
Theatre and Embodied Collective Reflexivity 
Tobin Nellhaus

Journal of Dramatic Theory and Criticism, Volume 34, Number 2, Spring
2020, pp. 71-91 (Article)

Published by The University of Kansas, Department of Theatre and Dance

DOI:

For additional information about this article

[ Access provided at 1 Jul 2020 20:07 GMT from Nypl Research ]

https://doi.org/10.1353/dtc.2020.0009

https://muse.jhu.edu/article/758132

https://doi.org/10.1353/dtc.2020.0009
https://muse.jhu.edu/article/758132


Spring 2020                                                                                                 71

Tobin Nellhaus is an independent scholar and was the Librarian for Performing Arts, Media and 
Philosophy at Yale University. He is the General Editor and co-author of the third edition of Theatre 
Histories (London: Routledge, 2016), and the author of Theater, Communication, Critical Realism (New 
York: Palgrave Macmillan, 2010) as well as articles in the Journal of Dramatic Theory and Criticism, 
Theatre Journal, New Theatre Quarterly, Journal for the Theory of Social Behaviour, Journal of Critical 
Realism, and elsewhere. His current book project concerns the implications of online role-playing for 
the concept of theatre, of which this article is a part. Blog: tobinnellhaus.com.

7KHDWUH�DQG�(PERGLHG�&ROOHFWLYH�5HÀH[LYLW\

Tobin Nellhaus

7KHDWUH�LV�D�GLVWLQFWLYH�W\SH�RI�VRFLDO�UHÀH[LYLW\��7KH�TXHVWLRQ�LV�KRZ��OLNH�RWKHU�VRFLDO�SUDF-
WLFHV��WKHDWUH¶V�VRFLDO�IXQFWLRQ�VKDSHV�LWV�IRUP��%\�H[DPLQLQJ�WKHDWUH�LQ�UHODWLRQ�WR�VRFLDO�
RQWRORJ\��WKH�FRPSRQHQWV�RI�DJHQF\��DQG�WKH�UHTXLUHPHQWV�RI�DQ�HPERGLHG�IRUP�RI�FROOHFWLYH�
UHÀH[LYLW\��RQH�¿QGV�WKDW�WKHDWUH�LV�FKDUDFWHUL]HG�E\�D�GRXEOH�KRPRORJ\�ZLWK�VRFLDO�RQWRORJ\��
)XUWKHUPRUH��FRQGXFWLQJ�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\�UHTXLUHV�WKH�SHUIRUPHU�FKDUDFWHU�
GLVWLQFWLRQ��ZKLFK�LV�IXQGDPHQWDO�WR�WKHDWULFDO�SHUIRUPDQFH��6RFLDO�RQWRORJ\��WKHQ��VKDUSHQV�
RXU�FRQFHSW�RI�WKHDWUH¶V�VWUXFWXUH�DQG�WKH�PHDQLQJ�RI�LWV�SUDFWLFH�

.H\ZRUGV� VRFLDO�RQWRORJ\��FROOHFWLYH�UHÀH[LYLW\��DJHQF\��HPERGLPHQW��3HLUFH

Social practices arise to serve some social purpose, and to a greater or lesser 
extent social forms will follow their functions. Over time a practice will usually 
change, but nonetheless it arises for a reason, even if we do not know what purpose 
LW�IXO¿OOV��7KH�SRLQW�DSSOLHV�WR�WKHDWUH²D�QHFHVVDULO\�FROOHFWLYH�HYHQW��,�KDYH�DUJXHG�
HOVHZKHUH�WKDW�WKHDWUH�LV�D�IRUP�RI�VRFLDO�UHÀH[LYLW\�DQG�D�PRGHO�RI�VRFLDO�DJHQF\�1 
+HUH�,�ZLOO�H[WHQG�WKH�VRFLDO�WKHRU\�EHKLQG�WKDW�DQDO\VLV��IRFXVLQJ�RQ�WKH�VWUXFWXUH�
RI�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\��DQG�GUDZLQJ�PHWKRGRORJLFDOO\�IURP�ERWK�FULWLFDO�
realism and Charles S. Peirce. Given space limitations, this article will consider 
only the paradigmatic form of theatre, consisting of the live performance of scripted 
GUDPD²D�SDUDGLJP�WKDW�DURVH�LQ�(XURSH��6RXWK�$VLD��DQG�(DVW�$VLD��2WKHU�JHQUHV��
such as performance art and postdramatic theatre, will await exploration elsewhere.

*HQHUDO�6RFLDO�2QWRORJ\
Analysis of social forms and practices is grounded by a key issue: the relation-

ship between social structures and agents. Most theories have viewed society in one 
of three ways: solely as individuals and small groups; individuals as functions of 
larger social forces; or structures and agents as so mutually constitutive that they 
DUH�H൵HFWLYHO\�WZR�VLGHV�RI�WKH�VDPH�WKLQJ�2�7KH�SRVLWLRQ�DGRSWHG�KHUH�LV�D�FULWLFDO�
realist one that largely follows the analysis developed by sociologist Margaret 
S. Archer, who holds that structures and agents are distinct and irreducible, but 
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continuously interact. More, society actually possesses not two but three “levels”: 
structures, agents, and discourses.3

6RFLDO�VWUXFWXUHV��DV�$UFKHU�GH¿QHV�WKHP��GHSHQG�RQ�UHODWLRQVKLSV�FRQQHFWHG�
to material resources, such as the use or possession of land, livestock, buildings, 
and equipment. Human bodies are also material resources, which can be used for 
ODERU�RU�SURFUHDWLRQ��7KH�VHFRQG�SODQH�RI�VRFLDO�RQWRORJ\�FRQVLVWV�RI�DJHQWV��HVSH-
FLDOO\�WKHLU�VRFLDO�LQWHUDFWLRQV��DOOLDQFHV��JURXSV��FRQÀLFWV��DQG�WKH�OLNH��,QGLYLGXDO�
DJHQWV�RSHUDWH�ZLWKLQ�WKHVH�QHWZRUNV�YLD�WKHLU�SHUVRQDO�FDSDELOLWLHV��D൶QLWLHV��DQG�
VR�IRUWK��)LQDOO\�� WKHUH�DUH�GLVFRXUVHV�RI�DOO�VRUWV��SROLWLFDO��UHOLJLRXV��VFLHQWL¿F��
artistic, etc.), or more generally, ideas, words, images, and so on.4

