also important in its marking the 

actual co-authorship phase for Tim Crouch, as starting with this play, he collaborates with 

two co-directors, Andy Smith and Karl James (Love n.p.). This increased contribution 

during the production part allows Crouch to focus on the notion of co-authorship on the 

DXGLHQFH¶V�HQG� and as Love highlights here, this teamwork ³>GHIOHFWV@�DXWKRULW\�DZD\�

IURP�KLPVHOI�DV�WKH�ZULWHU´��Q�S��. Thus, beginning with An Oak Tree��5RODQG�%DUWKHV¶V 

concept, ³WKH�death of the author�´ becomes more prominent in Tim Crouch¶s oeuvre, not 

just during the performance, but also throughout the creation process. 

In the making of An Oak Tree��&URXFK¶V�PRVW�LPSRUWDQW�LQIOXHQFH�LV�British artist Michael 

Craig-0DUWLQ¶V�ZRUN�WLWOHG�an oak tree (1973) (³Authorising´ 65). Crouch explains in the 

introduction part WKDW� WKH� SOD\� LV� ³UHSURGXFHG� E\� NLQG� SHUPLVVLRQ� RI�0LFKDHO� &UDLJ-

0DUWLQ´��An Oak Tree 14). Thus, the phenomenon of transformation begins during the 

creation of the play; by reproducing Craig-0DUWLQ¶V� FRQFHSWXDO� ZRUN� RI� DUW�� &URXFK�
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transforms it into a live performance, where this change HYHQWXDWHV�E\�WKH�YLHZHU¶V�HQG�

VXUSDVVLQJ�WKH�FUHDWRU¶V��Excerpts from the work are provided to the reader in the first 

pages of the play, and Craig-Martin defines his work through the lines ³>Z@KDW�,¶YH�GRQH�

is change a glass of water into a full-grown oak tree without altering the accidents of the 

JODVV�RI�ZDWHU´ (qtd. in An Oak Tree 14). The crux of this work of art is Craig-0DUWLQ¶V�

articulation that he accomplishes this transformation while the glass of water on the shelf 

remains as it is. Most importantly, he states that ³[t]he actual oak tree is physically present 

EXW� LQ� WKH� IRUP� RI� WKH� JODVV� RI� ZDWHU´� �qtd. in An Oak Tree 14). Bearing an almost 

paradoxical dynamism concerning its nature, the RDN�WUHH¶V�SUHVHQWDWLRQ�LQ�WKH�IRUP�RI�D�

glass of water can also imply a conflict between cognition and perception. Thus, an oak 

tree in the form of a glass of water and the glass of water in the form of an oak tree create 

two intertwined concepts, as the work is conceptual, not representational. Helena Grehan 

analyses the signifying process by accentuating WKH�GLIIHUHQFH�EHWZHHQ�WKH�³6DLG´�DQG�WKH�

³6D\LQJ,´ and points out its significance in theatre performances: 

TKH� µ6D\LQJ¶� LV� WKH� VSDFH� LQ� ZKLFK� HDFK� LQGLYLGXDO� VXEMHFW� IDFHV� WKH� RWKHU� DQG�
engages in an exchange that occurs in the pre-ontological realm. In this realm the 
focus is on the tactile, the proximate. It is the realm of openness where the other calls 
the subject in a way that is not necessarily predetermined by the confines of language 
or of rules. It is a realm before the closure of the µSaid�¶ which is the movement into 
ontology, narrative and ultimately fixity of meaning. This focus on the µsaying¶ as it 
occurs in the realm of the sensible is one of the elements of [Emmanuel] Levinas¶s 
ethics «� because performance also occurs in or activates this realm. There are 
myriad opportunities for the µsaying¶ to rupture the µVaid�¶ to refuse closure, to 
contradict and to mobilise the realm of the senses in the works addressed here, and 
in theatre more generally. (13-14) 

Consequently, Craig-0DUWLQ¶V�conception that he transformed the glass of water into an 

RDN� WUHH�H[KLELWV� WKLV�VXEWOH� OLQH�EHWZHHQ� WKH� ³6D\LQJ´�DQG� WKH�³6DLG´�FRQVLGHULQJ� WKH�

glass of water as the pre-ontological idea and the oak tree as thH� ³PRYHPHQW� LQWR�

RQWRORJ\�´� 7KH� DFTXLUHG� UHVXOW� GHSHQGV� RQ� WKH� UHODWLRQVKLS� EHWZHHQ� WKH� YLHZHU¶V�

cognition and perception.  

Quite similarly, LQ�&URXFK¶V�An Oak Tree, the dynamism between the ³6DLG´�E\� ³WKH�

SURGXFHU¶V� PLQG´� DQG� WKH� ³6D\LQJ´� as the spectator discerns the signified is the 

fundamental matter throughout the performance. As suggested by Catherine Love, 
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³>&URXFK¶V�SOD\@�KLQJHV�RQ�WKH�VDPH�WUDQVIRUPDWLRQ�>DV�&UDLJ-0DUWLQ¶V@�WKDW�RFFXUs on 

stage, where any given body or object is always at least two different things at once. But 

whereas realist theatre attempts to conceal this doubling and transformation, An Oak Tree 

DFWLYHO\�IRUHJURXQGV�LW´��Q�S��. Crouch displays this multi-layered pattern regarding its 

dualistic nature through the second actor and his presence on stage as the playwright and 

the Hypnotist respectively. Crouch constructs the narration and the dialogues of the play 

in a way to transmute these bewildering shifts into ambiguous uncertainties as he explains 

below: 

In An Oak Tree I am very precise in delineating when I am me and when I am not 
me, when I am in character and when I am not in character. That then generates a 
ZKROH� VHW�RI�ELJJHU�TXHVWLRQV� WKURXJK�D�NQRZLQJQHVV�RQ� WKH�DXGLHQFH¶V�SDUW� WKDW�
there is uncertainty or there is a vacillation between these two states ± the states of 
µUHDO¶�PH�DQG�µSHUIRUPHG¶�PH��,�WKLQN�LI�WKH�DXGLHQFH�VSHQGV�D�ORQJ�WLPH�WU\LQJ�WR�
work it out, it will become like a puzzle; and as soon as the energy of a puzzle enters 
the stage, thDW¶V�QRW�KHOSIXO�IRU�DQ�DXGLHQFH��7KH�TXHVWLRQV�DQ�DXGLHQFH�DVNV�WKHQ�DUH�
QRW�XVHIXO�TXHVWLRQV��µ'LVDPELJXDWLQJ¶�LQYROYHV�UHPRYLQJ�DPELJXLW\�RQ�WKDW� OHYHO�
but generating an ambiguity on a more profound level about how we are represented 
and how we represent ourselves. That happens, I think, in all the plays. (³$�3URFHVV´�
399)  

Crouch utilises ambiguity to disambiguate KLV�DXGLHQFH¶V�XQGHUVWDQGLQJ, and while doing 

this, he avails himself of the transparency of the VWDJH�� 7KH� SOD\ZULJKW¶V� conceptual 

dichotomy about his physical presence is functional in encouraging the spectators to grasp 

the LGHD�WKDW�³DQ\�JLYHQ�ERG\�RU�REMHFW�LV�DOZD\V�DW�OHDVW�WZR�GLIIHUHQW�WKLQJV�DW�once´�

(Love n.p.). Crouch, as the Hypnotist and the producer, embodies this phenomenon, while 

the second actor manifests this as the performer and the Father.  

The most crucial dichotomous presence here, however, is that of the audience in the 

auditorium because their spatial and temporal existence exhibits duality intertwined with 

the notion of transformation. The essential part of the compelling division between 

confusion and uncertainty lies in the VSHFWDWRUV¶� consciousness owing to their dual 

contribution to the play. Bottoms interprets ³WKH�ILFWLRQDOLVDWLRQ�RI�WKH�DXGLHQFH´��øOWHU�

396) performed by Crouch by saying that 
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[t]he audience is first welcomed as an audience in whatever theatre space the play is 
being performed, but is then asked to imagine that the almost bare stage is in fact 
µXSVWDLUV�LQ�D�SXE�QHDU�WKH�2[IRUG�5RDG��,W¶V�WKLV�WLPH�QH[W�\HDU��VD\¶�« We are about 
WR�ZLWQHVV�D�FKHDS�K\SQRWLVW¶V�DFW��SOD\HG�WR�D�GUXQN�SXE�DXGLHQFH��&URXFK�H[SODLQV��
µ,Q�D�VKRUW�WLPH�,¶OO�DVN�IRU�YROXQWHHUV�EXW�,¶P�QRW�DVNLQJ�\RX��,¶P�DVNLQJ�VRPH�SHRSOH�
LQ�D�SXE�D�\HDU�IURP�QRZ��6R�GRQ¶W�JHW�XS¶ « The spectators are cast DV�µFKDUDFWHUV¶�
in the play but simultaneously reminded of their non-coincidence with the spectators 
they represent ± just as they remain conscious that the second actor is non-
coincidental with the character s/he is asked to portray. (³Authorising´ 66) 

By attributing the role of the people in the pub to his audience, Crouch initially alters the 

VSHFWDWRUV¶�spatial positions and ascribes a secondary representation to them by verbally 

changing the place and the content of the show. The casting of the spectators as the people 

sitting in the pub enriches the layers of representation in the play as the audience now 

stands for something other than their literal signification. Crouch refers to this dynamism 

by saying: ³TKH�SOD\�ZLOO�PDNH�WKHP�D�FKDUDFWHU�ZLWKRXW�WKHP�KDYLQJ�WR�GR�DQ\WKLQJ´�

(³Theatrical Transformations´ n.p.). Thus, tKH� VSHFWDWRUV¶� inactive contribution is an 

implication for them to question the verbal instructions and the exhibited indicators once 

they are referred to as someone else in a different place at a different time. Despite this 

transformation that may initially be considered a puzzling situation for the viewers, the 

specification of time as the future allows them to differentiate between their intellectual 

and corporal, and sympoietic and autopoietic, contributions to the play. Furthermore, the 

fact that the second actor performs without any rehearsal or even knowledge of the script 

demonstrates that the realism of acting in theatre is not an essential component regarding 

WKH�DXGLHQFH¶V�UHFHSWLYHQHVV��The unrehearsed show taking place in front of the spectators 

evokes the moment when an actor receives the script for the first time so that they can act 

as if. In this case, though, the volunteer stands on stage while blatantly carrying the script 

around and following the instructions through a microphone and earphones. This 

extemporaneous nature of the play enhances the equality between the actor and the 

audience obfuscating the distance between stage and the auditorium.  

As soon as the play opens, Crouch breaks the illusion of reality by informing the audience 

about the nonarbitrary appearance of the second actor on stage: 

µThe HYPNOTIST invites the second actor out of their seat in the audience and onto 
the stage.¶ 
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µ/DGLHV� DQG� JHQWOHPHQ�� 7KLV� LV� ;� �WKH� QDPH� RI� WKH� VHFRQG� DFWRU��� ;� ZLOO� EH�
SHUIRUPLQJ�LQ�WKH�SOD\�WKLV�HYHQLQJ��;�KDV�QHLWKHU�VHHQ�QRU�UHDG�LW�¶ 

µ;�DQG�,�PHW�XS�DERXW�DQ�KRXU�DJR��,�KDYH�JLYHQ�KLm/her a number of suggestions.¶ 
(An Oak Tree 56) 

These instructions in the prologue are necessary because if the writer does not inform the 

audience that the second actor has been preselected, they may presume that the performer 

is volunteering at that moment.  7KH�YROXQWHHUHG�SHUIRUPHU��&URXFK�H[SODLQV��LV�³LGHDOO\�

someone [he has] never met before, [who] will arrive at the theatre and [they will] have 

D�FXS�RI�WHD´��³1DYLJDWLQJ´�68). The writer clarifies the process of choosing the second 

actor as below: 

It is essential that they have not seen or read the show. « [W]e talk about the 
invitation to tell a story together, we stand in the space together and we read a little 
bit of text, not from the play, so they get a sense of their voice in the space, and also 
how the text will be presented to them. Then I ask them to join the audience. They 
come in with the audience; they sit in the front row. At the beginning of the show I 
ZDON�RQ�DQG�JR��³:RXOG�\RX�FRPH�XS�RQ�VWDJH�SOHDVH��WKLV�LV�VR-and-so who will be 
performing in the show tonight, so-and-VR�KDV�QHLWKHU�VHHQ�QRU�UHDG�LW�´�6R�,�JXLGH�
them through that performance and they play the father of the child���³1DYLJDWLQJ´�
68) 

Thus, the impromptu performance of the actor, and therefore the subversion of realism, 

which is the idea the play embodies, will be unfulfilled. $OVR��&URXFK¶V�HPSKDVLV�RQ�WKH�

word suggestion and his guiding the performer are other indicators concerning the 

equilibrium between the actor and the spectators, as both parties function as receptors to 

deconstruct the signs. The writer puts into words his main aim behind this straightforward 

approach E\� VD\LQJ� WKDW� ³>W@KHUH¶V� DOZD\V� GXSOLFLW\�� OLWWOe patterns of subterfuge and 

GHFHLW��EHFDXVH�WKHUH¶V�ZRUN�WKDW�KDV�JRQH�LQ�EHIRUH�WKH�SUHVHQWDWLRQ�WR�WKH�DXGLHQFH��$QG�

I think An Oak Tree goes to the heart of those patterns by putting them up front, by being 

FRPSOHWHO\�RSHQ�DERXW�WKHP´��³Authorising´ 70). Even though Crouch verbally invites 

several members of the audience to participate in the play, he makes sure that everyone, 

apart from the performer who will portray the Father, remains seated in the auditorium. 

His verbal invitation does not indicate a genuine physical invitation to stage; it is an 

intellectual invitation for the audience in the auditorium and a corporal invitation for the 

people at the pub. 7KXV��WKH�VSHFWDWRUV�DUH�JLYHQ�WKH�FKDQFH�WR�PDNH�³GLIIHUHQWLDWLRQ´�VR�
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WKDW� WKH\� FDQ�PDNH� ³JHQXLQH� FUHDWLRQV´� �'HOX]H�������As also emphasised by OndĜej 

Pilnê, ³[a] practical reason for distancing the audience of An Oak Tree by announcing 

their fictional status may appear to be the desire to prevent the performance from turning 

into participatoU\�WKHDWUH��LQGHHG��DQ\�WLPH�VSHFWDWRUV�PLJKW�YROXQWHHU��µthey are gently 

thanked and guided back to their seats by the HYPNOTIST¶´� (138). As mentioned 

previously, Crouch prioritises the textual unity and prefers the audience to remain seated 

in his performances with the objective of preventing his spectators from confusion, or 

more importantly, from unsettlement due to feeling compelled to participate.  

Although it seems implausible for a random person with no knowledge of the play and 

no acting experience to perform impeccably without disrupting the flow or the unity of 

the play, there is, in fact, almost no difference between the performer on stage and the 

objects utilised in My Arm. The second actor only follows the delivered instructions and 

performs functioning like a bridge between stage and the auditorium. Crouch emphasises 

his expectations regarding the acting of the volunteered performer as follows: 

I meet each actor an hour before the show. I talk them through ideas of µopen-ness¶ 
on stage. I say that all ,¶P�requesting is for them to bring their instinct on stage ± to 
respond in each moment to the reality they find themselves in. So, of course, every 
instinct is different. And I genuinely have no perfect image of the second actor. They 
are themselves, and whatever they do in the show will be ³themselves´ ± even if they 
fake it, even if they ³put on a show,´�even if they fail to connect. Nothing is false. 
Nothing is a failure, and the play seems to be able to stand up to anything. 
(³Theatrical Transformations´ n.p.) 

