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ABSTRACT 
 

The basic, universal movement of the running body has been repeated and made visible in 
aesthetic, scientific, and political debates. Such debates of the body may depend on live 
movements in real space-time, movements articulated by motion capture devices, or movements 
that exercise in imagination: a head of state who uses the running body to manipulate his 
political subject, for example, or a series of images taken from an optical motion capture system 
that simultaneously represents and dissects movement patterns of the body in its swiftest 
motions, or a sound art installation that voices the familiar dynamics of running steps and heavy 
breathing. In each instance, the bodily practice of running is extracted from its seemingly 
unmediated everyday, placed instead within aesthetic methodologies and technologies to 
scrutinize the movement and its complex of meanings. This action is meant to reveal that real 
experience — that nonfictional movement, as it were — of the body running, to see into the 
rhetorical, cultural productions of our public, bodily realities.  
 I begin this inquiry by defining the term “running body” and examining the manner in 
which that body was scientifically observed and aesthetically codified in the late nineteenth and 
early twentieth centuries. Then, the running body is investigated in experimental choreography, 
visual arts, and political demonstrations in the 1960s and 1970s. Thirdly, I will address the use of 
the actual running body within contemporary art exhibitions, as either an intervention or 
interruption to accustomed meaning-making within traditional spaces for art. At the 
dissertation’s end will be an exploration of the running body as a critical method for reorienting 
the narrative of contemporary history with image technologies, art installation devices, and the 
moving body. This study demonstrates that if, at the very base of our existence, our bodies move 
the world and, in turn, the world around us moves our body, this same reciprocity can hold true 
in shaping historical consciousness and self-consciousness. 
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Introduction 
The Runner. 

On a flat road runs the well-train’d runner; 
He is lean and sinewy, with muscular legs; 

He is thinly clothed — he leans forward as he runs, 
With lightly closed fits, and arms partially rais’d. 

Walt Whitman,  Leaves of Grass (1867) 
 
Running is deeply rooted in everyday language. We "run" to the store. We are "running" out of 

time. Our programs "run." Traditions "run" deep. And when we have a great idea, we want to 

"run" with it. Running — the act of running by oneself or with others — is decidedly pliant. 

Running is associated with professional sports or leisurely pursuits, with charging forward or 

fleeing away, with pleasure endorphins and sheer desperations, with recreation and necessity. 

Running can be personal, communal, or both at the same time. The body running demonstrates 

resistance and forbearance, and it shows practiced resilience even as it tests the breaking point of 

that resilience. Running denotes speed, endurance, athleticism, pain, playfulness, fear, discipline, 

or fatigue. Whatever the stimulus for which it takes place, running constitutes a basic motion to 

which one can aestheticize, challenge, affect, and mold the body into an expression of sensorial, 

personal, collective, and historical knowledge. 

 French sociologist Marcel Mauss, in his 1934 essay “Techniques of the Body,” identifies 

running as one such technique: “I call technique an action which is effective and traditional (and 

you will see that in this it is no different from a magical, religious, or symbolic action)…There is 

no technique and no transmission in the absence of tradition.”1 Mauss proposes that certain 

bodily techniques build up over time through training, education, or repetition. This means that a 

technique is at once past and present, sameness and change in the activity. Essential to 

understanding the development and evolution of body techniques is recognizing that we 

                                                
1	Marcel	Mauss,	“Techniques	of	the	Body”	(1934),	in	Incorporations,	Zone	6,	ed.	Jonathan	Crary	and	Sanford	
Kwinter	(New	York:	Zone,	1992),	75.	
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exchange them with one another. For example, I observe a woman running with her arms 

swinging in a certain rhythm. I can choose to either adopt or not to adopt her movement through 

my own. This is an unspoken exchange. Sports coaches or dance instructors are examples of a 

direct communication of techniques. In both cases, the movements of the body are clearly not 

products of one’s physiology alone but consequences of externalities, too. Styles of running 

therefore can indicate the habitual modalities of cultures, generations, or individuals, such as the 

manner of breathing, the angle of the feet, the posture of the torso. And those modalities, the 

techniques of our bodies, we can witness change over time as new knowledges present 

themselves and ask us to adjust our bodies accordingly.2 

 In order to apprehend a total picture, Mauss argues for a three-pronged approach to the 

analysis of the body: a biological inquiry, a sociological one, and a psychological one, as well.3 

Running Bodies adds to his approach a historical inquiry into the technique of the body. The 

study unfolds with two purposes in mind. First is to concentrate an analysis of the body in one 

type of movement as it impresses on historical consciousness, social and political 

constructiveness, and technological and aesthetic properties. To mindfully narrow to one body 

movement creates a dynamic portrait of running as it is represented, activated, theorized, and 

maneuvered within specific body cultures and over time. The running body is wildly conversant 

and beautifully complicated; therefore, the lens widens to cull diverse fields of research, from 

biological anthropology and biomechanics to media archaeology and intellectual history. At the 

same time, and this leads us to the second purpose, Running Bodies is expressly designed as an 

art history of running. It articulates visual vocabularies, theoretical guides, and historical models 

for this body movement specifically. It has for its core a handful of artists, choreographers, 
                                                
2 Ibid., 71.	
3 Ibid., 73.	
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philosophers, scientists, and athletes ranging from François Delsarte circa 1860 to Šejla Kamerić 

in 2011, all of whom aspired to draw the natural movements of the body into the aesthetic 

experience and vice versa. It questions what we can make of running in the evolution of its 

visibility, and how can we think of the running body from an aesthetic perspective.  

  The visibility of walking and the walking body in art historiography, on the other hand, 

is distinctly and profoundly another circumstance. From the walking philosophers of the 

Enlightenment to the experimental performances in twentieth century art and dance, we are 

overrun with two or more centuries of considerations of walking.4 Why has running not enjoyed 

the same intellectual rigor? The energy around the running body in art might be viewed as a 

byproduct or symptom of capitalist hedonism or the speeding up of modern life, that still 

functional albeit quite hackneyed preoccupation with rapid paradigmatic changes and 

consequential crises.5 To investigate the running body’s potential for transcendental experiences 

or its cultural and meta-cultural dimensions is arguably a more nuanced and useful view. Or, 

another gainful avenue of thought, which will be traveled back and forth in the chapters that 

follow, is to contemplate the ways in which an elementary human condition, and at the core a 

personal body’s movement, is also marked by and organically part of the social world.6 

                                                
4 For recent examples in scholarship, see: Francesco Careri, Walkscapes: Walking as an Aesthetic Practice, transl. 
Steve Piccolo and Paul Hammond (Barcelona: Editorial Gusavo Gili, 2002); Karen O’Rourke, Walking and 
Mapping: Artists as Cartographers (Cambridge: MIT Press, 2013); and Rebecca Solnit, Wanderlust: A History of 
Walking (London: Verso, 2001): The history, theory, and art of walking will be variously discussed over the course 
of this dissertation. 
5 See: Hartmut Rosa, Beschleunigung und Entfremdung: Entwurf einer Kritischen Theorie spätmoderner Zeitlichkeit 
(Berlin: Suhrkamp, 2013); and Robin Mackay and Armen Avanessian, eds., #Accelerate: The Accelerationist 
Reader (Falmouth, UK: Urbanomic, 2014).  
6 Barbara Kirshenblatt-Gimblett, “Intangible Heritage as Metacultural Production,” Museum vol. 56, no 1-2 (2004), 
59 - 61; and Hannah Arendt, The Human Condition, Second Edition (Chicago: University of Chicago Press, 1958; 
1998), 8 - 9: Arendt identifies three basal qualities of the human condition: labor, work, and action. Of the latter, she 
writes, “Action, in so far as it engages in founding and preserving political bodies, creates the condition for 
remembrance, that is, for history.” Movements of the body are included in her description of action, and therefore 
we might also deduce that body movements are a condition for remembrance and history. Such a condition for the 
body will be further addressed in the literature review. 
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 Since the nineteenth century, the currency of walking as an artistic tool and philosophical 

pastime is increasingly matched by running. Running Bodies: Contemporary Art’s Histories 

argues that innovations in visual technologies and experimentations with aesthetic imaginations 

have mutually influenced body movements on a formal, a conceptual, and a cultural level.  I 

consider how and why certain bodily gestures are analyzed, presented and experienced as 

knowledge, and how different media impact that knowledge. The project is composed of 

installation, photography, film, choreography and performance practices, each of which provide 

ways for artists both to investigate the complexities of the actual, moving body and to re-imagine 

notions of time, narration, and meaning-making. The ultimate goal is to anatomize contemporary 

time-based practices to engage the complexities of the moving, thinking, sensing, mnemonic 

body. 

 
 
A Highlight of Theoretical and Historiographical Foundations 

My intention is to consider alternatives to the expression of histories, experiences, ourselves. 

Contemporary artists like Tomislav Gotovac and Danica Dakić propose such alternatives. Theirs 

is an endeavor to suggest a means of historical consciousness that is temporal, 

phenomenological, and therefore necessarily corporeal.7 From Robert Rosenstone and Hayden 

White to Alison Landsberg and Stephan Palmié, a few rather intrepid academic historians in the 

last two decades have called for histories that arouse empathy, empower poetics, reflect on visual 

resources or experiment with contemporary modes of communication.8 At the essence of these 

                                                
7 Susan Crane, “Memory, Distortion, and History in the Museum,” History and Theory, vol. 36, no. 4 (Dec. 1997), 
45: I align my definition of historical consciousness with Crane’s, who defines it as “a personal awareness of the 
past as such and a desire to understand experience with reference to time, change, and memory.” 
8 Hayden White, “Historiography and Historiophoty,” The American Historical Review, vol. 93, no. 5 (Dec. 1988), 
1197; Robert A. Rosenstone, “History in Images/History in Words: Reflections on the Possibility of Really Putting 
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appeals is a hope to join traditional penchants for historical representation with a twenty-first 

century society of images and knowledge. This design re-asserts the humanity of awareness 

about the past, and if there is one legacy to emerge from post-modern, post-colonial, post-1989 

globalization, it is the recognition that historical consciousness is subject to the same laws of any 

human consciousness, in that it exists as layers of memory-experiences and ceaselessly 

reconstitutes itself.9 Henri Bergson and Maurice Merleau-Ponty indeed had it right back in the 

early twentieth century that our consciousness is an affair of both the mind and the body. The 

artists at the heart of my study show that these selfsame theories hold true for historical 

consciousness: to attempt to understand the past, or our surroundings for that matter, only by 

way of our minds is to neglect our bodily faculty of perception, imagination, expression and 

knowledge.10 

I am far from the first art historian to adopt Bergson or Merleau-Ponty. Amelia Jones in 

Body Art/Performing the Subject (1998) argues that body art is set to Merleau-Ponty’s ideas 

about intercorporeality, or the intersubjective dynamic between the artist and the viewer, the self 

and the other.11 The argument is founded on a belief in the reciprocity of self-identity by means 

of the body. Jones writes, “I want to highlight the position of the body — as locus of a 

‘disintegrated’ or dispersed ‘self,’ as elusive marker of the subject’s place in the social, as 

                                                                                                                                                       
History onto Film,” The American Historical Review, vol. 93, no. 5 (Dec. 1988), 1174; Alison Landsberg, Prosthetic 
Memory: The Transformation of American Remembrance in the Age of Mass Culture (New York: Columbia 
University Press, 2004), 130; Stephan Palmié, “Slavery, Historicism, and the Poverty of Memorialization,” in 
Memory: Histories, Theories, Debates, ed. Susannah Radstone and Bill Schwarz (New York: Fordham University 
Press, 2010), 373-375. 
9 Edmund Husserl, The Phenomenology of Internal Time-Consciousness, ed. Martin Heidegger, transl. James S. 
Churchill (Bloomington: Indiana University Press, 1964), 23; and Gilles Deleuze and Felix Guattari, A Thousand 
Plateaus: Capitalism and Schizophrenia, transl. Brian Massumi (Minneapolis: University of Minnesota Press, 
1987), 366-378. 
10 Henri Bergson, Matter and Memory (New York: Cosimo, Inc., 1912; 2007), 13-15; and Maurice Merleau-Ponty, 
The Phenomenology of Perception, transl. Colin Smith (London: Routledge and Kegan Paul, 1962; 1986), 73. 
11 Amelia Jones, Body Art/Performing the Subject (Minneapolis: University of Minnesota Press, 1998), 38. 
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‘hinge’ between nature and culture….”12 Jones reframes Merleau-Ponty’s “decentered self” as 

the “body/self” to highlight the indelibly paired condition of our body experience and the 

constellation of our experiences within a particular spatiotemporal context. To argue the 

existence of the “body/self” as individual and as collective at once is particularly significant to 

the interpretation of choreographies and performances, which involves the artist/maker in 

constant interaction and negotiation with the viewer/interpreter. The interpretation, then, is in the 

colloquy between production and consumption, and is also where the running body is active. 

Equally significant to Jones’ point is that this fusional dimension has to do fundamentally 

with any interpretation of art, so that it is only logical to locate body art in that history.13 By 

“history,” Jones refers specifically to, first, the particular space-time of the performed body and, 

second, the canons of art history. I add to her critical model the body in relation to “history” 

proper, by which I mean history as a practice that represents and performs a past, a moment no 

longer accessible yet still re-enacted by the body. The case studies found in Running Bodies 

explore the interplay between intercorporeality and consciousness, and in what way any body 

movement can communicate and engage narratives. Contemporary artists working with the body 

in time-based projects have been deeply effective in practicing this very thing, as such their work 

viscerally demonstrates the power of a bodily discursivity with history and with the present. 

Therefore, to better understand running in body cultures examined in this dissertation requires 

both scholarly threads. 

Here, I should underscore two themes in Running Bodies. First, time-based art has the 

potential to mediate between body memory and the expression both of the self and of 

contemporary histories. German dance/movement therapist Sabine C. Koch and German 
                                                
12 Jones, Body Art/Performing the Subject, 12-13. 
13 Jones, Body Art/Performing the Subject, 52.	
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phenomenologist and psychologist Thomas Fuchs, in their 2012 collaborative project Body 

Memory, Metaphor, and Movement, offer the most succinct definition: body memory is a 

composite memory of our conscious mental life and our physical bodies. The body itself is 

capable of remembering, and is history quite literally moving in the world. It is the quintessential 

document of the past, of living memory, that operates as a model in-between, as the body 

balances a conscious action and an unconscious gesture, a subjective experience and a collective 

event, a psychological disposition and a physiological performance. It is the locale for 

imagination, and a vehicle for interaction.14  

“Body memory” is a conceptual framework that has made a significant impression on 

recent studies in cognitive psychology, linguistics, phenomenology, dance and architectural 

theory. It is part of a field of study under the umbrella term “embodied cognition,” popular for 

cultivating interdisciplinary approaches on body movement since the late 1990s.15 Matters of 

movement — its meaning and its function — are pivotal within this scholarship, driven by 

figures like psychoanalytic theorist Daniel Stern, social psychologist Gün R. Semin, philosopher 

and digital media theorist Mónica E. Alarcón Dávila, architectural theorists Kent C. Bloomer and 

Charles Williard Moore, and of course Koch and Fuchs.16 Koch and Fuchs define body 

memory’s niche within this literature as the inclusion of body knowledge and memory studies 

with the study of movement.  

                                                
14 Sabine Koch, et al. Body Memory, Metaphor, and Movement (Philadelphia: John Benjamins Publishing Company, 
2012), 1-3, 106; and Kent C. Bloomer, and Charles Willard Moore, Body, Memory, and Architecture (New Haven: 
Yale University Press, 1977), x. 
15 Koch, Fuchs, and Cornelia Müller’s project, Körpersprache von Tanz und Bewegung, has an online presence that 
provides a succinct background to body memory and the scholarly niche it fills: http://www.psychologie.uni-
heidelberg.de/projekte/bewegung/projectdescription_engl.shtml. 
16 See: Daniel N. Stern, The Present Moment: In Psychotherapy and Everyday Life (New York: W.W. Norton & 
Company, 2004); Gün R. Semin, and Eliot R. Smith, “Interfaces of Social Psychology with Situated and Embodied 
Cognition,” Cognitive Systems Research, vol 3, iss 3 (September 2002); and Mónica E. Alarcón Dávila, “Body 
Memory and Dance,” in Body Memory, Metaphor, and Movement (2012).	
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Like Jones in her scholarship on performance art, the foundations of each of these 

scholars’ ideas reach back to Merleau-Ponty and Bergson. Merleau-Ponty argued in 

Phenomenology of Perception (1945) that the body is the real locus of perception and experience 

of the phenomenal world. More than representing the past, the body re-enacts it, both explicitly 

and implicitly.17 Merleau-Ponty’s notions on memory and the body have their origins in 

Bergson’s philosophies on memory, specifically the latter’s “habit memory,” or memory borne 

by the body, reinforced over time by way of such repetitions as lessons and exercise, yet still 

lived and performed in the present.18 At the beginning of Matter and Memory (1911), Bergson 

asserts that the body — the “aggregate of the material world” — must accompany a study of 

consciousness to provide a physical, experiential frame for memory activity.19 The human body 

affects objects, images, and the environment, which, in turn, affects that body. The reciprocity 

here relies on movement.20 Yet neither scholar designates the “body memory” as an independent 

paradigm. 

Running Bodies asserts that concepts of body memory are not just arbitrarily linked but 

instead unequivocally located in contemporary art. It is traceable in the work of artists and 

choreographers like Merce Cunningham, Marina Abramović, and Anri Sala. “To me, the film is 

not about telling the story,” says Sala about his 2011 film installation project on the Siege of 

Sarajevo, entitled 1395 Days without Red, 

It’s about reliving an experience, and how to revive things without telling them. So again, there is 
no language and no dialogue in the film. The only dialogue is between the breathing and the 
symphony. Also how our bodies remember. How it creates gestures. How, in a way, our bodies 

                                                
17 Merleau-Ponty, The Phenomenology of Perception, 73; and Jones, Body Art/Performing the Subject, 41. 
18 Bergson, Matter and Memory, 98; and Koch, Body Memory, Metaphor, and Movement, 68, 86, 90-91. 
19 Bergson, Matter and Memory, 4, 14. 
20 Bergson, Matter and Memory, 4, 14: We can also turn to Michel Foucault, who, in his many accounts of the body 
as a medium for power (and knowledge), argues that history impresses the body — defines, shapes, identifies, 
transforms and suppresses it. Language, Counter-Memory, Practice: Selected Essays and Interview by Michel 
Foucault, transl. Donald F. Bouchard, ed. Sherry Simon and Donald F. Bouchard (Ithica: Cornell, 1977), 148, 153. 
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can sometimes remember in different and maybe more interesting ways than our minds do (my 
emphasis). So it produces a choreography instead of producing a verbal discourse.21 

 
Sala believes in the possibility of a fruitful dialogue about the past through movement and body 

knowledge. His collaboration with Bosnian artist and siege-survivor Šejla Kamerić was a critical 

motivator for Running Bodies and will serve as its apogee in the Epilogue. 

 Abramović and her longtime collaborator Ulay’s earlier works, such as Relation in Space 

(1976) and Expansion in Space (1977), use variations of running movements to test physical 

limitations and to explore dynamics within and between bodies.22 Running appears again in 

Abramović’s Balkan Erotic Epic (2005) and as one in a sequence of exercises in teaching the 

“Marina Abramović Method” to the next generation of performance artists.23 As will be 

variously discussed in Chapters Two and Three, these different performances of the body 

running engage the past and present simultaneously: from the recurrence of this gesture in her 

artworks to the changes to her neuromuscular being from one performance to the next. Running 

is believed to be a bodily activity that expressly locates oneself in a present moment; there is a 

hyperawareness of this physical force behind the body, a force of duration and endurance. Yet 

when repeated over time, the body remembers these movements, is marked by them and a 

product of them.24  

 The bedrock of Merce Cunningham’s choreographies was that basic body movements, 

and the environments in which they are carried out, can self-activate meanings. The meanings 

that extend from body movements are inherently unfixable, variable, subjective and subject to 

the changing states of nature and culture. Chapter Two will address how his principles hinged on 

                                                
21 Šejla Kamerić and Anri Sala, “1395 Days without Red,” Project for the Museu d’Art Contemporani de Barcelona 
(19 October 2011 – 9 January 2012). 
22 Marina Abramović, Artist Body, Performances 1969–1998 (Milano: Charta, 1998), 15, 29, 44. 
23 Marina Abramovic Institute, Accessible Online: http://www.marinaabramovicinstitute.org/mission/mission/3. 
24 Abramovic, Artist Body, 28–35; and Mauss, “Techniques of the Body,” 75. 
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the memories, experiences, and affects of the lived body and its natural motions, draws from and 

stages them. Lest we forget the practice of Zen Buddhism’s influence on Cunningham, 

spirituality and a mind/body connection also figured largely in his dances. “The foundation of all 

concepts is simple, unsophisticated experience,” writes D.T. Suzuki, Zen teacher and author who 

Cunningham frequently referenced.25 The choreographer matched with a belief that there was no 

such thing as a movement “too simple,” particularly when the movement is present in daily 

actions.26 The ideal was to relinquish control in storytelling with the body so that movements and 

spaces express what they will, and audiences receive what they will.27 

At the core of a performing body and a performed past is not a passive reflection but an 

active engagement, which has implications for the artist and the viewer, and for the individual 

and the collective. In his 2010 essay “The Performance of the Past: Memory, History, Identity,” 

modern European historian Jay Winter writes, “Memory performed is at the heart of collective 

memory…. Thus the performance of memory is both a mnemonic device and a way in which 

individual memories are relived, revived, and refashioned. Through performance, we move from 

the individual to the group to the individual.”28 Winter argues that there are multiple ways of 

performing, therefore creating memories with one another and of the past. Of course, the most 

familiar way of engaging history, or collective memory for that matter, is through language, 

including written and oral narratives and text-based analyses. Yet through the work of artists like 

                                                
25 Marilyn Vaughan Drown “Merce Cunningham: Creative Elements,” Choreography and Dance: An International 
Journal, vol. 4, no. 3 (1997), 18 - 22; and D.T Suzuki, An Introduction to Zen Buddhism (New York: Grove Press, 
1964), 33. 
26 Merce Cunningham, “Space, Time, and Dance,” trans\formation, vol. 1, no. 3 (1952), MGZMD 351 b. 29 
Notes/Mem Lecture 1952, Jerome Robbins Dance Division, New York Public Library, New York City, New York. 
27 Merce Cunningham, “Merce Cunningham Dance Foundation, Inc., Records, Additions,” MGZMD 351, b. 24, f. 7, 
Jerome Robbins Dance Division, New York Public Library, New York City, New York. 
28 Jay Winter, “The Performance of the Past: Memory, History, Identity,” in Performing the Past: Memory, History, 
and Identity in Modern Europe, ed. Karin Tilmans, Frank van Vree, and Jay Winter (Amsterdam: Amsterdam 
University Press, 2010), 11-12. 
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Angela Ellsworth or political events like Yugoslavia’s Štafeta, Running Bodies tells of 

alternative ways of conveying contemporary histories, such as through intersensory meanings, 

movement knowledge, body memories and visual representations of the body.29 

The second theme, which follows closely from the first, that emerged from this research 

on running is the moving human body as a busy intersection of culture, politics, and economics. 

In particular, I draw from German sociologist and historian Henning Eichberg’s “body culture,” 

an encompassing notion used to describe movement practices of the body as being knowledge 

about such forces as history, body discourses, political ideology, and gender biases.30 Eichberg’s 

ideas about the dynamics at play in body movements has strong roots in phenomenology and is 

clear heir to twentieth-century continental scholarship that attended to the body, represented in 

the work of Mauss, Norbert Elias, the Frankfurt School, and more recently the scholars of body 

memory previously mentioned. Mauss’ influence, for example, is discernible in Eichberg’s 

strikingly comparable three-pronged approach to the analysis of the body. Only this time the 

terminology is updated: bodily movements, emotional movements, and social movements.31 

Though Eichberg has made a career of critically analyzing the history and sociology of 

sports, his theories of body culture are never restricted to just developments in modern sport, or 

developments in body research, or developments in artistic performances as solo entities. Rather, 

cultures of the body coexist, develop simultaneously. There is a continuity of practices and 

techniques of the moving body across cultural landscapes.32 This serves as the fundamental 

premise for Running Bodies’ exploration of running as social, artistic, political, scientific and 

                                                
29 Paul Connerton, The Spirit of Mourning: History, Memory and the Body (Cambridge, UK, New York: Cambridge 
University Press, 2011), x, 83-86, 147. 
30 Henning Eichberg, Body Cultures: Essays on Sport, Space, and Identity, eds. John Bale and Chris Philo (London: 
Routledge, 1998), 11 
31 Henning Eichberg, “How to study body culture - Observing Human Practice,” Idrottsforum (2007), 3. 
32 Eichberg, Body Cultures, 16. 	
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spiritual choreography and performance. In the second chapter, the running body of Yugoslavian 

artist Tomislav Gotovac is written in the atmosphere of a popular national relay race in 

Yugoslavia, in conversation with artists who were employing the movement in Yugoslavia but 

also in other contexts, in light of political and scientific discourses about the body and about 

running. The importance of my project lies, therefore, not only in crafting a single, carefully 

detailed history of the running body in art, but in laying out a multi-perspective discussion of the 

movement in the wider context of body culture. 

Eichberg also points out the “situated body,” a condition of the body that has 

commonalities with art historians’ push for contextualization when analyzing performance art. 

Bodies, he advances, exist in a particular space and time. John Bale, who other scholars of sport 

have nicknamed as today’s leading “sportgeographer” and who certainly has a place in Running 

Bodies, elucidates further on Eichberg’s theory:  

The differing bodily engagements with the world enabled by such differing forms of movement 
around and across that world, let alone as now being opened up through the (wholly 
disembodied?) engagement allowed by electronic media and the access to virtual spaces through 
the computer screen, are here regarded as foundational of what people conceive of as time, 
space, community, society, nation, state, past, present, future.33  

 
That is to say, bodies encounter the world differently according to the movement in which the 

body is engaged, the space in which it is activated, and the historical (temporal) trajectory in 

which it is evolved. Add to this, Bale suggests, the technology through which the body is 

accessed, a topic thoroughly discussed in Chapter One. Running Bodies aims to account for the 

multidimensionality of these encounters, in order to: debunk any assumed self-evidence of basic 

body movements, reveal the system of relations between bodies and between phenomena, and 

inquire into the many ways body knowledge reveals itself. 

                                                
33 Ibid., 97, 116; and John Bale and Chris Philo, “Henning Eichberg, space, identity and body culture,” in Body 
Cultures, 14. 
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Chapter Outline  
  
Running Bodies moves through body culture from the late nineteenth century to the present, 

investigating running as it is instrumental to the development of visual technologies, the 

evolution of experimental aesthetics, and the manifestation of social and political processes. 

Despite the fact that the works of many creative thinkers are connected by the basic movement of 

the running body through international experimental circles, the running body in art and in 

choreography remains unexamined. It is this gap in canonical accounts of the body that Running 

Bodies aims to fill, to discover on what basis bodily movement and body knowledge become 

possible, and within what conditions the art of the performed body and the art of the living body 

coincide.  The chapters that make up this study render the running body at three historical 

moments: when it was first being meticulously illustrated, archived, and theorized; when it was 

becoming more regular in aesthetic and political practices; and, lastly, as the running body is 

today unfolding as both a symptom and a critical tool of the contemporary episteme, as well as 

an expressive medium in the contexts of contemporary art and history. 

 Chapter One, “Runtime: Visualizing Body Rhythms Anew,” seeks the zeitgeist in and 

around 1879, the year of the first registered photographic image of the human body running. The 

questions posed in this chapter about the desire to decipher body movements arise from the 

material objects, technological devices, and performative approaches to running. They also take 

their cues from the want and enthusiasm to imagine, image, and systematize the running body, 

and, on the flip side, are clearly situated in the crisis point of modernity’s acceleration. The 

topics of “Runtime” range broadly, from attempts to codify the everyday actions of the body for 

the theater to the image-studies of human locomotion in the laboratory. I describe the 

interlocking attempts in the sciences and the arts to visualize the running body accurately, the 
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influences of media technologies on body culture, and the running body as a production of 

creative impulses. Chapter One also extends the research on familiar figures, such as Eadweard 

Muybridge and Henri Bergson, by situating their historical advancements firmly within a whole 

complex of cultural activity around the body and rethinks their stimuli from a single vantage 

point, that of the running body. 

 The running body can be found in the array of performative projects, dating between the 

1950s and 1970s at the apex of the second so-called running craze, discussed in Chapter Two, 

“All body movements are choreographed: The Running-Body Continuum in Dance, Performance 

Art, and the Everyday.” Running is rooted in the various configurations of politics and the arts to 

the ordinary techniques of the body.34  This study displays the importance of visual culture in the 

popularizing of a body movement and the global-local dynamics in how the running body 

functions as a communicative tool. I attend to organized running as a prize schema for collective 

discipline and allegiance; the reasons for being mindful of greater body culture when analyzing 

experimental arts; and the potential interrelationships between history, art history, and dance 

research. These issues are germane to the case studies in this chapter, including the Yugoslavian 

relay race that ran local bodies across the national landscape and a choreographer’s staging of 

basal human movements as a profound reflection on the daily body. At the center lies an 

application of Andrew Hewitt’s now-popular theoretical model, “social choreography,” as a 

methodology in generating debate about the relationship between aesthetics and politics and the 

role of the running body therein.35 

                                                
34 Mauss, “Techniques of the Body,” 75. 
35 Andrew Hewitt, Social Choreography: Ideology as Performance in Dance and Everyday Movement (Durham: 
Duke University Press, 2005). 
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 Chapter Three, “Run Wild: Body Rituals in the Frames of Contemporary Art,” considers 

how bodies operate in conjunction and in disjunction with conventionalized social spaces, 

whether through moving bodies, moving images, or perhaps an imbrication of the two. The 

running body, then, functions as a critical concept and interpretive context in contemporary art 

today. At the heart of the study is the passage from the individual to the collective and back 

again, implicating phenomenological dynamics and the manner in which even the running body 

“move(s) with the world.”36 Investigating the work of such global practitioners as Jennifer Allora 

and Guillermo Calzadilla, Marina Abramović, and Martin Creed, I argue that the running body is 

a generative site of aesthetic and social production, be it on a treadmill, for a workshop, or in a 

gallery. The chapter does invoke the highly debated avant-garde hope to merge art and life, and 

thereby revolutionize both.37 But, more precisely the work of contemporary art discussed here 

eclipses this classic avant-garde intention to instead question the potential for art and life to 

coevolve.  

 The Epilogue opens with an excerpt from Tomica Bajsić’s poem, “Dream of the Corn,” 

dedicated to the children victims of the 1990s Yugoslav Wars. From photographic and video 

footage to memoirs, novels, and art, the running body is endemic in documentations and 

narrations of the Wars and, in particular, the Siege of Sarajevo. The epilogue is devoted to a very 

brief case study of a contemporary film art project, 1395 Days Without Red, which attempts to 

cross the gap between the inexpressible violence and body memory of the Siege.38 The study is 

                                                
36 Bojana Kunst, “Working Out Contemporaneity Dance and Post-Fordism,” in Dance, Politics, and Co-Immunity: 
Thinking Resistances, Current Perspectives on Politics and Communities in the Arts, Volume 1, ed. Gerald 
Siegmund and Stefan Hölscher (Zürich-Berlin: Diaphanes, 2013), 69; and Merleau-Ponty, The Phenomenology of 
Perception, 73. 
37 Peter Bürger, Theory of the Avant-Garde, transl. Michael Shaw (Minneapolis: University of Minnesota Press and 
Manchester University Press, 1974; 1984), 12 - 13, 22 - 23. 
38 See: Ulrich Baer, Spectral Evidence: The Photography of Trauma (Cambridge: MIT Press, 2002). 
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an excursion into another kind of telling of history, one set to the rhythm of the moving body, 

and it serves to introduce further areas of research on the running body. 
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Chapter One. Runtime: Visualizing Body Rhythms Anew 

What is an intermission? A break, a rupture. A rest, a respite. A place where the works is not. Where work 
doesn’t happen. Where art takes a break. Entr’acte. Between the work. Between. What does it mean to be 

between? Where are boundaries? What are boundaries? When are they broken? What happens then? 
George Baker, “Entr’acte” (2003) 

 
 
1.1 Introduction 
 
The running body as nodal activity is epitomized in the impressively complex 1924 film 

Entr’acte, projected as intermezzo during the staging of the two-act ballet Relâche. A 

collaboration between painter Francis Picabia, filmmaker René Clair, and composer Erik Satie, 

Relâche/Entr’acte renders an intermedial, Dada performance involving nontraditional 

choreographies, eccentric musical scores, unorthodox theatrical costuming, and French avant-

garde cinema. The film event references the ballet event, and vice versa. The film references its 

own production, as does the ballet. The two even share a star, choreographer Jean Börlin, who is 

both film lead and principle dancer. Relâche/Entr’acte, in other words, was a collective, cross-

disciplinary enterprise. Accordingly, the present chapter will establish the running body as such 

an enterprise in the late nineteenth and early twentieth centuries, at the entwinement of scientific, 

aesthetic, and technical developments. The hope is to explain something of the significance of 

this interconnectedness, too. 

 On a Parisian stage that December of 1924, three-hundred car headlights shone, 

sometimes all but blinding the audience, from behind dancers whose movements intimated any 

movement but those learned in dance’s traditional academies. The fourth wall effectively broke 

when dancers directly addressed the audience, drawing on the avant-garde maxim of 

complicating the boundaries between art and life. The entire production was an anarchic 

kaleidoscope of motion, imagery, sound, and media. Picabia described it as an “instantic dance 

piece,” explaining, 
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Relâche is life, life as I love it, life without morrow, life today,…Automobile headlights, ropes 
of pearls,…advertising, music; men in evening dress; movement, play, clear and transparent 
water, the pleasure of laughter…Relâche strolls through life with a great burst of laughter. 
Relâche is aimless movement. Why think?39 
 

 A masterpiece of constant dramatic and technical stimuli, it is not a leap in the dark to 

imagine an evening, an audience, at a constant fever pitch, one by no means blunted by the film 

projection between the live acts. Entr’acte assembles various modern mechanical and bodily 

movements that rapidly overlap, splice, and animate. The ballerina pliés; the camera’s lens 

captures her from overhead. Her movements become increasingly loosened. Her whitened skirt 

and undershorts — an oddity — and tipped toes then dance directly in front of the film’s viewer, 

her upper torso darkened by the black shadows. Focus jumps to her gesturing hands, which wave 

elegantly and erratically. As the camera moves down to her face, “she” turns out to be a bearded 

“he.” A Dada statement against “givenness,” to be certain.40 

 The movements only multiply and quicken. Gentleman jump; the camel-drawn hearse 

strolls in front of a precession. The roller-coaster dips and plunges; cyclists zip past; cars speed 

down the street. At the film’s end, the collage of moving images accelerates and accelerates to 

the point of blurring in to one another. The commotion abruptly halts. The actors vanish with 

literally the touch of a wand.  

 The camera’s unusual perspectives only heighten these movements, a strategy that 

exposes the eye to alternative phenomenological experiences. In filmic time, the men’s jumping 

bodies are slowed to registrable motions, once real motions made fantastical at such an abnormal 

                                                
39 Chris Townsend, “The Last Hope of Intuition: Francis Picabia, Erik Satie and René Clair’s Intermedial Project 
Relâche,” Nottingham French Studies, vol. 50, no. 3 (Autumn 2011), 41 - 64; and as quoted in Pascale de Groote, 
Ballets Suédois: Jean Börlin (Ghent: University of Ghent, 2002), 73 - 78: Casting a wide enough net we can find in 
Relâche affinities with the contemporaneous Bauhaus, in the embracing of new technical innovations, the unifying 
of different creative fields, and the mixing of artistic production and the real world. Additionally, Relâche 
foreshadows for Black Mountain or the Judson Dance Theater, for example in their disinterest in tradition, their 
elemental movements and borderline absurdity, and their experiments with intermedia events. 
40 George Baker, “Entr’acte,” October 105 (Summer 2003), 160. 
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speed. The able shift between the up-close and birds-eye views of the carriage-hearse synthesizes 

multiple viewpoints. Our eyes remain open, observant, as the roller-coaster dips and plunges; our 

angle from between bicycles is as though standing in the middle of the course; our vision by 

means of film is set to the rapidity of the car. Liberated from the limitations of natural human 

sight, the film effects moving images viewed from beside, behind, above, below, within, and 

upside-down.41 

 Entr’acte articulates the running body as case in point. Midway through the 

approximately twenty-one minute filmic-montage, the actors, exaggeratedly mournful, align 

themselves behind the camel-drawn hearse. When the procession begins, the actors take off 

running in its wake. But this is by no means a garden-variety run. Mechanized by the film’s eye 

and camera’s body, the runners’ speed is at first reduced to clear and articulate segments of 

movement, to the effect of the protracted ups and downs of a carousel’s stallions. As the other 

mechanical locomotions — the carriage, the cars, the roller coaster, the boat, the airplane — 

speed up, so do the runners. The race is nothing short of comical. The runners hold on to their 

top hats, flail their arms about, and wear melodramatic expressions of panic (matched by their 

stylized mustaches) as they pick up their pace in hot pursuit of the hearse, which has now run 

away from the camel. 

 In Laughter: An Essay on the Meaning of the Comic (originally published 1901), Henri 

Bergson writes, “Instead of concentrating our attention on actions, comedy directs it rather to 

                                                
41 Paul Virilio, The Art of the Motor, transl. Julie Rose (Minneapolis: University of Minnesota Press, 1995), 68 - 69; 
Alexander Rodchenko, “The Paths of Modern Photography, 1928,” in Photography in the Modern Era: European 
Documents and Critical Writings, 1913 - 1940, ed. Christopher Phillips (New York: The Metropolitan Museum of 
Art/Aperture, 1990), 256 - 263: “In order to accustom people to seeing from new viewpoints,” contends Rodchenko 
four years after the first production of Relâche/Entr’acte, “It is essential to take photographs of everyday, familiar 
subjects from completely unexpected vantage points and in completely unexpected positions. New subjects should 
also be photographed from various points, so as to present a complete impression of the subject.” Rodchenko, by 
separating photography from traditional vantage points such as those found in painting, privileges the use of new 
visuals from which he claims a more comprehensive vision of the surrounding world. 



 

   28 

gestures. By gestures we here mean the attitudes, the movements and even the language by 

which a mental state expresses itself outwardly without any aim or profit, from no other cause 

than a kind of inner itching.”42 The comedic gesture, Bergson goes on to explain, is “something 

explosive,” and is a singled out expression of a “ready-made element” of ourselves meant to 

mellow seriousness.43 The seriousness in Entr’acte is the problem — perhaps it is better 

described as a dubiety — of so-called modern progress in Europe and North America, whose 

hallmarks in the 1920s were dynamism, mechanization, instantaneity, high speed. After all, in 

their post-World War I experience sprang the question of where progress had led the western 

world, and arguably this question was particularly acute in a period known in hindsight for being 

the culmination of forty to fifty years of intense social acceleration and the curtain call for the 

machine age. “The mania for motion and speed,” writes social philosopher John Dewey in The 

Public and its Problems (1927), “is a symptom of the restless instability of social life, and it 

operates to intensify the causes from which it springs.”44 Dewey was particularly concerned that 

this mania was mere tinsel and kitschy entertainment that severely dampened real political 

activity and destabilized public identity.  Relâche/Entr’acte presents a more complex 

commentary on the mania to which Dewey refers. The modalities of entertainment are adapted 

                                                
42 Henri Bergson, Laughter: An Essay on the Meaning of the Comic, transl. Cloudesley Brereton and Fred Rothwell 
(New York: The Macmillan Company, 1914), 143. Italics are in the original text. It has been noted by a number of 
scholars that Bergson was profoundly influential in modern France and on artists of the historic avant-garde. See: 
David Cottington, Cubism in the Shadow of War: The Avant-Garde and Politics in Paris 1905-1914 (New Haven: 
Yale University Press, 1998), and Mark Antliff, Inventing Bergson: Cultural Politics and the Parisian Avant-Garde 
(Princeton: Princeton University Press, 1992). 
43 Bergson, Laughter, 144-48. 
44 David Campany, “Introduction//When to be Fast? When to be Slow?” in The Cinematic: Documents of 
Contemporary Art (Cambridge: MIT Press, 2007), 10-17; Anson Rabinbach, The Human Motor: Energy, Fatigue, 
and the Origins of Modernity (New York: Basic Books, 1990), 140; Georg Simmel, “The Pace of Life and the 
Money Economy” and Filippo Tommaso Marinetti, “The New Religion-Morality of Speed,” essays reproduced in 
High-Speed: Social Acceleration, Power, and Modernity, ed. Hartmut Rosa and William E. Scheuerman (University 
Park, PA: Pennsylvania State University, 2009), 41-60; and John Dewey, The Public and its Problems: An Essay in 
Political Inquiry, ed. Melvin L. Rogers (University Park, PA: Pennsylvania State University Press, 2012), 117. 
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for the express purpose of political engagement. The effect is a complicated perspective of the 

rationality and logic of speed through speed. 

 Such irresolution and insecurity apropos of speed in the interwar years eventually 

intersected the second of those world wars, after which liberal ideology in the arts was again 

dominated by the desire to slow down, an antidote to a seemingly sordid, all-too-fast 

modernity.45 “Again,” because late-eighteenth- and nineteenth-century philosophical thought had 

a tendency to showcase the unhurried pace, a “contemplative idleness,” became the model for an 

enlightened, rational state.46 This value of a slower pace extended to the everyday practices of 

the body. From René Descartes through Immanuel Kant to Honoré de Balzac, it was the 

metaphor of the walking body that signified a forwarding development of the Enlightenment.  To 

attach such principles to a body technique like walking denotes a corporeal rehearsal of the 

Enlightenment that turned into a sociocultural tradition.47 The Dadaists and their running bodies 

in Entr’acte, then, present themselves once again as contrarians of the Enlightenment. If the 

walking body was indeed a signal of enlightened poise, then the running body — in all its 

frenzied, anarchic gesticulation — moves as nonconformist to enlightened reason.48  

 Their production of the running motion, together with its interspersion with modern 

machines and its central role in the new filmic technology, points to an accelerated momentum of 

                                                
45 Hartmut Rosa and William E. Scheuerman, “Introduction,” in High-Speed, 7. 
46 Hartmut Rosa, “Social Acceleration: Ethical and Political Consequences of a Desynchronized High-Speed 
Society” and Reinhart Koselleck, “Is There an Acceleration of History?” in High-Speed, 106, 131; Michel Foucault, 
“What is Enlightenment?” in The Foucault Reader, ed. Paul Rabinow (New York: Random House, 1984), 32-50; 
and Rabinbach,The Human Motor, 28. 
47 Specifically, I reference ideas on walking found in these texts: René Descartes, Méditations metaphysiques 
(1641); Immanuel Kant, “Was ist Aufklärung?” (1784); Honoré de Balzac, Théorie de la démarche (1833, 1853). 
48 Bernd Jürgen Warneken discusses the metaphor of walking in Enlightenment texts, “Bürgerliche Gehkultur in der 
Epoche der Französischen Revolution,” Zeitschrift für Volkskunde 85, 2 (1989), 179; Tristan Tzara, “Dada 
Manifesto” [1918] and “Lecture on Dada” [1920], in Dada Painters and Poets. transl. and ed. Robert Motherwell 
(New Haven: Harvard University Press, 1981), 76-82; and Mark A. Pegrum, Challenging Modernity: Dada Between 
Modern and Postmodern (Oxford: Berghahn Books, 2000), 62. 



 

   30 

all bodies in time. Yet, there seems little opportunity in Entr’acte, or in Relâche for that matter, 

to actually take it seriously at face value. The actions are wildly eccentric. The actors perform 

slapstick humor. The plot development is utterly nonsensical. Are we to be skeptical about 

modern technical achievements as they out-pace the human body, or are we to welcome its 

offering novel ways of seeing the world, because what was before indiscernible or even 

physiologically impossible is now less so? Technological progress is aggressively parodied even 

as it is made useful; Entr’acte presents a Janus-faced perspective on modernity and its 

mechanisms. Running is a real motion, but only by way of the camera-eye are the artists able to 

achieve not only a performance of the running motions by other means but also a chance to view 

a traditional body technique in a whole order of novel ways.49 

 And these are not just any running bodies in Entr’acte. Marcel Achard, Georges Auric, 

Marcel Duchamp, Man Ray, and both Picabia and Clair — composers, artists, and dancers — 

chase after the hearse.50 What does a cast crowded with the who’s who of Parisian Dadaist and 

Surrealist circles indicate? First, we can deduce that the film’s intellectual underpinnings are of 

extreme leftist politics, eccentric aesthetics, criticisms of political and artistic institutions, and 

interests in unconscious associations. Noël Carroll, in his 1977 essay “Entr’acte, Paris and 

Dada,” determines that the film is in accordance with the Dadaist penchant for anti-narrative, 

anti-logic, and anti-causality. Keeping this intellectual framework in mind, it is now easier to 

                                                
49 Dziga Vertov, “From Kino-Eye to Radio-Eye,” in Kino-Eye: The Writings of Dziga Vertov, ed. Annette 
Michelson, transl. Kevin O’Brien (Berkeley: University of California Press, 1984), 87: The running body is the one 
prolonged trope in the film, as it is continuously repeated throughout the film’s latter half and acts as a bind in what 
is otherwise a scramble of images.  
50 Steven Higgins, Still Moving: The Film and Media Collections of the Museum of Modern Art (New York: The 
Museum of Modern Art, 2006), 104. 
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understand how the film is structured not by traditional storytelling but by sensuous rhythms, 

albeit rhythms that are quickly taken by entropy.51 Carroll writes of the foot race, 

It is not an archaic chase; it doesn’t emphasize the chase as disruptive. It emphasizes speed and 
also a particular consequence of that speed, namely the way the speed breaks up and disperses 
the entourage. The speed causes the bulk of the procession to fall away; the rather large 
entourage is reduced to a handful by the end of the chase. The camera pulls past the racers, as if 
to suggest that the race has passed them by, indeed that they have dropped away…In certain 
shots, the image vibrates, acknowledging the pressure that the speed of the chase exerts on the 
recording mechanism. The chase is also a reckless one, changing direction continuously. Most of 
the mourners have disappeared by the end of the chase; the speed of the moribund race has 
broken up society.52 
 

From this perspective of the run not being a disruptive flow in everyday Paris, the city in which 

the film is set, the run is predicated on its being simply the movement condition in the everyday, 

modern urban. At the same time, Entr’acte proposes that modern technology, in this instance the 

film apparatus, has moved beyond even these movement conditions already paced to the swiftest 

natural movement of the human body. As the one prolonged trope in the film, the running body 

occupies a central position and is couched in terms of polemics, refusals, and a new regime of 

bodies, medias, and movements. 

   
* * * * * * * 

 

Visual technologies’ exceedance of the running body in the 1924 Entr’acte is a strikingly 

different circumstance for motion than it was only decades before, when imaging the running 

body as it is in motion was regarded as the aspiration of physiologists, physicists, and 

photographers. It is well known that innovators such as Etienne-Jules Marey, Eadweard 

Muybridge, and Frank Gilbreth tried to set technology to the rhythms and motions of human 

                                                
51 Bernard Marcadé, “The Unholy Trinity: Duchamp, Man Ray, Picabia,” Tate Etc., iss. 12 (Spring 2008); and Noël 
Carroll, “Entr’acte, Paris and Dada,” Millennium Film Journal 1 (Winter 1977-1978), 9. 
52 Carroll, “Entr’acte, Paris and Dada,” 10-11. 
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bodies.53 What has not been studied in close detail is the specific role of running—arguably one 

of the most difficult movements of the human body to precisely suspend and to frame in situ—

within these experiments.  

 As preface to our consideration of the running body in contemporary art, I will consider 

the articulation of body movements in theoretical discourses, empirical research, and media 

experiments in the late-nineteenth and early twentieth centuries. When the running body first 

began to be imaged and systematized, this body technique was transfigured into an “object of 

knowledge.”54 From this point of the running body-as-object, two motifs can be probed. One is 

the sociocultural practice of movements, whose system comes to be understood as symbolic, not 

innate. Implicit in the various productions and reproductions of the running body was an 

increasing skepticism of any axiom that posits body techniques — whether running, walking, or 

swimming even — as being self-evident.55 The other is that running attracted the critical interest 

of multiple innovators during this period. Choreographers, physiologists, philosophers, 

photographers and cinematographers from Europe to the USA treated the running body with the 

same experimental rigor, each borrowing from one another. 

 This chapter will elucidate one archeology of the “running body,” based on historical 

innovations in both the sciences and the arts, a cue taken from Jonathan Crary’s Techniques of 

the Observer (1990).56 My main thesis is that the moving body has a unique history in modern 

                                                
53 Rabinbach,The Human Motor, 84-146. 
54 Michel de Certeau, The Writing of History, transl. Tom Conley (New York: Columbia University Press, 1975, 
1988), 36, 72; and Marcel Mauss, “Techniques of the Body” (1934), in Incorporations, Zone 6, ed. Jonathan Crary 
and Sanford Kwinter (New York: Zone, 1992), 75. 
55 Mauss, “Techniques of the Body”; Armin Schäfer, “The Audiovisual Field in Bruce Nauman’s Videos,” Osiris, 
vol. 28, no.1 Music, Sound and the Laboratory from 1750-1980 (January 2013), 146-161; and Bernard Dionysius 
Geoghegan, “After Kittler: On the Cultural Techniques of Recent German Media Theory,” Theory Culture Society 
(August 2013), 1 - 17. 
56 Jonathan Crary, Techniques of the Observer: On Vision and Modernity in the Nineteenth Century (Cambridge: 
MIT Press, 1990), 2-5, 34: Crary argues that new perceptual models in the nineteenth century were shared by the 
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empirical research, a history that is itself an entr’acte, between mediums, disciplines, and 

peoples. And the running body is of prime importance in these experimentations and 

collaborations. Running has certainly always been visible in the generality of the motion: I can 

see a woman running down the street. However, the naked human eye is too slow to register the 

complex, analyzable details of the woman’s running body, such as her speed, stride, and 

posture.57 I will consider the elements in discourse and praxis that oriented the running self as a 

visualizable, interpretable body movement and image experience.58 

 Understandings of the moving body today can be critically traced back to, and be more 

fully informed by, histories of the running body. The legacy of this research will be invoked in 

later chapters, which examine the running body in performance art and contemporary 

exhibitions. The challenge of this chapter is to unravel the multiple discourses about the running 

body and the want to perceive it. Such an epistemological foundation is informed by Geoffrey 

Batchen’s approach to the origins of photography before the photographic medium itself.59 His 

book Burning with Desire (1997) surveys the history of the photograph at its metaphysical roots, 

in the fifty years (1790 - 1839) prior to the formalized concept “photography” and before the first 

photographic exposure. Batchen cites Michel Foucault as a source of inspiration, a quotation I 

believe is equally fitting here. Foucault explains: “My problem was to ascertain the sets of 

transformations in the régime of discourses necessary and sufficient for people to use these 

                                                                                                                                                       
sciences and the arts, because the two poles have the same foundation: the observer and her/his reorientation by way 
of visual subjectification. Crary does not, however, detail specific movements of the body. After 
chronophotography, even the running body, in other words the human body at its physical extreme, can now be 
fixed, managed, and made both subject and object. 
57 Rabinbach, The Human Motor, 97-103; and Eadweard Muybridge, The Human Figure in Motion (New York: 
Dover Publications, 1955), vii-viii. 
58 Crary, Techniques of the Observer, 5, 38, 73, 147; and Bojana Cvejić and Ana Vujanović, Public Sphere by 
Performance (Belgrade: b_books, TkH, 2012), 49-54. 
59 Geoffrey Batchen, Burning with Desire: The Conception of Photography (Cambridge: MIT Press, 1997), 21-22, 
57. 
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words rather than those, a particular type of discourse rather than some other type, for people to 

be able to look at things from such and such an angle and not some other.”60 In short, we will 

examine the transformations in a selection of commonly referenced discourses and body 

practices that include running. This is about how, why, and from what angles people began to 

conceptualize the running body anew.  

 Each section describes the experimental work of familiar players in the modern history of 

dance, music, art, science, and philosophy. My intention essentially is to underline the running 

body inside of existing conversations about body movements and body technologies, in order to 

stress that running frequently forms part of those conversations. There are two reasons the 

presence of the running body in long-established discourses is important. One is that it changes 

the frontiers of traditional discourses: what can we learn about our pasts and ourselves from 

another body movement, another body knowledge? The question is historically driven, yet also a 

question of how these discourses — repeated time and again over the last century — have helped 

shape our contemporary relationships with the running body. The other is that it offers a more 

holistic perception, a fuller account, of phenomenas or influences in science and art made 

meaningful over time, in different countries, cultures, and disciplines.61 

 The chapter asks: what post-Enlightenment tropes, meanings, and imaginations have been 

assigned to running, and have modern visions of running formalized bodily perceptions and 

representations? To what extent did the desire to visualize the running body spur on 

                                                
60 Batchen, Burning with Desire, 56 - 78; and Michel Foucault, Power/Knowledge: Selected Interviews & Other 
Writings, 1972 - 1977, ed. Colin Gordon (New York: Pantheon Books,1972/1980), 211. 
61 Valerie Preston-Dunlop, Rudolf Laban: An Extraordinary Life (London, Dance Books, 1998), 72 - 96, 149: To 
illustrate this point: the theories and trainings Rudolf Laban shared with dancers during workshops at a summer 
retreat in the remote German village Gleschendorf in June of 1922 manifested in the Tanzbühne company’s 1924 
tour in Central-Eastern Europe. From Ana Maletic’s school and company in Yugoslavia to Milča Mayerová in 
Czechoslovakia, Laban’s choreographies changed the face of movement practices far and wide (for lack of a better 
phrase). The same sort of networking of peoples and migrating of ideas can be said for the other historical figures — 
Delsarte, Schlemmer, Muybridge, Marey — in this chapter.   
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technological developments? How did the multiplication of new medias impact knowledge and 

therefore reception of the running body? Of particular interest is in the manner in which new 

visual and physical representations complement new knowledge of the running body, and how 

that bodily motion was scientifically observed, aesthetically codified, and visually notated. 

 
 
1.2 To Decipher and Codify All Body Movements: The Delsartian System 

 
Central Park! A good arena for our race. Let us try a run. Here is a by-path, no one observing but 
those two black swans with crimson beaks, sailing majestically on that tree-encircled lake. Catch 
me, if you can. Ah! I outdistance you, for, like all women, you roll instead of run. Recall the attitude 
of the fighting gladiator, the excentro-excentric; forward leg strong, knee bent, torso thrown well 
forward. The run is a continuous succession of these attitudes. Try for me. Very well; you are an apt 
scholar. Shall we race again? We cannot; a gray-coated policeman appears. He eyes us with 
suspicion. He thinks us ‘children of too large a growth’ for such games. We will go home; the sun is 
setting.62 

 
The excerpt from Genevieve Stebbins’ text Delsarte System of Expression (1885) serves as a 

brief introduction into the bodily history of running and the performance of the self in public in 

the late nineteenth century. Her particular description associates the running body with 

eccentricity, vigor, playfulness, and even disapproval when done outside the confines of 

traditional performance spaces, such as a track or trail. In fact, Stebbins’ race through New York 

City’s Central Park was the denouement of an aesthetic lesson entitled “The Walk.”63 The arc of 

the lesson follows the natural order of things: of human motor development and of bodily 

training. One learns to walk, then to run. Walking preconditions running; running is presented as 

an outgrowth of, a transition from, walking. Even still, the run requires different bodily efforts 

from walking, takes on separate meanings and is publicly received quite distinctly from the walk.

 Genevieve Stebbins was a practitioner and teacher of physical aesthetics and body 
                                                
62 Genevieve Stebbins (1857-c.1915); Genevieve Stebbins, Delsarte System of Expression, 5th Edition (New York: 
Edgar S. Werner, 1894; orig. 1885), 82-83. 
63 Stebbins, Delsarte System of Expression, 73-86: A question that continues to surface for me, especially in reading 
through these nineteenth century philosophical and empirical debates, is whether or not running should be 
considered the “next step” of walking. Do these two particular motions necessarily imply one another? 
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culture.64 Born and raised in San Francisco, California, Stebbins relocated to New York City in 

1875 to pursue acting, where the eighteen-year-old hopeful first landed roles in Broadway 

Theater productions. Not long after, she began a more rigorous study of acting and the body with 

U.S. theater magnate Steele Mackaye in Boston. Mackaye himself studied art first, with William 

Hunt in Newport, then Henri Rousseau and Jean-Léon Gérôme at Paris’ École des Beaux-Arts in 

the late 1850s. Mackaye returned to the city of lights again (1869 - 1870) following his service 

for the Union in the U.S. Civil War. During his second stint in Paris, Mackaye leaned more 

towards the dramatic arts, particularly after meeting French aesthetician François Delsarte, with 

whom Mackaye was first a student and soon collaborator until Delsarte’s death in 1871.65 

Mackaye would continue to make trips between New York, Boston, and Paris in the 1870s, when 

he also began giving public lectures on the topic of Delsarte’s philosophies of expression, to 

great acclaim. It was then that Stebbins encountered Mackaye, and each expanded on Delsarte’s 

teaching: Mackaye added new aesthetic philosophies and exercises for the body, then Stebbins 

added to Mackaye’s additions.66  

 Stebbins followed in Mackaye’s footsteps, traveling to Europe to meet others who were 

disciples of the late Delsarte, to learn Hindu meditation techniques, and to study the bodily poses 

of Greek statues in European museums. Subsequently, Stebbins taught private lessons in both 

physical exercise and the dramatic arts on bodily expression informed by the Delsarte program. 

She published several texts, among them the Delsarte System of Expression (1885) and The 

                                                
64 Peter Weibel, Beyond Art: A Third Culture (Vienna: Ambra Verlag, 2005); Raymond Williams, Culture and 
Society, 1780 - 1950 (New York: Columbia University Press, 1958; 1983), xvi: “Physical aesthetics” refers to the 
outward expression of an “inner-psychic reality,” as debated among authors in Peter Weibels’ edited volume. 
65 Steele MacKaye (1842-1894); Percy MacKaye, “Steele Mackaye, Dynamic Artist of the American Theatre; An 
Outline of his Life Work,” in The Drama, ed. William Norman Guthrie and Charles Hubbard Sergel (Chicago: The 
Dramatic Publishing Company, 1911),144-153. 
66 Jane Donawerth, ed. Rhetorical Theory by Women before 1900: An Anthology (Lanham, MD: Rowman & 
Littlefield Publishers, Inc, 2002), 195: I should mention that these additions to the Delsarte system, particularly 
those in the U.S. or those in the way of gymnastic exercises, are not without their lot of critics. 
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Genevieve Stebbins System of Physical Training (1898/1913), the first and most famous to have 

been written on Delsarte. Delsarte himself never published; only a couple of his letters were 

made public posthumously. Yet between the work of Mackaye and Stebbins, Delsarte’s 

methodology began to have considerable influence in the USA and in Europe, an influence that 

would stretch into the twentieth century.67 

 Delsarte was also very popular during his lifetime, sought ought by theater actors, opera 

singers, archbishops, royals and their state performers. The appeal of Delsarte was his 

formulation of a psycho-physical system based on the “expressive man.”68 In a letter to the King 

of Hanover, Delsarte recounts a creation myth for his system, one that rivals those mythical 

origins found in the annals of the historic avant-garde. When rehearsing for his part in the opera 

Maris Garçons, by Henri-Montan Berton, the directors became perceptively exasperated when 

the singer could not imitate the gesture — a gesture to express genuine surprise at the sight of 

Papa Dugrand —they demonstrated for him time and again, five months over. The problem was, 

Delsarte points out, that his directors’ instructions were ruled by “caprice,” and he could never 

seem to repeat their gestures accurately or consistently. Then one day:  

 One day I was measuring the court-yard of the Conservatory, as usual, in 
 company of Papa Dugrand, and repeating my ‘how are you?’ in every variety of tone, 
when all at once, having got as far as: ‘How are you, pa—,’ I stopped short without finishing my 
phrase. It was interrupted by a surprise; but this surprise was far greater than that caused by the 
appearance of my cousin. Struck by the analogy between this greeting and the unstudied attitude 
which I had assumed under the action of a genuine emotion, I cried in a transport of joy which 
bewildered my innocent cousin: ‘Leave me — don't disturb me — I’ve got it — wait for me — 
stay here you are — I’ve got it.’ 
 ‘But what is that you've got?’ 
 ‘The dickens, Papa Dugrand!’ 

                                                
67 Donawerth, Rhetorical Theory by Women before 1900, 195; and John W. Zorn, ed., The Essential Delsarte 
(Metuchen, NJ: The Scarecrow Press, Inc, 1968), 5 - 7. 
68 François Delsarte (1811-1871); Zorn, ed., The Essential Delsarte , 16 - 20; Quotation of Prof. H.H. Straight, 
Oswego Normal School, NY, in Frederic Sanburn, Delsartean Scrap-book: Health, Personality, Beauty, House-
Decoration, Dress, etc. (New York: United States Book Company, c. 1890), 25; Steele Mackaye, Notebook from 
studies with François Delsarte. 1869 - 1870. Box 2c, folder 2 & 10. Delsarte (François) Papers. Special Collections 
- Hill Memorial Library, Louisiana State University Libraries, Baton Rouge, LA. 
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 Thereupon I vanished like a flash, to run to my mirror and reproduce to my sight Papa 
Dugrand. Judge of my astonishment: not only my gesture, until now so persistently awkward, 
seemed suddenly metamorphosed and became harmonious and natural; but, stranger yet, it did 
not correspond in the least to what had been prescribed. However, it was nature herself that had 
revealed this to me. Then, the movements of my body, but a moment before so discordant in my 
eyes, had acquired under the influence of this gesture inspired from above, an ease and a grace 
that filled my with surprise. Without doubt, I now possessed the truth. An emotion, 
spontaneously produced and so deeply felt, could not result in an error…under the action of a 
natural surprise.69 
 

From this, Delsarte went on to codify body movements for artistic practice based on what he 

believed to be the laws of nature, or the laws of bodies in their instinctual, natural motions. The 

best aesthetic performances begin with observations of everyday performances of the self, what 

Delsarte termed “the phenomena of life” and “organic form.”70  "Run" in this account should 

also not go unnoted. Illustrating his body moving in a rush amplifies Delsarte’s moment of utter 

elation. 

 Convinced of the significance of gestures for communicating internal thoughts and 

emotions, Delsarte insisted words sometimes fail or fall short of complete meaning. He 

envisioned three basic goals for the performing artist: to move, to interest, and to persuade. 

Language engenders the first; thought the second. But only gesture, the “chief organic agent,” 

ably effects all three.71 The body, which can form sentiments better than can words, is the 

vehicle for gesture. What can be produced in social rituals of the body in life can now be 

practiced in the body and made manifest for art. “Routine,” he writes, “is the most formidable 

thing I know.”72 Reverting to the natural body, Delsarte established formal coherences for body 

movements, each being assigned specific emotions. A bodily stance with the non-dominant leg 

                                                
69  Rosalind E. Krauss, The Originality of the Avant-Garde and Other Modernist Myths (Cambridge: MIT Press, 
1985), 10 - 13; and Delsarte, “The Delsarte System According to Himself (Extract from the Last Letter to the King 
of Hanover),” 21 - 25, 31. 
70 Delsarte, “The Delsarte System According to Himself (Extract from the Last Letter to the King of Hanover),” 39, 
69. 
71 Ibid., 71. 
72 Ibid., 107. 
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forward and dominant leg backward expressed passivity, for example, and the inverse showed 

aggressiveness.73  

 Far from being a given, Delsarte’s ideas on expressive bodies and ordinary movement 

were quite esoteric for the mid-nineteenth century. In classical dance and theater, as two 

instances, movement was largely to demonstrate acrobatic mastery or to act as a stylized 

accompaniment to spoken or sung words. To deploy Delsarte’s method of commanding the 

unconscious, on the other hand, meant to assign narrative significance to each bodily movement. 