)RU�WKH�SUHVHQW�DUJXPHQW��KRZHYHU��ZH�QHHG�D�¿QHU�JUDLQHG�FRQFHSW�RI�WKH�OHYHOV�
WKDQ�$UFKHU�R൵HUV��([DPLQHG�PRUH�FRQFUHWHO\��HDFK�OHYHO�KDV�PDWHULDO��VRFLDO��DQG�
FRQFHSWXDO�HOHPHQWV��,GHDV�GHYHORS�LQ�VRFLHW\�DQG�FDQ�RQO\�EH�FRPPXQLFDWHG�YLD�
some material means, such as voice or writing.5 At the agential level, friendship, 
dating, and marriage are shaped by distinctive sets of concepts, bodily interactions, 
and dynamics such as power and cooperation within the couple and their relation-
ships with people beyond themselves. And the centrality of material objects in social 
structures does not mean structures are those objects: ideas identify what sort of 
relationship with an object obtains, and mold people’s actions in connection with 
it. For instance, owning, renting, and squatting are all possible relationships to the 
VDPH�SK\VLFDO�EXLOGLQJ��7KH�VWUXFWXUDO��DJHQWLDO��DQG�GLVFXUVLYH�OHYHOV�GHULYH�WKHLU�
distinguishing properties from the relative primacy of their material, social, and 
FRQFHSWXDO�HOHPHQWV��DQG�WKH�UDPL¿FDWLRQV�WKDW�IDOO�IURP�WKDW�6

Under this theory of social ontology, people as social agents strive to achieve 
their goals under the preconditions of whatever social structures and discourses 
VXUURXQG�WKHP��ZKLFK�PD\�DOWHU�DV�D�UHVXOW�RI�DJHQWV¶�DFWLYLWLHV���7KH�DQDO\VLV�FRU-
UHVSRQGV�WR�OLYHG�H[SHULHQFH��IRU�LQVWDQFH��LQ�D�GRZQ�HFRQRP\�DQ�DFWRU�PD\�¿QG�
few opportunities to be cast, but when she does get roles she discovers herself 
persistently typecast; likewise, an instructor may attempt to follow her guiding 
beliefs and values but struggle to implement them in the face of growing class sizes 
arising from university budget cuts. Social activity consists of and is explained by 
the three elements’ development and interplay.

,QGLYLGXDO�DJHQWV�KDYH�D�VWULNLQJO\�VLPLODU�RQWRORJ\��LQ�D�PDQQHU�FRQVRQDQW�
ZLWK�P\�UH¿QHPHQW�RI�$UFKHU¶V�WKHRU\��$JHQWV�DUH�FKDUDFWHUL]HG�E\�WKHLU�HPERGL-
ment, their intentionality, and their power to take action: in critical realist philoso-
pher Roy Bhaskar’s phrase, we must think of agents in terms of their “embodied 
intentional causal agency.”7�7KHVH�WKUHH�DVSHFWV²HPERGLPHQW��LQWHQWLRQDOLW\��DQG�
FDXVDO�H൶FDF\²DUH�IXQGDPHQWDO�WR�ZKDW�,�ZLOO�FDOO�HPERGLHG�FROOHFWLYH�UHÀH[LY-
LW\��$JHQWV¶�LQWHQWLRQDOLW\�KDV�D�NH\�UROH��DV�%KDVNDU�REVHUYHV��³7KH�FDSDFLW\�IRU�D�
UHÀH[LYH�VHOI�PRQLWRULQJ�RI�RQH¶V�RZQ�FDXVDO�LQWHUYHQWLRQV�LQ�WKH�ZRUOG��WR�EH�DZDUH�
of one’s own states of awareness during one’s activity (to monitor the monitoring 
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RI�RQH¶V�DFWLYLW\���LV�LQWLPDWHO\�FRQQHFWHG�WR�RXU�SRVVHVVLRQ�RI�D�ODQJXDJH´��RU��,�
would add, other sign systems).8

$OWKRXJK�LQGLYLGXDOV�DQG�RUJDQL]DWLRQV�DUH�GL൵HUHQW��LQGLYLGXDOV¶�WKUHH�EDVLF�
characteristics have counterparts in organizations and organized activities. Or-
ganized activities are embodied in the sense that they utilize material resources, 
which provide various concrete capacities and are fundamental to their operation. 
Organized activities also involve ideas and aims, including such things as corporate 
culture and public presentation. Finally, through the group’s individual members, 
HDFK�ZLWK�WKHLU�UROHV�DQG�DELOLWLHV��WKH�RUJDQL]DWLRQ�REWDLQV�H൶FDF\�ZLWKLQ�WKH�ZRUOG��
A university, for example, has a material structure encompassing buildings, faculty, 
library collections, etc.; discourses, including curricula, a “mission,” an institu-
tional culture; and a wide variety of agential activities, among them instruction, 
research, and faculty meetings. Since organizations have such strong similarities to 
LQGLYLGXDO�DJHQWV��WKH\�FDQ�EH�GHVFULEHG�DV�DJHQWV�ZULW�ODUJH²FROOHFWLYH�DJHQWV�9 At 
the same time, organizations arise within society as entities formed within society’s 
larger conditions and resources. Organizations and organized activities, then, are 
bidirectionally emergent: inwardly from society as a whole and outwardly from 
LQGLYLGXDO�DJHQWV��EXW�LGHQWLFDO�WR�QHLWKHU��7KH\�DUH�VLPXOWDQHRXVO\�PLFURFRVPV�RI�
VRFLHW\�DQG�PDFURFRVPV�RI�LQGLYLGXDO�DJHQWV²PDFUR�PLFURFRVPV�

