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We are pleased to present this new volume in the publication series of the 
Academy of Fine Arts Vienna. The series, published in cooperation with our 
highly committed partner Sternberg Press, is devoted to central themes of con
temporary thought about art practices and art theories. The volumes in the 
 series comprise collected contributions on subjects that form the focus of dis
course in terms of art theory, cultural studies, art history, and research at the 
Academy of Fine Arts Vienna, and represent the quintessence of international 
study and discussion taking place in the respective fields. Each volume is pub
lished in the form of an anthology, edited by staff members of the Academy of 
Fine Arts Vienna. Authors of high international repute are invited to write con
tributions dealing with the respective areas of emphasis. Research activities such 
as international conferences, lecture series, institutespecific research focuses, 
or research projects serve as points of departure for the individual volumes.

With Putting Rehearsals to the Test: Practices of Rehearsal in Fine Arts, Film, 
Theater, Theory, and Politics we are launching volume nineteen of the series. 
The book presents the results of a research process that has been conducted 
at the Academy of Fine Arts Vienna in close cooperation between two depart
ments/studios: Modern and Postmodern Art Theory Professor Sabeth  Buchmann, 
and Constanze Ruhm, head of Digital Media Studio, have been dealing with 
the topic of “rehearsal” in many different formats, from many different approaches 
and with great dedication. Curator Ilse Lafer, who is coeditor of this volume, 
has also been instrumental in conceiving the exhibition that has been prepared 
in parallel to the publication of this volume, and which took place at VOX 
Centre de l’image contemporaine, Galerie Leonard & Bina Ellen—Université 
 Concordia, and SBC Galerie d’art contemporain, Montreal, from September to 
mid December, 2016.

This volume spans a broad arch from fine arts to theater, from politics to theory 
to film. And it presents artworks contributed by Silke OttoKnapp, former head 
of the Figurative Painting studio at the Academy of Fine Arts Vienna and now 
professor at UCLA, which in a pronounced way points toward one of the central 
hypothesis of this book: that the practices of rehearsal not only prove to be 
 productive fields of scholarly inquiry, they are imminent to the practices of art 
and thus art practices in themselves.

We thank the editors of this volume, Sabeth Buchmann, Constanze Ruhm, and 
Ilse Lafer, for bringing together this wide range of expertise, and for their 
 continued work on the rehearsal. Their commitment to this book project was 
tremendous. We thank—as always—all the partners contributing to the book, 
 especially Sternberg Press.

The Rectorate of the Academy of Fine Arts Vienna
Eva Blimlinger, Andrea B. Braidt, Karin Riegler
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I. ProcessBased Art

At first glance, the art of the twentieth and twentyfirst centuries seems to of
fer no basis for an inquiry into the conjunction of drawing and rehearsal. In 
earlier centuries, the preparatory drawing, the oil sketch, the test print, and 
similar forms occupied a wellestablished preliminary position visàvis the 
finished work of art, but regarding such genres as mere precursor stages went 
out of style around the midtwentieth century. Explicit confirmation of their 
ascent came in 1966, when Mel Bochner’s exhibition “Working Drawings and 
Other Visible Things on Paper Not Necessarily Meant to Be Viewed as Art” 
featured preliminary drawings, sketches, and diagrams as fully valid works of 
art; by the same token, it dismantled a notion of art fixated on mastery and 
originality. In the twentieth century, preliminariness, retrospective alteration, 
intermediate stages, and incompleteness became constitutive features of ar
tistic praxis. For example, underdrawings function as a visible part of the work 
in contemporary approaches to painting, as in Thomas  Eggerer’s work (fig. 7). 
Amy Sillman, who used to document various stages of the genesis of her paint
ings in photographs, now creates painterly animated films on her mobile 
phone.