As this explanation demonstrates, the play rests on WKH�VHFRQG�DFWRU¶V�DQG�WKH�DXGLHQFH¶V�

impulses. The writer bestows instinctual freedom within the limits of the text. This textual 

constraint turns into a liberating tool for both, procuring WKH�SOD\�³WR�EH�DEOH�WR�VWDQG�XS�

WR� DQ\WKLQJ�´ %RWWRPV� LQWHUSUHWHG� WKH� VHFRQG� DFWRU� DV� ³WKH� VSHFWDWRU¶s VXUURJDWH´�

(³Authorising´ 68) for this reason. ,Q� KLV� LQWHUYLHZ�ZLWK� øOWHU�� &URXFK� DUWLFXODWHV� KLV�

objective to divulge the interchangeable dynamism between stage and the auditorium by 

VD\LQJ�WKDW�KLV�WKHDWUH�³JHQHUDWHV�DQ�XQGHUVWDQGLQJ� WKDW�ZH��DV�DFWRU�Dnd audience, are 

capable of interchanging; that we could, at another given situation, easily interchange so 

WKDW�WKH�DJHQF\�RI�µWKH�DFWRU¶�LV�JLYHQ�WR�WKH�DXGLHQFH�DQG�WKH�DJHQF\�RI�µWKH�DXGLHQFH¶�LV�

JLYHQ�WR�WKH�DFWRU´������� By GLVSOD\LQJ�WKH�VSHFWDWRUV¶ DQG�WKH�DFWRU¶V�SUR[LPLW\ to each 

other concerning their receptive abilities, &URXFK� FUHDWHV� D� ³IHHGEDFN� ORRS�´� which 
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functions DV� ³D� VHOI-UHIHUHQWLDO�� DXWRSRLHWLF� V\VWHP´� �)LVFKHU-Lichte, Transformative 

Power 39). Another vital part is that the second actor is given the same depiction 

UHJDUGOHVV�RI�SK\VLFDO�DSSHDUDQFH�RU�JHQGHU��³7KH�VHFRQG�DFWRU�FDQ�EH�PDOH�RU�IHPDOH��

DQG�RI�DQ\�DGXOW�DJH´��An Oak Tree 54). At this point, another essential parallel can be 

drawn between the objects in My Arm and the second actor in An Oak Tree. In the same 

manner that each object is given a specific name and identity, even though they vary from 

performance to performance, the physical attribution and the identity of the second actor 

in An Oak Tree remain the same, while the second actor is different each time: 

HYPNOTIST: µ<RX¶UH�D�IDWKHU��<RXU�QDPH¶V�$QG\��<RX¶UH����\HDUV�ROG��\RX¶UH�VL[�
IRRW� WZR�� <RXU� OLSV� DUH� FUDFNHG�� <RXU� ILQJHUQDLOV� DUH� GLUW\�� <RX¶UH� ZHDULQJ� D�
crumpled Gore-tex jacket. Your trousers are muddy, say, your shoes are muddy. You 
KDYH�WUHPRUV��<RX¶UH�XQVKDYHQ. Your hair is greying. You have a bloodshot eye.¶�
(59) 

So, regardless of the identity of the second actor, the volunteered performer changes into 

46-year-old Andy, which might be considered a transformation and the illusion that 

Crouch performs as a writer by transforming a random individual into Andy without 

altering their identity. Nonetheless, it is crucial to note that the H\SQRWLVW¶V�GHVFULSWLRQ�

must completely correspond with reality: ³,¶P�IRUW\-WZR�\HDUV�ROG��,¶YH�JRW�D�UHG�IDFH��D�

bald head and bony shoulders. (This must be an accurate description of the actor playing 

the HYPNOTIST)´ (An Oak Tree 58). In this instance, the disparity between the actual 

description of the Hypnotist and the second actor can be taken as Crouch¶V�similitude 

with the Hypnotist, being a critique of the illusion created by traditional theatre. Pilnê 

articulates thH�DXWKRU¶V deliberate choice in drawing this analogy by saying that ³[t]he 

conflicting double meaning is foregrounded by the role of the stage Hypnotist being 

played by the author of the drama, whose position would traditionally be associated with 

springing an illusion on the audience but that is here connected simultaneously with 

attributinJ�DQ�DFWLYH�UROH�WR�WKH�DXGLHQFH´ (139). In addition to criticising this hypnosis 

through himself, the contradiction between the second actor and the provided description 

for him engages the audience¶s perception, encouraging them to question the writer. At 

the same time, it indicates that the YLHZHUV¶ autonomous perception and subconscious are 

more powerful and effective than the realism created on the stage. 
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Another crucial duality in the play is that the second actor performs not only Andy, but 

also the actor who voluntarily stands on stage, that is, indirectly her/himself, as Bottoms 

elucidates: ³WKH�DFWRU�SOD\LQJ�WKH�)DWKHU�LV�DOVR�DVNHG�WR�SOD\�WKH�FKDUDFWHU�RI�µWKH�DFWRU�

playing the Father¶´ (³Authorising´ 66). The change takes place in scene six, and the 

spectators are informed about this shift through the conversation between the actor 

playing the Father and the Hypnotist as the author of the play: 

+<3127,67��µ<RX¶UH�GRLQJ�EULOOLDQWO\��+RZ�DUH�\RX�IHHOLQJ�DERXW�LW"¶ 

FATH(5��µ)LQH�¶ 

+<3127,67��µ1RW�HPEDUUDVVHG"¶ 

)$7+(5���µ$�ELW�¶ 

+<3127,67��µ<RX�VKRXOG�KDYH�VDLG��,¶G�KDYH�VWRSSHG�¶������ 

Though Crouch does not break his character completely as the Hypnotist, the performer 

reveals his acting process in a quite translucent way notwithstanding that the dialogues 

are still scripted. In this regard, the fact that the second actor does not immediately 

resemble Andy may cause confusion among the audience when trying to comprehend this 

abrupt transition. The concept of ³antiretinal art,´ in the Duchampian viewpoint, comes 

to the forefront at this moment. %RWWRPV�HOXFLGDWHV�&URXFK¶V�GHFLVLRQ�WR�PLQLPLVH�WKH�XVH�

of spectacles and costumes, which are considered facilitatory elements for the 

understanding of the audience, by saying: 

9LHZHG�LQ�UHODWLRQ�WR�WKLV�LQYRFDWLRQ�RI�PRGHUQLVW�DUW� WKHRU\��7LP�&URXFK¶V�SOD\V�
DSSHDU� WR�PHDVXUH�XS�SRRUO\��+LV�XQDGRUQHG�HPSKDVLV�RQ� WKH�DFWRUV¶�SUHVHQFH� LQ�
front of an audience entails a near-non-existent use of set, costume and lighting 
GHVLJQ� ZKLFK� VHHPV� WKRURXJKO\� GHILFLHQW� LQ� µYLVXDO� DUW¶� WHUPV� ± just as Craig- 
0DUWLQ¶V� JODVV� RI� ZDWHU� PLJKW� EH� WKRXJKW� D� OLWWOH� µFRORXUOHVV.¶� ,Q� SRLQW� RI� IDFW��
&URXFK¶V�An Oak Tree makes very vivid use of colour ± but again by utilizing the 
µPLQG¶V�H\H¶�RI�WKH�VSHFWDWRU�UDWKHU�WKDQ�YLVXDO�VSHFWDFOH���³Authorising´ 69)  

In this case, the audience does not need any visible or tangible indicators, such as Andy¶s 

costume, to determine who the second actor is portraying at that moment. It is feasible to 

comprehend who a character is portraying if the audience thinks through their imagination 

rather than their eyes. Although the absence of these conventional components in 
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Crouch¶s theatre may perhaps give the impression of negligence, the writer demonstrates 

that the use of these traditional signifiers is not essential; the incompleteness of stage is 

deliberate for the audience to complete through their minds. As a profound cognition 

broadens the sight, the viewers must maintain mental engagement throughout the play. 

In scene six, the spectators are still referred to as the people in the pub, though this time 

the Hypnotist informs the audience of their absence�� ³7KH� VKRZ� ZDV� D� failure; they 

EHFDPH�HPEDUUDVVHG�DQG�OHIW��,W¶V�ZKDW�,¶P�XVHG�WR��'RQ¶W�ZRUU\�RQ�P\�EHKDOI��)RU�WKH�

ODVW� WKUHH� PRQWKV�� VLQFH� WKH� DFFLGHQW�� ,¶YH� EHHQ� ± ,¶YH� ORVW� DOO� DELOLW\�� /LNH� ,� VDLG��

KRQRXULQJ�ROG�ERRNLQJV�´��An Oak Tree 106). With these lines, the author disambiguates 

the duality of his presence notifying the viewer about the fact that he is still in his 

character as the Hypnotist, contrary to the other performer. When the present audience is 

enunciated as absent, Crouch initiates the spectators to question their own existence in 

the auditorium and the failure of the hypnotism show. This is one of the moments for the 

spectators to realise their potential to extrapolate as autopoietic components since when 

they are absent in the second layer of their representation in the pub, there is an indication 

of a collectivity, a quasi-sympoietic mentality. The act of leaving, the failed show taking 

place in the realm of the story therefore refers to collectively acting participants while the 

audience in the auditorium refers to an autopoietic perception. Susan Bennett elaborates 

on the importance of WKH�DXGLHQFH¶V�LQWHUSUHWDWLRQ�WKURXJK (the French theatre historian) 

$QQH�8EHUVIHOG¶V�explanation considering the audience-sign relationship: 

[T]he pleasure [felt by the audience] derives from activity, the involvement of the 
audience in the interpretation of the multiplicity of signs, both transparent and 
opaque��µTheatrical pleasure, properly speaking, is the pleasure of the sign; it is the 
most semiotic of all pleasures. What is a sign, if not what replaces an object for 
someone under certain circumstances? Surrogate sign, a presence which stands for 
DQ�DEVHQFH��«�WKH�VWDJH�IRU�DQ�DEVHQW�µUHDOLW\�¶�7KHDWUH�DV�VLJQ�RI�D�JDS-being-filled. 
It would not be going too far to say that tKH�DFW�RI�ILOOLQJ�WKH�JDS�LV�WKH�YHU\¶�VRXUFH�
of theatre pleasure. (125-26)  

Although Crouch does not attempt to create a sense of realism on stage, the multi-layered 

narrative in An Oak Tree SXWV�IRUZDUG�WKH�SKHQRPHQRQ�RI�³DEVHQW�UHDOLW\´�to make the 

audience realise the absence of reality. Therefore, he makes use of theatrical realism 

through the hypnosis to reveal how it becomes a failed action in convincing the viewers.  
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5HJDUGLQJ� WKLV� FRQFHSWXDOLVHG� LOOXVLRQ��/RYH� H[SODLQV� WKDW� ³&URXFK�SOD\V� D� K\SQotist, 

with the role alluding to theatre¶s own incomplete illusions. When we watch a play, we 

want to be taken in by the fantasy, but at the same time we are always aware that it is just 

D�WULFN��D�VWRU\´��Q�S��� The playwright does not try to complete the illusion with the aim 

of rendering his story believable or real; instead, he unveils the mechanics of stage in a 

transparent and real way without denying the audience the pleasure of theatre. Regarding 

his breaking the illusion of theatrical realism Crouch asserts, ³[i]n An Oak Tree, there are 

acts of genuine communication between me and the second actor «� These are not 

rehearsed moments of communication; we haven¶t spent six weeks working to make them 

look real; they ARE real! No pretence, in a piece that is all about pretence!´�(³Theatrical 

Transformations´ n.p.). By utilising the ironic and the contradictory concepts between the 

portrayal on stage and the target message to be delivered to the audience in An Oak Tree 

Crouch reveals the most genuine and authentic reality of the stage through its 

pretentiousness. Turner and Behrndt note: ³>Phelim Mcdermott] commented that by 

showing the performer¶s shift from everyday persona into the persona of the character, 

WKH�DXGLHQFHV�SDUDGR[LFDOO\�FDPH�WR�µEHOLHYH�WKH�VWRU\¶�PRUH�WKDQ�WKH\�PLJKW�KDYH�ZLWK�

a straightforward mimetic-representation´ (189). By conveying the story with the 

transparent and real mechanics of stage, Crouch draws a line between realism and reality, 

highlighting the most important one as the reality taking place in the DXGLHQFH¶V�PLQG. 

Therefore, WKH�VSHFWDWRUV¶�LQWHOOHFWXDO�DFWLYLW\�DOORZV�WKHP�WR�ILOO�WKRVH�JDSV�ZKLFK�&URXFK�

deliberately leaves blank so that there is enough space for the audience to complete 

autonomously. Thus, the failure of the hypnotism show, &URXFK¶V�VWDWHPHQW�DERXW�KRZ�

the participants left and the script in the hands of the second actor are the most important 

hints the author gives to clear up the confusion of his audience throughout this interlude-

like part. 

Functioning like an authentic moment that can merely be experienced behind the curtains 

of stage, this dialogue between the actor and the Hypnotist does not stand for a moment 

of relief. On the contrary, it triggers the audience to continue questioning what they see 

and hear. Such non-coincidental placements throughout, which are puzzling for the 

spectators under normal conditions, the writer enables the viewer to make a differentiation 

between their role as the audience in the auditorium and as the people sitting in the pub, 
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EHWZHHQ�&URXFK¶V�UROH�DV�WKH�DXWhor and the Hypnotist and ultimately between the second 

DFWRU¶V�SUHVHQFH�DV�WKH�Father and the performer. Lane expands on the SOD\¶V�multiplicity 

and complexity by focusing on the complex pattern of the narration as below: 

The experiments of Crouch in this second play introduce complex challenges to our 
conception of plot, narrative focus and time. We are watching several narratives 
emerge on one stage, occupying different temporal frames at first, but then bleeding 
through the boundary between what purports to be real and what is a fiction of the 
ZULWHU¶V�LPDJLQLQJ��)LUVW�� WKHUH�LV� WKH�QDUUDWLYH�&URXFK�KDV�FUHDWHG�LQ�WKH�ILFWLRQDO�
IXWXUH� µLQ� D� SXE� D� \HDU� IURP� QRZ¶ «� of a meeting between the Father and the 
Hypnotist who ran over his daughter. Second, there is the narrative in the fictional 
past, of the death of the daughter and how the Father and his family have responded. 
7KLUG��WKHUH�LV�WKH�SUHVHQW�µUHDO¶�QDUUDWLYH�RI�WKH�UHODWLRQVKLS�EHWZHHQ�&URXFK�DQG�KLV�
invited performer on the particular night ± though it is a simulation of the real, 
because all of their conversations about the play they are performing in are scripted. 
Finally, there is the only real present-tense narrative, one that sits outside the fictions 
Crouch has constructed: this is the story of the performer as he or she encounters and 
navigates an unknown text. The dialogue may be prescribed, but the choices the 
performer makes in the delivery are unrehearsed and occurring in real time. We 
watch this as closely as we watch the other three constructed narratives within the 
play. (134-35) 

As this explanation reveals, by implementing multiple layers concerning the narrative 

structure of the play as well as the dynamism of the temporal and spatial planes of which 

it consists, Crouch shows that the act of viewing does not connote passivity, requiring a 

more compelling activity even than the one performed on stage. ³(PDQFLSDWLRQ,´ 

Rancière suggests, 

begins when we challenge the opposition between viewing and acting; when we 
understand that the self-evident facts that structure the relations between saying, 
seeing and doing themselves belong to the structure of domination and subjection. It 
begins when we understand that viewing is also an action that confirms or transforms 
this distribution of positions. (13) 

Thus, the stratified narrative containing four different layers the play bears within enables 

WKH�DXGLHQFH�WR�WUDQVIRUP�ZKDW�WKH�ZULWHU�³GLVWULEXWHV´�WKURXJK�WKH�VLJQLILHUV��:KHQ�WKH�

writer is considered the distributor and the audience the creator, this transmission 

VXSSUHVVHV�WKH�DXWKRU¶V�DXWKRULW\�E\�DXJPHQWLQJ�that of the viewers. 