7KH�RQWRORJLFDO�VLPLODULW\�EHWZHHQ�VRFLHW\��LQGLYLGXDO�DJHQWV��DQG�RUJDQL]D-
WLRQV²WKHLU�FRPPRQ�WULIROG�VWUXFWXUH²DULVHV�EHFDXVH�DQ\�VRFLDO�HQWLW\�HPHUJLQJ�
from agents’ interactions will have to possess agents’ own ontological features. 
7KHLU�VLPLODULW\�LV�QRW�PLPHWLF�� MXVW�DV�WKH�VNHOHWDO�VLPLODULW\�EHWZHHQ�D�KXPDQ�
DUP�DQG�D�ELUG¶V�ZLQJ�LV�QRW�PLPHWLF��DQG�LV�PRUH�WKDQ�DQ�DQDORJ\��7KH�VLPLODULW\�
derives from their common origin: agential, organizational, and societal ontologies 
are KRPRORJRXV.10

7KH�6RFLDO�2QWRORJ\�RI�7KHDWUH
As an organized activity, theatre is a collective agent, and so it develops 

structural, agential, and discursive components. At the structural level, the only 
absolutely essential material resources in theatre are the performers and audience 
members as watchable, physically productive, and responsive bodies along with 
some type of performance space, but of course costumes, props, sets, and the like 
are commonplace; material elements can also include ticket booths, concessions, 
and other resources not directly part of a performance. Essentially, the material 
resources constitute a set of possibilities that exist before, during, and after a per-
IRUPDQFH²ZKLOH�WKH�WKHDWUH�LV�GDUN��VR�WR�VSHDN��$W�WKH�DJHQWLDO�OHYHO��WKHDWULFDO�
performance always includes the performers and the audience as active beings; 
WRGD\�WKH\�XVXDOO\�DOVR�LQFOXGH�GLUHFWRUV��GHVLJQHUV��R൶FH�VWD൵��DQG�VR�RQ��7KH�
discursive component encompasses such things as the concepts guiding the group’s 
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artistic choices, stated and unstated goals, audience appeal, inner culture, produc-
tion history, and plays under consideration.

7KXV��DV�ZLWK�DQ\�RWKHU�VRFLDO�SUDFWLFH��WKHUH�LV�D�KRPRORJLFDO�UHODWLRQVKLS�
EHWZHHQ�WKH�WKHDWUH�DQG�VRFLHW\��+RZHYHU��WKHDWUH�SRVVHVVHV�WKH�VWUXFWXUH�DJHQWV�
discourses ontology not just as an organized material activity but also in the ac-
tivity itself��7KH�WKHDWULFDO�OHYHO��ZKLFK�FDQ�DOVR�EH�GHVFULEHG�DV�WKH�SHUIRUPDQFH�
event, is a material structure involving not just the actors and spectators but also 
WKH�PLVH�HQ�VFqQH�� WKH�VSDFH��DQG�VR� IRUWK²EXW�RQO\� WKRVH�HQWLWLHV� LQYROYHG� LQ�
the performance itself, not those when the theatre is dark.11�7KH�GUDPDWLF�OHYHO�LV�
WKH�SHUIRUPHG�HYHQW�SHU�VH��FHQWHUHG�RQ�WKH�FKDUDFWHUV�DV��¿FWLRQDO��DJHQWV�DFWLQJ�
ZLWKLQ�WKHLU��¿FWLRQDO��ZRUOG��)LQDOO\��DOWKRXJK�GUDPDWLF�SHUIRUPDQFH�LV�JXLGHG�E\�
a script of some sort, that script can consist of just a rough scenario, a set of stage 
GLUHFWLRQV��RU�PHUHO\�UXGLPHQWDU\�LGHDV�RI�FKDUDFWHU�DQG�LQWHQWLRQ��7KHVH�DUH�VXI-
¿FLHQW�WR�FRQVWLWXWH�WKH�VFULSWLYH�OHYHO��ZKLFK�ZH�PLJKW�DOVR�FDOO�WKH�SHUIRUPDQFH�
VFRUH��7DNLQJ�WKHVH�WKUHH�OHYHOV�WRJHWKHU��ZH�DJDLQ�¿QG�D�VRFLDO�RQWRORJ\�FRQVLVWLQJ�
of structures, agents, and discourses, making dramatic performance ontologically 
homologous with society in general.12