Moreover, the drawing is no longer evidence of the spiritual origin of form: in 
the twentieth century, it turned into a symptom of processes that are opaque 
to the artist herself or himself. Art historian Barbara Wittmann has noted that, 
starting around 1900, the cerebral tradition of disegno took on a new and dis
tinctly physical cast. Since then, she writes, the drawing no longer represents 
the idea rendering the hand subservient to the mind. Instead, what matters is 
that which manifests itself by virtue of the hand. “In the blind spot of this ‘not
knowing,’ however,” Wittmann adds, “the hand can now be conceived as an 
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instrument that is capable of surprising the mind and […] anticipates ideas.”1 
This turnaround is one major reason for the pedagogical and artistic interest 
in “illiterate” scribbles around 1900.2

The art historian Hans Cürlis pioneered the shift of attention from graphic 
form to the process of drawing in the academic study of art. Starting in 1923, 
he made a cycle of short films titled Schaffende Hände (Creative Hands) for 
which he recorded numerous artists as they worked on drawings.3 Where  Cürlis 
turned the spotlight on the hand, more recent artistic tendencies, especially 
since the 1950s, found their originating impulse in the tensions between body, 
ground, and material.4 Abandoning the ideal of the masterstroke, they attrib
uted creative significance to accident, to lapses or bodily unknowing.5 So 
processbased drawing evinces features that Buchmann, Lafer, and Ruhm, 
taking their cue from HansThies Lehmann, have identified as the characteristic 
traits of the postdramatic: a performative aesthetic in which “the text is put 
in a particular relation to the material situation of the performance and the 
stage,” a relation they specify as “variation, repetition, augmentation, nonfi
nality.”6 This kind of focus on process is the opposite of what, for centuries, 
the drawing stood for: “Graphic contour, modeling, chiaroscuro—all varia of 
drawing’s techniques—work against this model of process in consolidating 
form.”7 In this context, preliminary solutions and intermediate stages as dis
solutions of form represent distinctive temporal registers of the aesthetic or 
an analysis of mastership motivated by feminist and other critiques.

II. Un/Working

The expansive ensembles created by the Tel Aviv–based artist Tamar Getter 
(b. 1953) stand as a paradigmatic illustration of what it means to conceive of 
drawing as “rehearsal”—the term she has used to describe the specific paint
erly and graphic practice she has pursued since the 1970s.8 A central element 
in Getter’s work is what is often called “body knowledge” (remembered and 
stored conventions and information) in its relation to unknowing, as when the 
body responds differently to certain materials depending on variations in its 
own condition as well as contingent circumstances. She trains herself to pro
duce ideal compositional solutions she then performs, rather than executes, 
in the acts of painting and drawing—in works made in the studio as well as 
others she produces directly on the walls of exhibition spaces. As part of 
 Bernardo Montet’s play Ma’Lov at the Théâtre de la Bastille, in 1998, she and a 
troupe of dancers executed a live drawing performance on stage. Yet unlike 
practices that aim for a perfect reproduction of what the artist has trained him 
or herself to do—and here lies the difference between Getter’s approach and 
similar memorizationbased techniques9—hers is designed to engender devia
tions for which there exists no standard of rightness. Rehearsal, in her view, 
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serves not to improve or correct but to make room for the act of making, 
which must be initiated afresh from instant to instant. Getter’s work is about 
the power of subjectivation inherent in ideal bodies, be they physical, artistic, 
geometric, or social, and of a resistance, remainder, or retraction that mani
fests itself in variance. What it thus brings into view are moments of “defiance” 
or disobedience to rules: in art as in other endeavors, the body refuses to be 
disciplined, down to the last fiber, in the pursuit of mastery.