Collectively, the phenomenon of representation comes into prominence as the issue in 

question transcends the confines of stage; the audience does not question only the 

representative value of the signs they see on stage but their own autonomous and 
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collective representation in the auditorium as well. Regarding the way Crouch tackles the 

notion of representation in An Oak Tree, Love contends that he ³EOXUV�WKH�OLQH�EHWZHHQ�

representation (one thing standing in for another) and transubstantiation (one thing 

DFWXDOO\�EHFRPLQJ�DQRWKHU�´��Q�S���2 7KRXJK�WKH�XVH�RI�WKH�ZRUG�³WUDQVXEVWDQWLDWLRQ´�LV�

more convenient considering the crux of the transformation, it is of importance to analyse 

the way Crouch deals with the issue of representation in relation to art, mostly focusing 

on the conceptual art in An Oak Tree. The writer expands his use of the media in the play, 

as the main ways of communication with the second actor and the audience, by means of 

earphones, written scripts, a microphone and musical insertion aside from visual 

signifiers. Jørgen Bruhn comments on the significance of representation and its relevance 

to the use of the media as below: 

Representation «�LV�D�IXQGDPHQWDO�SDUW�RI�KXPDQ�FRPPXQLFDWLRQ�� LW� LV�D�SURFHVV�
that uses media products to stand in for all sorts of phenomena of material or mental 
character, including so-called fictive and non-fictive phenomena. According to their 
definition, representations cannot be completely identical to what they represent, and 
representation is not devoid of performative aspects, so any representations 
necessarily function on a differentiating scale from higher to lower precision and 
effect, depending not only on the media products but also on the context in which 
the media products are produced and perceived. Language, visual communication, 
and any other semiotic forms of representation are often very efficient but not 
impeccable tools of communication. (125) 

The VSHFWDWRUV¶�autonomous perception is enhanced by means of various media forms, 

DQG� &URXFK� GHOLEHUDWHO\� DQG� FRQVWDQWO\� SOD\V� DURXQG� WKH� ³ILFWLYH� DQG� QRQ-fictive 

SKHQRPHQD´� WKURXJK� the FKDUDFWHUV¶ duality in the play. The music and sound effects 

Crouch makes use of at regular intervals not only help the audience analyse the layers 

between ³fictive´ and ³non-fictive,´ and EHWZHHQ�³conceptual´ and ³physical´ (Bottoms, 

³Authorising´ 74) but also trigger their senses by expanding and enriching the audience¶s 

perception. While the H\SQRWLVW�LV�SHUIRUPLQJ�KLV�VKRZ��³>D@�JKDVWO\��MDXQW\��FORZQLVK�

PXVLF´��An Oak Tree 76) plays in the background. During her interview with Crouch, 

 
2 &DWKHULQH�/RYH�H[SODLQV�WKH�ZRUG�³WUDQVXEVWDQWLDWLRQ´�E\ providing information about its historical background. She says WKDW�³>W@KH�
idea of transubstantiation derives from the Catholic Church, which teaches that during Mass the substance of the Eucharistic offering, 
wine and bread, is transformed into the blood and body of Christ. The wine and bread while their outward appearance remains the 
same ± do not simply stand in for the blood and body of Christ; they are the blood and body of Christ. This is the idea that Craig-
Martin appropriates when he insists on his artwork: µNo. It¶s not a symbol. I¶ve changed the physical substance of the glass of water 
into that of an oak tree,¶�adding µI didn¶t change its appearance. But it¶s not a glass of water. It¶s an oak tree¶ «´ (n.p.). As it is not 
possible to mention a representation phenomenon within the context of the play, the word ³WUDQVXEVWDQWLDWLRQ´ is selected to underline 
that a complete transformation has occurred. 
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Caridad Svich lays emphasis on the impact of the use of that specific music and the effect 

of phoniness it creates by saying that ³WKHUH�LV�WKH�FKDUODWDQ�DVSHFW��WKH�+\SQRWLVW�DQG�KLV�

act complete with carny music) but on the other the more profound idea that there is an 

element of the charlatan in all creative work. How beautiful and necessary that is to 

UHPHPEHU´��Q�S��. Other musical and sound elements are also functional in enhancing the 

sensorial perception as well as in elevating the impact of the narration. Crouch effectively 

uses the hypnotic trance music DQG�WKH�SLDQR�VRXQG�WR�UHYHDO�WKH�³FKDUODWDQ�DVSHFW´�RI�WKH�

hypnotism show. When the Father is given the instruction to play the piano in a trance 

mode, the Hypnotist says: ³TKH�PXVLF¶V�JRLQJ�WR�SOD\��:KHQ�LW�SOD\V�\RX¶UH�RQVWDJH�DW�

the Albert Hall and you¶UH�JRLQJ� WR�SOD\«WKH«SLDQR´ (An Oak Tree 73). After these 

words, the trance music stops, and the piano music begins (An Oak Tree 74). Though the 

actor starts to act as if s/he is playing the piano and the piano music is available in the 

background, the audience becomes aware of the artificialness of the act. In response to 

this, the Hypnotist says in an acrimonious tone: ³TKH\�NQRZ�WKLV�LVQ¶W�D�SLDQR��\RX�NQRZ�

WKLV�LVQ¶W�D�SLDQR��7KHUH¶V�QR�SLDQR�WKHUH��7KHUH�ZDV�QHYHU�D�SLDQR��<RX�FDQ¶W�GR�WKLV��:H 

GRQ¶W� EHOLHYH� \RX´� �An Oak Tree 74). This scene is transformed into an instance of 

theatrical realism by the use of the media and sounds, as the Hypnotist realises that it is 

not convincing to the audience although he gives the actor the illusion that he is playing 

the piano. This scene reverberates Émile &RXp¶V�FRPSDULVRQ�EHWZHHQ� WKH�ZLOO�DQG� WKH�

imagination as he affirms: ³WKH� LPDJLQDWLRQ� LV� VXSHULRU� WR� WKH� ZLOO�� «� >DQG@� WKH�

LPDJLQDWLRQ�DOZD\V�ZLQV�RYHU�WKH�ZLOO´�������%DVHG�RQ�WKLV, it can be deduced that the 

Hypnotist does not have control over the imagination of the audience as the authority 

figure, and if there is one thing that makes the Father believe in his playing the piano, it 

LV�KLV�LPDJLQDWLRQ��QRW�WKH�+\SQRWLVW¶V�ZLOO� 

However, there is more to the use of the media regarding the depth it creates about the 

FDWKHU¶V�WUDXPD through ³the sound of passing road traffiF´�DQG�³D�ORUU\�WKXQGHU´��An Oak 

Tree 64-65) given in the background at certain intervals. It is possible to interpret these 

sound effects as the haunting trauma for the Father, while they also reveal the guilt that 

haunts the Hypnotist as he is the source of the accident. These continuous abrupt 

transitions between the sounds allow the audience to differentiate between the above-

mentioned multi-layers of the play, and they reveal the concept of transformation. These 
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transformative effects, given through music and sounds, show both the ability of art to 

transform and the autonomous aspects of this transformation, as the sound of the lorry 

thunder or the road sounds the same to the Hypnotist and the Father but reveals two 

disparate haunting memories. 7KXV��RQFH�DJDLQ�WKH�LGHD�WKDW�³D�body or object is always 

DW� OHDVW� WZR� GLIIHUHQW� WKLQJV� DW� RQFH´� �/RYH� Q�S��� FRPHV� WR� WKH� IRUH� DV� WKH� SURPLQHQW�

phenomenon in An Oak Tree.  

Crouch also utilises Bach¶s Aria from ³*ROGEHUJ�9DULDWLRQV�´�7KH�music plays towards 

the end of most of the scenes, and ³>L@W� LV�D� IODZHG�UHQGLWLRQ�� IDOWHULQJ�EXW�DPELWLRXV��

IDLOLQJ�WR�UHVROYH�XQWLO�WKH�YHU\�HQG�RI�WKH�SOD\�ZKHQ�LW�PRYHV�LQWR�WKH�)LUVW�9DULDWLRQ´�

(An Oak Tree 55). When Svich directs a question concerning his choice of this music, 

Crouch explains this deliberate choice and its close connection with the materialisation 

of art by saying: 

There is an absent 12-year-old girl in An Oak Tree, and she is materialised by a piece 
of music ± Bach¶s ³Goldberg Variations.´�Music is another de-materialised art form. 
,W� RSHUDWHV� RQ� DQ� DEVROXWH� OHYHO� RI� VXJJHVWLRQ��«� ,Q� QDUUDWLYH� WHUPV�� WKH� JLUO� LV�
listening to music when she dies (³You could still hear the music coming from her 
Walkman´). She¶s on her way to her piano lesson. The play suggests that she dies 
somewhere around the end of the beginning Aria -- and this is the section which is 
worked and re-worked throughout the play -- faltering, imperfect, the girl herself, at 
her piano (³I used to love to listen to her, watch her fingers´). It is unable to resolve 
-- just as the Father is unable to move beyond his loss. (³Theatrical 7UDQVIRUPDWLRQV´ 
n.p.) 

The way the Father conceptualises his daughter¶s death by attributing it to the music she 

listened to immediately before the accident exemplifies a distinct type of virtualisation in 

that it leads to a materialisation and a ³genuine´ but autonomous creation in the 

individual¶s mind. It also demonstrates the versatility of art¶s transformability into other 

forms, which can happen dangerously easy. As a result, the music fails to reach a 

resolution until the very end, unless the Father achieves closure about his trauma, and that 

moment continues in a loop in the )DWKHU¶V�mind to transform into a concept. Love further 

HODERUDWHV�RQ�WKH�VLJQLILFDQFH�RI�&URXFK¶V�FKRLFH�RI�%DFK�by asserting that the way the 

music is described is directly related to the form of the play as can be seen below: 
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This description [of Bach¶V� $ULD� IURP� ³*ROGEHUJ� 9DULDWLRQV´@� mirrors the 
dramaturgy of the play. It is a piece that builds in its own failures and imperfections, 
generating theatrical representations that will be inevitably µflawed¶, at least by the 
standards of mainstream, conventional theatre. At the same time, it is exhilaratingly 
ambitious in the ideas it addresses ± ideas about art, loss, creation, representation, 
transformation and the very condition of living and dying. And it fails ± or, rather, 
chooses to fail ± to resolve itself for audiences, reaching only an ambiguous form of 
closure at its conclusion. (n.p.) 

Thus, as mentioned in the above quote by Bruhn, the ³impeccable´ nature of any form of 

representation in achieving successful communication directly correlates to the 

unavoidably impaired quality of theatrical representations. What makes An Oak Tree 

more real than realistic, in fact, is, as Love implies, its intended failure to reach a 

conclusion. /DQH� HODERUDWHV� RQ� WKLV� LVVXH� E\� KLJKOLJKWLQJ� WKH� DXGLHQFH¶V� SRZHU� RI�

assumption by saying: 

The event from which the story has sprung is finally confronted by both parties, but 
only through a misted veil of suggestion. Just as My Arm requires us to experience 
an act of creative or artistic projection upon random objects, An Oak Tree requires 
XV�WR�H[SHULHQFH�WKH�)DWKHU¶V�FRQIXVLRQ�E\�GLVUXSWLQJ�RXU�RZQ�DVVXPSWLRQV�DERXW�WKH�
SOD\¶V�ORJLF��7KH�ORJLF�LV�GHOLEHUDWHO\�SUREOHPDWL]HG��WKH�IRUP�H[SUHVVHV�WKH�FRQWHQW��
but it simultaneously requests that we relinquish our desire for a neat resolution. 
(135-36) 

So, Crouch activates his VSHFWDWRUV¶ perceptions by making them deal with the 

problematised concept practically, instead of conveying the message theoretically in a 

direct way. The Father¶s confusion changes into an uncertainty that the audience feels the 

need to resolve internally. Just like the Father, who is unable to resolve his trauma, the 

audience experiences difficulty in resolving the play itself. In this context, as Lane also 

argues, there is a decorum between form and content; the uncertainty on stage is not an 

illusion but a reality. When the uncertainty disseminating from the Father becomes a 

collective issue, creating a quasi-sympoietic perception, the unattainability of a single 

resolution brings into an autopoietic consciousness. Thus, the SOD\¶V� lacking a clear 

resolution also strengthens the DXGLHQFH¶V�ability to think as autonomous components. 

While doing this, not only does Crouch expose the illusion of the stage, but also the 

impaired nature of the notions of communication and representation��³I like the human 

imperfection -- the tensions, the blocks, the trapped voice, the wonky features. In An Oak 

Tree I try to create a place where those imperfections can be acknowledged and 
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FHOHEUDWHG´��&URXFh, ³Theatrical 7UDQVIRUPDWLRQV´ n.p.). As a result, the experience turns 

into a more individual and autonomous one since imperfection and failure are the product 

of individual perception throughout the process of interpreting the indicated messages.  

An Oak Tree, therefore, can be considered intermedial due to the utilisation of the 

multimedial representation on stage, and aside from augmenting the depth of the story, 

the use of the various devices directly enriches the forms of perception for the viewer.  

/DUV�(OOHVWU|P�H[SODLQV�WKH�VLJQLILFDQFH�RI�VXFK�PHGLDO�YDULHW\�E\�VD\LQJ�WKDW�³WKH�DFW�RI�

perception is brief and quickly channelled into interpretation, which of course occurs in 

WKH�SHUFHLYHU¶V�PLQG��1HYHUWKHOHVV��WKH�W\SH��TXDOLW\�DQG�IRUP�RI�VHQVory input provided 

by the media product, and taken LQ�E\� WKH�SHUFHLYHU¶V�VHQVH�RUJDQV��DUH�FUXFLDO�IRU�WKH�

LQWHUSUHWDWLRQ�IRUPHG�E\�WKH�SHUFHLYHU¶V�PLQG´�(18-19). Based on this, in a play which 

bears a multiplicity of layers in its exhibition, the abundance of the media does not only 

provide the perceiver with different ways to comprehend the signs. The media also 

reinforces the impact on the audience due to its direct connection with the sensorial 

stimulation allowing the viewers to actualise to perform an aesthetic transformation as 

individual creators. Adam Alston clarifies the significance of this aesthetic experience for 

the spectators as below: 

There is a difference between aesthetic experience and aestheticised experience. 
Most theatre performances present audiences with aesthetic objects, including the 
objectified actor, which dynamically produce aesthetic experiences among creative 
interpreters of a theatrical event. Aesthetic experience does not arise from a fixed 
and stable meaning imposed on the spectator, but from an active decoding ± or 
refashioning ± of plural and malleable meanings attached to aesthetic stimuli. (7) 

Based on this analogy��WKH�)DWKHU¶V�PDWHULDOLVDWLRQ�RI�KLV�GDXJKWHU�YLD�WKH�PXVLF�DQG�WKH�

³WUDQVXEVWDQWLDWLRQ´�he performs by transforming Claire into an oak tree exemplifies this 

aesthetic transformation in art while the spectators H[HFXWH� WKLV� ³UHIDVKLRQLQJ´� E\�

deconstructing the signifiers throughout the performance. 

Aside from the music and the sounds, Crouch utilises various technological products such 

as earpieces and a microphone through which he can give instructions to the second actor. 

Crouch uses this equipment throughout the entire performance, as another illusion-
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breaking technique, and communicates with the second actor via the script, directly 

through the microphone, or by transmitting it to the earphones so that only the second 

actor can hear it: 

They do get instructions through an earpiece that makes my voice silent to the 
audience. « ,�VWDQG�DW�WKH�EDFN�RI�WKH�VWDJH�DQG�,¶P�ZKLVSHULQJ�WKH�VSHHFK�LQWR�WKHLU�
ear DQG�WKH\�GHOLYHU�WKH�VSHHFK�WR�WKH�DXGLHQFH��$QG�WKDW¶V�YHU\�LQWHUHVWLQJ�EHFDXVH�
LQ�D�YHU\�VKRUW�SHULRG�RI�WLPH�WKH�DXGLHQFH�ZLOO�FRPSOHWHO\�IRUJHW�WKDW�,¶P�WKHUH� or 
forget the mechanism by which the actor is performing even though the mechanisms 
in this play are super obvious, super visible and yet there is, like My Arm, like this 
ILQJHU��OLNH�WKLV�ERWWOH�RI�ZDWHU��WKHUH¶V�D�KXPDQ�FDSDFLW\�WR�MXVW�JR�ZLWK�VRPHWKLQJ�
and let everything else disappear. So An Oak Tree plays on that very much because 
this is of course not the father, this is perhaps a young female. (Crouch, ³Theatrical 
7UDQVIRUPDWLRQV´ (69-70) 

As can be discerned from these lines, the complexity of the ways in delivering the 

performance does not create an unfavourable effect such as confusion or exhaustion 

resulting from the abundance of the signs. It rather channels the DXGLHQFH¶V�attention to 

the abstract instead of the physical so that they can focus on their autonomous perception. 