7KHVH�WZR�RQWRORJLFDO�KRPRORJLHV²EHWZHHQ�VRFLHW\�DQG�RUJDQL]HG�SUDFWLFHV��
DQG�EHWZHHQ�VRFLHW\�DQG�WKHDWULFDO�SHUIRUPDQFH²DUH�IXQGDPHQWDO�WR�WKH�VRFLDO�
ontology of theatre. Looking at them in further detail, we can position several 
RWKHU�FRPSRQHQWV�RI�SHUIRUPDQFH��7KH�WKHDWULFDO�OHYHO�LV�LQWHUQDOO\�VWUXFWXUHG�E\�
two dualities. One is the polarity between spectator and performer (observer and 
REVHUYHG���,Q�SULQFLSOH��LQGLYLGXDOV�FDQ�VZLWFK�EHWZHHQ�WKH�SROHV�LQVWDQWDQHRXVO\��
DV�WKH\�GR��LQ�GL൵HUHQW�ZD\V��LQ�LPSURYLVDWLRQDO�WKHDWUH�DQG�$XJXVWR�%RDO¶V�IRUXP�
theatre.13�,Q�WKH�RWKHU�GXDOLW\��SHUIRUPHUV�DQG�DXGLHQFH�PHPEHUV�DOLNH�PDLQWDLQ�WZR�
concurrent cognitive states. Actors never truly disappear into their characters, and 
FRQWLQXH�WR�KDYH�WKHLU�RZQ�FRQVFLRXVQHVV��7KH\�DUH�DOZD\V�VLPXOWDQHRXVO\�RXW�RI�
character and in character. However, the audience maintains a dual consciousness as 
ZHOO��VSHFWDWRUVKLS�DV�VXFK�DOZD\V�RFFXUV�LQ�WKH�QRQ¿FWLRQDO�ZRUOG��EXW�VSHFWDWRUV�
ZDWFK�SHRSOH�ZKR�WKH\�DFFHSW�DV�¿FWLRQDO�FKDUDFWHUV²LQ�WKDW�UHVSHFW��WKH�DXGLHQFH�
is cognitively “in world.” One can describe the status of being in character and in 
world as the intrinsic DVSHFW�RI�WKH�WKHDWULFDO�OHYHO��WKH�FUHDWLRQ�RI�D�VKDUHG�¿FWLRQDO�
ZRUOG��LQ�ZKLFK�D�UHDO�KXPDQ�SOD\V��IRU�H[DPSOH��WKH�¿FWLRQDO�5RVDOLQG�ZKLOH�D�
EDFNGURS�SRUWUD\V�WKH�)RUHVW�RI�$UGHQ��7KH�WKHDWULFDO�OHYHO¶V�H[WULQVLF�DVSHFW²RXW�
RI�FKDUDFWHU�DQG�RXW�RI�ZRUOG²LV�WKH�RQH�LQ�ZKLFK�WKH�DFWRUV�KLW�WKHLU�PDUNV��DFFHVV�
a misplaced prop, or wait for laughter to peak, and in which spectators interpret 
stage dialogue, admire the actors’ skill, suppress a sneeze, and struggle to see around 
VRPHRQH�WDOO��7KH�H[WULQVLF�DVSHFW�DOVR�LQFOXGHV�VSDWLDO�HOHPHQWV�VXFK�DV�WKH�VKDSH�
RI�WKH�VWDJH�DQG�WKH�DUUDQJHPHQW�RI�DXGLHQFH�VHDWLQJ��7KH�GXDOLWLHV�VKDSLQJ�WKH�
WKHDWULFDO�OHYHO�DUH�LOOXVWUDWHG�LQ�¿JXUH���
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)LJ�����,QWHUQDO�VWUXFWXUH�RI�WKH�WKHDWULFDO�OHYHO�14

However, it is vital to recognize that we are speaking of two necessary as-
pects of the performance event, which exist in a dynamic, changeable relationship 
(somewhat like how speaking and listening are both requisite and dynamic aspects 
of conversation). For that reason they open many possibilities in performance. 
One aspect can “invade” the other, as happens in Dario Fo’s Accidental Death of 
an Anarchist: the Police Chief, bragging that he has informants everywhere, says, 
³(YHQ�WRQLJKW��LQ�WKH�DXGLHQFH��,�JXDUDQWHH�WKHUH�DUH�D�IHZ�RI�RXU�PHQ��DV�DOZD\V�
. . . do you want to see?” He claps his hands, and several men scattered about the 
DXGLWRULXP�GHFODUH�WKHLU�UHDGLQHVV�IRU�GXW\��7KH�)RRO�WKHQ�UHDVVXUHV�WKH�DXGLHQFH�
WKDW�WKRVH�ZHUH�MXVW�DFWRUV²WKH�UHDO�DJHQWV�DUH�NHHSLQJ�PXP�15

Despite the fact that the intrinsic and extrinsic aspects are cognitively dif-
ferent, one can mistake the two, as when an actor gets injured but the audience 
thinks it is part of the show. Some productions attempt to blur the line altogether, 
as though the spectators are to be confronted by the actors themselves; an obvious 
example is Peter Handke’s 2ৼHQGLQJ�WKH�$XGLHQFH, in which the performers insult 
DQG�ÀDWWHU�WKH�DXGLHQFH��DQG�GR�QRW�FUHDWH�FKDUDFWHUV�LQ�D�WUDGLWLRQDO�VHQVH�DW�DOO��
&KDUDFWHUV�FDQ�DOVR�VSHDN�WR�WKH�DXGLHQFH�DV�WKRXJK�LW�WRR�LV�SDUW�RI�WKH�¿FWLRQDO�
universe, say, by addressing it as citizens of Rome. And because the intrinsic and 
extrinsic aspects of performance are concurrent cognitive processes tied to practical 
activities, spectators can become performers and vice versa. However, such errors, 
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H൵DFHPHQWV��LQIULQJHPHQWV��DQG�DOWHUQDWLRQV�SUHVXSSRVH�WKH�FRJQLWLYH�GLVWLQFWLRQ�
between the intrinsic and extrinsic aspects of performance, which remain real and 
distinct, even as they interact.

7KH�³SHUIRUPHUV´�SDUW�RI�WKH�WKHDWULFDO�OHYHO�KDV�LWV�RZQ�PDLQ�FRPSRQHQWV��2Q�
the one hand are all the contributors to the performance event: the actors’ bodies, 
the set, music, and the rest. On the other hand is what they are doing: producing a 
SHUIRUPDQFH��6LPSO\�SXW��WKLV�LV�WKH�GLVWLQFWLRQ�EHWZHHQ�DFWRU�DQG�DFWLQJ��7KH�DFWLQJ�
is conducted on the basis of the script, in the broad sense above; however, in certain 
UHVSHFWV�WKH�VFULSW�WRR�LV�IXQFWLRQDOO\�D�PDWHULDO�HOHPHQW²UDZ�PDWHULDO²ZKHWKHU�
it is physical script or only ideas. Scripts can be cut, adapted, and in other ways 
changed, and the interpretative activity inherent to acting makes raw material of 
WKH�VFULSW�DV�ZHOO��7KH�SHUIRUPHUV�XVH�WKH�VFULSW�WR�SURGXFH�WKH�GUDPD��WKH�HYHQWV�
performed), which itself has two basic elements. One is the set of characters and 
their circumstances; the other is the plot or action arising from them.