His is a physical language of sorts that speaks to the identity of a person (with this, her or his 

cosmic influence) or, when staged, a character. It is clear that making the body into an essence 

for identity and experience has as consequence his other argument: the body is the underlying 

constant in any aesthetic process.74 Delsarte’s intended public were actors, vocalists, and 

aestheticians, yet it is in the history of dance that his theories find some of their most avid 

disciples. Generally, one could argue that this ubiquitous interest in what became dubbed the 

“Delsartian system” was, in part, his locating all creativity in the motions and actions of the 

human body, a property everyone has in common.75 

                                                
73 Louise Humphrey Smith, Notebook from studies with Steele Mackaye in “Cours de M. Delsarte.” 1869 - 1870. 
Box 12b, folder 54. Delsarte (François) Papers. Special Collections - Hill Memorial Library, Louisiana State 
University Libraries, Baton Rouge, LA; and Ted Shawn, Every Little Movement: A Book About François Delsarte 
(Pittsfield, MA: The Eagle Printing and Binding Company, 1954), 14, 45-50. 
74 Shawn, Every Little Movement, 10, 16, 21; Sanburn, A Delsartean Scrapbook, 66; Jean Benedetti, The Art of the 
Actor: The Essential History of Acting, from Classical Times to the Present Day (New York: Routledge, 2007), 9, 
40; and M. L’Abbe Delaumosne, “The Delsarte System,” transl. Frances A. Shaw, in Delsarte System of Oratory, 
4th Ed. (New York: Edgar S. Werner, 1893), xviii: Delaumosne, one of Delsarte’s pupils, went so far as to claim: 
“After several years of diligent study, he discovered and formulated the essential laws of all art, and, thanks to him, 
aesthetic science in our day has the same precision as mathematical science.” 
75 Nancy Lee Chalfa Ruyter, “The Delsarte Heritage,” Dance Research: The Journal of the Society for Dance 
Research, vol. 14, no. 1 (Summer 1996), 62-64; and Kent C. Bloomer and Charles Willard Moore, Body, Memory, 
and Architecture (New Haven: Yale University Press, 1977), 46: “If feelings are social, so is the emotional spatiality 
of the human body, with all the meanings which find expression along its boundaries, centers, and psychophysical 
coordinates. Indeed it is impossible to imagine a spatial organization more universal, more valued, and more 
immediately understandable to everyone than the one provided by the human body.” 
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 He asserted a number of interpretative theories of the body and its variety of movements 

that drew on artistic discourses with scientific insights.76 Delsarte's was a “science” of aesthetic 

expression. He frequented the galleries in the Louvre, scrutinizing the bodies in the paintings of 

Old Masters and contemporary French painters, and joined medical courses to become familiar 

with the human anatomy. He coupled these studies of art and science with a survey of human 

body mechanics in the streets, where he observed people not in a laboratory or a theater but in 

what he perceived to be their natural psychological and physical states. He watched nannies with 

children in the Tuileries, lovers in tender exchanges, teachers with their students. Science and art 

were united by the human body in its “authentic” motions and in man being the object.77  

 Indeed, Delsarte was not alone in his practice of a science-art dyad. Mackaye and 

Stebbins, in following Delsarte’s principles, were students of anatomy and other physiological 

sciences. The physiological qualities of motions were at the core of Mackaye’s scientific studies, 

while physical training was an important element in his aesthetic practices of the body. He 

looked into muscles, bones, the brain; he developed theories with practical demonstrations about 

space, time, and movement; and Mackaye, in particular, emphasized rehearsing harmony and 

relaxation in the body.78 In one of many notebooks he kept while studying with Delsarte, the 

former wrote, 

                                                
76 Alphonse Pages, “Esthetique Appliquee Cours de F. Delsarte Exposition en neuf leçons de l’art, de l’orateur, du 
peintre et du musiciens. Offert a M. Delsarte par son eleven Alphonse Pages, 4 Mai 1859.” Box 12c, folder 40. 
Delsarte (François) Papers. Special Collections - Hill Memorial Library, Louisiana State University Libraries, 
Baton Rouge, LA. 17 January 2015; and Hayden V. White, Metahistory: The Historical Imagination in Nineteenth-
Century Europe (Baltimore: Johns Hopkins University Press, 1973), 136 - 137. 
77 François Delsarte, “The Delsarte System According to Himself (Extract from the Last Letter to the King of 
Hanover),” 35; Sanburn, A Delsartean Scrapbook, 25; and Stebbins, Delsarte System of Expression, XXXIV, LV, 
LVII.  
78Steele Mackaye, Notebook from studies with François Delsarte. 1869 - 1870. Box 2c, folder 2 & 10; J. Steele 
Mackaye, “Philosophy of Emotion and its Expression,” manuscript. 1869 - 1870. Box 11a, folder 24; Steele 
Mackaye, Scraps on Correlation, Practical Elements, 1869 - 1870. Box 11b, folder 135; and Nancy Lee Chalfa 
Ruyter, The Cultivation of Body and Mind in Nineteenth-Century American Delsartism (Westport, CT: Greenwood 
Press, 1999), 19. 
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When we look at the human form, we see something that moves — making signs, and sounds which 
indicate different things. In order to comprehend what man is — we must ask ourselves first: what 
are the principle things that go to make up man? In examining him the first thing we meet with is 
his body. The next thing we discover is that there is something in his body that makes it move — 
cry out — and do various things for different purposes. Therefore we may rightly describe man as a 
creature — composed of conscious or knowing being, and an organized and active or moving 
body… The first thing we meet with when we examine man is what we call his body. This is the 
machine which puzzles us, and which we wish to know all about… two things about the body. We 
see it has form. And that is has motion.79 

 
I want to point out the centrality of the moving body in Mackaye’s notes, a sine qua non that he 

returns to four times. Contemporary scholarship about the body, the performative, or subjects of 

embodiment and embodied histories is ripe with issues of identity, sexuality, imagination — the 

invisible conditions defining our body and our actions. Equally important is that all of these 

conditions are not merely stationary but move in space and through time.80 

 As for Stebbins, her aesthetics of the body were based on scientific principles put to 

practical, corporeal application. Stebbins added vitalizing exercises to Delsarte’s system, the 

running body fundamental to her encouragements. In her 1898 textbook The Genevieve Stebbins 

Systems of Physical Training, she conducts the running body under the label “energizing 

dramatic drills.” Each body movement, proposed in different variations and combinations of 

running, come complete with designated meanings, such as:   

Meaning: Flight, pointing to a refuge, calling to another to follow… 
Meaning: Excited observation, as if saying “Look! Look!”… 
Meaning: Anger, attack… 
Meaning: The prostrate legs carry the body into a meaning of recoil, but   
 the arms still show attack. The face should show repulsion and horror… 
Meaning: excited appeal; despairing appeal.81  
 

                                                
79 Steele Mackaye, Notebook marked “27/54.” undated. Box 12a, folder 130. 
80 I defer here to Peggy Phelan’s Unmarked: The Politics of Performance (New York: Routledge, 1993), 3, 5; and 
Rebecca Solnit, Wanderlust: A History of Walking (London: Verso, 2001), 29: Solnit makes a similar argument. 
“Only in maverick writings does the body become active.” 
81 Ruyter, “The Intellectual World of Genevieve Stebbins,” 382, 385; There is a trend among dance theoreticians 
and practitioners today to not shy away from the scientific analysis of the moving body in dance, but rather to use 
scientific thinking of the body to enhance one’s skillful use of the body. See: Kenneth Laws and Francia Russell, 
Physics and the Art of Dance: Understanding Movement (Oxford: Oxford University Press, 2002). 
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This meaning-making positions Stebbins as much of a proto-semiotician in her own right as it 

does a choreographer or physical culture teacher. To train the body to be an effective 

communicator — a sign — did not, for Stebbins, preclude natural instinct. Neither does teaching 

and training subsume talent and technique, nor talent and technique subsume teaching and 

training. Instead, the practice is synthesized: thought couples with emotion, mind with body. And 

in her “creed,” when she outspokenly asserts a perspective that progresses beyond both Delsarte 

and Mackaye, Stebbins articulates her beliefs in a web of psychological, physiological, historical, 

and artistic knowledge. All of these function together in the body.82 

 Still, the semiotic meaning that emerges from Stebbins’ text is incomplete, as is the same 

in both Delsarte and Mackaye’s lectures and texts. How can the body be understood without its 

spatial and temporal frames? Even as Delsarte emphasizes space and time as the two completions 

to his “trinity,” neither denote the position (and consequently the understanding) of movement 

within context, in situ.83 In asserting that all bodies could be codified with one set of 

assumptions, and without locating the body in a specific political or cultural circumstance, for 

example, Delsarte presupposes a universality of the body and its gestures. According to Slavoj 

Žižek, categories of the universal and the particular are not incredibly clear; they are indeed 

separate articulations but shot through with one another. It is important to clarify that Delsarte’s 

system operates under similar assumptions. Man’s motions include both subjective (particular) 

and objective (universal) gestures, and not all people have studied to hone the techniques of 

either. His intention, then, was to cultivate both in such a way as to perfect the body’s outward 

                                                
82 Stebbins, The Genevieve Stebbins Systems of Physical Training, 133-140; and Kaja Silverman, The Subject of 
Semiotics (New York: Oxford University Press, 1983). 
83 Steele Mackaye, Notebook from studies with François Delsarte. Notebook labeled “E/10,” “L’art de M. Delsarte.” 
1869 - 1870. Box 2c, folder 10; Mackaye, “Philosophy of Emotion and its Expression,” manuscript: Among the 
many trinities posed by Delsarte are to co-exist in time, co-penetrate in space, and to co-operate in motion. Mackaye 
then notes, “Now this principle of the trinity governs the existence of all things.” 
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expression of inward emotions.84 The pure universal in his model is the body as matter-of-fact, 

that every human has a body that is in motion through space and time. The gestures of this body, 

according to Delsarte, are communicable across cultures, a general understanding between 

peoples unavailable to spoken language.85 Here the conceptualization of the body brings into 

view — a view held in common by Delsarte, Mackaye, and Stebbins — an uncertainty of speech 

versus the certainty, the genuineness even, of individual gestures.  

 An observable sincerity in the individual, human body is another example of the 

nineteenth-century, Zeitgeist-like phenomenon of “reality.” A turn toward realism in the arts, 

sciences, and in historiography was being advanced by a number of intellectual and creative 

figures, though the term was not more of a common fare until mid-century. To be “realistic” 

branched off into a number of directions, a Pandora’s box I will not dare to open too far just 

now. Worth pointing out, however, is that despite its discrepancies, and the discrepancies among 

its historians since, held in common under the umbrella “realism” was a search for observations 

and understandings of the social, cultural, physical world as it was or could be experienced. In 

other words, a manifestation of contemporary life, informed simultaneously by praxis and 

philosophy. Delsarte encouraged students to consult the pages of Enlightenment philosophy. He 

writes in his notebooks on Locke, Descartes, Hobbes, and Spinoza, all figures to whom 

theoreticians and literary figures contemporary to Delsarte — Alexis de Tocqueville, Jules 

Michelet, and Honoré de Balzac included —were likewise responding.86 Seemingly the theories 

                                                
84 Anna Morgan, An Hour with Delsarte: A Study of Expression (New York: Edgar S. Werner Publisher, 1891),18, 
24, 61, 109; Slavoj Žižek, The Indivisible Remainder: An Essay on Schelling and Related Matters (London: Verso, 
1996), 77, 90, 169; and Pages, “Esthetique Appliquee.” 
85 Morgan, An Hour with Delsarte, 58. 
86 Shawn, Every Little Movement, 36; White, Metahistory, 135 - 162, 230 - 264; Paul Ricoeur, Oneself as Another, 
transl. Kathleen Blamey (Chicago: University of Chicago Press, 1992), 320; Mark Sinclair, “Embodiment: 
Conceptions of the Lived Body from Maine de Biran to Bergson,”The Edinburgh Critical History of Nineteenth-
Century Philosophy, ed. Alison Stone (Edinburgh: Edinburgh University Press, 2011), 187; Georg Wilhelm 
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and practices that engaged their close analyses of contemporary life were often less bound up 

with rationalism, which preoccupied their Enlightenment precursors. It was intertwined, instead, 

with the likes of empathy and feeling, truth and clarity, mind and body together, everyday reality 

without varnish, without embellishment. Such notions are neither to be confused with 

Romanticism, another mode du jour, nor should we ignore the role of science, fiction, and 

imagination for these observers of reality. Delsarte, as one version of “realism,” aligned the 

scientific method with all its empiricism to an intimate, poïetic, corporeal knowledge of his 

world, no matter how seemingly quotidian.87 

 In a similar vein, scientific thought centered on the body and notions of the sensual. 

Hermann von Helmholtz, as one particularly influential thinker, first in his native Germany and 

then in France when translated in the 1860s, can serve as example here. Helmholtz famously 

refuted Euclidean geometry.88 Space, Helmholtz maintained, was no longer homogenous or a 

given but rather relative to an individual’s perspective. Within that definition, spatial perception 

derives from the body. The ideal test of our perceptions is to move our body, consciously, and in 

                                                                                                                                                       
Friedrich Hegel, Phenomenology of Spirit, transl. A.V. Miller (Oxford: Oxford University Press, 1977), 711, 764; 
and Maine de Biran, “Opposition du principe de Descartes avec celui d’une science de l’homme. Première base 
d’une division des faits psychologiques et physiologiques. Perception et sensation animale,” in Maine de Biran 
(Librairie Philosophique J. VRIN, 1990), 130: With Georg Wilhelm Friedrich Hegel (1770-1831), Delsarte has in 
common a belief in unities, which was defined similar to the later term du jour “dialectics,” and in the “corporeal 
embodiment” of consciousness. Also exemplary in tailoring the lived body for philosophical discourse is Maine de 
Biran’s (1766-1824) le corps propre, or “one’s own body.” Biran activated an interest in individuality, subjectivity, 
and corporeality, a set of concepts that influenced an entirely new generation of phenomenologists. See: Honoré de 
Balzac, The Human Comedy (EBook: Project Gutenberg, 2010); Jules Michelet, The History of France, Volume I, 
transl. Walter K. Kelly (London: Chapman and Hall, 1844), 278, 307; and Alexis de Tocqueville, The Old Regime 
and the Revolution (New York: Harper & Brothers, Publishers, 1856), 172, 325; 
87 White, Metahistory, 38, 45-46, 54-55; D. A. Williams, “The Practice of Realism,” in Monster in the Mirror: 
Studies in Nineteenth-Century Realism, ed. D.A. Williams (Oxford: Oxford University Press, 1978), 258; Frederick 
William John Hemmings, ed., The Age of Realism (Baltimore: Penguin Books, 1974), 9 - 25, 36 - 48, 66; and Peter 
Gay, Savage Reprisals: Bleak House, Madame Bovary, Buddenbrooks (New York: W.W. Norton & Company, 
2002), 17 - 21. 
88 Hermann von Helmholtz (1821 - 1894). 
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relation to other bodies in the space.89 Delsarte, echoed in Mackaye’s notebooks, taught that 

“space is measured by the given velocity or time of a movement.”90 The human body in motion 

served as ruler to space, which proposes the body as nucleus, for Delsarte just as for Helmholtz. 

Principles of vision naturally accompanied this conceptual shift in perception, all of which 

became based in phenomenal reality. Vision, now under the influence of the subjective body, 

drew intense fascination in what seems to be all disciplines.91 

 This destabilized condition of human vision laid the ground for new innovations in visual 

instruments such as photography and photogrammetry, yet still Delsarte and his followers claim 

important knowledge available in observing bodies with the naked eye.92 “A photograph is not a 

work of art because it gives to one part the same importance as another,” writes Marcellus R. Ely 

in his 1901 essay “Elocution in Education.” “A photographic recitation is one in which every 

detail is made to stand out by skillful action of voice and body — nothing is left for the 

imagination.”93 Ely goes on to describe the value in Delsarte’s method. Delsarte reduces 

expenditure in body energy, Ely says, and ennobles its aesthetic capability by focusing on and 
                                                
89 Hermann von Helmholtz, Treatise of Physiological Optics (Handbuch der physiologischen Optik) 1856, 3 vols, 
transl. James P.C. Southall (Milwaukee, 1924), 29. See also: Hermann von Helmholtz, Théorie physiologique de la 
musique fondée sur l’étude des sensations auditives (Paris: Masson, 1868); and Thibault, La géométrie des 
émotions, 17, 79: A number of other French aestheticians, around the same time as Delsarte or just after, took to 
Helmholtz’s studies, including Jean-Marie Guyau (1854 - 1888), Paul Souriau (1852 - 1926), Henry Provensal 
(1886 - 1934), and Gustave Umbdenstock (1866 - 1940).  
90 Steele Mackaye, Notebook from studies with François Delsarte. Notebook labeled “E/10,” “L’art de M. Delsarte.” 
1869 - 1870. Box 2c, folder 10. 
91 Hermann von Helmholtz, “On the Facts Underlying Geometry,” in Epistemological Writings: Hermann von 
Helmholtz, ed. R.S. Cohen and Y. Elkana (Boston: D. Reidel Publishing Company, 1977), 41. Original print in 
Nachrichten von der königlichen Gesellschaft der Wissenschaften zu Göttingen, no. 9, 3 June 1868; Stephen Kern, 
The	Culture	of	Time	and	Space (Cambridge, Mass: Harvard University Press, 1983), 132-133; and Wayne H. 
Stromberg, “Helmholtz and Zoellner: Nineteenth-Century Empiricism, Spiritism, and the Theory of Space 
Perception,” Journal	of	the	History	of	the	Behavioral	Sciences, vol. 25 (October 1989), 372, 377: The networks 
stemming from Helmholtz appear endless. Famous physiologist Ernst Wilhelm von Brücke worked with Helmholtz, 
and Sigmund Freud often references the profound influence Brücke, with whom Freud studied, had on his way of 
thinking about psychoanalysis later. 
92 Denis Cosgrove, Geography	and	Vision:	Seeing,	Imagining	and	Representing	the	World (New York: I.B. Tauris, 
2008), 8, 158-159. 
93 Marcellus R. Ely, “Elocution in Education,”Werner’s Magazine, Vol. XXVII (March-August 1901), 341-342: In 
fact, Ely references studies in psychology and physics, Helmholtz included. 
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manipulating specific body rhythms at a time. To the walking body he attaches the descriptor 

“grace” and one of the most universal movements for the human body, while such demanding 

gestures as running and leaping expend far more strength and are the extremes of their sister 

movement, the walk. Too, the efficiency and coherence of the body is in part dependent on 

harnessing the body’s motions, which in turn must be practiced.94  

 Delsarte lists a number of other attitudes for individual leg positions, and does this again 

for head positions, hand positions, shoulder positions, and so on. These particularized emphases 

meant more imagination and clarity in each and every bodily expression, for Ely and for 

Delsarte. Delsarte, in a lecture c.1869 - 1871, explains that the mechanical ingenuity of their 

present day were “almost exclusively optical.” This preoccupation relies fully on the projection 

of “vision in space.” From this, Delsarte counters with his own universal principle, which 

consists in a totality of sensation, of the “perfected animal forms of man which is a body 

supported by two legs.” The optical alone does not impart adequate knowledge. The body as it 

functions through time, space, and movement is knowledge (Delsarte’s core “trinity”).95 

 For all the intensive debate between figures like Charles Baudelaire and Oliver Wendell 

Holmes at the time between the camera eye and the naked eye, both suggest roots in the same 

purpose: to observe the real body and to codify its everyday actions.96 The peak of Delsarte’s 

theoretical work and teachings were between 1839 and 1859, dates that enclose the believed first 

photograph to capture the human body and that parallel the want for a steady, still photograph in 

                                                
94 Ely, “Elocution in Education,” 340-346; and Shawn, Every Little Movement, 48-49. 
95 Steele Mackaye, Notebook from studies with François Delsarte. Notebook labeled “E/10,” “L’art de M. Delsarte.” 
1869 - 1870. Box 2c, folder 10; and Rabinbach,The Human Motor, 172.  
96 Oliver Wendall Holmes, Soundings from the Atlantic (Boston: Tickknor and Fields, 1864); Charles Baudelaire, 
“The Salon of 1859,” in Photography in Print: Writings from 1816 to the Present, ed. Vicki Goldberg (New York: 
Simon and Schuster, 1981): For closer discussion on the camera eye and naked eye, or even photographic “truths,” 
debates of the nineteenth century, see: Vicki Goldberg’s edited volume; John Berger, About Looking (New York: 
Pantheon Books, 1980); and John Tagg, The Burden of Representation: Essays on Photographies and Histories 
(Minneapolis: University of Minnesota Press, 1988). 
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the history of the mechanical device.97 Before and after the photograph visually documented the 

human body, what can be inferred in a study about Delsarte is an attempt — and an attempt with 

longstanding attraction — to create notations that explained, charted, and interpreted the human 

body in its most natural states, one of the tasks of photography, too. And that natural state, that 

reality, knows movement.98  

 Delsarte’s approach to the body fits within the discursive framework of photography’s 

origins as attested to by Batchen, John Tagg, and Allan Sekula. What is fundamental to the 

framework is an interest in developing a practice for picturing, reading, typifying, in essence 

archiving nature, most especially people’s bodies.99 At the time of Delsarte’s systems building, 

actions of the body could only be made subject by the naked eye alone. Visually capturing 

movement simply was unavailable to Delsarte and images contemporary to the thinker. His 

particular expression of body movements was but a measure of the techniques and dialogues of 

                                                
97 Shawn, Every Little Movement, 17; and Timm Starl, “After the Standstill: On the First Attempts to Bring Motion 
into the Photographic Image,” in Images in Motion, eds. Ingrid Hoelzl and Friedrich Tietjen (Burges: Die Keure, 
2012), 10. 
98 Starl, “After the Standstill,” 13; Eleanor Bowen, “Where is the Space of Choreography?” Performance Research: 
A Journal of the Performing Arts, vol. 13, no. 1 (2008), 32; Philip Auslander, “The Performativity of Performance 
Documentation,” PAJ 84 (2006), 1-2; and Henri Bergson, Key Writings, ed. Keith Ansell-Pearson and John 
Mullarkey (New York: Continuum, 2002), 64; and Carrie Preston, “Posing Modernism: Delsartism in Modern 
Dance and Silent Film,” Theatre Journal 61 (2009), 213-233: Preston writes, “Although he [Delsarte] emphasized 
the primacy of gesture, he read the posed end points of the gesture rather than the motion made in space.” She notes 
a few lines later, “For Delsarte, art reveals God’s presence in the individual, so his aesthetics celebrated the stasis of 
being rather than the motion of becoming.” While Preston’s conviction about Delsarte’s concern for the gesture is 
quite sound, her conclusion that his ideal gestures presuppose a stasis of the body is insufficient. Yet, to read only in 
to his model a suspended poise is as misguided as reading only stillness in the photographic image circa the 
nineteenth century. Movement is inherent in, at the very least, the pre-digital photograph. Whether fettered or 
represented within the picture frame, whether imagined or suspended by the viewer, or whether purpose or problem 
or process of the practitioner, movement defines the photograph. We should recall here the argument of Philip 
Auslander in “The Performativity of Performance Documentation”: the photograph ontologically relies on reality. 
That reality knows only movement; therefore, in an even more radical theory, we might also extrapolate to the 
photograph a reckoning on movement. This also casts a new light on Delsarte’s observed—and subsequently learned 
and enacted—body, the words and illustrations he used to illustrate it, and its inherent movement. 
99 Batchen, Burning with Desire, 100, 180-188; Allan Sekula, “The Body and the Archive,” October, vol. 39 
(Winter, 1986), 10-11; Tagg, The Burden of Representation, 60-65; and Michelle Henning, “The Subject as Object: 
Photography and the Human Body,” in Photography: A Critical Introduction, ed. Liz Wells (New York: Rutledge, 
1996/2015), 196 - 202. 
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his technological context. Yet, the desire to decipher movement — not just the bodily form but 

specifically body movements — is signaled by Delsarte. He emphasized tempos, rhythms, and 

energies as part of the vocabularies of the body, and the aim of his scripted vocabularies was 

absolutely heuristic, which must aspire to re-motion other bodies in their activity of performing 

perfected self-bodily mechanics. “Movement itself,” notes Delsarte, “[is] the medium of the 

artist.”100  

 The subtext that might be read in this section and the ones that follow is an emerging 

tension between thinking about one’s body and its basic movements through feeling and thinking 

about them through vision. The former entails corporeal experience, the latter an image 

experience. I am interested in where reconciliation might happen between the feeling body and 

the perceivable body, how they mutually affect one another for a more expansive sense of bodily 

understanding or imagination.  The other underlying theme is the articulation of the body as 

symbolic, to script a vocabulary for body movements on a par with, if not eclipsing, spoken 

words. Deslarte’s system of thinking about the body, however stretched and flexed since his 

original lectures, achieved an impressive following and helped define the aestheticized body 

through the overlay and encounter of socially marked lived bodies. 

 

                                                
100 Shawn, Every Little Movement, 48-49; François Delsarte, Notebook of Delsarte, with reflections and drawings. 
Box 2c, folder 88. 1856; Béla Bálazs, “The Visible Man,” transl. Rodney Livingstone, Screen, vol. 48, no. 1 (Spring 
2007), 97; François Deslarte, “Address of François Delsarte before the Philotechnic Society of Paris,” transl. and 
reprod. in Delsarte System of Expression, LIV-LVII; Michel Foucault, The History of Sexuality Volume 1, transl. 
Robert Hurley (New York: Pantheon Books, 1978), 12; and Amelia Jones, “The Body and Technology,” Art Journal 
vol. 60, no. 1 (Spring 2001), 20: Amelia Jones explains that we have adapted the experience of ourselves and of 
others to the limitations (or extensions, as it may be) of available technologies. The next logical inference, then, is 
that Delsarte’s expression of body movements was but a measure of the techniques and dialogues of his nineteenth-
century moment. Okwui Enwezor, Archive Fever: Uses of the Document in Contemporary Art (Göttingen: Steidl 
Publishers, 2008); and Sven Spieker, The Big Archive: Art from Bureaucracy (Cambridge: MIT Press, 2008), 1 - 7. 
We can also take up the intellectual history of the archival impulse in this perspective, but in the sense of Okwui 
Enwezor’s “active archival impulse,” a living, breathing catalog of body images and movements that are meant to 
read and be read. And the archive is not just of the face but of the entire body and its telling gestures. 
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1.3 A Hybrid of Creativity and Knowledge: Body/Mind, Space/Time, Individual/Social 
 

I move, therefore I am. 
Haruki Murakami, IQ84 (2009 - 2010) 

 
In the later half of the nineteenth century, Delsarte, Mackaye, and Stebbins were part of a sea 

change in discourses on body culture, a change that included the performed body on stage and 

the everyday body in the streets.  Stebbins literally demonstrates this closing gap between the 

techniques of art and life by prescribing body practices that physically, healthfully exercise the 

natural body at the same time as it encourages a well-mastered, artful bodily expression. We 

could draw up a list of what the aestheticized body and the lived body had in common in their 

philosophies, including self-discipline and self-control, self-representation and self-cultivation, 

self-consciousness and self-awareness, and self-choreography. Techniques and semiotics of the 

body were no longer, however, self-evident.101 We could also write a synchronous list that might 

help explain a cultural turn to the self, including nationalization, urbanization, industrialization, 

and the general acceleration mentioned above. The turn towards the self manifested as a growing 

preoccupation with physical culture, body culture, anatomy and physiology, how to educate the 

body and to exercise it, too. American author and athlete William Blaikie’s popular reform 

movement, or so it reads, is a concern about the working middle class, the bodies most 

drastically affected by the changes in modern labor and lifestyle.102  

Happily, too, all the exercise one needs to be strong instead of weak, is simple, easy to do, takes 
hardly one hour of the twenty-four, costs nothing, and can be done almost anywhere. It has no 

                                                
101 Schäfer, “The Audiovisual Field in Bruce Nauman’s Videos,” 28; Jeffrey Sklansky, The Soul’s Economy: Market 
Society and Selfhood in American Thought, 1820 - 1920 (Chapel Hill: The University of North Carolina Press, 
2002), 205 - 207; and Thomas Laqueur, “Orgasm, Generation, and the Politics of Reproductive Biology,” in The 
Making of the Modern Body: Sexuality and Society in the Nineteenth Century, ed. Catherine Gallagher and Thomas 
Laqueur (Berkeley: University of California Press, 1987), 18, 34 - 35, 42: It is tempting to argue that this closing 
gap between modes of the body accounts for why the performed body today is so close to the everyday that one 
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102 William Blaikie (1843-1904); Guillaume le Blanc, Courir: Méditation physique (F.ammarion, 2012), 20-21; and 
James B. Salazar, Bodies of Reform The Rhetoric of Character in Gilded Age America (New York: New York 
University Press, 2010), 144. 
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bound or limit. No man knows all the ways to exercise the body. New ones are being found all the 
time. And each one fits you to do a little better some kind of work or play… The man now not only 
thinks more clearly: he can think longer and more effectively. And in sport, as in work, staying 
powerful is a great help in efforts of every kind.103 
 

In such texts as his 1883 How to Get Strong and How to Stay So, Blaikie, like Stebbins, argued 

for the practical application of body movements to refine one’s total wellness. And like his 

contemporaries who were expanding on Enlightenment notions of the body, he believed running 

held in it an advantage that extends beyond walking. “Good, stiff long-distance walking is 

excellent for the front thigh,” Blaikie writes, “but running is better, especially when done as it 

ought to be, namely, not flat-footed, but with the heel never touching the ground.”104 There is a 

drama to Blaikie’s running body: it could be useful to the fireman as he braves a building in 

flames, to the policeman while in hot pursuit of the thief, and even to the woman — homely, 

married, or otherwise. Men should have well-built thighs and calves, he says, with the latter a 

real point of lament in modern men. “Every time the foot is raised in running, these muscles are 

called to active duty far more than in walking, and the high, strong, sharp step works them 

severely, so that no man weak here could be a fast runner with good action.”105 It was not just 

about running as sport for Blaikie. A strengthened man also prepared him for a better day’s 

work, and a strong body — illness prevented with the aid of physical exercise — meant a 

powerful mind. The jogging culture and mindful living celebrated in the 1970s is in actuality 

rooted in this late-nineteenth-century moment.106 

                                                
103 William Blaikie, “Common Sense Physical Training,” in Athletics and Health: Modern Achievement: Advice and 
Instruction upon the Conduct of Life, Principles of Business, Care of Health, Duties of Citizenship, etc, ed. Edward 
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 From Delsarte to Blaikie, from aesthetics to athletics, we see knowledge and cultivation 

of the self being linked in a complex way to body movement, and within that is a circular 

relation between art and science, cultural and physical expression, mind and body. The running 

body is present in the systems and theories on which modern and contemporary body studies as a 

whole are founded. Blaikie had a prefigurative role in physical culture in the USA and in Europe, 

for the layman and laywoman alike, and running was one technique that he believed might 

harness and safeguard the body-mind’s vigor and vitality amid modern innovations and social 

acceleration. Walking was not enough for Blaikie. The Delsartian system would find itself at the 

bedrock of physical culture and performing arts as we know it in the twentieth and twenty-first 

century. The running body, and its variety of compositions, offers another dimension to the 

narrative told by the body in motion. For Delsarte to develop a suitable lexicon for bodily 

expressions, he necessarily follows from this that all possible movements for which an abled 

body is capable must be included. Unlike Blaikie, however, he does not privilege one movement 

(walking) over another (running), at least not in terms of his willingness to assign meaning to the 

motion. Each has their own physiological and symbolic purpose; each was available to be 

perfected and transfigured into performance. 

 The key point here is that imaging and imaginations of the running body derives initially 

from the very period in which, as Bernard Dionysius Geoghegan so perfectly writes, “movement 

itself became a symbolic system.”107 This entails the rhetoric of the choreographed run being 

crisscrossed with the rhetoric of the everyday one. The jumbling of these putative binaries, the 

                                                
107 Andrew Hewitt, Social Choreography: Ideology as Performance in Dance and Everyday Movement (Durham: 
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codification of all movements (not just those of the elite), and the intermediality of body 

knowledge only deepened in the early twentieth century.108 If we take a strategic snapshot of 

avant-garde art and choreography, so as to briefly highlight structures built atop Delsarte’s 

foundations that are meaningful to this study, then it is of Oskar Schlemmer and Rudolf 

Laban.109 These two figures were expressly influenced by the Delsartian system and are, in turn, 

two figures to whom studies of body performances, within a variety of creative disciplines, today 

owe a great deal.110  

 Oskar Schlemmer, Walter Gropius much later writes, was the “Master Magician,” a 

nickname in response to the artist’s penchant for hybrid creativity. Schlemmer spent his life 

moving from city to city in Germany — from Stuttgart and Berlin to Cologne and Dessau — 

pursuing his career in the arts. He was a student of applied arts in the first decade of the 1900s, 

and went on to do some freelance painting, to participate in various art salons, to design 

backgrounds for staged productions, and to attend for a spell a number of German academies 

between 1903 and 1921. In 1921, Schlemmer joined the faculty of the famous Staatliches 

Bauhaus in Weimar, first as a painting and drawing instructor, then as the director of the 

sculpture workshops. Out of his sculpture workshops, or so Gropius recounts, Schlemmer 

                                                
108 Martin Irvine, “Hybridity/Remix/Dialogism: An Introduction,” (2012-2013), Available online: I take my 
understanding of the term “intermediality” from Martin Irvine, who uses the term as a more inclusive version of 
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109 Oskar Schlemmer (1888-1943). Rudolf von Laban (1879-1958).  
110 Hewitt, Social Choreography, 231; Claudia Jeschke and Gabi Vettermann, “Between Institutions and Aesthetics: 
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developed the Bauhaus’ first stage shop (1923 - 1929), which quickly became a favorite among 

students across departments.111  

 Incorporated into Schlemmer’s 1928 scheme for his wildly popular, and now widely 

written about, Bauhaus course “Die Lehre vom Menschen” (Instruction on Man) were: 

Origin of man 
History of his development 
Theory of race 
Sexual biology 
Theory of hygiene 
Relationship with air, light, warmth, clothing 
Habitation—diseases and defence 
Nervous system 
Physical and intellectual activity/psychical life 
Transformations of man in the history of art 
Drawing of the nude: exterior appearance, plasticity/modelling, light and shadow 
Figure drawing: theory of proportion, anatomy, biomechanics 
Stage Theory: man in the space of the stage, dramatization, his environment/the scene112 

 
We can revisit the genesis of this syllabus in Schlemmer’s diary entry in November 1922, just as 

he prepared to propose new courses before his Bauhaus colleagues: 

I would place the human figure at the center of my investigations. “Man, the measure of all 
things” provides so many possibilities for variation and for relationships to architecture and 
craftsmanship that one would merely have to extract the essentials. Therefore: measurement, 
proportions, and anatomy; typicality and special features. The various guiding ideals of the 
different artistic styles. The dynamics of the body. Movement. Dance. Kinesthetic sense. Man in 
his relationship to the world about him.113 

 
The tenor of Schlemmer’s teachings embodied today’s acronym S.T.E.A.M., a communion of 

modern industry, sciences, and mathematics with traditions in art, performance, and design. His 

objective was to directly assimilate art into life, to make the artistic process “visible.” Man, for 

Schlemmer, was the ideal medium to literally, actively move art into the everyday and vice 
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Molnár, ed. Walter Gropius and Arthur S. Wensinger, transl. Arthur S. Wensinger (Middleton, Conn.: Wesleyan 
University, 1961), 7-8. 
112 Oskar Schlemmer and Heimo Kuchling, Der Mensch, Unterricht am Bauhaus. Nachgelassene Aufzeichnungen 
(Mainz: F. Kupferberg, 1969), 30. 
113 Oskar Schlemmer, Briefe und Tagebücher: The Letters and Diaries of Oskar Schlemmer, ed. Tut Schlemmer, 
transl. Krishna Winston (Middletown, Conn: Wesleyan University Press, 1972), 133. 
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versa. Two roots at the base of his curriculum represent what all these diverse topics have in 

common: integration and universality.114   

 Central to Schlemmer’s ideas on performance was his notion of the “kosmisches Wesen” 

(cosmic being), or the holistic man. The “cosmic being” comprises nature and art organically, the 

trinity which consisted of the dynamic interplay between mind (the inner), nature (the physical), 

and psyche (the space).115 “The most characteristic feature in Oskar Schlemmer’s work is his 

interpretation of space,” says Gropius. “From his paintings, as well as from his stage work for 

ballet and theater, it is apparent that he experienced space not only through mere vision but with 

the whole body, with the sense of touch of the dance and the actor.”116 This painter-sculptor-

choreographer inclined to the total being in movement that was to be placed within the total 

environment of art: of set design, architecture of the stage, and even the eccentric costuming of 

the dancers. For example, on the space of the stage, the everyday body is transfigured, now a 

breathing, kinesthetic art. The transfiguration of the body on stage can be analogized to the 

transfiguring of the body in a painting. In both instances, the essence of the body, its humanness, 

is maintained. Schlemmer’s painted figures, costume designs, and choreographic patterns alike 

served to abstract the human body, submitting it to the simple forms, colors, and sounds found in 

modern art. The performances were rhythms designed for and executed by the body that, 

according to Schlemmer, produced necessary order and had the potential to tame the human 

body.117  

                                                
114 Schlemmer, Briefe und Tagebücher, 153; and Schlemmer, Der Mensch, 119. 
115 Oskar Schlemmer, “Mensch u. Kunstfigur,” Spiel.Feier, Blätter des Theater der Stadt Münster, 3. Jahrg, No. 10 
(1926/27), 108-112, Folder 9. Oskar Schlemmer Papers,1888 - 1943. Bauhaus-Archiv, Berlin, Germany; and 
Schlemmer, Der Mensch, 23. 
116 Gropius, The Theater of the Bauhaus, 8. 
117 Schlemmer, Der Mensch, 150-151; Schlemmer, Briefe und Tagebücher, 69; Arnold L. Lehman and Brenda 
Richardson, eds. Oskar Schlemmer (Baltimore: The Baltimore Museum of Art, 1986), 150; and “Das 20 Jahrhundert 
‘Das Triadische Ballet am Bauhaus,’” 262, Folder 1. Oskar Schlemmer Papers,1888 - 1943. Bauhaus-Archiv, 
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 In the stage notes for his infamous Das triadische Ballet (The Triadic Ballet) (1922), 

again playing on this interest in threes and trinities, characters are named by the shape or color of 

their garb, “the discs” and “the white dancers.” A cone cylinder decorated with a descending 

spiral became a skirt, and large globes served as gloves, a hat, or a mask. Often the costumes 

were physically overwhelming, thereby determining the character and quality of the dancer’s 

motions. Each shape and color had a different musical instrument. The wired figure was assigned 

the violin and the triangle, the abstract (called just that, “the abstract”) the kettledrum. Bodies 

move across the stage according to musical articulations, the golden spheres are at pace and the 

spiral is in adagio. From Wassily Kandinsky’s Über das Geistige in der Kunst (On the Spiritual 

in Art) (1911), whose art and philosophies Schlemmer writes about in his letters and diaries 

regularly, we know these artists believed colors, shapes, and movements bear physically and 

psychologically on the viewer. Particular to Kandinsky is showing that these three can be 

engendered materially but also musically; particular to Schlemmer is that the three affected 

viewer and performer in tandem.118 Schlemmer’s choices in design and costuming, which in 

practice fettered body movements and essentially countered the trend of an Erlebnis (experience) 

of movement in modern European dance, had very limited success among his contemporaries in 

                                                                                                                                                       
Berlin, Germany; The Triadische Ballett was part of the Bauhauswoche, shown on August 16, 1923: “The hour of 
the manifesto is past,” wrote Schlemmer in April 1919. “The dividing lines [have been] drawn; now it is time to take 
stock, and the German method of bringing order out of chaos can come into play.” I want to develop, too, 
Schlemmer’s idea of the “triad” in relation to Delsarte’s “trinity.” 
118 “Werkmanuskripte, Das triadische Ballett.” Folder 1. Oskar Schlemmer Papers,1888 - 1943. Bauhaus-Archiv, 
Berlin, Germany; and Vernon L. Lidtke, “Twentieth-Century Germany: The Cultural, Social, and Political Context 
of the Work of Oskar Schlemmer,” in Oskar Schlemmer, ed. Arnold L. Lehman and Brenda Richardson (Baltimore: 
Baltimore Museum of Art, 1986), 22-24; Schlemmer, Briefe und Tagebücher, 48, 69, 133; and Vasily Kandinsky, 
Über Das Geistige in der Kunst, dritte Auflage (München: R. Piper&Co, 1912): Much of Schlemmer’s way of 
thinking, in fact, was caught up in the late-nineteenth, early-twentieth century art scene, for example in the work of 
the German Werkbund (“to raise the aesthetic quality of mass-produced goods,” which we can relate to Schlemmer 
raising the aesthetic quality of the mass body movement), the Freie Bühne (Free Stage) in theater, die Brücke, the 
Berlin Secession, Der Sturm and Die Aktion, and the Blaue Reiter, the latter of which Kandinsky aligned himself.  
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dance and choreography. This, despite his philosophical and pedagogical advancement of the 

bodily experience and expression of movement.119 

 The expressed aim to organize, catalog, aestheticize and mobilize body movements 

speaks to the commonalities between Delsarte and Schlemmer’s thinking. By assigning 

geometric shapes to the appearances and motions of the body, that modern body was given a 

more structured, intelligible system with which to physically express the metaphysical. 

Schlemmer presses further still in maintaining that each body movement is related to other body 

movements, and these matrixes of movements are done in relation to space. As such, the moving 

body operates simultaneously with and in various degrees of the physical, mental, spiritual, and 

spatial.120 And, it operates between Schlemmer’s medias. The production of real bodies in staged 

choreographies became integral to his experimental sketches of bodies in movement on paper; in 

other words, the rhythmic dynamism he composed for staged bodies emerge in his illustrated 

ones, too. And both bodies — choreographed and illustrated — were first informed by the 

everyday body. In a diary entry dated May 1929, a date nearing the end of his tenure with the 

Bauhaus, Schlemmer writes:  

One should start with one’s physical state, with the fact of one’s own life, with standing and 
walking, leaving leaping and dancing for much later. For taking a step is a grave event, and no 
less so raising a hand, moving a finger. One should have deep respect and deference for any 
action performed by the human body, especially on the stage, that special realm of life and 
illusion, that second reality in which everything is surrounded with the nimbus of magic…121 

  

                                                
119 Preston-Dunlop, Rudolf Laban, 117. 
120 Schlemmer, Der Mensch, 66, 92 ,113, 120; and Oskar Schlemmer, “Missverständnisse,” Die Zeitschrift 
Schriftanz, Organ der Deutsche Gesellschaft for Schriftanz (Wien: Universal-edition A.G., 1931), 27, 29; and 
Jeschke, “Between Institutions and Aesthetics,” 56. 
121 Lehman, Oskar Schlemmer,15, 90, 181-185; “Werkmanuskripte, Das triadische Ballett,” Folder 1, Oskar 
Schlemmer Papers,1888 - 1943. Bauhaus-Archiv; “Druckschriften: Das triadische Ballett und andere Aufführungen 
aus Druckschriften ausgeschnittene und aufgeklebte Abbildungen von Tanzszenen und Figurinen,” Folder 3, Oskar 
Schlemmer Papers,1888 - 1943. Bauhaus-Archiv, Berlin, Germany: The visual remains of Schlemmer’s  
choreographies exist only in photographs of the dancers, who are in a still pose, and in his illustrations for the 
costumes and stage directions, dynamic in their line colors and rhythms on the page. The illustrations combine 
philosophy and praxis of the body, and the compositions read as though they, too, are in motion. 
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 The running body is one such physical state for Schlemmer. In his ink, paint, and pencil 

drawing Der Mensch im Ideenkreis (Man in the Sphere of Ideas) (1928/29), Schlemmer 

intertwines the running self with man in a biophysical, philosophical, and cultural totality. 

Schlemmer graphs a number of kinships in the image. Man is simultaneously running within the 

built indoors and among natural vegetation. The skeleton, organs, muscles, skin, and clothing are 

diagrammed on the one body, and man’s real body shares space with its illustrated 

representation. The body is oriented in private yet shown still as one simple atom in the whole 

solar system; the conditions of the body are illustrated physically and textually. Swirling about 

are notions like psychology, aesthetics, ethics, nutrition, physical development, kinesthesia and 

choreography, space and time. Drafted logically and mechanically, the body is firmly at the 

center — at the nucleus — of its universe’s designs, always operating in a certain combination 

with its various states of being.  

 But why illustrate the figure running? Roughly speaking, to sketch the body in this pose 

either gives greater visibility to all of man’s psychophysiological patterns, akin to say Leonardo 

Da Vinci’s frontal body in his Virtruvian Man (c. 1490) with Schlemmer's man having limbs 

extended away from the core, or the running body symbolizes the early twentieth century belief 

in the acceleration of humankind. Though his scholars have yet to speculate why he chose this 

particular movement, this despite the fact that notions of rhythm and expression of the body are 

central to his art and philosophies, we can read in this sketch Schlemmer’s model for the 

Bauhaus’ humanist theories of man and his aesthetic-social role in forging a new society. I would 

argue that his choice of a running body to manifest his principal, body-oriented theory is telling 
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of a belief in the stamina, the drastic wherewithal even, required of man to master his modern 

conditions.122  

 “Laban is a good man,” wrote Schlemmer on a postcard to his wife Tut on June 24, 1927. 

His admiration coincided with the first German Dancer’s Congress, to which both men were 

members.123 From Rudolf Laban’s handwritten notes and diagrams labeled “Organisation als 

Grundlage für alle Bewegungsdinge” (Organizing Principles for all Moving Things), we know 

that Schlemmer and Laban were not only familiar with one another’s choreographic projects but 

also shared a handful of similar beliefs. Both believed in the value for harmonizing studies, 

teachings, and activities of the body. Both borrowed from the sciences, the arts, and physical 

cultures. Laban bridged theory and practice: teaching movement to dancers included the writing, 

science and general research of body movement, in addition to the actuality of its habits, 

motions, and expressions in space. Dance, exercise, and sport shared a place in his curriculum 

with anatomy, psychophysiology, “et cetera” (Laban’s indication). His thought about the body, 

again like Schlemmer’s, began in the rhythms of all movement. Laban presupposed movement 

as a verity of both choreography (as the aesthetic body) and the everyday (as the natural body). 

From there, he conceived of a mindful physicality and its sensations, wrapping all general, 

cultural practices of the body into his thinking of movement. Ballet converses with folk dance, 

gymnastics with exercise for health, individual sport with group sport, and, later, stage dance 

                                                
122 Schlemmer, Der Mensch, 24-36, 113; Michael Siebenbrodt and Lutz Schöbe, Bauhaus: 1919 - 1933 (New York: 
Parkstone International, 2012), 56-58; Lehman, Oskar Schlemmer, 85, 134, 137; “Druckschriften,” Folder 3. Oskar 
Schlemmer Papers,1888 - 1943. Bauhaus-Archiv, Berlin, Germany;  and Oskar Schlemmer, “Mensch u. 
Kunstfigur,” 108-112. 
123 Schlemmer, Briefe und Tagebücher, 206; and Vera Maletic, Body - Space - Expression: The Development of 
Rudolf Laban’s Movement and Dance Concepts (Amsterdam: Mouton de Gruyter, 1987), 34. 



 

   59 

with film dance. Though Laban still arranges these movements categorically, he does not 

establish a hierarchy. The body in movement is the commonality among their differences.124  

 Laban was born in the Austro-Hungarian Empire and was son to a military governor who 

traveled with his family frequently around Central and Southeastern Europe. The essence of his 

later principles can be traced to influences in his adolescence: Laban participated in various 

athletic activities, including rhythmic gymnastics, swimming, and tennis. A curiosity in the 

composed rhythms and performances of the military sprouted early, as did an attraction to 

different cultural practices involving dance rituals, from Hungarians’ to those he witnessed in 

Bosnia-Herzegovina. 1895 - 1896 was marked by his apprenticeship with a painter, who ignited 

in the sixteen year old a passion for the spatiality of design and for contemplating reality 

artistically. After only a brief stint in an Austrian military academy, Laban left for Paris to pursue 

art and movement.125 

 It is in his Parisian tenure that we can directly connect François Delsarte with Laban, the 

latter of whom took movement lessons with a Monsieur Morel, who himself was a student of 

Delsarte’s. This is a biographical element frequented by histories about Laban. In Mastering 

Movement (2001), dance historian John Hodgson identifies Delsarte as an important 

philosophical background and frames the French aesthetician’s appeal to Laban with three 

                                                
124 Rudolf Laban, “Organisation als Grundlage für alle Bewegungsdinge,”  Rep. 028 IV, b.1, Nr. 66. Rudolf von 
Laban, 1879 - 1958. Tanzarchiv, Leipzig, Germany; Werner Schuftan, Handbuch des Tanzes, pref. Rudolf von 
Laban (Mannheim: Verlag Deutscher Chorsänger verband und Tänzerbund, 1928), 24-25; and Harold Szeemann, 
Zum freien Tanz, zu reiner Kunst (Rolandseck: Stiftung Hans Arp und Sophie Taeuber-Arp, 1991), 6-10: Schlemmer 
also clearly often considered his staged work in relation to Laban’s ideas of bodily movements. He even referenced 
the aesthete in his essay “Missverständnisse.” 
125 Rudolf Laban, A Life for Dance: Reminiscences, transl. Lisa Ullmann (London: Macdonald & Evans, 1975), 37, 
51, 82, 88; and Preston-Dunlop, Rudolf Laban, 1-16. 
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intersecting tenets: scientific studies, social observations, and expressive bodies (all bodies).126 

Kinesiologist and sports historian Patricia Vertinsky, in her popular historical essay 

“Transatlantic Traffic in Expressive Movement,” poses Laban’s work as an extension to the shift 

in movement studies in the USA and in Europe, a shift in part catalyzed by Delsarte in the 

performance arts. The distinguishing feature of Laban’s practice, according to Vertinsky, was his 

promotion of a pure movement in dance; dance no longer had to be defined by or dependent on 

music. This idea, in turn, had traction among protagonists of physical education, especially in 

England, where Laban landed in 1938 when escaping Nazi Germany. Valerie Preston-Dunlop, a 

former student of Laban’s and biographer, questions Laban’s virtual silence on Delsarte’s 

influence, particularly when the choreographer was forthcoming in the philosophies and arts he 

admired. Still, Preston-Dunlop notes, the commonalities between Laban and Delsarte’s 

philosophies are unmistakeable.127 

 Hodgson, Vertinsky, Preston-Dunlop — each is a model history that, with good reason, 

writes Laban’s relationship to Delsarte into the history of choreography and into the history of 

physical education. In still keeping with their understanding of Laban, and adding Vera Maletic’s 

study of Laban Body-Space-Expression (1987), I expand by questioning how we might think of 

Laban and his legacy differently if we erase the dividing line between choreography, physical 

education, or any other individual discipline that has taken up his philosophies. This erasure 

emphasizes the place of the body — embracing all forms of body movements and body 

                                                
126 Maletic, Body-Space-Expression, 4-5; Isa Partsch-Bergsohn, Modern Dance in Germany and the Untied States: 
Crosscurrents and Influences (Chur: Harwood Academic Publishers, 1994), 13-15; and John Hodgson, Mastering 
Movement: The Life and Work of Rudolf Laban (New York: Routledge, 2001), 64-67 
127 Patricia Vertinsky, “Transatlantic Traffic in Expressive Movement: From Delsarte and Dalcroze to Margaret 
H’Doubler and Rudolf Laban,” in Gymnastics, A Transatlantic Movement: From Europe to America, ed. Gertrud 
Pfister (New York: Routledge, 2011), 143-163; and Preston-Dunlop, Rudolf Laban, 14-15, 204. 
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knowledge simultaneously — in Laban’s philosophies and his legacy.128 Meaning, Laban indeed 

affected the theories and practices of these separate fields, but he also influenced an entire way 

of thinking about body movements as a hybrid of creativity and knowledge.129 Laban wanted to 

observe body movement from a number of different points of view in order to have a fuller, 

multi-dimensional knowledge of expressions of the self.    

 Laban’s work is useful when analyzing experimental choreographers like Mary Wigman 

and Merce Cunningham, painters contemporary to Laban like Ernst Kirchner, or musical 

theorists and conductors like Neal King Bartee.130 Also in his wake, incorporating body 

movements in a holistic psychophysiological sense, are performance artists, installation artists, 

and film artists. In other words, I propose that we, in further studies, analytically link Laban with 

visual, body artists who are in touch with knowledge of and between moving bodies, and who 

employ time-based medias.131 In fact, the choreographer’s biography is embedded in the early art 

histories of time-based art.  He was well respected by Schlemmer and László Maholy-Nagy at 

the Bauhaus. Laban attended the Cabaret Voltaire, and the Dadaists visited his studio when 

Laban lived in Zurich during World War I. He shared aesthetic-ideological leanings with the 
                                                
128 Maletic, Body-Space-Expression, 88. 
129 See also: Gilles Deleuze and Félix Guattari, A Thousand Plateaus (London: Continuum, 1980/2008); Siegfried 
Giedion, Space, Time, and Architecture: The Growth of a New Tradition (Cambridge: Harvard University Press, 
1974); and Frederic Jameson, Postmodernism, or, The Cultural Logic of Late Capitalism (Durham: Duke University 
Press, 1991). 
130Maletic, Body-Space-Expression, 34; Neale King Bartee, “The Development of a Theoretical Position on 
Conducting Using Principles of Body Movement as Explicated by Rudolf Laban,” PhD Diss., (Urbana-Champaign: 
University of Illinois, 1977), 2-18, 160-161; see also: Mary Wigman, The Mary Wigman Book: Her Writings 
(Middletown, CT: Wesleyan University Press, 1975); and Merce Cunningham, Changes: Notes on Choreography 
(New York: Something Else Press, 1969). 
131 Rudolf Laban, “Drehbuch zum Film: ‘Das lebende Bild,’” Rep. 028 III, b.3, Nr. 3. Rudolf von Laban, 1879 - 
1958. Tanzarchiv, Leipzig, Germany; Rudolf Laban, “Kammertanz,” Rep. 028 IV, b.1, Nr. 2. Rudolf von Laban, 
1879 - 1958. Tanzarchiv, Leipzig, Germany; and see also: Heiner Stachelhaus, Joseph Beuys (New York: Abbeville 
Press, 1991); Marta Popivoda, Artist website, available from http://www.martapopivoda.info; Kelly Nipper, Artist 
website, available from http://www.kellynipper.com/video/: To offer brief examples, I would suggest artists featured 
in this dissertation, naturally, and also body artists like Joseph Beuys, who believed that the individual body could 
affect the social body; film artists like Marta Popivoda, who employs choreographic thinking to investigate 
sociopolitical demonstrations; or mixed-media artists like Kelly Nipper, who herself sites Laban and describes her 
process as “using choreography to shape [her] ideas about space and time and weather and emotions.” 
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Berlin Dadaists, too, and immersed himself in the popular German movement Körperkultur 

(“body culture” that encompasses both “physical culture” or “physical education”). Laban 

popularized spatial analyses with fervor, and he led experiments in choreographing dance for 

film.132 Additionally, Laban took stock of different spatial contexts for moving bodies, of simpler 

motions (swinging, leaping, “slow stepping or sprightly walking and running”), of our bodies 

natural motions and emotions.133 

 Additionally, contemporary performance artists share with Laban a preoccupation with 

how to document and preserve ephemeral body practices, or whether to document and preserve 

these practices at all. In the 1920s, Laban introduced his “Schrifttanz” (written dance) and 

“Bewegungschriften” (movement notations), together extending his system for cataloging motion 

from choreography (dance) in particular to kinesthetics (movement) in general. Better known 

today by the tag “Kinetography Laban” or, in the USA, “Labanotation,” his Bewegungschrift is a 

method for recording any possible movement of the human body in space using geometric 

vocabularies. There is in “any possible movement” the proviso that, because it is impossible to 

record every single minute variation of every single body’s movements, only different degrees of 

                                                
132  Preston-Dunlop, Rudolf Laban, 72-73, 124-135; Julia Pfahl, Zwischen den Kulturen, zwischen den Künsten 
(Bielefeld: Transcript Verlag, 2008), 96; Lynn Gamwell, “The Muse is Within: The Psyche in the Century of 
Science,” in Dreams Nineteen Hundred to Two Thousand: Science, Art, and the Unconscious Mind, ed. Lynn 
Gamwell (Binghamton: State University of New York at Binghamton, 2000), 32-33; Evelyn Dörr, Rudolf Laban: 
The Dancer of the Crystal (Lanham, Maryland: The Rowman & Littlefield Publishing Group, Inc., 2008), 131, 146-
149; Rudolf Laban “Kaufmännisches Expose ‘Tanz ist Leben,’” Rep. 028 III, b. 3, Nr. 5; Rudolf von Laban, 1879 - 
1958. Tanzarchiv, Leipzig, Germany; and Rudolf Laban “Tanzfilm ‘Tanz ist Leben,’” Rep. 028 IV, b. 1, Nr. 1; 
Rudolf von Laban, 1879 - 1958. Tanzarchiv, Leipzig, Germany. 
133 Laban, A Life for Dance, 88-89, 154-155; and Rudolf Laban, Principles of Dance and Movement Notation (New 
York: A Dance Horizons Republication, 1956; 1970), 14; Nicolás Salazar Sutil, Motion and Representation: The 
Language of Human Movement (Cambridge: MIT Press, 2015); and “Roselee Goldberg with Praxis, in Conversation 
with Delia Bajo and Brainard Carey,” The Brooklyn Rail (1 November 2005): On the topic of Laban and his 
importance for the history of contemporary performance art as a practice, Roselee Goldberg’s brief mention in this 
published dialogue is the only explicit reference by an art historian or critic that I can find, to date. I would say, too, 
that the historian being Goldberg is quite significant, since she may be one of the most vocal proponents of 
performance art and writings about performance art. Recently scholars have referenced piecemeal Laban’s influence 
on various collectives or individual artists. Fluxus is one example. 
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elementary movements are transcribed to serve as a catch-all: walking, flicking, leaping, running. 

His thesis for this universal system is clear, that is to arrange body movements in such a way as 

to bring about a common utility for (ideally) all cultures, thereby bypassing the obstacles of 

languages and disciplines. The choreographic modes of stage, film, sport, military, and physical 

exercise are connected together, in essence coordinating all conceivable practices of the moving 

self in its common denominator, the human body.134  

 We know from Delsarte that, for half a century or more prior to Laban, scholars of human 

motion wished to systematize body movements for the mutual purposes of enlightening our 

everyday motions, naturalizing the controlled movements of performers, and documenting 

otherwise ephemeral body experiences for posterity. Laban’s specific contribution was in 

attempting to represent these ideas in relation to the fourth dimension, so that space-time 

becomes indelible to not only the doing and thinking of movement, but also the recording of 

movement. His movement diagrams are drawn with such geometries that emphasize in two-

dimensional rendering a complex three dimensional movement. We can read movement into 

drawn forms, Laban writes. “Strongly curved arches seem to embody the element of speed.”135 

Various shadings within the shapes write speed and force of the body, which Laban describes as 

dynamic “bodily attitudes” that are expressly experiences of time, “of past, present or future.”136 

Movement in space-time ideally entails an awareness stemming from one’s own body, even if 

                                                
134 Maletic, Body-Space-Expression, 114; Hodgson, Mastering Movement, 3; Albrecht Knust, Handbook of 
Kinetography Laban: Examples (Hamburg: Das Tanzarchiv, 1958), 6; and Rudolf Laban, The Language of 
Movement: A Guidebook to Choreutics, ed. Lisa Ullmann (Boston: Plays, Inc., 1974), 28-31: It is perhaps important 
to note that Laban shifted terminologies from “choreography” (Choreographie) to “kinetography" (Kinetographie) 
(i.e. to write movement). 
135 Maletic, Body-Space-Expression, 159. 
136 Laban, The Language of Movement, 87: Further inquiry might find this impulse intersecting with a number of 
other impulses of the late nineteenth, early twentieth century, such as to visually capture motion in the photograph or 
film, the quickening pulse in the historical and archival practices, perhaps even the rapidly changing geopolitical 
boundaries that characterized the pre-, inter-, and post-world war years. 
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that awareness does not come until after the fact. This is especially the case for daily motions, 

when a body action might be first impulsive and only second reflective. Other knowledge 

through movement is acquired, says Laban, when observing or when moving together, socially. 

Laban explains this view from within as a “bodily perspective,” sympathetically registered. Still, 

he includes with a sympathetic, bodily perspective a bedfellow: the perception of a viewer.137  

 In each impression of motion, whether physicalized first-hand or observed second-hand, 

whether bodily materialized or graphically described, there is for Laban always an emotion. 

There is absolutely no question in his writings, from the earliest texts Die Welt des Tänzers 

(1920) and Choreographie (1926) to Choreutics (1939) and Effort (1947), that Laban 

emphasized the link between the body and mind in movement, space and time in movement, and 

the individual and the social in movement. We encounter in this link the choreographer’s belief 

in the “integrating power of movement” for the purpose of achieving “general harmonies” and 

consciously selecting our movements based on what is utilitarian for any given circumstance. 

With this “integrating power,”  Laban identifies the running body: 

The natural sequences in the kinesphere [derives] from everyday activities such as fighting, 
running, swimming, or from movements which resemble such activities. A trace-form can thus 
have a kind of mimetic or action content….Thoughtfulness and emotion will be awakened 
through the care performance of a trace-form. The mimetic content, however, should never be 
expressed through conventional gestures, such as pointing to an object with a finger or copying 
any activity of everyday life, but should be transformed into an expressive or symbolic 
movement. In this way, the essence of an action movement may be found. The physiological and 
psychological value of this discovery of the essence of movement can be enormous. It may be 
found to relate even to ethical awareness, with all its profound significance in life.138 

 

                                                
137 Laban, The Language of Movement, 83 - 91. 
138 Schuftan, Handbuch des Tanzes, 84; Laban, The Language of Movement, 110-112; Rudolf von Laban, 
Choreographie (Jena: E. Diederichs, 1926); Rudolf von Laban, Choreutics, ed Lisa Ullmann (London: Macdonald 
& Evans, 1939; 1966); Rudolf von Laban, Effort: Economy in Body Movement, 2nd Edition (Boston: Plays, 1947; 
1974); and Preston-Dunlop, Rudolf Laban, 278: Preston-Dunlop offers a wonderfully succinct definition of 
“kinetography,” “The method for writing movement on paper. Laban’s term for his movement and dance notation 
coined to distinguish it from Choreographie, the name for Feuillet’s method of 1700. Now more usually known as 
Labanotation.” In a similar vein, by “kinesphere” Laban is referring to an area for movement activity. 
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There are three very interesting takeaways for us in his passage. First, running is important 

inasmuch as it is a natural, basic body movement that can make possible an integration of 

body/mind, space/time, individual/social. Second, the running body is a modality of knowledge 

of one’s inner thinkings, and we have recourse to running whether for illustrative, performative, 

or functional purposes. Lastly, the third effect of running is that of enabling a 

psychophysiological and ethical consciousness. Laban gives the running body a practice of the 

self and a philosophy of the self, a kind of micro-enlightenment found in our daily bodily 

activity.  