The directions delivered via the microphone, the earpiece and the screenplay reveal the 

transition between the Hypnotist Crouch and the theatre-maker Crouch. This is yet 

another significant technique of which he makes use through the utilisation of a variety 

of different media. Even though the Hypnotist seems to be in charge when he gives 

instructions, the second actor follows the directives of the author inaudible to the 

spectators. The Hypnotist also fails in this sense because being able to hypnotise requires 

executive power. To exemplify, in scene two, Crouch instructs the performer through 

his/her earphones by saying that ³[t]he Hypnotist is going to ask you to put your arm 

down, but I GRQ¶W�ZDQW�\RX�WR��'RQ¶W�SXW�\RXU�DUP�GRZQ�XQWLO�,�WHOO�you´��An Oak Tree 

70).  Even in instances where the second actor appears to comply with the Hypnotist¶s 

instructions, it is the producer Crouch¶s demand that ensures the performer abides by, as 

is apparent in the lines, ³1RZ�ZH¶UH�JRLQJ�WR�KDYH�VRPH�IXQ��)RU�WKH�PRPHQW�QRZ��,�ZDQW�

you [to] do H[DFWO\� ZKDW� WKH� +<3127,67� VD\V�� -XVW� IROORZ� WKH� +<3127,67¶V�

LQVWUXFWLRQV´��An Oak Tree 73). Whilst in the story the authority figure is the Hypnotist, 

with these words Crouch reveals that the Hypnotist fails in his attempt to control the 

Father as his precepts do not have any impact on the receiver. Pilnê interprets the 

difference between these authoritative dynamics as below: 
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[A] hypnotist may be perceived as a particular kind of theatre-maker, whose task it 
LV�WR�PDNH�SHRSOH�EHKDYH�DV�KH�VXJJHVWV��*LYHQ�&URXFK¶V�YLHZV�RQ�WKHDWUH��LW�LV�HDV\�
WR�PDNH� DQ� DQDORJ\� EHWZHHQ� WKH�+\SQRWLVW¶V� VKRZ� LQ� An Oak Tree and illusive 
theatre, in which the essentially manipulative nature of the latter in relation to the 
audience is highlighted. Yet, Crouch is very much aware that it is fundamentally the 
K\SQRWLVW¶V�VXEMHFW�ZKR�HQDEOHV�K\SQRVLV�WR�VXFFHHG��RQH�RI�WKH�QRWHV�KH�PDGH�LQ�WKH�
process of creating An Oak Tree DIILUPV�WKDW�µ$OO�K\SQRVLV�LV�VHOI-K\SQRVLV¶�« The 
ZRUG�µVXJJHVWLRQ¶��ZKLFK�WKH�+\SQRWLVW�XVHV�VHYHUDO�WLPHV�ZLWK�UHIHUHQFH�WR�KLV�DFW��
functions as a pun: it indicates not only falling under the spell of theatre and 
UHVFLQGLQJ�RQH¶V�own will but also an urge to actively imagine something. (138-39)  

On this view, the illusory theatre portrayed through the hypnotism show in the story and 

its ³PDQLSXODWLYH�QDWXUH,´�LQ�WKH�VHQVH�WKDW�LW�UHVWULFWs the audience by constraining them 

to a set of predefined messages and to passivity, are closely related to the power of 

suggestion, which can be both restrictive and liberating depending on the way of 

implementation. Even though &URXFK¶V� LQVWUXFWLRQV� WR� WKH� VHFRQG� DFWRU, as the writer, 

may give the impression that he is the authoritative figure, the main underlying objective 

here FDQ�EH�H[SUHVVHG�WKURXJK�&RXp¶V�DIILUPDWLRQ�ZKLFK�KH�H[SODLQV�E\�VD\LQJ: ³I do not 

impose anything on anybody. I simply help people to do what they would like to do, but 

what they believe themselves incapable of doing. It is not a contest but an association 

which exists between them and myself. It is not I that act, but a power existing in 

themselves, whiFK�,�WHDFK�WKHP�WR�XVH´ (68). This ideology is simply what Crouch aims 

to achieve in An Oak Tree, because DV�WKH�ZULWHU�KH�DVSLUHV�WR�FDWDO\VH� WKH�DXGLHQFHV¶�

power to create and transform ³WKH�SRZHU�H[LVWLQJ�LQ�WKHPVHOYHV�´ 

Even though the stability of the script appears to be a constraining force, as Lane explains, 

WKLV� LV� D�³VWUXFWXUDO� VDIHW\�QHW�«� WKDW�HQDEOHV� WKH�SHUIRUPHU� WR� IHHO�VHFXUH�GHVSLWH� WKH�

GDXQWLQJ� WDVN´ (134). However, the fixedness of the text does not comply with the 

perforPDQFH�DV�WKHUH�LV�³D�paradoxical relationship between the unpredictability of live 

SHUIRUPDQFH�DQG�WKH�UHODWLYH�VHFXULW\�RI�D�VFULSW¶V�VWUXFWXUDO�IUDPHZRUN´��/DQH�������This 

paradoxical relationship intensifies the pleasure the spectators get from the play as active 

contributors RZLQJ�WR�WKH�HSKHPHUDOLW\�WKH�³XQSUHGLFWDELOLW\�RI�WKH�SHUIRUPDQFH´�FUHDWHV��

Based on the conjoint dynamism between the pleasure and the ephemerality, Susan 

Bennett words that ³[t]he theatre audience shares with the spectator of an art work the 

inability to take in everything with a single look, but, where the art work remains for 

subsequent looks, the theatrical performance is ephemeral. Pleasure results precisely from 

that ephemerality, from the necessity of making a selection of tKH�HOHPHQWV�RIIHUHG´��������
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:KLOH�WKLV�³VHOHFWLRQ�RI�WKH�HOHPHQWV�RIIHUHG´�HPHUJHV as an emancipatory notion for the 

audience, it also allows the suggested signs to turn into self-created ideas. This way the 

suggestion of another can be transformed into the suggestion by the self. An Oak Tree 

also bears this ephemerality in its core, not only because it is a live performance, but also 

because each performance is performed with a different second actor.  

In relation to WKH�SOD\¶V�Sroclivity to autonomous perception, øOWHU�explains that ³An Oak 

Tree LV�DOO�DERXW�VD\LQJ�WKDW�WKHDWUH�LV�VRPHWKLQJ�WKDW�LV�FUHDWHG�µOLYH,¶�DQG�LW�LV�FUHDWHG�

through decision-making and choice-taking. Theatre is a result of a whole series of 

different processes, of choices and decisions rather than a fixed or a given WKLQJ´��400). 

Regarding the emphasis on the word suggestion, as stated in the introduction, Crouch was 

greatly influenced by ePLOH�&RXp¶V�PHWKRG�RI�³DXWRVXJJHVWLRQ,´�DQG he constructed the 

general parameters of An Oak Tree on the basis of WKLV� LGHD��³7KH�VHOI-K\SQRVLV´� is a 

UHIHUHQFH� WR� &RXp¶V� discourse considering the self-implantation of an idea (9). Coué 

believes that ³>Z@H�FDQ�PDNH��WR�RXUVHOYHV, very much stronger suggestions than anyone 

else can, whoever that person might be´� �68), and in An Oak Tree each of the multi-

layered narratives demonstrates this point in a very straightforward manner. The 

³transubstantiation´ formed in the Father¶s mind, the hypnotism show and the play 

Crouch produced as a writer all mirror Coué¶s reasoning. In fact, this is precisely why the 

Hypnotist fails, as his suggestion is incapable of suppressing the Father¶s, the second 

actor¶s, and most notably, the audience¶s autosuggestion.  

In the scenes where Crouch performs $QG\¶V�ZLIH��'DZQ��the power of suggestion and 

WKH� LPSRUWDQFH�RI� WKH�DXGLHQFH¶V� UHFHSWLYLW\�JDLQ� LPSRUWDQFH�EHFDXVH� WKHUH� LV�QRWKLQJ�

palpable about the other characters aside from the Hypnotist and the second actor. Thus, 

their existence solely depends on the effective reception of the audience. Rebellato 

elaborates on this by saying: 

'DZQ¶V� DFFXVDWLRQ� LV� WKDW� KHU� KXVEDQG� LV� UHIXVLQJ� WR� DFFHSW� WKH� UHDOLW\� RI� WKH�
situation, preferring to treat the world around him as a set of concepts and ideas. It 
is a despairingly sad moment of division between them. Yet it is finely balanced 
because, in reality, Dawn, Claire, Marcy, the father really are just ideas that exist in 
our heads. Claire really did not ever exist in the first place. We know so little about 
DawQ�DQG�0DUF\�WKDW�WKH\�UHDOO\�DUH�MXVW�LGHDV�RI�D�µZLIH¶�DQG�D�µGDXJKWHU¶��,Q�WKDW�
sense, the moment pushes at the paradox of fiction very hard because, despite that, 
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the scene appears to be able to evoke in an audience genuine emotion, even while 
the conversation is drawing attention to the absurdity of responding in that way. 
(152) 

 

This demonstrates that the conceptualised reality can be formed in the audience¶s mind 

without the necessity of theatrical realism, and that reality can be communicated to the 

audience when their perceptions are effectively stimulated. In one of his speeches, Crouch 

epitomises Rebellato¶V�DSSURDFK by saying that ³the character appears but not through the 

retina, the autosuggestion is made: think when I talk of this man that you see him. Theatre 

is predicated on processes of suggestion and autosuggestion´ �³Art´������ ± 11:04). As a 

result, when the suggestion of the producer coalesces into the autosuggestion of the 

audience, DQ� ³DUWLVWLF� transformation´ that ³UHVLGHV� LQ� WKH� DXGLHQFH´ transpires �³Art´ 

07:10 ± 12). Therefore, ³WKH�VHOI-K\SQRVLV´�WDNHV�RQ�D�QHZ�PHDQLQJ�ZLWKLQ�WKH�FRQWH[W�RI�

WKH�SOD\��FRQVLGHULQJ�WKH�)DWKHU¶V�K\SQRWLVDWLRQ�E\�WKH�VHOI�LQ�WKH�³WUDQVXEVWDQWLDWLRQ´�RI�

his daughter into an oak tree. Ultimately, the play tackles the phenomenon of hypnotism 

with a surprising turn as towards the end of the play the writer elevates the meaning of 

the act of hypnotism not through the H\SQRWLVW�EXW�WKURXJK�WKH�)DWKHU¶V�WUDXPD��:LWKLQ�

this scope, Lane notes WKDW�³WKH�ILFWLRQDO�ZLWKLQ�WKH�)DWKHU¶V�VWRU\�EHFRPHV�UHDO�WR�KLP��

he actually believes he has played a grand piano. The play presents a near-perfect example 

of form reflecting content. There is no clear resolution to the fictional future narrative of 

the Father and the Hypnotist´������� It is only the phenomenon of autosuggestion that can 

realise the story of the Father, in other words, the act of hypnotism as Coué suggests: 

³Autosuggestion is nothing but hypnotism´ (22). Therefore, what renders &URXFK¶V�VWRU\�

real on the end of the audience is their autosuggestion and their ability to self-hypnotise.  

The striking end of the play reveals the ultimate transformation through a bilateral 

reading. In the final scene, the Hypnotist gives instructions of the moments of the accident 

from his point of view, while the Father gives instructions to the Hypnotist from the point 

of Claire seconds before she dies: 

+<3127,67��µ:KHQ�,�VD\�VR��\RX¶UH�GULYLQJ�¶ 

µ<RX¶UH�RQ�\RXU�ZD\�WR�VRPHZKHUH��<RX¶UH�QRW�WRR�WLUHG�¶ 

µYou glance at the mirror. You catch sight of the upper left-hand corner of your face.¶ 
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µ<RX¶UH����¶ 

µ<RX¶UH�GULYLQJ�IRUZDUG�LQ�VSDFH�DQG�WLPH�¶ 

FATHER: µ:KHQ�,�VD\�VR��\RX¶UH�ZDONLQJ�¶ 

µ,W¶V�GXVN�¶ 

µ<RX¶UH�RQ�\RXU�ZD\�WR�VRPHZKHUH��<RX�VKLIW�\RXU�ZHLJKW��<RX�Vhift your weight 
again.¶ 

µ<RX¶UH����¶ 

µ7KH�DLU�LV�FROG��<RX¶UH�OLVWHQLQJ�WR�PXVLF��<RX¶UH�QRW�WRR�WLUHG�¶ 

µ<RX¶UH�ZDONLQJ�IRUZDUG�LQ�VSDFH�DQG�WLPH.¶�����-106) 

 

The motional parallels between the Hypnotist and Claire allude to the mutual trauma 

shared by the Hypnotist and Claire¶s father in the sense that they both have the similar 

instincts to alter/cease the PRPHQW�RI� WKH�DFFLGHQW��³*RLQJ�IRUZDUG LQ�VSDFH�DQG�WLPH´�

can also be interpreted from various perspectives within the scope of the multi-layered 

structure of the play. Since the setting is the next year, and it is known that the accident 

occurred three months before the hypnotism show, it is plausible to comment that the 

accident has not yet happened in the UHDOP�RI�WKH�DXGLHQFH¶V�WLPH��DV�WKH�actor says in the 

interlude-OLNH�SDUW��³$QG�DQ\ZD\��LW�KDVQ¶W�KDSSHQHG�\HW´��An Oak Tree 95). What makes 

this story happen is similar to the problematised existence of Dawn, Claire and Marcy, as 

discussed above. Their existence as mere concepts does not render their impact to the 

story unreal. Therefore, the accident and the story are real as much as the characters, who 

are, as Rebellato affirms, ³MXVW�LGHDV�WKDW�H[LVW�LQ�RXU�KHDGV´�����). Thus, once again it is 

the power of suggestion and the implantation of an idea that feel this final moment of 

confrontation real as ³[i]n the final scene, both of them DGRSW�WKH�ODQJXDJH�RI�K\SQRVLV´�

(Lane 135). Both the Father and the Hypnotist emerge or create an immersive plane of 

existence to accommodate their mutual trauma. They are not solely painting a picture as 

they go through spatial and temporal realms and thus transform into each other. Crouch, 

in this final scene, presents this trauma not as an instance but as a process of 

transformation. Through the hypnotic suggestions they give to each other, the Father and 

the Hypnotist induce a reverse empathy so that both can deal with their traumas to be able 

to heal. For the Father, the recovery depends on being able to say goodbye to his daughter, 

while for the Hypnotist, it is stopping the moment: 
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+<3127,67��µ:KHQ�,�VD\�VOHHS��VKH�OLIWV�KHU�KDQG�XS�¶ 

µ:KHQ�,�VD\�VOHHS��\RX�VD\�JRRGE\H�¶ 

)$7+(5��µ:KHQ�,�VD\�VOHHS��HYHU\WKLQJ�VWRSV�¶ 

+<3127,67��µ6OHHS�¶ 

)$7+(5��µ6OHHS�¶� 

+<3127,67��µ:KHQ�\RX�RSHQ�\RXU�H\HV�¶ 

)$7+(5��µ:KHQ�\RX�RSHQ�\RXU�H\HV�¶������ 

As it is apparent in these lines, initially the suggestion evolves into autosuggestion, 

resulting in the state of hypnosis. Therefore, this scene illustrates the significance of being 

receptive, as was mentioned at the beginning of the chapter. Crouch expounds this final 

transformation by saying thDW�³WKH Father is able to do the thing he most wanted to -- to 

say µJRRGE\H�¶�As these words are spoken the Aria breaks through into the First Variation 

which plays with an energy which, for me, is the absolute transformative power of art. 

He says good-bye, and the girl is materialised, his grief is addressed. µ:KHQ�you open 

your eyes¶´ (³Theatrical 7UDQVIRUPDWLRQV´ n.p.). Thus, the Father manages to say 

goodbye to his daughter through self-hypnosis with the help of the +\SQRWLVW¶V�

suggestions, and he achieves the final result through autosuggestion.   

Consequently, Crouch amplifies the phenomenon of transformation DV�WKH�³SRZHU�RI�DUW�´�

and as Pilnê VXJJHVWV��³>W@KLV�opens up the way towards a consideration of all art as a form 

RI�K\SQRVLV´��������7KHUHIRUH, art has both manipulative and rehabilitative power on the 

individual depending on their receptivity as well as on the way they perceive the 

suggested signs. Bottoms emphasises WKH�SRZHU�KHOG�E\�WKH�VSHFWDWRU�WKURXJK�&URXFK¶V�

statement: ³,I�WKHUH¶V�JRLQJ�WR�EH�D�WUDQVIRUPDWLRQ�LQ�PH��LW�ZRQ¶W�KDSSHQ�LQ�D�ZDUP-up 

ILYH�PLQXWHV� EHIRUH� WKH� VKRZ�� LW¶OO� KDSSHQ� EHFDXVH� RI� WKH� DXGLHQFH��<RX¶OO�PDNH� WKH�

transformation in me, QRW�PH´��³Authorising´ 73). With these words, he implies that the 

audience possesses the equal power, if not more, of authorship and to transform, 

equivalent to the DXWKRU¶V�power to create. This is why the coincidences between Crouch, 

the author and the Hypnotist are crucial: although both insinuate authority on different 

layers, suggestion has no force on its own until it operates as autosuggestion. In the final 
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act, hypnotising the Hypnotist is significant in this respect. Despite the hypnotic nature 

of &URXFK¶V art, the author can only make suggestions for the audience to interpret 

autonomously. Those suggestions function as initiators for the spectators to begin their 

authorship intellectually so that the ideas Crouch propounds can transform into 

autonomous perception. Ultimately, An Oak Tree contrives to hypnotise its audience and 

RULJLQDWHV� D� ³WUDQVXEVWDQWLDWLRQ´� WR� PDQLIHVW� WKHLU� WUansformative powers. As Coué 

affirms, ³>L@t is an illusion to think that you have no illusions (69), and Crouch reveals 

this phenomenon by subverting the very illusion per se.  
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CHAPTER III:  

 

TRANSLATION AS AN AGENT FOR SELF-AUTHORSHIP IN 

ENGLAND 

 
 
 

An emancipated community is a community of narrators and translators. 
 