Beyond the theatrical performance per se, theatre’s ontology is completed by 
the audience’s experience of the performance, which they take home: imagery, 
metaphors, feelings and other emotive responses generated by the performance; the 
references and allusions pointing from the performance to a world beyond it, often 
needed for understanding the performance itself; and whatever interpretations and 
WKHPHV�WKH�VSHFWDWRUV�PD\�GUDZ��7KXV�ZH�KDYH�WKH�IROORZLQJ�FRPSRQHQWV�RI�WKHDWUH�

 1) Organizational structure and resources
 2) Audience during the performance
 3) Actors, mise en scène, etc., in performance
� ��� $FWLQJ��LQFOXGLQJ�WKH�DFWLYH�LQÀXHQFH�RI�WKH�PLVH�HQ�VFqQH��HWF�
 5) Script
 6) Characters and circumstances
 7) Action or plot
 8) Feelings, metaphors
 9) References, allusions
� ���� 7KHPHV�DQG�LQWHUSUHWDWLRQV

But if social forms are structured to meet some function, this structure cannot 
KDYH�DULVHQ�E\�KDSSHQVWDQFH��DQG�QHHGV�WR�EH�H[SODLQHG��7R�GR�VR�ZH�PXVW�FRQVLGHU�
RQH�RI�WKH�NH\�DVSHFWV�RI�DJHQF\��UHÀH[LYLW\�

5HÀH[LYLW\��5HFXUVLRQ��DQG�$FWV�WKDW�6SHDN
0RVW�GLVFXVVLRQV�RI�UHÀH[LYLW\�FRQFHUQ�WKH�LQGLYLGXDO��DQG�LW�LV�XVHIXO�WR�EHJLQ�

WKHUH�EHIRUH�FRQVLGHULQJ�FROOHFWLYH�UHÀH[LYLW\��8QGHU�WKH�GH¿QLWLRQ�RI�UHÀH[LYLW\�
DGRSWHG�KHUH��WZR�DVSHFWV�DUH�NH\��5HÀH[LYLW\�LV�VHOI�WDUJHWHG: the agent herself 
LV�WKH�REMHFW�RI�UHIHUHQFH�DQG�RU�DFWLRQ��0RUH�SUHFLVHO\��UHÀH[LYLW\�LV�UHFXUVLYH��
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,W�FUHDWHV�VHOI�VLPLODULW\��LQ�ZKLFK�D�SDUW�LV�VLPLODU�WR�WKH�ZKROH��5HFXUVLRQ�DULVHV�
LQ�PDQ\�UHDOPV��,Q�WKH�QDWXUDO�ZRUOG��LW�DSSHDUV�LQ�VXFK�IRUPV�DV�WKH�EUDQFKLQJ�
SDWWHUQV�RI�IHUQ�OHDYHV�DQG�YDULRXV�WUHHV��,Q�KXPDQ�FXOWXUH��LW�LV�XVHG�LQ�LPDJHU\�
of self-containment (such as microcosms, the PDWU\RVKND�doll, and the mise en 
DE\PH), spirals, fractals, and other geometrical designs. And recursion is manifested 
LQ�DUHDV�RI� VRFLDO� DFWLYLW\²LQ�SDUWLFXODU��RUJDQL]DWLRQV�DQG�FROOHFWLYH�DFWLYLWLHV�
can be understood both as miniature societies and as large agents, so that they are 
PLFUR�PDFURFRVPV�RI�WKHP��7KH�VWUXFWXUH�RI�UHFXUVLRQ�LV�FHQWUDO�WR�WKH�DUJXPHQW�
,�ZLOO�EH�PDNLQJ�

5HÀH[LYLW\�LV�DOVR�motivated��LW�DULVHV�IURP�XQFHUWDLQW\�DQG�RU�XQGHUGHWHUPL-
QDWLRQ��$UFKHU��D�PDMRU�¿JXUH�LQ�WKH�VWXG\�RI�UHÀH[LYLW\��SXWV�LW�WKLV�ZD\��³3HRSOH�
DUH�QHFHVVDULO\�UHÀH[LYH�DERXW�WKHLU�µFRQWH[W¶�RU�µFLUFXPVWDQFHV¶�ZKHQ�WKH\�DVN�
WKHPVHOYHV�TXRWLGLDQ�TXHVWLRQV��LQ�LQWHUQDO�RU�H[WHUQDO�FRQYHUVDWLRQ��VXFK�DV��µ:KDW�
VKDOO�ZH�KDYH�IRU�GLQQHU"�¶�µ'R�,�QHHG�WR�YLVLW�WKH�GHQWLVW"�¶�RU�µ&DQ�RQH�RI�XV�JHW�
back from work in time to pick the kids up from school?’”16 (Archer borrows the 
phrase “internal conversation” from Charles S. Peirce as a way to describe indi-
YLGXDO�UHÀH[LYLW\���7KH�FHQWUDO�SRLQW�KHUH�LV�WKDW�WKH�PRWLYDWLRQV�IRU�UHÀH[LYLW\�DUH�
TXHVWLRQV. Although Archer’s examples happen to concern the future, the questions 
FDQ�HTXDOO\�UHIHU�WR�WKH�SDVW��³6KRXOG�,�KDYH�VDLG�WKDW�WR�KHU"�´�³:KHUH�GLG�,�SXW�
P\�NH\V"´�7KH�WHPSRUDO�UHIHUHQFH�LQYROYHG�LQ�UHÀH[LYLW\�KLJKOLJKWV�WKH�IDFW�WKDW�
agency always occupies time: it is situated in history as a process in which the agent 
creates change and is herself changed. An agent’s activity becomes summarized 
and understood through a narrative.