Not coincidentally, bodies of all kinds are pivotal to Getter’s work. In Chalices 
and Corpses (2010; fig. 8), for example, different views of bodies are arranged 
around a perfectly straight central line. It anchors the floating bodies in the 
pictorial space, without assigning them to a concrete location. The large
format cycle—executed on panels of cotton polyester, the drawings together 
measure twelve by eightyfive feet—iterates and varies two motifs: a male 
nude inspired by Andrea Mantegna’s Lamentation of Christ (ca. 1480) as the 
embodiment of the art of perspective drawing, and a complex geometric body. 
The latter, too, is modeled on a masterpiece of perspective: a design drawing 
for a chalice by Paolo Uccello, from 1450. As Getter sees it, Uccello’s study 
represents the “eternal dream of an intelligible, measurable, lucid,  applicable 
and total order”10—an ideal she contrasts with her own “song of an  idiot.”11 

1  Barbara Wittmann, “Zeichnen, im Dunkeln: 
Psychophysiologie einer Kulturtechnik  
um 1900,” in Randgänge der Zeichnung, 
ed. Werner Busch, Olivia Jehle, and 
Carolin Meister (Munich: Wilhelm Fink, 
2007), 186. Unless otherwise noted, all 
translations by Gerrit Jackson.

2  See Christian Driesen et al., eds., Über 
Kritzeln: Graphismen zwischen Schrift, 
Bild, Text und Zeichen (Zurich: diaphanes, 
2012).

3  See Toni Hildebrandt, “Die Zeichnung als 
Öffnung der Form,” in Suchen, Entwerfen, 
Stiften: Randgänge zum Entwurfsdenken 
Martin Heideggers, ed. David Espinet  
and Toni Hildebrandt (Paderborn: Wilhelm 
Fink, 2014), 55–69. For a catalogue of 
extant films by Cürlis, see http://www.
filmblatt.de/index.php?filmdokument-20.

4  See Wolfram Pichler and Ralph Ubl, 
“Vor dem ersten Strich: Dispositive der 
Zeichnung in der modernen und 
vormodernen Kunst,” in Busch, Jehle,  
and Meister, Randgänge der Zeichnung, 
231–55.

5  On the historiography of graphic practice 
since the 1950s, see the forthcoming book 
by Toni Hildebrandt, Entwurf und 
Entgrenzung: Kontradispositive der 

Zeichnung 1955–1975 (Munich: Wilhelm 
Fink, 2016).

6  See the introduction to the present 
volume, 10–20.

7  Pamela Lee, “Some Kind of Duration: The 
Temporality of Drawing as Process Art,”  
in Afterimage: Drawing through Process, 
ed. Cornelia Butler (Cambridge, MA: MIT 
Press, 1999), 27.

8  Two major exhibition catalogues raisonnés 
contain extensive documentation of 
Getter’s cycles: Tamar Getter: Can You 
Draw a Circle Freehand? (Tel Aviv: 
Hakibbutz Hameuchad, 2009) and Tamar 
Getter Go2 / Works 1974–2010 (Tel Aviv: 
Tel Aviv Museum of Art, 2010).

9  Consider, for example, the painter Karl 
Otto Götz, who studied very defined 
physical movements in order tolend them 
permanent form in a painterly act. Unlike 
Getter, Götz aimed for the accomplished 
work: he wanted to hit the mark of 
perfection.

10  Tamar Getter in “Sarah Breitberg-Semel 
Interviews Tamar Getter about Boulevard 
Central and the Asiatic Company Building 
03,” in Can You Draw a Circle Freehand?, 59.

11  Tamar Getter, e-mail message to author, 
March 12, 2016.
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She studied the original for weeks, drawing without aids and correcting her 
mistakes countless times over. She also worked with the architect Hagai 
Nagar to create a digital reconstruction of the chalice, transforming the draw
ing into a virtual object capable of being rotated and depicted from many 
different views. Besides Uccello’s version, she selected one perspective—an 
almost deadon top view—to use in her drawing installation. Now Getter em
barked on the absurd quest—hence the quip “song of an idiot”—to reproduce 
two views of a geometric body not by means of perspective, using vanishing 
lines, but by memorizing the relative placement of hundreds of quadrilaterals. 
She then drew each of the views—Uccello’s and her own—magnified several 
times over on the fabric panels in two different techniques. In one instance, the 
object is generated in purely mechanical fashion, using a projector and chalk 
line, while the other is an unaided freehand drawing.12 Yet despite the precision 
of the chalk line, the weeks she spent studying Uccello’s drawing, and the 
painstaking learning process in which she trained herself to recreate its struc
ture, Getter ultimately failed to produce a flawless depiction of the chalice at 
this size. Each lapse entrained several more, as well as numerous efforts to rem
edy them, which have left smudged traces on the fabric. Her work of art, 
then, consists not in her command of the mathematical formula but in probing 
the limitations that her own body imposes on the mechanical emulation of 
an ideal and the variations it spawns. The iteration and variation of bodies in 
her work are not the marks of a serial approach; on the contrary, embracing 
the deviations that her own body authors gives rise to a singular outcome. 
“Each error,” she notes, “provides another ‘picture’ of singularity.”13 Such 
“overachievement,”14 the variation of the views, and more generally, the pro
posed appropriation of an ideal or masterwork and the errors left uncorrected 