Jacques Rancière 
 
 

7LP�&URXFK¶V�PXFK-debated, award-winning ENGLAND (2007) is a prominent play with 

its neoteric setting, which is an art gallery. Shifting the focus from transformation to 

transplantation in this play, the writer does not only centre on the outcomes of the act as 

it happens with transformation, or ³WUDQVXEVWDQWLDWLRQ,´ but also displays the mobility and 

dynamism during the process itself. Bearing a multi-layered structure, this time the 

transitions between the layers take place not through the identity-related complexities but 

through the concepts of corporality and coexistence. $V�%RWWRPV� DVVHUWV�� WKH�SOD\� ³is 

always performed in galleries and functions as a kind of strategic transplant, or even 

invasion, of theatre conventions into an art world setting´ (³Authorising´ 75). Thus, this 

transplantation can be examined as an expansion from a microcosm to a macrocosm when 

the conventions the writer uses DUH�WXUQHG�³LQWR�DQ�DUW�ZRUOG�´�&RQWUDULO\��ZKHQ�WKH�VHWWLQJ�

as a gallery is considered, this shift also indicates a transmission from a macrocosm to a 

microcosm as it is a theatre play ³WUDQVSODQWHG� LQWR� D� JDOOHU\�´� The capitalised title 

³(1*/$1'�´� WKHUHIRUH�� EHDUV� ERWK� PDFURFRVPLF� DQG� PLFURFRVPLF� FRQQRWDWLRQV� LQ�

relation to the ³art world setting.´  Both aspects come together concerning the consumers 

of art, that is the spectators. 3ULRULWLVLQJ�WKH�DXGLHQFH¶V�SHUFHSWLRQ��&URXFK�FRQVWUXFWV�the 

setting in ENGLAND where the spectators will question the act of viewing both as an 

activity and a passivity outside a theatre building, transcending the confines of the 

auditorium. Accordingly, this chapter analyses how Crouch positions his audience in 

ENGLAND as the translators of the story through which he creates an emancipated 

community of authors. 
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ENGLAND,1 DV�øOWHU�KLJKOLJKWV��LV�³D�SOD\�DERXW�µRQH�thing placed inside another: a heart 

LQVLGH�DQRWKHU�SHUVRQ¶V�ERG\��D�FXOWXUH�LQVLGH�DQRWKHU�FRXQWU\¶V�FXOWXUH��WKHDWUH�LQVLGH�D�

gallery, a character inside an actor, a play inside its audience¶´� �396). Bearing a 

multivalent structure, the play revolves around the story of an English character who is 

diagnosed with atrial fibrillation and who eventually survives owing to a heart transplant 

by means of the economic power of his/her wealthy art-dealer Dutch American boyfriend. 

Consisting of two acts, the play opens in the interior of a gallery building exhibiting one 

specific DUWLVW¶V�ZRUNV��it is Alex Hartley in the text, as at the time of the performance the 

)UXLWPDUNHW� *DOOHU\� ZDV� H[KLELWLQJ� +DUWOH\¶V� ZRUNs). Nevertheless, it is an intricate 

matter to ascertain the initial moment of ENGLAND precisely as the performance begins 

the second the spectators enter the building. TKH� SOD\� ³is already in motion,´ asserts 

Delgado-García, ³when actors and spectators briefly experience together the art gallery 

as a space for social interaction, where the hierarchic distinction between the actor (the 

maker and purveyor of art) and the spectator (its consumer and silent discussant) is put 

under pressure´�(159-60). The audience¶V power to initiate the play implies the idea that 

ZLWKRXW� WKH� FRQVXPHU¶V� SUHVHQFH, WKH� DUW¶V� H[LVWHQFH� becomes a questionable subject 

matter. Through this pressurised division, the play tackles the notion of absence/presence, 

which is innately present in theatre performances. Bottoms elucidates the functionality of 

the absence/presence paradox in theatre by saying: 

[T]heatre uses people and objects that are physically present as a means of invoking 
other people, places and ideas that are not. This interplay of the present and absent 
(which pertains to contemporary performance as much as traditional drama) means 
that theatre, almost by definition, involves a degree of collaborative involvement on 
the part of the DXGLHQFH��µSLHFH�RXW�RXU�LPSHUIHFWLRQV�ZLWK�\RXU�WKRXJKWV,¶�VXJJHVWV�
WKH�3URORJXH�WR�6KDNHVSHDUH¶V�Henry V. (Introduction 14) 

Utilising this intrinsic component of theatre with versatility, Crouch does not merely 

create an absence/presence situation through the physically present and absent based on 

the distance between these elements. The writer also plays around with the counteraction 

and interchangeable possibilities stemming from the paradoxical existence it creates per 

se. In ENGLAND, the gallery setting reinforces this fluidity in a complex way due to the 

 
1 Directed by Andy Smith and Karl James, ³[t]he play is created for and first produced in the Fruitmarket 
*DOOHU\�LQ�(GLQEXUJK�LQ�$XJXVW�����´��6DNHOODULGRX����, and it is ³RULJLQDOO\�FRPPLVVLRQHG�E\�WKH�7UDYHUVH�
7KHDWUH´��%RWWRPV, ³$XWKRULVLQJ´�����  
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abundance of works of art surrounding the viewers. However, the play exceeds the works 

of art present in the gallery to such an extent that it creates incompatibilities between what 

the performers narrate and what the spectators see around the gallery.  

The first act, ³'DEELQJ,´� EHJLQV� ZLWK� WZR� DFWRUV welcoming the group of audience 

members: 

µ7KDQN�\RX�¶ 

« 

µ/DGLHV�DQG�JHQWOHPHQ�¶ 

µ7KDQN�\RX�¶ 

µ,I�LW�ZHUHQ¶W�IRU�\RX��,�ZRXOGQ¶W�EH�KHUH�¶ 

µ<RX�VDYHG�P\�OLIH�¶ 

µ:HOFRPH�WR�WKH�)UXLWPDUNHW�*DOOHU\�KHUH�LQ�(GLQEXUJK�¶ (109-10) 

At first, these two performers, Crouch and Hannah Ringham, give the impression of 

guides who are waiting to inform the audience about the gallery and the works of art 

surrounding it. Soon after, however, when the delivery of these two actors begins to 

intertwine, it becomes evident that they are not gallery guides, but rather two performers 

representing a single body. The circumstance that raises uncertainty at this point is the 

dubious identification of the individual whose speech is conveyed. Bottoms interprets this 

uncertainty as below: 

[W]e, the standing audience, are a tour group. We are made very conscious of our 
physical presence in the gallery «�As the play develops, though, it becomes clear 
that the central character is strangely absent: the two actors alternate lines in a long 
monologue, as if they are the same person, leaving us uncertain as to whether this 
person is male or female, gay or straight. The only thing we can be fairly certain of 
is that this character ± unlike the eternally preserved artefacts on the walls ± is dying. 
He or she is betwixt and between life and death, neither here nor there, and thus not 
fully present with us. (Introduction 18) 

 
So, the spectators realise that the two actors represent something different from gallery 

guides, and that they themselves are not a typical theatre audience. With this realisation, 

Crouch fictionalises the audience, and the PDLQ�FKDUDFWHU¶V�absence problematises their 

presence in the gallery. $V�%RWWRPV�VXJJHVWV��WKH�SHUIRUPHUV¶�FRQVWDnt reference to their 
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boyfriend also creates an identity-related uncertainty as the source of the voice conveyed 

by the performers (one male and one female) is totally blurred. Thus, the writer leaves 

the interpretation of the central character to the audience as the protagonist takes any form 

the viewers can imagine, while the performers communicate the character¶s voice.  

$VLGH�IURP�WKH�FRPSOH[LW\� LQGXFHG�E\�WKH�SHUIRUPHUV¶�RYHUODSSLQJ�YRLFHV�� WKH�VXEMHFW 

matter of the narration begins to merge shortly after the play begins. The transmitted 

subject changes constantly as the narration shifts from the historical background of the 

gallery DQG� WKH� DUWZRUNV� WR� WKH� PDLQ� FKDUDFWHU¶V� OLIH�� WKHLU� ER\IULHQG�� DQG� WKHLU 

deteriorating health. This not only leads the storytelling to become fluid and intricate, but 

also compels the audience to question the confines of the gallery regarding spatiality. The 

word ³look´ that the writer employs to indicate the fluidity of the narration and the setting 

allows the viewer to consider the dualities that are present and absent, that are here and 

there. Regarding the shift in the narration, Delgado-*DUFtD�FRQWHQGV�WKDW�³at the onset of 

the play these refer to the art gallery and the works exhibited, these details will 

progUHVVLYHO\�EH�DERXW� WKH�SURWDJRQLVW�RI� WKH�VWRU\�� ,Q�VKRUW��&URXFK¶V�DQG�5LQJKDP¶V�

body language and linguistic register are those of two art guides initiating a translation of 

the artworks for the visitors/spectators´�(168). For this reason, throughout the first act, 

the performers serve as interpreters who translate from absence to presence. The 

uncertainty about the character¶s physical identity mirrors the intricacy of their existential 

status. Lane comments on the focalisation of identity in the play: 

The site of performance ± an art gallery ± HQULFKHV�IXUWKHU�WKH�SOD\¶V�SUHRFFXSDWLRQ�
with image and identity. Neither the locations within the story nor the characters, 
other than the [central character] comprising the narrative, are actually present, but 
DUH�UHIHUUHG�WR�DV�LI�WKH\�ZHUH��WKURXJK�WKH�UHSHDWHG�LQVWUXFWLRQ�WR�XV�WR�µORRN¶��:H�
are being guided through the art gallery as if it were displaying the >FKDUDFWHU¶V@�life 
to this point, but the visual and physical components of the story can only ever be 
present in our imaginations: what form they take is up to us. The form of the play 
relies on an extreme suspension of disbelief among the audience, with the 
components of the story (like everything else in the play) subject to displacement: 
geographical, emotional, biological and now imaginative, through the collective 
GLVSODFHPHQW�RI�D�KXQGUHG�VSHFWDWRUV¶�GLIIHUHQW�YHUVLRQV�RI� WKH�VWRU\¶V�SODFHV�DQG�
people. (138) 

 
 
As this explanation demonstrates, the performers convey the discrepancies between the 

narrated and the demonstrated not just through the character they perform, but also 
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through the gallery itself. When the performers guide the audience to ³look´�DW�WKH�ZRUNV�

of art, the spectators occasionally see nothing but an empty wall, or sometimes the 

performers draw attention to an existing work of art that is non-coincidental to what the 

performers narrate. This way, Crouch and Ringham stimulate the audience with the 

LPSHUDWLYH� ZRUG� ³ORRN,´� DQG� WKH� YLHZHUV� EHJLQ� WR� ILOO� WKH� HPSW\� ZDOOV� ZLWK� WKHLU�

imagination, resulting in ³different versions of the VWRU\´� occurring and thereby 

WUDQVIRUPLQJ� LQWR�³GLVWDQW�VSHFWDWRUV�DQG�DFWLYH� LQWHUSUHWHUV�RI� WKH�VSHFWDFOH�RIIHUHG� WR�

WKHP´��5DQFLqUH������7KH�spectacles presented to the audience in ENGLAND are usually 

substantial, DQG�WKLV�HOXVLYHQHVV�VWLPXODWHV�WKH�YLHZHUV¶�LQWHOOHFWXDO�FRQWULEXWLRQ�IXUWKHU��� 

Despite the SHUIRUPHUV¶ repeated use of the word ³look,´ which may appear authoritative 

and manipulative, it is an invitation to the audience to question the non-coincidental signs 

throughout the performance. Thus, the word functions as a suggestion by the author that 

LQLWLDWHV�DXWRVXJJHVWLRQ�RQ�WKH�VSHFWDWRUV¶�HQG��Emilie Morin comments on the impact of 

the word on the audience by saying that tKH�SOD\�³SLYRWV�XSRQ�DQ�LQWUDQVLWLYH�H[LJHQF\��

µ/RRN�¶�7KH�LPSHUDWLYH�UHPDLQV�XQIXOILOOHG��KRZHYHU��DQG�LW�LV�WKH�HDU��UDWKHU�WKDQ�WKH�H\H��

WKDW� LV�FDOOHG�XSRQ� WR�DSSUHFLDWH� WKH�JDOOHU\�YLVLW´� ����� This unfulfilled act of looking 

evokes the Duchampian concept of antiretinal art, which allows the viewer to look 

through the mind rather than the eye. In another layer, the imperative word also manifests 

the idea that the works of art are consumed through the VSHFWDWRUV¶�gaze, as it is the eye 

that validates a piece of artwork (Morin 82). The character reveals the parallel between 

looking and consuming by saying: ³+e [the boyfriend] says that good art is art that sells. 

+H¶V�WDXJKW�PH�WKH�GLIIHUHQFH�EHWZHHQ�ORRNLQJ�DQG�VHHLQJ�´��ENGLAND 130). Therefore, 

WKH� ³GLIIHUHQFH�EHWZHHQ� ORRNLQJ� DQG� VHHLQJ´� VHUYes two different purposes within the 

narrative: First, the FKDUDFWHU¶V� evident superficiality reveals ³D� FRPPRGLILFDWLRQ� DQG�

YDORULVDWLRQ� RI� VXEMHFWLYH� OLIH� LQ� JOREDOLVHG� FDSLWDOLVP´� �'HOJDGR-García 163), and 

second, it reminds the audience WR�QRW�VROHO\�³ORRN´�EXW�WR�VHH�WKURXJK�WKH�ZDOOV�RI�WKH�

gallery.  

&URXFK�XVHV�DQ�H[FHUSW� IURP�%ULDQ�2¶'RKHUW\¶V (1928- ) Inside the White Cube: The 

Ideology of the Gallery Space (1986) ³DV�DQ�HSLJUDSK�WR�WKH�WH[W,´�ZKLFK�0RULQ�VXJJHVWV�

LV�³D�WLPHO\�UHPLQGHU�RI�WKH�ZHE�RI�FRQYHQWLRQV�WKDW�VKDSH�WKH�JD]H�RI�WKH�VSHFWDWRU�XSRQ�
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the art gallery, and inviting a consideration of the immediate material context of the art 

REMHFW´ (71-72). The immediate material context of the artwork generates a new 

absence/presence dynamic by prompting the audience to consider the materiality and 

conceptuality of art. O¶Doherty explains the subtle difference between ³the Viewer´ and 

³the Eye´ as follows:  

For the Viewer ± literally something you look through ± and the Eye validate 
experience. They join us whenever we enter a gallery, and the solitariness of our 
perambulations is obligatory, because we are really holding a mini-seminar with our 
surrogates. To that exact degree, we are absent. Presence before a work of art, then, 
means that we absent ourselves in favor of the Eye and Spectator, who report to us 
what we might have seen had we been there. The absent work of art is frequently 
more present to us.  For the Spectator and the Eye are conventions which stabilize 
our missing sense of ourselves. They acknowledge that our identity is itself a fiction, 
and they give us the illusion we are present through a double-edged self-
consciousness. We objectify and consume art, then, to nourish our nonexistent selves 
or WR�PDLQWDLQ�VRPH�HVWKHWLF�VWDUYHOLQJ�FDOOHG�³IRUPDOLVW�PDQ�´�$OO�WKLV�LV�FOHDUHU�LI�
we go back to that moment when a picture became an active partner in perception. 
(55) 

  
When ³the Viewer´ personalises the art object through ³the Eye,´ it transforms into a 

presence of autonomous perception. This perpetual paradoxical cycle in Crouch¶s theatre 

XQGHUOLQHV� WKH� DXGLHQFH¶V� WUDQVIRUPDWLRQ� LQWR� WKH� FUHDWRU�� ,Q� ENGLAND, a concrete 

instance of this stimulates the YLHZHUV¶ perception by means of language rather than the 

tangible signifiers in the form of works of art. While a materially present art object in the 

gallery becomes absent through the audience¶s perception, an absent artwork evolves into 

a presence through ³the Eye.´ Hence, it is the audience that transforms the physically 

absent central character into a conceptually present one. At this point, the spectators 

become autopoietic components rather than perceiving with a collective understanding. 

When comparing the auditorium and the gallery as settings, it can be stated that though 

the group of viewers indicates a collectivity, the gallery is intrinsically suitable for a more 

self-producing environment. Looking at the same works of art, the spectators create a 

myriad of different concepts in their imaginations, which is how Crouch¶s theatre 

operates. Thus, in addition to being a criticism of consumerism and capitalism, the gallery 

is symbolic in its function to induce self-producing autopoietic contributors. White notes 

that 
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[w]e might look upon audiences, participants and performers as part of the 
environment of the autopoietic system, as with the self-sustaining process of a cell, 
ZKLFK� LV�� µD� WKHUPRG\QDPLFDOO\� RSHQ� V\VWHP�� FRQWLQXDOO\� H[FKDQJLQJ�PDWWHU� DQG�
HQHUJ\�ZLWK� LWV� HQYLURQPHQW¶�«� In this sense performance ± as an autonomous 
system ± continually exchanges resources with the people that contribute and 
respond to it. (187-88) 

 
,Q� WKLV�VHQVH�� WKH�DXGLHQFH¶V�FRQWLQXRXV�PRYHPHQW� LQ� WKH�JDOOHU\�PD\�EH�FRPSDUHG� WR�

³the continually exchanging energy�´ which turns the viHZHU¶V�DFWLYLW\�LQWR a signified 

matter per se. During this process of perception, not only are the conceptualised artworks 

in the gallery communicated through language but the performers, Crouch and Ringham, 

also become aesthetic objects for the audience, as Delgado-García explains: 

 

Standing before the works of art within the exhibit, and constantly appealing to our 
activation of this gaze, this aesthetic sensibility before the world, they become the 
object of it. They become a living object of art that we are invited to identify and 
value. This is especially acute in those moments where both performers stand before 
the works of art without speaking, those long pauses in which they allow themselves 
WR�EH�FRQVXPHG�E\�WKH�VSHFWDWRUV¶�JD]H�± while also gazing back at the spectators. 
Their seemingly inactive bodies, therefore, are engaged in an invisible labour of 
characterisation: they figure the subject as capable of being both the agent and the 
object of this gaze. (176) 
 

In this way, the performers evolve into both the cause and effect of the action they elicit 

in the audience, and the source of the signifier becomes the signified once more through 

the act of looking. Therefore, the agent and the agency of the gaze interlace, resulting in 

the objectification and fictionalisation of the audience. Considering this interconnected 

object-subject relationship, Crouch asserts that ³[t]KLV� WKHPH�RI� DFWRUV¶� DJHQF\�YHUVXV�

audience agency is present in all my work´ (³$� 3URFHVV´� 399). However, the writer 

XWLOLVHV�WKH�DFWRU¶V�DJHQF\�DV�DQ�DSSDUDWXV�WR�HOHYDWH�that of the viewers as it transpires in 

ENGLAND. Also, by objectifying himself and Ringham in the play, Crouch obfuscates 

the distance between the performer and the audience, and obliquely equalises the creator 

and the spectators as the complementing components. At some point in the first act, the 

protagonist addresses the question, ³'R�,� ORRN� OLNH� DQ�DUWLVW"´� �ENGLAND 116) when 

talking about how the originality of the work in their house is called into doubt by their 

acquaintances, and it is assumed that the protagonist created a replica of it. The 

protagonist is not the only one who asks the question as LW�³is also posed by Crouch as an 

artist, who from the beginning of the performance has worked to preclude any distinctions 
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between cast and audience´� (Delgado-García 160). Consequently, the performers 

function as conveyors, translating not only the absent protagonist but also Crouch as the 

author.  