$GGLWLRQDO� LVVXHV� DULVH�ZKHQ�ZH� WXUQ� WR� FROOHFWLYH� UHÀH[LYLW\��ZKHWKHU� WKH�
QXPEHU�RI�SHRSOH�LQYROYHG�LV�WZR�RU�WZR�WKRXVDQG��,Q�D�GLVFXVVLRQ�RI�FROOHFWLYH�
UHÀH[LYLW\��$UFKHU�R൵HUV�H[DPSOHV�UDQJLQJ�IURP�FRXSOHV�WR�GHSDUWPHQW�PHHWLQJV��
VFDOH�LQWURGXFHV�QR�HVVHQWLDO�GL൵HUHQFHV�LQ�WKH�UHÀH[LYH�SURFHVV�17�%XW�,�ZDQW�WR�H[-
DPLQH�FROOHFWLYH�UHÀH[LYLW\�LQ�PRUH�SHUIRUPDWLYH�WHUPV�WKDQ�$UFKHU�SURYLGHV��7DNH�
WKH�H[DPSOH�RI�PHHWLQJV��WKH\�DUH��OLNH�LQGLYLGXDO�UHÀH[LYLW\��FRQGXFWHG�SULQFLSDOO\�
through language, as when faculty members discuss curricula, budgeting, special 
events, and so forth. However, as anyone attentive to meetings knows, plenty may 
EH�FRPPXQLFDWHG�WKURXJK�QRQOLQJXLVWLF�PHDQV²ZKLFK�LV�HYHQ�WUXHU�LQ�RUGLQDU\�
interpersonal interactions. During any social interaction people must discern oth-
ers’ intentions, emotions, and perspectives, which they do by listening to others’ 
words, and by noting (often subconsciously) the facial expressions, vocal tone, 
gestures, and other bodily elements, within whatever context seems appropriate.

Others, of course, observe their own characteristics, words, and behaviors in 
RUGHU�WR�PDNH�LQIHUHQFHV�DERXW�RQH¶V�RZQ�PHQWDO�VWDWHV��,Q�D�IXUWKHU�DFW�RI�UHÀH[LYLW\��
it is possible to consciously shape one’s own behavior in order to utilize the fact that 
RWKHUV�LQWHUSUHW�LW��LQ�WKH�KRSH�RI�DFKLHYLQJ�D�SDUWLFXODU�LPSDFW��7KH�SRLQW�UHFDOOV�WKH�
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argument that agents do not simply consist of their intentionality and their power 
RI�UHÀH[LYLW\��DJHQF\�LV�DOVR�QHFHVVDULO\�HPERGLHG�DQG�FDSDEOH�RI�WDNLQJ�DFWLRQ�

7KH�IDFW�WKDW�ERWK�VHOI�DQG�RWKHU�FRQGXFW�ERGLO\�FRPPXQLFDWLRQ�VXJJHVWV�WKH�
SRVVLELOLW\�RI�FROOHFWLYH�UHÀH[LYLW\�LQ�ZKLFK�DOO�WKUHH�OHYHOV�RI�DJHQF\�DUH�LQYROYHG��
,Q�RWKHU�ZRUGV�� HPERGLHG�FROOHFWLYH� UHÀH[LYLW\�ZRXOG� LQYROYH�REVHUYDWLRQ�DQG�
interpretation not only of others’ embodiment, but also WKURXJK�embodiment (both 
RWKHUV¶�DQG�RQH¶V�RZQ���7KH�TXHVWLRQ��WKHQ��LV�ZKDW�ZRXOG�EH�UHTXLUHG�IRU�D�JURXS�
WR�EH�UHÀH[LYH�FROOHFWLYHO\��QRW�MXVW�WKURXJK�ODQJXDJH�EXW�WKURXJK�WKHLU�HQWLUH�EH-
LQJ²VLPXOWDQHRXVO\�LQWHQWLRQDO��H൶FDFLRXV��DQG�HPERGLHG�

First, nothing agents do ever consists purely of either discourse or the body: 
to a greater or lesser degree, both are involved. Even such seemingly disembodied 
activities as reading involve physical activity. However, in embodied collective 
UHÀH[LYLW\��HPERGLPHQW�SOD\V�D�VXL�JHQHULV�UROH�EHFDXVH�RI�WKH�QHHG�WR�LQWXLW�RWKHUV¶�
intentionality and mental states through their outward behavior.

5HÀH[LYLW\�DLPV�WR�DFKLHYH�RU�DVVHVV�DJHQWLDO�H൶FDF\�LQ�WKH�ZRUOG��(൶FDF\�
comes in varied forms. As is well known, J. L. Austin argued that all utterances 
DUH�VSHHFK�DFWV²D�W\SH�RI�DFWLRQ�RU�ZD\�WR�GR�WKLQJV²IURP�WKH�REYLRXV�OLNH�GHF-
larations that a meeting is adjourned to the more subtle like logical proofs: they 
accomplish things. His term for speech acts is performatives��7R�EH�FOHDU��$XVWLQ�
is sometimes taken as proposing performatives as one of two classes of utterance, 
but this view ignores his eleventh lecture on speech acts, which explodes that 
distinction. All speech, then, is performative.18