Susanne Leeb

deflate the metaphysics of the ideal solid, linked by metonymy to the artist’s 
own body.

The “corpses” after Mantegna, meanwhile—captured in brisk freehand lines, 
in several stages of rotation around their own axis, they might serve to dem
onstrate the idiom of the virtuoso sketch artist—evince a different difficulty. 
Though there are no errors, the contours of the figures are far from clear. This 
peculiarity is due, for one, to the fact that Getter set herself the challenge of 
drawing the body without lifting the pencil, which, given the fact that the pic
tures are larger than life by a factor of three, turned out to be beyond her 
physical ability, whence the frequent interruptions of the line. Moreover, as a 
consequence of this selfinflicted defeat, the ideal of the perfect continuous 
contour unmarred by graphic detours, by twists, circles, and loops, proved un
attainable. Mantegna’s divine figure forfeits its “beautiful” and spiritual contour.

Other works by Getter rely less on variation or rotation than on iterations of 
one and the same view. Her selection of motifs suggests that her interest is 
invariably in the moments of maximum tension; see, for instance, the rendi
tion of Auguste Rodin’s sculpture Iris in her Blindfold Iris (figs. 9, 10). Another 
striking example is Horse’s Tail (2012; figs. 11, 12), a work on four walls that 
features the graphic depiction of a key moment in an acrobatic performance, 
among other elements. Two facing walls show an acrobat upside down in a 
shoulder stand on one side of a galloping horse. The third wall is taken up by 
an oversized depiction of the titular horse’s tail, which, far from being an art
fully undulating embellishment, is an outrageously extravagant creation of 
pure excess—at one point, the artist had to work with a broom to master its 
enormous size. The image of a thistle on the fourth wall is a construction com
posed of hundreds of straight lines for which the artist once more resorted to 
the chalk line. As in Chalices and Corpses, these disparate elements—the het
erogeneity of their sensual appeal is matched by the diversity of techniques: 
chalk drawing, chalk line, sponges, broom—are connected by a single straight 
line to engender an “imaginary space where all ‘happens’ no matter the 

12  The chalk line is a printing technique  
used in construction. A string coated with 
pigment is strung between two points, 
pulled tight, stretched, and released, 
leaving a perfectly straight line marked on 
the surface beneath it.

13  Getter, “Sarah Breitberg-Semel Interviews 
Tamar Getter,” 58.

14  On “overachievement” and exaggeration 
in Getter, see Jonathan Soen, “Towards a 
Second Creation: Footnotes to Tamar 
Getter,” in Tamar Getter Go2, 476–89.