 

During the first act, the performers ask the spectators if they have any questions 

(ENGLAND 133). However, they continue to talk without waiting for a response from the 

audience as Morin notes: 

 
In England, an incidental interaction with a necessarily imperfect audience is written 
LQWR� WKH� VFULSW�� WKH� DXGLHQFH� LV�PRPHQWDULO\� LQYLWHG� WR� UHVSRQG� WR� WKH� YLVLW�� µ$Q\�
TXHVWLRQV"¶�7KH� LOOXVLRQ� WKDW� WKH�REVHUYHU�PLJKW�HYROYH�IURP� WKH�SDVVLYH� LQWR� WKH�
DFWLYH� LV� HQWHUWDLQHG� WKURXJKRXW�� WKH� DXGLHQFH� LV� HYHQWXDOO\� µWUDQVODWHG¶� LQWR� WKH�
performance and becomes a protagonist without active participation. (79) 

 

This can be given as an example of the emancipatory restrictions that Crouch employs 

for his audience. By posing this question, Crouch prompts audience members to evaluate 

their role in the play. However, he does not expect active participation from the spectators. 

Instead, he HOHYDWHV�WKH�VSHFWDWRUV¶�FRQVFLRXVQHVV�UHJDUGLQJ�WKHLU�SUHVHQFH�LQ�WKH�JDOOHU\�

urging them to realise their fictionalisation by the performers. $V�:KLWH�VXJJHVWV��³ZH�

are aware of being audience members even while we are also participant-SHUIRUPHUV´�

(160). Thus, with this question Crouch directs to the characters in the play but not to his 

spectators, the audience, already aware of their spectatorship, realises that they are also 

characters, and this enables them to continue watching the play with a dual consciousness. 
 

While during the first act Crouch primarily engages the audience intellectually through 

the gaze, he also demonstrates the correlation between the gallery participant and the 

conventional theatre audience. As Fischer-Lichte suggests, ³[t]raditionally, the role of a 

gallery visitor or theatregoer is defined as that of either an observer or spectator. Gallery 

visitors observe the exhibited works from varying distances without usually touching 

them. Theatregoers watch the plot unfold on stage, possibly with strong feelings of 

empathy, but refrain from interfering´�(Transformative Power 11). Throughout the first 

act of the play, the performers repeatedly prompt the audience not to touch anything 

(ENGLAND 111), which illustrates this distancing implicitly. By doing so, the writer 

juxtaposes the theatre aesthetics with that of an art gallery. However, while demonstrating 

this proximity, he also criticises the commodification of art eventuating by means of ³Whe 
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Eye.´  As Bottoms DUJXHV��³Crouch, retains the potential to re-fulfil the betrayed promise 

RI�FRQFHSWXDO�DUW��µ<RX�FDQ¶W�EX\�DQG�NHHS�D�SHUIRUPDQFH�RI�D�SOD\��EHFDXVH�LW�GRHVQ¶W�

ODVW��LW¶V�JRQH��7KHUH¶V�QR�LQYHVWPHQW��LW¶V�QRW�JRLQJ�WR�DFFUXH�LQ�YDOXH�Rver the years¶´�

�³$XWKRULVLQJ´����� Thus, through the ephemeral nature of the performances, Crouch both 

highlights the possibility of producing subjectivity in the perception of each audience 

member at each staging and criticises the materialisation and monetisation of art, which 

is a major issue in ENGLAND. 

Towards the end of the first act, while the protagonist¶s heart condition deteriorates and 

WKH�SHUIRUPHUV�GHSLFW�WKHLU�ER\IULHQG¶V�HQGHDYRXUV�WR�NHHS�WKH�PDLQ�FKDUDFWHU�DOLYH��WKH�

sound in the background, which is intermittently audible throughout the act in the form 

of an underscore, begins to escalate and traQVIRUPV�LQWR�³>D@�GHDIHQLQJ�VRXQG�RI�VSOLWWLQJ�

and destruction that leads the spectators RXW�RI�WKH�ILUVW�JDOOHU\�VSDFH�DQG�LQWR�WKH�VHFRQG´�

(ENGLAND 147). As this grating sound marks the end of the first act, Crouch leaves 

Ringham¶s side and starts walking to another room within the gallery building. While the 

audience follows Crouch, Ringham walks behind the audience into the room as Lane 

H[SODLQV��³When she is finally consulted by a surgeon before her operation, one of the 

performers slowly exits the space. 7KH\�OHDYH�WKH�µRWKHU�KDOI¶ of the [protagonist] behind 

and take the audience with them, whilst the painful, distorted sound of demolition fills 

the gallery: an indication of something being wrenched apart´ (136). The use of the sound 

that illustrates something is being pulled or destroyed may first give the impression that 

WKH� SURWDJRQLVW� LV� G\LQJ� DV� WKH� ILUVW� DFW� HQGV� ZLWK� WKH� OLQH�� ³7KH� HQG� RI� WKH� ZRUOG´�

(ENGLAND 147). However, it is soon revealed that the character has undergone a 

successful heart transplant and is about to meet the donor¶V�ZLIH�³LQ�D�KRWHO�URRP��LQ�D�

remote non-VSHFLILHG�,VODPLF�FRXQWU\´��'HOJDGR-García 153). The hotel room setting in 

the realm of the story and the non-coincidental empty room in the gallery where the 

spectators sit create a spatial dissonance that is more intricate than the one in the first act. 

Although no pieces of art or locations named by the performers are genuinely present 

during the first act, the general gallery setting overlaps the narration regarding the 

ambiance it insinuates on the spectators. In the second act, there is a spatial change to a 

different country in an entirely different place creating discrepancies with the narrated. 

By this, Crouch alters the audience¶s physical and temporal presence once more by taking 
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them forward in time. Walking to another room in the gallery, therefore, ³VLJQLILHV� D�

FKURQRORJLFDO��VSDWLDO�DQG�HSLVWHPRORJLFDO�VKLIW�LQ�WKH�VWRU\´��'HOJDGR-García 153). Also, 

&URXFK¶V�DQG�5LQJKDP¶V�VHSaration is not only functional in leading the audience to the 

room. When Anthony Giddens¶V�definition of presence, which is��LQ�6FKROO�HW�DO�¶V�ZRUGV� 

³the presence of the body while absence is « the spatial-temporal distance of 

corresponding bodies´ (54), is considered, it can be assumed that Crouch creates another 

DEVHQFH�SUHVHQFH�VLWXDWLRQ�DV�KLV�DQG�5LQJKDP¶V�ERGLHV�UHSUHVHQW�WKH�FRUUHVSRQGLQJ�ERG\�

of the protagonist. Thus, &URXFK¶V� ZDONLQJ� WR� WKH� RWKHU� URRP� FUHDWHV� D� ³GLVWDQFH� RI�

FRUUHVSRQGLQJ� ERGLHV´� ZKLOH� WKH� RWKHU� KDOI� UHPDLQV� LQ� WKH� SUHYLRXV� ORFDWLRQ by 

problematising the PDLQ�FKDUDFWHU¶V�already present absence further.  

The crux of the play is the characterisation of the audience in the second act as the heart 

GRQRU� +DVVDP¶V� wife. When the spectators walk towards the room, Delgado-García 

DVVHUWV��³Crouch has started acting already, and is visibly expressing a nervous, moved 

elation as spectators arrive in the room. This not only poses him temporarily as the 

English protagonist but aims to silently characterise the audience´ (184). This time 

Crouch¶s body, which singly represents the protagonist, is positioned as the English 

waiting for the widow in a hotel room. Therefore, the moment the audience enters the 

room signifies the widow¶V arrival at the hotel room. When Ringham moves next to 

Crouch again, this time they do not stand as two in one body, but while one of them 

demonstrates the English protagonist, the other becomes the translator to translate the 

bilingual communication between the protagonist and the widow. In the first half of the 

second act Ringham personates the Translator, and the act begins with the lines below: 

ENGLISH: µThank you.¶ 
 
INTERPRETER: µThank you.¶ 
 
ENGLISH: µThank you!¶ 
 
µ,I�LW�ZHUHQ¶W�IRU�\RX�,�ZRXOGQ¶W�EH�KHUH�¶ 
 
INTERPRETER: µ,I�LW�ZHUHQ¶W�IRU�\RX�,�ZRXOGQ¶W�EH�KHUH�¶ 
 
ENGLISH: µYou saved my life!!¶ 
 
INTERPRETER: µYou saved my life.¶ 
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ENGLISH: µLook!¶ 
 
INTERPRETER: µLook.¶ (147-48) 

 

The analogies at the beginning of the first and second acts are of great significance 

regarding the spatial, epistemological, and chronological changes. 7KH� VHQWHQFH� ³,I� LW�

ZHUHQ¶W� IRU� \RX�� ,�ZRXOGQ¶W� EH� KHUH�´� DSSHDUV� LQ� ERWK� DFWV� DQG� KDV� WZR� LPSOLFDWLRQV�

concerning the scope of the play. When this sentence is considered within the context of 

the gallery in the first act, one may get the impression that the gallery and art have no 

function without a consuming community; however, in the second act, the sentence 

implies that the English character would not have been alive if it had not been for Hassam. 

$OVR��ZKLOH�WKH�SKUDVH�³/RRN´�LV�XVHG�DV�DQ�LQGXFHPHQW�IRU�WKH�VSHFWDWRUV�WR�ORRN�DW�WKH�

works of art, in the second act WKH�ZRUG�EHDUV�D�FRQQRWDWLRQ�WR�GUDZ�WKH�YLHZHUV¶�DWWHQWLRQ�

to WKH� SURWDJRQLVW¶V� VXUYLYDO activating the viewer¶s gaze upon themselves. This 

association urges the audience to consider the relationship between artworks and human 

life concerning the capability of the gaze in the aestheticisation of ERWK�VLQFH�³human life 

and the world at large can be perceived as art if the beholder has an aesthetic disposition 

(Delgado-García 82). &URXFK� HPSKDVLVHV� WKH� DXGLHQFH¶V� UHVSRQVLELOLW\� UHJDUGLQJ�

consumerism by establishing this analogy, as it is the gaze that is responsible in 

FRQVXPLQJ�DUW��WKH�DFW�RI�³ORRNLQJ�´�,Q�UHWXUQ��WKH�ZULWHU�DFKLHYHV�WKH�ILFWLRQDOLVDWLRQ�RI�

WKH�VSHFWDWRUV�LQ�WKH�VHFRQG�DFW�WKURXJK�WKH�SHUIRUPHUV¶�H\HV�since the protagonist and the 

WUDQVODWRU�VSHDN�E\�ORRNLQJ�GLUHFWO\�LQWR�WKH�VSHFWDWRUV¶�H\HV�� 

 

Once the spectators perceive that they are characterised as the widow, Crouch transforms 

their collectivity into one, thereby amalgamating the multiplicity of the signifiers into one 

body, ³and thus it collectively stands for a singular subject´ (Delgado-García 189). While 

this transformation is similar to that of &URXFK¶V�DQG�5LQJKDP¶V�FRUUHVSRQGHQFH�DV�RQH�

person, it is the opposite of the idea discussed in the previous chapter, which is ³one body 

representing two things at once´��/RYH�Q�S��. 7KH�SKUDVH�³WKH�FROOHFWLYH�GLVSODFHPHQW�RI�

D�KXQGUHG�VSHFWDWRUV´�EHFRPHV�D�VLJQLILFDQW�QRWLRQ�FRQFHUQLQJ�the dynamism of the play 

between the concepts of sympoiesis and autopoiesis; however, Crouch constructs this 

shift in a more complex way in this play as the autonomous contribution emerges from 

collectivity in ENGLAND, which is parallel to the concept of shared knowledge. Since 
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this quasi-sympoietic audience is unable to keep up communication with the English 

when they are characterised as the widow regardless of their shared and collective 

emotions, especially concerning the empathy they feel towards the widow, each viewer 

still translates this allegedly bilateral conversation in an autonomous way. However, the 

ZD\� WKH�VSHFWDWRUV¶�perceptions function in ENGLAND can be explained also through 

³KHWHURSRLHVLV2´�DQG�³DOORSRLHVLV3´�DV�:KLWH�does:  

Most thinking and writing about performance, perhaps, is concerned with the 
allopoietic and the heteropoietic. But awareness of performance in its autopoietic 
aspect is useful, especially when looking at audience participatory performance. 
What it is in danger of neglecting, is that for the experiencing subject performance 
is always also heteropoietic4, having elements devised elsewhere and introduced to 
us, and always also allopoietic, having elements which we will take away with us 
and reflect upon.  (188) 

 
Based on WKH�SUREOHPDWLVDWLRQ�RI�FRQVFLRXVQHVV�SURGXFHG�E\�WKH�SURFHVV�EHWZHHQ�³WKH�

9LHZHU´�DQG�³WKH�(\H´�FRQFHUQLQJ�WKH�SHUFHSWLRQ�RI�WKH�VXEMHFW��LW�PD\�EH�DVVHUWHG�WKDW�

the audience experiences both heteropoiesis and allopoiesis through the gallery setting in 

ENGLAND. TKH� DUWZRUNV� DQG� WKH� SHUIRUPHUV¶� QDUUDWLRQ� present the audience with a 

heteropoietic system, whereas the viewer ³FUHDWHV�WKLQJV´�RXWVLGH�WKH�JDOOHU\�EXLOGLQJ��$V�

a result, Crouch uses the heteropoietic framework for the audience to experience the play 

in an allopoietic manner. 

The DXGLHQFH¶V�SUHVHQFH as the widow also unveils another absence/presence situation, 

as it is the widow¶s corporal absence that can actualise this fictionalisation. Scholl et al. 

comment on this absence/presence relationship by saying:  

Borges¶� emphasises that the distinction absence/presence permanently collapses. 
Indeed, both sides begin to interfere with each other and start to form a complex 
relationship. Hence, a second (and other) way of interpreting this distinction 

 
2 :KLWH�H[SODLQV�KHWHURSRLHVLV�E\�VD\LQJ�WKDW�³ZH�FDQ�VHH�µKHWHURSRLHWLF¶�DVSHFWV�ZKHQ�WKLQNLQJ�RI�KRZ�
performance is designed and produced from outside itself, when thinking of what performance makers 
FUHDWH�DQG�UHKHDUVH��DQG�ZKDW�LV�GHVLJQHG�E\�D�SURFHGXUDO�DXWKRU´������� 

3 $FFRUGLQJ�WR�:KLWH��³ZH�FDQ�VHH�µDOORSRLHWLF¶�«�DVSHFWV�RI�SHUIRUPDQFH��ZKHUH�LW�FUHDWHV�WKLQJV�RWKHU�
than itself, when it creates meanings and understandings (however incomplete) that audience members take 
DZD\�ZLWK�WKHP´������� 
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HPSKDVLVHV�PXFK�PRUH�WKH�PXWXDO�GHSHQGHQF\�«�EHWZHHQ�DEVHQFH�DQG�SUHVHQFH��
This is a trivial insight: that people can be present at a particular place and hence 
in proximity to each other requires the absence of other objects (and people) at the 
same time. (55) 

  

In this approach, the ZLGRZ¶V�corporal absence makes the audience a character in the 

play, resulting in a dynamic interplay between these two parties. Hence, ³&URXFK¶V�

malleable audience, whose passivity is presented as a quality of activity,´�Wransforms ³into 

D�SHUIRUPDWLYH�RFFXUUHQFH´� �0RULQ����� Within the realm of the story, the audience is 

present in another time and location, as opposed to the Translator and English, who exist 

in the same temporality and spatiality. Lane elaborates on this complexity by saying: 

³England explicitly places the process of translation in front of an audience and puts them 

in the firing line. We are framed as part of a flawed and insubstantial process of 

communication, taking on the role of the widow who is, in her absence and our presence, 

both there and not there´� (137). It is only through the VSHFWDWRUV¶ perception and 

imagination that Crouch makes it possible for both parties to be ³WKHUH´�DW�WKH�VDPH�WLPH. 