But not just speech. Consider that, on the one hand, self-awareness and embodi-
PHQW�DUH�LQVHSDUDEOH�IURP�DJHQWV¶�FDXVDO�H൶FDF\��DQG��RQ�WKH�RWKHU�KDQG��ZH�DOZD\V�
³UHDG´�SHRSOH¶V�³ERG\� ODQJXDJH´� WR�XQGHUVWDQG� WKHLU� LQWHQWLRQV��7RJHWKHU� WKHVH�
indicate that embodied intentional activities (and often unintentional activities) tend 
WR�EHDU�PHDQLQJ��$FWLRQV�FDQ�LQ�H൵HFW�EH�XWWHUDQFHV��VRPHWLPHV�YLD�FRQYHQWLRQDO�
means. One can answer a question negatively by saying no, but also by shaking 
RQH¶V�KHDG�RU�HYHQ�EHFRPLQJ�PRWLRQOHVV��7KH�PHDQLQJIXOQHVV�RI�DFWLRQ�LV�QRW��RU�
QRW�MXVW��VHPLRWLF��LW�LV�DOVR�H[SHULHQWLDO��HPRWLYH��DQG�VRFLDO��,W�LQIXVHV�D�SHUVRQ¶V�
habits, their gestures and physical styles, whether and how they touch others, the 
quality of their voice, their sense of timing, the way they inhabit their body and 
WKH�VSDFH�DURXQG�WKHP²WKH�ZD\��IRU�H[DPSOH��VRPH�SHRSOH�³RZQ´�D�VSDFH�DV�VRRQ�
as they enter it, while others seem to make themselves disappear.19 Most current 
DFWLQJ�VW\OHV�IRFXV�RQ�D�UH¿QHG�JUDVS�RI�WKH�PHDQLQJIXOQHVV�RI�SK\VLFDO�DFWLRQ�20 
Expanding the concept of performatives to embrace not only speech acts but also 
ZKDW�,�ZLOO�FDOO�³DFWV�WKDW�VSHDN´�DOORZV�XV�WR�FRQFHSWXDOL]H�D�IRUP�RI�UHÀH[LYLW\�
that is conducted bodily, not (or not only) verbally.

5HÀH[LYLW\�PXVW�EH�D�SDUWLFXODU�W\SH�RI�SHUIRUPDWLYH��7KLV�LV�ZKHUH�UHÀH[LY-
LW\¶V�UHFXUVLYH�VWUXFWXUH�EHFRPHV�VDOLHQW��,Q�LQGLYLGXDO�UHÀH[LYLW\��HDFK�VHOI�GLUHFWHG�
question generates a new round of internal conversation, not so much in a circle 
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DV�LQ�D�VSLUDO��ZLWK�HDFK�URXQG��GLVFRXUVH�IXUWKHU�HQIROGV�WKH�DJHQW��7R�WKH�H[WHQW�
WKDW�FROOHFWLYH�UHÀH[LYLW\�LV�PDLQO\�GLVFXUVLYH��VXFK�DV�GXULQJ�D�PHHWLQJ���LW�KDV�
the same spiraling structure. However, in the spiral of discourse, the only capacity 
XQGHUJRLQJ�UHFXUVLRQ�LV�VHPLRVLV��,Q�FRQWUDVW��LI�DOO�WKUHH�HOHPHQWV�RI�DJHQWLDOLW\�
are to undergo recursion, we cannot assume they each recurse in the same way, 
EHFDXVH�WKHLU�LQWHUUHODWLRQ�LV�QRW�V\PPHWULFDO��7KH�GH¿QLWLRQ�RI�DJHQF\�DV�HPERGLHG��
H൶FDFLRXV��DQG�LQWHQWLRQDO�GHVFULEHV�D�VWUDWL¿HG and HPHUJHQW structure. Discur-
VLYH�UHFXUVLRQ�KDV�RQH�OD\HU�DORQH��LW�LV�³ÀDW�´�,Q�FRQWUDVW��HPERGLHG�UHFXUVLRQ�LV�
PXOWLOD\HUHG��WKDW�LV��VWUDWL¿HG�

7KH�QDWXUH�RI�D�VWUDWL¿HG��HPHUJHQW�VWUXFWXUH�PLJKW�PRVW�HDVLO\�EH�XQGHUVWRRG�
KLVWRULFDOO\��$W�WKH�IRXQGDWLRQ�RI�DJHQF\�LV�EDVLF�SK\VLFDO�H[LVWHQFH²D�IHDWXUH�ZH�
VKDUH�ZLWK�VWRQHV�DQG�ZDWHU²ZKLFK�SURYLGHV�WKH�PDWUL[�RI�SRVVLELOLW\�IRU�DOO�HOVH��
From core materiality emerged entities with the power to act upon the environment, a 
power all biological forms possess and which transforms the living being’s physical 
FRPSRVLWLRQ�LQWR�LWV�ERG\��LWV�FRUSRUHDO�EHLQJ��7KURXJK�WKHLU�ERGLHV�OLIHIRUPV�REWDLQ�
food, protect themselves from danger, and reproduce. Humans do many other things, 
RI�FRXUVH��EXW�WKH�HPHUJHQW�DELOLW\�WR�DFW�XSRQ�WKH�HQYLURQPHQW�LV�WKH�FDXVDO�H൶FDF\�
necessary for all agency. Finally, the emergent powers of intentionality, language, 
DQG�UHÀH[LYLW\�DURVH�ZLWKLQ�KXPDQV��DFWLRQV�EHFRPH�QRW�MXVW�SK\VLFDO�EXW�PHDQLQJ-
IXO²WKDW�LV��HPERGLHG��,QWHQWLRQDOLW\�ZRXOG�EH�QRWKLQJ�ZLWKRXW�WKH�DELOLW\�WR�DFW��
which in turn depends on corporeality. Due to the unidirectional line of dependency 
DQG�WKH�GL൵HUHQW�QDWXUHV�RI�WKHVH�WKUHH�FKDUDFWHULVWLFV��WKH�VWUXFWXUH�RI�HPERGLHG�
UHÀH[LYLW\�PXVW�LQYROYH�QRW�VLPSO\�WKH�UHFXUVLRQ�RI�DOO�WKUHH�OD\HUV�RI�HPERGLHG�
LQWHQWLRQDO�DJHQF\�EXW�UHFXUVLRQ�JRYHUQHG�E\�WKHLU�VWUDWL¿FDWLRQ�DQG�HPHUJHQFH�

Trichotomous Recursion
Just such a structure of trifold, asymmetrical recursion was developed by 