 Why does the running body become both a quality and a technique for art and the 

everyday? Because for Delsarte, Schlemmer, and Laban the primary objective is not to perfect 

choreography’s artistic capacities alone, but to introduce erudition in all movements, on and off 

the stage. Laban perhaps captures the motivation best in, “Meine Auffassung über den Tanz” 

(“My View about Dance”), when he writes about his belief in the possibility for dance to 

revitalize humanity.139 Succinctly put, what dance has in common with humanity is movement. 

Movement can exercise a harmony between art and life. Running is one such movement. The 

study above explicates the running body in the philosophies and practices of three of modern and 

contemporary dance’s most influential figures. Broader still, traditional and experimental motion 

studies in many of its varieties over the last century have some trace or another to one of these 

individuals: embodied cognition psychology, ergonomics and sustainable architecture, 

kinesthetics and movement therapy, biotechnologies and motion capturing, cross-fit. 

 Schemas about the performative — an encompassing of the everyday body and the 

aesthetic body, in other words the body in all its modes of movement — begin to be defined in 
                                                
139  Maletic, Body-Space-Expression, 50 - 52; and Rudolf Laban, “Meine Auffassung über den Tanz,” Rep. 028 IV, 
b. 1, Nr. 18. Rudolf von Laban, 1879 - 1958. Tanzarchiv, Leipzig, Germany. 
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the nineteenth century. In the twentieth century, this schema is built upon, proselytized, 

hybridized. If these inferences are correct, then it seems to me that we cannot understand the 

“performative” in contemporary art unless we take into account these foundational notions about 

body movement. These earlier notions significantly articulate motion as a multiplex production. 

The internal, invisible landscape of our minds coalesce into the external, visible expression of 

our bodies, together manifested in our body’s movements. The contextual elements of space 

intersects those of time, determining such qualities as movement’s dimensions, its limitations, its 

receptions. The individual sense of being in the world moves together with a collective sense of 

self; in other words, the body moves by itself with other bodies. The selfsame interests are 

addressed and expanded on in later performance art and by its scholars, an art historiography that 

can be all the better informed by the long tradition of narrating the movements of the body, the 

visions and revisions of body cultures, and the capacity of the human body to segue between 

creative disciplines, to be a continuity between art and the everyday. 

 As for the running body, its unadorned rhythms would not find itself choreographed on 

stage or as performance art until the mid-20th century. Yet, we clearly and crucially find the 

running body at the center of transnational, interdisciplinary, holistic philosophies and aesthetic 

experiments around body movement and knowledge much earlier. The last sections address 

another facet of how body techniques like running were beginning to be represented, analyzed, 

and interpreted in scientific, philosophical, and technological contexts, too. The natural 

movements of the body helped stimulate a new visceral way of expressing oneself artistically 

and, at the same time, drew the interest of media innovators. They wowed their avid audiences 

by mechanically framing and projecting the otherwise ephemeral activities of the human body, 

then setting them back into motion by other means. The image of the naked photographer 
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running in front of a gridded backdrop and multiple cameras set to timers fast forwards to the 

image of a sprinter on a sports track taken instantly by one camera. This kind of acceleration of 

technology and its capacity to visually survey life becomes the soil in which contemporary 

debates about the relationship with our bodies and with images grows. 

 

1.4 Perceptual, Conceptual: Visualizing the Body Even During Their Most Rapid 
Movements 

 
How do living animals actually move? The human senses are 

virtually incapable of observing the limb actions of any but large 
animals that are moving slowly. Progress by this approach was 

therefore scant until the advent of photography.  
Milton Hildebrand, “Walking, Running, and Jumping” (1962)140 

 
 

“A PICTURE ABOUT RUNNING” Sol LeWitt painted on the top right corner of his 1960 

canvas entitled simply Run.141 “RUN RUN RUN” and “RUNNING” repeat sporadically across 

the painted space, as do abstracted human forms poised as runners. Image and text model the two 

standard signs that signify running, itself a basic movement for the body. In fact, the painting 

embodies his early experiments with the minimalist vocabulary. The geometric shapes, basic 

color palette, and single theme match the image, text, and movement’s straightforwardness. Each 

element, individually, bespeaks an apparent simplicity, in what might otherwise be read 

collectively as quite the busy canvas.142 

 In 1960, LeWitt clearly had one foot in American Abstract Expressionism and one foot 

stepping into Conceptual Art. The perceptible strokes of the brush, the traditional canvas covered 

                                                
140 Milton Hildebrand, “Walking, Running, and Jumping,” AM, Zoologist, 2 (1962), 151 - 155: Hildebrand goes on 
to say, “The classic photographs predating motion pictures, taken by Muybridge, are still widely studied. Using a 
battery of 24 still cameras ingeniously triggered in sequence, he photographed the motions of more than two dozen 
kinds of mammals and several kinds of birds.” The date, 1962, is notable and will be investigated more closely in 
Chapter 2. 
141 Sol LeWitt (1928 - 2007). 
142 Kirsten Swenson, Irrational Judgements: Eva Hesse, Sol Lewitt, and 1960s New York (New Haven: Yale 
University Press, 2015), 50 - 59. 
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with paint alone, and the all-over composition collided, at least in the Greenbergian sense, with 

the dualities between language and image, stillness and motion, and painting and photography.143 

Run directly references Eadweard J. Muybridge’s image series of a running man from the 

famous photobook of movements, Animal Locomotion (1887). These late nineteenth-century 

images appealed to LeWitt for their own inherent dualities. Muybridge’s running body oscillates 

between the two-dimensional and the three-dimensional, the mechanic and the experience, and 

the logical and the sensual. LeWitt assigned to the photographs qualities like rational, objective, 

cerebral, serial. These concepts followed LeWitt throughout his career. 

 Muybridge’s photographs continued to be appropriated by the artist until at least 1964, 

sometimes literally, sometimes referentially. Run I (1962), also an oil on canvas and wood, 

featured in LeWitt’s set of artworks about Muybridge’s running man. Run I leans closer to the 

gridded structures more commonly ascribed to LeWitt. The grid, three sets of three, is an 

unmissable bright, cherry red. The influence of Muybridge’s system of serial photographic 

images is central this time, in form and in function. Each cube contains three modes of 

representing the action to run, all in the same direction. The pictograph of a runner, stacked on 

top of one another on the first x-axis, suggests a forward-motion right. Next, the written language 

“run” fills the cubic window, legible only left to right. The arrow, in the final x-axis, echoes the 

same momentum and route.144 When read in the same manner as Muybridge’s display of serial 

images, methodically left to right and upper row to bottom row, LeWitt implies simultaneously: 

• a progress (moving forward) and a stasis (thematic sameness),  
• a difference (changing signs) and a uniformity (consistent signifier),  
• and an interval (isolated images) and a wholeness (all on one canvas).  

                                                
143 Greenberg, Clement, “The Crisis of the Easel Picture,” in Art and Culture: Critical Essays (Boston: Beacon, 
1965), 154 - 157. 
144 Eve Meltzer, Systems We Have Loved: Conceptual Art, Affect, and the Antihumanist Turn (Chicago: The 
University of Chicago, 2013), 29 - 36. 
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It is a paring down of form even as it is a tautological game, turning what was once a psycho-

physiological experience into a systematized concept.145 

 And is the latter not what Muybridge achieved? 

 From all of Muybridge’s image-studies of human and animal movements, LeWitt chose 

the running body. Perhaps this is in part due to the visual legibility of a figure running, the 

simplicity of its text, the austerity that defines the practice of running, or the renewed interest in 

Muybridge in the 1960s and his penchant for seriality and collaging.146 The running body was 

one of the last visible human figures in his art. Metaphorically, with “run” LeWitt reached the far 

end of the body’s limitations, its extremes. The running body is at Conceptual Art’s historical 

roots, as is the motion’s earliest photographer. The Muybridgean studies of a man running, a 

vulture flying, and a lion walking, together with his experiments with visual technologies, were 

an important step in the history of the moving image, and a giant leap for seeing the body anew. 

 
* * * * * * * 

 
 
 According to legend, a bet struck between two men in Palo Alto, California, spurred on 

the “man who took the pictures of the running horses.”147 Former governor Leland Stanford 

insisted that horses, when moving at top speeds, actually pick up all four feet from the ground 

simultaneously. One of his horsemen, believing such an arial ascent to be impossible, countered 

Stanford’s claim. Stanford approached photographer Eadweard J. Muybridge to visually 

                                                
145 Swenson, Irrational Judgements, 50 - 59;  and James Meyer, Minimalism: Art and Polemics in the Sixties (New 
Haven: Yale University Press, 2001), 37 - 39. 
146 Marta Braun, Eadweard Muybridge (London: Reaktion, 2010), 8 - 9: Braun locates the renewed interest in 
Muybridge only in the 1960s and 1970s contemporary visual culture. In fact, this decade is also when running as a 
sport, a gesture in performance art and in choreography, and in the life sciences escalated.  
147 Anita Ventura Mozley, ed., Eadweard Muybridge: The Stanford Years, 1872 - 1882 (San Francisco: Stanford 
University, 1972), 7. 
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investigate the patterns of horses galloping, in order to generate “objective” proof. Their 

collaboration did not end in disappointment. By 1878, Muybridge developed chronophotographic 

images that unmistakably revealed four hooves lifted above the ground, together.148  

 Separating this visual representation of the horse from those that came before was the 

express purpose to record not only the body’s outer form but especially the body’s pattern of 

movement. In other words, motion was the object of study. This purpose fit organically with 

Muybridge and Stanford’s personal motivations. The former intended to expand photography’s 

potential via speed and demonstrate its value as a medium for art and science. The latter took 

pride in his speed training of horses and was interested in developing a system of ideas 

concerning animal movement.149 The first photographic inscription of motion was as much about 

the rate of the body as it was the rate of the technology. The faster, the better: “the aim,” wrote 

Muybridge, “always being to give as long an exposure as the rapidity of the action would 

permit.”150 

 Initially, Muybridge’s camera technologies were situationally constructed. For example, 

the wheels of the carriage being pulled by a moving horse could easily trip protruding wires 

across the track, triggering the camera’s shutter. Horses running or trotting without a carriage 

required a different technical setup and release mechanism. In order to make pictures as fleet as 

                                                
148 Eadweard J. Muybridge (1830 - 1904); Walter R. Miles, “Leland and Motion Pictures,” Stanford Illustrated 
Review (June 1929), 470, and H.C. Peterson, “The Birthplace of the Motion Picture,” Sunset Magazine (November 
1915), in “Part II: Scrapbook,” BANC MSS C-B 715, Eadweard Muybridge Papers, 1876-1955. Bancroft Library, 
Berkeley, California; and Sutil, Motion and Representation, 38: Sutil defines “chronophotography” as “a 
photographic record of movement times.” There are a number of debates about whether images of the galloping 
horse preceded the 1878 ones, but scholars seem so far indecisive on the subject.	
149 Mozley, Eadweard Muybridge, 8-9. 
150 Gordon Hendricks, Eadweard Muybridge: The Father of the Motion Picture (New York: Grossman Publishers, 
of Viking Press, 1975), 105; Eadweard Muybridge, Descriptive Zoopraxography, or the Science of Animal 
Locomotion (Philadelphia: University of Pennsylvania, 1893), 25; and Rebecca Solnit, River of Shadows: Eadweard 
Muybridge and the Technological Wild West (New York: Viking, 2003), 180: Solnit offers a compelling account of 
speed’s appeal within Muybridge’s cultural context. 
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possible, Muybridge and his team of engineers developed a photographic apparatus operated by 

electric current and adjusted according to body pace. In Descriptive Zoopraxography (1893), 

Muybridge explains: 

A lateral batter of 24 automatic electro-photographic cameras, arranged parallel with the line of 
progressive motion, and usually placed therefrom about 15 metres or 49 feet. 
Slow movements are usually photographed with lenses of 3 inches diameter and 15 inches 
equivalent focus; the centres of the lenses being 15 centimetres, or about 6 inches, apart. 
Rapid movements are usually photographed with a portable battery of cameras and smaller 
lenses.151  
 

Twelve cameras were set-up twenty-one inches apart to picture bodies moving synchronically in 

profile. Later, he expanded to twenty-four cameras, quickened to twelve-inches apart, positioned 

at the front, side, and back of the body. Another arrangement allowed him to take multiple sets of 

photographs with each exposure. In each instance, the makeup of the technology depended on 

the properties — the “vibrations” — of the body movement.152 

 From the horse’s gallop sprouted a broader interest in cataloguing the natural movements 

of animals, from elephants to cockatoos, and men, women, and children. I will propose this 

argument: the running motion bridged Muybridge’s experiments with horse motions to his 

experiments with other bodies in motion.153 The negatives from May 1879 show Leland 

Stanford, Jr., atop a horse at a canter and a man — dressed in a suit and bowler hat — running 

beside the animal. This image of man moving quickly behind the horse predates the images of 

any other animal or human body taken by Muybridge by approximately three months. In August 

1879, his first two photographs of nude human bodies in motion were of himself, running.154 His 

first publication of the photographs from the 1878 and 1879 experiments in California, in The 

                                                
151 Mozley, Eadweard Muybridge, 69; and Hendricks, Eadweard Muybridge, 105. 
152 Muybridge, Descriptive Zoopraxography, 20-25; Hendricks, Eadweard Muybridge,16; Muybridge, The Human 
Figure in Motion; and Braun, Eadweard Muybridge, 188. 
153 Whether this connection was conscious or not, that I cannot determine as of yet and is worth further archival 
investigation. 
154 Hendricks, Eadweard Muybridge, 113 - 129; and Solnit, River of Shadows, 198. 
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Attitudes of Animals in Motion (1881), includes the photographic series of a variety of motions. 

Each page spread contains one series, so that trotting horses are on one, walking athletes on 

another, and so on. Only one page in the publication includes a series of animals and a series of 

athletes: that of the running horse and the running athletes, images taken from different angles of 

their running bodies.155 

 The running, male, human body again seems to have a particulars pride of place in a 

lecture Muybridge gave to the Royal Society of Arts in April of 1882: 

Now, we come to the movements of mankind. This man is walking pretty fast, a seven foot 
stride. With regard to the walker, we all know that he lands on the heel; but in taking a run, if 
you ask any athlete in what manner he runs, I think he would tell you that he would not alight on 
the heel, that he would alight on the ball of the foot. They are generally very confident that in 
running they never come down on the heel. That is the opinion of the runner himself, I think, in 
nine times out of ten, and it was with very great difficulty, after this man had run, and had seen 
these pictures, that he could convince himself of the fact that in running he always came down in 
this manner. It is the same with the man as with all other animals, as far as I am aware, they 
come down on the heel…[The various movements in running and jumping were then exhibited 
in the zoöpraxiscope].156 
 

The activity and the visual representation of walking is clearly separated from that of running. 

The runner’s reaction to the photographic rendering of his run embodies the goal of Muybridge’s 

project: to demonstrate with his camera a body motion the human eye alone cannot see, to 

“completely unveil all the visible muscular action of men and animals even during their most 

rapid movements.”157 The running body here reads as a triumphant moment, one in which body 

movement and body knowledge are denied what Armin Schäfer terms their “self-evidence.” The 

perception of the running body, previously unavailable to the runner and to the observer, is 

                                                
155 Eadweard Muybridge, The Attitudes of Animals in Motion: A Series of Photographs Illustrating the Consecutive 
Positions assumed by Animals in Performing Various Movements; Executed at Palo Alto, California, in 1878 and 
1879 (1881), Albumen, Library of Congress, Washington, D.C., Library of Congress. Available Online. 
156  Eadweard Muybridge, “The Attitudes of Animals in Motion,” Journal of the Society of Arts (June 1882), 
reproduced in Hendricks’ Eadweard Muybridge, 234 - 242. 
157 Muybridge, Descriptive Zoopraxography, 7. 
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clearly here beginning to change as a result of these images of motion. Real motion is re-

animated through its visual representation, for the first time in sharp focus.158  

 Visually, Muybridge’s image-studies of locomotion are minimal and clinical, brought to 

the most basic details for clarity. His first images with Stanford involved a solid white backdrop, 

black lines numbered to mark the measure of the space, and a body at the foreground — quite 

dark in contrast to the brighter background — moving across each picture plane. In effect, our 

attention is drawn to ‘facts’ of the movement alone: the frame time, the traversal of space in 

relation to the time, and the division of a motion into perceptible components. The emotive 

details are obscured. Equally important is that Muybridge, always in these earlier images and 

frequently in the later ones, too, used the best trained bodies: prize race horses and competitive 

athletes. This suggests that, at least initially, he did not want to image just any movement. He 

wanted to image the best and fastest examples of those movements. Only later at the University 

of Pennsylvania did his investigations extend to what one of his assistants described as, “normal 

and abnormal human and animal movements,” in other words comparative studies.159  

 To enhance the semblance of precision, the photographer also began using a background 

gridded by threads measuring five-centimeter squares, a technique thought to be appropriated 

from J.H. Lamprey’s ethnological studies published in the late 1860s. Scholars today frequently, 

and rightly, remark on issues of body politics — race, gender, age, and cultural decorum — that 

are made starkly visible in Muybridge’s photographs. For example, his regular inclusion of the 

grid became commonplace after its first use in the images of Philadelphia’s African-American 

                                                
158 Armin Schäfer, “The Audiovisual Field in Bruce Nauman’s Videos,” Osiris, vol. 28, no. 1, Music, Sound, and 
the Laboratory from 1750 - 1980 (January 2013), 146 - 161: The denying of a movement’s “self-evidence” Schäfer 
accredits to Samuel Beckett’s description of the walking body in Watt (1953), which meticulously and unremittingly 
narrates each movement of the main character in great detail.  
159 Hendricks, Eadweard Muybridge, 167-169; Muybridge, Descriptive Zoopraxography, 5 - 11; and Solnit, River of 
Shadows, 194. 
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boxer Ben Bailey. Nude women are posed in normative gender roles, like disciplining a child or 

dancing, while men exude brawn and power. And these would not be the only criticisms scholars 

and innovators level against Muybridge, who, as Marta Braun notes, regularly practiced 

“expansion, insertion, contraction and substitution” in order to give the impression of an accurate 

series of body motions. In other words, he visually forged, or perhaps it is better to say assisted, 

the movements. Due to his technologies suffering a number of mechanical failures, Muybridge 

sometimes manipulated the numberings within the frame or reassembled their picture sequences 

to make the body movements appear consecutive and consistent.160 The intrinsic properties of 

these nineteenth-century photographic recordings of body movements have much in common 

with the immaterial properties of moving bodies in twentieth-century performance art: the 

struggles of visually documenting live motion, social constructiveness, biopolitics.161 

 The success and continued legacy of Muybridge’s motion images likely depended on a 

combination of their cross-disciplinary appeal, manner of distribution, and mode of presentation. 

The simple, empirical aesthetics complement his strategic practices around those images, 

including technical writings designed for clear, concise communication; visually archiving 

everyday movements; collaborations with experimenters in other fields, including neuroscientists 

and engineers; and the use of such formulaic descriptors as “science,” logical diagrams, and 

charts that convey mathematical precision.162 He applied interdisciplinarity, consistently 

operating at the intersection of science and art.  

                                                
160 Braun, Eadweard Muybridge, 193 -99; and Shawn Michelle Smith, At the Edge of Sight: Photography and the 
Unseen (Durham: Duke University Press, 2013), 83 - 93. 
161 Phelan, Unmarked, 19; and Auslander, “The Performativity of Performance Documentation,” 1 - 10.  
162  See: Muybridge, Descriptive Zoopraxography; Eadweard Muybridge, Animal Locomotion: An Electro-
photographic Investigation of Consecutive Phases of Animal Movements (Philadelphia: University of Pennsylvania 
and J. B. Lippincott Company, 1887); and Eadweard Muybridge, “The Attitudes of Animals in Motion.” 
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 One famous two-part lecture was entitled The Science of Animal Locomotion in its 

Relation to Design in Art (1893). Initially, Muybridge called himself a “photographic artist.” He 

gave lectures for close to two decades to audiences ranging from natural history and science 

societies to surgeons, artists, engineers, and university scholars, from the United States to 

Europe.163  His lectures were accompanied by a presentation of the images that could be 

described as performative, even mesmerizing. In no small part was this thanks to a mechanism 

Muybridge created in 1879 and called the zoogyroscope, then later and now famously the 

zoöpraxiscope. The zoöpraxiscope takes a series of still photographs, projects them on to the 

opposite wall, then flickers the images in rapid succession to give the illusion of movement.164 

After his production with the zoöpraxiscope at the Royal Institute of Great Britain in March of 

1882, the London News reported: 

A select and representative audience assembled to witness a series of a most interesting 
demonstration of animal locomotion in relation to the design in art, given by Mr. Muybridge. By 
aid of an astonishing apparatus called the Zoopraxiscope, which the lecturer described as an 
improvement over the old zoetrope, the animals suddenly became mobile and beautiful, and 
walked, cantered, ambled, galloped and leaped over hurdles in the field of vision in a perfectly 
natural, lifelike manner. Finally men appeared on the screen and walked, ran, leaped, and turned 
back somersaults to admiration.165 
 

While his photographs stilled motion, his zoöpraxiscope remobilized the stilled motions. And 

while his images isolated and made possible the analysis of natural movements in intervals, his 

zoöpraxiscope reconstructed the natural body movements by other means.166 

                                                
163 Peter E. Palmquist and Thomas R. Kailbourn, Pioneer Photographers of the Far West: A Biographical 
Dictionary 1840 - 1865 (Stanford: Stanford University Press, 2000), 412 - 413; and Hollis Frampton, “Eadweard 
Muybridge: Fragments of a Tesseract,” in On the Camera Arts and Consecutive Matters: The Writings of Hollis 
Frampton (Cambridge: MIT Press, 2009), 24. 
164 Esther Leslie, “Loops and Joins: Muybridge and the Optics of Animation,” Early Popular Visual Culture 11, 1 
(2013), 28 - 40; and Braun, Eadweard Muybridge, 159 - 161. 
165 “Royal Institute of Great Britain,” excerpts from the London News (18 Mar. 1882), in “Part II: Scrapbook,” 
BANC MSS C-B 715, Eadweard Muybridge Papers, 1876-1955. Bancroft Library, Berkeley, California. 
166 Lev Manovich, “What is Digital Cinema,” in The Visual Culture Reader, Second Edition, ed. Nicholas Mirzoeff 
(New York: Routledge, 1998, 2002), 407: Manovich argues that if we consider the history of cinema from the 
perspective of its being “the art of motion, the art which finally succeeded in creating a convincing illusion of 
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 Muybridge is but one slice of a nineteenth and early-twentieth century Zeitgeist 

preoccupied with motion, speed, and acceleration. The number of contemporaneous 

physiologists, psychologists, photographers, writers and philosophers in the United States and 

Europe who considered movement, particularly movement of the body, in relation to the 

transformation of time structures is substantial.167 A round table would include Marcel Proust, 

Georg Simmel, Georg Lukács, Wilhelm and Ernst Weber, Otto Fischer, Wilhelm Braune, 

Nikolai Bernstein, Thomas Eakins, Thomas Edison, Claude Bernard, Ernst Mach, and the list can 

go on. The number of experimental instruments abounded, too: the phenakistoscope, 

stroboscope, cyclography, electromyography, oscilloscope, myograph, sphygmograph, 

cardiograph, pneumograph, thermograph, kinetograph, and the kinetoscope.168 Terms like run, 

runtime, and high speed reveal just how central the impression of accelerated motion has been to 

modern optical technologies and the moving image.169  

 Muybridge’s method of isolating, notating, categorizing, then archiving body 

movements, as well as his work’s historical significance, are strikingly similar to Delsarte, 

Laban, and Schlemmer. Perhaps this is mere analogy or coincidence, as Muybridge shares with 

them such leanings as realism in the visual arts or new empirical sciences. Or, perhaps the 

similarity tightens in light of history’s networks: Helmholtz, who influenced generations of body 

                                                                                                                                                       
dynamic reality,” then we see at its origins such technologies as the Thaumatrope, Zootrope, Choreutoscope, and, of 
course, the Zoopraxiscope. 
167 Frampton, “Eadweard Muybridge,” 26: Frampton suggests as much, too, when he writes, “But what interests me 
most, in all this work of Muybridge’s first career, is something that seems to anticipate, almost subliminally, the 
sequences of Animal Locomotion…a preoccupation that is restless, never quite consistently present, seldom sharply 
focused: I refer to Muybridge’s apparent absorption in problems that have to do with what we call time.” 
168 See scholarship by Ernst Banz, Anthony Giddens, Stephen Kern, David S. Landes, Bruno Latour, Hartmut Rosa, 
and Paul Virilio. 
169 Frederick A. Talbot, Moving Pictures: How They Are Made and Worked (London: William Heinemann, 1912), 
330: Interestingly, Talbot puts quotations around his use of “run” to denote the playing of a film, as though he is 
either hesitant in using the term or mimicking its use in this context: “When a new subject sees the light it passes 
through its first ‘run’ among the foremost picture palaces of the country. Then it is returned to the renter, who 
dispatches it upon a second journey among the smaller halls.” 
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studies and visual arts, witnessed Muybridge’s photographs of running men and galloping horses 

set to the zoöpraxiscope. Muybridge worked closely with specialists of physical education in the 

United States, who were themselves indebted to the Delsartian system passed down through 

Mackaye and Stebbins. Laban’s choreographic thinking specifically cites Delsarte and 

Muybridge.170 Also central to this nineteenth-century network was Étienne-Jules Marey, who 

publicly praised Muybridge’s images in La Nature in 1878 (“You see, my dear friend, that my 

enthusiasm is overflowing…”), hosted a dinner party and zoöpraxiscope showing that included 

Muybridge and Helmholtz in 1881, and began devising his own strategies for 

chronophotography thereafter.171 

 Marey was a French physiologist, medical scientist, physician, and technological pioneer 

whose influence spread from medicine and aviation to photography and cinema. He, like 

Muybridge, was concerned with the instantaneous record of animal and human bodies in 

movement that previously exceeded empirical studies and visual representations. His purpose 

was to essentially map the moving body, begin developing universal laws of human mechanics, 

and to regulate those laws for maximum physical efficiency. Marey innovated graphic and 

chronographic methods using a variety of instruments, for the notation and measurement of 

motion as it registers both in and outside of the body. Among his graphic methods was a portable 

motion-registering device, comprised of a helmut, a special shoe, and a hand-held instrument. 

                                                
170 Braun, Eadweard Muybridge, 196; Flavia Sparacino, Christopher Wren, Glorianna Davenport, and Alex 
Pentland, “Augmented Performance in Dance and Theater,” (MIT Media Lab) Proc. Intl. Dance and Technology 99 
(1999), 3 - 4; Tom Slevin, Vision of the Human: Art, World War One and the Modernist Subject (London: I.B. 
Tauris, 2015), 15; Mary Warner Marien, Photography: A Cultural History, 2nd Edition (London: Laurence King 
Publishing Ltd, 2002, 2006), 137 - 138, 170, 209; and Sutil, Motion and Representation, 35: Sutil would argue the 
difference between the choreographers and photographers are the former’s preoccupation with space and the latter 
with time. He even goes so far as to contend that neither Laban nor Schlemmer address temporality, which I will 
unreservedly argue against. And, vice versa. Marey’s written work is replete with issues of space, how to 
incorporate it, how to create a technology that acknowledges its variations. 
171 Étienne-Jules Marey (1830 - 1904); Hendricks, Eadweard Muybridge, 112, 135; Carl Louis Gregory, Motion 
Picture Photography, 2nd Edition (New York: Falk Publishing Co., Inc., 1927), 8 - 11. 
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The contraption, strapped to the body, logged the duration of body movements through its 

repeated impact with the ground. The records on the hand-held device made visual abstractions 

of the body, writing different modes of body movement as curved lines on paper. The man was 

paced to different speeds, Marey’s poles being from a walk to a run. In fact, Marey discovered 

and published, a handful of years prior to Muybridge’s first photograph of the suspended 

galloping horse, that runners experience their own “period of suspension,” in which both feet are 

above the ground simultaneously. And the faster the run, the fewer contacts with the ground and 

the longer the intervals of suspension. While these earlier discoveries were significant to biology 

and physiology, they did not earn near the popularity of Muybridge’s images. This may be in 

part due to the notated “evidence” being a graphical rather than a photographic display, or in part 

because Marey attracted a more specialized readership and never quite developed his own style 

of showmanship like Muybridge.172  

 Marey’s advancements in chronophotography were intended to improve on Muybridge’s 

body studies and optical technologies, who originally improved on Marey’s body studies and 

optical technologies. Not only was Marey able to reduce Muybridge’s multi-camera technique to 

a single camera by the early 1880s, first le fusil photographique (the photographic gun) and then 

a fixed-plate camera with rapid multiple exposures, but he also successfully captured in one 

visual space the phases of a moving body over time. The pace of the body Marey found, though 

it did not affect the exposure time, did impact the visual representation. The quicker the 

movement, the further apart are the bodies in the picture plane; the slower the movement, the 

more superimposed the bodies are in the picture plane. He also discovered that running is more 

                                                
172 Rabinbach, The Human Motor, 84 - 119; Marta Braun, Picturing Time: The Work of Etienne-Jules Marey (1830 - 
1904) (Chicago: University of Chicago Press, 1992, 1994), xvii - xviii; Étienne-Jules Marey, La Machine Animale: 
Locomotion Terrestre et Aérienne (Paris: Librairie Germer Baillière, 1873), 26 - 27, 130 - 132; and Étienne-Jules 
Marey, Movement, transl. Eric Pritchard (New York: D. Appleton and Company, 1895), vii, 8. 
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economical than an overly-fast walk, which expends more muscle effort than does just 

transitioning to a run. The stride of the runner is shorter, with more energy and strength, than the 

walker. The suspension of the runner is not akin to a jump, explains Marey, but a product of a 

bending of the runner’s legs. These assessments may read as a given now, but were first made 

visible by Marey, shifting theories of science to practices of science.173 

 The first of Marey’s new geometrical chronophotographs to be published, in the July 

1882 edition of La Nature, were his images of the running body. In this image, a man runs 

between the black background and the camera device, dressed himself in black save for bright 

white stripes and spots on the outfit that mark his limbs. The effect is an image that, as the name 

implies, abstracts the body to measurements of movement, as a blackened photograph exhibits a 

series of white lines moving across the picture and removes the material details of the human 

body. Motion and time are central figures in the image. In other studies, particularly those Marey 

conducted with his assistant George Demeny, the material, physical details of the human body 

were preserved. For example, in Untitled (Sprinter) (1890 - 1900), five full stages of the 

sprinter’s start pictures the features of the man’s stride, musculature, posture, and expression. 

The photographic apparatus was timed to the rhythm of the runner, so that each exposure 

paralleled the runner’s stride.174 

 A proposal on the topic of Muybridge and Marey: while both technicians acclaimed the 

camera’s eye for its ability to exceed the human’s eye, both also aimed to develop technology 

able to only catch up to the human body. Their intention was not to outpace the body; our vision, 

yes, our body, no. Instead, it was to encapsulate all the body’s details “accurately,” as it were. As 

                                                
173 Étienne-Jules Marey, Le Vol des Oiseaux (Paris: Libraire de l’académie de médecine, 1890), 132; Marey, 
Movement, 54 - 55, 58-59, 116 - 135; and Braun, Picturing Time, 66. 
174 Braun, Picturing Time, 99 - 100; and Rabinbach, The Human Motor, 107 - 108. 
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scholarship has noted over the last hundred years or more, photographic devices, or just media in 

general, have indeed altered our vision, our perception. At least in the photography of motion’s 

earliest inception, the effort was to match the speed of visual technology to the speed of the 

body, “especially in rapid movements,” a phrase repeated frequently by Muybridge and 

Marey.175  

 They shared interests in automaticity, seriality, and multiplicity, all strategies that will be 

repeated in the twentieth century. Like Muybridge, Marey took images from several angles of the 

body, from the side, back, front, and even overhead. Marey maintained that this was a 

completely new way to conceptualize the use of photography, which before was used as a 

comparative tool between the past and the present. Now, in the hands of scientists and engineers, 

photography could display a series of presents, taken from several different angles. As proto-

cinematic photographers, both proceeded from the history of optical illusions and visual 

impressions, exemplified in the stroboscope and the zoetrope. With his zoöpraxiscope, 

Muybridge contributed to the history of optical illusions, as his flickering still images only imply 

body movement. The illusion, Marey explicated, was dependent on the speed of the images 

outpacing the perception of our eyes.176  And, both men worked towards increasingly accelerated 

exposures. This common purpose may help explain why imaging the running body was hailed as 

such a triumph, and why Muybridge and Marey foregrounded the running body, in image 

publication, in speech and in writing. Detailing the phases of a walk was one thing, but being 

capable of picturing an actual run — of segregating, fragmenting, recognizing, analyzing the 

                                                
175 Marey, La Machine Animale, 135; Marey, Movement, 135; and Muybridge, Descriptive Zoopraxography, 7. 
176 Marey, Movement, 103, 127; Friedrich A. Kittler, Gramophone, Film, Typewriter (Stanford: Stanford University 
Press, 1999), 119, 121; Jimena Canales, A Tenth of a Second: A History (Chicago: University of Chicago Press, 
2009), 119; and Christian Metz, “Photography and Fetish,” October, vol. 34 (Autumn, 1985), 83: Christian Metz 
called this the “second movement, an idea one, made out of successive and different immobilities.” Metz was 
describing film theory as it relates to the perception afforded by photographic images. 
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conditions of the fastest moving body and its natural physiological time — was clearly to the far 

other extreme.177   

 

1.5 From Running in Nature to Running for Culture: When Media Technology Began 
Carrying Perception Away 

     
I see plainly how external images influence the image that I call my body:  

they transmit movement to it.   
And I also see how this body influences external images:  

it gives back movement to them. 
Henri Bergson, Matter and Memory (1896) 

 
The response to Muybridge and Marey’s archive of pictured body movements was, and still is, 

astounding. From scientists and athletes to writers and artists, the shift of the natural body to an 

image for culture has had deep and lasting significance. So much so that Friedrich Kittler 

identifies the products of the two men, Thomas Edison and the Lumière brothers, too, as the 

moment in which media technology took priority, became preoccupation and carried us, our 

perceptions and our understandings of the world, away.178 Images of the running body can serve 

as a case study for how media informed the thinking of their nineteenth-century audiences, how 

they became important determinants of knowledge about the body, about time, about 

consciousness. Take the philosophies of Henri Bergson and William James, both of whom 

became bedrocks of not only philosophy but also psychology, physiology, film and literary 

                                                
177 Marey, La Machine Animale, 27, 133 - 134; and Anne Innis Dagg, Running, Walking, and Jumping: The Science 
of Locomotion (New York: Crane, Russak & Company, Inc, 1977), 5: “If the slow movements of quadrupeds were 
difficult to interpret accurately without the help of photography,” writes Canadian zoologist Anne Innis Dagg about 
Muybridge and Marey, “the fast gaits were impossible to decipher.” 
178 Kittler, Gramophone, Film, Typewriter, xxxvii - xli; and Carolyn Marvin, When Old Technologies Were New: 
Thinking about Electric Communication in the Late Nineteenth Century (Oxford: Oxford University Press, 1988), 
109 - 110; and Frederick A. Talbot, Practical Cinematography and its Applications (London: William Heinemann, 
1913), 2: Talbot would likely have agreed with Kittler. He wrote about the appeal of motion photography, 
approximately seventy-five years before the German media theorist, exclaiming that, “Even, it would seem, when 
the reality itself has just been witnessed by the audience, its photographic reproduction proves more attractive than 
anything else.”  
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theory. In his classic text, Matter and Memory (1896), Bergson’s notions on our perception of 

time is folded up into his description of Marey’s runner: 

Now bring back consciousness, and with it the exigencies of life: at long, very long, intervals, 
and by as many leaps over enormous periods of the inner history of things, quasi-instantaneous 
views will be taken, views which this time are bound to be pictorial, and of which the more vivid 
colors will condense an infinity of elementary repetitions and changes. In just the same way the 
multitudinous successive positions of a runner are contracted into a single symbolic attitude, 
which our eyes perceive, which art reproduces, and which becomes for us all the image of a man 
running. The glance which falls at any moment on the things about us only takes in the effects of 
a multiplicity of inner repetitions and evolutions, effects which are, for that very reason, 
discontinuous, and into which we bring back continuity by the relative movements that we 
attribute to ‘objects’ in space. The change is everywhere, but inward; we localize it here and 
there, but outwardly; thus we constitute bodies which are both stable as to their qualities and 
mobile as to their positions, a mere change of place summing up in itself, to our eyes, the 
universal transformation.179 

 
Here, Bergson explains that our view of a runner in the world and a runner in a composite image 

draw on different modes of perception, one natural and the other constructed. Without the 

camera eye, we regard the running body only in its continuous trajectory. With the camera eye, 

we are able to visualize the moving body moment to moment in a space. Marey’s image in 

essence did to the runner what the clock did to the worker. Abstracting the body from its natural 

flow, the image and the clock objectively divide what otherwise would be a subjective 

apprehension of time. Bergson deduced that the other — the externalization of experience, this 

decomposition of duration and quantification of movement — embodied modernity’s growing 

crisis with time. With our technologies, and of course Bergson places the blame on science’s 

door, we introduced this crisis to ourselves.180 

                                                
179 Henri Bergson (1859 - 1941); Henri Bergson, Matter and Memory (New York: Zone Books, 1988), 208 - 209. 
180 Bergson, Matter and Memory, 184 - 186; Henri Bergson, Creative Evolution (London: Macmillan and Co., 
1911), 347 - 353; Rabinbach, The Human Motor, 113; and Roland Barthes, Camera Lucida: Reflections on 
Photography, transl. Richard Howard (New York: Hill and Wang, 198, 2010), 15: Barthes also draws a line between 
clocks and photography. “For me,” he writes, “the noise of Time is not sad: I love bells, clocks, watches — and I 
recall that at first photographic implements were related to techniques of cabinetmaking and the machinery of 
precision: cameras, in short, were clocks for seeing, and perhaps in me someone very old still hears in the 
photographic mechanism the living sound of the wood.” 
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 James agrees with Bergson, taking up the French philosopher’s example of the runner 

with his own illustration using a runner, Zeno’s Achilles. “He perceives nothing, while running, 

of the mathematician’s homogeneous time and space, of the infinitely numerous succession of 

cuts in both, or of their order,” explains James in his lecture “Bergson and His Critique of 

Intellectualism.” “End and beginning come for him in the one onrush….”181 The runner is the 

counterargument to objective time, so that when the runner is bound by image or clock, the 

consequence is that the perceptual is transposed into the conceptual, once a heterogeneous reality 

is now homogeneous data. Bergson and James’ common argument is that contrived logic and 

universal laws alone cannot impart on us greater ontological knowledge. There is intrinsic, 

sensorial wisdom that comes from our bodies and not simply our mind alone. In other words, 

Muybridge and Marey’s images separate knowledge about our bodies from the bounds of our 

bodies. The effect is that running shades from practical activity alone to a visible, conceptual 

one, too. Now, the activity can be more closely analyzed, made more accurate, precise, 

perfect.182  

 Paradoxical in the minds of Bergson and James, ever greater “realism” in art in the late-

nineteenth century was one byproduct of the interpretation of said reality with photography.183 

                                                
181 William James (1842 - 1910); William James, Writings 1902 - 1910, ed. Bruce Kuklick (New York: Literary 
Classics of the United States, 1987), 747. 
182 Bergson, Matter and Memory, 179 - 223; James, Writings 1902 - 1910, 731 - 755; Marey, Movement, 19; and 
William James, The Principles of Psychology (New York: Henry Holt & Co, 1890/1918), 26, 605 - 622: James 
writes that “movement…natively is sensation’s partner.” Martha Blassnigg, Time, Memory, Consciousness and the 
Cinema Experience: Revisiting Ideas on Matter and Spirit (New York: Rodopi, 2009), 111 - 113: Rodin also 
“obsessively criticised chronophotograpy for suggesting a veridical relation with nature in a pure copy of reality, 
while reality for him, like Bergson, was life itself, movement and duration.” In other words, for Bergson, James, and 
Rodin, the question is whether an image can ever — even its photographic form — give us reality wie es eigentlich 
gewesen. 
183 Nancy Mowll Mathews, “The Body in Motion,” in Moving Pictures: American Art and Early Film, 1880 - 1910 
(Manchester, Vermont: Hudson Hills Press, 2005), 73; and Richard R. Brettell, Modern Art, 1851 - 1929: 
Capitalism and Representation (Oxford: Oxford University Press, 1999),14: This question of realism in art and the 
role of the photograph therein are more avidly detailed and questioned in the pages of postmodern theory, for 
example Fredric Jameson and Jean Baudrillard, though in relation to contemporary art, not so much modern art.  
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The photograph not only stilled motion to allow the painter to paint action, but it also corrected 

for the painter what the body actually looks like in motion. “We only wish that some artist would 

devote his talents, by the aid of such photographs,” Marey expressed, “to the representation of 

men in the act of running just at the moment when the feet come in contact with the ground.”184 

As it turned out, the moving human body was habitually misrepresented in the history of art. 

From Egyptian statuettes and the Greek’s Olympian runners to figures painted by Renaissance 

artists and Modern artists, the arm is illustrated as swinging in the same direction as the leg, 

when in natural fact they move contralaterally. We might surmise that the error is a consequence 

of what the human eye is able or unable to register. Yet, this neither completely explains why 

artists did not create human motion from an understanding of their own bodily experiences, nor 

does it account for why some artists in the twentieth century continued to illustrate the running 

body contrary to its lived reality and a photographs’ depiction of the motion. Further still, why 

did viewers, critics, or even art historians, who themselves experience motion, not speak to the 

discrepancy between art and life, and why do they not, still?185  

                                                
184 Miles, “Leland and Motion Pictures,” 469; Muybridge, Descriptive Zoopraxography, 3; and Marey, Movement, 
139 - 142, 169 - 176: That the photograph would be useful to both science and art was the express purpose of 
Muybridge and Marey. 
185 Marey, Movement, 170 - 172; Patrick Cavanagh, The Artist as Neuroscientist,” Nature, 434 (17 March 2005), 
301 - 307; and Julian Meltzoff, “Errors in the Making and Perception of Art Images of Human Gait: Psychological 
Explanations,” Psychology of Aesthetics, Creativity, and the Arts vol 8, 3 (August 2014), 321 - 329: Julian 
Meltzoff’s essay, in particular, I find very insightful. This is clearly a study in psychology, complete with empirical 
research and quantifiable data. Meltzoff does his artist and art historical research, too. Kenneth Clark, Ernst 
Gombrich, and Charlotte Willard’s texts feature among his references, as do the writings of Muybridge, George 
Grosz, and Peter Paul Rubins. Meltzoff suggests several possible conclusions, including: “The most promising of 
these explanations can be synthesized as follows. It is difficult for people to gain explicit access to behaviors that 
have become automatic and implicit by dint of endless repetitions. This may be especially so when the focus is on a 
behavior (leg movement) that is accompanied by a secondary behavior (arm movement) which forms a dynamic 
pattern that is too complex to be retained in visual or kinesthetic imagery. This complex dynamic becomes a 
simplified and more symmetrical pattern in memory. Such unconscious transformations are characteristic of 
people’s perception, memory, and thinking in general, and thus when artists portray a person walking incorrectly 
they may be making a human error, not one that is specific for image makers.” Specifically for art historical research 
on the moving body, I believe investigating representations of the moving body and the rhetoric around these 
representations is worth further consideration, especially since Meltzoff read the most likely candidates of art 
historical studies and studies that are a bit outdated. 
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 At any rate, Muybridge and Marey reaped quite the following among artists in their own 

time, including Ernst Meissonier, Jean-Léon Gérôme, James McNeill Whistler, and Georges 

Engrand. American artist Thomas Eakins famously worked with Muybridge in Pennsylvania in 

the 1880s. Eakins also developed chronophotographic images of himself running nude in 1885, 

though they are more aligned with the aesthetics of Marey’s motion studies than of Muybridge’s. 

Eakins never painted running bodies, though he did paint swimmers and William Rush’s model 

appearing to descend from a platform. He first painted Rush’s model in 1876 and 1877, and she 

is poised still. The later version, dating after his studies with Muybridge, set her to motion. The 

1908 paintings read visually to be successors to Muybridge’s photographs of locomotion and 

precursors of Marcel Duchamp’s Nude Descending a Staircase (No. 2) (1912).186  

 Paul Richer, French physiologist and anatomical artist whose studies were collected by 

Duchamp, was an avid proponent of chronophotography as tools for science and for art.187 

Especially, he explains in Physiologie Artistique (1896), the images are useful when the body 

reaches the speed to which we can no longer see the detail of its shapes, its poses, its attitudes. 

He granted that such sights of the body would look unnatural at first, since our eyes offer us 

other impressions of moving forms, and that is precisely why these images were so important for 

education, for correctness, for illustrating movement at leisure and as expression. Richer’s 

illustration of the running body is on the front cover of Physiologie Artistique. And, he was right 

in noting that the chronophotographic images might effect artistic representations of movement. 

                                                
186 Thomas Eakins (1844 - 1916); Charles Musser, “A Cornucopia of Images: Comparison and Judgment across 
Theater, Film, and the Visual Arts during the Late Nineteenth Century,” in Moving Pictures (2005), 19 - 20; Daniel 
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The Revenge of Thomas Eakins (New Haven: Yale University Press, 2006), 306 - 309; Talbot, Moving Pictures, 15; 
Peterson, “The Birthplace of the Motion Picture,” 3; Blassnigg, Time, Memory, Consciousness and the Cinema 
Experience, 110 - 111; and Marey, Movement, 175 - 176: I do not know why I am so fascinated by the fact that both 
Muybridge and Eakins took self-portraits while running naked, but I absolutely am. 
187 Paul Richer (1849 - 1933). 
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Heirs to photographs of movement, to visual depictions of speed, are replete in the art histories 

of the avant-garde: Futurism in its Italian and its Russian manifestations, Dadaism and Cubism, 

the Bauhaus. Pablo Picasso may have slowly abstracted reality, but his 1922 Deux Femmes 

courant sur la plage (La Course) (Two Women Running on the Beach (The Race)) portrays 

physiologically, contralaterally accurate women in stride.188 

 Artists were not alone as audience. Edison, John Ruskin, Ulysses S. Grant, Frank 

Gilbreth, and the Wright brothers are written in association to the images. The amount of traffic 

around the images increased exponentially at large-scale expositions, for example Muybridge 

with his Zoopraxographical Hall at the 1893 World’s Columbian Exposition and Marey’s 

pavilion at the 1889 Universal Exposition in Paris.189 This manner of image-making of moving 

bodies also reverberated in the performance arts, most notably dance. Harry C. Ellis and Eugène 

Druet’s photographs of American dancer Loie Fuller, which captured in-action her skirt dances, 

were as famous and beloved — if not more — than the dancer’s staged performances. 

Choreographers also began to incorporate the use of animated photographs, later film and video, 

in their instructions for dances. Instantaneous photography was an important introduction for the 

purposes of recording the career of a dancer and for aiding the communicative potential of the 

dancer’s body.190 

                                                
188 Robert and Michèle Root-Bernstein, Sparks of Genius: The Thirteen Thinking Tools of the World’s Most Creative 
People (Boston: Houghton Mifflin Company, 1999), 85; Briony Fer, and David Batchelor, Paul Wood, Realism, 
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Richer, Physiologie Artistique: De l’Homme en Mouvement (Paris: Aulanier et Cie, 1896), 16 - 18, 241 - 243, 290: 
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text, which devotes 64 pages to Marche and its variations and only 9 pages to La Course. Even still, the illustration 
of the running body is given the first page. This thought of a universality for human movement will not last long. By 
Marcel Mauss’s “Techniques of the Body,” dating from 1934, the manner in which we walk or run is thought to be 
culturally distinct. 
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 Chronophotography and then more simply instantaneous photography played a 

constructive role in military reforms, in conditioning and controlling the body, for modern 

European armies. They were adopted for physical education manuals and encyclopedias about 

sports in the nineteenth century. There is a striking change in the function of photographic 

images for sports writers. Sir Montague Shearman’s highly regarded compendium Athletics and 

Football, printed in four different editions between 1887 and 1894, included illustrations or 

woodcuts made from a handful of engravings but primarily from instantaneous photographs. In 

his language about the running body, it is clear that Shearman takes much of his knowledge from 

the new motion studies: his is an incisive description of proper posture, correct bodily 

“attitudes,” even the strides and stature of runners. However, he does not directly refer to the 

images within the body of his text, save for one clearly surprised comment about the long legs of 

a runner, an image not included in either edition of his book. By the time of Archibald Hahn’s 

popular running manual, How to Sprint (1923), photographic prints are included, rather than 

illustrations of photographs. Hahn treats the photographs as visual how-to guides, using captions 

to praise their ability to reveal the exact motions of elite athletes for aspiring athletes.191  

 The modern history of the running body is tied to a number of histories: time 

technologies (including the clock and the chronophotograph), nation-building and international 

competition, media and the history of vision in general. Typically, photographic — and later 

filmic — images of the running body have been written as historical documents of the sport or 

totems of athletic achievement, marketing tools for the sport and expanding its spectatorship, 
                                                                                                                                                       
University Press, 1995/2015), 21 - 22, 43 - 47; and Sharyn R. Udall, Dance and American Art: A Long Embrace 
(Madison: The University of Wisconsin Press, 2012), 6 
191 Marey, Movement, 139 - 142; John Bale, “Partial Knowledge: Photographic Mystifications and Constructions of 
‘The African Athlete,’” in Deconstructing Sport History: A Postmodern Analysis, ed. Murray G. Phillips (Albany: 
State University of New York Press, 2006), 95; Sir Montague Shearman, Athletics and Football (London: 
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visual markers for power, prowess, or wellness.192 What is left unwritten, and worth much deeper 

study, is the aesthetico-physiological culture and the changes therein from the late-nineteenth 

century into the 1960s, as the running body in the arts, athletics, and biology simultaneously 

became massively popular. How exactly are these histories of performance, sports, and science 

interrelated, and what can the running body, as node, tell us about their interrelationship? The 

second chapter will begin to address these questions, though a much more detailed history of the 

early twentieth century is deserved.  

 I also am convinced that a close philosophical inquiry into the modern notion of 

acceleration and speed in the nineteenth century might garner new insights into the growing 

interest in the running body. Running and speed seem to be twin metaphors. Not to mention, 

from the beginning of the nineteenth century to its conclusion, there is a clear shift from the 

competitive walking of pedestrianism to the introduction of the marathon in the 1896 Olympic 

Games, a shift that coincides with these modern notions. Lastly, as I begin to experiment in the 

section above, a visual history of the body in action would be greatly profited by studies 

simultaneously informed by art history and media archaeology. The running body is as 

informative about Muybridge and Marey’s images as it is their impulse for and manner of 

technological developments, and the developments in moving image technology that succeeded 

them. 
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1.6 Conclusion 
 
Entr’acte is an avant-garde cinematographic legend that was not intended for the cinema at all. It 

was a made-for-stage film, a performance of projected bodies bookended by a performance of 

Relâche’s live bodies. Sports, like running, has this in common with dance, with film, with 

theater: they are all performances of moving bodies culturally, socially, and politically marked. 

 And, of moving images. If images effect our way of seeing and understanding the world, 

as is the famously argued and frequently quoted proposal of such scholars as Roland Barthes and 

Walter Benjamin, then images have undoubtedly affected the way we see and understand the 

running body in the world.193 Visual technologies enable the possibility of envisioning knees 

bent, arms moving contralaterally to the legs, and two feet simultaneously aloft. I am curious to 

know how exactly images and discourse of running have influenced the way we run and if they 

influence that we run so much more commonly today. Our visual and experiential landscapes 

create for us normalities, and it seems all too coincidental that the more a running body was 

made visible, discussed, and celebrated, the more commonplace running became. Not just in 

photographic and filmic images do I mean it became commonplace, but also across the arts and 

sciences. Running became commonplace again, that is, and in the spaces of the industrialized 

nineteenth century. This interest in running also coincides with the avant-garde preoccupation 

with speed, the primitive, and Realism and the everyday, all of which will be returned to again in 

the interwar and the post-World War II years. 

                                                
193 Susan Buck-Morss, The Dialectics of Seeing: Walter Benjamin and the Arcades Project (Cambridge: MIT Press, 
1991); Walter Benjamin, Selected Writings, Volumes 1 - 4, ed. Howard Eiland and Michael W. Jennings  
(Cambridge: Belknap Press of Harvard University Press, 2003 - 2006); Roland Barthes, “Rhetoric of the Image,” in 
Image - Music - Text, transl. Stephen Heath (New York: Hill and Wang, 1977); and Barthes, Camera Lucida. British 
filmmaker Pratibha Parmar has been quoted often, including by bell hooks and Marianne Hirsch, for saying, “The 
deeply ideological nature of imagery determines not only how other people think about us but how we think about 
ourselves.” 



 

   90 

 In the case studies of Chapter One, the so-called everyday body is more often than not the 

exacting of a perfected body. Just as Realism in the historic avant-garde battled idealism in 

traditional mediums, new technologies were marketed under the banner of realistic image-

making yet often documented the ideal. To call a body “everyday” becomes complicated when it 

is the perfectly and powerfully trained body, which means reproducible images of the body and 

their “everydayness” has been complicated since the beginning of moving image technologies. 

The running body highlights this complication, as it is a body that seems to require a certain level 

of exemplariness in order to proceed as it does physically, spatially and temporally. But, it is not 

a requirement to be a perfectly and powerfully trained body in order to run. Any abled body can 

run. More the matter is whether a body can run comfortably or willingly or not. This note, I 

believe, is not insignificant to the modern history, or even the contemporary condition, of the 

running body. On the whole, only those who want or intend to run photograph themselves 

running. We either do not have pictures of the rest, or the images are a product for mass media.  

 There appears a paradox of the running body. It straddles the norm and the extreme, the 

knowable and the unfathomable, the structured and the rebellious, the present and the escape, the 

everyday and the experimental, the expressive and the mechanical. When Muybridge projected a 

succession of still images to make the body move, he did not see such a typical sight on the 

sidewalks of Palo Alto or Philadelphia. But people knew what it meant to run, even if most did 

not participate in it themselves since childhood. To run is utterly ordinary. Add space, time, and 

a new perception with which to think “running body,” it becomes extraordinary. And is this not 

how contemporary art operates, as an intervention into the otherwise standard routine. Running 

is exactly that. It signals a counterflow, an alternative, to the practice of walking. To make a 

point with her students in Central Park, and so long as no one observed their activity, Stebbins 
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had them run. To holistically diagram a body in space and time, Schlemmer drew the anatomical 

body running between the in- and outdoors. When Marey wanted to impress with his new 

chronophotographic method and make it distinct though equally as sexy as Muybridge’s, he 

showed the running body.   

 I chose to preface and conclude this chapter with Relâche/Entr’acte for a number of 

reasons, one of which being that the running body was central to an intermedial production based 

on extremes. Biology, new visual technology and alternative cinema, music, dance and art met 

and mingled on that Parisian stage in 1924. The Dadaist performances were political and social 

acts, too. The running body becomes a nodal point, simultaneously expressive and mechanical, 

the denouement situated at the production’s center. The running body also produces a sort of 

nonverbal translation, a conduit, between art and science, between filmed and live performance, 

between artists and observers. The modern histories of running as image and concept in Chapter 

One demonstrate, and the culmination of this history in the Relâche/Entr’acte suggests, that body 

movements such as running are not just a body impulse, though it can be that. The running body 

is also a creative, innovative impulse that can lend itself as art historical research. 
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Chapter Two. All body movements are choreographed: The Running-Body Continuum in 
Dance, Performance Art, and the Everyday 
 

 He then chose to train his dancers with an incredibly logical and rigorous 
technique, and then he tried to answer the choreographer’s need to actually 

order events through chance. And as he did that, I think he became 
aware that some quite wild choices could get made that way. 

Things he never would have thought of. 
Steve Paxton on Merce Cunningham (1996) 

 
 
2.1 Introduction 
 
Chapter One explicated running at the moment we began developing new emotional and 

conceptual relations to our own body and its various movements. Technological innovations 

introduced us to previously inaccessible knowledge about our bodies, while the visual and 

performing arts woke us up to the aesthetics in our own bodily existence. The rates of 

acceleration and deceleration became politicized, socialized, aestheticized and mechanized. 

Practitioners of art and of science were thinking about movement. This second chapter advances 

the study of the running body to the period between the 1950s and 1970s, when the second 

significant running boom made impressions from the stage to the street. Now, modern 

technology transformed the running body into a multimedia presentation, as perceptions were 

also made, shaped, and reinforced by television, radio, journalism, and photojournalism. I will 

take a closer look at the connection between the running body in dance, performance art, and the 

everyday, a connection constituted by shared sociopolitical spaces, political power dynamics, 

and body culture practices. I will propose some epistemic frameworks within which we can 

discuss biopolitics together with the aesthetics of body movement, to better understand their 
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mutual dependencies.194 The moving body — particularly in this case, the running body — can 

be born of an aesthetic practice or of a social choreography. 