Based on thH� ³SHUIRUPDWLYH� RFFXUUHQFH´� WDNLQJ� SODFH� WKURXJK� WKH� VSHFWDWRUV¶�

fictionalisation, it is possible to assume the ZLGRZ¶V� VLWXDWLRQ� DV� a present absence 

example, as explained by Scholl et al. below: 

 

7KH�DEVHQW�LV�QRW�RQO\�µWKHUH¶��LW�LV�DOZD\V�µKHUH�¶�KHQFH each thinking of that which 
is present must keep in mind the multiple absences which allow for something to be 
present and to be in its place; this is why we speak of present absences ... If we talk 
about present objects and processes it seems necessary to keep in mind that these 
presences are connected with the ones we regard as being absent in a given and 
specific situation. (56) 

 

As this explanation reveals, each absence signifies the present absence condition 

FRUUHVSRQGLQJO\�WR�WKH�ZLGRZ¶V�VLWXDWLRQ��)XUWKHUPRUH��WKH�YLHZHUV¶�FKDUDFWHULVDWLRQ�DV�

the widow multiplies her absence because there is the multiplicity of bodies Crouch 

DWWULEXWHV�WR�D�VLQJOH�FKDUDFWHU�WKDW�LV�QRW�³KHUH�´�Therefore, the antiretinal aspects become 

crucial throughout the second act since the audience actualises the character through their 

intellectual contribution, and it is the present absence situation that makes the YLHZHUV¶ 

contemplation a consequential act. 5HJDUGLQJ� WKH� DXGLHQFH¶V� LQWHOOHFWXDO contribution 

Crouch explains that ³,Q� ENGLAND, it is about saying it and not showing it; this 

generates thoughts, connections and images in an audience. But, if I showed it as I said 
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LW��WKH�DXGLHQFH�ZRXOG�>KDYH@�QRWKLQJ�WR�FRQWULEXWH´��³$�3URFHVV´������ The predominant 

mode of transmission, which stands on saying throughout the play, urges the spectators 

to see, which is the key activity in this particular play while the passivity is simply looking 

at it. 

Although in the first part, two performers exhibit the notion of translation by narrating 

the works of art to the audience, in the second act, Crouch uses translation as a more 

explicit device. The first notable detail concerning the Translator is that while translating, 

they desensitise the English¶s emotions, making the character lost in translation as is 

apparent in the excerpt: 

ENGLISH: µ,¶YH�EURXJKW�VRPHWKLQJ�IRU�\RX��$�JLIW�WR�VD\�WKDQN�\RX��7KDQN�\RX�WR�
you!¶ 
 
µFrom me. For me! For my life! For what you did for me!¶ 

INTERPRETER: µ,W¶V�DQ�KRQRXU�WR�PHHW�\RX��,�KDYH�D�JLIW�WR�WKDQN�\RX�¶ (148) 

As can be observed, the 7UDQVODWRU¶V� WUDQVODWLRQ� GXOOV� DQG�PHFKDQLVHV� WKH� (QJOLVK¶V�

enthusiasm. Aside from that, the frequent silences Crouch employs between translations 

reinforce the difficulty and the complexity of this failed communication, which may also 

be interpreted as a complication stemming from the spatial and temporal distances. The 

apparent reduction in the protagonist¶s words by the Translator also obscures the 

ZLGRZ¶V�WKRXJKWV�DQG�DSSURDFK�to the English. As Lane notes,  

[t]he filter of translation creates a cold and clinical tone, diffusing the emotional 
WH[WXUH�RI�WKH�ZLGRZ¶V�RZQ�ZRUGV��7KHLU�GHOLYHU\�WKURXJK�WKH�WUDnslator is colourless, 
distancing the widow even further from the >SURWDJRQLVW¶V@ efforts to offer a hand of 
friendship and celebrate a life saved. Language as a theatrical device is exploited by 
Crouch much more prominently in England, and the gulf betweeQ�WKH�FKDUDFWHUV¶�
understanding of the situation is illustrated through the limitations of their 
communicative apparatus, their separate cultural perspectives, and then through the 
chosen theatrical form as well. (138) 
 

Crouch attributes the presence of the widow only to the language conveyed by the 

Translator and the VSHFWDWRUV¶�hearing. As it is evident that the translation process in the 

SOD\� LV�XQUHOLDEOH�EHFDXVH� WKH�(QJOLVK¶V�VWDWHPHQWV�DUH� WUDQVODWHG� LQ� D�SHUIXQFWRU\�DQG�

insensitive manner, the widow¶s statements create a sense of uncertainty. This may 
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KHLJKWHQ�WKH�DXGLHQFH¶V�VHQVH�RI�GHVSHUDWLRQ��DV�WKH\�DUH�QRW�SUHVHQW�EHIRUH�WKH�7UDQVODWor 

and hence cannot express themselves in the form of the widow. The decorum between 

the form and WKH�FRQWHQW�WKXV�LQFUHDVHV�WKH�LPSDFW�RI�WKH�DXGLHQFH¶V�FKDUDFWHULVDWLRQ�DV�

the widow because through the elusiveness of the interaction enhanced with the silent 

breaks the spectators genuinely experience this failed communication. Delgado-García 

argues that 

 
WKH� ZLGRZ¶V� XWWHUDQFHV� DUH� LQDXGLEOH� �IRU� WKH� DXGLHQFH� LQ� WKH� SHUIRUPDQFH�� DQG�
incomprehensible (for the English characters in the fiction). Her existence as a 
subject in the sensible world of the performance is both sustained and overwritten 
by the interpreter and their translations. ENGLAND does not provide any sonic 
VXSSRUW� WR� WKH� ZLGRZ¶V� ZRUGV�� 7KH� LQWHUSUHWHU¶V� ZRUGV� DUH� WKXV� UHQGHUHG� D�
simulacrum à la Baudrillard: a copy without an original. (191) 

 

Crouch creates this simulacrum through the ZLGRZ¶V� present absence, thereby 

problematising the phenomenon of representation regarding the 7UDQVODWRU¶V�

interpretation of the widow. Crouch and Ringham switch roles in the middle of the second 

act, and from that point on, Crouch assumes the role of the Translator while Ringham 

continues as the English. This reversal also demonstrates the discrepancy in the 

7UDQVODWRU¶V representation aside from preventing the audience from attributing the 

English¶V and the Translator¶V� UROHV� to these two performers. Thus, the ambivalence 

concerning the protagonist¶s and the Translator¶s corporal presence persists until the end 

of the play.  

During these ambiguous exchanges, it becomes clear that the widow was asked to consent 

to heart transplantation while Hassam was still alive, and she was offered half a million 

pounds to sign the paper to approve this operation, which is the reason why the widow 

believes that Hassam is killed. Crouch transforms this anguish into reality by 

fictionalising the audience as the widow, as opposed to portraying it through actors on 

stage, as in theatrical realism. Thus, the issue in question is actualised, and it no longer 

becomes present ³WKHUH´�RQ stage but ³KHUH´�in the audience. Delgado-García asserts that 

³>S@roviding the audience with an unjust situation, this second act implicitly demonstrates 

the difficulty of interrupting and calling into question a given order ± of acting out our 

alleged freedom, agency and desire for equality´ (174-75). Not only do the spectators 
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directly experience these challenges IURP� WKH� ZLGRZ¶V� SHUVSHFWLYH� but they are also 

prompted to question their own responsibility in contributing to this heart transplantation. 

Lane expresses this cogitation that Crouch triggers in the audience by saying that ³>Z@e 

understand what is happening more clearly through how it is happening to us. This is a 

GUDPDWXUJ\�WKDW�µPDNHV�XV�DZDUH�RI�WKH�PHFKDQLVPV�RI�FRPPXQLFDWLRQ�DQG�WKH�DUWLILFLDO�

FRQVWUXFWLRQ�RI�LPDJLQDU\��UHDO��ZRUOGV��HYHQ�ZKLOH�ZH�DUH�PRYHG�DQG�HQJDJHG�E\�WKHP¶´�

(137). Consequently, by obfuscating the distinction between fiction and reality through 

the multi-layered structure of the play, Crouch enables the audience to confront this 

predicament both autonomously and collectively. Delgado-García encapsulates the 

stratified nature of the play by focusing on the impact it has on the audience as both 

passive viewers and active participants as below: 

To recapitulate, in ENGLAND¶V� ILUVW� DFW�� VSHFWDWRUV� ± like Crouch and Ringham 
themselves ± are doubly characterised. On the one hand, they are figured as part of 
a collective reactive subject, enmeshed in a convivial, uncritical and privileged 
inhabiting of the world. They are incorporated into the collective subject epitomised 
by the protagonist. On the other hand, they are also understood as an aggregation of 
autonomous singular subjects whose positioning in the [g]allery stems from a 
combination of personal initiative, collective inertia, and awareness of the self and 
others (performers, co-spectators, works of art) in the room. Similarly, audience 
characterisation in Act Two is once again twofold: spectators are characterised both 
DV�WKH�GRQRU¶V�ZLGRZ�LQ�WKH�ILFWLRQ�DQG�DV�D�FROOHFWLRQ�RI�PLV-characterised subjects, 
as subjects other than the widow or the protagonist, who are exposed to an experience 
of disidentification. (189) 
 

The emphasis on the word ³FROOHFWLYH�LQHUWLD´�UHYHDOV�WKH�FRPSOH[�VWUXFWXUH�RI�WKH�SOD\�

in the sense that though WKH�DXGLHQFH¶V�PRELOLW\�DV gallery visitors in the first act contrasts 

with their immobility in the second act, audience engagement in the second is 

significantly greater than in the first. Awareness of the self and disidentification are also 

in conflict, as the audience, who participates with their own consciousness in the first act, 

is encouraged to contemplate through the consciousness of another in the second. 

2¶Doherty claims that the impact of ³the Eye´ is crucial regarding this juncture of the 

consciousness and asserts that ³the Eye is´ responsible for both the disidentification and 

the creation of the illusion on the audience by saying: 

>3HUFHSWLRQ@�PHGLDWHV�EHWZHHQ�REMHFW�DQG�LGHD�DQG�LQFOXGHV�ERWK��2QFH�WKH�³DFWLYH´�
artwork is included in the perceptual arc, the senses are called into question; and 
since the senses apprehend the data that confirm identity, identity becomes 
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problematic. The Eye stands for two opposite forces: the fragmentation of the self 
DQG� WKH� LOOXVLRQ�RI�KROGLQJ� LW� WRJHWKHU�«�6R�(\H�DQG�6SHFWDWRU�DFNQRZOHGJH� WKH�
desire for direct experience, at the same time they recognize that the modernist 
consciousness can only temporarily submerge itself in process. Again the Eye and 
Spectator emerge with a double function ± as much curators of our consciousness as 
subverters of it. (61) 

:KHQ�WKH�VSHFWDWRU¶V�VHQVHV�DQG�VHQVH�RI�LGHQWLW\�DUH�FRQIODWHG��GLVLGHQWLILFDWLRQ�RFFXUV��

the eye participates in opposing forces for both the illusion of holding the self together 

DQG�IUDJPHQWDWLRQ��DV�VWDWHG�E\�2¶'RKHUW\��,Q�ENGLAND, this fragmentation takes place 

QRW�MXVW�E\�WKH�DXGLHQFH¶V�RZQ�SHUFHSWLRQ�DQG�³(\H�´�EXW�DOVR�E\�H[WHUQDO�IDFWRUV��which 

LV� WKH� SHUIRUPHUV¶� JD]H�� 7KH� SHUIRUPHUV¶� H\HV� DUH� ZKDW� ILFWLRQDOLVHV� DQG� DOWHUV� WKH�

VSHFWDWRUV¶� LGHQWLWLHV�� /RRNLQJ� DW� WKH� DXGLHQFH� ZKLOH� FRPPXQLFDWLQJ� ZLWK� WKH� ZLGRZ�

results in misidentification; hence, the eye functions as both a curator and a subverter of 

the DXGLHQFH¶V�FRQVFLRXVQHVV. 

 

The DXGLHQFH¶V� transformation from a group visiting the gallery and consuming the 

artworks to a character in the play KHLJKWHQV�WKH�VSHFWDWRUV¶�VHQVH�RI�UHVSRQVLELOLW\�IRU�

Hassam¶s death, JLYHQ� WKDW� WKH� KHDUW� LV� SXUFKDVHG� E\� WKH� SURWDJRQLVW¶V� DUW� GHDOHU�

boyfriend. Thus, the monetisation of art provides the English and his/her partner with this 

purchasing power. In the second act, the spectators, who experience this consumerism as 

the providers of it, turn into victims who painfully face the consequences of consumerism. 

In other words, this indicates their transition from the agents to the objects of the problem. 

Based on this, it may be asserted that the sound Crouch uses at the end of the first act as 

³DQ�LQGLFDWLRQ�RI�VRPHWKLQJ�EHLQJ�ZUHQFKHG�DSDUW´��/DQH������LV�DFWXDOO\�+DVVDP¶V�KHDUW, 

ZKLFK�LV�EHLQJ�UHPRYHG�IURP�KLV�ERG\��LQGLFDWLQJ�³>W@KH�HQG�RI�WKH�ZRUOG´��ENGLAND 

147) for him. Hence, WKH�DXGLHQFH¶V�DFWLQJ� DV� WKH�ZLGRZ�EHJLQV�DV� they start walking 

towards the room along with the sound playing in the background whereas &URXFK¶V�

DFWLQJ�³has already beguQ´�ZKHQ�WKH�DXGLHQFH�HQWHUV�WKH�URRm.  

 

Near the end of the play, the widow brings the English a photo of Hassam to which the 

protagonist responds by saying, ³,�ZLOO�IUDPH�LW��3XW�LW�LQ�D�IUDPH�± like this! Put it on my 

ZDOO�´� �ENGLAND ������ 7KH� IUDPLQJ� RI� +DVVDP¶V� SKRWRJUDSK� DOOXGHV� WR� KLV�

transformation into an art piece and his objectification by the gaze. Also, the expensive 
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work of art that the protagonist wants to give to the widow in return for the life Hassam 

bestowed upon them leads to his objectification even further: 

 
ENGLISH: µ,W¶V�ZRUWK�D�ORW�RI�PRQH\�¶ 
 
µ,W¶V�EHDXWLIXO�¶ 
 
µYou can do what you like with it. Sell it or NHHS�LW��,W¶V�\RXUV��$�ORW�RI�PRQH\��)RU�
food, or clothes, or water. For your village. For whatever you want.¶ 
 
µA lot of money.¶ 
 
µ'RHV�VKH�XQGHUVWDQG"�,�ZDQW�KHU� WR�KDYH�LW�� ,�GLGQ¶W�KDYH�WR�FRPH�KHUH��1RERG\�
made me. This is my gift. My thank you.¶ 
 
µFor my life.¶ 
 
INTERPRETER: µA work of art from England.¶ (164-65) 

 

%RWWRPV� GHVFULEHV� WKLV� H[FKDQJH� DV� ³art for a heart´ �³0DWHULDOLVLQJ´� ����, and this 

reinforces the idea that through WKH� YLHZHUV¶� DHVWKHWLF� WHQGHQF\� KXPDQ� OLIH� FDQ� EH�

considered art (Delgado-*DUFtD������ �+DVVDP¶V� DEVHQFH, therefore, is what makes the 

protagonist present in this story, and obliquely, what makes Hassam absent is the 

FRQVXPHU¶V�JD]H�WKDW�LV�SRZHUIXO�HQRXJK�WR�DHVWKHWLFLVH�a human life. 7KH�OLQH�³$�ZRUN�

of art from EnglanG´� LV�DOVR�RI�JUHDW� LPSRUWDQFH� UHJDUGLQJ� its dual implication, which 

Delgado-*DUFtD�FRQWHQGV�E\�VD\LQJ��³5LQJKDP�LV�FODLPLQJ�KHUH�WR�EHDU�D�SUHVHQW�IRU�WKH�

widow. Yet her lines also resonate with her role as an English performer who has brought 

the spectators a theatre work from England, and who relinquishes authorial authority and 

RZQHUVKLS�RYHU�WKH�SLHFH´��������Considering this statement, the SUHVHQWDWLRQ�RI�³D�ZRUN�

RI�DUW�IURP�(QJODQG´�to the audience as an offering DQG�WKH�SURWDJRQLVW¶V�VXJJHVWLRQ�WR�

tKH�ZLGRZ�WKDW�µ>VKH@�FDQ�GR�ZKDW�>VKH@�OLNH[s] ZLWK�LW�UHLWHUDWHV�&URXFK¶V�REMHFWLYH� WR�

make suggestions WR�KLV�DXGLHQFH�VR�WKDW�WKH\�³can do what [they] like with it�´ Also, the 

SOD\¶V�ILQDOLVDWLRQ�ZLWK�WKH�question the English poses to the Translator, that is ³:KDW¶V�

VKH�VD\LQJ"�:KDW�GLG�VKH�VD\"´��ENGLAND 166), can EH�DQDO\VHG�DV�&URXFK¶V�OHDYLQJ�

the interpretation to his audience.  