Fig. 8
Tamar Getter, Chalices and Corpses, 2010



Fig. 9
Tamar Getter, Blindfold Iris, 2000

Fig. 10
Tamar Getter, Blindfold Iris, 2000

Fig. 11
Tamar Getter,  
Horse’s Tail, 2012

Fig. 12
Tamar Getter,  
Horse’s Tail (detail), 2012
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different scale of things.“15 The line defines the space of the pictorial act, the 
artist’s scope of action, and the arena of drawing and painting. As in other 
works, the preparatory drawings related to this drawing and painting install
ation witness to the artist’s efforts to internalize a discipline. Numerous sketches     
show her trying to memorize the union of rider and horse evoked, in this 
instance, by the horsebackriding acrobat’s artistry. To gather material for the 
action in the drawings, Getter studied YouTube videos of young male riders 
trying to show off their physical skills. In her work, however, this demonstration 
of virtuoso horsemanship takes on a confusing and grotesque aspect. In what 
the beholder can no longer make sense of as individualized form, Getter brings 
down the chalk for countless tentative dashes, repeating the figural ensemble 
in an interminable rehearsal until the wall is covered with marks. The method
ical principle of excessive richness of detail reappears in a painting installation 
she is currently working on, Heliotrop’. (2016). Here, one of the three pictorial 
elements is an oversized horse rolling over. The drawing captures the precise 

15  Getter, e-mail to author, February 29, 
2016.



Fig. 13
Tamar Getter,  
Heliotrop’., 2016
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moment at which the animal’s vulnerability and ponderous mass are most ap
parent, contrasting with the power, beauty, and agility the horse has conven
tionally epitomized in old master paintings. Getter heightens the difficulty of 
depicting this precarious instant by magnifying the depiction to a size at 
which the contour of the otherwise noble animal disintegrates (fig. 13).

Getter’s works stage the fascinating yet selfdefeating pursuit of the ideal of 
perfection as a source of necessary frustration; they are creative acts that 
both appropriate and reject the idea of artistic genius embodied in the hand. 
Highly trained skill remains operative but is demystified. Virtuosity—be it 
 Uccello’s, be it that of the village lad performing stunts on horseback—is both 
put on display, highlighting the ambition to impress bound up with it, and 
 dislodged. To see how this approach breaks with tropes of artistry, a brief 
comparison to drawings by Willem de Kooning is instructive. In their facture, 
 Getter’s works evince similarities to de Kooning’s socalled Twist drawings 
(1966),16 a set of—mostly female—figures he drew with his eyes closed, pro
ducing irregular and errant contours. Getter, too, often has an assistant blind
fold her before drawing models she has memorized in long periods of study; 
the lack of visual control inevitably yields the deviations, mistakes, and slips 
described above.17 De Kooning believed that this unusual technique would allow 
him to surprise his own eye;18 Getter, by contrast, dramatizes the reproduction 
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of content committed to memory as an artistic trope. In the nineteenth century, 
Baudelaire argued that the ability to draw from memory was the hallmark of the 
“true artist”: “In fact all true draughtsmen draw from the image imprinted in 
their brain and not from nature. […] When a true artist has reached the stage 
of the final execution of his work, the model would be more of an embar
rassment to him than a help.”19 Instead, aiming for “true art” in the  
Baudelairean sense, Getter positively exorcises finality from her works.

In addition, the artist bids farewell not only to the perennial female model, 
but also to the conventional register of expression: her compositional formu
lations are demonstratively rehearsed. All that finds expression here are the 
body and the recalcitrance of the material, which refuse to be brought into line 
and bear responsibility for the inaccuracies and lapses. She also dismantles 
the myth of the artist’s hand, which was essential to the art of drawing in par
ticular, and invoked by graphic artists down to de Kooning. To this effect, Getter 
employs a wideranging arsenal of means of production, from spirographs, 
sponges, brooms, and strings dusted with pigment to the physical impedi
ments she imposes on herself. The resulting aspects of incompletion and 
fragmentation on the level of formal execution correspond to the grotesque 
creatures and poses on the level of motif.