 All body movements can be intimately understood, particular to the person. All body 

movements can also be socially understood, integrating other moving bodies and the spaces and 

destinations that frame those movements. “If the body I dance with and the body I work and 

walk with are one and the same,” Andrew Hewitt memorably writes in Social Choreography 

(2005), “I must, when dancing, necessarily entertain the suspicion that all of the body’s 

movements are, to a greater or lesser extent, choreographed.”195 His belief is that the social world 

is a web of intricately entwined experiences, and it is dance and its choreographic thinking that 

serves as Hewitt’s methodological frame for illuminating the ways aesthetics underpin our 

socialized bodies. His notion of social choreography also serves well the history of performance 

art. The choreographic epistemologies of dance and performance art bring out an additional and 

unique critique of our social and political structures, and vice versa.196 

 Since the 1990s, the historiographies and exhibitions of art have indicated a resurgent 

interest in dance and choreography in the visual arts. The interest is perhaps in part driven by the 

lending of new vigor to art histories about the neo-avant-garde, written by scholars like Hal 

Foster, Benjamin Buchloh, Thomas Crow, and Branden W. Joseph.197 To recoup the neo-avant-

                                                
194 Johanna Oksala, “From Biopower to Governmentality,” in A Companion to Foucault, eds. Christopher Falzon, 
Timothy O’Leary, and Jana Sawicki (Oxford: Blackwell Publishing Limited, 2013), 322; Michael Hardt and 
Antonio Negri, Empire (Boston, Harvard University Press, 2001), 23-31: “Biopower” is a term chosen by Foucault 
to describe a modern, less traditional form of political power. As opposed to lawmaking, biopower indicates subtler 
techniques used by political institutions to insinuate its power into national bodies by controlling the body itself. 
Contemporary political structures preside over human existence from strategies that “regulate social life from its 
interior” to tactics of longevity and health, and biopower penetrates to the very consciousness of its subjects (23). 
195 Andrew Hewitt, Social Choreography: Ideology as Performance in Dance and Everyday Movement (Durham: 
Duke University Press, 2005), 17. 
196 Bojana Cvejić and Ana Vujanović, Public Sphere by Performance (Berlin: b_books, 2012), 55 - 56: This is 
echoed by Cvejić and Vujanović, authors I will return to throughout the course of Chapter 2. 
197 See: Hal Foster, “What’s Neo about the Neo-Avant-Garde?” October, vol. 70, The Duchamp Effect (Autumn, 
1994), 5 - 32; Hal Foster, The Return of the Real: The Avant-Garde at the End of the Century (Cambridge: MIT 
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garde is to recoup the non-collaborative collaborations at Black Mountain College, the 

experimental aesthetics at the Judson Memorial Church, and the sociopolitical ambience of art in 

the mid-twentieth century.198 Such art histories tell of creative exchanges between artists, 

choreographers, musicians, designers, and architects. They also tell of the postwar evolution, in 

theory and practice, of the historical avant-gardes’ moves to integrate art and life. Investigating 

collaborations and sublimations matter, because it brings dance choreographies into dialogue 

with artistic practices, and creative productions into conversation with sociopolitical climates. It 

is widely believed that these very aesthetic vocabularies and conceptual underpinnings are 

borrowed and repurposed in art today, if not its very basal feature.199 

 The interest in dance and choreography might also seem natural accompaniment to the 

effervescence with which the art world now engages notions of embodiment, experiential, and 

performative. These terms have become part of the standard lexicon of contemporary art.200 Yet, 

comb the documenta archives, through records as recent as 1977 for the international 

exhibition’s 6th installment, and performance artworks, for example Marina Abramović and 

Ulay’s Expansion in Space (1977), are treated as the international art exhibition’s 

epiphenomenon.  Four decades later, the ubiquity of the performative is in no small way thanks 

                                                                                                                                                       
Press, 1996); Benjamin H. D. Buchloh, Neo-Avantgarde and Culture Industry: Essays on European and American 
Art from 1955 to 1975 (Cambridge: MIT Press, 2001, 2003); and Thomas Crow, The Rise of the Sixties: American 
and European Art in the Era of Dissent (London: Laurence King Publishing, 1996). 
198 See: Mary Emma Harris, The Arts at Black Mountain College (Cambridge: MIT Press, 1987, 2002); and Sally 
Banes, Democracy’s Body: Judson Dance Theatre, 1962 - 1964 (Durham, NC: Duke University Press, 1993): Non-
collaborative collaborations was an idea formulated by Merce Cunningham and John Cage. Their process involved 
Cunningham choreographing a dance independent of music, Cage composing a musical score independent of dance 
movements, then Cunningham and Cage bringing the movements and music together for the final staged production. 
The purpose was to insert chance into their manner of creativity, to discover new modalities for the performance of 
both music and dance. 
199 Meredith Morse, Soft is Fast: Simone Forti in the 1960s and After (Cambridge: MIT Press, 2016), 3; and 
Amanda J. Graham, “What is the Museum and What is the Dance?: The Brooklyn Museum’s Dance Center and its 
Contemporary Reverberations,” Annual Conference of the College Art Association. Washington, D.C. February, 
2016. Presentation. 
200 Dorothea von Hantelmann, “The Experiential Turn,” Walker Art Center’s Living Collections Catalogue (2014). 
Online. 
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to the pioneering work of art historians Amelia Jones and Amy Bryzgel, theorist Judith Butler, 

and curator Roselee Goldberg, who have all made critical interventions into the dominant 

histories and theories of the visual arts, into identity politics, and into the commissioning, 

exhibiting, and writing of the body-as-medium.201 Performance art, and dance, too, is becoming 

much more common within the institutions of art, including notable showings at Milan’s 

HangarBicocca, London’s Tate Modern, New York’s New Museum, Belgrade’s Student Cultural 

Center, and Paris’ Centre Pompidou. Even locally in Tucson, the Center for Creative 

Photography exhibited choreographer Douglas Nielsen’s collection of contemporary photographs 

in Performance (Fall 2014), where performers crafted ekphrastic dances within the galleries. The 

art of dance and art of photography dynamically — spatially and conceptually — mingled in 

their body movements.202 

 In the art historiography of performance art, three focal interests emerge: the performance 

itself, visual documentations of the performance, and viewer reception or interaction with the 

performance. I find bodily training (or lack thereof), psychophysiological recuperating, and 

choreographic thinking to have mostly silent roles in these histories. Yet, the method of 

performing bodies requires a broader perspective of the artistic practice and a re-consideration of 

an artist’s intention, which by-and-large lost favor with the postmodern “death of the author” 

                                                
201 Amelia Jones, Body Art/Performing the Subject (Minneapolis: University of Minnesota Press, 1998); Amelia 
Jones and Adrian Heathfield, Perform, Repeat, Record: Live Art in History (Chicago: University of Chicago Press, 
2012); Amy Bryzgel, Performing the East: Performance Art in Russia, Latvia, and Poland since 1980 (London: I.B. 
Tauris, 2012); Judith Butler, Gender Trouble: Feminism and the Subversion of Identity (New York: Routledge, 
2006); Roselee Goldberg, Performance Art: From Futurism to the Present (London: Thames & Hudson, 2001); and 
Roselee Goldberg, Performance: Live Art Since the ‘60s (London: Thames & Hudson, 2004). 
202 Performance: Contemporary Photography from the Douglas Nielsen Collection, Tucson, Center for Creative 
Photography, August 09, 2014 - January 04, 2015: I am also thinking here of the art world’s apparent enthusiasm for 
such dance world fixtures as Merce Cunningham, of course, as well as Trisha Brown, Simone Forti, Jérôme Bel, and 
Boris Charmatz, all of whom are having spectacular success in art spaces and among visual art enthusiasts. There is 
also an interesting hybridity in contemporary creatives, as choreographers practice art and artists practice 
choreography. Recent examples of this fusion are William Forsythe and Shen Wei. 
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turn. This is not to make an appeal for the artist’s meaning in a work of art, but rather to the 

artist’s creative, intentional structuring of bodies in movement and their own expressions of 

sensations and sentiments therein.203  

 Jenn Joy’s 2014 study The Choreographic voices a similar concern to show an expanded 

ideological-physical landscape of art and aesthetics. The choreographic process integrates the 

intellectual, emotional, visual, and mobile. It is a knowledge practice that folds together the 

experiences of the choreographer, the performer, and the spectator. The choreographic is to 

dance what the concept is to visual art: their common denominator is an attempt to discover the 

essence of creativity, whatever the movement or medium.204  Yet another commonality between 

the choreographic and the conceptual are avant-garde, mid-century roots, be it the participation 

in site-specific explorations, the turn to non-traditional vocabularies and materials, the 

experiments with any and every aesthetic possibility, opportunity, or orientation. Leo Steinberg, 

in discussing Robert Rauschenberg, writes that he “let the world in again.” I find the statement 

apposite of a number of Rauschenberg’s contemporaries, too.205  

 Historically, choreographic thinking was correlated with dance performance. A newer 

notion of choreography, however, extends the practice to an affair of body motion holistically, a 

making aware of the knowledge available in and through movement. The everyday living of the 

                                                
203 Susan Sontag, Against Interpretation and Other Essays (New York: Picador, 1966, 2001); and Roland Barthes, 
“The Death of the Author,” in Image-Music-Text, transl. Stephen Heath (London: Fontana Press, 1977), 142 - 148: 
There seems to me a different circumstance in the performance artist from other makers, for example Barthes’ now 
famous author. We can disentangle art’s performance from the author-performer, but I would argue that we cannot 
disentangle the experience of the performance from the mind-body of the author-performer. There is a whole range 
of activity for a performance art that is not just about the staging itself. 
204 Jenn Joy, The Choreographic (Cambridge: MIT Press, 2014); and Hans Ulrich Obrist, Do It: The Compendium 
(New York: Independent Curators International/D.A.P., 2013). 
205 Miwon Kwon, One Place After Another: Site-Specific Art and Locational Identity (Cambridge: MIT Press, 2002), 
38; Sally Banes, Terpsichore in Sneakers: Post-Modern Dance, 2nd edition (Middletown, CT: Wesleyan University 
Press, 1987), xviii - xix, xxxiii, 84; and Leo Steinberg, “Reflections on the State of Criticism,” Artforum (March 
1972). See also: Sally Banes, ed., Reinventing Dance in the 1960s: Everything was Possible (Madison: The 
University of Wisconsin Press, 2003), and Tony Godfrey, Conceptual Art (London: Phaidon Press, 1998). 
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human body is not a matter of physics and biomechanics alone, but entails an internal grammar 

made external, articulating a constellation of values, memories, imaginations, understandings, 

emotions, and decisions that are as diverse as we are. Body movement sheds light on and shapes 

perception; it is identifiable both as individualistic and as collective, metaphor and literalness, 

action and reaction.206 At a fundamental level, movement expresses thought, tailors experiences, 

and is inscribed by time and impressed by space. Movement determines our encounters with the 

world, and the world’s encounters with us. It is impossible to trace, or even to register, all of the 

impressions that pass between the two: our movements, our worlds.207   

 But, if choreography is the design, recognition, and interpretation of body movement in 

all its possibilities and impossibilities, then even our ordinary practices of the body in space and 

time can at least be inquired into aesthetically. Walking, skipping, jumping, and running help 

make up the human condition.208 As a fettering and unfettering of these very movements and 

conditions, the choreographic process can be an approach to the study of the political, cultural, 

and social dimensions of the body. The structuring of movement is at the essence of dance, 

performance art, and the daily body. The body can coexist in the three, too, an argument that 

echoes François Delsarte. The dancing body exercises a political body, for example, the political 

body is itself a performance of ideas, and so on.209  

                                                
206 Gordon F. Curl, “An Attempt to Justify Human Movement as a Field of Study,” in Human Movement - A Field of 
Study, ed. J.D. Brooke and H.T.A. Whiting (London: Henry Kimpton Publishers, 1973), 7 - 17; and Amelia Jones, 
Body Art/Performing the Subject, 12 - 13, 52. 
207 Michel de Certeau, The Practice of Everyday Life, transl. Steven Rendall (Berkeley: University of California 
Press, 1984, 1988), 91 - 97; and Henri Bergson, Matter and Memory (New York: Cosimo, Inc., 1912; 2007), 4, 14. 
208 David W. Ecker, “Teaching Art Criticism as Aesthetic Inquiry,” Curriculum Theory Network, vol. 4, no. 2/3 
(1974), 112 - 123: It is the literature of art education that provides my framework for thinking about aesthetic 
inquiry. This mode of questioning features art making, art criticism, and art theory, as well as the experiencing and 
analyzing of all three from a meta-position. 
209 Christopher Eamon, “Exhibition 2: Prime Mover: Conceptualism in Motion,” Public, vol. 23, iss. 46 (October 
2012), 33 - 36. 
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 This second chapter investigates the cultural variants of the running body. It deals in the 

actions, interactions, and transactions of a body, between bodies, through representations and 

with the environment. It strives to recognize how the motions of our bodies are structured, 

choreographed. It explores the mid-century signature blend of the arts, and the arts with everyday 

life, by way of elemental body movements.210 The text attempts to demonstrate how the running 

body establishes a narrative itinerary that enables bodily stories, the idea that meaning and 

memory can be created and re-created through bodies moving in time and through space, and 

how art and politics exist parallel to each other in the lived body.211  The focal questions driving 

this research are: how is the body technique of running operated in these different cultural fields? 

What do these fields actually share in choreographing and performing the running body, and 

what is the lesson that the historical practice can draw from the arts? What happens between the 

1950s and 1970s when people start running to dance, to critique, to meditate, or to assuage? 

 At the center of each section that follows is an observation that running was becoming a 

ubiquitous part of body culture in general. The underlying aim is to, when examining 

contemporary art practice, make practical application of the philosophies of Jacques Rancière 

and Giorgio Agamben, who assert that politics are intrinsic to aesthetics and aesthetics to 

politics, respectively.212 The research seeks to deepen the understanding of the interdisciplinary 

nature of body movement and knowledge. The study brings together scholarship from art history, 

                                                
210 Allan Kaprow, “Performing Life (1979),” in Essays on the Blurring of Art and Life, ed. Jeff Kelley (Berkley: 
University of California Press, 1993, 2003), 195 - 196. 
211 Giuliana Bruno, Atlas of Emotion: Journeys in Art, Architecture, and Film (New York: Verso, 2002),  234, 243, 
265: Bruno uses the phrase “narrative itinerary” to denote the sensorial affect of archi-topography when moving 
through a place, as well as the emotive stories we weave around those experiences and memories of a place. Here, I 
am primarily interested in the narrative itineraries that either precede or accompany language. 
212 Jacques Rancière, The Politics of Aesthetics: The Distribution of the Sensible, transl. Gabriel Rockhill (London: 
Continuum, 2000, 2004); and Giorgio Agamben, “Art, Inactivity, Politics,” in Thinking Worlds - The Moscow 
Conference on Philosophy, Politics, and Art, eds. Joseph Backstein, Daniel Birnbaum, and Sven-Olov Wallenstein 
(Berlin: Sternberg Press, 2008). 
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performance and dance studies, psychology, science, and social and political theory. In addition 

to these secondary sources, it uses interviews; historical photographs, film footages, big and 

grassroots media; and materials found in artists’ personal collections, museums and other 

cultural institutions, and regional and federal archives. What results is a layered art historical 

account of body knowledge, embodied narratives, and the bidirectional relationship between 

aesthetics and politics. 

 
2.2 Running as Political Vocabulary 
 

The count of the years is steadily growing; 
The Old give way to the eager Young; 

Far on the hill is the horn still blowing, 
Far on the steep are the hounds still strung. 

Good men follow the good men gone; 
And hark! They’re running! 

They’re running on! 
William Henry Ogilvie, Excerpt from “Running On” 

 

The 1970s are widely regarded as an important decade in the life of running, globally. Running 

made its way into mainstream exercise, on nature trails as well as on street sidewalks. The 

number of organized races and the volume of their participants sharply increased. Running gear, 

such as running footwear, turned into a big business. But what were the political, social, and 

cultural factors that led to this timing? What were the conditions of the running body in public 

space before the 1970s craze? From Who is Doing a Run with the Running Boom? (2015), we 

know that people, particularly women, were previously uncomfortable in publics other than those 

expressly designated for running. Running bodies were confined mostly to tracks designed for 

running, and organized by a club, school, or professional team. Otherwise, to run in the everyday 
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public signaled a moment of haste, an alternative movement that countered an orderly social 

space of moving bodies.213  

 Unless, that it is, the body running in public was being promoted by a governmental 

body, a strategic appropriation of movement practices that suddenly brings notice to an activity 

previously assigned to the periphery. Such a strategy has a particularly notable history in the 

post-World War II period. One of the two longest running examples of politically-sanctioned 

relay races in social spaces were the Grand Tour Kyushu ekiden in Japan, an originally 1,064 km 

relay race begun in 1951 to commemorate the country’s renewed independence, symbolize 

reconstruction, and re-engage with a particularly grim space in their history. The relay’s starting 

line was located on the site of Nagasaki’s atomic bomb.214 The other was the Socialist Federal 

Republic of Yugoslavia’s Štafeta, the visual and physical history of which will be closely 

detailed in the section below. The motive for using the Štafeta as a case study is to approach 

notions of choreography and performance first through an aesthetic description of one political 

culture of the running body. This relay race drew the attention, not always positive, and 

participation of local artists when it was an active relay and even years after its final official run, 

suggesting that race holds a unique position in the history and development of art and greater 

body culture in the Balkans. 

 Dan Mladosti (“Youth Day”) was the official celebration of Yugoslavian president Josip 

Broz Tito’s birthday. Starting promptly at 8 p.m. on May 25th each year, the celebration involved 

youth displaying a variety of faculties: dancing, singing, designing, sporting. The centerpiece of 

the annual youth day was the relay race: Titova štafeta, (“Tito’s Relay”), then after 1957 Štafeta 

                                                
213 Jeroen Scheerder, and Koen Breedveld, eds., Running Across Europe: The Rise and Size of One of the Largest 
Sport Markets (New York: Palgrave Macmillan, 2015). 
214 Adharanand Finn, The Way of the Runner: A Journey into the Fabled World of Japanese Running (London: 
Faber & Faber, 2015). 
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Mladosti (“Relay of Youth”).215 In the vein of the Olympic openings, local youth, military, and 

athletes ran across the countryside of Yugoslavia’s six kingdoms, passing batons from one body 

to another. Each baton, designed by selected regional artists, had a hollow core. Tucked inside 

were messages, ten or more in one baton, conveying adoration for Tito, devotion to and pride in 

the State, or lay recounts of Balkan history. The last relay runner was directed up the stadium 

stairs to President Tito, gifting him one federal baton emblematic of all regions, runners, 

ethnicities. A firework spectacle ensued, helping to turn the Yugoslav People’s Army Stadium 

into a wonder of lights and colors, dedicated to the Communist dictator.216 

            This concluding performance, the inspiriting of national fervor adapted to pomp and 

circumstance, occupies the history of Yugoslavia’s Dan Mladosti and its Štafeta.217  The section 

below will complement these histories by highlighting the under-studied affect of the Štafeta.218 

My thesis is that running, as a body technique with peculiar affects both within the runner and 

for the observer, was an ideal medium for historical expression, political ideology, and aesthetic 

sensations within the context of Tito’s Yugoslavia. The organizing, training, and performing of 

the running body became material for a daily networking of power relations. In the detailed logs 

of the State’ appointed committee for the organization of Dan Mladosti, the expressed intent was 

an ongoing celebration that took the shape of everyday activities, activities repeated daily, rather 

than outright political campaigns or cultural spectacles. I would go so far as to hypothesize that 

                                                
215 Marc Živojinović, “Die Stafette der Jugend zu Ehren des Marschalls. Der 25. Mai als Fesstag des Titokultes,” in  
Südost-Forschungen, eds. Ulf Brunnbauer and Konrad Clewing (Munich: R. Oldenbourg Verlag, 2008): To simplify 
my in-text description of the relay, I will simply refer to it as Štafeta, a cue I am taking from the title of exhibitions 
held by the May 25th Museum. 
216 Ljiljana Cetinić and Ana Panić, eds., Štafete: Titova Štafeta - Štafeta Mladosti, 1945 - 1987 (Belgrade: Tipografik 
plus, 2008). 
217 For important texts that give insight into Dan Mladosti and its Štafeta, see: Radonja Leposavić, vlasTito iskustvo 
(Belgrade: Publikum, 2005) and Breda Luthar and Maruša Pušnik, eds., Remembering Utopia: The Culture of 
Everyday Life in Socialist Yugoslavia (Washington, D.C.: New Academia Publishers, 2010). 
218 Mirjana Stošić, “Body-name — The Brotherhood Chronotype and Social Choreography,” Култура/Culture 
(2015), 115 - 117. 
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the relay was more potent a tool for State officials than were the extravagant festivities held on 

the 25th of May.219 

 From 1945, when Tito assumed the helm in Yugoslavia, to 1987, seven years after the 

dictator’s death and three years before the federation ignited in war and ethnic cleansing, running 

established a narrative itinerary.220 Yearly, the running narrative assumed different patterns. 

Every installment of the Štafeta was mapped across the country anew.221  The initial arrangement 

consisted of main national relays, runs and batons for each of the six republics, that were 

paralleled by smaller regional relays. In 1950, for example, Vojvodina, Serbia hosted a starting 

point, in hopeful anticipation of the new reforms to the General Agricultural Cooperatives in the 

area. Another the same year began in Drvar, Bosnia-Herzegovina, commemorating significant 

battles during World War II.222 

 1957 ushered in a new era, a new cohesion, for the Štafeta. Only one relay would be run, 

and only one baton presented to Tito at the end, as representative of all republics, all peoples. 

“Brotherhood and unity,” so the long-standing mantra in Yugoslavia went. The ne plus ultra of 

starting lines, the birthplace of Tito in Kumrovec, Croatia, was arranged for the first large-scale 

run. Twenty-four year old farmer William Broz carried the baton first, launching the Štafeta to 

the sounds of local songs and cheers on May 5.223 After the devastating July 1963 earthquake, 

extreme reconstruction plans were introduced to the Macedonian city Skopje, and although the 

                                                
219 “Informacija,” V-7-A, 1962 - 1963, Box 170. Arhiv Predsednika Republike. Архив Југославије (Archive of 
Yugoslavia), Belgrade, Serbia. 
220 Bruno, Atlas of Emotion,  234, 243, 265. 
221 Živojinović, “Die Stafette der Jugend zu Ehren des Marschalls,” 274: Between 1945 and 1971 alone, 17.5 million 
people were directly involved in the event, in some form or fashion. This number does not include those who were 
avid audience.  
222 Ibrahim Hadžić, et al. Mladost Beograd (Belgrade, 1977), 22; and John R. Lampe, Yugoslavia as History: Twice 
There Was a Country, 2nd Edition (Cambridge: Cambridge University Press, 1996, 2000), 250-251. 
223 Hadžić, Mladost Beograd, 63, 161; Cetinić, Štafete, 40, 5; and Živojinović, “Die Stafette der Jugend zu Ehren des 
Marschalls,” 255. 
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execution of those plans were slow moving, Skopje as the May 1, 1964, start was meant as a 

gesture of national solidarity and as an accent on public development.224 The 1973 Štafeta kicked 

off April 7 in Kolašina, Montenegro, an important center for collective action of the Anti-Fascist 

Liberation Movement against the Germans during World War II.225 After each of these starts, the 

batons traveled by runner from one republic to the next, each region organizing its own program 

of events, from exhibitions to parades, as welcome to the Štafeta’s participants.226  

 Changes in starting lines and running courses were balanced with a continuity in the 

combination of body movement and narrative essences. The symbolism of the nation was 

derived from the vigorous runners and meticulous routes, together conveying the fortitude of the 

Yugoslavian peoples, the milestones in their histories, the progress of the Communist republic, 

and the honor of Tito and his regime. The runners followed the footsteps of their forerunners, 

covering all manners of national terrains: villages and cities, industrial sites and natural 

expanses, mountain trails and urban roads. The passing of the baton between hands was an 

activity of connecting — bodily, visually — the entirety of the nation. All was fuel that helped 

power the central historical narrative of postwar Yugoslavia: the People’s Liberation Movement 

in the 1940s and Tito’s revered actions therein. Purportedly, this is the same historical moment 

when the relay was first conceived.  Rooting through nineteenth and early twentieth-century 

histories was, and still is, a dangerous venture in the Balkans, where ethnic conflicts and violent 

pasts make for a complex balance of memories and identities in the present. This epic 

revolutionary tale of unifying partisans and defying fascist forces, however, was thought to be a 
                                                
224 Jakim T. Petrovski, “Damaging Effects of July 26, 1963 Skopje Earthquake,” International Conference 40 years 
1963 Skopje Earthquake, European Earthquake Engineering (SE-40EEE) (2003), 1 -16; Lampe, Yugoslavia as 
History,  275 - 276; and “Informacija,” V-7-A, 1964 - 1965, Box 171. Arhiv Predsednika Republike. Архив 
Југославије (Archive of Yugoslavia), Belgrade, Serbia. 
225 Hadžić, Mladost Beograd, 96 - 97. 
226 “Informacija,” V-7-A, 1960 - 1961, Box 169. Arhiv Predsednika Republike. Архив Југославије (Archive of 
Yugoslavia), Belgrade, Serbia. 
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safe haven for contacting a collective Yugoslav history. As such, it became an essential feature 

of the State’s stabilizing and legitimizing rhetoric, manifested even in the body culture 

encouraged by the Štafeta.227 

 The Štafeta developed into a massive cultural phenomenon that moved, quite literally, 

millions of Yugoslavians. What started in 1945 as 12,000 persons, altogether 9,000 kilometer 

running relays grew to one large relay covering over 13,000 kilometers with the headcount 

numbering into a million in a matter of just a couple of decades. The incremental gain in 

participants and the extraordinary geographical span of the singular relay required the race to 

start ever earlier in the spring, to the point when over two months were spent tracking the 

runners’ passage from beginning to the monumental birthday celebration at the end.228 When 

seen live, the Štafeta engaged runners and their audiences with inclusive communal festivities 

and mass impressions of high physical culture, demonstrating the speed and vigor of their own 

people for their own pleasure. The relays were broadcasted via televisions, radios, and 

newspapers, in sound, image, and video. On the holiday in 1962, the May 25th Museum opened, 

marking Tito’s seventieth birthday and providing a permanent space for the collection of 

material culture from both the Štafeta and Dan Mladosti. The same year, organizers began 

commissioning documentary short films from Yugoslavia’s foremost practitioners to chronicle 

the Štafeta and Dan Mladosti and to explore national values through the visualizing of histories, 

                                                
227 Ivan Čolivić, “Scale Models and Relays,” Herito. Heritage, culture & the present, no. 7 (2012), 19; 
“Informacija,” V-7-A, 1962 - 1963, Box 170. Arhiv Predsednika Republike. Архив Југославије (Archive of 
Yugoslavia), Belgrade, Serbia.; Hadžić, Mladost Beograd, 35 - 36; Leposavić, vlasTito iskustvo, 78 - 79; 
“Informacija,” V-7-A, 1960 - 1961, Box 169. Arhiv Predsednika Republike. Архив Југославије (Archive of 
Yugoslavia), Belgrade, Serbia: Interestingly, the narrative constructed around the National Liberation is as 
omnipresent in post-Yugoslavian scholarship as it was during the life of the country. 
228 Waldemar Kuligowski, “A Relay of Youth of the 21st Century. A Re-enactment of Ritual or a Grotesque 
Performance?” Cargo, vol. 10, no. 1 - 2 (2012), 50; Hadžić, Mladost Beograd, 98; Živojinović, “Die Stafette der 
Jugend zu Ehren des Marschalls,” 274; Dimitar Grigorov, “‘Рачунајте на нас.’ ‘Oдломак’ о Титовој штафети или 
Штафети младости,” In Друштвену историју (Belgrade: 2008), 108. 
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landscapes, runners, institutions and cultural happenings. For Yugoslavian filmmakers, as well as 

artists and choreographers selected to design batons or pattern dances, offering their talents and 

time to the program was a practical career move for audience expansion and financial support of 

their art.229  

 The assorted documentary images and repeated performances furnished an otherwise 

fleeting run with a longer duration, allowing the running body to pass through other life cycles in 

the media and enjoy a longer duration in the archive. Daily coverage enhanced and corroborated 

the Štafeta, its progression and pomp. The accumulation of photographs, films, other cultural 

objects and stories over time appropriated the running body for historical consciousness. To be 

able to view themselves in their experience of running and to view other bodies who carried out 

the same movements in times prior is, as Susan Sontag writes, a unique experience afforded by 

modern technologies.230 Past and present knowledge cohabited, springing from the same source 

of the running body. The purpose of the relay race was to articulate a fluidity of, an exchange 

between, national past and present. Each contemporary running body preserves and re-performs 

their sanctioned history, in other words, embodied storytelling. The transmission of the narrative 

is between one generation and another, and between one contemporary body holding a baton and 

the next.231 

                                                
229 Nadine Rossol, Performing the Nation in Interwar Germany: Sport, Spectacle, and Political Symbolism, 1926 - 
1936 (New York: Palgrave Macmillan, 2010), 2, 13, 34, 51; “Informacija,” V-7-A, 1960 - 1961, Box 169. Arhiv 
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Arendt, transl. Harry Zohn (New York: Schocken Books, 2007), 83 - 110. 
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 This multiplicity of production modes is precisely why the Štafeta penetrated the 

Yugoslavians’ visual, experiential landscape and body culture so considerably. Scholars today, in 

the post-Yugoslavia moment, do identify in the 1960s a fundamental failure in the intended 

affect of the relay races. The ideological breakdown is variously attributed to the rise of 

spectacular sports, the opening of curiosity to non-socialist creative trends and art histories, or 

the recalibration of definitions and notions of body culture.232 More commonly the 1980 death of 

Tito, who was the central token of nationhood and the goal line for the runners, is believed to 

have been the beginning of the end for the Štafeta. Despite the range of apocalyptic hindsights, 

the success of the Yugoslavian running relays in marshaling bodies and beliefs, for an impressive 

three decades, is widely agreed on.233 

 But, neither scholars nor artists have been moved so far to consider why a relay run.234 Of 

all the body techniques, of all the sporting events, of all the historical narratives ripe for 

manifestation, why running as a prime mover of State ideals? Why was the Štafeta so effective? 

We can build five educated hypotheses, based on the nature of the body motion. These 

hypotheses note running’s psychophysiological advantages, its political incorporations, and its 

narrative dimensions: 

 
( 1 )  Running as sport can be a source of pleasure for the runner and audience. Though the 

roles of endorphins were not formally identified until the middle of the 1970s, their rewards have 

                                                
232 Jerzy Kosiewicz, “Social and Biological Context of Physical Culture and Sport,” Physical Culture and Sport 
Studies and Research (2010), 6; Dubravka Djurić and Miško Šuvaković, eds, Impossible Histories: Historical 
Avant-gardes, Neo-avant-gardes, and Post-avant-gardes in Yugoslavia, 1918 - 1991 (Cambridge: MIT Press, 2003), 
XIV, 213; Kreft, “Days of Youth,” 11 - 13; and Branislav Jakovljević, “Handworks: Yugoslav Gestural Culture and 
Performance Art,” in 1968 - 1989: Political Upheaval and Artistic Change, eds. Claire Bishop and Marta 
Dziewańska (Warsaw: Museum of Modern Art, 2009), 41. 
233 Kreft, “Days of Youth,” 12; Stošić, “Body-name,” 115 - 116; and Živojinović, “Die Stafette der Jugend zu Ehren 
des Marschalls,” 274. 
234 Allen Guttman, “Sport, Politics, and the Engaged Historian,” Journal of Contemporary History, vol. 38, no. 3 
(2003), 363 - 365. 
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certainly been determining the psychophysiological conditions of the running body for long 

prior. Not only does sustained physical activity have positive outcomes for cardiovascular health, 

but studies both in the sciences and the humanities over the last four decades mutually conclude 

that running induces euphoric sensations, dampens depression and anxiety, boosts self-esteem, 

and even upraises one’s mood on par with that of meditation. The so-called “runner’s high” is 

experienced in amateur and elite athletes alike.235 A runner feels proud about self-prowess; 

oftentimes pleasure in bodily pain, however masochistic; and “wholeness” when a communal 

activity, since running in tandem induces empathy and resonance, intercorporeal relationships 

and embodied understanding. Running can be financially affordable, too, and therefore is an 

activity open to any abled body that has time to spare. Within reason, it can contribute to a higher 

quality of life, simply through a basic body movement.236 

 The runner’s audience, from all class and age and gender spectrums, is also attracted to a 

well-trained body. Yukio Mishima, in the author’s renowned text Sun and Steel (1970), writes, 

“It [is] a special property of muscles that they [feed] the imagination of others.”237 Roland 

Barthes’ views on the wrestler complements Mishima, in that he believes fans gain personal 
                                                
235 John M. Hoberman, “Sport and Political Ideology,” Journal of Sport and Social Issues, vol. 1, no. 2 (1977), 82 - 
84, 93 - 94; Crocker Peoples, “A Psychological Analysis of the ‘Runner’s High’ (Human Performance),” Physical 
Educator, vol. 40, no. 1 (March 1, 1983), 38 - 41; William P. Morgan, “Affective beneficence of vigorous physical 
activity,” Medicine and Science in Sports  and Exercise, vol. 17, no. 1 (February 1985), 94 - 100; Jane L. Harte, et. 
al., “The effects of running and meditation on beta-endorphin, corticotropin-releasing hormone and cortisol in 
plasma, and on mood,” Biological Psychology, vol. 40, iss. 3 (June 1995), 251 - 265; and Henning Boecker, et. al. 
“The Runner’s High: Opioidergic Mechanisms in the Human Brain,” Cerebral Cortex, vol. 18, no. 11 (2008), 2523 - 
2531. 
236 John Bale, “The Place of Pain in Running,” in Pain and Injury in Sport: Social and Ethical Analysis, eds. 
Sigmund Loland, Berit Skirstad, and Ivan Waddington (New York: Routledge, 2006), 67 - 68; Rossol, Performing 
the Nation in Interwar Germany, 34 - 38; Frans de Waal, The Age of Empathy: Nature’s Lessons for a Kinder 
Society (New York: Harmony Books, 2009), 48 - 54; Thomas Fuchs, “The Phenomenology of Body Memory,”  in 
Body Memory, Metaphor, and Movement, Sabine Koch, et al. (Philadelphia: John Benjamins Publishing Company, 
2012), 9 - 22; and Jeroen Scheerder, Koen Breedveld, and Julie Borgers, “Who is Doing A Run with the Running 
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7. 
237 Gerhard Rempel, Hitler’s Children: The Hitler Youth and the SS (Chapel Hill: University of North Carolina 
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York: Kodansha, 1970), 21 



 

   108 

enjoyment from the display of mental discipline transposed to visible physicality. The body in 

movement is a mode of nonverbal communication between runners and between runner and 

onlooker. When that movement (running) is explicitly impelled and defined by an external power 

(the Yugoslav government), then the message in the movement is far greater than the individual 

runner. The regime was not-so-subtly harnessing the sign of the runner’s body, in all its mass 

appeal and structured discipline, for the pleasure and representation of every Yugoslav body.238  

 “The function of the wrestler is not to win,” Barthes declares, “It is to go exactly through 

the motions which are expected of him.”239 The nonessential win and anticipated bodily activity 

is amplified by the Štafeta. Organizers advertised it as a relay race, though the running 

performance was without competition. Neither State documents nor media outlets disclose 

individual run times and mileages. This nonchalance is emblematic of the push on the part of the 

various associations of physical culture to focus on garnering mass involvement in leisure 

exercise, rather than rearing elite athletes. Matching their disinterest in measuring performances 

is their indifference to improving the speed in which the relay is yearly accomplished. There 

appears a general lack of concern, perhaps borderline satisfaction, that the Štafeta needed to 

begin increasingly earlier in the spring in order to accommodate the growth in runner 

participants. Further still, though small changes were made here and there to local events 

surrounding the relay, the central festivity — the movement of the baton across the national 

                                                
238 Roland Barthes, “The World of Wrestling,” in Mythologies, transl. Annette Lavers (New York: Hill and Wang, 
1972), 16 - 19; and Jennifer Hargreaves and Patricia Anne Vertinsky, eds., Physical Culture, Power, and the Body 
(New York: Routledge, 2007). 
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landscape and between one runner and another — remained in its essence the same for thirty-two 

years.240  

 Though the running movement in these instances are highly disciplined and therefore 

politicized, the possibilities for pleasure and enjoyment within such structures or strictures 

should not be underestimated. Especially so, the possibilities for pleasure and enjoyment to 

intervene in the imposed representation and exploitation of body movement. Even if 

sociopolitical order is the foundation and goal of the running body, an individual body can 

transcend the ordered movement in a way that becomes mimicry, sometimes intentionally, 

sometimes not.241 

 
( 2 ) The expectation is that running sculpts critical faculties. In addition to the health and 

wellbeing inherent in the “runner’s high” and the opportunity for social bonding, runners 

performing for sport are believed to be a model for moral and physical refinement.242 In the 

context of the Štafeta, then, the moral and physical refinement of local runners, who move 

through their public spaces according to the guidelines set by the State, is meant to be associated 

with the cultivation and strength of the Yugoslav nation as a whole. The trend in official 

                                                
240 Otto Penz, “Sport and Speed,” International Review for the Sociology of Sport, vol. 25, no. 2 (June 1990), 159, 
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Utopia, 261 - 263. 
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textbooks about the Štafeta, textbooks so prominent as to still today be housed in the collection 

of the Archives of Yugoslavia in Belgrade, is to preface the histories of the relay races with, first, 

its historical background and, second, its contemporary context. In hot pursuit of those is the 

esteem-worthy character of the runners. The narratives about the Štafeta, the patterns charted for 

it, the training encouraged for it, the comprehensive organization and programming of it: the 

relay runs were never just about the sport, about running or about a Cartesian body. Runners are 

written with heroic descriptors. Running sailors are “courageous,” running pilots are “fearless,” 

and young running pioneers “fight and persevere,” just as Tito did. Everyone runs along the 

newly constructed roads that were the roads of their “hearts,” and each pass of the baton 

becomes additions to the annals of their “great” national history. “I sa svakom štafetom rasla je 

Jugoslavija,” exclaims Yugoslavian journalist Branko Popović. “And with each relay, 

Yugoslavia grows.”243 

 One saga is of the year the baton passed through Ogulin, a Croatian town nestled between 

the capital Zagreb and the Adriatic coast. Winter was lingering, and the Štafeta’s map had the 

runners heading over the Klek mountain. Reports relived the adventure from start to finish. The 

alpinists from Zagreb tasked to scale the mountain with Tito’s baton woke to a gloomy morning 

and winter storm. Plans of action were hatched beside a “warm hearth,” while the most confident 

of the group galvanized the others. Once outside, the carriers were met with roads of ice and 

mountain walls of snow, while wind “whipped the faces of the brave young men.” A grueling 

eight hours later, after running turned to climbing, the alpinists successfully completed their 

                                                
243 See as a great example: Titova Štafeta (Belgrade: Partizan, 1956). Ana Petrov, “Telesni projekti i regulacija 
normativnog tela: uloga fizičke kulture u Jugoslaviji,” Institut za etnologiju i folkloristiku iss. 51, no. 2 (2014), 95 - 
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“duty,” in order that the relay race could continue.244 Overcoming all odds is frequented by the 

Štafeta’s narrators. Alpinists famously summited the Triglav peak in 1949, an adventure always 

written in connection with Yugoslavia’s split from the Soviet Cominform the months just prior. 

Batons, with written histories and notes to Tito tucked safely inside, went on scuba dives with 

local professionals, flew through the air with para-jumpers, were passed between grandfather and 

grandson, an intergenerational exchange. Terrain was no match for the relaying Yugoslavians, 

their grit and their set narrative itineraries.245 The individual body of the runner was 

foregrounded, yet the collective body of the nation was its target. 

 From the body-state metaphor to the body-mind synthesis, various revivals of Greek ideas 

have been commonplace in Europe dating back to the eighteenth century, and oft repeated by 

historians and art historians since then. Greek philosophies and aesthetics are woven, sometimes 

tacitly, into the fabric of European societies, for example harmonic beauty within Enlightenment 

intellectualism or fascist Germany’s desire for chiseling the perfect physique. What if we include 

in these discourses on Greek revival a study of body motion and its place in aesthetics? What I 

mean to say is this: the roots of running culture are in Greece. The ancient Olympic Games 

organized only running races at first, and when other sports were added, running was still 

pedestaled. The history of the marathon is based on the much mythologized run of the Greek’s 

messenger Phidippides, for whom running functioned as a communication device during the 

Battle of Marathon. The first long-distance marathon to be included in the modern Olympic 

Games was held in the summer of 1896, hosted by none other than the Greeks in Athens.246 If 
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Kenneth Clark is correct in his argument that the athletic activities of the Greeks’ body were 

bound to their philosophical beliefs in the body, then it might also be argued that running was 

one such activity that peculiarly satisfied their ideals of a spiritually and physically perfect being. 

The Yugoslavians’ operation of the running body, their prioritizing of the human body from its 

athletics to its aesthetics, could then be further analyzed in light of its Greek revivalist 

undertones. The running body, in this case, can be understood as an intellectualized and 

spiritualized movement, one with an underlying wisdom and visible beauty.247 

 
( 3 ) Running is a demanding body technique, though one that can be exploited for political 

ends. Running takes mental and physical effort. In the context of sports, at least, it is safe to say 

that running is a conscious action. The longer the duration of the run, the more conscious of body 

movements the runner becomes. Rational logic can also point to healthy living and training in 

order that a run be efficient and ideally pain-free. In other words, running requires a particularly 

disciplined body-mind lifestyle that needs to be sustained over time. To prepare for participation 

in the Štafeta, then, involved more thoughtful, wholesome commitment and self-discipline than 

just the formal performance of the relay in the spring months. For example, the local school 

system promoted the Štafeta by coordinating exercises during the course of the week. The 
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subtext of such a State-urged lifestyle is a regular, regulated maneuvering of the citizen’s body, 

which involved far more than the Štafeta and 25th of May performances alone.248 

 That the Štafeta launched in the postwar years to great success may be in part owed to the 

changing tides in European cultural and intellectual interests in sports. As early as the first 

decade of the 1900s, sociologists, psychologists, and philosophers were examining the 

relationships — and potential for relationships — between physical sports and political ideology. 

Two schools of thought emerged during the interwar years: one whose tone turned far more 

critical of mass culture and the political appropriation of sports, for instance at the pen of the 

Frankfurt School theorists, and the other more conservative faction that hailed sports as essential 

for morality, a prescription for idleness, and an important role model in society.  The aesthetic, 

chivalric hero-athlete becomes inspiration for onlookers. Not to mention, when there is no 

competition between the athletic bodies, when those runners are simply demonstrating their 

faculties alongside other runners, then everyone in the audience is team Yugoslavia, team State. 

Though intellectual interest in the humanities and social sciences wavered in the 1940s, mass 

sports were snowballing to the point of a spectacle sport boom in the 1960s and an influx of 

amateur roadrunners, recreational athletes, and social sensation seekers. So the Štafeta came at 

the heels of new opportunities to image the running body, as discussed in Chapter One, as well 

as in a moment when discourse on sports was budding and the popularity of running at the grass-

roots was expanding.249  
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 To be sure, the Yugoslav Party was not alone in their belief in physical education and 

athletic spectacles as being a place of great political potency, of signifying individual capability 

and fostering communal ties. For Hitler’s Third Reich, the boundary between organized sport for 

leisure and compulsory sport for military was in some ways an indistinct one. In each instance, 

officials blanketed basic body activities in personal and public cultivation. State-sponsored 

curriculum sports made for strong German bodies, spelling a celebration, or at least an appeal, of 

the political body.  To join the Hitler Jugend, all young candidates had to pass a physical activity 

test, including various types of running, and then work to maintain that virility during war 

training. The difference between Hitler’s model and Tito’s is that the former developed a highly 

controlled condition for running, disallowing free movement by and large, and pitted German 

bodies against one another, evoking a “survival of the fittest” mentality to push the running body 

to its limits. But both dictators, and Stalin, too, considered running fundamental to enhancing 

physical culture and cunningly ordering body movements, patterns, and sensations.250 

 
( 4 ) Running engages the environment in which the motion takes place. Before gyms with 

treadmills were all the rage, running typically took place outdoors. By now, we are all too 

familiar with the telltale signs of transitional governments and their tactics to clinch the matters 

of history. Curriculum choices for history in schools comply with State ideological strictures; 

professional historians toe the line of the official standards for historical narratives; landmarks 

such as historical buildings or cultural institutions adjust their narratives and sometimes even 

                                                
250 Jean-Denis G.G. Lepage, Hitler Youth, 1922 - 1945: An Illustrated History (London: McFarland & Company, 
Inc.,2009), 72;  Paul Christesen, Sport and Democracy in the Ancient and Modern Worlds (Cambridge: Cambridge 
University Press, 2012), 226; John R. Tunis, “The Dictators Discover Sport,” Foreign Affairs (July 1936). Archived 
online; Barbara Keys, “The Body as a Political Space: Comparing Physical Education under Nazism and Stalinism,” 
Germany History, 27, 3 (2009), 395 - 413; Lorenz Peiffer, Sport im Nationalsozialismus: Zum aktuellen Stand der 
sporthistorischen Forschung (Göttingen: Verlag Die Werkstaat, 2004, 2015), 47 - 51; and Michael H. Kater, Hitler 
Youth (Cambridge, Mass: Harvard University Press, 2004).  



 

   115 

their names.251 It is my belief that the real success of Tito in subduing Yugoslavian histories was 

his site-specific bodily games. His impression on body memory — his hope to shape the 

phenomenological experience of bodies whose memories and postmemories were weighed down 

by the World Wars, the Holocaust, and the Cold War struggles — was cloaked in endorphins and 

adrenaline, in sport play and holiday excitement, in bodies disciplined in the very city spaces 

where history was conducted and their everyday lived.252   

 In Running Cultures, John Bale explains that “sportized runners” (athletes) rarely oppose 

or resist power authorities while running, exceptions being only symbolic defiances such as the 

color of clothing denoting one idea or another. Even when athletes do actively protest, they never 

do so on the running track. Real, potent defiance, he says, takes place “beyond the boundary” of 

the race and the track. If such is indeed the case, then the Štafeta transformed the landscape of 

the Yugoslav nation into what was essentially a running, racing track. Through daily trainings as 

in the yearly performances, the runners bonded with the space, associating it with self-discipline 

and appropriate sporting behavior. Bale writes, “Athletes follow a well-defined script. A track 

race cannot be an anti-race race, an anti-colonialism race, an anti-class race or an anti-drugs race 

in the way a book, dance, play or poem might be.” The participants of the Štafeta were, in effect, 

site-conditioned.253 
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253 Irmgard Bartenieff, Body Movement: Coping with the Environment (New York: Routledge, 2002), xiii; and John 
Bale, Running Cultures: Racing in Time and Space (London: Frank Cass, 2004), 110 - 111: Two things that I have 
not found in the secondary literature and was not able to uncover while in Zagreb and Belgrade are training 
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( 5 ) The running body recurs in representations of revolution and war. There is something 

about running that evokes mental images of fear, violence, aggression, or desperation — the 

bodily experiences of modern conflicts. In no small way would I attribute such evocations in the 

twentieth and twenty-first centuries to the camera’s position within revolutions and wars. The 

contemporary photographic landscape is now inundated with images of running bodies. One 

unforgettable scene, now put on repeat in the histories of photography and the histories of war, is 

Pulitzer Prize winning 1972 photograph ‘Napalm Girl.’ 254 The image is of five Vietnamese 

children, with one 9-year-old girl in the middle, stripped naked out of her burning clothes, 

running down the road towards the camera. An opaque, dark cloud fills the background. Diana 

Taylor would call such a historical image as this, one that continually performs in the present and 

that now serves as a mental and visual representation of the Vietnam War, a “memory-event.”255 

Other recent memory-events include images of people running through streets in Bosnia-

Herzegovina in the early 1990s, in Egypt during the Arab Spring, and now with Syria’s Civil 

War. 

 And, the running body has been consistently turned to as a channel of communication 

during conflict. Such was the case in the Battle of Marathon, the Incas in Peru, and the 

Yugoslavians in the Second World War. Tomislav Gotovac made an electrifying comment of 

Tito being a “great artistic figure.”256 Tito deployed aesthetics explicitly, for example by 

commissioning artists to design the batons and having choreographers construct dances for the 
                                                                                                                                                       
schedules for participating runners and any maps that plot the runs. These are the gaps I will fill in with subsequent 
research for my book manuscript. 
254 An archive of Nick Ut’s photographs from this day in 1972 are available on AP Images’ website: 
http://www.apimages.com/Collection/Landing/Photographer-Nick-Ut-The-Napalm-Girl-
/ebfc0a860aa946ba9e77eb786d46207e. 
255 Diana Taylor, “Past Performing Future: Susan Meiselas’s Reframing History,” in Susan Meiselas: In History, ed. 
Kristen Lubben (New York: International Center of Photography, 2008), 236. 
256 Leposavić, vlasTito iskustvo, 100. 
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25th of May celebrations. He also deployed aesthetics implicitly, by operating the lyrical and 

descriptive power of bodily expressions. It would seem apt to articulate the Štafeta as a yearly re-

performance of a history, with the runners in essence enacting and re-enacting a nostalgic motion 

in the history of the People’s Liberation Movement nearing the end of the German occupation of 

Yugoslavia. The re-performance of their history is in no small way akin to the strategy of 

performance artists like Marina Abramović today.257 I would argue that Tito used the running 

body to re-perform Yugoslavian history for strikingly similar purposes. Citizens who did not 

themselves witness the world wars embodied or cheered on the heroism retold in their national 

narratives. With the change in running routes and the multimedia platforms, the State guided the 

interpretation and re-interpretation of the past through contemporary happenings, present bodies. 

This is driven home by the fact that the runners are literally carrying historical narratives in their 

hands, inside the batons. And like a work of art, a sports body is universal, a common property, 

leading to a more accessible and comfortable history between different generations and different 

ethnicities.  

 The choreography of the running body, at least in Tito’s case, controls the metaphor of 

conflict and what might otherwise be out-of-control experiences of the body. Instead, running is 

deployed in a way that is collaborative and contained, tailored by sport rules and pre-defined 

figurations through space and in time. It becomes a thread of continuity in narrating the past and 

a microcosm of the potential social dynamic in the present. The Štafeta was a sport with the 

typical external purpose of providing pleasure yet the particular internal purpose of integrating 

Yugoslavia’s regions and peoples therein. Through narrative itineraries and historical identities, 

                                                
257 Marina Abramović, et al. Marina Abramović: Seven Easy Pieces (New York: Charta 2007), 10 - 11. 
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it was meant to smooth over what was the actual divisive contemporary history of revolution and 

war in the Balkans.258 

 

2.3 Running as Potentialized Space 
 

We live in an age of universal investigation,  
and of exploration of the sources of all movements. 

Alfred de Vigny, Cinq-Mars (1826) 
 

In a discussion of social relationships, aesthetic productions, and spatial organization, Jacques 

Rancière argues that art, no matter the medium, can act as a sort of “middle ground” where 

actual social space is reformatted into a potentialized space. It would not be far afield to argue 

here that Tito’s Štafeta, in its coupling of body culture and expression as a powerful discursive 

mechanism for the production of history and identity, worked like Ranciére’s “middle 

ground.”259 The body technique of running, as such, can be critically engaged as both a politic 

and an aesthetic, and by both politicians and artists.  

 In an incredible twist, one that seems too perfect an end to the proceedings of the Štafeta 

to be real but is indeed true: the relay race was famously dismantled in 1987 by an artist 

collective out of Slovenia, the Novi kolektivizem (NK, New Collectivism), designers who were 

part of the larger creative network Neue Slowenische Kunst (NSK, New Slovenian Art). The NK 

submitted a poster design of a brawny, naked male running determinedly forward, bearing a 

                                                
258 Allen Guttmann, “Faustian Athletes? Sports as a Theme in modern German Literature,” Modern Fiction Studies, 
vol 33, no 1 (Spring 1987), 21 - 33; Norbert Elias and Eric Dunning, Quest for Excitement: Sport and Leisure in the 
Civilising Process (Dublin: University of College Dublin Press, 2008), 51 - 52, 193; and Gerald Siegmund and 
Stefan Hölscher, “Introduction,” in Dance, Politics, and Co-Immunity, 9: Elias argues that tension and conflict are 
inherent features of sports-games. Siegmund and Hölscher set up a similar comparison between war and dance, with 
the former being tension and conflict of moving bodies and the latter being order and its veil of playfulness of 
moving bodies. 
259Jacques Rancière, “Aesthetic Separation, Aesthetic Community: Scenes from the Aesthetic Regime of Art,” Art & 
Research 2 (2008). See also: Jacques Rancière, Aesthetics and its Discontents (Malden: Polity Press, 2004); and 
Jacques Rancière, The Politics of Aesthetics: The Distribution of the Sensible (London: Continuum, 2006):  The 
French theorist did go so far as to argue that politics is aesthetics, and therefore art is fundamental in understanding 
society. 



 

   119 

relay baton and Yugoslavian flag. The Štafeta’s organizers accepted the design, mass distributed 

the image, and awarded it first place in the poster competition for the 1987 race. In actual fact, 

the design was an almost identical appropriation of Nazi artist Richard Klein’s 1936 The Third 

Reich, an appropriation exposed in a letter to the editor of a Serbian newspaper. The “poster 

scandal,” as it has come to be referred, generated quite the response. The idea that the 

Yugoslavians could adopt and claim Nazi symbolism, the very regime against which the 

People’s Liberation Movement was fought, was the final nail in the coffin to an already declining 

State-wide event. The Štafeta would not be run the following year.260 

 Contemporary artists and cultural theorists are still today moved to address the Štafeta 

and its festivities. Marta Jovanovic developed a body of work (2011) in multiple medias — 

including the performance 25. Maj (25 May), sculpture LjubavSrecalstina (LoveFortuneTruth), 

and video and photographic series Pionirka (Pioneer) — on Tito’s symbolic framing of bodies, 

from youth uniforms to museum architectures, and the material and bodily remnants of those 

symbols.261 Olja Triaška Stefanović’s Štafeta mladosti (Relay Race of Youth) (2014) was a 

project in which the artist turned curator, filling gallery spaces with her own photographs of still-

existing monuments and with actual found cultural objects, highlighting the visual and material 

artifacts that served to cognitively, ideologically support the race.262 The film Yugoslavia, How 

Ideology Moved our Collective Body (2013) and video installation Mass Ornament #1, both 

                                                
260 Leposavić, vlasTito iskustvo, 174 - 177; Igor Zabel, “Art and State: From Modernism to the Retroavantgarde,” in 
Eseji I: o moderni in sodobni umetnosti (Ljubljana: Založba, 2006), 319 - 325; Marina Gržinić, “Neue Slowenische 
Kunst,” in Impossible Histories, 254; and New Collectivism, ed., Neue Slowenische Kunst, transl. Marjan Golobič 
(Hong Kong: Paramount Printing, 1991), 271 - 286: The NK proclamation regarding the poster provocation reads: 
“New Collectivism has, within the frame of new state ideologies, redesigned and exposed the old classicist form of 
man, based on the principle of extra-temporal humanist ideals, into a new value, to be dictated by concrete historical 
events. The political poster YOUTH DAY by New Collectivism has a soothing influence on stable minds and is a 
disturbing appeal to the masses.” 
261 Jovanovic is a New-York based artist (b. 1978, Belgrade). Artist’s website: http://www.m-art-a.net. 
262 Stefanović is a Bratislava-based artist (b. 1978, Novi Sad). Artist’s website: 
http://oljatriaskastefanovic.blogspot.com.au/?view=timeslide. 
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produced by Marta Popivoda, explore the intersections of mass mentality, public space, and 

choreographed bodies in the context of former Yugoslavia, inserting the Štafeta into a larger 

ideological paradigm of State performances.263 

 Not only reflecting but shaping the thoughts about personal and collective histories, these 

artworks were all developed within the folds and re-folds of the Balkans in transition, 

investigating Yugoslavian body culture and identity after Yugoslavia, and within the discursive 

context of “Titostalgy” or “jugonostalgia,” a nostalgic return to aspects of Tito’s government and 

the Yugoslavian past.264 For the Štafeta and Dan Mladosti to be a reappearing topic today reveals 

how it constitutes a substantial layer of Yugoslavian and Balkan culture and history. The 

effectiveness of the relay run is also visible in its central presence during an ethos in which 

ethnic animosities in the Balkans were kept in a relative state of balance, in the impressive 

growth of the relay and its lifespan of over three decades, and in the fact that, since 2008, there 

are grassroots movements in some areas of former Yugoslavia to continue the tradition of relay 

running on the 25th of May.  

 Popular response to the resurgence of the Tito relays is, as one might expect, a mixed 

bag. Proponents argue that resuscitating the relays is an opportunity to commemorate — rather 

than recoil from — their past, to remember a bright spot in their collective history, and to 

introduce a new generation to a culture, the Yugoslavian culture, that is still at the roots of 

contemporary Balkan cultures. Skeptics level jugonostalgia and an empty call to the cult of Tito 

                                                
263 Popivoda is a Berlin- and Belgrade-based artist (b. 1982, Belgrade). Artist’s website: 
http://www.martapopivoda.info 
264 In fact, the relay’s eventual success was foreshadowed by Stalin’s regarding the relays with suspicion. His 
demand for Tito to cease the Štafeta and accompanying celebrations helped prompt Yugoslavia’s famous 1948 
withdraw from the Soviet Union’s Eastern Bloc. According to Yugoslavian historians of the time, this was because 
Stalin saw the relay as a threat to his being the most powerful figure in the region. Indeed, the agreed-on assessment 
of the relay was its being an important device in deepening the “Tito effect,” which most basically defined is Tito’s 
uncanny ability to inspire such devotion and adoration in his peoples. 
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against the relays.265 I have argued in other research about Eastern Europe’s socialist past that 

nostalgia might be better framed as invoking that past’s peoplehood, rather than its statehood.266 

With the Štafeta’s having an effect on community building, spatial bonding, and 

psychophysiological experiences in mind, I believe the same nostalgia for the peoplehood and its 

sensations can be said of the re-performance of relay running in various regions of the Balkans 

today. 

 With so many participants training their bodies year-round for the relay between 1945 

and 1987, their everyday was being structured through practices of running, yet abstract 

consciousnesses like history, memory, and identity, too, were at stake. To think 

choreographically of the way in which Tito organized bodies in the spaces of Yugoslavia is to 

understand how he deployed aesthetics not only in a once-a-year spectacular performance. He 

injected it into daily body movements, knowledge, and memories of his subjects, building 

relationships to bodies and spaces in a way other than with language. A body technique, running, 

was approached aesthetically for a sociopolitical function. What does it mean, then, for this same 

body technique to emerge in the performance work of artists contemporary to the Štafeta? 

 
 
 
 
 
 
 
 
 
 
 
 

                                                
265 Kuligowski, “A Relay of Youth of the 21st Century,” 56 - 57. 
266 Meg R. Jackson, “Storyable Images: Manfred Beier’s Private-to-Public Archive,” Photography and Culture 
(2016). 
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2.4 Running as Artistic Gesture 
 

This running up against our body … is yet the outermost outside  
in its most intimate sense, the first partition that differentiates us  

from ourselves, makes us the ‘inner being’ lodged in it like the face  
in a hedgehog; and yet: our very body, with its hands, feet, eyes, ears,  

all the parts we enumerate as ‘us’; this perplexing tangle generally unfurls  
only in response to the loving comportment of an other, who alone legitimates,  

in a manner we can bear, our body as ‘us.’ In a ‘creative person,’  
though, these components perpetually loosen and renew their ties:  

which is why, instead of repetition, new reality emanates from him.  
Lou Andreas-Salomé  (c. 1900) 

 

Performance art takes on different meaning according to the time and space of the performance, 

the invisible and visible properties of the artist and viewer, the nonmovement and movement of 

the body.267 We are beginning to read more often in art history and history about the active body, 

the live body, the embodied body, in other words, the body in movement.268 What needs to be 

recognized, however, is that body movements are not used equally. They do not act equally, or 

signal equally, affect equally or recover equally. Walking is different from jumping, which is 

distinct from skipping, which is unlike running. Likewise, running in the United States is 

different from running in Germany, running in the 1940s is distinct from running in the 1980s, 

which is unlike running in Bosnia today. And so on. The purpose of the section below, 

admittedly a purpose that seeps into the previous and coming sections, too, is to take a step back 

from the sweeping estimation of a “moving body” to begin to investigate the idiosyncrasies of 
                                                
267 These binaries are informed by the following texts, respectively: Amelia Jones, Body Art/Performing the Subject 
(Minneapolis: University of Minnesota Press, 1998); Peggy Phelan, Unmarked: The Politics of Performance (New 
York: Routledge, 1993); and Asef Bayat, Life as Politics: How Ordinary People Change the Middle East 
(Amsterdam: Amsterdam University Press, 2010, 2015): Because Bayat is relatively new to me, and perhaps lesser 
known than Jones and Phelan as of yet, I thought I might quickly quote from him the notion of ‘nonmovement,’ 
which I find profoundly interesting.“The vehicles through which ordinary people change their societies are not 
simply audible mass protests or revolutions, even though they represent an aspect of popular mobilization; rather, 
people resort more widely to what I will elaborate as ‘nonmovement’ — the collective endeavors of millions of 
noncollective actors, carried out in the main squares, back streets, courthouses, or communities” (ix). I know it has 
an air of de Certeau to it, but what I appreciate is his terminology and non-Western perspective.  
268 See: Paul Connerton, The Spirit of Mourning: History, Memory and the Body (Cambridge: Cambridge University 
Press, 2011); Jennifer Hargreaves and Patricia Anne Vertinsky, eds., Physical Culture, Power, and the Body (New 
York: Routledge, 2007); Meredith Morse, Soft is Fast: Simone Forti in the 1960s (Cambridge: MIT Press, 2016); 
and Bojana Cvejić and Ana Vujanović, Public Sphere by Performance (Berlin: b_books, 2012). 
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one body movement. How is the running body trained, choreographed, and performed? What 

was its position and its potentials at the nucleus of international performance art in the middle 

decades of the twentieth century, and how might it traverse old Cold War divides? I argue that 

impressions of public performances of the running body can be based on social conventions, 

artistic processes, body politics, and media interventions.  

 Take a now-famous art happening in 1971 Yugoslavia: Tomislav Gotovac running naked 

through the bustling Sremska Street in Belgrade yelling “I am innocent!”269 The occasion was for 

the film, Plastični Isus (Plastic Jesus) (1971), that Gotovac coauthored with fellow student 

director Lazar Stojanović. The film commingles found documentary footage with original 

footage, quotidian goings-on in Belgrade with major historical events like the 1968 

demonstrations, political and religious references with sexual commentary, the fourth wall with 

direct monologue to the viewer, Tito’s Communism with Nazism, Soviet Communism, and U.S.-

American Capitalism. For the streaking scene, the main character (Gotovac) finds himself in 

down-and-out circumstances when he is drugged and his clothes purloined. He begins running 

down the street, heavily populated with the daily affairs of a city center, only to be stopped by 

police, taken into custody, and hair shaven from head to chin. This is believed to be the first 

showing of a naked man on film in Yugoslavia, and the first incident of a man streaking in 

Yugoslavia, too.270 

 Plastic Jesus was an absolute scandal. And, Stojanović admitted in an interview recently, 

it was consciously so. State officials banned the film prior to its release, arrested the director in 
                                                
269 Tomislav Gotovac (b. 1937 - d. 2010). Born in Sombor, Kingdom of Yugoslavia (today Serbia), though raised in 
Zagreb and identified as a Croatian artist. 
270 Plastični Isus, directed by Lazar Stojanović (1971; Beograd: Center filmskih, Akademija za pozorište film radi, 
2008); Tamara Nikčević, “Lazar Stojanović - intervju,” Peščanik (17 August 2013). Online; Nick Pinkerton, “Lazar 
Tag,” Artforum (15 April 2016). Online; and Georg Schöllhammer, “Faun, Narcissus, Silenus. Tom,” published on 
the occasion of the 54th Venice Biennale Croatian Pavilion’s exhibition, One Needs to Live Self-
Confidently…Watching, curated by What, How & For Whom/WHW (4 June - 27 November 2011), 10. 



 

   124 

1972, and barred Gotovac’s filmmaking and graduation from the Academy of Performing Arts in 

Belgrade for five years. Though Plastic Jesus was censored, one scene managed to escape total 

suppression in the form of photographs of the happening: Gotovac, wildly haired, body exposed, 

eyes cast down and feet bared. His running stride slices through the cobbled street amid cars, 

shops, and pedestrians, who are walking, clothed, staring. Because his vision of mediums and of 

art and life was borderless, the streak tripled as artist’s performance, life event, and film action. 

The binding element, for Gotovac, was the structure, the movement:  

On the one hand I am expressing my awe towards the rhythm of things which I recognize among others, but 
at the same time it is struggling within me: well, where are you?! And it is not enough for me to be my own 
movie, that as soon as I open my eyes in the morning, I am watching a film. No, I mean, look… that may 
seem funny but to me that is the greatest thing, that: a movie. But considering that I cannot present my eyes 
to the crowd and say look, that has to come out somehow.271 

  
His first love was film, but between a poverty of technical equipment and the State’s close 

supervision over filmic productions like Plastic Jesus, Gotovac had to think up alternative ways 

to create a cinema-like experience, a desire that coursed through his artwork no matter the 

medium.272 His conviction, one often repeated, became that all life was art, and all art life. 

Everything was a constructed, directed moving image, even his performances. “It’s all a movie,” 

he famously declared.273 

 Frequently making explicit references to other filmmakers and films in his own works, I 

suspect Jean-Luc Godard’s Bande à part, in some measure, kindled Gotovac’s run. A film seven 

years Streaking’s senior, Bande à part shares with the performance the radical desire, though to a 

much more jarring and confrontational degree, “to create an extraordinary situation for myself 

                                                
271 Ješa Denegri, “The Individual Mythology of Tomislav Gotovac,” in Tomislav Gotovac, ed. Aleksandar Battista 
Ilić and Diana Nenadić (Zagreb: Tiskara Puljko, 2003), 272, 289. 
272	“Gallery	of	Contemporary	Art	in	Zagreb	and	the	Museum	of	Contemporary	Art	in	Belgrade:	Possibilities	
71,”	in	As	Soon	as	I	Open	My	Eyes	I	See	a	Film:	Experiment	in	the	Art	of	Yugoslavia	in	the	1960s	and	1970s,	ed.	
Ana	Janevski	(Warsaw:	Museum	of	Modern	Art,	2010),	36,37.	
273 Denegri, “The Individual Mythology of Tomislav Gotovac,” 268. 
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and/or others, a drastic combination of intimacy and publicness,” as Gotovac said of the run.274 

To streak, particularly in the 1970s when running naked in public was a fad of epic and 

international proportions, was to create a personal and political event for the runner and his 

unsuspecting audience. In the United States, streaking became a media event spectacle. In 

Yugoslavia, Gotovac’s Streaking was muted; the event would not be covered in the official mass 

media outlets.275 The swallowing of Streaking’s spectacle becomes a story of its own, one about 

the primacy and control of the everyday street space, as well as the bodily behaviors and motions 

defined and confined therein. Gotovac vocally, eccentrically, vehemently, to the point of illegally 

experimented with his body and the images of his body to choreograph ab-normal rhythms, 

sensations, and circumstances for himself and for others. 

 In other words, this “extraordinary situation” would not be Gotovac’s last run. In 1972, 

when prohibited by the Yugoslavian government to produce films and actions, the artist resorted 

to writing a conceptual text, complete with a poetic narrative of a running body, for the New 

Serbian Stories anthology.“Group Enjoyment in Open and Closed Spaces” appeals to the 

reader’s imagination in the absence of the artist body’s actualization, as his story weaves a 

fictitious happening built from an everyday potential. An excerpt: 

Let us assume you have found the village. Let us assume it is night, a clear night. Having ascertained how big 
the village is, where it is located in the countryside, pick a good, fairly large meadow. Start running, slowly at 
first then quicker and quicker. Run as long as you can, until you have a coppery taste in your mouth, until you 
feel your lungs are going to burst from coughing (if you are a smoker), keep running until you collapse from 
exhaustion. When you can no longer run, get together with the others.276 

                                                
274 Tomislav Gotovac, Goran Trbuljak, Hrvoje Turkovic, “It’s All a Movie: A Conversation with Tomislav Gotovac. 
Interview Conducted by Goran Trbuljak and Hrvoje Turkovic,” in As Soon as I Open My Eyes I See a Film, 88; and 
“It’s all a Movie: A Conversation with Tomislav Gotovac,” in Tomislav Gotovac, 289: Godard’s film Bande à part 
is expanded on more in Chapter Three. 
275 Darko Šimičić. Email correspondence with the director of the Tomislav Gotovac Institute. Zagreb, Croatia-
Tucson, Arizona. January 23, 2016: The only action of Gotovac’s to be covered widely was Action 100, because it 
coincided with the Zagreb Music Biennial and therefore had an exceptionally large audience. 
276 Goran Petercol, “Tomislav Gotovac,” published on the occasion of the French exhibition Avant-Gardes 
Yougoslaves (Association Française A’Action Artistique and Ministère des Affaires étrangères, 1989 - 1990), 50 - 
54; “It’s all a Movie: A Conversation with Tomislav Gotovac,” 294; and Tomislav Gotovac, “Group Enjoyment in 
Open and Closed Spaces,” in One Needs to Live Self-Confidently…, 37 - 39, 
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It is irreverent, as running was what in part forced his body’s silence in the first place; public and 

participatory, considering its mass distribution and instructional tone; and extreme, proposing a 

body to be pushed to its limits at the day’s end.  