 

Through the paradoxical dynamism of absence/presence by means of creating 

corresponding bodies and turning collectivity into one unity, Crouch utilises the gallery 
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as a setting where the spectators H[SHULHQFH�WKH�SOD\�DXWRQRPRXVO\�DV�DQ�³LQWHUSUHWLYH�

FRPPXQLW\� DULVLQJ�RXW� RI� VKDUHG� VRFLDO� H[SHULHQFHV´� �McQuail 19). While the gallery 

setting allows the audience to interact as autopoietic components collectively undergoing 

a shared social experience, their transformation into a single character in the second act 

also enables them to individually confront ethical issues such as monetisation of art and 

objectification of human life during this shared experience.  

 
Consequently, the performers who function as translators in both acts (translating the 

works of art in the gallery and translating for the English and the widow) are the 

FRQYH\RUV� IRU� WKH� ZULWHU¶V� VXJJHVWLRQV�� GHPRQVWUDWLQJ� WKDW� WKH� XOWLPDWH� LQWHUSUHWDWLRQ�

WDNHV�SODFH�LQ�WKH�DXGLHQFH¶s mind. As Marcel Duchamp claims, ³the creative act is not 

performed by the artist alone; the spectator brings the work in contact with the external 

world by deciphering and interpreting its inner qualification and thus adds his 

contribution to the creative act´ ������� 6XFK� D� FRQWULEXWLRQ� RQ� WKH� VSHFWDWRUV¶� HQG� is 

perhaps the most essential component in ENGLAND since the creative act taking place in 

WKH�SOD\�LV�QRW�OLPLWHG�WR�WKH�FUHDWLRQ�RI�WKH�DXWKRU�EXW�LQFOXGHV�WKH�DXGLHQFH¶V�LPDJLQDWLRQ�

as well. Through the problematised act of translation, Crouch conceptualises the absent 

elements in the play; however, as Rancière puts it, ³[i]t requires spectators who play the 

role of active interpreters, who develop their own translation in order to appropriate the 

µVWRU\¶� DQG�PDNH� LW� WKHLU� RZQ� VWRU\�� $Q� HPDQFLSDWHG� FRPPXQLW\� LV� D� FRPPXQLW\� RI�

QDUUDWRUV�DQG�WUDQVODWRUV´�����. The spectators in the play are both narrators as the actor 

and translators as the viewers, and Crouch creates an emancipated community of 

spectators who can create individually as the authors.  Ultimately, in ENGLAND it is the 

audience that can actualise the story to make it here and present, and Crouch brings about 

this emancipation in the gallery, confined to walls but XQFRQILQHG� WR� WKH� VSHFWDWRUV¶�

autonomous translations.  
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CONCLUSION 
 

 

The writing is leaving the writer. 

The death of the author. 

TIM walks out of the theatre. 

The houselights are on. The doors to the theatre are open. 

Tim Crouch, The Author 

 

With the emergence of a novel understanding in the theatre of the 2000s concerning the 

DXGLHQFH¶V�FHQWUDOLVDWLRQ�on the stage, spectatorship as an activity and passivity appeared 

as a more controversial subject matter. Especially postdramatic theatre, put forth by Hans-

Thies Lehmann, engendered a new phase where the audience started to take a more active 

role on the VWDJH�� 7KLV� LQFUHPHQWDO� FRQWULEXWLRQ� RQ� WKH� VSHFWDWRUV¶� HQG� KDV� EHFRPH� D�

problematised issue due to its causing unsettlement and confusion among the audience at 

times. Tim Crouch is a prominent theatre-maker with his unique execution in authorising 

his spectators. Despite the present postdramatic, experimental and metatheatrical 

elements in his oeuvre, the writer detaches himself from being categorised within a certain 

theatrical movement or form, as labelling is an innately restrictive phenomenon that might 

LQWHUYHQH�LQ�WKH�DXGLHQFH¶V�SHUFHSWLRQ. In this regard, what renders Crouch an avant-garde 

theatre-maker is his adhering to the earlier theatre forms regarding fixity and to the 

Aristotelian unity in the textual sense, while also utilising new techniques that enable his 

audience to be more intellectually active as an integral part of his stage.  

Especially in My Arm, An Oak Tree and ENGLAND, as analysed in the chapters of this 

thesis, the writer exhibiWV� KLV� REMHFWLYH� WR� SULRULWLVH� WKH� DXGLHQFH¶V� SHUFHSWLRQ� ZKLOH�

abstaining from interfering in their personal space or making them feel obliged to take 

part corporally. Believing that any precarious physical freedom given to the audience may 

have a perverse effect on their liberation, and eVSRXVLQJ�-DFTXHV�5DQFLqUH¶V�LGHRORJLHV�

focusing on the VSHFWDWRUV¶�HPDQFLSDWLRQ�LQ�WKHDWUH��Crouch constructs his plays within 

the frames of emancipatory restrictions instead of constraining liberations.  
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In his first play My Arm, Crouch delves into the notions of representation by narrating the 

allegedly autobiographic story of a ten-year-old boy who lifts his arm for the rest of his 

life. WhiOH�FRQYH\LQJ�WKH�VWRU\�RI�³WKH�ER\�ZLWK�the arm´�DQG�KLV�FRPPRGLILFDWLRQ�DV�DQ�

object of art by artists, Crouch never raises his arm to enact the boy. He tells the story by 

collecting random objects from the spectators with the aim of making them question the 

portrayal of the objects attributed to the characters, thereby engaging them in active 

contemplation throughout the performance. Thus, while the objects to which the viewers 

give meanings are abstracted from their original meanings, a symbol as ordinary as an 

arm is unexpectedly distorted in its meaning within the scope of criticism of art. In other 

words, the objects collected from the audience at the beginning of the play are both a 

concrete representation of the audience¶s contribution to the play and a pointer to the 

aesthetic significance that each of these random objects gains. 

As for his second play, in An Oak Tree, Crouch involves the audience in the play 

intellectually by employing an eccentric technique. With the opening of the play, the 

author informs the audience that the second actor portraying the Father has never seen or 

read the play before. The second actor follows the instructions given by Crouch. This 

indicates that prior to the start of the play, Crouch challenges the conventional idea of 

theatrical realism and, by extension, the credibility of the performance. The impact of the 

play, which focuses mostly on a traumatised father whose daughter was killed in a car 

accident, progressively intensifies as the play proceeds. The Father and the Hypnotist re-

enact the moment of the accident so that they can heal through self-hypnosis. As 

explained by the writer himself, in writing An Oak Tree he was greatly influenced by 

Émile Coué. His book Self-Mastery Through Conscious Autosuggestion (1920) is an 

important source of inspiration for Crouch, and by means of the Hypnotist, the playwright 

unveils how the audience creates their own reality on stage through the impact of the 

mind over corporeality. When Coué¶V�DVVHUWLRQ�LV�DQDO\VHG�ZLWKLQ�WKH�VFRSH�RI�&URXFK¶V�

suggestions in his plays, the writer makes use of theatre as an organ that interferes with 

the subconscious of the receiver, or perceiver. The Hypnotist therefore functions as the 

embodiment of Coué¶V� LGHD�RI�DXWRVXJJHVWLRQ��ZKLFK� LPSOLHV�DQRWKHU�VRXUFH¶V�FRQWURO�

RYHU�RQH¶V�SHUFHSWLRQ��7KLV�FDQ�EH�LQWHUSUHWHG�DV�ERWK�WKH�DXWKRU¶V�LQWHUIHULQJ�ZLWK�WKH�
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audience¶s perception and the reshaping of the events on stage in accordance with their 

own comprehension.  

In ENGLAND the setting is an art gallery, and the play takes place there throughout the 

two acts. While in the first act the spectators question the acts of seeing and looking in 

the position of viewers of an art gallery, in the second act Crouch positions his audience 

as the widow who loses her husband whose heart is given to the English standing before 

them. By making the audience assume the role of the widow, Crouch enables the audience 

to feel the ZLGRZ¶V�pain directly, which is unfathomable for the organ receiver in the play. 

In addition to the techniques he employs, &URXFK¶V�use of the gallery as a setting is an 

implicit criticism of capitalism, consumerism aQG�DUW¶V�EHFRPLQJ�D�SURGXFW�WR�EH�VROG�DQG�

consumed gradually, losing its fundamental value with the idea of art for economic 

purposes. Throughout the play, Crouch questions the impact of theatre and art in relation 

to the capitalist order and consumerism as well as making the audience question the issue 

of communication and translation in a multi-layered way. 

In addition to challenging the authority of the author, Tim Crouch questions the artist and 

the author who make use of art as their subject matter. Through this, the audience feels 

the responsibility of consuming art as well as creating it as co-authors. The writer divulges 

an aspect of artistic creation that relentlessly exploits its subject matter, emphasising that 

the process of creation for the author differs from what the receiver infers from the play 

itself. Within this scope, in addition to Coué¶V�WKHRU\�RI�DXWRVXJJHVWLRQ��5RODQG�%DUWKHV¶V�

theory of ³the death of the author´ is a predominant concept in his plays since the granted 

authority of the audience LQYDOLGDWHV� WKH� DXWKRU¶V� FRQWURO� RYHU� WKHP� through their 

autosuggestion. ,Q� WKH� OLJKW� RI� WKH� VWDWHG� DVSHFWV� RI� KLV� ZULWLQJ�� &URXFK¶V� SOD\V�

demonstrate how the subject matter itself can replace the author through the active 

contribution of the audience to the play on stage, which they can reshape the staged by 

means of their own perceptions. 

Representation is of utmost importance in these three plays pertaining to the difference 

between the conceptual and the representational. In My Arm, the audience questions the 

representative values of the objects and the performer himself to be able to perceive the 
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autobiographical validity of the performance. In An Oak Tree, the phenomenon of 

transforming something into another problematises the notion of representation, as this 

change is conceptual and can take place in the mind of the audience. In ENGLAND 

representation comes to the fore through the spatial and corporal existences in questioning 

the representation of the audience in the gallery and through their position as the widow 

character.  

Transformation is another key issue existing in all these three plays in the sense that 

Crouch puts forward WKH�DXGLHQFH¶V�SRZHU�in transforming the signified messages as one 

of his main subject matters. In My Arm��RQH�RI�WKH�SOD\¶V�FHQWUDO�FRQFHUQV�LV�WKH�DUP¶V�

transformability into various art forms by losing its original meaning and function. An 

Oak Tree is mostly performed through the notion of transformation. Aside from the 

³WUDQVXEVWDQWLDWLRQ´�WDNLQJ�SODFH�WKURXJK�WKH�)DWKHU¶V�WUDQVIRUPLQJ�KLV�GDXJKWHU�LQWR�DQ�

oak tree, the play centres on what the audience captures by means of the transformation 

taking place in their minds as autonomous components. As for ENGLAND, Crouch 

analyses the dynamics of the transformation through problematising the phenomenon of 

absence/presence as well as by means of the act of translation. Such paradoxical and 

contradictory concepts are effective in imbuing the audience with their authoritative 

power to deconstruct and re-create.  

Though implementation of such complexities might appear as a challenge for the 

audience to perceive the plays, Crouch embeds his plays with signifiers that will allow 

the viewers to differentiate through corresponding and non-overlapping implications 

throughout the performance. As a result, these uncertainties function to enhance the 

YLHZHUV¶�FRPSUHKHQVLRQ�WR�PDNH�³JHQXLQH�FUHDWLRQV´�contrary to operating as confusing 

complexities. To elaborate, in My Arm the non-overlapping attributions of the objects and 

the characters allow the spectators to realise the non-coincidences between the 

protagonist and the performer on stage. Likewise, non-overlapping physical features in 

An Oak Tree between the performer and the Father become an efficient discrepancy for 

the audience to question the correspondence between the writer Crouch and the Hypnotist. 

In ENGLAND the spatial coincidences within the setting as an art gallery and the non-

coincidences between the narrated and the portrayed initiate the audience to question the 
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subject matters of the play, which are consumerism and the power of viewing, beyond the 

confines of the gallery in question.  

Aside from the coincidental and non-coincidental placements, another contradictory 

approach Crouch perpetually makes use of is portraying the subject he criticises as the 

subject directly utilised in the play per se. To exemplify, in My Arm, he shows that 

DQ\WKLQJ�FDQQRW�EH�DUW�ZKHQ�LW�LV�DOO�DERXW�WKH�LGHD�WKDW�³DUW�LV�DQ\WKLQJ�\RX�FDQ�JHW�DZD\�

with.´ With a similar approach, in An Oak Tree Crouch demonstrates that the suggestion 

RI�WKH�RWKHU�LV�QRW�PRUH�HIIHFWLYH�WKDQ�WKH�VXJJHVWLRQ�E\�WKH�VHOI�WKURXJK�WKH�+\SQRWLVW¶V�

suggestions. Lastly, in ENGLAND Crouch invites his audience to question the issue of 

consuming art by making them consume the art at the gallery E\�³>PDNLQJ@�WKH�VWRU\�WKH�

DUWLVWLF�VXEMHFW�WKDW�ZH�ORRN�DW´��/DQH������ In this way, the writer prioritises the active 

role of the audience and highlights that the subject of theatre is the spectators by keeping 

the dynamics of the relationship between the object and the subject in the foreground. 

Another useful strategy the writer employs in his plays is the use of silence as a way to 

stimulate his audience to communicate with their thoughts and to fill these purposefully 

incomplete sections as autopoietic components of the stage. In My Arm, instead of 

explicitly portraying the ER\¶V� feelings, Crouch demonstrates the communication 

problems between the protagonist and his family by repeatedly inserting silence breaks. 

Through these ³LVRODWHG�SHULRGV�RI�VLOHQFH´��/DQH������WKH spectators do not merely view 

the issue from a distance, but rather genuinely experience WKH�ER\¶V�ORQHOLQHVV. In An Oak 

Tree, the silent moments are filled with music and sound effects so that the audience can 

experience the moment of the accident through the sounds of passing cars. Thus, the 

haunting trauma of the Father and the Hypnotist haunts the audience throughout the play 

as well. Regarding ENGLAND, the employment of silence can be separated between the 

silence in the first act and the silence in the second. In the first act, the silent breaks allow 

the spectators to envision the two performers performing in front of them as a single body, 

distinguishing their overlapping voices not as those of two different people speaking 

simultaneously, but as those of one body divided into two. In the second act, Crouch 

exhibits the communication difficulties between the widow and the English through the 

use of silence. Thus, the writer presents the audience as the widow, heightening the 
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YLHZHUV¶ empathy. It also suggests that the viewers are expected to fill in the silences with 

their own intellectual conjecture. Hence, these silent parts, which Crouch uses in all three 

SOD\V�� VKRZ�WKDW� WKH�DXGLHQFH¶V�YRLFH� LV�DV� LPSRUWDQW�DV� WKH�DXWKRU¶V, and through the 

SHUIRUPHUV¶�VLOHQFH, WKH�ZULWHU�HQKDQFHV�WKH�LQWHOOHFWXDO�SDUWLFLSDWLRQ�RQ�WKH�DXGLHQFH¶V�

end. 

Ultimately, 7LP�&URXFK¶s plays, My Arm, An Oak Tree and ENGLAND manifest that the 

DXWKRU¶V�creativity is not above the audience¶s perception, and that the audience is the 

most significant component of the play even if they are not physically involved on stage. 

Through contemporary techniques and approaches that encourage self-creation, Crouch 

conceptually moves the audience closer to the stage and the stage closer to the auditorium, 

revealing that the performance is essentially a co-creation and that the essence of the plays 

is the concepts which form in the DXGLHQFH¶V imagination rather than the activity taking 

place on stage. As Jacques Rancière contends, ³[e]very spectator is already an actor in 

her story; every actor, every man of action, is the VSHFWDWRU�RI�WKH�VDPH�VWRU\´�����. In 

light of this, Crouch reveals the equality of stage dynamics and challenges the 

conventional hierarchical structure of the theatre. By changing the spectators into 

participants in their own stories within an autopoietic system and by transforming the 

performer into a spectator, the theatre-maker shows that spectatorship and viewing are 

the most active aspects of the stage, as opposed to being passive. Just as Crouch concludes 

his play The Author, he utilises the author¶s death as a stage direction to emphasise that 

by the end of the play, the creator has become ineffectual after conveying his suggestions, 

thereby giving the authorship to the audience. As the audience begins to rewrite, ³the 

writing leaves the writer.´�Finally, the author exits the theatre ³with the doors still open´ 

to WKH�DXGLHQFH¶V�DXWRVXJJHVWLRQ�WR�FUHDWH�DXWRQRPRXVO\�� 
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