Contradicting the twentiethcentury discourses of liberation associated with 
the free or selfguided hand, Getter’s lines are trammeled by the tension be
tween freedom and discipline. Such discourses of liberation were proffered, 
for instance, by the theorists of “pure gesturality” (Giorgio Agamben),20 “danc
ing typography” (Gilles Deleuze and Félix Guattari),21 or the choreographic ideal 
of freely swaying bodies and lines (Loïe Fuller). Getter’s works, by contrast, 
uncover the rules, conventions, and models that are inscribed in the nexus of 
bodies and artistic ideals, as is also suggested by her account of how she as
similated Rodin’s Iris: “I studied the sculpture. I went to this  museum and did 
round tour drawings (classical copies in different media; sanguine, pencils, 

16  See Richard Shiff, “‘Mit geschlossenen 
Augen’: De Koonings ‘Twist,’” in Spuren 
erzeugen: Zeichnen und Schreiben als 
Verfahren der Selbstaufzeichnung, ed. 
Barbara Wittmann (Zurich: diaphanes, 
2009), 145–68.

17  “To work blindfolded, use scrapers, 
squeegees, chalk-line plumb, spirograph— 
all these tools enable the suspension that  
I seek. I create situations in which the 
‘know-how’ aspect of traditional painting is 
made irrelevant, or rather—secondary.” 
Getter in “Sarah Breitberg-Semel Interviews 
Tamar Getter,” 39. For a more extensive 
discussion of the element of non-seeing in 

Getter’s work, see my essay, “Figuren der 
Blindheit in der Kunst von Javier Téllez, 
James Coleman und Tamar Getter,” in 
Anderes Wissen, ed. Kathrin Busch 
(Paderborn: Wilhelm Fink, 2016), 206–40.

18  See Shiff, “‘Mit geschlossenen Augen.’”
19  Charles Baudelaire, “The Painter of 

Modern Life,” in Baudelaire: Selected 
Writings on Art and Artists, trans.  
Patrick Edward Charvet (London: Penguin 
Books, 1972), 407.
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chalks, watercolors etc., just to understand Rodin better). After that, I contin
ued with my regular schedules: only contours, only oneline, correcting only 
from former drawing, abandoning anatomy, abandoning all former drawings, 
closing my eyes to perform her blindfolded, once again, and then again and 
again, doing this or that aspect (angle) of the infinite angles, composing Iris 
in my hand, memory, and own body.”22 This timeconsuming and painstaking 
process, which privileges conscientious emulation over originality, exempli
fies how Getter arrives at her compositional formulations, or in other words, 
the genesis of her repertoire. It is only on the basis of this assimilationthrough
training that the subsequent “disappropriation” (Derrida) of the memorized 
form takes place.

III. The Physiology of Learning

Getter’s practice not only reacts against an overpowering tradition of mostly 
masculinist myths and stereotypical ideas about the artist since the Renais
sance. She also intervenes into the abovementioned historic transformation 
of graphic art in conjunction with the rise, around 1900, of a physiological 
conception of the optimizable body, which is to say, into the nexus between 
body and knowledge. For Ma’Lov, for instance, she combined the motif of the 
perfect circle of the Giotto legend, here drawn on the stage by the dancers in 
a live act of art making, with the reception of that legend in reform pedagogy 
(figs. 14, 15). The crucial object is the freehand drawing of a perfect circle 
that, according to Giorgio Vasari, was taken to prove that Giotto’s genius was 
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manifest already in childhood. The freehand drawing—sometimes executed 
with both hands—was an important element in the reform pedagogy of the 
American educator James Liberty Tadd, who believed that “practical develop
ment of the factors of the organism itself—the hand, the eye and the brain—
by the acquisition of their conscious control” would help the child acquire 
“facility, balance, proportion, accuracy, magnitudes, fitness and grace.”23 The 
skilled imitation of the world ceases to be the primary objective of drawing, 
as Tadd’s colleague Joseph Vaughan writes: “The end and aim is the training 
of hand and eye, and also of the brain, in conjunction with one another.”24 
These arguments reflect the insight that there is no knowledge without the 
body; mental ability must be trained into the body, which becomes the scene 
in which practices of subjectification are enacted. In this light, it makes obvious 
sense to read Getter’s critical engagement with ideal bodies in connection 
with (modern) techniques of subjectification.