 In 1979, able now to return to his cameras and body, the artist stripped for the second 

portion of his performance Action 100, running back and forth between a grid he drew with a 

chalk at Zagreb’s Trg Republike (Republic Square). He ran with a shopping bag through a 

Zagreb park in 1979, with a death mask on in a field in Duzica in 1985, and against a firehose in 

1998 for a performance entitled Fuck the Government that Voted for Tax on Books. Sometimes 

the artist was dressed, oftentimes not.  Across mediums, repetition was instrumental to his 

process, as was duration and reduction. The intersection of the three affords an opportunity to 

analyze the structures or designs of creativity. Gotovac would replace “creativity” with “reality,” 

too: The intersection of the three affords an opportunity to analyze the structures or designs of 

reality.277 Running for Streaking certainly helped to catalyze his career and notoriety as a radical 

artist. But, to continue to perform iterations of the movement over three decades, Gotovac goes a 

step further in offering an analyzable pattern. Dressed or undressed, in the urban landscape or in 

the countryside, systematized by communism or capitalism, filmed or performed or written, his 

running body continues to pose itself as variable, drastic, unnatural, absurd and extreme. To 

return to running time and again suggests that the body movement never lost that appeal to 

Gotovac.278  

                                                
277 “Characteristics of Tomislav Gotovac’s Films,” Box 85. Arhiv Umjetnika. Muzej suvremene umjetnosti Zagreb 
(Museum of Contemporary Art Zagreb), Zagreb, Croatia; Amy Bryzgel, “Tomislav Gotovac” Performing the East, 
scholarly blog. Online; Hrvoje Turković, “Tomislav Gotovac: Observation as Participation,” in Tomislav Gotovac, 
277; Aleksander Ilić, “Letter from Zagreb,” Flash Art vol XXXII, no. 207 (Summer 1999), 70; and Branka 
Stipančić, “‘Zame je resničnost umetnost,’ Intervju s Tomislavom Gotovcem,” Vijenac, no. 123/VI (8 October 
1998). 
278 Schöllhammer, “Faun, Narcissus, Silenus. Tom,” 10. 
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 Gotovac’s running body can be observed as a challenge to Yugoslav aesthetics and 

politics. After a cultural change in the 1950s, the country’s policies on art significantly 

liberalized, especially in comparison to their Eastern European counterparts still under the Soviet 

sphere of influence. Though the State certainly maintained a close watch, Yugoslavian artists 

boasted an openness and tolerance in their cultural activities. Socialist realism was no longer the 

imposed de rigueur; artists were at liberty to experiment with avant-garde vocabularies like 

Expressionism and Futurism. Creative producers enjoyed notable cultural and economic capital, 

as well as access to both Eastern and Western scenes. Humanism in art overshadowed sublation 

among professional artists. Except, that is, for a handful of literary, theater, and cinema circles in 

city centers — Zagreb, Belgrade, Ljubljana, as examples — who began to critically explore 

Yugoslavian structures, it politics, histories, rhetorics. The Black Wave, Yugoslavia’s particular 

brand of experimental cinema in the late 1960s and early 1970s, led the counter-cultural move to 

reinsert art in social action, to practice in new processes and mediums, and to carve out a sort of 

interstice in a cultural scene strategically supported by the political one. Gotovac, as one might 

suspect in light of his interventionist-styled agendas, is historically associated with the Black 

Wave, and the so called “new art” that came to define the next generation of Yugoslavian artists, 

including Marina Abramović.279 

 When his performances and rhythms are anchored specifically to their local spatial, 

social, political referents, Gotovac’s running body invites another legibility.  The artist’s 

                                                
279 Piotr Piotrowski, In the Shadow of Yalta: Art and the Avant-Garde in Eastern Europe, 1945 - 1989 (London: 
Reaktion, 2009), 302 - 304; Gal Kirn, “New Yugoslav Cinema — A Humanist Cinema? Not Really.,” in Surfing the 
Black: Yugoslav Black Wave Cinema and its Transgressive Moments, eds. Gal Kirn, Dubravka Sekulić, and Žiga 
Testen (Maastricht: Jan van Eyck Academie, 2012), 11, 29 - 31; Aleš Erjavec, “The Three Avant-gardes and Their 
Context: The Early, the Neo, and the Postmodern,” in Impossible Histories, 52 - 53; Aleš Erjavec, “New 
Slowenische Kunst — New Slovenian Art: Slovenia, Yugoslavia, Self-Management, and the 1980s,” in 
Postmodernism and the Postsocialist Condition: Politicized Art under Late Socialism, ed. Aleš Erjavec (Berkeley: 
University of California Press, 2003), 137 - 138; and Marijan Susovski, ed., The New Art Practice in Yugoslavia, 
1966 - 1978 (Zagreb: Gallery of Contemporary Art, 1978), 3, 56 - 57. 
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unsanctioned run curiously resembles Tito’s sanctioned ones: both are staged in the spaces 

shaped for everyday activities, affect the spectator’s experience as much as the runner’s, and 

manifest power dynamics. Ironically, too, both men earned cult status in Yugoslavia. To enable 

running, Tito’s relay race functions as a balancing act of implied discipline and sportive 

companionship. His biopolitics insinuates into the choreography of runners whose willpower is 

conditioned in the spaces of their daily social practices.280 The body, at one of its most extreme 

movements, is reined in.  Gotovac, conversely, is a solitary, ungirt runner whose nakedness is 

loudly defiant, in effect making surveillance and structure visible. His performance is a gauge for 

body disciplining, or un-disciplining, and disrupts the organization of movements in public 

space. The relay is communal, celebratory, historical. The performance is individual, critical, 

resolutely present. 

 Both the Štafeta and Gotovac also have recourse to exceptional movement, the rhythm of 

running. Our built environments privilege vehicles and pedestrians. The running body, on the 

other hand, is the alternative, the maverick, that must orient itself to a social space not organized 

specifically for it. Or, perhaps, it must chart a foot path that is individualized, that is to say, 

disorganized. Gotovac’s shows us that Streaking, as bodily experiences of the self and of the 

onlooking pedestrians converge, was conceived as being one part psychosomatic, one part 

scopophiliac. I would argue the same of Tito’s performances of running. Gotovac aimed for 

extraordinary situations, in identifiable and visible public space, that together with the body and 

without words told a very clear story.281 Tito did, too. 

                                                
280 Bojana Pejić, “Unmaking Sex: Bodies of/in Communism,” written for the exhibition Wounds-Between 
Democracy and Redemption in Contemporary art (Moderna Museet, Stockholm, 1998), 74.; and Oksala, “From 
Biopower to Governmentality,” 322. 
281 Ana Dević, “Čelična Mreža,” in Antonio Gotovac Lauer: Čelična mreža, eds. Igor Zidić, Ana Dević, and Antonio 
Gotovac Lauer a.k.a. Tomislav Gotovac (Zagreb: Moderna Galerija and Studio Josip Račič, 2006), 2 - 3. 
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 The relay race and performance art in juxtaposition demonstrate how we invest 

movements with particular meanings, meanings made on account of different kinds of runs and 

runners. This is true even with examples of the running body within performance art of the 

1970s. For example, when Gotovac’s longtime friend, admirer, and unofficial mentee Marina 

Abramović, first experimented with performance art, she and her collaborator Ulay used 

variations of running movements.282 Relation in Space, presented at the Venice Biennale in 1976, 

was the pair’s first performance together and first in a series of “relation-pieces.” Their process 

began with an idea, often in the format of an instruction. Second, the artists determined a space 

within which to enact the performance. For the space to be established second tells us that the 

movement and interaction of their bodies was the central point from which all the other elements 

of their work can be analyzed. Third, the two synchronistically enter into the performance, 

physically and mentally, knowing that such synchronism will ebb and flow over the course of the 

art’s duration.283 

 Relation in Space follows this trajectory. Its instructions read: 
 

NO REHEARSAL 
NO PREDICTED END 
NO REPETITION.284 

                                                
282 James Westcott, When Marina Abramović Dies: A Biography (Cambridge: MIT Press, 2010), 41- 57, 146; 
Modus Vivendi (1979 - 1986). Marina Abramović/ Ulay. Neuer Berliner Kunstverein, Berlin, Germany: Gotovac 
and Abramović met at the Studentski kulturni centar (SKC) in Belgrade. Their friendship continued after Abramović 
left Yugoslavia. For example, Gotovac visited Abramović and Ulay in Amsterdam in 1979, when he filmed their 
project Communist Body - Fascist Body (1979): “Who the fuck needs more paintings?” Gotovac posed the question 
in 1970 to Abramović, who, at the time, was an art student and primarily painted. It was a question she clearly took 
to heart, a question preceding her more famous encounters with Joseph Beuys and other Western performance 
artists. Approximately a year later, she embarked on what would become a forty-five year and counting career 
devoted to pushing the boundaries of the art world as an artist, instructor, and archivist of performance art. The 
results of such devotion I find remarkable. My sentiment stems not as much from her colorful career (though indeed 
it is remarkable) or from her celebrity status today (though also remarkable in its own right, as it is in her own time). 
But more, it is her endurance in developing and promoting an artistic medium pushed to the outer edge of the art 
world, of serious critical consideration and collection, for much of that colorful career. 
283 Ulay/Marina Abramović, Marina Abramović/Ulay, Relation/Works: 3 Performances (Innsbruck: 
Hörtenbergdruck Telfs, 1978).  
284 14 Performances. Relation Work (1976 - 1980), Filmed by Paolo Cardazzo. Marina Abramović/ Ulay. Neuer 
Berliner Kunstverein, Berlin, Germany. 
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For one hour, two naked bodies, male and female, collide into one another in passing over and 

again, with the intention to increase their body speed over time. Walking strides turn more brisk. 

Abramović and Ulay run, crash into one another, then walk to the opposite corner. Run, crash 

into one another, then walk to the opposite corner. With the transition to a run, which itself only 

gains in momentum, comes the loudening of their bare skin at impact. Microphones capture and 

amplify the sound effects. Smack!…Smack! You wince on their bodies’ behalf. The focused 

lighting and white backdrop, picturing only their shadows in a manner reminiscent of Nam June 

Paik’s Zen for Film (1962 - 1964), ensures that attention is concentrated on the running bodies. 

The asymmetrical body types, Abramović being by far the smaller and softer of the two, weighs 

against their rhythms more as the duration unfolds. He continues to run at semi-full speed, while 

her footsteps start to slow and body visibly braces for the coming hit. She staggers backwards. A 

couple of times, she falls. He presses forward. Both bodies wear down.285 

 The video documentation of Relation in Space figured into Abramović and Ulay securing 

a position in documenta 6 the following year. In Expansion in Space, performed opening day on 

June 24, 1977, the running body appears again: 

In a chosen space. 
 
Two mobile columns are installed among stationary columns.  
The stationary and mobile columns look identical 
The mobile columns are twice the weight of our bodies. 
 
Performance. 
 
We stand back to back between them. 
 
We move simultaneously towards the mobile columns hitting them repeatedly 
with our bodies and moving them towards the stationary columns.286 

                                                
285 Westcott, When Marina Abramović Dies, 101 - 102; and 14 Performances. Relation Work (1976 - 1980). 
286 14 Performances. Relation Work (1976 - 1980); “Betrifft: 3 Performances zur Eröffnung der documenta 6 am 24. 
Juni 1977, 20.15 - 20.45 in Kassel,” d6 Mappe 73 Arbeitsgruppe “Performance” Joachim Diederichs. 
Korrespondenz, Arbeitspapier. documenta Archiv, Kassel, Germany; and “Correspondence between Marina 
Abramović and Ulay and Dr. Joachim Diederichs, dated 27. Oktober 1976,” d6 Mappe 74 “Performance” Joachim 
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Ulay designed and installed the columns, two times their respective body mass and tall enough to 

ever so slightly graze the ceiling. Naked, standing back-to-back, the duo barrel into the pro tem 

columns. With force. Again and again. The columns move only subtly at the insistence of their 

bodies, and their rhythms of running into the column, shuffling back away still facing the 

column, and running into it again quickly become offbeat from one another. The crowd number 

to over 1,000 and, at one point, spontaneously clap and cheer. Abramović says of the moment, 

“That was the first time I understood the power and the energy of the public and how, as a 

performer, you can take this energy, transform it, and give it back to them.”287  

 The space between the columns continues to expand, giving the artists more space to run 

and, consequently, more space to build velocity. Again, microphones escalate the sounds of their 

bodies colliding with the columns. Ulay, with neither a glance nor remark to Abramović, stops 

running and exits the space. Abramović continues. She hits the column with recurring effort. Her 

hair, gathered up at the back of her head, falls further down from the impact. Another audience 

member stands for a split second between Abramović and the column, perhaps as a sort of 

intervention, but another bystander removes the first, allowing the performance to continue. 

Thirty-two minutes in to the performance, Abramović, like Ulay, walks away, without looking 

backwards, without forewarning of the performance’s conclusion.288 

 Among the tensions heightened in the running works of Abramović and Ulay are the 

traditions of international art exhibitions, the perceptions bound to gender and its dynamics, and 

                                                                                                                                                       
Diederichs, Schriftwechsel mit Künstlern. documenta Archiv, Kassel, Germany; and Mary Christian, Marina 
Abramović: The Artist is Present (New York: The Museum of Modern Art, 2010), 104. 
287 Marina Abramović, “Marina Abramović on Performance Art,” in Marina Abramović: The Abramović Method, 
eds. Diego Sileo and Eugenio Viola, PAC (Milano), 2 Volumes (Milan: 24 ORE Cultura, 2012), 12; Marina 
Abramović, “Army of Me: ‘I’ve been attacked and ridiculed all my life,’” Mono.Kultur #35 (Autumn 2013), 4; and 
Mary Richards, Marina Abramović (New York: Routledge, 2010), 42 - 43; The “energy” between performer and 
audience or participant is a dynamic, a notion, that Abramović clings to still today, much later in her artistic career.  
288 14 Performances. Relation Work (1976 - 1980); and Westcott, When Marina Abramović Dies, 122 - 123. 
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the psychophysiological limitations of the individual and the collective. Their work reminds us 

that, however social or relational the activity, the sensations from endorphins to pains of running 

are individual, particular to the body running. This quality of personalized experience within the 

runner’s body is this case even when the performance is public, and the internal pain or pleasure 

made external.289 Certainly, also, the running body features prominently in the national histories 

of both artists, Abramović being Yugoslavian/Serbian and Ulay German. Yet, unlike Gotovac’s 

site-specific performances, Abramović and Ulay’s running is dissociated from their specific 

movement culture and relocated into another discourse, the international art scene. Occupying 

the interior space of the Venice Biennale and documenta, the artists’ respective local politics fade 

into disruptions of cultural establishments and arousings of social responses.  

 Kasper König sent a letter to artistic director Manfred Schneckenburger during the 

planning stages of the 1977 documenta, raising his doubts about the efficacy of performance art 

for an international audience, though documenta hosted performances as early as 1968. The well-

respected and widely-commissioned German curator did believe performance art made 

significant contributions. However, König argued at the time, that contribution breaks down 

when the artist and audience do not share a context, be it a political context, cultural context, or 

otherwise. The comprehension and successfulness of a performance work relied on its local 

orientations and alternative venues. Performance art in an international forum, on the other hand, 

spiraled down into “narcissistic showbiz,” particularly where language was involved. The result, 

                                                
289 Elaine Scarry, The Body in Pain: The Making and Unmaking of the World (Oxford: Oxford University Press, 
1985), 27 - 28.  
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König proceeds, is a bewildered or frustrated audience. Without the proper introduction or 

information, he was skeptical as to performance art’s place in documenta.290  

 His critiques are all the more pointed in light of the overarching thematic threads for 

documenta 6. In addition to tracing developments in art since the 1968 uprisings, the curators 

intended for the exhibition to explore the possibilities of contemporary art as a communication 

tool and its various relationships to media.291 Here, then, we can come back to Abramović and 

Ulay’s Expansion in Space, asking how Schneckenburger considered it a fit to his program or 

whether he conceived it to be counter to König’s doubtfulness. After all, the performance took 

place in an alternative space, outside of the Kunsthalle Fridericianum in Kassel, and traversed 

language barriers, as the artists did not speak at all. The video and photographs, two of the media 

channels through which the performance was expanded, were not seen by the audience who were 

present. The moving and still images only served to extend the viewing to other possibilities and 

other audiences at a later date, albeit one degree removed from the performance experience. The 

immediate communication of the work came, rather, in three flavors: the soundscape (amplified 

by the microphones), their gestures in space, and the appearance of their bodies. These are the 

kinds of flavors that represent the different registers on which a performance art can be received 

internationally, irrespective of the activities being formed in the artist’s personal local. Certainly 

König is justified, as Gotovac’s contextualized running body articulates a political urgency and 

takes on a particularized social edge unavailable to Abramović’s, though their artistic beginnings 

were both in Belgrade and both profess to work from their Yugoslavian roots. Yet, the same can 
                                                
290 “Letter between Kasper König and Dr. Manfred Schneckbenburger, dated 03. Oktober 1975,” d6 Mappe 73 
Arbeitsgruppe “Performance” Joachim Diederichs, Korrespondenz, Arbeitspapier. documenta Archiv, Kassel, 
Germany. 
291 “Grundlagen der documenta 6. Vorbemerkung, von Dothar Romain und Manfred Schneckenburger, dated 24. 
Juni 1977 - 2. Oktober 1977,” d6 Mappe 55 Konzept der documenta 6. documenta Archiv, Kassel, Germany; and 
Joachim Diederichs, “Zum Begriff >Performance<,” in documenta 6: Band1: Einführung, Malerei, 
Plastik/Environment, Performance (Kassel: Druck + Verlag GmbH, 1977), 281 - 283. 



 

   134 

be said of any contemporary artwork, no matter the medium, when it is displayed in another 

reality.292 The value of performance art inhabiting other contexts, as well as repeating and 

reformatting movements, is in the opening up of fresh discourses and second, third, and fourth 

readings.  

 I want to avoid proposing a systematic reading of all running bodies in art. Still, it 

happens that artists — and from the next section I will include choreographers — between the 

1950s and 1970s, whether hailing from the former East or the former West, who use the running 

body each do so as a means to search for the outer limits: of human bodies and everyday 

consciousnesses, of social decorum, of political toleration, of cultural acceptance, of aesthetic 

experiences. Gotavac ran to the point of arrest; Abramović and Ulay ran to the point of 

exhaustion. We can adduce other contemporaneous artworks. USA artist Vito Acconci recorded 

the increasing breathlessness in his voice counting his body’s steps, an indication of his waning 

energy, as he ran through Central Park in 1969. British artist Chris Welsby ran and re-ran from 

his 16mm film camera lens in 1973 in a London park until he exhausted an entire film stock. 

Czech artist Jiří Kovanda devised a running action he titled with the description, “I arranged to 

meet a few friends. We were standing in a small group on the square, talking. Suddenly, I started 

running; I raced across the square and disappeared into Melantrich Street. January 23,1978, 

Staroměstské náměstí, Prague.” Kovanda was waging a private campaign against his own 

timidness.293  

                                                
292 Daniel Buren, “The Function of the Studio,” transl. Thomas Repensek, October, vol. 10 (Autumn 1979), 51 - 58. 
293 Diego Sileo, “The Phenomenology of Marina Abramović, in Marina Abramović, 14 - 33; Vito Acconci, 
Language to Cover a Page: The Early Writings of Vito Acconci, ed. Craig Dworkin (Cambridge: MIT Press, 2006); 
Christina Grammatikopoulou, “Repetition, Submission and Menace in Vito Acconci’s Work,” Interartive: A 
Platform for Contemporary Art and Thought. Online platform for recording; Chris Welsby, Central Saint Martins 
Film and Video Study Collection, London, England; and Vít Havránek, ed., Jiří Kovanda: Actions and Installations, 
2005-1976 (Zurich: Tranzit & JRP|Ringier, 2006), 39 - 40, 105-118. 
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 The results of this research of artists’ use of the running body clarify tenfold in 

juxtaposition with political leaders like Tito or Hitler who called on the running body. The 

service that running renders to artists can be envisaged as putting extremism at play, as 

occupying and enacting the very movements desired to be put under State control or social 

ordering. Only now, at the practice of art, it is out of control and out of order, at least ideally. 

Marxists might add to this the juxtaposition of capitalists, as in the social construction of body 

culture to which running as sport and exercise is no exception. Acconci intervenes within the 

capitalist system by eliminating the vision of the body altogether in Running Tapes (1969), 

denying mass consumption and identification through the gaze and replacing it with a body 

culture mediated by data and electronics. Or, further still, the Kittlerjugend could suggest a 

juxtaposition with the development of new media technologies, as Welsby’s Running Film 

(1973) organizes a challenge between the human body and filmic technology. Which will outrun 

the other: man versus machine. Perhaps the running body is controlled by the “choreographers,” 

used in the most expansive sense of the term, from which it is occasioned. This explains why 

artists like Gotovac and like Acconci seek to invert the normative of the running body in their 

respective contexts. 

 One other declaration in the negative I should make, particularly when discussing 

together art from the Cold War West and the Cold War East without purposing a comparative art 

history, is a want to create yet another instance of misplaced universals, as described by Bojana 

Pejić in her profoundly influential catalog Gender Check.294 At stake for East-Central Europeans, 

in particular, is the risk of their histories today being lost in the shadows of Communism’s 

                                                
294 Bojana Pejić, “Proletarians of All Countries, who Washes your Socks? Equality, Dominance and Difference in 
Eastern European Art,” in Gender Check: Femininity and Masculinity in the Art of Eastern Europe, eds. Edit 
Andras, Keti Chukrov, and Branko Dimitrijevija (Cologne: Buchhandlung Walther König, 2009), 21, 26. 
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present reputation and Capitalism’s sense of superiority. The conflicts between the former West 

and the former East have had as one of their effects that of creating a binary of ideological 

champion and ideological victim.295  As consequence is scholarship tending toward histories as 

they are written by the West, or histories as they are explained by the East, rather than histories 

that reflect the fluidity between historical temporalities. 296 

The initial scope of this dissertation was the running body in Communist and Post-

Communist art.297 Then, further research and interviews made it clear a need to expand the 

                                                
295 Marina Gržinić, Günther Heeg, and Veronika Darian, Mind the Map! History is not a Given: A Critical 
Anthology Based on the Symposium [Leipzig, 13th-16th October 2005] (Frankfurt: Revolver, 2006); Artist Website, 
“East.Art.Map.” Accessed February 24, 2010, http://www.eastartmap.org/; Michael Fehr, “Constructing History 
with the Museum: A Proposal for an East Art Museum,” in East Art Map: Contemporary Art and Eastern Europe, 
ed. IRWIN (London: Afterall and MIT Press, 2006), 466 – 471; and Eda Čufer, “Enjoy Me, Abuse Me, I am Your 
Artist: Cultural Politics, Their Monuments, Their Ruins,” in East Art Map, 368: One of the earliest attempts to 
balance the art histories on both sides of the Cold War was Slovenian artist collective IRWIN’s East Art Map 
(EAM), a cultural effort launched in the late 1990s that is celebrated as the largest curatorial program on East-
Central European artists to date. The project is a collection of international conferences such as “Mind the Map!”, 
the art exhibition “East Art Museum,” the online forum “EAM Online,” and an encyclopedia-like publication. 
IRWIN expressly aims to form an intellectual structure for East-Central European art that engages with critical 
theory, to foster an awareness of eastern European art, and to make space alongside contemporary western art. For 
example, Jirí Kovanda and Milan Knížák, two vanguards of Czechoslovakian conceptual and performance art in the 
1970s, are written in dialogue with one another and their mutual precedents such as Karel Teige; in conjunction of 
artists like Gotovac in other eastern European scenes; in relationship to the prominent Western theories of Claude 
Lévi-Strauss and Frederic Jameson; and parallel to the art of contemporaries in the West like Fluxus. 
  
296 Zdenka Badovinac, Body and the East: From the 1960s to the Present (Cambridge, Mass.: MIT Press, 1999), 16; 
and Christopher Eamon, Rearview Mirror: New Art from Central and Eastern Europe (Edmonton: Art Gallery of 
Alberta, 2011), 18: IRWIN is not alone in taking on the task of bringing the periphery center and brainstorming 
ways to reformat modern and contemporary European art histories in which the body and history have prominent 
roles. On the heels of EAM was Ljubljana-based curator Zdenka Badovinac’s Body and the East: From the 1960s to 
the Present (19 99). Badovinac’s exhibition showcased work oriented to the artist’s body, considered an apt tool for 
investigating representations of East-Central European artists. Her objective was to set apart these body artists from 
those in the West. “Similar gestures are read differently in different spaces,” she writes. Canadian curator 
Christopher Eamon locates the meaning of “Easterness” in the fusion of “old” Europe and “new” Europe in 
Rearview Mirror: New Art from Central and Eastern Europe, his 2011 exhibition of contemporary East-Central 
European artists from different regions of the former Bloc. German curator Petra Stegmann takes a slightly different 
approach in her 2011 exhibition Fluxus East: Fluxus Networks in Central Eastern Europe. What separates 
Stegmann from Badovinac and Eamon is that she does not shy away from visually displaying art from the former 
East alongside those from the West with whom they were in contact. 
297 Boris Groys, Introduction to Antiphilosophy, transl. by David Fernbach (London: Verso, 2012); and Boris Groys, 
The Communist Postscript, transl. Thomas Ford (London: Verso, 2010); Jacques Rancière, The Emancipated 
Spectator, transl. Gregory Elliot (London: Verso, 2009), 57-59; and Ševčíková, “Mapping Czech Art,” in East Art 
Map, 184-186; and Amy Bryzgel, Performing the East: Performance Art in Russia, Latvia and Poland since 1980 
(London: I.B. Tauris, 2013), 23-24, 100 - 101: Art exhibitions aimed at correcting the composition of modern and 
contemporary art histories in order to promote art from Europe’s peripheries and draw attention to the 
 



 

   137 

investigation to include the USA’s influential choreographers, performance artists, and theorists 

during the twentieth century. European artists and choreographers cite the body movements 

found in the works of Merce Cunningham, Yvonne Rainer, and Dan Graham, and vice versa. 

Rather than delimiting the running body to East-Central European artists or to pan-European 

artists, limits that did not constrain those running bodies and surrounding notions in the first 

place, to expand the conversation to the USA is another opportunity to move art historical 

scholarship beyond the Cold War partitions. And in that sense, the running body, as a language 

that transcends linguistic and creative divides, has a nodal function, a quality suggested in 

Chapter One and deepened here in Chapter Two. The running body is a point of intersection for 

artists of various backgrounds, media, and political identities. As a basal motion and expression, 

it communicates to a local community and a global audience, differently at the same time. It is a 

                                                                                                                                                       
Communist/post-Communist dynamics are joined by several formative scholars and critics of art, including [East] 
German art philosopher Boris Groys, Polish art historian Piotr Piotrowski, and more recently UK-based art historian 
Amy Bryzgel. Groys, of the generation of academics who produced scholarship both before and after 1989, admits 
his preoccupation with the search for the universally applicable, a means to discover universal truths. In arguments 
found in his works like The Communist Postscript (2005) and Introduction to Antiphilosophy (2012), Groys declares 
the post-Communist condition to be inclusive of the contemporary global world, and he pointedly blends discourse 
from the former East and West together. His belief in an overarching universality sharply contrasts with the wing of 
academics who isolate and therefore distinguish East-Central European artists from those in the West. Piotrowski is 
one such proponent of East-Central European exceptionalism. He has devoted the last two decades of his career to 
understanding the post-Communist condition as it relates to the traditions of writing art history, and in his landmark 
book In the Shadow of Yalta: Art and the Avant-Garde in Eastern Europe, 1945-1989 (2009), Piotrowski argues that 
Cold War binaries can best be overcome by articulating dissimilarities, and he stresses that East-Central European 
art has its own historical formation with its own unique gestures.  
 Yet, I would argue that staging East-Central European art according to its dissimilarities to art from other 
areas of Europe, as does Piotrowski, or to its similarities to art from other areas of Europe, a popular tactic in the 
early 1990s that met sharp criticisms, are equally insufficient. My approach, by contrast, accepts between the 
dissimilar and the similar a whole network of intersections of art and ideas in contemporary Europe. I position my 
dissertation with such scholars as Bryzgel who make up a next generation of global scholars on East-Central 
European art. In Performing the East: Performance Art in Russia, Latvia and Poland since 1980 (2013), Bryzgel 
coalesces Ales Erjavec’s theories with arguments influenced by Amelia Jones, creates dialogue between 
performance artists outside of Communist Europe and those from within. She is far from denying the uniqueness of 
performances developed in Eastern bloc countries, nor does she identify universalities. ”Operating within a wholly 
disparate set of social and political circumstances,” Bryzgel explains, “artists in the East utilized performance to 
reclaim both public space and the body from the control of the state….” She goes on to show a concern for 
configuring the post-Cold War condition of Europe as not exactly together, yet not exactly apart: “While the two 
histories remain separate and distinct, they begin to travel along the same course following the end of the Cold 
War.” 
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personal and public phenomena, an extraordinary and a daily pulse, a metaphysical and a 

physical substance. It limitlessly finds the present in its persistence, yet provides a historical 

frame of reference or an insight into bodily patterning when repeated over time and in different 

spaces. 

 The value of a performance art history of running is it opens other dialogues about the 

limitations of the body and the individual sensation of pain, about spatial and power dynamics, 

about political activity and activism, about social and aesthetic awarenesses, about gender and 

sexual orientations. Even, about age. Running is a human experience, a basic human movement, 

that knows no border or curtain. Running intervenes in our movements through the landscape, 

urban or otherwise, different from walking. It gives an opportunity to produce and perceive the 

landscape differently, to produce and perceive our own consciousness differently. It is as 

constructive as it is deconstructive, between bodies but also within one’s own body. It is not only 

physically and visually unlike other movements. It is philosophically and aesthetically unlike 

them, too. The running body is a medium of creative bodily activity, an aesthetic phenomenon. 

Performance artists like Gotovac and Acconci extracted that body movement from its traditional 

arena to transpose it to an aestheticized arena for a new perception, a new kinesthetic response, 

or a new political identity. 

 There are several reasons why artists featured in this chapter focus on the body for 

developing alternative modes, interactions, and histories. Broadly, as a tangible trace, the body 

bears the past, and is a matrix for temporalities. Specifically, each individual, as metaphorical 

limbs of the national body, was supposed to embody politics, and thus in the struggle for 

ascendancy over ideology, the body was an object of contest. Such was the case in Communist 
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Europe.298 In their essay “The Body, Ideology, Masculinity, and Some Blind Spots in Post-

Communism,” Serbian art critic and curator Branislav Dimitrijević and Serbian art historian 

Branislava Andjelković write that, because “the inscription of ideologies [are] in the behavior of 

individual collective bodies,” the movement (the “actions”) performed by these bodies bespoke 

of his or her relationship to one ideology or another.299 Moving one’s body West was the most 

brazen sign of personal convictions, but for those who remained East and practiced the art of 

subtle movements, everyday body rhythms slightly modified became the substance of individual 

ideology and artistic subjectivity. 

Dimitrijević and Andjelković take their cue from Bojana Pejić, a curator and another 

Belgrade native who has devoted her work to the international presentation of East-Central 

European art and questions of Communist and post-Communist identity politics. Pejić’s principal 

position is that the performed eastern European body was not a Readymade material in situations 

of the body-as-medium. Rather, the eastern European body “needed to be shaped, worked with”; 

of course, one could compare Pejić’s argument to Jones’ concurrent notion of intercorporeality, 

no matter that the former efforts to distinguish performative gestures and interpretative measures 

in the former East from those in the former West.300 In any case, the value in Pejić’s argument is 

                                                
298	Zdenka	Badovinac,	ed.	2000+	Arteast	Collection:	The	Art	of	Eastern	Europe	in	Dialogue	with	the	West,	From	
the	1960s	to	the	Present	(Moderna	galerija,	2002),	94-95;	and	Susan	Buck-Morss,	Dreamworld	and	
Catastrophe:	The	Passing	of	Mass	Utopia	in	East	and	West	(Cambridge,	MA:	MIT	Press,	2002),	71,	101;	Andrew	
Benjamin,	“Policing	the	Body:	Descartes	and	the	Architecture	of	Change,”	In	Neil	Leach’s	Architecture	and	
Revolution,	81;	and	Eva	L.	Corredor,	Lukács	after	Communism:	Interviews	with	Contemporary	Intellectuals	
(Durham,	NC:	Duke	University	Press,	1997),	140.	
299	Branislav	Dimitrijević	and	Branislava	Andjelković,	“The	Body,	Ideology,	Masculinity,	and	Some	Blind	Spots	
in	Post-Communism”	in	Pejić	and	Elliot’s	After	the	Wall,	067-068.	
300	Bojana	Pejić,	“Unmaking	Sex:	Bodies	of/in	Communism,”	written	for	the	exhibition	Wounds-Between	
Democracy	and	Redemption	in	Contemporary	art	(Moderna	Museet,	Stockholm,	1998),	74.	
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that she paints the artist laboring within Communism as aware of ideological etches on the body 

and then inverting that biopower to create meaning for their art.301 

And in Communist Europe, biopower was quite evidently the order of the day. Just after 

Lenin’s death in 1924, Stalin commenced his speech at the Second Congress of Soviets with, 

“We, the Communists, are people of a special make. We are made of special material. The 

Communist body does not decay.”302 It is evident that Stalin set the stage for a perception of the 

body as the structure, the vigor, of the State. In effect, he reversed Louis XIV’s infamous dictum 

“L’Etat, c’est moi”: in the Communist State, political rhetoric placed public power and concern 

for the common good on the shoulders of popular bodies, and kept ostensibly veiled was the 

power that rested in the authoritative one.303 For Stalin the body also served as basis for the 

mythos of the interminable Communist being distinctive from the other, bourgeois body. Here it 

is necessary to note that the introduction of Communism to bodies in countries such as Eastern 

Germany, Poland, and Hungary approximately two decades after Stalin’s speech was not only a 

matter of rhetoric. Susan Gal and Gail Kligman, in their study The Politics of Gender After 

Socialism (2000), argue that the body was also reworked in terms of praxis and representation.304  

One typical example is the Communist State’s promotion of sports, which consisted of habitual 

practices, collectively organized and disciplined activities, and the distribution of images 

presenting well-sculpted physiques and bodies in officially-sanctioned play.305  

                                                
301	Bojana	Pejić,	“Unmaking	Sex:	Bodies	of/in	Communism”;	Johanna	Oksala,	“From	Biopower	to	
Governmentality,”	in	A	Companion	to	Foucault,	ed.	Christopher	Falzon,	Timothy	O’Leary,	and	Jana	Sawicki	
(Oxford:	Blackwell	Publishing	Limited,	2013),	322;	and	Michael	Hardt	and	Antonio	Negri,	Empire	(Boston,	
Harvard	University	Press,	2001),	23-31.	
302	Quoted	by	Buck-Morss	in	Dreamworld	and	Catastrophe,	71.	
303	Herbert	H.	Rowen,	“’L’Etat	c’est	moi’:	Louis	XIV	and	the	State,”	French	Historical	Studies,	vol.	2,	no.	1	
(Spring	1961),	88,	97-98.	
304	Susan	Gal	and	Gail	Kligman,	The	Politics	of	Gender	after	Socialism:	A	Comparative-Historical	Essay	
(Princeton:	Princeton	University	Press,	2000),	54.	
305	Bojana	Pejić,	“Unmaking	Sex:	Bodies	of/in	Communism.”	
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In another compelling account, Serbian critical theorist Branislav Jakovljevic insists that, 

despite all the attention post-Communist scholars give to controversies concerning artistic 

precepts under Communism, the real issue laid in the body apropos of cultural productions.306 In 

other words, for officials at least, the formal qualities of art were peripheral to its effects on the 

body of the artist and that of the viewer. Attempting to quell any nonconformism in the arts or 

otherwise, Communist governments regulated the body in a Foucauldian “projects of docility” 

sense.307 The State figuratively and literally exercised bodies of constituents for the purpose of 

collective submission, and this was done in such a way as to then inveigle socialist ideology into 

popular minds, too.308  

Capitalist systems should by no means be absolved from being deconstructed as operators 

of biopower, however. Foucault considered biopower, as well as disciplinary power, an operative 

tool in socialist and capitalist States alike. In his more recent, compelling article “Affect and 

Biopower: Towards a Politics of Life” (2011), Ben Anderson adds that forms of political power 

in capitalist nations have traditionally impinged on the emotive dynamics of everyday life in 

order to advance economic production and social organization.309 To me, this functioning of 

biopower on the part of institution structures indicates a common ground for artists in the Cold 

                                                
306	Branislav	Jakovljević,	“Handworks:	Yugoslav	Gestural	Culture	and	Performance	Art,”	in	1968-1989:	
Political	Upheaval	and	Artistic	Change,	ed.	Claire	Bishop	and	Marta	Dzeiwanska	(Warsaw:	Museum	of	Modern	
Art,	2010),	36,	40,	42.	
307	Dimitrijević	and	Andjelković,	“The	Body,	Ideology,	Masculinity…,”	067	-	068;	and	Michel	Foucault,	
Discipline	and	Punish:	The	Birth	of	the	Prison,	transl.	by	Alan	Sheridan	(New	York:	Vintage	Books,	1995),	136	-	
137:	Foucault	cogently	asserts,	“A	well-disciplined	body	forms	the	operational	context	of	the	slightest	
gesture.”	
308	Mark	Mazower	and	John	R.	Lampe,	Ideologies	and	National	Identities:	The	Case	of	Twentieth-Century	
Southeastern	Europe	(Budapest;	New	York:	Centraul	European	University	Press,	2004),	88.	
309 Graham Burchell, Colin Gordon, and Peter Miller, eds., The Foucault Effect: Studies in Governmentality 
(Chicago: University of Chicago Press, 1991); and Ben Anderson, “Affect and Biopower: Towards a Politics of 
Life,” Transactions - Institute of British Geographers, iss. 1 (2011), 28 - 43.	
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War East and artists in the Cold War West, and helps explain why both turned to the lived body 

as a mode of intervention into these structures. 

 What is also of crucial importance, I believe, is the performance art noted above was 

being produced within a body movement context that witnessed running as it was becoming an 

everyday norm. “Everyday,” that is, in the sense that it was increasingly more visible in the 

rhythms of cities, countrysides, images, bodies, and laboratories. General excitement generated 

by running between the 1950s and 1970s is discernible in sporting competitions and physical 

education, and it was being more concertedly studied in emergent bio-discourses like 

biomechanics, biopolitics, and biotechnologies.310 The engagement with the aesthetic content of 

all body movements intensified in intellectual discourse, from anthropology and philosophy to 

psychology and sociology, about all varieties of sports.311 And, the running body was taking 

centerstage in dance choreographies and performances, which were departing from the traditions 

of staged movements and looking instead to the raw movements found in the lived world. 

 
 
 
 
 
 
 
 
 
 
 
 
                                                
310  Peter M. McGinnis, Biomechanics of Sport and Exercise, Third Edition (Champaign, IL: Human Kinetics, 
2013), 11; Duane Knudson, Fundamentals of Biomechanics, Second Edition (New York: Springer, 2007), 3 - 4; 
Thomas Lemke, Bio-Politics: An Advanced Introduction, transl. Eric Frederick Trump (New York: New York 
University Press, 2011), 15 - 16; and M. W. Bauer, and G. Gaskell, eds., Biotechnology — the Making of a Global 
Controversy (Cambridge: Cambridge University Press, 2002), 28. 
311 For a wonderfully comprehensive annotated bibliography of scholarship about aesthetics and human movement 
published during this period, see: J.D. Brooke and H.T.A. Whiting, Human Movement — A Field of Study (London: 
Henry Kimpton Publishers, 1973), 108 - 124. 



 

   143 

2.5 Running as Dance Movement 
 

“For me, it seems enough that dancing is a spiritual exercise in physical form, and that what 
is seen, is what it is. And I do not believe it is possible to be 'too simple.' What the dancer 

does is the most realistic of all possible things, and to pretend that a man standing on a hill 
could be doing everything except just standing is simply divorce -- divorce form life, from 

the sun coming up and going down, from clouds in front of the sun, from the rain that 
comes from the clouds and sends you into the drugstore for a cup of coffee... from each 

thing that succeeds each thing. Dancing is a visible action of life.”   
Merce Cunningham, ‘Space, Time and Dance,’ 1952 

 
The final section for Chapter Two will highlight how the running body as dance movement is 

both proposal and response to this matrix of body culture and sociopolitical changes of the 1950s 

to 1970s. It will inquire into the various possibilities for the running body in the experimental 

work of two particularly influential dance choreographers in the USA, Merce Cunningham and 

Yvonne Rainer, and how these choreographers communicate the motion to their dancers, to other 

choreographers and visual artists, and to critics and audiences. Implicit in the study is an interest 

in exploring whether perspectives from history and art history can have purchase on dance 

research, and vice versa. Can aesthetic value be assigned to running as movement in dance?312 

 Merce Cunningham believed the human body moving to be expressive, even in its most 

basic form. He believed in the “immediate” importance of everyday movement, because it is in 

these movements — sliding, turning, rising, bending, jumping, walking, running — that we 

experience our days and ascribe an endless variety of meaning that are both personal and 

cultural.313 Cunningham’s career was defined by an extraordinary testing of this movement, a 

                                                
312 Sondra Horton Fraleigh, Dance and the Lived Body: A Descriptive Aesthetics (Pittsburgh: University of 
Pittsburgh Press, 1987), 63: I am taken by Sondra Horton Fraleigh’s description of “aesthetic value”: “The category 
of aesthetic value is larger than art, however, and also larger than culture. Art (which is only one source for aesthetic 
experience) is bound by the aesthetic and belongs to human culture, while the aesthetic field of potentially valuable 
objects is all pervasive. It encompasses nature, art, and culture, and is apparent in all human action.” 
313 Merce Cunningham, “Notation,” MGZMD 351, b. 31, f. 3 Cunningham, Merce - Articles and Lectures, Jerome 
Robbins Dance Division, New York Public Library, New York City, New York; Merce Cunningham, “Cunningham 
Technique, talk to students VII July 20, 1991,” MGZMD 351, b. 30, f. 2 Lecture Notes, Jerome Robbins Dance 
Division, New York Public Library, New York City, New York. 
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thirst for the discovery of the human body’s possibilities, limitations, of its organizations and 

improvisations.  

 When describing what inspired Field Dances (1963), a chance-based choreography with 

costumes by artist Robert Rauschenberg and music by John Cage, Cunningham tells of a summer 

morning in Colorado, drinking coffee and watching small children outside of his window play, 

skip, run. Then, suddenly, one child’s movements turns into dancing. For the child, he muses, 

there is no break in the continuum between everyday movements and dancing: 

They were having such a beautiful time. Field Dances came from that because I could see that they were 
running and skipping and to me it was dancing; but for them it wasn’t different.314  
 

“How do people move?” he asks. Moreover, how are movements evocative?315 

 The elementary grammar of his dancer’s body movements, arrangements of 

noncollaborative collaborations with music composers and visual artists, and the adoption of our 

familiar spaces were Cunningham’s choreographic materials. The aesthetics of the everyday 

body set in everyday space approach, as he puts it, “a meaningful experience for the viewer,” “an 

area for revealing.”316  The spatial choices for his more than 500 Events can be seen as an 

endless investigation into perceptions and aesthetics: his dancers often had an all-over use of the 

floor in museums, gymnasiums, and open public squares. To contextualize his dances of simple 

movements in ostensibly neutral spaces that are, in fact, inundated with meaning points only to 

                                                
314 “David Vaughn Interview with Carolyn Brown (undated),” MGZMD 351, b. 68 f. 1 Vaughn, David, 
correspondences 1980s, Jerome Robbins Dance Division, New York Public Library, New York City, New York; 
Merce Cunningham, “Lecture Demonstration as presented at Bennington College, Bennington, Vermont. XI. 15.61,” 
MGZMD 351, b. 29, Notes/Mem. Lectures 1961, Jerome Robbins Dance Division, New York Public Library, New 
York City, New York:  When I sat down with former dancer, longtime archivist, and prolific author David Vaughn 
at the Jerome Robbins Dance Division at the New York Public Library in August 2015, I quoted to him this story of 
Cunningham’s about the running children. Mr. Vaughn smiled fondly and replied, “Merce loved to tell that story. 
I’m not even sure if it happened! But he loved to tell it.” 
315 Merce Cunningham, “Mem./Notes Lectures 1965,” MGZMD 351, b. 29, f. 2 Lecture Notes, Jerome Robbins 
Dance Division, New York Public Library, New York City, New York. 
316 James Klosty, ed., Merce Cunningham (New York: E.P. Dutton & Co., Inc., 1975), 15;  Marilyn Vaughn Drown, 
“Merce Cunningham and Meaning: the Zen Connection,” Choreography and Dance 4, no. 3, 19. 
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the self-activating narratives of those movements and of those spaces. That is to say, with his 

choreographies and locations Cunningham decisively abandoned intentional meaning. The only 

meaning, he advocated, is their own.317   

 As for running, this became a common option for Cunningham. Among his dances that 

use the running body, which spread over the lifespan of his portfolio, are Minutiae (1954), Tread 

(1970), and Biped (1999). In How to Pass, Kick, Fall, and Run (1965), Cunningham intersperses 

running with other sport-like bodily actions, all set to the sounds and texts of John Cage. 

Roadrunners (1979) includes the running body in its lively, playful stop-and-go choreography. 

The much talked about Walkaround Time (1968), evocative of Marcel Duchamp’s The Bride 

Stripped Bare by Her Bachelors, Even (The Large Glass) (1915 - 1923) and his participation in 

the Entr’acte film discussed in Chapter One, features a long solo in which Cunningham runs in 

place, slowly removing his own clothes, all the while keeping up the running motion. On 

numerous occasions did Cunningham and Cage remark on their being inspired by Duchamp. In 

one interview, Cage explains the premise of Walkaround Time: 

Looking at the Large Glass, the thing that I like so much is that I can focus my attention wherever 
I wish. It helps me blur the distinction between art and life and produces a kind of silence in the 
work itself. There is nothing in it that requires me to look in one place or another or, in fact, 
requires me to look at all. I can look through it to the world beyond.318 

 
And is this not what we learned from the analysis of the running body in performance art, that 

running “blurs the distinction between art and life,” between the personal and political, between 

the national and the international. In these productions, Cunningham experiments in dance with 

                                                
317 Merce Cunningham, “Outline for lecture-demonstration: Vassar College, November 9, 1954,” MGZMD 351, b. 
29 Mem/Notes Lectures 1954, Jerome Robbins Dance Division, New York Public Library, New York City, New 
York; Merce Cunningham, “Manchester/Minn/IX/18/69, and Brooklyn Academy IV/17/69,” MGZMD 351, b. 29, f. 
4 Lecture Notes 1967 - 1972, Jerome Robbins Dance Division, New York Public Library, New York City, New 
York; and Merce Cunningham and John Cage, “Text doc of Speaking Freely, #183,” MGZMD 351, b. 90, f. 5 CM 
1973 - 1974, Jerome Robbins Dance Division, New York Public Library, New York City, New York. 
318 Moira and William Roth, “John Cage on Marcel Duchamp: An Interview,” Art in America 61, no. 6 (November - 
December 1973), 72 - 79. 
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aestheticizing that real experience — that nonfictional movement, as it were — of the human 

body running.  

 He frequently gave lectures that conceptualized fundamental movements like running, 

and his workshops and studio practices with some of modern and contemporary dance’s most 

famous figures included running exercises. Such warm-up routines intended to move dancers 

trained in such traditions as ballet away from the barre, a rather rigid construct on which the 

body acclimated and oftentimes became dependent, to have exercises that emphasized their 

bodies’ organic motions and varieties of speeds. Cunningham’s philosophies for training dancers 

bodies matched his choreographic techniques, as studio exercises engaged movements typical of 

the dancers’ daily lives, played with their limitations and extremes even, and were intended to be 

without guided reference, without specified design. “For me,” he wrote in 1952, “it seems 

enough that dancing is a spiritual exercise in physical form, and that what is seen, is what it is. 

And I do not believe it is possible to be ‘too simple.’”319 If Cunningham’s dance choreographies 

articulated everyday movements like running, then it is clear that he perceived there to be 

metaphysical qualities in everyday physical motions. In other words, sliding, turning, rising, 

bending, jumping, walking, running are expressive of our internal dialogues, our complexities 

that are sometimes outside of our cognition. At the same time, where chance factors in to his 

belief is that the expressions, the movements, are neither experienced the same nor understood 

by another the same. While the movements are elemental to the abled human body experience, 

they nevertheless multiply in knowledge, are unbound by tradition, culture, or a one-size-fits all 

                                                
319 Merce Cunningham, “IV/20/88 Talk to Students,” MGZMD 351, b. 25, f. 1 Cunningham, Merce, Classes and 
Workshops, Jerome Robbins Dance Division, New York Public Library, New York City, New York; Merce 
Cunningham, “Space, Time, and Dance,” trans\formation, vol. 1, no. 3 (1952) MGZMD 351 b. 29 Notes/Mem 
Lecture 1952, Jerome Robbins Dance Division, New York Public Library, New York City, New York; and Linda H. 
Hamilton, The Dancer’s Way: The New York City Ballet Guide to Mind, Body, and Nutrition (New York: St. 
Martin’s Griffin, 2008), 60. 
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definition. “We all walk the same,” he explained to dance students, “but we all walk 

differently.”320 

 Countless other influential choreographers at the time, and artists too, built on 

Cunningham’s trailblazing work and basic movement vocabularies, for example, Trisha Brown, 

Simone Forti, and the scores of artists, dancers, and composers hailing from the Judson Dance 

Theater. Yvonne Rainer, who trained with Cunningham for a spell and earned popularity for 

running, wrote about the choreographer in the early 1970s:  

Then she visualizes herself running some years back and remembers the exhilaration and freedom 
and knows that she came as close as she would ever come to what she imagined he must have felt 
as he wheeled and dipped and glided in the studio on 14th Street. And she gives him his due for 
the part he played in that running.321 
 

Rainer, and fellow Judson dancer and choreographer Steve Paxton, captured a Cunningham-like 

simplicity of body forms beautifully in asserting the “pedestrian,” famously championing 

movements that they themselves did not produce or embellish. The pair frequently teased one 

another about “inventing” the walk, for Paxton, and the run, for Rainer. Their choreographic 

structures consisted predominantly of these two movements.322 

 Certainly, Rainer’s written notebooks from 1961 to 1969 reveal a direct attention, close 

to full on dedication, to devising choreographies that run and re-run the body. Mentions of 

historical figures interested in the running body from a range of creative disciplines thread 

through the entries: Walt Whitman’s “The Runner” from Leaves of Grass (1867), Eadweard 

                                                
320 Merce Cunningham, “Cunningham Technique, talk to students VII July 20, 1991,” MGZMD 351, b. 30, f. 2 
Lecture Notes 1982 - 1986, Jerome Robbins Dance Division, New York Public Library, New York City, New York. 
321 Yvonne Rainer, “This is the Story of a Man Who…,” in Merce Cunningham, ed. Klosty, 35 - 36; Beth Weinstein, 
“The Collaborative Legacy of Merce Cunningham,” Places (March 2011). Online; Simone Forti, Handbook in 
Motion (Northampton, MA: Contact Editions, 1974), 34 - 36; and Gia Kourlas, “Like a Blizzard of Dance 
Fragments: Boris Charmatz Brings ‘Flip Book’ to MoMA,” New York Times (29 Oct 2013): Since the 1970s, the list 
only widens; for example, to William Forsythe, Jérôme Bel, and Boris Charmatz. 
322 Sally Banes, Democracy’s Body: Judson Dance Theater, 1962 - 1964 (Durham: Duke University Press, 1993), 
45, 59; and Nicholas Zurbrugg and Yvonne Rainer, “Yvonne Rainer,” in Art, Performance, Media: 31 Interviews, 
ed. Nicholas Zurbrugg (Minneapolis: University of Minnesota Press, 2004), 296. 
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Muybridge’s images of moving bodies, and Godard’s Bande à part film. Diffused across the 

notations about running are numerous adjectives assigned for the dancer — “relaxed run,” 

“sloppy run,” “random hard run.”323 And, she represents the run in all manner of formats, from 

large groups to solo pieces, from comically exaggerated to switching backwards. We Shall Run, a 

1963 dance choreographed by Rainer, comprises twelve dancers and non-dancers — 

unembellished in their everyday clothes and relaxed expressions — jogging together 

uninterrupted for seven minutes. The arrangements of their bodies changed; the movement 

remained the same. In Trio B (1968), the second of eight dance sequences in Rainer’s anthology 

The Mind is a Muscle, three women run in a unified phrase. Trio B is a variation of the first 

sequence Trio A, in which three dancers move about the space simultaneously but separately, 

also in constant motion.324 Like Cunningham, Rainer’s choreographies stage the movements of a 

lived body, seeing into the production of our public, bodily realities. Her thought was that this 

sort of presentation of the running body offered the audience an object for consideration, an 

awareness of the body’s movements though from a different vantage point.325 

 Cunningham’s dance activities, and consequently his philosophies on body movement, 

also have legacies outside of the USA. The Merce Cunningham Dance Company (1953-2011) 

toured nationally and internationally, from New York, North Carolina, and Nebraska to Japan, 

Venezuela, and Australia. During the Cold War, the MCDC performed in Czechoslovakia and 

Poland in 1964; in Poland again in 1972 together with Yugoslavia (Serbia); in Yugoslavia 

(Croatia) again in 1976; then returned to the Czech Republic and performed in Slovenia in the 

                                                
323 Yvonne Rainer, “Notebooks,” b. 1, f. 1 - 12 2006.m.24, The Getty Research Institute, Los Angeles, California. 
324 Catherine Wood, Yvonne Rainer: The Mind is a Muscle (London: Afterall, 2007): After an approximately twenty-
five year break from dance, Rainer explored the running body yet again in such recent works as Assisted Living: 
Good Sports 2 (2011) and in the contemporary re-staging of Trio B.  
325 Yvonne Rainer, “Notebooks,” b. 1, f. 1 - 12 2006.m.24, The Getty Research Institute, Los Angeles, California. 
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late 1990s after the Yugoslav Wars as part of their world tour. Letters between the MCDC and 

coordinators in East Central Europe, as well as reviews in the local presses, celebrate the cultural 

exchange that resulted. Cunningham’s avant-garde choreographies were showered with 

compliments. Scholars, performing artists, other creative types and art enthusiasts from both 

eastern and western Europe attended the engagements, which means the so-called “Iron Curtain” 

was not so impassable as history would have us believe.326 Estonian composer Toomas Velmet, 

as one example, expressly credits Cunningham and Cage’s noncollaborative collaborations at 

the 1964 Warsaw Autumn Festival for later developments in performance in Estonia.327  

 In other words, Cunningham’s, as well as Rainer’s, interest in basic body movements like 

running is shared by many others. The desire to feature the running body emerges from a 

confluence of cultural, social and political forces, conscious or not. In effect, this deceptively 

plain movement articulates choreography not as some sort of simply isolated aesthetic, but as a 

complex form of organizing, contemplating, and mobilizing the body in all its experiences. The 

modalities of the body, in these examples of dance and also of performance art, are freed from 

their norm in order to sharpen our attentiveness to their structuring, to intensify our observations 

                                                
326 Merce Cunningham, “Series III: Tours and Seasons, 1953 - 2002,” MGZMD 196, b. 22 Guide to the Merce 
Cunningham Dance Foundation Inc, Records, 1938 - 2003, Jerome Robbins Dance Division, New York Public 
Library, New York City, New York. 
327 Amy Bryzgel, “Continuity and Change: Performance Art in Eastern Europe Since the 1960s,” IDEA: arta + 
societate, iss #45 (2014). Online; Sirje Helme, PopKunst Forever: Estonian Pop Art at the Turn of the 1960s and 
1970s (Tallinn: Art Museum of Estonia - Kumu Art Museum, 2010), 145; and Merce Cunningham, “World Tour 
1964, Itinerary Sept 15 - Oct 13, 1964,” MGZMD 351, b. 77, f. 7 CM 1964 - 1965, Jerome Robbins Dance Division, 
New York Public Library, New York City, New York; and Merce Cunningham, “Production Notes ‘Events’” 
MGZMD 196, b. 16, f. 24 Series II: Repertory Production Notes, 1953 - 1997, Jerome Robbins Dance Division, 
New York Public Library, New York City, New York: The lineup of choreographies presented in Warsaw were 
Rune (1959), Story (1963), Night Wandering (1958), and Antic Meet (1958). One intention for future research in 
Eastern and Southeastern Europe, especially, is to investigate the depth and breadth of Cunningham’s influence on 
choreographers and performance artists. For example, were Gotovac or Abramović, or any of their acquaintances at 
the Studentski kulturni centar (SKC), in attendance at the museum or atelier events in Belgrade in 1972? These 
interactions and intersections between Cunningham and artists in the East, to my knowledge, have not been closely 
investigated in either art history or dance history, though Joseph Beuys’ presence in Yugoslavia in the 70s is 
frequently noted. I am convinced there is new research that can be done on the topic, productive for scholars of 
Western performance art and Eastern, too. 
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of elemental experiences of the body and space. The body expressed and explored aesthetically 

asks us to acknowledge the complexity of identity and control, the coding of power, and the 

capacity of the moving body for storytelling. From the agency and fluency of one’s daily body 

movements, both performance art and dance ably used the running body to investigate the 

strictures on creativity and reality, and occupy the two simultaneously. Both believe in a living 

exchange between the mover and movement, the audience, and the environment on the level of 

the body within the cultural encyclopedia in which it is found. Basic body movements have the 

unique ability to elude cultural encumbrances even as the contours of their receptions are 

culturally defined. To appeal to movements that non-dancers can be capable of, and likewise 

non-artists can be capable of, seems also to be suggestive of a persuasion of empathy if not a call 

to action — a call to movement at the grassroots level —  within what was politically and 

socially controversial circumstances, in the former West and the former East, in the visual arts 

and in dance. There is no real barrier between the movement in art and dance and the movement 

in life. As Jill Johnston writes in the 1960s of Cunningham’s choreographic strategies,  

The values become equalized; there are no climaxes or resolutions, which means that there is no 
necessary beginning or ending. It has often been remarked that Pollock’s paintings suggest an 
infinite extension beyond the picture plane. Cunningham’s dances suggest the same extension; and 
since he often juggles the order of the parts by chance, it is clear that he considers one beginning 
as good as another.328 
 

The work of performance artists like Gotovac and like Abramović suggest the same extension, a 

similar continuum. Movement, meaning, extends in any imaginable direction. There is no ideal 

here, only real. 

 The running body as any aesthetic gesture is a dynamic between the physical, 

physiological, psychological, and philosophical context in which it is conceptualized 

                                                
328 Jill Johnston, “Modern Dance,” in The New American Arts, ed. Richard Kostelanetz (New York: Horizon Press, 
1965), 167 - 178. 
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(choreographed) and it is actualized (performed), and the movement assumes a story and a 

rhythm within each of these registers and in whatever the audience wishes to make of them. If 

we accept the theories proposed in modern dance and music, body movements need not 

necessarily be vehicles for predefined emotion or expression but are themselves already a 

unification of body and mind, of thought (choreography) and expression (performance), and, I 

add to this from Chapter One, of image and action. But what does it mean, what is its 

significance, for an art historical study of the running body?  

 This was the era, writes Lucy Lippard in Six Years (1973), when artists were “free to let 

their imaginations run rampant.”329 Lippard is referencing Conceptual artists and their trend 

towards dematerialization. I would stretch her statement to include other visual artists 

simultaneously experimenting with non-traditional materials, say the Minimalist artists, as well 

as to include composers’ imaginations with sound and choreographers’ imaginations with 

movements, too. Further still, their imaginations ran rampant within a network, images and ideas 

being exchanged between them. Materials or lack thereof, concepts, sounds, technologies and 

movements were co-evolving aesthetics/politics at the midcentury mark, together influencing the 

trajectory taken by contemporary artists, performance artists included.330 Therefore, when 

anatomizing the body and its movement within performance art, it is paramount to consider these 

artworks not only within the history of visual art or the political context of its activation but also 

within a broader, interdisciplinary study of creativity and body culture. If we pare a performance 

of the body to specific bodily movements within it, such as walking, jumping, or running, then 

we are handed another toolbox for elucidating performance art: past and present motion studies 

                                                
329 Lucy Lippard, Six Years: The Dematerialization of the Art Object from 1966 to 1972 (Berkley: University of 
California Press, 1973), vii. 
330 Johannes Birringer, “Contemporary Performance/Technology,” Theatre Journal, vol. 51, no. 4 (December 1999), 
366 - 367. 
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in sports, technology, science, dance, or otherwise. Drawing from and expanding on ideas in a 

larger spectrum of studies on body movements provides a stronger theoretical foundation and 

more resources for performance art histories, which is still a relatively new area of research. 

 
 
2.6 Conclusion 
 
In the decades following the 1960s, we can find only evidence of an increased interest in running 

as amateur and professional sport, as object of scientific research, as artistic expression and 

subject of mass-produced photographs, literatures, and lyrics. Today, the popularity of running 

only continues to gain momentum. 

 It is widely believed that the aesthetic vocabularies of the 1950s, 60s, and 70s are 

borrowed and repurposed in contemporary art. Body practices and motional languages are of no 

exception. The running body is an elastic human modality, one that has the potential to weave a 

broader discourse on historical representations, technological developments, social 

organizations, artistic practices, and body techniques. Body movements, used as modes and 

platforms of communication, potentialize expressions and knowledge that traverse national and 

linguistic borders, a key quality in our increasingly globalized art context. In this way, Chapter 

Two was conceptualized as an experiment in writing together — thinking about together — 

different dimensions of body culture, with the running body as a bind. The study offers a critical, 

aesthetic lens on running as a biopolitical mechanism, goes on to explore the running body as 

generative of subjectivity and artistic activity, and lastly depicts a powerful link between basic 

body movements like running, lived spaces, and the inner landscapes of both the performers of 

those movements and its viewers.  In each instance, and from eastern Europe in the chapter’s 

first section moving ever west to the USA by the last section, the running body unfolds as a 
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language to reflect on the movement dynamics of any sociopolitical structure, illuminates the 

complexities of knowledge about the moving body and this body being with others, and expands 

the perception of body and motion studies and the imagination of self-expression. 

 Since Cunningham or Gotovac’s approaches to the running body and its implicit 

meanings, feminist and postmodernist discourses re-introduced (at least in the sense of its being 

popularly accepted) into art explicit acts of the subjective, the narrative, and the embodied. 

Contemporary artists organize a running of the body to question our relationships with modern 

machinery, as symbolic oppositional strategy to modern illness, as investigation into our political 

structures. The running body gives expression to our histories, our pasts, our memories. And, 

there are contemporary artists who use running as a critical practice for art, as an engaged or 

participatory practice. It is these contemporary practices that will fill the pages of Chapter Three. 
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Chapter Three. Run Wild: Body Rituals in the Frames of Contemporary Art 
 

You’re running wild, how long can this go on?  
The Louvin Brothers (1956) 

 
 
3.1 Introduction  

In my second chapter, “‘All body movements are choreographed’: The Running-Body 

Continuum in Dance, Performance Art, and the Everyday,” I established the choreographed run 

to analyze how experimental aesthetics of the running body are rooted in social choreography 

and vice versa.331 But in order to explain how social choreography can be contemplated, 

interrupted, created, or changed, we must also consider the relationship between body movement 

and social ritual. Ritual is complementary to choreography, since it emphasizes the repetition and 

the impression of the body within its dominant sociocultural structures. Rituals are embodied 

utterances of one’s ecosystem, and manifest — sometimes consciously, often times not — in 

bodily practices and experiences.332 A proposal made by Max Nordau (1892), later Henri 

Bergson (1911), and revisited by Andrew Hewitt (2005): when ritual is manifested even slightly 

askew, it is then, in its “slippage,” that an opportunity opens where we can better read movement 

rituals of a sociocultural order.333 What if we slip into a wild run, rather than the normative 

behavior of a calm walk, through an art space? 

                                                
331 My notion of “social choreography” is informed by two resources: Andrew Hewitt, Social Choreography: 
Ideology as Performance in Dance and Everyday Movement (Durham: Duke University Press, 2005) and Bojana 
Cvejić and Ana Vujanović, Public Sphere by Performance (Berlin: Bbooks, 2012).  
332 Pierre Bourdieu, Outline of a Theory of Practice (Cambridge: Cambridge University Press, 1977); and Ronald L. 
Grimes, Beginnings in Ritual Studies (Columbia: University of South Carolina Press, 1995), 42. 
333 Hewitt, Social Choreography, 103-105. See also Henri Bergson, Laugher: An Essay on the Meaning of the 
Comic, trans. Cloudesley Bremerton and Fred Rothwell (New York: Macmillan, 1911), and Max Nordau, 
Degeneration (Lincoln: University of Nebraska Press, 1892/1993): We might even trace back to Immanuel Kant’s 
“What is Enlightenment?” (1784) to discuss the value of the blunder in better understanding ourselves. He writes on 
learning to walk by oneself: “after stumbling a few times they would, at last, learn to walk.” 
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 When we turn to the performance work of contemporary artists featured in this chapter, 

rituals of the body are manifestly present, yet slightly askew.334 They use the running body to re-

physicalize the complex interplay of art, body, movement, and ritual. I consider this complexity 

within the frames of contemporary art from three angles. First, I analyze how running bodies on 

treadmills in the work of Angela Ellsworth, Jennifer Allora and Guillermo Calzadilla become 

alternative art sites within the traditional sites for art. The treadmill runners function something 

like a story within a story, when the interior—the running body—is revealing of the exterior—

the exhibiting bodies. In the same way that alternative spaces serve contemporary art as 

platforms for aesthetic experiments and political participation, the running body as another site 

affects art’s production and reception.335  

 Second, I examine art that moves us, literally. Following discussions about art that 

represents running bodies and art that exhibits running bodies, Chapter 3 presents art that 

requires everybody else to run, too. First of all, the running body is constituted as an aesthetic 

transcendent rooted in physical experience.336 The border between art and life experiences for the 

                                                
334 I use “ritual” here in the most comprehensive sense of the word, including with it habitual, traditional, spiritual, 
ceremonial, conventional. Mara Esther Gladstone’s recent dissertation Sensing the Museum: Contests of Experience 
with Contemporary Art significantly contributed to my understanding of the “museum as body,” which includes the 
entire sensorial experience of the museum and its various bodies (the artists, the arts, the architectures, and the 
viewers). (Rochester: University of Rochester, 2012), 3, 13. 
335 For art histories on contemporary art’s alternative spaces, see: Lauren Rosati and Mary Anne Staniszewski, eds. 
Alternative Histories: New York Art Spaces, 1960-2010 (Cambridge: MIT Press, 2012); and Julie Ault, ed., 
Alternative Art, New York, 1965-1985: A Cultural Politics Book for the Social Text Collective (Minneapolis: 
University of Minnesota Press, 2002). 
336 My belief in the transcendental is indebted to Rancière’s explanation of the transcendental: “The transcendental is 
something like a reduction of the transcendent that can either bring the transcendent back into the immanent or, on 
the contrary, make the immanent take flight once again into the transcendent. I would say that my approach is a bit 
similar to Foucault’s. It retains the principle from the Kantian transcendental that replaces the dogmatism of truth 
with the search of conditions of possibility.” Hence, I attach to this the belief that an “aesthetic transcendent rooted 
in physical experience” as bringing “the transcendent back into the immanent,” in which consciousness-
unconsciousness is firmly located in the material body. Or, as Friedrich Schelling infers, that the aesthetic 
transcendent exists at the intersection of acting and thinking. Friedrich Schelling, System of Transcendental Idealism 
(1800). transl. Peter Heath (Charlottesville: University Press of Virginia, 1978); and Jacques Rancière, The Politics 
of Aesthetics: The Distribution of the Sensible, transl. Gabriel Rockhill (New York: Continuum International 
Publishing Group, 2004; 2011), 50. 
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social body recedes, as artists like Thierry Geoffroy/Colonel, Amy Feneck and Laura Mansfield, 

and Marina Abramović combine a phenomenal understanding of body movement with 

contemporary discussions of awareness, action, and collaboration in engaged art. Then, within 

each artists’ aesthetic-physical exercise, running declares itself a communal enterprise of 

authentic movements, as the self paces to other selves. 

 Lastly, the running bodies in Danica Dakić and Martin Creed’s art remind us that moving 

images in contemporary art are not solely projections but also events. “Events are the ritual,” the 

provocative Richard Schechner writes, and rituals are nested in our everyday. Therefore, art that 

draws from our everyday, from the running body in our outdoor cityscape and drops it into our 

indoor museum space, for instance, draws from our rituals. Proposing our everyday otherwise 

means to propose our rituals otherwise, too.337 

 In each instance, the running body is treated as an interpretive context. It provides 

opportunities to not only discern our own exertions and limitations beside one another, but also 

to generate critical meaning and experience within the individual body collectively. Notably, 

there is an unmistakeable shift from the running body as a referent in the nineteenth century, 

though it might still be called on for such a task, to running as something dynamic, 

demonstrative, and productive, to be performed and brought into being. For, the running body is 

at the chiasma of art and life. 

 Prior to launching into specific case studies, I should explain the use of the concept 

“ritual” in order that we might consider the frames of contemporary art exhibitions and our 

movements therein. “Once we question our Enlightenment assumptions about the sharp 

separation between religious and secular experience,” argues Carol Duncan, “that the one is 
                                                
337 Richard Schechner, Essays on Performance Theory 1970 - 1976 (New York: Drama Book Specialists, 1973; 
1977), 26. 
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rooted in belief while the other is based in lucid and objective rationality — we may begin to 

glimpse the hidden — perhaps the better word is disguised — ritual content of secular 

ceremonies.”338 Duncan seeks the ritual in our present cultural environment. She suggests a 

continuity between museum spaces for art and sacred spaces for religion: it is a formalized 

structure for community and identity, for ideology and for memory, and even for 

“transformative” experiences.339  

 Museum architecture has a long tradition in referencing historical ceremonial sites, which 

are predicated on sacred spaces, stylized events, and modulated reverences. Gallery and 

exhibition designs, complete with dramatic lighting and framed narratives, stage art objects for 

public edification. Further, the staging of art objects looks quite the same from one gallery and 

exhibition to the next. The effect is consistent appearances that occasion consistent experiences, 

that is to say, methodical experiences, experiences that happen eerily similar to experiences in 

every other museum context. The move from the generic art museum as a “timeless order of 

things coexisting” to specific ritual praxis, Pierre Bourdieu reminds us, is made all the more 

possible by the movements of the viewer’s body. At this point, ostensibly objective, public ritual 

transfers to a subjective, personal activity and memory of the body.340 

 As a concept advanced by George Lakoff and Mark Johnson, “ritual” is an important 

“experiential gestalt” that emerges in our everyday, a potential for coherency and synthesis in 

what otherwise would be a chaotic universe of actions.341 The personal and cultural symbols that 

combine to constitute our private and public self are grounded in, and given authority by, rituals 

                                                
338 Carol Duncan, Civilizing Rituals: Inside Public Art Museums (Abingdon: Routledge, 1995), 8. 
339 Duncan, “The Art Museum as Ritual,” 11-12; and Susan A. Crane, “Introduction: Of Museums and Memory,” in 
Museums and Memory, ed. Susan A. Crane (Stanford: Stanford University Press, 2000), 4. 
340 Bourdieu, Outline of a Theory of Practice. 
341 George Lakoff and Mark Johnson, Metaphors We Live By (Chicago: University of Chicago Press, 1980), 234-
235.  
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enacted by our bodies. It is a performing of our self, sensorially and ideologically, set to repeat. 

Lakoff and Johnson go so far as to argue that “there can be no culture without ritual.”342 When 

an artist intervenes in the everyday ritual of the body, she or he either exposes or proposes 

different symbols and activities for the personal-cultural self.343   

 And what are the bodily rituals practiced by viewers in an art museum? At the most 

basic, we walk, and we look. We stand, and we gaze. We walk again. Occasionally we sit on a 

bench in front of a painting or on a long museum corridor. Then, we walk a bit more, all the 

while still looking. It is a promenade culturally ingrained and corporeally rehearsed, to the point 

of unconscious mundanity.344 According to Hewitt, the promenade is an order of the body 

conditioned by bourgeois sensibility. His understanding of the walk is tuned to close readings of 

the Enlightenment’s walking philosophers, largely Balzac and Rousseau.345 But, when Duncan’s 

argument is brought onto this terrain of bodily experience, we might be encouraged to chart the 

history of this seemingly prosaic walk even earlier, to its enchanted roots in a pre-Enlightenment 

separation. The ancient practice of the pilgrimage is the most obvious example here.346 Although 

walking is steeped in philosophical theory of bourgeois culture, as is the museum, the movement 

is notably religious ritual, too, deepening Duncan’s claim of the ritual subtext in spaces for art.347 

                                                
342 Catherine Bell, Ritual: Perspectives and Dimensions (New York: Oxford University Press, 1997), 41; Lakoff and 
Johnson, Metaphors We Live By, 235-236. 
343 Lakoff and Johnson, Metaphors We Live By, 236-237. 
344 I think, too, about Donald Preziosi's reminiscing, “Walking recently (once again) through the British Museum 
(one seems always in the BM again even if visiting for the first time), for in fact we have never really left behind the 
very first museum we ever visited; a semi-permanent hovering museological specter…”{his emphases}. Not only is 
walking a notable point in the narrative, but so is the fact that we replay our museum experiences. Art Religion 
Amnesia: The Enchantments of Credulity (New York: Routledge, 2014), 60. 
345 Hewitt, Social Choreography, 77-90. 
346 Victor Witter Turner and Edith L. B. Turner, eds., Image and Pilgrimage in Christian Culture (New York: 
Columbia University Press, 1978), xxxii - xxxiii. 
347 Alexander Alberro, “Institutions, Critique, and Institutional Critique,” in Institutional Critique: An Anthology of 
Artists’ Writings, ed. Alexander Alberro and Blake Stimson (Cambridge: The MIT Press, 2009), 3. 
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 The ritual in an environment for art is, by and large, reciprocal. The art museum has been 

habituated to the ritual of contemplative, quiet promenade. At the same time, the peripatetic body 

participates and re-actuates this ritual. “Space, which is empty, uniform, and abstract,” remarks 

Ronald Grimes, “is given shape and life so it may become a ritual place such as a burial ground, 

dancing ground, or cathedral. All of these are curiously vacant, even haunting, when the actions 

of ritual are not occurring in them.” He goes on, “Ritual place is a matrix of ritual life.”348 In 

frames of the art exhibition, ritualizing space cross-pollinates with ritualizing body; disciplined 

spaces meet disciplined bodies. 

 

3.2 Story within a story: The Treadmill in Art Exhibition 
 

This is a story within a story — so slippery at the edges that one wonders 
when and where it started and whether it will ever end. 

Michel-Rolph Trouillot, Silencing the Past (1995) 
 
 The LoDo Contemporary Gallery in Phoenix, Arizona was in a typical state of art-

viewing quietude for Angela Ellsworth’s solo exhibition in 2003. Quietude, save for the lulling 

sound of the moving treadmill in duet with the steady pounding of a runner’s feet. That runner 

was Christopher Bergland, an elite triathlete who would soon become a Guinness World Record 

holder (2004) for running 153.76 miles in 24 hours on a treadmill in the storefront of Kiehl’s in 

New York City.349 The treadmill was the centerpiece of the gallery space, and arranged around 

the machine were eight drawing horses with easels. Sitting astride the benches are Ellsworth’s 

                                                
348 Grimes, Beginnings in Ritual Studies, 72. 
349 Kiehl’s Press Release. “Treadmill World Record Broken: Kiehl’s Store Hosts Historic ‘Treadathalon.’” 
PRNewswire (30 April 2004). 
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illustration students, each tasked to capture their live model in movement and to draw as long as 

the runner takes to run a marathon’s distance, 26.2 miles.350  

 This scene in the gallery for Drawing on Breath (2003) resembles the scene in a drawing 

studio. The live model poses atop a platform, while the students draw and re-draw the anatomy 

before them. The discreet white wall as backdrop diverts aesthetic attention to the poser and 

becoming-illustrations. Studio artists work at not just seeing but closely observing the subject’s 

anatomy and, for those more advanced practitioners, rendering the essence of the subject, an 

essence found at the intersection of the body’s aesthetic form, its physical function, and the 

renderer’s own state of mind. Under traditional circumstances, the model is but a sitter. 

Ellsworth, on the other hand, reinvents this model - illustrator dynamic and transfigures the 

subject into the movement itself.  

 “Challenge the eye! Make your figures spirited, animated, provocative. The extremities 

should be free and open; forms should stretch, extend, thrust, exert. Your figures should convey 

energy and vigor.” Burne Hogarth’s verbiage in “Exercises in Notation” reads as lively as the 

illustrated running bodies about which he is instructing.351 Here in his illustrators’ manual 

Dynamic Figure Drawing, anatomical exactitude is epiphenomenal to learning the structures of 

the movement itself. In turn, knowledge of the degrees of motion translate to a fuller 

understanding, consequently a more compelling illustration, of bodies. Hogarth teaches that an 

exaggeration of the anatomy conveys a vigorous body. Because even bodies in motion tend to be 

captured two-dimensionally in just one position, he suggests representing body movements in a 

                                                
350 Angela Ellsworth, Drawing on Breath, Solo exhibition at the LoDo Contemporary Gallery, Phoenix, Arizona, 
2003. Artist’s Website, available from http://www.aellsworth.com/drawingonbreath/; and Angela Ellsworth, “From 
there to here,” Talk at the University of Arizona, 05 February 2015.  
351 Burne Hogarth, Dynamic Figure Drawing (California: Watson-Guptill Publications, 1970), 57. 
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series of different views, which he identifies as the “governing motif of a sports action” and 

likens to the multiple-exposure photographic image, à la Muybridge.352   

 Limited to one large sheet of paper, Ellsworth’s students render the sequence of 

movement all on the one drawing plane. After more than two hours of confinement to the one 

surface, the illustrated body becomes more and more indistinct, so that movement further 

displaces concern for form. Gestures are literally all-over, and the mark-making proves a test of 

the illustrators’ own endurances. The runner is also confined: to the space and pace of the 

treadmill.  Running repeatedly in place makes the movement itself more pronounced, and 

therefore all the more available for consideration. “Treadmills allow me to lose myself in the 

purest form of running,” explains Bergland, with an enthusiasm for the treadmill that is highly 

unusual among long-distance runners. “On a treadmill it is just the simple, repetitive organic 

motion of running. There is nothing to navigate, nowhere to get to — just running — and 

running fills me with the purest bliss of any sport.”353 

 And, this scene in the gallery resembles the scene in a fitness studio. Like the walls of the 

gallery, and like the walls of the drawing lab, the bared white wall of a fitness studio says 

modern, high-tech, and, Brian O’Doherty might add, artificial.354 The sleek exercise equipment 

and the bodies being sculpted on them are now the aesthetic displays. The figure drawers and 

exhibition visitors replace the typical gym mirrors in reflecting the runner’s motions. Bergland is 

dressed as the quintessential advanced athlete: self-confidently shirtless with sneakers, a baseball 

cap, and loose runner’s shorts. Running to the rhythm of the revolving belt, he appears calmly 

                                                
352 Ibid., 3, 57. 
353 Christopher Bergland, The Athlete’s Way: Sweat and the Biology of Bliss (New York: St. Martin’s Press, 2007), 
xii. 
354 Brian O’Doherty, Inside the White Cube: The Ideology of the Gallery Space (Berkley: University of California 
Press, 1986), 15. 
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resolute with not just a hint of aplomb, looking straight ahead or down at his feet, arms swinging 

in motion with the strides of his legs. The runner’s body is hermetically sealed in the crowded 

room: he is in rapid motion motionlessly relative to the viewer who is either motionless or in 

slower motion. Much like the moving film image, the treadmill located in the gallery permits a 

peculiar long-duration, scopophilic consumption of the runner.355 Gym junkies typically do not 

fixate on one another while on the treadmills, at least not openly, and when running a natural 

path outdoors, the accelerated body would be long past the spectator by now. 

 Sweat serves as metronome. The pulsating sound of his footfalls moves through the 

physical space.356 “Repetitive motions put you in a trance,” Bergland writes on another 

occasion.357 Within these repeated body movements, he believes that what he is achieving is a 

higher state of consciousness, a transcendence.358 Performance artists like Ellsworth, and like 

Marina Abramović, too, consider a meditative state to be an aspect of long-duration 

performances. It is physical, says Ellsworth, and mental. It is the attempt to reach a higher place 

outside of oneself, even while the experience is resolutely grounded in the body.359  

 If the performing body transcends, what of the art viewer, or the runner’s fan? The 

rhythms produced by his movements are soundtrack to the exhibition, and the steady cadence 

can certainly en-trance the viewer, too.360 His sounds tell us that Bergland is keeping pace, that 

                                                
355 Laura Mulvey, “Visual Pleasure and Narrative Cinema.” Film Theory and Criticism: Introductory Readings. eds. 
Leo Braudy and Marshall Cohen (New York: Oxford UP, 1999), 835. 
356 John Cage, Silence: Lectures and Writings (Middletown, CT: Wesleyan University Press, 1961), 8. 
357 Bergland, The Athlete’s Way, 91: He cites Herbert Benson’s famous study The Relaxation Response (1976). 
Notably, Benson argues, “There is no single, correct approach for triggering the relaxation response or employing 
any other mind body technique. For one person, a repetitive action, such as walking or jogging with a focus on 
regular footfalls, may be the answer; for another, a repetitive phrase or prayer, said silently or audibly, may provide 
the gateway to healthful inner physiologic and genetic changes…”  
358 Bergland, The Athlete’s Way, xxvii. 
359 Angela Ellsworth. Interview by author. Phoenix/Tucson, Arizona. April 04, 2015; and Diego Sileo and Eugenio 
Viola, eds. Marina Abramović: The Abramović Method. Volume 1 (Milan: 24 Ore Cultura, 2012), 34. 
360 Brandon LaBelle, Background Noise: Perspectives on Sound Art (London and New York: Continuum 
International Publishing Group, 2006), ix: LaBelle so eloquently writes of sound in art: “Sound is intrinsically and 
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he is running in the space, and that the machine is turned on. Though we are not running with 

Bergland, sight, sound, and movement engage and activate us as spectator. The triad literally 

engages and activates Ellsworth’s group of student illustrators. Like the performance of a dance 

choreography, knowledge is also generated sensually and physically in Ellsworth’s exhibition. 

Knowledge is the dynamic between the bodies; it’s unspoken or, as Bourdieu asserts, 

ineffable.361  When the performance concludes, and the runner’s body and the illustrators’ bodies 

exhausted, the takeaway is bodily, too. 

 If Drawing on Breath might be identified in part as “relational,” that relation is through 

and between moving bodies, bodies that reimagine the normative social model.362 Among his 

theses in Relational Aesthetics (1998), Nicolas Bourriaud contests that art encounters are 

simultaneously sites for social encounters.363 There are several degrees of sociability here: the 

training runner encounters the training artist; the performing runner encounters the performing 

artists, who each encounters the spectators; the producers of art encounter the recipients of art; 

the private experience encounters the public experience.364 Explicitly art spaces (the gallery, the 

studio) encounter explicitly social spaces (the gym). Though, what Ellsworth’s art suggests is 
                                                                                                                                                       
unignorably relational: it emanates, propagates, communicates, vibrates, and agitates; it leaves a body and enters 
others; it binds and unhinges, harmonizes and traumatizes; it sends the body moving, the mind dreaming, the air 
oscillating. It seemingly eludes definition, while having profound effect…For it teaches us that space is more than 
its apparent materiality, that knowledge is festive, alive as a chorus of voices, and that to produce and receive sound 
is to be involved in connections that make privacy intensely public, and public experience distinctly personal.” 
361 Gabriele Brandstetter, “Dance as Culture of Knowledge: Body Memory and the Challenge of Theoretical 
Knowledge,” in Knowledge in Motion: Perspectives of Artistic and Scientific Research in Dance, eds. Sabine Gehm, 
Pirkko Husemann, and Katharina von Wilke, transl. Bettina von Arps-Aubert (Bielefeld: Transcript, 2007), 39-40; 
Bourdieu, Outline of a Theory of Practice, 2; and Angela Ellsworth. Interview by author. Phoenix/Tucson, Arizona. 
April 04, 2015. 
362 Eve Kosofsky Sedgwick, Epistemology of the Closet (Berkeley: University of California Press, 1990), 72. 
363 Nicolas Bourriaud, Relational Aesthetics (Dijon: Les Presses du réel, 1998/2002), 14-18: Such a reference is by 
no means to ally myself with Bourriaud’s “relational aesthetics.” In fact, I wonder if “relational” has not long been a 
part of the creative act. Notwithstanding, the terminology has proven itself influential in contemporary art rhetoric in 
the last two decades, and is therefore worth noting in this study. 
364 Angela Ellsworth. Interview by author. Phoenix/Tucson, Arizona. April 04, 2015; and Jorge Lucero, “Running in 
Place is Dumb/Great,” Teaching Artist Journal 4, 2 (2006), 92-99: Lucero is another artist who makes a connection 
between the practice of an artist and the practice of a runner. Among several other observations, he writes, “This 
practice of running had become art making, using discipline and risk, learning through the body to perpetuate new.” 
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that these sociabilities share similar rituals of the body, that as live bodies interface with other 

live bodies, no matter the space, no matter the race, etc., there is an intrinsic connection at our 

basic physiologies.365 

 Performing physical rituals slightly askew is an integral component in Ellsworth’s artistic 

practice, which is an intriguing collection of critical engagements with body movements and 

with spiritual practices. The collection is not a disjointed one for Ellsworth. This can be partially 

informed by her personal history, which includes an upbringing marked by her family’s 

identification with Mormonism in Utah. “I come from a long line of walkers,” Ellsworth notes. 

In her essay for the volume Reframing Pilgrimage: Cultures in Motion, Hildi Mitchell argues 

that the fundamentals of Mormonism foster “embodied practices,” and that the body is believed 

to be the site of Mormon culture.366 The archetypical pilgrimage enacted by Mormons, then, 

entails the sense of body ritualizing faith, myth, and history, which is a pioneer’s history, a 

religious culture in part founded on the physical act of the walking body. Ellsworth recalls 

regularly singing hymns about children walking, in which the lyrics recited the movement over 

and again: “walk and walk and walk and walk.”367 And like Bergland’s running body, the 

Mormon’s walking body transcends during, and ideally after, a pilgrimage to reach a higher state 

of consciousness.368  

 What makes Ellsworth’s performances such as Two Roads to Tiffany’s (2004) and Is this 

the place (2006), in which the artist’s enthusiasm for walking as an art mode has a great deal to 

do with her earlier history within Mormonism, particularly transformative of socio-physical 

                                                
365 Angela Ellsworth. Interview by author. Phoenix/Tucson, Arizona. April 04, 2015. 
366 Hildi Mitchell, “’Being there’: British Mormons and the history trail,” in Reframing Pilgrimage: Cultures in 
Motion, eds. Simon Coleman and John Eade (London: Routledge, 2004), 36-38. 
367 Angela Ellsworth. Interview by author. Phoenix/Tucson, Arizona. April 04, 2015; and Angela Ellsworth, “From 
there to here,” Talk at the University of Arizona, 05 February 2015.  
368 Simon Coleman and John Eade, “Introduction: Reframing Pilgrimage,”  in Reframing Pilgrimage, 2-3. 
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traditions? As she so mischievously states, her personal dimension “puts the queer in pioneer.”369 

Ellsworth self-identifies as a queer artist, feminist, and lesbian.370 In the performance works 

which reimagine her histories through movement, the walking body is a queer body.  Or, in the 

case of Club Extra (2000) and Training (2002-2009), the running body is a queer body. While 

this operative model on the surface positions her as political challenge to mainstream Mormon 

doctrine, the artist’s relationship to Mormonism is certainly more complicated than this 

simplistic binary. She finds parallels between the condemnation of certain Mormon practices and 

of same-sex culture in the United States, and perhaps partly because of her sense of empathy, the 

performance art is absolutely more poetic than it is inciting.371 Ellsworth’s tone helps explain 

what José Muñoz must have meant when he wrote in Disidentifications: 

Some performances are structured through historically embedded cultural mandates that the body of color, the 
queer body, the poor body, the woman’s body perform his or her existence for elite eyes. This performance is 
positioned within the dominant culture as a substitute for historical and political representation. Thus, performing 
beyond the channels of liveness and entering larger historical narratives seems especially important.372 

 
Her substitution by way of the queer body in moving performance is as much a historical, as a 

political, conversation. This poetic beauty might also be a product of the artist’s body history: 

she was diagnosed with lymphoma just after graduate school. Ellsworth recollects the impulse to 

return to a healthy body, to “transcend” her illness. Running again was her personal body goal. 

Years later, when she was prepared to “expand the dialogue more,” the artist turned to 

walking.373 

                                                
369 Artist’s Website: http://www.aellsworth.com/lovecircles; Angela Ellsworth, “From there to here,” Talk at the 
University of Arizona, 05 February 2015; José Esteban Muñoz, Disidentifications: Queers of Color and the 
Performance of Politics (Minneapolis: The University of Minnesota Press, 1999), 1: My understanding of the 
terminology used in political and sexual discourses about “queer” is informed by Muñoz, Sedwick, Judith Butler, 
Michael Warner, and Ann Cvetkovich. 
370 “Angela Ellsworth,” State of the Art: Discovering American Art Now. Available Online.  
371 Kathleen Vanesian, “Angela Ellsworth: Pinning Down the Past,” Fiberarts Magazine (Winter 2010/2011), 27. 
372 Muñoz, Disidentifications, 188. 
373 Angela Ellsworth. Interview by author. Phoenix/Tucson, Arizona. April 04, 2015. 
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 Bergland, too, self-identifies as gay with an openness that is unusual in the competitive 

sports world. The three-time Ironman champion credits physical exercise for rescuing him from 

his younger self and personal identity struggles. He fundraises for youth AIDS organizations and 

encourages regular exercise, especially among gay men, not only for physical well-being but also 

as an antidote to emotional trials.374 For a body to be healthy, strong, and victorious, that body 

does not have to be heteronormative.375 Giving voice to such a stance is absolutely political to a 

gay man who came of age in the 1980s and 1990s, when the “Cultural Wars” were intense in the 

USA and AIDS/HIV activism at its genesis. And to think “physical body” in a manner other than 

just for its appearance counters a history’s worth of scientific research that pathologized 

homosexual self-identity, within which was an implication that homosexuals are driven by 

superficial desires for attractiveness rather than significant needs for health.376   

 Bergland’s present, strong, well-defined male body in Drawing on Breath is, in actuality, 

another potential site for critical engagement with western art history and with socio-sexual 

identifications of maleness.377 As viewers of the performance project, we witness the illustrators’ 

witnessing — seeing — the gay body in all its narration through movement and knowledge, 

                                                
374 Dan Woog, “The OutField: Sweating, and Seeking Bliss,” The Rainbow Times (Feb 7 - Mar 5, 2008), 23; 
Bergland, The Athlete’s Way, 5; Amy Gilley, “Autobiographical Slices: Life in the Queer Kitchen,” in Looking 
Queer: Body Image and Identity in Lesbian, Bisexual, Gay, and Transgender Communities, ed. Dawn Atkins (New 
York: The Haworth Press, 1998), 112-114: To declare “gay” or “queer,” writes Amy Gilley, “to make the daily 
decision, to realize that every day means coming out all over again is tied to the body.” To be slightly askew from 
the sexual “norm” is to be seen, and what is seen is the body. Gilley’s other daily decision was to run, for miles and 
miles, then to cycle, then to lift. 
375 Michael Warner, “Introduction: Fear of a Queer Planet,” Social Text, no. 29 (1991), 14. 
376 Bergland, The Athlete’s Way, 129-130; Lauren Rosati and Mary Anne Staniszewski, Alternative Histories: New 
York Art Spaces, 1960-2010 (Cambridge: The MIT Press, 2012), 197; Lisa R. Silberstein, Ruth H. Striegel-Moore, 
Christine Timko, and Judith Rodin, “Behavioral and psychological implications of body dissatisfaction: Do men and 
women differ?” Sex Roles 19, 219; Will Roscoe, “Making History: The Challenge of Gay and Lesbian Studies,” in 
Journal of Homosexuality, vol. 15, 3/4 (1988), 3; Douglas Crimp, “AIDS: Cultural Analysis/Cultural Activism,” 
October, vol. 43 (Winter, 1987), 3-16; and Gail Lederman, Manliness and Civilization: A Cultural History of 
Gender and Race in the United States, 1880 - 1917 (Chicago: The University of Chicago Press, 1995), 15. 
377 See: Lederman, Manliness and Civilization; George L. Mosse, The Image of Man: The Creation of Modern 
Masculinity (Oxford: Oxford University Press, 1996); and Sarah J. Moore, Empire on Display: San Francisco’s 
Panama-Pacific International Exposition of 1915 (Norman, OK: University of Oklahoma Press, 2013). 
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body-to-body. In invoking the queer technique of non-normative narration, Ellsworth points to 

the underlying social rituals that link body techniques, physical-visual cultures, and various 

public spaces within which political identities are enacted, such as the contemporary gallery 

space or the gym space.378 Dominant physical culture and art history are sidelined by physical 

cultures and art’s histories of her and Bergland’s own making, or in her other works of her 

participants’ own makings, and are bodily and experientially specific.379 In discussing the body 

of the male dancer as a “queer aesthetic,” and that queering as something separate from the 

dancer's sexual identity, Hewitt writes, “From Loie Fuller through Isadora Duncan, Martha 

Graham, Mary Wigman, and others, dance provided a medium in which other voices of 

modernity might make themselves heard.”380 I believe the same of the running body as a medium 

today. 

 In making assertions about historical activism at this level of embodied performance, I 

should describe “historical activism” and how I am relating it to the work of today’s performance 

artists. History has long defined our sense of the contemporary, be it ideologically, politically, 

socially, culturally. Europeans tend to be particularly leery of the historical practice, which 

suffered considerable damage to its reputation during the World Wars, then within Communist 

regimes, and most recently at the Yugoslav Wars. Official histories seemed to many, artists 

especially, inseparable from propaganda.381 I find this vexed condition of the historical practice, 

                                                
378 Judith Butler, Gender Trouble: Feminism and the Subversion of Identity (New York: Routledge, 1990/1999), xi. 
379 Roscoe, “Making History,” 8-9. 
380 Hewitt, Social Choreography, 156-157, 176. 
381 Luisa Passerini, ed. Memory and Totalitarianism (Oxford: Oxford University Press, 1992), 6-18; and Konrad H. 
Jarausch and Michael Geyer, Shattered Past: Reconstructing German Histories (Princeton, NJ: Princeton University 
Press, 2003). Research on these artists include, but are not limited to, Zdenka Badovinac, Body and the East: From 
the 1960s to the Present (Cambridge, Mass.: MIT Press, 1999); Christopher Eamon, Rearview Mirror: New Art from 
Central and Eastern Europe (Edmonton: Art Gallery of Alberta, 2011); Michael Fried, Four Honest Outlaws: Sala, 
Ray, Marioni, Gordon (New Haven: Yale University Press, 2011); IRWIN, ed. East Art Map: Contemporary Art 
and Eastern Europe (London: Afterall and MIT Press, 2006); and Cornelia Klinger and Bartomeu Mari, 
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termed by Elazar Barkan as “historical conflict,” to be a sentiment shared among civil minorities 

in the USA.382 History is the node, the nucleus even, of much contemporary local and global 

dissension. As such, dialogues on histories are absolutely social, unequivocally political. Within 

this framework of thought, historical activism takes a page from human rights activists and 

international justice organizations, in that it denotes a combatting of those who use the past to 

instigate drama to the point of conflict in the present. To be clear, historical activism is not about 

suppressing the hard-to-grapple-with details of the past, but rather is a movement to resolve and 

therefore transform histories into positive, influential, and, at there most ideal, inclusive 

narratives.383 

 I have asserted elsewhere that this dissertation examines artists for whom the experience 

of contemporary history is the experience of the body. History lodges itself in our very being, 

from the manner in which a fork is held to the basic movement of one’s hands. Historical time is 

everywhere implicated in the contemporary moment, in the bodies of the generations whose lives 

have been marked by these pasts.384 The performed moving body is a cross-pollination of 

subjective and collective histories. However, these embodied histories, together with body 

memories, neither exist in a vacuum, nor are they static. Moving bodies, their living histories and 

memories, phenomenologically encounter the world. Through movement, through these 

                                                                                                                                                       
Modernologies: Contemporary Artists Researching Modernity and Modernism (Barcelona: Museu d’Art 
Contemporani de Barcelona, 2009). 
382 Elazar Barkan, “Historians and Conflict Resolution: The Challenge of Advocacy to Scholarship,” in Global Civil 
Society 2011: Globally and the Absence of Justice, eds. H. Seckinelgin and Billy Wong (Hampshire: Palgrave 
Macmillan, 2011), 50. 
383 Barkan, “Historians and Conflict Resolution,” 51-52; and Harald Welzer and Claudia Lenz, “Is there a ‘European 
Memory’? First Results of Comparative Research on Historical Consciousness and Family Memories,” in Clashes in 
European Memory: The Case of Communist Repression and the Holocaust, ed. Muriel Blaive, Christian Gerbel, and 
Thomas Lindenberger (Innsbruck: Studienverlag, 2011), 203. 
384 Norbert Elias, The Civilizing Proces. Sociogenetic and Psychogenetic Investigations (Oxford: Blackwell, 1939; 
2000), 107-108; Branislav Dimitrijevic and Branislava Andjelkovic, “The Body, Ideology, Masculinity, and Some 
Blind Spots in Post-Communism” in Pejic and Elliot’s After the Wall, 67-68; and Gehm, Knowledge in Motion, 10-
16.  
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encounters, embodied histories and body memories can be ritualistically recalled and enacted, 

albeit always at a slight asymmetry from times prior. In a struggle that is at one and the same 

time about historical problems and present identities, the body complex might lend itself well 

conceptually and aesthetically to the transmission of multifocal, multi-vocal narratives.385 

 For the collaborative art of Jennifer Allora and Guillermo Calzadilla, what is 

reconsidered with the moving body and its complexities are historical symbols and sentiments of 

nation. A landmark moment in their practice came five years ago when the couple represented 

the USA at the 2011 Venice Biennale. Gloria is a compilation of five installations with 

performances. Included is a traditional bronze sculpture reclining inside a tanning bed and a 

twenty-foot pipe organ (Algorithm, 2011) whose music is triggered with the insertion of a bank 

card in the contraption’s ATM, a feature that replaces the organ’s classic keys and pedals. A 

twenty-one minute art-film documentation that visually traces the landscape of the former test-

site and military training ground of Vieques, an island in the USA commonwealth Puerto Rico, is 

featured in the Pavilion, as is a sculptural installation of American and Delta airlines’ business-

class seats, performed by USA gymnasts as though they were a pair of asymmetric bars. The 

apogee of Gloria, or as it concerns our study here, is the sixty-ton military tank. Outside of the 

Palladian-style building. Turned upside down. A treadmill as topper to the right moving track. A 

USA-athlete, bedecked in her or his Olympic uniform, running between 30 to 45 minutes. Track 

& Field (2011) — it is an irresolvable sight of wreckage, triumphalism, spectacle, and 

ambition.386 

                                                
385 Koch, et al. Body Memory, Metaphor, and Movement, 1-3, 106; and Kent C. Bloomer, and Charles Willard 
Moore. Body, Memory, and Architecture (New Haven: Yale University Press, 1977), x. 
386 Carol Vogel, “War Machines (With Gymnasts),” The New York Times (12 May 2011); and Christopher Livesay, 
“Art as ‘Smart Power’ at the Venice Biennale,” NPR (02 June 2011). 
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 Gloria, in both its segments and its totality, has all the trappings of a Robert 

Rauschenberg Combine, only now in its excess. John Cage said of Rauschenberg’s Combines: 

“There is no more subject in a combine than there is in a page from a newspaper. Each thing that 

is there is a subject. It is a situation involving multiplicity.”387 The newspaper layout serves a 

description of Allora and Calzadilla’s exhibition rather well, too, complete with the parallel 2011 

and 2012 headlines of relationship shifts between the USA and Puerto Rico. The “newspaper” 

unfolds spatially, performatively, complexly. Reviews by art critics generally agree and, like any 

well-behaved mass-product, repeat that the show is emphatically political art. It is about any 

number of -isms, they write: militarism, nationalism, capitalism, athleticism, dystopianism.    

 There is, of course, truth in their thematics for Gloria. While the duo has become a 

favorite in Europe over the last two decades, they were not exactly household names at the time 

of their selection to represent the USA in Venice. The selection surprised many art world 

aficionados. In part, the surprise did stem from this circumstance of the artists’ relative 

anonymity in the USA. But perhaps more surprising was their being based in Puerto Rico; 

Calzadilla is Cuban; and they are outspokenly critical of the government. Allora and Calzadilla 

frequent the tropes of historical memory and contemporary politics as they relate to war and the 

military.388  

 Absent in these critiques is the equally significant preoccupation of the artists with the 

mediums, the materials.389 In conversation with Yates McKee and Jaleh Mansoor: 

                                                
387 John Cage, “On Robert Rauschenberg, Artist, and His Work,” in Silence, 101-102. 
388 Vogel, “War Machines (With Gymnasts)”; and IMA, “Indianapolis Museum of Art and Allora & Calzadilla 
Present Gloria at 54th International Art Exhibition La Biennale di Venezia,” (Indianapolis, IN 2011). 
389 Susan Sontag, “Against Interpretation,” in Against Interpretation and other Essays (New York: Picador, 
1961/1966), 4-5; and Brandon W. Joseph, Random Order: Robert Rauschenberg and the Neo-avant-garde 
(Cambridge: The MIT Press, 2003), 4: Sontag warned of reducing art’s interpretation to merely the “conscious act of 
the mind,” and likewise Rauschenberg himself purposed his Combines to intervene in “standards.” The same should 
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GC: Perhaps we could say that our medium is the trace — a mnemonic problematic of marking 
and effacement, preservation and destruction, life and death that unsettles any linear relation 
between past, present, and future. 
Y&J: Trace as medium—one informed by the memory of past generations and those yet to 
come. 
JA: Yes, a medium that resonates, materially and metaphorically, with the politico-ecological 
impressive of sustainability. At stake is the survival of both art as a discipline and life itself as a 
biopolitical object under historical conditions of extreme duress.390 
 

The medium-trace in Track & Field is the running body, emphasis on the descriptor “running” 

here and not just “body” in its general pose. The running body is central for the artists using 

social ritual slightly askew, to put pressure on the productions of historical meaning.391 Classic 

meaning-productions might include: 

1. The best athletes and their adoring fans travel around the world to represent their nations in 

tests of prowess. The athletes are placed on ideological pedestals. Their bodies are on view, 

demonstrating the mastery over one nation or another.  

2. The best military technologies and their trained handlers travel around the world to represent 

their nations in tests of prowess. The machines are placed on ideological pedestals. Their 

bodies are on view, demonstrating the mastery over one nation or another.  

3. The best artists and their followers travel around the world to represent their nations in tests 

of prowess. The artworks are placed on ideological pedestals. Their bodies are on view, 

demonstrating the mastery over one nation or another. 

The social ritual inherent in each instance is found in the movement and meeting of peoples, the 

greater national ideals these individuals and their objects represent in moments of international 
                                                                                                                                                       
be applied to Allora and Calzadilla’s work, irreducible to neither one art form, one purely cognitive understanding, 
nor one clear interpretation. 
390 Yates McKee and Jaleh Mansoor, “The Sediment of History: An Interview with Jennifer Allora and Guillermo 
Calzadilla,” Parkett 80 (2007), 48. 
391 I should be reproached if I were not to give a nod to Walter Benjamin and his many uses of “trace” (Spur). The 
term comes up regularly in his writings yet is utterly unstable, as it takes on a number of different meanings within 
various contexts. Perhaps best might be this statement from the Arcades Project, “‘Trace and aura. The trace is the 
appearance of a nearness, however far removed the thing that left it behind may be. The aura is the appearance of a 
distance, however close the thing that calls it forth. In the trace, we gain possession of the thing; in the aura, it takes 
possession of us” (447).  
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encounter, and the centrality of the body in expressions of power and influence. These instances 

of exchange — sports, wars, arts — are fashioned and re-fashioned in different locations, 

different epochs, begging the question if such universal, timeless routines make for unmindful 

encounters, in athletics, in combats, in aesthetics. And notably, the encounters are dependent on 

their mobilities.392 

 Only in Allora and Calzadilla’s Track & Field, all three mechanisms of ritual are 

upended. The artists representing the USA at the Venice Biennale, one of few international 

exhibitions still organized according to geopolitical designations, and to much criticism at that, 

are outspokenly contra-government and critical of dominant histories and cultural exchanges. 

Each facet of the artwork’s ritual must be read as debate, as a need for question or new 

consciousness to some degree.393 We are asked to cross-examine the history of technology, of 

international sporting events, of national identity and power. The artworks are not neatly 

confined to the inner pavilion, but rather spill out into the courtyard where the tank and 

performing athlete can be heard and seen by other pavilions, too. The tank is in fact a British 

tank, rather than an American one, and is made completely useless and powerless turned over. 

Restricted to the space and pace of the treadmill as opposed to their typical track, the athletes run 

counter to the movement of the tank’s road wheels and are bodily separate from the viewers.394 

                                                
392 Bourdieu, Outline of a Theory of Practice, 9-12; Lawrence Alloway, The Venice Biennale 1895 - 1968: from 
salon to goldfish bowl (Greenwich, CT: New York Graphic Society LTD., 1968), 13; and Peter Matthews, 
Historical Dictionary of Track and Field (Lanham: The Scarecrow Press, Inc, 2012), 1: Matthews notes, “The word 
athletics is derived from the Greek athlos, meaning combat or struggle, and it is appropriate that the pinnacle of the 
sport of track and field athletics in the modern age, the Olympic Games, is the revival of events held in Greece for 
some 12 centuries, from the first recorded even in 776 BBC at Olympia.” 
393 Joe Fyfe, “Jennifer Allora and Guillermo Calzadilla at Chantal Crousel,” Art in America, vol. 92, iss. 10 (Nov. 
2004), 189-190; and  Alloway, The Venice Biennale, 22. 
394 Of course, the track is also arguably restricting. Since as the early 20th century, the practice of runners for Track 
& Field was to run on a number of different terrains, including grass, sand, and uphills. Very rarely do they practice 
on the delineated track. R.L. Quercetani, A World History of Track and Field Athletics 1864-1964 (London: Oxford 
University Press, 1964), 118. 
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The visual perspective of the viewer is “looking up to” the runner, who is in fact “going 

nowhere.” 

 Like the tank, the treadmill also has its origins in British industrialism and, ironically, 

punitive technology, introduced as non-violent punishment and highly visible humiliation in 

British prisons. Charles Dickens writes of the early treadmill contraption, “It is a satisfaction to 

me to see that determined thief, swindler, or vagrant sweating profusely at the 

treadmill…[knowing] he is doing nothing all the time but undergoing punishment.”395 Historians 

note the amusing link between the contemporary treadmill, used by the affluent and capable, and 

this earlier machine for disciplining the criminal body, which involved strenuous body labor 

without the recompense of an end product. The trend is then to cite Michel Foucault’s 

scholarship on discipline and the body.396 I contend that the running body extends their and his 

arguments that the “punishment-body relation” within the modern penal structures transitioned 

from one of pain to one with non-corporeal punishments and “higher” goals.397 It is therefore 

telling that to run the body to exhaustion fit within these loftier goals, that in some way treadmill 

running could help the criminal to transcend to a better psycho-physical state. In fact, such 

psycho-physical development is the express intent of professional Track and Field runners.398 

                                                
395Charles Dickens, “In and Out of Jail,” Household Words 7 (May 14, 1853). 
396 See: Caroll Pursell, White Heat: People and Technology (Berkley: University of California Press, 1994); David 
H. Shayt, “Stairway to Redemption: America’s Encounter with the British Prison Treadmill,” Technology and 
Culture, vol. 30, no. 4 (Oct. 1989), 908 - 938; and Michel Foucault, Discipline and Punish: The Birth of the Prison, 
transl. Alan Sheridan (New York: Vintage Books, Random House, Inc, 1977; 1995): Notably, not until the late 
1960s was the treadmill put onto the consumer market in the USA. This is at the same time as the running boom.  
397 Pursell, White Heat, 85-87; Foucault, Discipline and Punish, 10-12; and Shayt, “Stairway to Redemption,” 938: 
The treadmill, in fact, was introduced around the same time as Bentham’s Panopticon. I find Shayt’s reference to 
Foucault particularly apt, “Although he does not address its technology directly, the segmentation of time, space, 
and behavior in Foucault’s diabolical view of imprisonment (and public life) is epitomized by the treadmill.” 
398 Quercetani, A World History of Track and Field Athletics, 46. 
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 The running body, with a stride geared to the mechanized track of the treadmill, also 

recalls the 1920s and 1930s episteme of “machinery and man.”399 Stuart Chase believed 

machines to be “any non-living contrivance to extend or modify the power of the body, or to 

refine the perception of the senses. Its commonest function is to transform random energy into 

disciplined energy.”400 Especially in light of its history of reforming criminal behavior, discipline 

must be central to the treadmill, as it is purposed to invigorate the human body through constant, 

concentrated repetition.401 To be sure, not everyone today articulates such a positive opinion of 

the machines as Chase and Bergland.402 Bruce Fleming, in Running is Life, argues that running 

for running’s sake falls by the wayside atop the exercise machine, which he wittily compares to a 

“bathtub with a current.”403 The treadmill runner is afforded the opportunity to closely monitor 

speed, pulse, distance, and intervals. Calories are computed; experiences are insular; movements 

are unvaried. Treadmill running can be utterly statistical, regulatory, placeless and 

topographically universal.  In this way, the treadmill might be another example of what Ernst 

Jünger called “instruments of technological consciousness,” as the treadmill escalates our body 

                                                
399 I am specifically thinking here of such discourses as: Lewis Mumford, Technics and Civilization (London: 
Routledge & Kegan Paul LTD, 1934; 1955); and Stuart Chase, Men and Machines (New York: Macmillan Co, 
1929). The Dadaists, most especially the paintings of Otto Dix, are revealing here, too: Matthew Biro, The Dada 
Cyborg: Visions of the New Human in Weimar Berlin (Minneapolis: University of Minnesota Press, 2009). See also: 
Richard Guy Wilson, Dianne H. Pilgrim, and Dickran Tashjian, The Machine Age in America, 1918 - 1914 (New 
York: The Brooklyn Museum in association with Harry N. Abrams, Inc., 1986). 
400  Chase, Men and Machines, 24. 
401 Robert Hobbs, Alice Aycock: Sculpture and Projects (Cambridge: The MIT Press, 2005), 219 - 226: Alice 
Aycock’s treadmill in her 1978 Project Entitled “On the Eve of the Industrial Revolution, a City Engaged in the 
Production of False Miracles” (1978) pointedly addresses this seesaw of the treadmill back and forth between 
punishment and pleasure. 
402 Perhaps body-tracking on a treadmill and in the landscape have more in common today thanks to mobile apps 
such as MapMyRun and Nike+. This will be worth looking in to further at a later date. 
403 Bruce Fleming, Running is Life: Transcending the Crisis of Modernity (Lanham: University Press of America, 
Inc, 2010), 16. 
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intelligence to the point of utmost scientific precision.404 Running in this sense is not quite 

natural, though it is not quite unnatural, either. 

 With the athlete and treadmill embedded in a war machine, Allora and Calzadilla’s 

politically charged Combine-of-sorts casts doubt on the rational Enlightenment project and the 

democratic-capitalist agenda alike. The body running further disobeys both. To begin with, it 

was walking in normal affairs and pedestrianism in spectator sports that were most popular until 

the late nineteenth century, when interest in running began to gradually increase. Running, 

especially long-distance running, abandons ration. As R. L. Quercetani marvels in A World 

History of Track and Field Athletics, “Courage and ability to suffer are the key to success in 

distance running. Decades of improvement in training methods have not altered the situation at 

all in that respect.”405 Running is extremely arduous and an effort without extrinsic advantages. 

A runner punishes his or her body, repeatedly, for the singular purpose of the activity, and what’s 

more, a person must have the time, the means, and the psycho-physical capacity to become a 

runner. Distance running is neither sensical nor is it democratic. The latter is made all the more 

remote with a professional athlete, who is perfectly refined and technically supported. Most 

seasoned amateur athletes cannot even hope to be equals.406 

 It should be clear that the professional runner’s body is much like the professional 

dancer’s body, exceptionally trained with a vocabulary and expression that is at once physically 

                                                
404 Ernst Jünger, “War and Photography,” transl. Anthony Nassar, New German Critique, no. 59 (Spring-Summer, 
1993), 24-26. 
405 John Cumming, Runners & Walkers: A Nineteenth Century Sports Chronicle (Chicago: Regency Gateway, 
1981); and Quercetani, A World History of Track and Field Athletics, 130, 160. 
406 Mihaly Csiksgentmihalyi, Creativity! Flow and psychology of discovery and invention (New York: Harper 
Collins, 1996), 121: I think worth investigating more is the relationship between running bodies in art and what 
Csikszentmihalyi calls “flow experience.” He explains flow as “a subjective state that people report when they are 
completely involved in something to the point of forgetting time, fatigue, and everything else but the activity itself.” 
He goes on, “When you are working on something and you are working well, you have the feeling that there’s no 
other way of saying what you’re saying.”  
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controlled and emotionally equivocal. The movements of performing bodies activate in us a 

physiological response that imagines the selfsame actions. This corporeal paralleling is a 

physiological, unconscious penetration of the viewer made all the more secure by the movements 

being uncomplicated, because those movements are then more legible to its viewers. Running 

may be strenuous, but it is certainly not complicated. Think minimalism, set to movement. This 

means, by way of motion, and whether or not it was the artists’ intention, Allora and Calzadilla’s 

Track & Field confounds our experience with the displaced objects and the histories of each by 

bonding our phenomenological experience to the rhythmic runner perched on the inverted 

tank.407 The runner interrupts the social ritual not just at the cognitive level but at the bodily 

level, too. 

 No doubt the artwork can be defined by militarism, nationalism, capitalism, athleticism, 

dystopianism, but all this is considerably more complicated by the effects on us produced by a 

moving human body, which is itself trapped by the technologies of our making. Even the 

treadmill is invested with a modern cliché: an inescapable situation. The poster child of post-’89 

capitalism, even.408 In short, we should study more the advantages of the moving body, as a 

whole, to historical activism and the production of historical narratives, including its 

technologies, its vocabularies, and its affects. The complexity of our histories are bound up in 

our body rituals that entail movement, as are our feelings of reciprocity.    

                                                
407 Wolf Singer, “Dancing like Neurons,” In Interview with Anke Euler, ballettanz (April 2009), Archive available 
online; Gehm, Knowledge in Motion, 10; and Frans de Waal, The Age of Empathy: Nature’s Lesson for a Kinder 
Society (New York: Random House, 2009), 60: de Waal notes about embodied cognition, “We involuntarily enter 
the bodies of those around us so that their movements and emotions echo within us as if they’re our own. This is 
what allows us, or other primates, to recreate what we have seen others do. Body-mapping is mostly hidden and 
unconscious, but sometimes it ‘slips-out.’’ 
408 My favorite example of this in art is Grant H. Kester’s statement in Conversation Pieces: Community and 
Communication in Modern Art ( Berkley: University of California Press, 2004), 86 : “In the history of the avant-
garde, the ‘unpresentable’ always, inevitably, becomes the presentable — that which dislocates and rejects tradition 
becomes tradition in turn. For Lyotard, as for Greenberg, art is caught in an eternal treadmill of (formal) innovation 
and assimilation.” 
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 Located in the analytical space of the contemporary gallery, or of the international 

biennale for contemporary art, the treadmill runner seems to advance nowhere, trapped in one 

place, a “stationary traveler.” Yet, changes are made, inside of the body of the runner, and inside 

of the body of the viewer, too.409 What Ellsworth, Allora and Calzadilla’s art in this section does 

is confront us with the running body, the running body with us, and its technological conditions. 

The treadmill runner does not escape us. We cannot understand this particular running body 

without, first, the machine on which it moves and, second, the awareness of our body movements 

in comparison.410 The running body is but one story within other stories. Could we not say the 

same for art, its exhibition frames, and its affects on the viewer? 

 

3.3 Everybody Runs: The Direction of Participatory Movements 

It is certainly not an easy task, 
to debate and run, 
simultaneously… 

 
In the Critical Run 

this critical panting & stammering, 
this critical staccato & syncopation 

requires will power and motivation. 
The Critical Run requires critical thinking. 

And thinking on the move. 
The thinking evolves as the group moves along. 

- excerpts from Thierry Geoffroy/Colonel’s definition “Critical Run” 
 
At the same 2011 Venice Biennale, another run was taking place. A “critical run,” and it is 

Danish-French conceptual artist Theirry Geoffroy/Colonel who leads the way.   

                                                
409 Lucero, “Running in Place is Dumb/Great,” 92-99. 
410 Jane L. Harte and Georg H. Eifert, “The effects of running, environment, and attentional focus on athletes’ 
catecholamine and cortisol levels and moods,” Psychophysiology, vol. 32, iss. 1 (January 1995), 49-54: 
Psychophysiologists Jane Harte and Georg Eifert’s 2007 study maintains that both the environment and the mindset 
of the trained runner in relation to that environment — and this includes the controlled environment of the treadmill 
— affects her or his psyche while running. 



 

   178 

 Geoffroy invites two of the Olympians featured in Allora and Calzadilla’s Track & Field 

to run alongside him on the sidewalks of the Giardini. Dressed in baseball caps and bright 

running gear, the athletes are ready for a workout. Geoffroy, on the other hand, is not. His belted 

slacks, long-sleeved collar shirt, and bow tie suggests a formality unfit for exercise, most 

especially outdoors in Italy’s hot summer months. Perhaps we might disregard his attire were 

this a spontaneous jog. Judging by his social media announcements and detailed calendars of 

upcoming Critical Runs, a jog with Geoffroy is anything but.411 Wrapped around his forehead is 

a white bandanna with “Biennalist” scribbled in red. The self-adopted label is one of Geoffroy’s 

many experimental art formats — the Critical Run Format, the Penetration Format, and the Slow 

Dance Format included — and is described as people who “take the thematics of the Biennales 

very seriously.”412 

 This unusual running group appears preoccupied with their debate about the role of 

contemporary artists and exhibitions in politics today. They weave between the Biennale’s 

pedestrians, who are walking as usual, and jog past the more permanent of national pavilions. 

Geoffroy, far from humoring anyone with political correctness, prods the athletes into discussion 

with a direct, provocative, and quite rapid Q&A session.  

  What do you think of the world, is it okay, is it going well? 
  What are the emergencies today? 
  Do you think there is no problem in the world that we should debate about now? 
  Is there suffering? What kind of suffering? 
  Should artists have a role in looking at these problems? 
  Is change possible? 
  Do we live in a world that is apathetic?413 
 

                                                
411 Thierry Geoffroy/Colonel, “Films for Installation from the format Critical Run,” Emergencyrooms, available 
from http://www.emergencyrooms.org/criticalrun/films.html; and Thierry Geoffroy/Colonel, “Timeline,” Facebook, 
available from https://www.facebook.com/CRITICALRUN. 
412 PS1/MoMA Art Radio, “Venice Biennale: Interview Thierry Geoffroy/Colonel,” YouTube (21 Jul 2011). 
413 Thierry Geoffroy/Colonel, “Films for Installation from the format Critical Run,” Emergencyrooms. 
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The athletes, ever ambassadors for the USA, are congenial though hesitant, if not ill-at-ease. The 

ability to self-edit in such a quick debate is, for the most part, disabled. As Geoffroy shares his 

thoughts about Track & Field, which gives him a feeling of being either “entertained” or 

“aggressed,” this sense of their discomfit amplifies. He asks the Olympic pair if they feel like 

puppets for the artists, for the US pavilion. “No no no,” they respond quickly, fiercely. They are 

delighted to be there, to experience a “different kind of running” on top of the tank. And on 

Geoffroy goes with his prodding.414 

 This pathway through the exhibition space is absolutely pivotal to the Critical Run 

Format. Not only is the Giardini cordoned off so that only persons who have paid to enter the 

Biennale are allowed on site, meaning the run happens “inside” the historical context of the 

institution.415 But it also reveals a strategy to embed the critique within the frameworks about 

which he and fellow runners debate. Since 1999, Geoffroy has run the format over seventy times 

in approximately twenty different countries. MoMA PS1 in New York City, documenta in 

Kassel, the Climate Change Conference in Copenhagen, the Venice Biennale — sometimes the 

run-debates are invited, sometimes not. There might only be a couple of participants on any 

given run, or he might entice an entire crowd. Critical Runs can also be enacted in different 

places at the same time; any one can request instructions, devise a critical question with 

Geoffroy’s guidance, and video record the run as documentation to be shared.416 The purpose of 

the Critical Run is to intervene in the moment in which an exhibition or conference takes place. 

The questions are to interrogate the very people who participate in these various platforms. And, 
                                                
414 Thierry Geoffroy/Colonel, “Films for Installation from the format Critical Run.” 
415 Alloway, The Venice Biennale, 25; and Peter Stanners, “The Ultracontemporary Art Movement: Interview with 
Thierry Geoffrey and Tijana Misković,” MURMUR (March 2015), available from http://murmur.dk/articles/the-
ultra-contemporary-art-movement.245.html. 
416 Thierry Geoffroy/Colonel, Artist website, available from http://www.colonel.dk; and Thierry Geoffroy/Colonel, 
Interview by author. Copenhagen, Denmark/Tucson, Arizona. June 14, 2015: Geoffroy explained that the art format 
“can have a life of its own.” 
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dressed in their workaday attire and exchanging lively chatter, every body runs in discordance 

with the flow of these prefab, popular international events.417   

 Each “art format,” which are in themselves works of art, Geoffroy assigns its own 

expressed merit. The Penetration format is a situation in which one artist, with permission, 

inserts his or her work within the exhibition of another artist; Slow Dance is a sociable format 

that brings participants bodily, intimately together as current events are discussed in person, in 

rhythm. The Critical Run integrates running and debating, in order to stimulate discourse in the 

here and now, to impress both physically and mentally the urgency of the conversations. “Run 

before it is too late,” Geoffroy implores.418 The common thread running through the formats is 

the opportunity for artists to create new work immediately, so that artists might concern their 

projects more with contemporary “emergencies” while relinquishing the stress of protracted art-

making. His formats therefore constitute art that awakens an instantaneous political 

discursiveness, in theory answering Claire Bishop’s call in Radical Museology (2013) for 

unabashed critical debate — actual debates, with actual opposing views — within art’s 

publics.419 Geoffroy also describes the art formats as a process in storytelling, as the runs bring 

together different characters, feelings, thoughts, spaces, bodies, movements into one 

conversation.420 

                                                
417 Thierry Geoffroy/Colonel, Interview by author; and Critical Run Global, Video Archive, available from 
https://www.youtube.com/playlist?list=PL27B4C99C4B7578D3. 
418 Thierry Geoffroy/Colonel, “FORMATS/Topics forms and methods,” Emergencyrooms, available from 
http://www.emergencyrooms.org/formats.html; and Thierry Geoffroy/Colonel, “CRITICAL RUN/Debate Format,” 
Emergencyrooms, available from http://www.emergencyrooms.org/criticalrun.html. 
419Peter Stanners, “The Ultracontemporary Art Movement”; “Thierry Geoffroy/Colonel: Emergency Room,” PS1 
MoMA, Exhibition (February 8 - March 19, 2007), available from http://momaps1.org/exhibitions/view/130; 
“Thierry Geoffroy/Colonel: Penetration, 2010/Artist Colonialist, 2010,” Manifesta 8, Exhibition (October 9, 2010 - 
January 9, 2011); and Claire Bishop, Radical Museology: or, What’s ‘Contemporary’ in Museums of Contemporary 
Art? (London: Koenig Books, 2013), 6, 23. 
420 Thierry Geoffroy/Colonel, Interview by author. 
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 While Thierry Geoffroy/Colonel’s different projects are certainly intriguing and worth 

more exhaustive consideration, what concerns us here is his use of running — and specifically 

running with a community of people who do not necessarily self-identify as runners — as a 

critical practice for art. Jacques Rancière proposes that communities are aesthetic constructions, 

and that rituals of the body are themselves communal forms. In Rancière, it is plainly evident 

that the way in which we interact with the world is through our real bodily senses; art’s efficacy 

in revolutionizing the everyday is via disrupting — thereby transforming — those senses. We 

can deduce, based on his argument, that the running body in community is based in ritual and 

therefore is an aesthetic design.421 

 From this perspective, too, the running body in Geoffroy’s engaged projects plays with 

the typical construction of our bodily senses in polished, popular communities, whether it be the 

spaces for contemporary art or the stages for contemporary discourse. Awareness in what would 

otherwise be a routine international biennial, Geoffrey tells us, is aroused through “sweating, 

moving, being in physical contact with others, opening eyes, exciting the perception sensors.”422 

To sweat in clothes not tasked for running, to move rapidly in spaces not designated for running, 

is unseemly. Messy. Unruly. Shameful. Opinions are spoken between pants. Bodies bear the 

shock of physical activity, differently, together.423 The intensified pace of a body through the 

                                                
421 Jacques Rancière, The Politics of Aesthetics: The Distribution of the Sensible, transl. Gabriel Rockhill (London: 
Continuum, 2000/2011), 18, 50-66; and Eleanor Hoover, “Can Marriage Survive the Running Craze? Not Always, a 
New Study Finds,” People, vol. 13, no. 24 (16 June 1980): Among a number of gems in this article is the statement, 
“it is great to talk to people while they are running; they are far less guarded.” A last citation here: de Waal, The Age 
of Empathy, 48, 52: “Empathy starts…with the synchronization of bodies: running when others run, laughing when 
others laugh.” 
422 Rancière, The Politics of Aesthetics, 50-66; and Jacquelyn Davis, “In Conversation with Thierry Geoffroy (AKA 
Colonel),” Artwrit (Spring 2012). 
423 I find it interesting that, in my separate interviews with Geoffroy, Feneck, and Ellsworth, each artist mentioned 
(essentially) that art world players do not appreciate being made to run, or to sweat, at openings and such. It’s 
unattractive, embarrassing, not considered sophisticated. Geoffroy said to participate in a run, then, is to “be more 
brave. That extra effort is important.” 
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Giardini, for example, could hardly afford the same leisurely investigation of art objects as has 

the walking peregrinator. Such explosive body movements take concentrated and sustained 

effort. Further still, the runner in a walker’s Eden has little hope for anonymity.  The runner 

becomes more conscious of her or his body movements, her or his mode of being askew from 

that which is socially pre-prescribed, as do their passersby.424  

 If we turn to Charles Baudelaire’s prose poem “Crowds” and his vanguard imaginations 

of the modern wanderer, the flâneur: 

The solitary and thoughtful stroller draws a unique intoxication from this universal communion. 
He who easily espouses crowds knows feverish delights, of which the selfish will be eternally 
deprived, locked up like a chest, and the lazy confined like a mollusk. He adopts as his every 
profession, every joy and every misery circumstances place before him.  
What people call love is awfully small, awfully restricted, and awfully weak, compared with that 
ineffable orgy, that holy prostitution of the soul which gives itself totally, poetry and charity, to 
the unexpected which appears, to the unknown which passes by.425 
 

Baudelaire’s flâneur finds a voluptuousness in sauntering through the modern city and its crowds 

of people, a pleasure which Baudelaire believes to be an art in itself. Walter Benjamin, a step 

further, understood this flâneur as participating consciously in what was an otherwise 

unconscious horde of urbanites. He was often a philosopher-of-sorts, both solo and social, whose 

mind was attentive and body diaristic, a homebody within an unheimlich public space. He has 

the wherewithal to comprehend and call attention to surrounding structures. Rebecca Solnit adds 

to both Baudelaire and Benjamin in noting that the flâneur also interrupted the speed of the 

modern city, which at the time was set to the seemingly breakneck pace of industrialization.426 

                                                
424 Thierry Geoffroy/Colonel, “Critical runs [fr. course critique],” Emergencyrooms, available from 
http://www.emergencyrooms.org/dictionary/words/CRITICAL_RUN.html; Walter Benjamin, Charles Baudelaire: 
A Lyric Poet in the Era of High Capitalism, transl. Harry Zohn (London: Verso, 1997), 40, 52: Benjamin notes the 
sense of anonymity felt by Parisian pedestrians at the height of modern urbanization. “Here the masses appear as the 
asylum that shields an asocial person from his persecutors.” 
425 Charles Baudelaire, The Parisian Prowler, Le Spleen de Paris Petits Poèmes en Prose, transl. Edward K. Kaplan 
(Athens: The University of Georgia Press, 1989), 21-22. 
426 Benjamin, Charles Baudelaire, 37 - 66; and Rebecca Solnit, Wanderlust: A History of Walking (London: Verso, 
2001), 198 - 210. 
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 We might consider the running body in art projects today, such as Geoffroy’s, in relation 

to the flâneur. By foot, our flâneur also moves consciously contralateral to the ritualized if not 

apathetic, as Geoffroy contends, or complacent, as Frederic Jameson fears, or often stationary, as 

I would add, mode of contemporary life.427 The twenty-first century runner-as-flâneur is not a 

novel suggestion. Kinesiologist and distance runner Michael Atkinson relates notions of flâneury 

with those of the “traceurs,” or practitioners of Parkour, the now-global countercultural 

movement that adheres to a mind+body manifesto of “free running.”428  The technique of free 

running looks much like the dj-remix of athletics: flipping, climbing, turning, sprinting, jumping. 