Where reform pedagogy aimed to intertwine memory and the sensorimotor 
apparatus in order to achieve embodied knowledge, such knowledge, in 
 Getter, emerges as a source of error—the body becomes the blind spot that is 
made to appear in the process of drawing. Getter says: “Painting radically 
 attacks the status of our knowledge and memory as its foundation. In this 
sense, to draw blindfolded […] always means to restumble, because construc
tion by memory initially fails.”25 It is not perfection but the body’s unknowing 
that here unlocks an artistic dimension.

Moreover, the pointed interest in drawing in reform pedagogy is embedded in 
two broader historic transformations. On the one hand, it is part of the “ex
perimentalization of life,”26 in which drawing and graphic recording emerge as 
major techniques of the registration of movement and vitality, making them 
amenable to both scientific inquiry and to optimization conformable to the 
 increasing division of labor. Beginning in the midnineteenth century, organic 
motion came to be regarded as a crucial indication of life, which is to say, as 

20  See Giorgio Agamben, “Notes on 
Gesture,” in Means without End: Notes on 
Politics, trans. Vincenzo Binetti 
(Minneapolis: University of Minnesota 
Press, 2000), 49–60.

21  “‘Graphie’ is the term Deleuze/Guattari 
coined, with critical reference to Leroi-
Gourhan and Worringer, to designate the 
quality of a writing that retains its intrinsic 
tactile, kinetic, and visual values, that still 
‘dances.’” Georg Witte, “Die Phänomenalität 
der Linie—graphisch und graphematisch,” 
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an object of biological and physiological knowledge.27 “Whatever moves, 
whatever merely stirs, is registered, noted down, and recorded in writing with
out recourse to the symbolic order of the alphabet.”28 By the same token, 
drawing was now understood in anthropological terms, as a universal human 
activity, and more particularly as a basal means man uses to apprehend his 
world. This physiological reconception of drawing and its discovery by an
thropology promised to provide a diagnostic tool for the classification of psy
chological stages and the detection of subjective deviance—for example, 
drawing practice was used in psychiatry,29 while (colonialist) scholars studied 
the graphic art of indigenous peoples to assess their “mental capacity.”30

Getter’s project thus interacts not only with art history, but also with traditions 
in social and cultural history, focusing on techniques of power and practices 
of the body associated with the disciplinary society and biopolitics. Her work 
highlights the extent to which art is itself pervaded by strategies and mecha
nisms of subjectivation. In this respect, Getter’s interest in systemic forms of 
deviation also bears close relation to what Félix Guattari, in Chaosmosis, has 
called “refrain” (ritournelle).31 The term designates the “invention of novel 
catalytic foyers […] capable of letting existence ramify.”32 “The aesthetic
processual model of art as producing or simulating worlds,” Stefan Hesper 
concludes, “becomes a model for all disciplines that envisage virtualities and 
chaos beyond the confines of finite and actual forms.”33 Getter’s approach 
 reflects similar considerations by localizing upheaval and chaos in bodies 
and materials that defy disciplinary submission. The act of performance, in 
this regard, represents the possibility of “escaping from the serialized and 
standardized production of subjectivity”34—a possibility that must forever be 
 established a new, as Maurizio Lazzarato has emphasized in an essay on 
Guattari’s and Deleuze’s theory of machines. That is exactly what Getter does, 
constructing one of those (political, economic, and aesthetic) apparatuses in 
which, to quote Lazzarato again, “this existential transformation can be tested—
a politics of experimentation, not representation.”35 It might be argued that 
such a conception of aesthetics hews uncomfortably close to the experimen
talization of life in the natural sciences sketched above;36 yet the objective, in 
Getter as much as Guattari, is not purposive optimization but to chart a pos
sible way to extract a segment of the real and deterritorialize it. That is why 
errors are articulated rather than effaced. Getter generates such procedures 
we may describe, with Guattari, as “agents of aesthetic partial enunciation” 
by demonstratively embracing bodily unknowing. In this manner, her art un
folds a space of (chaotic) excess that is apt to stage not the drama of the  
artist’s hand but the comedy of variance.

Translated from the German by Gerrit Jackson
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