Traceurs run over sidewalk ledges and hurdle ramps; dash from rooftop to rooftop to the grassy 

floor; leap over cars, run up the sides of buildings, somersault in quick succession through 

breezeways and down bridgeways. This is far from the structured jog along a city sidewalk!429 

Parkour’s aim for “free running” as a countercultural tool is to interact with and within space in 

manners alternative to those organized by city structures and social rituals. Traceurs, like the 

flâneur, return agency to their body movements by roaming creatively, moving autonomously, 

consuming urban conditions all the while self-liberating from them. I appreciate the quote 

Atkinson culls from the BBC documentary Jump London (2003): “The whole town was there for 

                                                
427 Thierry Geoffroy/Colonel, Interview by author; and Fredric Jameson, Postmodernism, or, the Cultural Logic of 
Late Capitalism (Durham: Duke University Press, 1991), 4. 
428 Michael Atkinson, “Parkour, Anarcho-Envrionmentalism, and Poiesis,” Journal of Sport and Social Issues, vol. 
33, no. 2 (May 2009), 169-170. 
429 Also see: BBC Documentary, Jump London (2003), as well as video documentation of parkour online, available 
from https://www.youtube.com/watch?v=NX7QNWEGcNI; Atkinson, “Parkour, Anarcho-Envrionmentalism, and 
Poiesis,” 170, 179: Atkinson writes of his experience with traceurs: “For 8 miles, I ran and jumped with traceurs as 
part of a fluid and responding tribe, not as a spoke in a rationally calculating and environmentally detached wheel of 
athletes concerned predominantly with externally defined, preset, and tightly policed time and distance running 
goals. We took turns shepherding one another through the city, practicing speed and stealth in our movement at 
times as we made our way across the rolling and varied architectural terrain. The movement, and our underlying 
orientation in the session, encouraged me to let go of all conscious thought and simply be present with my breath, 
movement, and the physical environment. Lines separating roads, buildings, cultures, selves, and bodies 
disappeared. I had never experienced the city, or running for that matter, in this way. And even though I felt 
exhausted at the end of the session, a strange peace descended upon me.” 
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us,” one vanguard of Parkour, Sébastien Foucan, explains, “there for free running. You just have 

to look and you just have to think like children. This is the vision of Parkour.”430 

 Alone or in groups, manifesting beliefs bodily and interposing in the urban conditions — 

radical peripateticism as in practices like Parkour is no stranger to the history of twentieth 

century art. Tristan Tzara conducted “Excursions et Visites Dada: un Culte Nouveau,” tours that 

had a group traversing Paris in 1921 to hand-picked locations, “en particulier à ceux qui n’ont 

vraiment pas de raison d’exister” (particularly to those which really have no reason to exist).431 

Contemporaneously, the Surrealists made “expeditions,” ambling about the Parisian streets late 

at night, and on occasion all night long. The Situationist Internationals, not unlike the traceurs, 

advanced “playful-constructive behavior and awareness of psychogeographical effects,” as they 

drifted mindfully through the 1950s/60s European cityscapes. Since the 1960s, the “pedestrian 

movement,” to borrow a term from Yvonne Rainer, of walking appears at the center of 

innumerable art practices, globally. Joseph Beuys, Robert Smithson, Richard Long, Hamish 

Fulton, Tomislav Gotovac, Marina Abramović, William Kentridge, Francis Alÿs, and the list 

goes on.432   

 What this tells us is that performance art, conceptual art too, has been spent making and 

re-making various degrees of the walking body: individually, intersubjectively, interstitially, and 

spatially. And the more familiar flâneur and the art of walking teaches us that bodies moving 

                                                
430 Solnit, Wanderlust, 200; Michael Atkinson and Kevin Young, Deviance and Social Control in Sport 
(Champaign, IL: Human Kinetics, 2008), 58-66: There is an unmistakable sense of jouissance for a traceur. 
431 Tristan Tzara, “Excursions & visites Dada: 1ère visite, Eglise Saint Julien le Pauvre,” (1921) Dada Digital 
Collection, University of Iowa Libraries Special Collections. 
432 Denis Wood, The Power of Maps (New York: Guilford Press, 2010), 173; and Francesco Careri, Walkscapes: 
Walking as an Aesthetic Practice, transl. Steve Piccolo and Paul Hammond (Barcelona: Editorial Gusavo Gili, 
2002), 70, 79-81; Guy Debord, “Theory of the Dérive,” Les Lèvres Nues #9 (November 1956), reprinted 
Internationale Situationniste #2 (December 1958), transl. Ken Knabb, available from 
http://www.cddc.vt.edu/sionline/si/theory.html; and Volker Adolphs and Philip Norten, Gehen Bleiben: Bewegung, 
Körper, Ort in der Kunst der Gegenwart (Bonn: Kunstmuseum Bonn, 2007), 174, 180. 
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through space — perhaps we can expand here to suggest any kind of movement through space — 

has the potential to directly challenge and performatively transform the everyday.433 The 

question then is how does the running body, or running bodies, specifically effect another critical 

practice of art, or art praxis. 

 To begin, a running body in art is conversant with the history of the walking body. Often 

the two are plugged into a movement dichotomy. One is practical, the other radical. One is 

everyday functional, the other a peculiar divergence from the everyday. I am reminded 

consistently by non-runners that there is little to be called "everyday" about the activity of 

running. Walking has been written, performed, philosophized, over and again, while running has 

been nearly entirely neglected in the history of art and theory. Why have art historians not 

written about running with the same intensity? Perhaps Geoffroy is partially correct, in that 

running is an unkempt business. Sweaty, flushed, worn down — it is the condition of the runner, 

and a far cry from the polished sophistication associated with art and artists.  The other deduction 

I might venture is from my own experience as a distance runner: there is something about 

running that baffles those who do not. It is as though running bodies are curious, uncanny 

creatures. A safe assumption is that many more people believe walking to be familiar, basic, and 

understandable in ways that running is not. 

 To make things more delightfully complicated, consider two more case studies, in 

addition to Geoffroy's Critical Run, in which running is used in participatory, or relational, art 

                                                
433 See: Michel de Certeau, The Practice of Everyday Life (Berkeley: University of California Press, 1984); and 
Henri Lefebvre, The Production of Space (Oxford: Blackwell, 1991). 
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practices. The commonality between all three is running as a communal activity, as a critical 

activity, and as a cosmopolitan activity.434 

 Firstly, Amy Feneck’s series of Running Associations and RUNNER projects (c. 2006 - 

2011).435 A London-based artist, Feneck enlists everybody else to run, too, as she reassess the 

public condition with movements at the grassroots.436 Running, for Feneck, grounds community 

and shared experience, as it enables the formation of social groups around a particular bodily 

activity that is then enacted in city spaces. Feneck, together with her former collaborator Laura 

Mansfield, demonstrates the vivacity and transferability of running by physically reproducing the 

project in a number of publics. The artists started in the city where they were living at the time, 

Bristol, then branched projects out variously to Bulgaria, Finland, Macedonia, Scotland, Serbia, 

and several cities in England. In some instances, the artists insert themselves into pre-existing 

running groups, while in others they arrange public running tours or organize an informal think-

tank of artists, writers, and scholars who begin to reflect on running while running together.437 

Each installment of the running series comes with the production of photographs, posters, maps 

                                                
434 My notions of relational art and participatory art are informed by the following texts: Claire Bishop, Artificial 
Hells: Participatory Art and the Politics of Spectatorship (London: Verso, 2012), and Bourriaud, Relational 
Aesthetics. 
435 Dylan Trigg, “Memory, Materiality & Hauntings,” Radboud University, Things to Remember: Materializing 
Memories in Art and Popular Culture, Nijmegen, the Netherlands, June 5, 2015. Keynote Address. I “discovered” 
Feneck through one of my many serendipitous conversations over the course of this research project. "Things to 
Remember: Materializing Memories in Art and Popular Culture" convened at Radboud University in Nijmegen, the 
Netherlands. Two things I definitely do remember. First, Dylan Trigg and his eccentric decision to play music as 
background to his keynote address. His chosen soundtrack was haunted, which was fitting, albeit slightly cliché, for 
a talk about conceptualizing histories and memories through archaeology, as the past being beneath us rather than 
behind us. Second is the dynamic exchange with Sophie Hope, a brilliant artist and instructor at the University of 
London. Hope shared my excitement for recent philosophies of "body memory.” Casually before departing, she 
mentioned, "I have written for an artist in the U.K. who works with running. Amy Feneck. I will send you our text.” 
It was the quintessential happenstance.  
436 Amy Feneck and Sophie Hope, Running Associations (General Public Agency, 2010). 
437 Amy Feneck and Laura Mansfield, Runner Projects (c. 2006-2011), available from 
http://sparror.cubecinema.com/running/; and Amy Feneck, Interview by author. London, England/Tucson, Arizona. 
June 9, 2015. 
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or texts that variously capture their bodies, the groups’ meeting times, the running routes, the 

local runners’ narratives or the ad hoc running groups’ ruminations.   

 What results is a multi-perspectival engagement with one another and with a landscape, 

while the running motion acts as the project’s center of gravity. Feneck’s participatory art reveals 

at least three productivities for running. She argues that running has become a popular trope in 

contemporary culture, taking as example such films as recent German cult classic Run Lola Run 

(1998) and artist Erick Beltran’s micro flick book The Running Man (2003).438 For Feneck, these 

examples represent running as emancipation, variation, coexistence and stimulation. Pop images 

of running, which are registered consciously and unconsciously, are co-present with actual 

running bodies; we might identify or dis-identify with either the images or the bodies, depending 

on our own bodily limitations.439  

 Second, mirroring arguments in Chapter Two, the act of running is not only corporeal but 

also geographical: bodies running together through lived space are cartographic tools, bringing 

about memories and experiences that produce and map landscapes, engaging with the politics of 

a space.440 Feneck and Laura Mansfield’s The Streets Do Flow (2009), a project carried out for 

the Great North Run Culture’s exhibition Hit The Ground at Newcastle’s Hatton Gallery, 

involved interviews and runs with locals to the result of a remapped version of the city based on 

the runners’ perspectives, behaviors, and footfalls. “Wide Open” headlines the new map, turned 

into both advert, poster, and billboard. The runner’s narrative replaces the traditional 

cartography, and the local area is understood, used, and subsequently diagrammed according to 

                                                
438 Feneck, Running Associations, 2. 
439 Munoz, Disidentifications, 97 : “Disidentification is a performative mode of tactical recognition that various 
minoritarian subjects employ in an effort to resist the oppressive and normalizing discourse of dominant ideology. 
Misidentification resists the interpolating call of ideology that fixes a subject within the state power apparatus. It is a 
reformatting of the self within the social.” 
440 Feneck, Interview by author. 
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natural and man-made landmarks, running pathways, spatial measurements and the time it might 

take to run them.441  

 Lastly, running has a sociopolitical function. “Perhaps that is a fundamental characteristic 

of self-organisation,” muses Feneck in conversation with Karen Mirza, “that it is a reaction to 

imposed regulation of some kind. Whether it’s regulation of movement, of media, or indeed the 

regulation of organizing oneself.”442 The modern city is regulated sociopolitical space, and it 

regulates sociopolitical movements, by and large concentrated on walking, such as the “walking 

city” and the “walking metropolises.”443 She deploys rhetoric familiar since the Situationists in 

the 1960s. For example, among the talking points in her manifesto “Running Collectives” are “to 

explore how physical action can determine use and experience of the city” and that “coming 

together generates new ways of understanding how we use and relate to the landscape of the 

city.”444 In running instead of walking like the SI, the crucial ideological element is running as a 

new movement code, the body encountering the contemporary urban in a manner unplanned by 

architects, politicians, or corporations. Self-organizing together through running, meanwhile, 

ignores any top-down, pre-existing political structuring and simultaneously energizes the social 

ritual with a different motion form.445 

                                                
441 Great North Run Culture, Hit the Ground (Newcastle: Hatton Gallery, 2009) [essay on-line]; available from 
http://www.greatnorthrunculture.org/NewsArticle?ArticleId=148;. 
442 Feneck, Running Associations, 5. 
443 For more information on ideas of “walking city” or “walking metropolis,” see: The Archigram Archival Project, 
the Research Centre for Experimental Practice, University of Westminster, available from 
http://archigram.westminster.ac.uk/about.php; and Rutherford H. Platt, ed., The Humane Metropolis: People and 
Nature in the 21st-century City (Amherst: University of Massachusetts Press in association with Lincoln Institute of 
Land Policy, 2006). 
444 Feneck, Running Associations, 1. 
445 Feneck, Interview by author: For her Running Associations project in Glasgow, Scotland, Feneck explains that it 
is important that the group of runners she inserted herself into were all women. They ranged in age between 30 to 
mid-50s, what she calls an “underrepresented” population. To engage female bodies and to represent those bodies 
means pointing to an agency within their everyday landscape. 
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 Feneck’s running groups are certainly quite modest. They run off the beaten path, such as 

in small cities in the United Kingdom or in the Balkans, rather than in the major metropolitans of 

New York City or Paris. Running is minimalist sporting, in that the only real equipment it 

requires is running sneakers or, in the case of the new craze for barefoot running, no sneakers at 

all. Feneck neither demands a certain dress code nor does she openly call for a specific caliber of 

runner.446 And her projects are touted as participatory, stimulating, engaging with everyday 

people and local landscapes. Yet, if running is indeed socially or politically liberatory, then 

liberation can only happen in those specifically able bodies, both in the physical and mental 

sense, who can sustain at least a certain degree of endurance while running. By this I certainly do 

not mean to deny Feneck’s participatory art its efficacy. After all, David Finn’s thesis on 

collective engagement in museum spaces certainly fits well with these running collectives: 

“Sharing the experience with someone close to you strengthens the bond between kindred 

spirits”447 Rather, I am drawing attention to running as framework that is a bit less flexible than 

walking, far less available to, as Claire Bishop writes, “repairing the social bond,” since running 

limits the amount of people capable of participation.448  

 Conversely, in answering to Bishop’s urge to discuss the art, the aesthetic, of 

participatory art, we can recognize in running projects like Feneck’s an opportunity for a 

particular group of people, runners, to think of their individual bodily rituals, their interpersonal 

relations, and their immediate environments anew, imaginatively, sensually.449 The running 

bodies collaborate in the creative process with the artist, who does not wield authorial command 

                                                
446 Feneck, Interview by author: The artist herself does not identify as a runner, per se, and did not run prior to these 
projects nor after their end. 
447 David Finn, How to Visit A Museum (New York: Abrams, 1985), 50. 
448 Bishop, Artificial Hells, 13. 
449 Bishop, Artificial Hells, 5-9; Feneck, Runner Projects; and Feneck, Running Associations. 
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but rather is just another runner, now instantly identifiable within the convivial community of 

runners.450 The potency of Feneck’s running projects derives from their universal (global) 

replicability, contemporary social relevancy, and art historical discursivity.451 Much the way the 

flâneur understood, participated in, and sometimes disrupted the city, the running body effects 

something similar within the city, the exhibition, and finally within the artwork itself. 

 Secondly, Marina Abramović’s Cleaning the House workshops (1979 - 2003). My initial 

introduction to Marina Abramović’s Cleaning the House was through its conceptual heir, The 

Abramović Method, first realized at Padiglione d’art Contemporanea in Milan in 2012, and its 

future plans for a more permanent home in Hudson, New York at the Marina Abramović 

Institute, the opening of which has been highly-anticipated since 2014.452 Both Method and 

Institute have earned celebrity not only in the art world proper but in pop culture, too, at the 

hands of contemporary icons Jay-Z and Lady Gaga, the latter of whom reportedly entreated 

Abramović for help in re-aligning her “center.”453 Notwithstanding the notoriety for the seasoned 

artist that such patronage has also reaped, a case study of Abramović’s later art projects is useful 

to our exploration of the rituals of moving bodies because, most obviously, this is the expressed 

focus of first Cleaning the House and later The Abramović Method. Additionally, Abramović and 

her projects have, for better or for worse some critics will say, garnered unprecedented interest in 

performance art. As consequence, the exercises she has developed and refined since 1979, when 

                                                
450 Feneck, Interview by author. 
451 Replicability is an important commonality between Feneck and Geoffroy, I believe. 
452 Diego Sileo and Eugenio Viola, curators, Marina Abramović: The Abramović Method, PAC Padiglione d’Arte 
Contemporanea (21 March - 10 June 2012, announcement available from 
http://www.rotta.com/en/service/media/comunicatiStampa/pdf/Abramovic_ENG.pdf; and Marina Abramović 
Institute, Institutional Website, available from http://www.mai-hudson.org/mai-hudson/. 
453 Tory Hoen, “Marina Abramović Helped Lady Gaga Manage Stress by Making her Separate Seeds for Four 
Hours,” Vulture (November 12, 2013). 
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she and Ulay first held an atelier for performance in Australia’s Blue Mountains, have now 

influenced the next generation of artists and art-goers.454 

 Abramović is the self-proclaimed grandmother of performance art; many would agree, 

myself included.455 Her work in the last pair of decades has repeatedly shown her effort now, as 

an artist who is candidly aging, to devise a unique preservation strategy for the history of her 

particular style of performance, the long-duration works. It is not a difficult argument to make 

that performance art resists conventional archiving. Save for artists like Tino Seghal who go to 

extreme lengths to prevent visual documentation, most performances are reposed in film, 

photographs, and texts. The problem, of course, is that such documents have no choice but to 

undercut the entirety of performance art’s philosophies, which involve such notions as presence, 

physicality, and the social. Therefore to these initial efforts of the MAI could be added the new 

re-performance theory of performance art being advanced, on the part of a number of other 

contemporary artists, scholars, and Abramović, too.456 

 Curator and art critic Eugenio Viola points out that Abramović’s is “a body that is by 

now a witness to history… a body that belongs to a complex artist, who cannot be reduced to a 

simplistic interpretation whose practice is fueled by a constant game of the past, which is 

                                                
454 Mary Richards, Marina Abramović (London: Routledge, 2010), 114. 
455 Sileo, Marina Abramović, 11; and Karen Wright, “Marina Abramović: The grandmother of performance art on 
her ‘brand,’ growing up behind the Iron Curtain, and protégé Lady Gaga,” The Independent (May 31, 2014). 
456 Lauren Collins, “The Question Artist: Tino Sehgals’ Provocative Encounters,” The New Yorker (6 August 2012); 
Roselee Goldberg, “Performance: A Hidden History,” in The Art of Performance: A Critical Anthology, ed. Gregory 
Buttock and Robert Nickas (New York: Dutton, 1984), 23; Anna Saulwick, Army of me: “I’ve been attacked and 
ridiculed all my life,” (Berlin: Rabenau, 2013); also see: Sven Lütticken, ed., Life, Once More: Forms of 
Reenactment in Contemporary Art, Witte de With, Center for Contemporary art, Rotterdam, January 27 - March 27, 
2005 (Rotterdam: 2005); and Marina Abramović, “Reenactment. Introduction,” in 7 Easy Pieces, Solomon R. 
Guggenheim Museum (Milan, New York City: Charta, 2007), 9-12; and Amelia Jones and Adrian Heathfield, eds. 
Perform, Repeat, Record: Live Art in History (Bristol, Chicago: Intellect, 2012). Not only has Abramović 
reperformed the performances of other artists — including Vito Acconci, VALIE EXPORT, and Joseph Beuys — 
but other artists have also reperformed Abramović’s performances — including Deborah Wing-Sproul, Jeremy 
Zimmerman, Jill Sigman, Gary Lai, Abigail Levine, and Layard Thompson. 
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constantly reintegrated in her work.”457 Seeing her body as an active history signals, at least for 

Abramović, the mortality of performance art and the vessels on whom it is dependent.  As 

consequence to this awareness, to preserve, to re-perform, and most especially to advance 

performance art necessitates new bodies, other artists, that will then embody performance history 

and probe its limits. Her earliest exercises were made to be used by the next generation of artists. 

However, in the last ten years or so, her exercises have been moving toward the inclusion of a 

larger public of bodies.458 

 The precursor to the MAI were her workshops, collectively called Cleaning the House. 

The certificate for entrance into the workshops begins with the attestation, “I hereby state that I 

am in a good condition of health….”459 It might be perceived as slightly melodramatic for an art 

workshop, until considering the details for Cleaning the House. Student participants, no more 

than 25 at a time, commit approximately seven days to the event. Each installment in the series is 

situated in a different location, the preconditions for the place being simplicity, spaciousness, and 

relative seclusion. In tow, the students bring unscented soap and pure almond oil, a sleeping bag, 

sturdy walking shoes, standard sneakers, and plain clothes — Abramović uses factory overalls as 

an ideal — that will be coordinated with other participants so that everyone is dressed uniformly. 

The night before the workshop formally begins, participants gather together for dinner and 

conversation. What follows is three to five days of fasting, with the consumption of only two to 

three liters of fluid each day; of keeping a vow of silence and only writing in a diary about the 

day; and of engaging in a set of exercises designed by Abramović to, in her words, edify students 

                                                
457 Sileo, ed., Marina Abramović, 12, 34; and Marina Abramović Institute, Institutional Website: The MAI defines 
long-duration works as “immaterial artworks lasting six hours or more.” http://www.mai-
hudson.org/immaterial#ldw 
458 Marina Abramović, David Levine; Saulwick, Army of me, 6. 
459 Marina Abramović, Student Body: Workshops 1979 - 2003: Performances 1993 - 2003 (Milano: ed. Charta, 
2003), 46. 
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in endurance, concentration, perception, self-control, willpower, and confrontation with physical 

and mental limitations.460 Participants are absorbed into the workshops in such a way that the 

boundary between life and art fades away. Abramović believes that what can be achieved is a 

different understanding of body and mind. In the final couple of days of the workshop, students 

are allowed to manifest this different understanding in a new artwork of their own design.461 

 Among the variety of exercises meant to destabilize the students’ experience of their self 

are: 

Running Exercises, first thing in the morning for twenty-five minutes, in pajamas and running 
shoes, set to a route circling the house. 
Long Walk in Landscape Exercises, in sturdy walking shoes, walking in a straight line from the 
house for four hours then back in the same straight line for four hours. 
Blindfold Exercise, a considerable distance from the house, putting on a blindfold and attempting 
to walk back to the house. 
The Lake Exercise, for nine hours and twelve laps, walk around the lake. 
Walking Backwards with Mirror Exercise, with a twelve-inch mirror, walking in a straight line 
from the house backwards and looking in the mirror for four hours then back again with the mirror 
in the same straight line for four hours. 
Walking in a Circle Exercise, for three hours and as quickly as possible, walking in a circle in a 
field.462 

 
These examples are only part of a larger design of long-duration exercises, which could consist 

of jumping, sitting, breathing, for instance. The resulting experience is a hybrid of enunciated 

movements within the single body. In 2013 at MoMA PS1, Abramović lectured on her 

conception of Cleaning the House, explaining that to take students “from slow motion to fast 

motion” enables her to “involve different perceptions of time.”463 On one level, she speaks of 

experiencing explicitly different aesthetic modes, body knowledge, and information 

transmissions according to the performer or participant’s movement, each of which (running, 

                                                
460 Abramović, Student Body, 47-48 (list of teaching points here), 52, 108; and Richards, Marina Abramović, 114-
117: There have been only a couple of exceptions to the 5 - 7 day workshop format, for example a 24-hour 
workshop Abramović led in 1995 in Amsterdam.  
461 Abramović, Student Body, 47. 
462 Abramović, Student Body, 54 - 105. 
463 Marina Abramović, MoMA PS1, July 14, 2013, public talk, video of lecture, available from 
http://www.momaps1.org/expo1/event/marina-abramovic/ . 
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walking, jumping) are individual identities in performative language. And yet there is also a 

palpable imbalance in the time frames that walking and running occupy. Naturally there are 

“different perceptions of time” in each exercise: to run for twenty-five minutes is definitively 

distinct from a nine-hour walk. In her artist book for Cleaning the House, Abramović cites 

Tibetans, the Aborigines, and the Sufis as influence; for Abramović, “all these cultures pushed 

the body to the physical extreme in order to make a mental jump, to eliminate the fear of death, 

the fear of pain and all the bodily limitations we live with.”464 Running clearly is, and should be, 

imagined as an expeditious route to the end of the body’s limits.  Abramović neither explains the 

allotted time frame for her exercises nor describes the respective roles of each movement. What 

becomes the question, then, is do both running and walking — in their various time frames, their 

various rhythmic structures —  arrive to a similar consciousness that Abramović hopes students 

to achieve? Or, are their results as different as their performance? Again, Abramović is quiet on 

her particular movement-reasonings. However, what is clearly recognized is that when and how 

body limits are reached depend on the singular body; the exercises might be universal, but the 

state of the body, the mastery over that body and its breaking point are highly individual.465 

 A fruitful avenue for inquiry might be to consider the different perceptions of body 

rhythms between the self and others. After all, in these workshops are bodies moving 

conscientiously in a public that is purposed to exaggerate social rituals. Berlin-based artist 

Nezaket Ekici, in her diary for the 2002 workshop in Antas de Ulla, Spain, writes:  

Sometimes, when I saw someone who was faster than me, the urge in me to overtake them was very 
great. And sometimes I managed to do so. I would observe their stride and imitate it. As there were 
some people who were smaller than me, I was able to overtake them by taking longer strides at the 
same pace as the person in question. After a time, my will-power would weaken, my body tire, so I 
would return to my own pace…466 

                                                
464 Marina Abramović, Cleaning the House (London: Academy Editions, 1995), no page numbers. 
465 Saulwick, Army of me, 6; and Sileo, ed, Marina Abramović, 11. 
466 Abramović, Student Body, 119. 
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The instructions were not to race with other participants in the morning run; yet still with Ekici 

and several other students, the quickened pace impels a heightened sense of competition with 

others, which serves to not only increase awareness of one’s own capabilities but also affirm 

those capabilities at the same time.467 Other participants describe:  

I was disappointed/surprised that I was not able to mentally free myself from the others in the 
group during my walking. My thoughts were revolving the whole time around the question of 
whether I was making or losing ground. Nevertheless, it was fully clear to me that everyone had 
to cover exactly the same stretch. And furthermore, no one gained anything from getting there 
earlier (as long as they made it before total darkness). In any case, I have never walked so much 
without stopping in my entire life.”468 
 
I feel very calm. This morning I jogged once around the lake clockwise.469 
 
Running as slowly as possible, head up! My feet feel the balance when I touch the ground.470 
 

It is also interesting to see in what alternative ways the speeds of the body and the motions of the 

body intersect, such as adagio for the run. Running as slowly as possible does not revert to a 

walk, why? The overall view of a running body in this workshop is not on athleticism, but rather 

is a telling image of bodily behavior and its training of both body and mind. Of most matter is 

the visual appearance of running and its role in the workshop as prelude to a day of exercises 

disrupting bodily rituals — therefore human experience and everyday consciousness.471 Running 

brings in to sharp relief, and into quick collision, the physical and mental self. 

                                                
467 A pertinent discussion of the relationship of self with self and self with others is available in the first two 
volumes of Michel Foucault’s The History of Sexuality (New York: Random House, Inc, 1978/1990), 123 (vol. 1), 
69-77 (vol. 2). I also think this idea of quickened pace + amplified sense of competitiveness, as the two intersect 
within the conditions of contemporary society, might be worth pursuing more closely in future research. 
468 Abramović, Student Body, 126. 
469 Abramović, Student Body, 127. 
470 Abramović, Student Body, 124. 
471 Abramović, Student Body, 20: What is also interesting is that, as Abramović has aged, running has been less 
frequently used in her exercises and method, to the point of hardly at all in the last decade. Walking remains a 
staple. During a Q&A with Ivan Čivić, Abramović insists, “I would never ask my students to do what I do in my 
performances. I could not request my students to visit the unsafe territories that I visit. It is my own responsibility, if 
I choose to do this myself. During the period of study, I am responsible for the works being created in my class. 
Once the students leave the academy and they become independent artists, they can push their psychological and 
physical boundaries as far as they deem necessary for their work.” (20) Running, while once activated with her 
students of performance art, stopped being featured among exercises in the Method when it gained wider public 
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 We can refer back to Geoffroy and Feneck here, too, because unlike their rendering 

dialogue the subject of their participatory art and therefore their social runs, Abramović requires 

complete silence while running. The subject in Cleaning the House could be seen as the 

phenomenological embodiment, when the spiritual roots firmly in the physical.472 Abramović is 

convinced that change happens first at the micro-experience of the individual, her or his own 

contemplation, consciousness, growth. The individual’s stimulated energies, supposedly 

enlightened in the moment of silence and psycho-physical exertion and exhaustion, then extends 

to the macro-public sphere and social life.473 John Cage considered silence the moment for 

chance and the indeterminant between structure. Cage is the ultimate in the modernist ideal of 

silence. In a postmodern world of inconsequential talk and boundless opinion, Susan Sontag saw 

composure in silence and noise in ideas. In silence, Sontag believes, we have reached the very 

heart of art as the new spiritual. In silence, she critiques, the purported transcendence from the 

everyday social language proves even still a “highly social gesture.” In silence, she therefore 

argues, the artist does not “negate” but rather can only “modify” the social ritual.474  

 Perhaps this is what Abramović would have students accomplish in her workshops — 

now her Institute — and the exercises together therein: a modification of conventional bodily, 

social rituals. These various endeavors stress a modification of art history, as in the archival 

impulse fulfilled through the body in re-performance. Cleaning the House effects a performance 

                                                                                                                                                       
attention and participants. The running body would then appear as a high-risk activity to which even Abramović as 
teacher cannot be in control. Worthy of a second mention, we see almost the exact same shift in Angela Ellsworth’s 
performance portfolio; she sees walking as an opportunity to include more people now. 
472 Sileo, ed, Marina Abramović, 15-16. 
473 Marina Abramović, “Marina Abramović on Performance Art,”in Marina Abramović, 13; James Westcott, When 
Marina Abramović Dies: A Biography (Cambridge: MIT Press, 2010), 41, 255-256: Linked to the philosophies of 
Joseph Beuys, one of the protagonists in the narrative of her early years. 
474 John Cage, “Composition as Process,” in Silence 18-56; Susan Sontag, “In Memory of Their Feelings,” 
Performing Arts Journal, vol. 16, no. 1 Bodies of Work (Jan., 1994), 6; Susan Sontag, Styles of Radical Will (New 
York: Picador, USA, 1966, 2002) 3-9. 
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of the self and generates a new self that will perform through such body gestures as running, in 

which case art is not only implicating the social ritual but is also modifying the social ritual. She 

attempts to set her teachings apart from the academy and its more formal, traditional structures 

not to negate but to modify aesthetic instruction. 

 To discuss the disruption of normative rituals in contemporary art without a nod to 

institutional criticism would be a gross disservice to this art’s history. Institutional critique is a 

practice in art that ripened on both sides of the Cold War during the contentious politics of the 

1960s, and its remnants can still be found among artists, especially conceptual artists, and 

scholars today. Alexander Alberro situates the practice’s origins in the twin currents of negation 

and synthesis: artists who sought to call critical attention to the rafters of the art institution — all 

cultural institutions, really — and still appeal for a utopian condition for art’s frameworks.475 

Blake Stimson characterizes institutional critique as an inspection of ideology and the 

consequent rituals entwined in the art institution; of the fetters on identity and heterogeneity; of 

its narcissism, self-reflexivity, and contradictions.476  

 Arguably, institutional criticism is in a different frame of mind today, in this moment 

when art institutions and its accompanying disciplines are in a crisis of relevancy and influence. 

It should come as no surprise to note that today's society seems consumed by snazzy 

entertainments, and that cultures are increasingly engineered by corporations and global media 

platforms. The art world is anxious and desperate to fit “in” yet harbors the contradictory 

                                                
475 Blake Stimson, “What was Institutional Critique?” in Institutional Critique: An Anthology of Artists’ Writings, 
eds. Alexander Alberro and Blake Stimson (Cambridge: MIT Press, 2009), 20-21; and Alexander Alberro, 
“Institutions, Critique, and Institutional Critique,” in Institutional Critique: An Anthology of Artists’ Writings, ed. 
Alexander Alberro and Blake Stimson (Cambridge: MIT Press, 2009), 2-3. 
476 Stimson, “What was Institutional Critique?”, 20-39. 
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impulse to maintain its airs of autonomy.477 Distress is visible in such institutional initiatives as 

pop-up exhibitions in off-site locations, world-class databases that allow (as the Philadelphia 

Museum of Art terms it) 24/7 access to art collections, online streaming of performance art to 

promote global interest, or holding yoga classes, which is among the world’s top fitness trends in 

2015, in the space of the art museum.478 Leading art institutions even conduct self-critical 

investigations. The Metropolitan Museum of Art, for example, published a study in 2001 of their 

visitors’ manner of looking at art. “Overall, over three-quarters of the visitors spent 30 seconds 

or less at a given work of art, and over 90 percent spent a minute or less on an individual work. 

Of the 150 visitors observed, only five spent 2 minutes or more looking at an individual work of 

art, whereas 56 spent 10 seconds or less.”479 The tone of the article was nothing short of 

disheartenment. 

 Evinced in these initiatives and studies are signs of an expressed need to slow everyone 

down again and revitalize the immanent meaningfulness of the art world. Then, for artists to set 

bodies to running speeds seems only another challenge to the traditions of the art institution, not 

unlike Daniel Buren strapping his trademark stripes to his back on a sandwich board and walking 

into the streets of Paris in 1968, outside of the art norm.480 Our most urgent task, writes Arthur 

Danto, and echoes Pamela Lee and lately Nicolas Bourriaud, is to modify the coordinates of art 

in an accelerated global condition and a new geophysical experience.481  

                                                
477 Pamela M. Lee, “Boundary Issues: The Art World Under the Sign of Globalism,” Artforum International, 11 
(November 2003), 165-167.  
478 Walter Thompson, “Worldwide Survey of Fitness Trends for 2015: What’s Driving the Market,” ACSM Health 
& Fitness Journal, vol. 18, iss. 6 (November/December 2014), 8-17. 
479 Jeffrey K. Smith and Lisa F. Smith, “Spending Time on Art,” Empirical Studies of the Arts, vol. 19, iss. 2 (2001), 
232. 
480 Daniel Buren, “Beware!” in 5 Texts (New York: John Weber Gallery and Jack Wendler Gallery, 1973), 10-22. 
481 Arthur Danto, “The Artworld,” The Journal of Philosophy, vol. 61, iss. 19, American Philosophical Association 
Eastern Division Sixty-First Annual Meeting (Oct. 15, 1964), 571-584; Lee, “Boundary Issues,” 167; and Nicolas 
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 Yet, to re-coordinate, or, alternatively, to re-contextualize or re-physicalize, the art 

experience does not predestine the purpose of wholesale dismantlement, or a grand lamentation 

of the institution’s impossibilities, or even a supplanting of its social ritual, per se. I will raise 

somewhat of a provocative question: is the institutional critique within some contemporary 

practices now about recasting the frameworks of art so that new models for meaning-making, 

new modes for inquiry, new platforms for experimentation proceed critically from institutions for 

art, or artists hoping to resuscitate institutions for art?  

 To say that criticism proceeds from art’s institution is to say that the implication that 

institutions and artists must be in perpetual contestation is unraveling. The more famous 

examples of the “institution” coming back into vogue among contemporary artists are Olafur 

Eliasson’s five-year project Institut für Raumexperimente, Thierry Geoffroy/Colonel’s pending 

Academy of Emergency Art, and Marina Abramović’s MAI. Other examples specifically 

oriented around the notion of movement include TkH (Teorija koja Hoda/Walking Theory), 

Walking as Knowing as Making, the Museum of Walking, and as noted before, Critical 

Run/Debate Format, and Runner Projects. Whether called an “institution,” a “format,” a 

“museum,” a “symposium,” an “exhibition,” or any other label in between, these projects are 

fundamentally structures for art. What they hold in common is movement, knowledge, and 

memory in and with the body. And, I venture to also argue that the experience of globalization, 

of the prevalence of digital and social media, and the crisis of the art world within the twenty-

first century has meant institutional criticism has shifted along this scale. 

 I am neither supposing that all institutional critiques are identified in such a way, nor 

whitewashing the veiled ideologies and blind rituals still enacted within some cultural spaces. 
                                                                                                                                                       
Bourriaud, “Coactivity: Notes for ‘The Great Acceleration’ (Taipei Biennial 2014),” transl. Brent Heinrich, in 
Seismopolite, Journal of Art and Politics (2014). Available online. 
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Further, proposing “another” should be understand less as a threat to art’s transformative 

potential than as an opportunity to realize additional physical forms, and practice more social 

rituals, creatively and critically within reflexive frames. Rather than the art world as a discrete 

reality, we might openly acknowledge its being bound inextricably to its contemporary social 

surroundings, culturally, corporeally, or otherwise.482 Must we always be in one (art) or the other 

(life surroundings)? If Theory Geoffroy/Colonel, Amy Feneck, and Marina Abramović’s art can 

teach us anything, it is that art can have a body while simultaneously remaining inconclusive, in-

process, entangled. Art can co-shape any embodied reality. In such a case, the various frames for 

contemporary art+society can become vibrant, investigational, conscious, running. The body 

moves.  

 
 
3.4 The Long Run: Moving Art, Moving Bodies  
 

Motion, accelerated to high speed,  
changes the appearance of the objects and  
makes it impossible to grasp their details. 

László Moholy-Nagy, Vision in Motion (1947) 
 
After having considered the mechanical run and the socially engaged run, my third example of 

running bodies critically engaging social rituals deals with contemporary artists who present the 

body really running — naturally running — through the traditional art museum. A distinct line is 

drawn between running and viewing in the artworks discussed below. That set-up is much like 

the treadmill run, but this time the bodies of the runners and of the viewers are segregated not by 

a tangible, technical object, but by motion alone. Running is choreographed by the artist, 

performed either by the artist or delegated performers, and then encountered by art’s audience. 

The last topic I would like to open in this chapter is how performances of running bodies might 

                                                
482 To some degree, I recognize that the art world does this symbolically. 
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also relate to the last fifty years of discourses on “expanded cinema” and the more recent trend of 

“moving image.”483 

 To begin, it is worth mentioning that a number of contemporary artists, more than just 

those addressed in this dissertation, are employing the running body, and in a variety of new 

platforms for any number of metaphors, meanings, or experiences. As one example, Croatian 

artist Nadia Mustapić’s somewhat whimsical experimental film Poslijepodne bez Gravitacije (An 

Afternoon without Gravity) (2011) is a woman discovering new experiences of an abandoned 

industrial space. In her ruinous playground, Mustapić’s airy body movements — leaping, 

swinging, running — re-imagine a hometown architecture.484  

 As another, the multi-video installation featured in Egypt’s National Pavilion at the 54th 

Venice Biennale (2011) was created in memory of Egyptian artist Ahmed Basiony, killed in 

Cairo’s Tahrir Square during a demonstration that same year. A five-screen continuous loop 

juxtaposes Basiony’s own raw footage of the 2011 revolutionary movements in Cairo’s streets 

with his intermedia project 30 Days of Running in Space (2010), within which the artist used 

new medias to create body records of himself while he jogged in a makeshift square for an hour 

every day, a bodily — and in hindsight, affecting — metaphor for what was once a country’s 

immobility.485  

                                                
483 Jennie Klein, “Social Practice Then and Now,” PAJ: A Journal of Performance and Art, vol. 37, no. 2 (May 
2015); Bishop, Artificial Hells, 225 - 226: Bishop very briefly discusses Martin Creed’s Work no. 850 (2008) and 
his use of “daily life” in relation to the choreographic-visual products of the Judson Memorial Church in the 1960s 
and 1970s.  While I will discuss the latter more in Chapter 2, I found Bishop’s connection to running (without 
actually discussing running specifically) important. 
484 Nadia Mustapić, Poslijepodne bez Gravitacije (An Afternoon without Gravity) (Croatia, 2011), Color, 32:9, 
available from http://nadijamustapic.com/an-afternoon-without-gravity-poslijepodne-bez-gravitacije-2/. 
485 Jenna Karjeski, “Studio or Square? Art and Revolution in Cairo,” The Nation (31 March 2014); and “Art 
Biennale 2011 - Egypt: An Interview with commissioner Shady El Noshokaty and curator Aida Eltorie,” la Biennale 
di Venezia Channel (3 June 2011), available from https://www.youtube.com/watch?v=Wuv0Mb1lGik. 
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 The running body is also to be found in the designer pages of popular culture, where it 

alternates as tokens for adventure, fanaticism, health and wellness. U.S. filmmaker and social 

media extraordinaire Casey Neistat yokes his love of extreme sports — he has run over twenty 

marathons and completed at least four full Ironman competitions — to his personal flair for low-

fi iPhone short films that have built up a star-quality following on YouTube and other sites for 

vlogging. Mind Games, a movie about running (2011) combines a locker room-like motivational 

speech with the archival persistence of Noah Kalina’s ongoing time-lapse project Everyday, 

January 11, 2000 - present. Neistat films himself run after run in different geographies, times of 

day, life scenarios, running outfits. “I run,” the chalk on the sidewalk reads at the film’s end, and 

considering his growing portfolio of stunts like jumping into a sinkhole in the Middle East and 

wakeboarding through the canals of Amsterdam, the coda seems more of a manifesto than a 

postscript.486 

 Yet Neistat’s selfie-short films offer a reminder of the long-running challenge of 

representing the running body from the running body. Take Geoffroy’s video documentations of 

Critical Run as one example: he or one of his fellow runners hold the camera while the group is 

in motion, and the result is a jerky visual that is enough to make a sensitive viewer seasick.487 In 

my conversation with Feneck, who identifies most comfortably as a filmmaker, she lamented the 

remarkably bad quality of video documents attempted while running for her projects. Her 

dissatisfaction corresponds to my discussions with several local artists in Tucson, who, when 

talking through techniques of how to film my running body from my running body, each 

                                                
486 Case Neistat, YouTube website: https://www.youtube.com/user/caseyneistat/videos; Casey Neistat, “Mind 
Games, a movie about running,” YouTube (Uploaded June 7, 2011); Chris Giblin, “Game Changers 2014: Casey 
Neistat,” Mens Fitness (2014); and Kate Palmer Albers, “Abundant images and the Collective Sublime,” Exposure, 
vol. 46, iss. 2 (Fall 2013), 6-7.  
487 See Critical Run Global, Video Archive, available from 
https://www.youtube.com/playlist?list=PL27B4C99C4B7578D3./\. 
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concluded in separate conversations that there is still no optimal technology for such a body 

visual. To carry run-of-the-mill video equipment while swiftly moving through space makes for 

an image determined by turbulent bouncing, shaking, jouncing and joggling. Even the specially-

designed equipment for filming from the body in extreme movements, such as Go-Pro, results in 

images that are subpar when measured by the yardstick for contemporary filmmaking. “They 

were photos not of an activity but through an activity,” writes Vito Acconci about his 

Photographic Works (1969 - 1970) made while the artist’s body was in motion.488 Jumps (1969) 

and Fall (1969), as two examples from this series, reinforce the argument that images produced 

from the body of the activity come out quite coarse, shaky. These qualities are the same still 

today in empirical images of body movements. Visual technology may have caught up with the 

running body in the sense that it can image the running body as a distanced observer. But, visual 

technology still, to my knowledge, cannot fluently translate motion from the running body into 

optimal filmic vision. 

 As instance of the real running body exhibiting itself, British artist Martin Creed’s Work 

No. 850 commissioned athletes to sprint through the Duveen galleries as the 2008 installment for 

the contemporary art initiative Tate Britain Commission. For four months, seven days a week, 

and eight hours a day, athletes in groups of four to six alternated running through the roughly 87-

meter art hall every thirty seconds for four hour shifts. Their instructions: “to sprint as if your life 

depended on it.”489 Creed’s criteria for choosing runners: “attitude and aptitude.”490 

                                                
488 Kate Linker, and Vito Acconci, Vito Acconci: Photographic Works 1969 - 1970, catalogue with exhibitions in 
1988 at Rhona Hoffman Gallery, Brooke Alexander, and Galerie Eric Franck (New York: Brooke Alexander, 1988). 
489 “Martin Creed Work No. 850” Duveens Commission, Tate Britain: Exhibition (1 July - 16 November 2008), 
available from http://www.tate.org.uk/whats-on/tate-britain/exhibition/martin-creed-work-no-850. 
490 Ibid. 
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 The emphatically contemporary manner of art-making, the body-as-medium 

performance, sharply breaches the orthodox space of western art history. We might propose here 

yet another interpretation of the present merging, inextricably, with the past: through bodies, 

objects, times, and experiences. The Duveen Gallery is named after early twentieth-century 

British art dealer Joseph Duveen, whose other gallery at the British Museum is the controversial 

house for the Elgin Marbles. His second gallery in the Tate Britain is a neoclassical art space 

variously described as “palatial,” “iconic,” “historic,” and “imposing.”491 Creed’s 850 meets 

head-on such a space with an equally sculpted, impressive spectacle of a body, because it is 

certainly no small feat for an advanced runner to maintain a sprinters’ pace and a pleasant 

disposition for four or more hours. Those running ably reject the boundaries of the museum 

ritual, and the event steals attention from the place. A viewer is likely to be preoccupied by an 

immediate, human-scale concern of being plowed down by the art exhibition and empathy for 

the other body running to her or his physical limit.492 

 Implicit in Creed’s 850 are its art historical precedents, and this includes the well-known 

Robert Morris Retrospective (1971), in the very same Duveen Gallery. Morris, at the time having 

just freshly withdrawn from practicing choreography, explicitly anyway, wrote of the 

retrospective, “I want to provide a situation where people can become more aware of themselves 

and their own experience rather than more aware of some version of my experience.”493 Creed 

                                                
491 Hans Haacke, “Hans Haacke: An Artist Living in New York,” October, no. 123 (Winter 2008), 79-82; Andrew 
Dewdney, “The Visual in Culture and Social Visibility in National Art Museums: Notes towards an emergent 
research approach in the knowledge domain of the art museum,” Tate Encounters, ed. 3 (May 2008); Allie Biswas, 
“Indian to International: Stainless Steel’s Impact on the Success of Subodh Gupta,” World Art, vol. 1, iss. 2 (2011), 
197 - 214. 
492 Cliff Lauson, “Feelings are the Most Important Things,” in Martin Creed: What’s the Point of It?(London: 
Hayward Publishing, 2014), 44; and de Waal, The Age of Empathy, 46-52, 65. 
493 A letter from Robert Morris to Michael Compton (5 March 1971) as quoted in Jon Bird, “Minding the Body: 
Robert Morris’s 1971 Tate Gallery Retrospective,” in Rewriting Conceptual Art, eds. Michael Newman and Jon 
Bird (London: Reaction Books, 1999), 97. 
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could echo such aspirations, as he purposefully avoids narratives in favor of experiences.494 The 

experience of Morris’ exhibition hinged on an interchange between body movements and art 

objects, organized in such a way that they might acclimatize to one another. Creed out-minimals 

the minimalist here, by removing the art object all together to base experience on body-to-body 

interaction. Though, it is not an invitation to mimic. “For reasons of safety, we ask the public not 

to run or obstruct the runners,” a sign in the museum during Creed’s exhibition read.495 In 

contemporary art history, when discussing land art or institution criticism for instance, we pose 

and re-pose the question “how far is the reach of the institution?” In this case, we might replace 

“reach” with “ritual.”   

 Here we can conjecture an exchange between notions of “museum” and “city,” perhaps 

best enunciated as a turnabout of the “Bilbao Effect.” Where once the museum restored activity 

and vivacity to the city, now the activity and vivacity of the city restores the museum.496 Art, or 

cultural programs in general, can boost a city’s skinny economy; that same skinny economy can 

foster a populace of runners, “the cheapest forms of exercise a body can do.” As mentioned in 

the previous Chapter, running hit its stride in the USA in the 1970s, during a downturn in the 

economy, and again in the late 2000s. “In stressful times, running can literally make us happy,” 

observes WSJ journalist Cameron Stracher astutely. “Thus, being a runner is both an emotional 

                                                
494 Lauson, “Feelings are the Most Important Things,” 45: The artist goes so far as to entitle his art with “Work No.” 
followed by his sequential numbering of projects in his portfolio. 
495 Stuart Burch, “Taking Part: Performance, Participation, and National Art Museums,” in National Museums: New 
Studies from around the World, eds. Simon J. Knell, et al. (New York: Routledge, 2011), 234; and Joachim Pissaro, 
“The Innumerable Martin Creed,” in Martin Creed: What’s the Point of It? (London: Hayward Publishing, 2014), 
126: “For Creed, there is no separation between the physical and the mental: you cannot isolate what happens in 
your mind from the things that you physically sense. He is profoundly interested in the ways in which our lives are 
ruled by feelings, a process in front of which one is essentially impotent.” 
496 Another project that I would like to mention here is an exhibition from September 2012 to January 2013.  The 
KesselsKramer, in collaboration with the Kunsthal Rotterdam, placed treadmills in front of works of art, primarily 
modernist paintings, as an experiment in keeping art viewers for longer durations in front of the paintings. Of 
course, this meant using fine art to replace the mass cultural objects (TVs) attached to nearly all treadmills now. 
Information on the exhibition is available online at http://www.kesselskramer.com/exhibitions/museum-minutes. 
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and biochemical commitment.”497 Creed attempts a similar spark by bringing the happy runner 

from the city into the ailing museum in the twenty-first century. He describes the exhibition of 

running bodies as “funny, really,” and it makes him “smile” to watch.498 

 Conversely, 850 can also be read as a re-contextualization of today’s urban sidewalk 

standoff, between one of the many contemporary running fanatics and the traditional walking 

flâneur. Both are trying to avoid collision with one another, both equally frustrated by the other’s 

motions. As such, we can observe a glaring difference in the gallery’s body movements: viewers 

stand still or walk along the same “track” as the runners sprinting at high-speed. Not everyone in 

the museum is using their “inside” pace. Running, in this scenario, is expressly the eccentric and 

aesthetic. The body might be one medium in Creed’s work, but arguably the movement is the 

medium, too. “To do my work, I have to move my body,” the artist explains. 850 is one in a 

number of works in which the artist explores the creative act in all its dimensions, in all its 

possibilities.499 

 Motion is crucial to 850. “Running stands out,” remarks Creed in one interview, “the 

only place it doesn’t is perhaps in athletics.”500 Art critics lampoon 850 for this very quality, 

painting it as gimmicky, hollow, ostentatious. Creed’s gloss on the artwork is, to be fair to those 

critics, on the vacuous side. Running is death’s antithesis, so to counter death, you must “move 

                                                
497 Beatriz Plaza, “The Bilbao Effect (Guggenheim Museum Bilbao)” International Journal of Urban and Regional 
Research 30 (2) (2006), 452-467; and Cameron Stracher, “Running for Lean Times: It’s no accident that jogging 
took off in the 1970s,” The Wall Street Journal (19 May 2009): This is certainly referring to the psychophysiological 
affects of running addressed in Chapter One, such as endorphins and “runner’s high.”  
498 “Martin Creed,” TateShots (Bloomberg, 2008): In my interview with Geoffroy, too, the artist remarked a couple 
of times about running, or watching people run or watching people who watch people run, being “quite funny.” For 
recent discussions about the twenty-first century museum, see: Hugh H. Genoways, ed., Museum Philosophy for the 
Twenty-First Century (Oxford: AltaMira Press, 2006), or Graham Black, Transforming Museums in the Twenty-
First Century (New York: Routledge, 2011). 
499 Pissaro, “The Innumerable Martin Creed,” 124. 
500 “Martin Creed,” TateShots. 
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as fast as you can,” he says.501 Perhaps, but still I find that the value in the performance of 

Creed’s sprinting work is revealing of the complex social modalities of body movements, and 

our own oftentimes unconscious submission to cultural rituals. David Finn’s How to Visit A 

Museum, intended to be a kind of universal guide for any person trying to navigate any museum, 

unwittingly points precisely to the preexisting assumptions attached to our bodily rituals in a 

museum.502 He writes:  

"The first moment you walk into a museum is filled with excitement and expectation." (10) 
 
"And if you walk around the clinched fist, you will discover..." (15) 
 
"DEVELOPING YOUR OWN PACE. Most of the problems you are likely to find in walking 
through a museum come from within yourself." (18) 
 
"My adventure began, as it does with most visitors, by turning to the left of the entranceway, 
walking into medieval galleries...It was not until some years later, during my third or fourth visit to 
the museum, that I got the idea of walking through the museum in the opposite direction" (21/23) 
 
"One approach is to walk around the galleries rather quickly but with a high degree of 
concentration..." (44) 
 
"If you walk around the galleries of almost any museum, you see couples or families or groups 
wandering around together." [my emphases](50) 
 

Finn, as any other museum studies scholar and museum staff would have it, never seems to 

remotely entertain the thought that we might skip, hop, jump, slide, skid, or run through a 

museum. The behavior of our bodies, the “control” over our bodies, as has been dictated by a 

century or more of tradition, is that we walk through a museum.503 

 But Creed makes visible a freeing of the body, letting it bob and weave through other 

bodies in ritual. We can observe how it is this physical “showing” of activity, vivacity, the 

freeing that has a performance (or a performative exhibition) functioning cinematically, in its 

                                                
501 “Martin Creed,” TateShots. 
502 Bell, Ritual, 62 - 64. 
503 I cannot help but wonder if Creed’s 850, because it assigns a different movement code to the distanced 
performer, can only explain the way in which these bodily rituals are constructed but do not really destabilize it. 
Therefore, what seems to me socially more radical than showing the public another motion is to have the public 
actually doing it, as per Geoffroy. 
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expanded sense.504 In his text entitled “Alicudi” (2008), Creed reflects on a past love and its 

Sicilian island stage, first experienced in film, then in actuality, and lastly in memory. He writes 

of one episode on the island, 

On the way to Alicudi that first time we stopped for a night — on the way to Alicudi you always have 
to stop for a night somewhere — in Palermo and went to see the catacombs of the cappucini monks. 
We were very late and only had 5 minutes to see it all before closing time. To do it we had to run. I 
remember running at top speed with Paola and my friends Martin and Tomma through the catacombs 
looking desperately left and right at all of the dead people hanging on the walls in their best clothes, 
trying our best to see it all. It was espressi rather than cappucini. It was a good way to see it. It was that 
kind of delirious running which makes you laugh uncontrollably when you're doing it. I think it's good 
to see museums at high speed. It leaves time for other things.505 

 
The memory is quoted by Creed in relation to 850, which itself recalls the pivotal motion in the 

work of mid-century experimental filmmaker Jean-Luc Godard’s Bande á part (1964). In the 

film the three characters race through the halls of the Louvre, attempting to break the record held 

by an American man for the quickest tour of the museum. Godard’s narrator admits that the thrill 

of the run gave them the sense that they could now do anything.506  

In films such as Bande á part, Godard made a reputation by exiting the studio to set 

fictional narratives in everyday places, in this instance showcasing the grand collection and chic 

galleries of the Louvre in his beloved Paris. Godard had an “anything goes” attitude and 

purposed to put new life in to traditional film-making techniques, as though “they had just been 

                                                
504 Gene Youngblood, Expanded Cinema (New York: E.P. Dutton and Co., 1970); Carolee Schneemann “Expanded 
Cinema: Free Form Recollections of New York (1970),” in Expanded Cinema: Art, Performance, Film, eds. 
A.L.Rees, Duncan White, Steven Ball and David Curtis (London: Tate Publishing, 2011); and Duncan White, 
“Expanded Cinema: The Live Record,” also in Expanded Cinema: Art, Performance, Film: I understand notions of 
“expanded cinema” in the vein of Gene Youngblood, Carolee Schneemann, and Duncan White. The latter writes, 
“Expanded cinema is often associated with liveness, ‘immediacy,’ an emphasis on ‘primary experience’ and the 
directness of the viewing.” 
505 Martin Creed, artist’s website: http://www.martincreed.com/site/words/alicudi. 
506 Helen Rees Leahy, Museum Bodies: The Politics of Practices of Visiting and Viewing (Surrey, England: Ashgate, 
2012); Jean-Luc Godard, Bande à part (Home Vision Entertainment, 2003); and Michel Marie, The French New 
Wave: An Artistic School, transl. Richard Neupert (Oxford: Blackwell Publishing, 1997), 1-3, xxviii: The French 
New Wave was prominent in the 1950s and 1960s, and included such auteurs as Godard, Jacques Rivette, and 
François Truffaut. Privileging small-budget films and the auteur’s carte	blanche in the creative process, the group 
celebrated unorthodox cinematic techniques—including location shooting, narratives that tight-roped between 
documentary and fiction, syncopated editing, and direct sound. This reckless courage and limitlessness reflects the 
liberties Godard took in directing such a peculiar, playful film. 
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discovered or experienced for the first time.” Style, he said, indicated a filmmaker’s perspective 

and manner of expression, and films read like visual essays.507 In the first issue of Amis du 

Cinéma in October 1952, Godard insisted, 

Art attracts us only by what it reveals of our most secret self. This is the sort of depth I mean. 
Obviously it assumes an idea of man which is hardly revolutionary, and which the great film-
makers from Griffith to Renoir were too conservative to dare to deny. So, to the question ‘What is 
Cinema?’, I would first reply: the expression of lofty sentiments.508 
 

Evidenced in both his films and critical writings, Godard imbued his work with an 

autobiographical element. From the choice in natural settings down to the techniques used to 

frame an image, the vision of the auteur is made clear, so that filmic form for Godard is at once 

purposeful, personal, and, situated in postwar Europe, political.509  

Gilles Deleuze called this confluence of the subjective filmic image and the [ostensibly] 

objective real space a cinematic “self-consciousness,” or a “camera-conciousness,” in which the 

film is allowed to think.510 It is with this sort of reflectiveness that Creed aligns 850 and, akin to 

Godard, fashions an experience of and between body movements that is then pressed into the 

aesthetics — the rituals — available in the everyday. We think simultaneously of the self and 

from the self when regarding 850, which is a bodily essay about physicality, limitation, 

engagement, place, the aesthetic, motion.511 Inside this Tate space, the viewer can think running 

                                                
507 Marie, The French New Wave, 81-83; and Jean-Luc Godard, Godard on Godard, ed. Jean Narboni and Tom 
Milne (New York: The Viking Press, 1968, 1972), 170-171, 173. 
508 Godard, Godard on Godard, 31. 
509 Marie, The French New Wave, 70, 81; Christian Metz, Film	Language:	A	Semiotics	of	the	Cinema, transl. 
Michael Taylor (New York: Oxford University Press, 1974), 22; and Peter Gidal, Materialist	Film (London: 
Routledge, 1989), 20. 
510 John E. Drabinski, Godard	Between	Identity	and	Difference (New York: Continuum, 2008), 6-7; and Gilles 
Deleuze, Cinema 1: The Movement-Image, transl. Hugh Tomlinson and Barbara Habberjam (Minneapolis: 
University of Minnesota Press, 1986), 74. 
511 Jill Bennett, Empathic Vision: Affect, Trauma, and Contemporary Art (Stanford, CA; Stanford University Press, 
2005), 38. 
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from a new angle. He or she might also think walking in the museum from a new angle. And, the 

runner can experience running, as well as the museum, from a new angle.512 

By specifying the duration of the running bodies, setting them to thirty-second intervals 

of movement and stillness in the space, Creed seemingly accomplishes what film theorist Trond 

Lundemo calls the impossible: “In cinema, everything still is infused with a fixed duration and a 

material dimension of movement. Cinema, in turn, has proved irrevocably resistant to quotation 

outside its own medium of the moving image.”513 Yet in 850, each running interval builds on top 

of the next. Moving bodies in succession link one after the other. Those serial bodies become 

moving images that are different each time but afford in their repetition extended perception and 

strengthened memory. The repetition turns an outré movement into an anticipated one. Stillness 

and movement are assigned spatial and temporal dimensions. The material interface is still body-

to-body, but in this case human body-to-human body.514  

I am contending here that 850 is a project best read not as performance alone but as 

contemporary intermedia, with movement as its nucleus. For better clarity, we can outfit 850 

with a diagram like the one found in Rosalind Krauss’ canonical essay “Sculpture in the 

Expanded Field.” The runners are both performative, as they are bodies moving through space,  

fastened to it in the sense of theater. And they are cinematic, in that they compose time and space 

                                                
512 Jacques Rancière, The Emancipated Spectator, transl. Gregory Elliot (London: Verso, 2009), 53; and Laura 
Marks, Touch: Sensuous Theory and Multisensory Media (Minneapolis: University of Minnesota Press, 2002), 117 - 
123: A movie can, as is Laura Marks’ idea in Touch (2002), stimulate a dynamic exchange between itself — as an 
embodiment of the world — and our body memory — as an embodiment of our individual world — and through 
this exchange meaning arises.  
513 Trond Lundemo, “Quoting Motion: The Frame, The Shot, and Digital Video,” in Film, Art, New Media: Museum 
without Walls? ed. Angela Dalle Vacche (New York: Palsgrave Macmillan, 2012), 108 - 109. 
514 Renate Wiehager, ed. Moving Pictures: Photography and Film in Contemporary Art (Ostfildern-Ruit, Germany: 
Hate Cantz Publishers, 2001), 7 - 17; and Susan Sontag, “Film and Theatre,” The Tulane Drama Review, vol. 11, no. 
1 (Autumn, 1966), 27; and Kate Mondloch, Screens: Viewing Media Installation Art (Minneapolis: The University 
of Minnesota Press, 2010). 
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through movement images and rhythms.515 In this way 850 is part and parcel of “expanded 

cinema.” When Gene Youngblood speaks of expanded cinema, it is not a question of a movie, 

but, on the contrary, of “expanded consciousness” in the sense of phenomenological-ontological 

conception, to “manifest his consciousness outside of his mind, in front of his eyes.”516 I find this 

to be exactly what 850 accomplishes: by composing live art with the properties of the cinematic, 

Creed extends our perception and changes our experience of an actual body running as usual. 

Such an extension happens with the combination of cinematic-like time, aesthetic space, and 

movements freed from the confines of its typical social setup. And it reconstitutes the social 

ritual of all three: the athletic event, the cinematic event, and the art-museum event 517 

It is important that we understand the actual running body as part of the shift in the very 

concept of “moving images.” To reserve the phrase for filmic productions alone is a misnomer, 

because film is actually a series of still images that give the impression of motion. In fact, the 

idea “moving images” is beholden to Muybridge and the greater history of chronophotography, 

and so is the visualizing of the running body. “Moving image” and “running body” are 

historically intertwined, and both have bearings on the other contemporary terminologies, 

notably “time-based media” and Fluxus artist Dick Higgins’ “intermedia.” “Moving images,” 

when transposed to the contemporary, is one of many attempts to build for art practices and 

                                                
515 Rosalind Krauss, “Sculpture in the Expanded Field,” October, vol. 8 (Spring 1979), 30 - 44; Sontag, “Film and 
Theatre,” 27; and Philip Auslander, “Going with the Flow: Performance Art and Mass Culture,” TDR, vol. 33, no. 2 
(Summer 1989), 128, 131: However, I do disagree with Auslander’s argument, “No matter how physically close two 
individuals are, theirs is not a relation of presence unless reciprocity is possible. Clearly, no reciprocity is possible 
between a performer and an audience that perceives the performer’s presence primarily as a reminder of his absence, 
or amongst members of such an audience.” This estimation discounts the unspoken, intercorporeal reciprocity that 
has nothing to do with literal exchange. 
516 A.L. Rees, “Expanded Cinema and Narrative: A Troubled History,” in Expanded Cinema, 12 - 13; and 
Youngblood, Expanded Cinema, 41. 
517 Youngblood, Expanded Cinema, 34 - 43, 419; Wiehager, ed. Moving Pictures, 75; and Auslander, “Going with 
the Flow,” 130: Like Auslander, I do not believe that by looping performance art (live art) with media (film) that we 
are losing something in live art. Instead, it’s productive to think about the interconnectivity of the cinematic and the 
performative, since they parallel one another in their development. 
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discourses a global, interdisciplinary, intermedial framework. It is a phrase that is today called on 

for conversations in video, film, photography, performance, installation, exhibition, and the 

digital. Images that move indicate a representation and an actuality.518 

Bosnian artist Danica Dakić’s has likewise proposed the performance of actual bodies as 

contemporary technique for the moving image, namely in developing her own style of 

“documentary narrative format” in which stories told through the moving body unfold across 

multiple medias. Dakić locates narrative in real life, and of particular interest are those lives 

located at society’s so-called margins. To render such stories and bodies visible, Dakić insists on 

a collaboration with the people whose stories the narratives give account. Existing somewhere 

between fact and fiction, her style of storytelling suggests that the narration of life experiences is 

preluded by, established in, poetic imaginations. Dakić’s thinking here echoes Walter 

Benjamin’s much earlier description of the telling of tales in his 1936 essay “The Storyteller.” 

“The fairy tale, which to this day is the first tutor of children because it was once the first tutor of 

mankind, secretly lives on in the story. The first true storyteller is, and will continue to be, the 

teller of fairy tales.”519 Benjamin’s ideal storyteller stitches together embellishment, experience, 

and embodiment for creative exchange. 

Dakić’s work is emblematic of Benjamin's three-piece formula, and it is especially the 

invocation of the body in her narrative that allows the artist to move easily between film, 

                                                
518 Omar Kholeif, Moving Image (London: Whitechapel, 2015); Isla Leaver-Yap, Fionn Meade, and Sheryl 
Mousley, “Working Terms: ‘Moving Image’ History and Distribution,” Walker Art (20 May 2014), available from 
http://blogs.walkerart.org/filmvideo/2014/05/20/leaver-yap-fionn-meade-sheryl-mousley/; Michelle Henning, 
Museums, Media, and Cultural Theory (New York: Open University Press, 2006), 161; and Schechner, Essays on 
Performance Theory, 4 - 5.  
519 Walter Benjamin, “The Storyteller; Reflections on the Works of Nikolai Leskov” (1936), 11; and Danica Dakić, 
Exhibition Catalog published on the occasion of the exhibition organized by the Kunsthalle Düsseldorf, Generali 
Foundation Vienna, and the Museum of Contemporary Art Zagreb (Köln: Verlag der Buchhandlung Walther König, 
2009), 49-51: As Dakić notes in one interview, “Mise-en-scène, performativity, and theatricality create the 
opportunity to work with the protagonist in opening up the film set as a productive and fictional space.” 11 
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photography, music, and performance art. Originally a painter who came out of the Academy of 

Art in Sarajevo in the 1980s, Dakić moved to Düsseldorf in the latter part of the decade, when 

she studied under the tutelage of renowned global, multi-media artist Nam June Paik. Paik not 

only indoctrinated her in the possibilities offered by new media, but he also led by example with 

his art, translating between visual modes and innovating with motion and the body. His legacy to 

Dakić is especially apparent in works like Madame X (1997), Ms Berlin (2005), Casa del Lago 

(2008/2009), and, most importantly to conclude our investigation in this chapter, El Dorado 

(2006/2007).520 

El Dorado is a three-part, multi-media project Dakić designed for documenta 12 in 2007. 

It includes a sound installation, a photographic portrait and video project, and a guided tour.521  

Set in Kassel’s Tapetenmuseum (the German Wallpaper Museum), the panoramic wallpaper 

entitled “El Dorado” stands directly behind each installment of her project. The wallpaper, 

originally manufactured by France’s Zuber in 1848-1849, is an exotic landscape of plenty: of 

ancient ruins, tropical forest, a mountain- and river-scape. Thought to be a Brueghelian blend of 

disparate landscapes (Europe, Asia, Africa, and America), this particular wall decor staked out 

its way as trendsetter in the nineteenth century domestic sphere, was issued and re-issued over 

the course of the century, and is preserved still in collections today. This popularity might very 

well be attributable to its ability to act as a sort of narrative device. Without a human in sight 

within the panoramic, the landscape is ready for any viewer to embed her or his imaginations, 

letting their own story flit about the scene. In one sense visual fantasy, in another familiar 

                                                
520 Danica Dakić, 6, 58 - 63, 80, 100, 136; and Mark Franko, “The Readymade as Movement: Cunningham, 
Duchamp, and Nam June Paik’s Two Merces,” RES: Anthropology and Aesthetics, no. 38 (Autumn 2000), 215. 
521 Danica Dakić, 80 - 95. 
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environment, “El Dorado” is clearly repository to a long history of design and vision. It is to this 

realist fiction that Dakić knits El Dorado. 

The sound installation for El Dorado was made through a joint effort between the artist 

and young immigrants from other areas of Europe and Africa now displaced to North-Rhine 

Westphalia and Kassel, with the help of Bojan Vuletić, Belgrade-born and Düsseldorf-based 

composer. Over the course of twenty-four soundtracks, the young people become storytellers and 

foretellers, modulating from visions of their personal past to envisions for their own future. Their 

autobiographical poïeses oscillate with the didactic retelling of the wallpaper’s history and with 

instrumental solos. The effect is a twill of life and imagination, a balancing of personal story and 

history. When installed in the exhibition space, the soundtracks change to the frequency of the 

viewers’ body movements. This means that to continue to hear a narrative or a historical text or a 

musical solo, everyone in the museum’s galleries must stand still together.522 

Permanently exhibited in the Tapetenmuseum during documenta was a collage of 

photographic portraits. A handful of the refugee-storytellers, who Dakić calls “protagonists,” 

selected wallpaper from anywhere in the museum to have as backdrop for their individual 

photograph. Then, Dakić took the wallpaper to the streets, so to speak, installing it much like a 

theater stage into Kassel’s public space. The young people pose in front of the backdrop, dressed 

anachronistically in their Nike sneakers and toting their cell phones. The photograph does not 

allow for illusions in the same way as the wallpaper, however; Kassel’s contemporary 

infrastructure is visible at the edges of the historic wallpaper, seesawing our visions back and 

forth from “real” and paper design. Beside the photograph is a film of the same young people 

moving about the screen, conveying their life through body gestures. Fighting. Dancing. 

                                                
522 Danica Dakić, 92. 
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Running. The choice was theirs. These gestures are visually set to just one of the refugee’s 

personal narratives that is spoken aloud. He speaks and sings of where he came from, where he is 

now in Germany and what that means. He speaks on behalf of himself, and in lieu of the others. 

His story is simultaneously personal, and it is universal.523 

Also included in the exhibition was a twenty-minute performance, “the guided tour.” 

Dakić parades an elaborate historic dress of fabric modeled after the “El Dorado” wallpaper. 

Designer Lejla Hodžić patterned the material, while engineers developed a collar for the garment 

that housed a collection of speakers. From those speakers, her collaborating immigrants again 

told their narratives, only this time in their own languages. She sang in accompaniment. As the 

artist stood in front of the wallpaper in the museum, her contemporary body coordinates with the 

historic backdrop. She is body, object, and artist, simultaneously. As the artist embodies the 

refugees’ histories, her body’s histories intertwines with the others’ who are spoken from her. 

The Yugoslav Wars began when Dakić was already in school in Düsseldorf. She was, in effect, 

locked out of her own home country of Bosnia-Herzegovina, at a distance with her family under 

siege in Sarajevo.524 

Those who came to the performance found with the artist one of the young refugees, 

Robel Mesgena. From the town in Eritrea at the border of Ethiopia, Mesgena was smuggled out 

of the country to Germany at age twelve by an uncle when the wars were underway in the region; 

he has not seen or heard from the rest of his family since. Mesgena, today lauded as one of the 

most promising runners in Germany, was but fifteen when Dakić met him in the youth home in 

Kassel. He was already beginning to make his mark as a runner for 1500, 3000, and 5000 meters 

distances. This success as a runner, in spite of his left shin having suffered a serious injury at 
                                                
523 Danica Dakić, 80 - 91. 
524 Danica Dakić, 94 - 95. 
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childhood, perhaps from shrapnel, though he cannot recall in memory. So when asked to perform 

his personal story and future dreams for El Dorado, Mesgena ran.525 

For the film, he ran in place, in front of the historic, exotic panorama. During Dakić’s 

twenty-minute performance, he ran in the space of the museum, around, beside, and between 

documenta’s visitors. Because the room was crowded, the viewers had to move their bodies to 

allow his body to continue its movements. The interpersonal body movements, his running body-

as-autobiography, seems fertile ground for metaphors. Such as, bodies in western Europe making 

way for non-western bodies; an insertion of another narrative, another experience; a requirement 

for endurance in the diasporic body and the injured body that contrasts with the perhaps more 

privileged bodies; a running refugee reenacting a past escape. Running through the museum 

space, dressed in all black in contrast to the brightly colored panorama and artist, Mesgena is a 

moving image set to real time that demonstrates a difference, an otherwise, an alternative. 

Socially, politically, emotionally, physically. 

Like Creed’s runners, he runs on a loop, set to repeat while dashing through the gallery’s 

crowd. Repetition is a technique-turned-trope in cinema; the “compulsion to repeat” now being a 

catchphrase in psychoanalytic film theory, most especially in the writings of Laura Mulvey. Such 

a compulsion is wrapped into our relationship with the past, Mulvey argues, and to repeat 

cinematically can be a measure to accept, escape, separate, control, or nostalgically engage the 

past. Mulvey writes in Death 24x a Second that, 

This may be a return to history, for instance to the utopian moments of the pre-1929 end of an era, 
when experiments will film time prefigured those now made possible by the cinema of delay. Or it 
might represent the sheer pleasure of the relation between movement, stillness and their 
modifications inherent in the experience of cinema but so often rendered invisible.526 

                                                
525 Danica Dakić. Email correspondence with author. Düsseldorf, Germany/Tucson, Arizona. October 30, 2014; 
http://documenta11.de/index.php?id=1071; and Mathias Schwardt, “Schweres Shicksal, großer Optimismus,” 
Welzheimer Zeitung (01 February 2012). 
526  Laura Mulvey, Death 24x a Second: Stillness and the Moving Image (London: Reaction books, 2006), 190 - 194. 
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I would emphasize here her statement “the relation between movement, stillness, and their 

modifications,” which describes perfectly the experiences of bodies — the artist’s, the runner’s, 

and the viewers’ — in El Dorado. The movement/stillness dynamic, the patterning and repetition 

of the running, the inevitable duration, the flow of narrative, the juxtaposition of Mesgena’s live 

body with his filmic one in the background — the performative conjures up the cinematic. The 

running body is readable as a post-cinematic moving image.527  

 One reason why this reading of the running body as interstitial, as intermedia, is 

important circles us back to the arguments made in Chapter One. I argued that the running body 

existed at the center of scientific and artistic experiments in the nineteenth century, most 

especially in the developments of new visual technologies. In illustrating the running bodies in 

the art of Ellsworth, Geoffroy, and Dakić, what this chapter also attempts to do is reflect on the 

ways in which the running body is still today transiting between the image representation of 

running and the original physical sensation of running, which also cannot be understood apart 

from the transiting between visual technologies, body cultures, and aesthetics.528 In other words, 

the body in these works of art co-evolve as simulation and actuation of running. We, as audience, 

can watch, and we, as participants, can do.  

 The running body also is still a tool to experiment, experience, and express another 

consciousness, another view, another feeling, another practice apart from the ordinary. Perhaps 

this is partly due to the fact that the live motion of running obscures social, bodily rituals 

typically enacted in contemporary institutions and our everyday goings about town, and re-

physicalizes those rituals even. Or, perhaps the potency of the running body in art today lies in 

                                                
527 Mulvey, Death 24x a Second, 7 - 16. 
528 Noël Carroll, Theorizing the Moving Image (Cambridge: Cambridge University Press, 1996), 50. 
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its elastic and various articulations, its expressing the inexpressible, its popularity in mass 

culture, its sheer effort in activity or its position on the sublime ends of the human body’s 

faculty. It seems to me that the running body peculiarly functions in an intellectual way, a 

physical way, too, yet all the while maintains its mystery. 

 
 
3.5 Conclusion 
  
 The multiplication of running bodies in the name of contemporary art and mass culture 

tells us quite a bit about the rhythm of contemporary life and the manner in which the running 

body has now been aestheticized and commodified. If at one time we walked in serious 

contemplation and in unconscious “automaticity,” as nineteenth-century physiologists Wilhelm 

and Eduard Weber argued, today we pace to the speed of information, sometimes over 

adventurously so, yet quite conscious of our acceleration.529 

 Even with all its literary, visual, performative, and all-together metaphoric possibilities, 

to run — any run — is neither unwitting nor second nature. In running, writes Guillaume le 

Blanc, “je ne suis plus séparé de mon corps” (I am no longer separate from my body).530 Le 

Blanc claims, and rightly so, that running is ignored in the history of philosophy, a history 

dominated by the walking philosophers. Plato, Rousseau, Benjamin. What if, le Blanc asks 

rhetorically in Courir (2012), “we declare runner rather than walker and undertake physical 

rather than metaphysical meditations. Or, at least the question could be: what would happen if, 

instead of following the Cartesian boardwalk right in front of us while we are in the forest, to be 

                                                
529 Friedrich Kittler, "Man as a Drunken Town-musician," MLN, 118 (2003), 637-52; and Rebecca Solnit, 
Wanderlust: The History of Walking (New York: Verso, 2001), 16: Solnit dates back the link between walking and 
philosophizing to at least the ancient Greeks. 
530 Guillaume le Blanc, Courir: Méditations Physiques (Paris: Éditions Flammarion, 2012), 15-16. 
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sure to get out, we begin to run, or risk becoming lost?”531 Our contemporary moment, le Blanc 

goes on to say, insists on a novel thought aside from walking. This is not to pose a hierarchy of 

body movements, but rather this is to recognize that there are lessons to be learned from other 

experiences held in common. And so, we turn to the runner.532  

 What le Blanc ultimately proposes, and what the artists featured in this chapter echo, is a 

re-enchantment of the prosaic, of the ordinary. A re-enchantment engendered by the performance 

of the physical, actual running body. And, in this case, a re-enchantment for the possibility of 

thinking the art expression, ritual, and exhibition otherwise. Still, this wild run is absolutely, 

resolutely located in the everyday. It is one part social ritual, in another, social ritual slightly 

askew.533 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
                                                
531 Le Blanc, Courir, 15: “nous declarer coureur plutôt que marcheur et entreprendre des méditations physiques 
plutôt que métaphysiques. Ou du moins la question serait la suivante: que se passerait-il si, au lieu de survive le 
console cartésien de marcher droit devant nous, tandis que nous sommes en pleine fort, pour être certain d’en 
sortir, nous nous mettions à courier au risque de nous perdre?” 
532 Le Blanc, Courir, 15, 19. 
533 Morris Berman, The Re-enchantment of the World (Ithaca, NY: Cornell University Press, 1981), 16-17, 35, 92 - 
95, 152 - 157, 309; and Gregory Bateson, Steps to an Ecology of Mind (Chicago: University of Chicago Press, 
1972), xviii, xv, 8 - 9, 17 - 18, 93. 
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Epilogue 
“Running gives me courage. And the way the corn moves in front 

of me gives me courage. I will backtrack a little to cover my trails. 
When night falls, I will crawl into the corn to gather my strength 

for the morning, for running. I will lock my fear into a room with 
no windows. I will let hope burn in the darkness, to lighten my 

dream…I will run in the morning like never before in my life. The 
black house is far behind me already, it should be. Now I have 

something I have never had before, the freedom of choice. I can 
turn to the east, or to the south, or continue going west. As long as I 

run my destiny is in my hands. I just have to carry on.” 
Excerpt from Tomica Bajsić’s poem, “Dream of the Corn"534 

 
 
I spent the 21st of February at Berlin’s Haus der Kulturen der Welt (HKW) as eager audience to 

their program Narrating War (2014). The afternoon commenced with a screening of Marcel 

Ophüls’ 224 minute opus Veillées d’armes - The Troubles We’ve Seen (1994). Ophüls’ 

documentary of the Siege of Sarajevo casts unexpected leads: news correspondents from Britain, 

France, and the USA covering the war in Bosnia. What is this impulse to report siege warfare at 

the expense of one’s mental and physical life, Ophüls asks, and what commodity does the 

international media supply in the conflict? The frenetic montage of interviews with journalists 

and Hollywood film clips, international citizens and local denizens, war histories and Balkan 

politicians tells an enigmatic tale, one without clear impressions and certainly without 

conclusions. 

 For the 1990s’ Yugoslav Wars and their most internationally well-known arena, 

Sarajevo, perhaps Ophüls’ record of fragments suits this history. It was a war hard to imagine, 

for the Bosnians most especially. The bewilderment of the first days turned to weeks then 

months, and still for years the unfathomable war continued to be written on the Balkan 

landscape. “Why didn’t we see it coming? Why didn’t we do something to prevent it? Why were 

                                                
534 Tomica Bajsić, “Dream of the Corn,” dedicated to children victims of war, transl. Damir Šodan. In Poezija 1-
2/2009: If we Crash into a Cloud, it won’t Hurt (Croatian Poetry 1989-2009), ed. Ervin Jahić (Hrvatsko društvo 
pisaca, 2009). 
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we so arrogant that we thought it could not happen to us?”535 At its end, and as is to be expected 

of violence, the war remained unintelligible. What was left were stocks of miscellaneous 

remnants — in writing, in images, in memories — that insinuate access to a past inexplicable 

even to itself. To sift through and attempt to marshal these stocks were survivors, politicians, 

scholars, journalists, creatives — all delimited by politics, aesthetics, history, trauma or 

understanding. The trajectory of Veillées d’armes illustrates one of many post hoc confrontations 

with the war: recorded in 1993 and released in 1994, the film was not widely viewed for another 

decade. Critiques of the Yugoslav Wars are copious in their addendums. 

 The other jewel of that cold February afternoon was the presence of Veillées d’armes’ 

bizarre yet bewitching 86-year-old filmmaker. Ophüls spontaneously stood and sang aloud 

during the screening; walked in and out of the auditorium with great fanfare; spoke interspersed 

with French, English and German. I daresay the entire audience watched confounded. Oddly 

enough, Ophüls’ display of sounds and images delivered insight into the Siege’s chaos. It was 

multidimensional, multiethnic, multiform and multivocal. Nonsensical. Inextricable. 

Complicated. What, then, can hindsight via such a war’s surviving traces afford?  

 A now-famous 1923 passage written by early maestro of the montage Dziga Vertov 

reads,  

The kino-eye lives and moves in time and space; it gathers and records impressions in 
a manner wholly different from that of the human eye. The position of our bodies 
while observing or our perception of a certain number of features of a visual 
phenomenon in a given instant are by no means obligatory limitations for the camera 
which, since it is perfected, perceives more and better.536  
 

                                                
535 Slavenka Drakulić, They Would Never Hurt a Fly: War Criminals on Trial in the Hague (New York: Penguin, 
2005), Introduction. 
536 Dziga Vertov “The Council of Three (1923),” in Kino-Eye: The Writings of Dziga Vertov. ed. Annette 
Michelson, transl. Kevin O’Brien (Berkley: University of California Press, 1984), 15. 
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Today, the camera’s superior sight might be argued away; that the camera looks differently 

likely would not. And the camera’s image in war, however strategically angled or susceptible to 

the tides of history and ideology, does give a — not “the,” but “a” — impression of history, one 

that can carry legible knowledge in its own right, so long as we attach said knowledge to the 

cameraman.537 The point of departure culled from Vertov’s remark, and the reason I bring him 

up here, is simply this: “the position of our bodies.”    

 In the last flames of Constructivism and on the heels of the Russian Revolution, Vertov 

took interest in the moving, sensing body as it related to the filmic apparatus and its picture. His 

is a theory of the filmic object unseating reality, designing through movement and images a fresh 

consciousness and novel view of the world.538 In the political and artistic ruptures of the 

twentieth century’s latter half, Ophüls takes interest in film’s picturing as it relates to the living, 

sensing body. His films are a blend of Vertov’s montage with the Frankfurt School’s dialectics, 

one in which the filmic object is simultaneously involved and separated from reality. The 

relationship between body, film, and image has sparked over a century of artistic experiments 

and theoretical debates, the latter directed by the likes of Ernst Jünger, Christian Metz, Gilles 

Deleuze, and Kaja Silverman.539 It is a question now of whether or not it is possible to conciliate 

such a wrangle, and further still, what purpose such un-wrangling can serve. 

 This Epilogue briefly examines one contemporary means to express memory and history 

with the moving body in film installations, to hypothesize perceptions available to historical 

                                                
537 See: Alice Roxby-Maude, On Camera: Performance and Photography (Southampton: John Hansard Gallery, 
2007).  
538 Vlada Petric, Constructivism in Film: The Man with the Movie Camera (Cambridge: Cambridge University 
Press, 1987), 160; and Lev Manovich, The Language of New Media (Cambridge: MIT Press, 2002), x. 
539 See, as examples: Ernst Jünger, On Pain, transl. David C. Durst (New York: Telos Press Publishing, 2008); 
Christian Metz, Film Language: A Semiotics of the Cinema (Chicago: University of Chicago Press, 1990); Gilles 
Deleuze, Cinema 1: The Movement-Image (Minneapolis: University of Minnesota Press, 1986); and Kaja Silverman, 
The Subject of Semiotics (New York: Oxford University Press, 1983).  



 

   223 

narratives told in such a format, and to pose this as a coda to the case studies addressed in 

Chapters One through Three.540 This rethinking of history in relation to the body, film, and 

movement is through a case study of 1395 Days without Red, a 2011 collaborative film project 

jointly conceived and produced over the course of four years by Albanian artist Anri Sala and 

Bosnian artist Šejla Kamerić, who were later joined by American composer and conductor Ari 

Benjamin Meyers.541 What the artists demonstrate is that if, at the very base of our existence, our 

bodies move the world and, in turn, the world around us moves our body, this same reciprocity 

can hold true in shaping historical consciousness. Here, historical consciousness is not only 

linked to a past. It transcends past, is more than a comment on it or a standardization of it. The 

art is not so much about archiving history as it is about communicating information. This 

information is bodily. And the desire to share information about a painful past, one said to elude 

all rational thought and poetry, is what drew me to contemporary art about the Balkans and about 

the running body, in general.  

 By way of conclusion for Running Bodies, I offer a handful of comments about the value 

of an art history about the running body. Suggestions will also be made for further areas of 

research. 

                                                
540   I cite histories of the Yugoslav Wars in Bosnia covered in close detail by Noel Malcolm, Staffan Löfving and 
Ivana Macek, and Sarajevo’s FAMA International; and Slavenka Drakulić, Ozren Kebo, and Emir Suljagić are the 
writers who speak to the intricacies of war memories and survival: Noel Malcolm, Bosnia: A Short Story (London: 
MacMillan, 1994); Staffan Löfving and Ivana Macek, On War—Revisited (Stockholm: Antropologföreningen vid 
Socialantropologiska institutionen, Stockholms, universitet, 2000), Antropologiska studier 66/67; FAMA 
International, Collection: Siege of Sarajevo 92-96, Available in multiple text editions and online at 
http://www.famacollection.org/eng; Slavenka Drakulić, Balkan Express: Fragments from the Other Side of War 
(London: Hutchinson, 1993); Ozren Kebo, Sarajevo za početnike (Sarajevo: Dani 1996); Emir Suljagić, Postcards 
from the Grave, transl. Lejla Haverić (London: The Bosnian Institute, 2005). 
541 Šejla Kamerić and Anri Sala, 1395 dana bez crvene (UK, 2011), color, 65 and 43 min., respectively. Portions of 
this Epilogue can also be found in my essay, “Run: The Poetic Use of the Moving Body in Contemporary Time-
Based Practices,” in Sehen in Bewegung - Konfigurationen der Zeit (Zürich: Diaphanes, 2016).  
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Exhibited for the first time on the twentieth anniversary of the Yugoslav Wars, 1395 

Days without Red is an artistic composite of individual and collective memories of the Siege of 

Sarajevo. The city’s siege lasted from approximately April 1992 until December 1995: 1,395 

days. The number surpasses even the devastating 900-day assault on Leningrad during World 

War II.542  In postwar Yugoslavia, President Josip Broz Tito’s regime kept local multi-ethnic 

identities poised between individual nationalisms and collective socialism. This balance slowly 

unhinged after Tito’s death in 1980. To revive past atrocities and incite old intolerances, ethnic 

and political leaders, together with other local powers such as museums and the media, began to 

tap into dormant collective memories as a means to agitate for national loyalties.543 These 

rekindled memories were a questionable combination of authentic histories and spurious claims. 

Even still, the impassioned rhetoric fomented animosities between local peoples. In just over ten 

years, communist Yugoslavia fragmented into six countries: Slovenia, Montenegro, Macedonia, 

Croatia, Serbia, and Bosnia-Herzegovina. War erupted in 1991.544 

 In what were, au fond, ethnic conflicts, the wars in former Yugoslavia were 

fundamentally about the body, about contentious memories incarnate. The everyday body, the 

so-called signifier of one’s ethnic identity, was targeted. Rape, amputation, injury, abuse, and 

                                                
542	Xavier	Bougarel,	Elissa	Helms,	and	Ger	Duijzings,	eds.,	The	New	Bosnian	Mosaic:	Identities,	Memories	and	
Moral	Claims	in	a	Post-War	Society	(Hampshire,	England:	Ashgate,	2007),	5;	and	Tom	Stoddart,	Sarajevo,	text	
by	Predrag	Matvejević	(Washington,	D.C.:	Smithsonian	Institution	Press,	1998),	v,	ix. 
543	Ivo	Banac,	“What	Happened	in	the	Balkans	(or	Rather	ex-Yugoslavia),”	East	European	Politics	and	Societies	
23,	no.	4	(Fall	2009),	463;	and	Marianne	Hirsch,	“Surviving	Images:	Holocaust	Photographs	and	the	Work	of	
Postmemory,”	in	Visual	Culture	and	the	Holocaust,	ed.	Barbie	Zelizer	(New	Brunswick:	Rutgers	University	
Press,	2001),	218. 
544	Harald	Welzer	and	Claudia	Lenz,	“Is	There	a	‘European	Memory’?	First	Results	of	Comparative	Research	on	
Historical	Consciousness	and	Family	Memories,”	in	Clashes	in	European	Memory:	The	Case	of	Communist	
Repression	and	the	Holocaust,	ed.	Muriel	Blaive,	Christian	Gerbel,	and	Thomas	Lindenberger	(Innsbruck:	
Studienverlag,	2011),	203;	and	Doris	Gödl,	“Challenging	the	Past:	Serbian	and	Croatian	Aggressor-Victim	
Narratives,”	International	Journal	of	Sociology	37,	no.	1	(2007),	46. 



 

   225 

murder — these were all offenses carried out against and between local bodies.545 In fact, 

civilians suffered the greatest casualties. During the three years of war in Bosnia, the population 

dwindled by two million due to deaths and displacements. A population of 435,000 was reduced 

to 300,000 in Sarajevo alone.546 

 One of the wars’ most infamous sites was the main arterial stretch from the industrial 

suburbs to Sarajevo’s historic center, known as “Sniper Alley.” Here, city inhabitants were faced 

daily with the decision to run for their lives from sniper fire, mortars, and hand grenades. FAMA 

International, an independent multi-media project devoted to the history of the Siege of Sarajevo 

and its postwar civil reconstructions, estimates that the city endured approximately 4,000 rounds 

of gunfire and shells each day.547 And with public transportation having been brought to a 

complete halt very early in the war, to fetch water and foodstuffs, or to continue working, attend 

cultural events, or visit family and friends most often meant to do so on foot.548 Bosnian writer 

Ozren Kebo scribed a warning to pedestrians in Sarajevo za početnike (Sarajevo for Beginners): 

“One is not advised to wear strong colours. Avoid red at all costs. The sniper is like a bull. 

Motley colours are also a bad choice. The sniper is a fool by definition and every fool loves 

motley colours. Wear grey, brown, burgundy.”549  

                                                
545Kevin	McSorley,	“War	and	the	Body,”	in	War	and	the	Body:	Militarisation,	Practice	and	Experience,	ed.	Kevin	
McSorley	(New	York:	Routledge,	2013),	12;	and	Beverly	Allen,	Rape	Warfare:	The	Hidden	Genocide	in	Bosnia-
Herzegovina	and	Croatia	(Minneapolis:	University	of	Minnesota	Press,	1996),	xii,	37,	79. 
546	Bougarel,	The	New	Bosnian	Mosaic,	1–13;	“Cultural	and	Historic	Heritage	of	the	City	of	Sarajevo,”	official	
city	website	(2001–2010;	accessed	April	29,	2013). 
547 FAMA International Online: http://famacollection.org/eng/fama-collection/fama-original-projects/10/index.html. 
548 Terri R. Day, "Ode to Sarajevo: 'Where have all the people gone?’" Journal of Civil Rights and Economic 
Development, iss. 2, vol. 12 (Spring 1997), 423: American lawyer Terri R. Day recounts her visit to Sarajevo just 
after the signing of the Dayton Peace Accords. She writes of her conversation with a young Sarajevan who had 
helped defend the city, “I wondered how he was able to go outside during the two and a half year siege since most 
people remained inside for days upon days to avoid becoming human targets. He answered that one would run 
across ‘sniper alley’ with his or her eyes closed, hoping not to be hit by gunfire.” 
549Quoted	in	Maria	M.	Tumarkin,	Traumascapes:	The	Power	and	Fate	of	Places	Transformed	by	Tragedies	
(Victoria,	Australia:	Melbourne	University	Press,	2005),	156. 
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 A woman in perpetual motion is the pulse of 1395 Days without Red. She moves through 

parks, alongside buildings and a highway, across railroad tracks. Dressed in a nondescript 

charcoal gray, hair pulled back, expression serious, she matches the sobriety of the city that 

frames her, a city that has been stripped of its bustle, its trimmings, its distinction, its reality. 

This could be any city. Legible is a visceral solemness, a physical lamentation, even without 

knowledge of the specific circumstances to which she moves. 

 Occasionally she hums aloud as she walks. At other moments, her own sounds harmonize 

with the remote sounds of instruments as they warm up. Other people are then shown walking 

inside an empty commercial building, coming to stand around an orchestra in the activity of 

rehearsal. In this most unexpected venue, the growing crowd silently gazes on as the musicians 

unpack, adjust their chairs and stand, tune their instruments to one another’s. Our attention turns 

back to the woman outside. Her footsteps pause behind others in the shadow of the building’s 

corner. Looking forward, the crosswalk appears like a wilderness inhabited only by sunlight. 

Quietly and abruptly, one person darts across the street to the next corner building, again to be 

enshrouded by the shadow.  

 After a couple of audible breaths, the woman tucks her chin and follows. 

 Without spoken dialogue or the kind of explicit representations of violence that pervade 

the visual documentation of the siege, Sala and Kamerić prune the history of Sniper Alley to its 

most basic form: bodies in motion, bodies forced into an aberrant rhythm. Movement set to the 

still, clinical appearance of the cityscape brings into sharp focus the fundamental human gestures 

of breathing and running that denote this siege. The cast of bodies includes a Spanish actress, 

chosen for her contemporary popularity and lack of firsthand experience of the war, and a 

number of local Sarajevans whose stories were translated into the film’s choreography. The 
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actress does not look like, or move like, the Sarajevans, but moves in physical combination with 

their bodies, the built landscape, the orchestra’s sounds. The orchestra does not act like, or 

perform like, the Sarajevo Philharmonic Orchestra, the musicians undertake and react to the task 

of rehearsing the Pathétique. These musicians are the very bodies who made the philharmonic 

famous for its persistence and resilience during the wars; their music continues even after the 

war.  What the film creates is not just a history-like activity or expression, but it also creates 

actual movement and body memory itself. Reducing a history to body movements, Sala says, 

was a means “to relive the siege through an archaeology of the gestures that the people adopted 

for survival.”550 

 The film project renders two poetic impressions of Sarajevo’s past. 1395 Days without 

Red is one project but two films that were based on the same footage. Sala and Kamerić 

conceptualized, researched, and designed the storyboard together, then together directed the film 

shoot. In postproduction, the pair uncoupled and processed two independent films according to 

their own interpretations. The result is two aesthetically distinct works of art; two poetically 

distinct works about the same historical moment. 

 Kamerić was a Bosnian teenager during the wars, and her film shares a personal 

experience of the siege. Hers is a 65-minute video that oscillates between extremes: walking and 

running, sunlight’s danger and shade’s cover, silent voices and loud bodies. Kamerić explains 

her motivation as an “instinct to communicate,” while the body’s movement is “to share [her] 

experience about how to survive, because this is knowledge.”551 The motion of the body 

generates knowledge of her experiential past. Left with no other option, no alternative route, she 

walked repeatedly past the spot in the streets where her father was killed in 1993. The instincts 
                                                
550	Anri	Sala,	interviewed	by	the	author,	Berlin,	Germany,	December	17,	2013. 
551	Šejla	Kamerić,	interviewed	by	the	author,	Berlin,	Germany,	December	4,	2013. 
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ingrained in her during the war were to be wary and watchful in city spaces.552 1395 Days 

without Red communicates this palpable sense of habit, of instincts within danger that become 

one’s everyday behavior through routine.The repetition of walking interrupted by bursts of 

running demonstrates the endurance needed as violences were waged against the body during the 

city's siege. In 1993, FAMA began distributing survival guide, survival guides that, in fact, were 

an important resource for the artists. A running motif peppers the text: what shoes to wear for 

walking and running, the diet needed to support stamina, information on physical health and 

weight loss.553 Kamerić returns these motions in situ and gives now-abstract memories a physical 

locus in body gestures within the film.554 

 The artist has spent much of her career posing something of a universal question: after 

war violently destroys the world we know, how do we relate to the world that follows, the world 

we inherit? In her search to communicate, Kamerić’s art traffics between different degrees of 

personal and communal knowledge. In projects such as Bosnian Girl (2003), What do I Know 

(2007), and, too, 1395 Days Without Red (2011), the artist performs her own body, the body of 

children and families, Sarajevan and other Europeans’ bodies. Agents of the past multiply in her 

series of films, photographs, and installations, diffusing thought and experience. As Judith Butler 

urges us to consider, “Performativity must be understood not as a singular or deliberate ‘act,’ but, 

rather, as the reiterative and citational practice by which discourse produces the effects that it 

names.”555 By repeating and alternating the performance of narratives about Bosnia, Kamerić is 

charting out territory for probable “truths” of contemporary universal society. 

                                                
552 Kamerić, interview, December 4, 2013. 
553 FAMA International Online. 
554 Hannah Arendt, On Violence, (New York: Harcourt Brace, 1969). 
555 Judith Butler, Bodies	that	Matter: On the Discursive Limits of Sex (New York: Routledge, 1993), 2. 
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 At 43 minutes, Sala’s is the shorter of the two films. Whereas Kamerić saw the war from 

within, for Sala, who grew up in communist Albania, an understanding of the war came from 

outside. His is a preoccupation with ruptures of historical consciousness and in universal human 

experiences, as exemplified in such films as Dammi i Colori (2003), set in Tirana’s colorful 

cityscape, and Answer Me (2008), located in the former West German spy station atop Berlin’s 

Teufelsberg.  

 It is not surprising to learn, then, that part of Sala’s original interest in 1395 Days without 

Red was motivated by the idea of an urban space — this could be any urban space, really — 

translated to geopolitical complexity. “The relationship between [the Bosnian] war and the city 

depended on a 90-degree angle. 180-degrees, and everything is okay. At the perpendicular, life 

was interrupted.”556 His film tells a existential story of Sarajevo through the movements of 

bodies and of music. Sporadic camera motions, saturated images, and theatrical, sometimes 

slightly jarring, cinematic techniques exaggerate his aesthetic form. It is with his poetry of form 

that Sala leaves behind a strict relationship with historical representation or documentation. He 

stages more successfully moving images created from physical, visceral confrontation of the 

siege and its still-contemporary meanings. It is imagined memory impressions rooted in real 

memories. 

 Both artists collaborated with Ari Benjamin Meyers. The composer gives a critical edge 

to the film’s sound, appropriating Tchaikovsky’s impassioned Symphony no. 6 (Pathétique), 

then reformatting the pace of the score.557 After a dada-esque cutting, pasting, and stretching the 

                                                
556	Sala,	interview,	December	17,	2013.		 
557	“Music	as	an	Art	Form:	A	Conversation	between	Anri	Sala	and	Ari	Benjamin	Meyers,”	ArtMag	(2013;	
accessed	April	22,	2013). 
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pace of the original score, there is now no beginning, middle, or end. That is, at least not within 

the span of the film. The music levels historical time, and sets time to the body. Meyers explains:  

Music is fundamentally a physical form, a social form. In the days of Bach and Beethoven, music 
was specifically written for the body, coded, even, to mean certain accompanying gestures. The 
separation of music from the body is a modern phenomena, and in 1395 Days without Red, I was 
able to quite literally bring the two back together.558 
 

In his scores, we can see down to the very detail of each musical line the accompanying 

bodily gesture of the orchestra and the actress. The sounds of Tchaikovsky engage, move, 

compel, choreograph the run through Sniper Ally in the film. The actress’ humming and 

breathing serve as duets to the orchestrated music.559 

 “What is true for music applies to any acoustical stimulus,” says sound artist and 

architect Bernhard Leitner, “The sound quality of a room affects the nervous system. Heart, 

breathing, and blood pressure, which are largely beyond conscious control, are affected.”560 

Sounds, whether out of context or in, implicate our bodies down to our physiological structures. 

They actuate listening, situate a public of private listeners, energize and vary perceptions.561 

Maybe I am struck by the familiar notes of the Russian composer as they are hummed to the 

actress' own tune. But you are preoccupied with the rustle of papers and the clings of chairs 

being set up in the emptied building. The democracy of sound underpins a commonality in our 

concurrent experience. In any case, we experience the film and its installation differently 

together, just the same as our memories do a historical moment: we experience a moment and 

then its memory differently, together. 

                                                
558  Ari Benjamin Meyers, interviewed by the author, Berlin, Germany, November 26, 2013.	
559	Ibid. 
560 Quoted in Alan Licht’s Sound Art: Beyond Music, Between Categories (New York: Rizzoli International 
Publications, 2007), 42. 
561 Brandon LaBelle, Background Noise: Perspectives on Sound Art (London and New York: Continuum 
International Publishing Group, 2006), ix-xi; 245-46. 
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 The two films use moving bodies as expressive content about history and, in effect, 

configure different degrees of present experiences with the past. The artists, the actress, the cast 

of locals, and the viewers re-live, re-tell, or re-view the Siege of Sarajevo. The siege was 

embodied, the actors and the film are embodied, and the viewers are embodied. The result is an 

intersubjective, cognizant mingling between first- and secondhand bodily experiences in the 

choreography of the war, the movement of the film, and the empathy of history’s audience. Not 

only does each participant arrive with his or her own memories and cultural encyclopedias to 

begin with, but he or she also walks away with his or her own peculiar experience of the film, 

different from that of others in the room and from that of those who have viewed the film or 

films in other cities and other venues. History’s movement, a body movement, is experienced 

differently. 

The experiences of World War II, the Cold War, official Communism and national 

Communism, and the Yugoslav Wars are still embodied in our contemporary moment and are 

elemental to contemporary body memory. The experience of contemporary history is the 

experience of the body. Such an idea of corporeality dates back to proto-motion studies of the 

nineteenth century, such as Étienne-Jules Marey’s physiological experiments with la méthode 

graphique and interconnected belief that bodily movements are life’s essence, discussed in 

Chapter One. Richard Semon’s engram-complex is another early example, where physical 

sensations exist in our living, remembering body, and memory reciprocally changes with added 

physical sensations. Ewald Hering, too, argued that our physical pasts leave traces on not only 
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our living bodies and their constellation of experiences but also the bodies of the next 

generation.562 

 As such, history lodges itself in our very physiological, perceiving being, from the 

manner in which a fork is held to the basic movement of one’s hands. Such historically and 

culturally specific gestures of the body do not simply disappear or dramatically change as 

abruptly as the sociopolitical system in which they were fostered, as in the case of the rapid 

dissolution of official Communism in the late 1980s and early 1990s.563 Like the mnemonic 

repertoire of Stalin blocks or Trabis, that is, architectural styles and material cultures that speak 

of Europe’s twentieth century, the body of the artist, of the viewer, of the everyday East-Central 

European displays its own mnemonic. To today’s Southeastern Europeans, Communist 

Yugoslavia and its violent aftermath are simultaneously history and reality, a composite of time 

exercised in our body memory.564 

 “How can there be a war in Bosnia?” The question became an insurmountable hurdle for 

Bosnian journalist Senad Pećanin, who was twenty-six in 1992 and one of many people who 

responded to the war first in disbelief, then in complete denial.565 He has not once written about 

the war or the siege he survived in Sarajevo. In dialogue with Croatian author Slavenka Drakulić 

later on that same evening at the HKW in 2014, Pećanin launched into what it meant to him to 

                                                
562 Étienne-Jules Marey, La Machine Animale: Locomotion Terrestre et Aérienne (Paris: Librairie Germer Baillière, 
1873), 26–27, 116; Richard Semon, Die mnemischen Empmfindungen in ihren Beziehungen zu den 
Originalempfindungen (Leipzig: W. Engelmann, 1909); and Samuel Butler, Unconscious Memory: A Comparison 
between the Theory of Dr. Ewald Hering and the ‘Philosophy of the Unconscious’ of Dr. Edward von Hartmann 
(London: David Bogue, 1880), 88. 
563	Norbert	Elias,	The	Civilizing	Process:	Sociogenetic	and	Psychogenetic	Investigations	(Oxford:	Blackwell,	
1939;	2000),	107–08;	and	Branislav	Dimitrijevic	and	Branislava	Andjelkovic,	“The	Body,	Ideology,	
Masculinity,	and	Some	Blind	Spots	in	Post-Communism,”	in	Bojana	Pejic	and	David	Elliot’s	After	the	Wall:	Art	
and	Culture	in	Post-Communist	Europe	(Stockholm:	Moderna	Museet,	1999),	67–68. 
564	Sabine	Gehm	and	Katharina	von	Wilcke,	eds.,	Knowledge	in	Motion:	Perspectives	of	Artistic	and	Scientific	
Research	in	Dance,	trans.	Bettina	von	Arps-Aubert	(Bielefeld:	Transcript,	2007),	10–16. 
565 Senad Pećanin and Slavenka Drakulić, “Who Narrates War? Theater of War: Ex-Yugoslavia,” Mirror Dialogue, 
Narrating War at the Haus der Kulturen der Welt, Berlin, Germany, February 21, 2014. 
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live in a city under siege. His storytelling was filled out with bodily movements. He stood and 

crouched low, pointing with his hand an imaginary flashlight and on his back a large bundle of 

supplies. This was to illustrate the physical act of moving clumsily through the dark, 

underground tunnel that connected an outlying city to the Sarajevo airport, where provisions 

landed and Sarajevans made international departures.566 Motioning to his present self, summoned 

in each of these narratives of the past, he explained the rapid weight change and energy depletion 

during blockades, when supplies were scarce. The retrieval of the supplies was collective 

survival on Sarajevo’s streets; it was “people collecting the power to run,” Pećanin explained. 

 “One of the first victims of the war is truth,” the journalist continued, “and what we came 

to realize was the importance of humor and of the preservation of human dignity.” For Pećanin, 

preserving his own dignity included two principles: he was never going to a shelter, and he was 

never going to run.567 It was in listening to Pećanin, to the manner in which the running body 

found its way into his story unprompted, that I was first struck by how endemic running is in the 

documentation and narration of the Siege of Sarajevo. Photographic images and video footage of 

locals, dressed in everyday garb, running through the city streets, broadcasted the Siege 

internationally in the 1990s. Those images still today constitute a collective memory of the 

Siege, locally and globally. Representations of the body running are in poems about the war like 

Tomica Bajsić’s at the start of the Epilogue, in novels, and in memoirs, too. Foreign war 

correspondents were also marked by the experience of running. Janine di Giovanni, in Madness 

Visible: A Memoir of War (2005), recalls: 

At the top of the hill Serb snipers were within close range. The cousin said, ‘Run when I say run. 
One at a time, single file.’ He timed the shooting on his fingers, and when my turn came, I ran, 

                                                
566 Peter Andreas, “The Clandestine Political Economy of War and Peace in Bosnia,” International Studies 
Quarterly, vol. 48, iss. 1 (March 2004), 29 - 52. 
567 Pećanin, “Who Narrates War?” 
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across a field made hot by the spring sunshine, dotted with blue and yellow wildflowers and high 
yellow grass.568 

 
 In an email conversation with FAMA’s Miran Norderland, I asked about the role of 

running as a mode of survival, as well as about the recurrence of the running body in the 

narration of the siege, during and after. He returned with the explanation that running operated 

according to two purposes: 

(1) There was the need to run for your life in order to escape from the snipers. 
(2) There was the decision to run as a way of defying the impossible siege 

conditions.569 
 
The first speaks to an instinctive, automatic body response to a violent condition. The second 

suggests a conscious, deliberate body response to a violent condition. In some instances of this 

latter time, the conscious runner inverts the very body movement being compelled. Marathon 

runner and Bosnian-Herzegovina soldier Islam Dzugum continued to train in the streets of 

Sarajevo’s Old Town in the early morning hours. Dzugum asserts that he ran in stubborn 

resistance to the realities of the siege: his calories needed to remain high despite the food 

shortage, he pushed his body daily on top of his military duties, he was considered mad by other 

locals for continuing to run in the streets for sport, and he was one of the only athletes to 

represent Bosnia in the 1996 Olympic Games who actually trained within conflict territory. 

Running, Dzugum said, became his survival mechanism, because he had to run and because he 

wanted to run.570 

 Running Bodies established the running body as the more extraordinary variant of lived 

body movements. In other words, running is not the norm in social organization. Whether for art 

                                                
568 Janine di Giovanni, Madness Visible: A Memoir of War (London: Bloomsbury, 2005), 35.	
569 Miran Norderland. Email correspondence with author of the Virtual FAMA Collection. Sarajevo, Bosnia-
Herzegovina/Berlin, Germany. January 30, 2014. 
570 FAMA ; and Liam Mcdowall, “Bosnian Marathoner Says Running through Shell-Pocked Streets Helped Keep 
Him Sane,” The Seattle Times (9 June 1996).	
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or sport, running serves for the body and mind an atypical moment. A study of body movement 

in the Siege of Sarajevo reconfirms this estimation. By constraining everyone on the ground to 

run, the conditions for the body during siege were exceptional, impressed phenomenally, forcibly 

normalizing extreme movement states. In light of our understanding of the body-mind 

connection, the logical conclusion to be drawn is that the internal sensations of the extreme 

movements were as impactful as the outer manifestations of the extreme movements. 

Interconnected, even. Therefore to run, or even the decision not to run, was a central agent in the 

contours of the experience, repeating to everyone in both body and mind that this was an 

aberrant moment. This, in part, explains why the running body became such a powerful memory 

of the Siege of Sarajevo, and such a powerful medium in the telling of its contemporary history. 

 A sensual expression of a historical moment, an impression of the bodily experience of 

the war re-performed by the bodies that remember it firsthand, 1395 Days without Red 

transposes a historical moment and movement into a present-like moment and movement. By 

way of the film and its screening, the past performs theatrically for the contemporary, the 

contemporary’s memories, imaginations, and insights from the position of hindsights. In Film 

Language (1974), French film theorist Christian Metz affirms that “reality assumes presence” 

with a film, particularly in the absence of traditional narrative structures.571 The running body in 

1395 Days without Red, rendered in a constant climactic state and without spoken description, 

functions much like the open-endedness of memory. The films do not show any actual violence 

or death, and therefore victims and perpetrators are unknowable. There are no words of 

inculpation, or of concession. The veritable open-endedness of the sound, the images, and the 

actions help explain why it is palatable among present-day Bosnians, Croatians, and Serbians, 
                                                
571 Christian Metz, Film Language: A Semiotics of the Cinema, transl. Michael Taylor (New York: Oxford 
University Press, 1974), 22.	
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when in actuality competing narratives about local histories and memories still remain highly 

contested sites.  Politicians, intelligentsia, and media agents continue to direct representations of 

post-war Bosnia. Yet, this top-down condition does not repress beliefs that the contemporary 

Balkans are in many ways (socially, politically, economically, culturally) bound by the war. 

Therefore, as is now typical, the past is being used as an identity resource. This film offers an 

alterative to top-down agitprop by instead providing emotional space for a “plural Balkans,” 

without accusations or blame or guilt; that is, unless it is projected on to the filmic experience by 

the individual viewer.572  

 The film project also connects with, and is accessible to, an international collective 

memory. The film premiered at the Manchester Film Festival in London, and since then has been 

exhibited all over the world: from Barcelona, New York, and Warsaw to Istanbul, Sharjah, and 

Vilnius. The responses stemming from these separate screenings read strikingly similar: the 

content is stirring, the movement bewitching, and the visuals and sounds “breathtaking.”573 

Secretary-general of the Centre for European Integration Strategies (CEIS) Christophe Solioz 

reasons that cultural products like Kamerić’s work that will prove Bosnia-Herzegovina’s 

gateway to the European Union, because her art seamlessly pieces together a local spirit and a 

pan-European imagination.574 Sala, too, exudes an interestingly glocal identity, and I am 

interested to know if he experiences what Gabi Dolff-Bonekämper calls a “memorable 

                                                
572	Banac,	“What	Happened	in	the	Balkans,”	461;	and	Cornelia	Sorabji,	“Managing	Memories	in	Post-war	
Sarajevo:	Individuals,	Bad	Memories,	and	New	Wars,”	Royal	Anthropological	Institute	12	(2006),	1-18. 
573	“Anri	Sala:	1395	Days	without	Red,	2011,”	Official	website	for	the	Irish	Museum	of	Modern	Art,	published	
on	the	occasion	of	the	exhibition	31	May	–	15	July	2012	(Accessed	21	April	2011).	Available	Online:	This	
estimation	comes	from	responses	published	online,	and	it	is	based	on	available	museum	and	gallery	
summaries,	critical	responses,	and	remarks	on	personal	and	professional	blogspots.	
574 Amel Duranović, “Povratak na Balkan Christophea Solioza: Moj pogled je usredsrijeđen apsolutno na 
jedinstvenu BiH,” Oslobodenje (20 March 2011). 
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moment.”575 From Germany to Albania to Bosnia, Sala latches onto the local collective group, 

ably identifying himself with and creating art about communities whose memories are also 

characterized by trauma and by major sociopolitical and cultural transitions.576 The film may be 

about Bosnia in the early 1990s, but the emotional and phenomenal trek is one that is primal, 

visceral, present.577  

 We know from the studies in earlier chapters that running body is adept at speaking 

simultaneously to past and present, as well as local and global. Body movements communicate 

phenomenologically, aside from language, and audiences receive it empathetically. The 

movements are not culturally specific, though they may be read from one’s cultural experience 

with running. Sala and Kamerić organize and choreograph a situational dialogue with running 

bodies that becomes a trans-situational dialogue, too. In one part, the motions and spaces of the 

film speak to a local history of Sarajevo. In another, there is a universal experience of modern 

urban warfare that is legible here — of Somalia, Afghanistan, and of course Bosnia-

Herzegovina. This universality (and mind you, this is a purposeful universality) is echoed by 

Kamerić:  

After the war, I had the same sense of the space, of alertness, that I had during the war. Not just 
in Sarajevo but in any space, in whichever city I was in, I would know which corner I should 
watch.578  
 

                                                
575 Gabi Dolf-Bonekaemper, “Memorable Moments – Chosen Cultural Affiliations,” In Clashes in European 
Memory: The Case of Communist Repression and the Holocaust, ed. Muriel Blaeve, et al. (Innsbruck: 
Studienverlag, 2011), 143. 
576	See:	Jacques	Rancière,	“The	Political	Agenda	of	the	Crab/Der	Politik	der	Krabbe,”	in	Anri	Sala:	When	the	
Night	Calls	it	a	Day/Wo	sich	Fuchs	und	hase	gute	Nacth	sagen,	Walther	König,	ed.	(Köln:	Buchhandlung	
Walther	König,	2004);	Mark	Godfrey,	“Anri	Sala,”	Art	Monthly	(July-August	2004);	and	Alexandre	Costanzo	
and	Daniel	Costanzo,	“The	Politics	of	Colors,”	in	Anri	Sala:	When	the	Night	Calls	it	a	Day/Wo	sich	Fuchs	und	
hase	gute	Nacth	sagen,	ed.	Walther	König	(Köln:	Buchhandlung	Walther	König,	2004.	
577	My	ideas	on	empathy	with	contemporary	histories	other	than	one’s	own	are	largely	influenced	by	Robert	
Rosenstone	and	Alison	Landsberg.	
578 Kamerić, interview, December 4, 2013.	
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Her movements, she says, were instinctive then, and though they can “be switched on and off,” 

those instincts persist within her body memory now, which still has her on alert when navigating 

urban grids. “Something so radical,” she insists, “it remains with you.” From performance art to 

film art to the everyday, running does not just describe the real body; it psychophysiologically 

changes it. 

 Jay Winter maintains that storytelling is an act of historical remembrance, but I add to 

that argument that storytelling assumes a number of forms, not just written or oral narrative.579 

Filmic, visual, and aural strategies are equally as capable as text in adding detail to the story in 

1395 Days Without Red. The focus is clear: the human experience is honed by the disposal of 

material clutter in the city spaces, and of consequence is an easier-to-read visual image. These 

re-enactments are contextualized. In fact, they are doubly framed: the film frames a particular 

spatio-political context (the historical space for the event, a city with its own text), and the 

institution frames the film. The film and the institution give original context for the story and the 

film, and both afford a continued journey of interpretation for the film.  Sieges take time; 

watching a film, especially two films, take time. Both are a spatial experience, of course quite 

literally, but they are also a temporal experience. 1395 Days without Red describes a trauma 

within its historical landscape, with the same bodily gestures, but without the spectatorial gaze of 

the trauma and violence itself. 

 
 
 
 
 
 
                                                
579	Jay	Winter,	“The	Performance	of	the	Past:	Memory,	History,	Identity,”	in	Performing	the	Past:	Memory,	
History,	and	Identity	in	Modern	Europe,	ed.	Karin	Tilmans,	Frank	van	Vree,	and	Jay	Winter	(Amsterdam:	
Amsterdam	University	Press,	2010),	14.	
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* * * * * * * 
 
Running Bodies is an art history of running. It is about the variety of knowledge bound to and 

expressed by body movements. It is about how the running body is interpreted and re-interpreted, 

subjugated and subversive, mediated and actualized, quantified and qualified. An art history of 

running parallels sport histories and scientific studies to think about running in the broadest, 

most expansive sense of body culture: as artistic process, social choreography, philosophical 

notion, and innovative practice.580  

 The running body opens dialogues and disciplines. War narratives, revolutionary 

encounters, biopolitical disciplines and institutional transitions emerge. The increasing 

acceleration and intervention of technologies comes up here, as does the durations and 

limitations of psychophysiological beings. Running is constitutive of community dynamics, 

embodied storytelling, and changes in visual imaging. Simplicity, repetition, radicalness, and 

esotericism can serve to describe the peculiarity of the movement, objectify it, make it an “object 

of knowledge.”581 The aesthetics and politics of the running body is a powerful impetus in 

contemporary culture.  

 This is the first art history of running. Giorgio Agamben, troubled by a-criticality, would 

deem this instance as art history’s “un-thought,” in other words, as a concept in desperate need of 

engagement.582 Critical discourse strips any deceptive implicitness and returns the running body 

to the specificities of its context, however becoming in space and time the context of a body 

moving quickly through each can be. Running Bodies, as such, aims to begin developing a 
                                                
580 John Bale, Imagined Olympians: Body Culture and Colonial Representations in Rwanda (Minneapolis: 
University of Minnesota Press, 2002), xxv; and Henning Eichberg, “How to study body culture - Observing Human 
Practice,” Idrottsforum (2007), 2 - 10. 
581 Michel de Certeau,The Writing of History, transl. Tom Conley (New York: Columbia University Press, 1975; 
1988), 36, 72. 
582 Giorgio Agamben, “Movement,” in Dance: Documents of Contemporary Art, ed. André Lepecki (London: MIT 
Press and WhiteChapel Gallery, 2012), 142. 
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critical, polysemic dialogue about body memory, body movement, and body culture through the 

lens of running, from the want for the running body to be produced to the want for it to be 

productive.  

 I do want to very briefly conclude with what thinking about the running body as a 

material for research has opened up for me. It is not exclusively a taxonomy of running in 

choreography and performance since the middle of the nineteenth century, or a compilation of 

the running body in the history of science, sports, and art. Rather, the running body reveals the 

creative structuring of moving bodies in the broadest sense. The moving body is a place of great 

psychophysiological, social, and political potency, and it is a stimulant for art, for history, for 

ideology, for memory and well-being. The manner in which a body moves is also a medium. 

Body movement is a medium. And to think about running is to think holistically, including the 

visual, mental, physical, spiritual, social, historical properties of a body movement. Running 

Bodies demonstrates how the particularities of a body’s movements through space and time, and 

the wide variety now of images of those movements, help shape our personal and collective 

experiences, as well as how we tell others of our experiences. The aesthetics of the running body 

must be firmly located within a complex network of body cultures, articulations, and knowledge. 

 Such varied knowledge of the body may depend on live movements in real space-time, 

movements articulated by motion capture devices, or movements that exercise in imagination: a 

head of state who uses the running body to manipulate his political subject, for example, or a 

series of images taken from an optical motion capture system that simultaneously represents and 

dissects movement patterns of the body in its swiftest motions, or a sound art installation that 

voices the familiar dynamics of running steps and heavy breathing. In each instance, the bodily 
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practice of running is extracted from its seemingly neutral everyday, placed instead within 

aesthetic frameworks to scrutinize the movement and its complex of meanings. 

 The ideal is that more art histories of running will be encouraged by the project, indeed, 

but also that conversations about other body movements, memories, and cultures will surface. 

For example, what are the histories, expressions, and knowledge available in the jumping body, 

the crawling body, or the skipping body? Each singular movement of the body has a history and 

tells a story in itself. Together, these narratives of our moving bodies and the trajectories that 

they take tell of our personhood, of the contours of our life together socially and politically, of 

our cultural productions and of our pasts. Consciously or unconsciously, all movements bear on 

our bodies, our being. I believe Friedrich Nietzsche as he so eloquently pens it in Thus Spoke 

Zarathustra (1883), “There is more wisdom in your body than in your deepest philosophy.” 
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APPENDIX A – VISUAL IMAGES 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 

 
 
 
 

IMAGE 1. Francis Picabia, René Clair, and Erik Satie, Entr’acte (1924) 
 

IMAGE 2. Oskar Schlemmer, Der Mensch 
im Ideenkreis (Man in the Sphere of Ideas) 
(1928/29) 
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IMAGE 3. Sol LeWitt, Run (1960) 

IMAGE 4. Sol LeWitt, Run I (1962) 
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IMAGE 5. Eadweard J. Muybridge, Image of a Running Man (1879) 
 

IMAGE 6. Étienne-Jules Marey, 
Portable motion-registering device  
(c. 1873) 
 

IMAGE 7. Étienne-Jules Marey, Two Chronophotographic Studies 
of a Run taken from Overhead (1887) 
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IMAGE 8. Thomas Eakins, Motion study, running to the left (1885) 
 

IMAGE 9. Deux Femmes courant sur la plage (La Course) (Two Women Running 
on the Beach ((The Race)) (1922) 
 



 

   246 

 
 
 
 

 

 
 
 
 

 

IMAGE 10. Dan Mladosti (Youth Day), Yugoslavia (c. 1945 – 1987) 
 

IMAGE 11. Tomislav Gotovac, Streaking (1971) 
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IMAGE 12. Marina Abramovic and 
Ulay, Relation in Space (1976) 
 

IMAGE 13. Marina Abramovic and Ulay, 
Expansion in Space (1977) 
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IMAGE 14. Merce Cunningham, Walkaround Time (1972) 
 

IMAGE 15. Yvonne Rainer, We Shall Run (1963) 
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IMAGE 16. Angela Ellsworth, Drawing on Breath (2003) 
 

IMAGE 17. Jennifer Allora and Guillermo Calzadilla, Track and Field (2011) 
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IMAGE 18. Thierry Geoffroy/Colonel, Critical Run (1999 - present) 
 

IMAGE 19. Amy Feneck, Collective Run (2007) 
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IMAGE 20. Martin Creed, Work No. 850 (2008) 
 

IMAGE 21. Robert Morris, Retrospective (1971) 
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IMAGE 22. Danica Dakic, El Dorado (2007) 
 

IMAGE 23. Sejla Kameric, Anri Sala, Ari Benjamin Meyers, 1395 Days Without Red (2011) 
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