&KDUOHV�6��3HLUFH��3HLUFH�LV�SULQFLSDOO\�NQRZQ�IRU�KLV�ZRUN�LQ�VHPLRWLFV��EXW�,�ZLOO�
instead draw primarily on his philosophical ideas, which he believed applied to 
PDQ\�LI�QRW�DOO�¿HOGV�21�,�QRWHG�DERYH�WKDW�3HLUFH¶V�FRQFHSW�RI�UHÀH[LYLW\�KDV�DOUHDG\�
LQÀXHQFHG�FULWLFDO�UHDOLVP��DV�KDYH�VRPH�RI�KLV�LGHDV�LQ�ORJLF�DQG�VHPLRWLFV���+HUH�
,�ZDQW�WR�LQWURGXFH�DQRWKHU�HOHPHQW�RI�KLV�SKLORVRSKLFDO�ZRUN��KLV�UHFXUVLYH�PHWK-
RGRORJ\��,W�XQGHUOLHV�KLV�VHPLRWLFV��EXW�LW�DOVR�R൵HUV�DQ�H[WUDRUGLQDU\�WHFKQLTXH�IRU�
DQDO\]LQJ�WKH�DQDWRP\�RI�HPHUJHQW��VWUDWL¿HG�HQWLWLHV�DQG�SURFHVVHV�WKDW�DUH�RQO\�
SDUWO\�VHPLRWLF��DQG�SRVVLEO\�WKRVH�WKDW�DUH�QRQVHPLRWLF�DV�ZHOO�²DQG�HPERGLHG�
LQWHQWLRQDO�DJHQF\�LV�MXVW�VXFK�DQ�HQWLW\��7KH�PHWKRG�LV�URRWHG�LQ�KLV�WKUHH�IXQGD-
PHQWDO�FDWHJRULHV��)LUVWQHVV��6HFRQGQHVV��DQG�7KLUGQHVV��7KHVH�DUH��UHVSHFWLYHO\��
����TXDOLWLHV�DQG�SRVVLELOLWLHV������DFWLRQ�UHDFWLRQ�DQG�DFWXDO�EHLQJ��DQG�����UHODWLRQ-
ship, mediation, and rule-boundedness.22�7KH�FDWHJRULHV¶�H[DFW�PHDQLQJ�DGMXVWV�WR�
the context. Although Peirce’s categories may seem unduly abstract, in practical 
application they prove remarkably useful and revealing.
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7KH� FDWHJRULHV� DUH� IXQGDPHQWDO� WR� 3HLUFH¶V� VHPLRWLFV�� )LUVWQHVV� FRQFHUQV�
qualitative elements that can make a sign similar to its object, and thus these signs 
FRQVLVW�RI�LPDJHV��DQDORJXHV��PRGHOV²LQ�3HLUFH¶V�WHUPLQRORJ\��LFRQV��,FRQV�FDQ�
be as varied as a drawing of the moon, a mathematical formula modeling electron 
ÀRZ��DQG�D�PHWDSKRU�WKDW�WHOOV�XV�³-XOLHW�LV�WKH�VXQ�´�1H[W��LQGH[HV�LQYROYH�6HF-
RQGQHVV�EHFDXVH� WKH\�UHSUHVHQW� UHDO�FRQQHFWLRQV��7KXV��H൵HFWV�DUH� LQGH[HV� WKDW�
LQGLFDWH�FDXVHV��DV�FKLUSLQJ�LV�DQ�LQGH[�WKDW�D�ELUG�LV�QHDUE\���D�SRLQWLQJ�¿QJHU�LV�
an index directing or referring one’s attention to some place or thing. Symbols are 
D�VHPLRWLF�IRUP�RI�7KLUGQHVV�EHFDXVH�WKH\�LQYROYH�FRQYHQWLRQV²WKH�DSSOLFDWLRQ�
of a general rule. Language is the usual example; for instance, the word “book” is 
D�V\PERO��FRQYHQWLRQDO�VLJQ��WKDW�DSSOLHV�WR�DQ\�ERRN��7KHUH�DOVR�DUH�QRQOLQJXLVWLF�
symbols, such as the yellow triangular hazard sign. Sign-types can combine: there 
are, for instance, conventional indexes (such as arrows as directional pointers) and 
FRQYHQWLRQDO�LFRQV��OLNH�WKH�VPLOH\�IDFH�ſ���0RUHRYHU��3HLUFH�DUJXHG��HYHU\�LQGH[�
contains an iconic element, and every symbol contains both an indexical and an 
LFRQLF�HOHPHQW��7KH�LFRQ�LQGH[�V\PERO�GLVWLQFWLRQ�LV�WKH�VLPSOHVW�RI�3HLUFH¶V�FODV-
VL¿FDWLRQV�RI�VLJQV��SDUWO\�WR�DFFRXQW�IRU�³PL[HG´�VLJQV�OLNH�FRQYHQWLRQDO�LFRQV��KH�
GHYHORSHG�D�WD[RQRP\�LGHQWLI\LQJ�WHQ�GL൵HUHQW�W\SHV�RI�VLJQV��ZKLFK�PRVW�3HLUFH�
scholars consider more important than the three initial types.23

7KH�ZD\�3HLUFH�LGHQWL¿HG�WKH�WHQ�VLJQ�W\SHV��UDWKHU�WKDQ�WKH�VLJQV�WKHPVHOYHV��
is my central interest here. He applied the three fundamental categories method-
RORJLFDOO\, in order to detail further categories, characteristics, and components. 
His method consisted of trichotomies, which can be described as trifold recursive 
subdivisions in which each of the primary categories iteratively subdivides in a 
GL൵HUHQW�PDQQHU�24 Under this system, Firstness continues as Firstness; Secondness 
VXEGLYLGHV�DV�ERWK�LWVHOI�DQG�LWV�HPEHGGHG�)LUVWQHVV��DQG�7KLUGQHVV�VXEGLYLGHV�DV�
itself and its embedded Secondness and Firstness.25�7KH�VDPH�UXOHV�DUH�WKHQ�DS-
plied to each sub-element, creating a complex branching structure, as illustrated in 
¿JXUH����ZKLFK�VKRZV�WKH�UHVXOWV�RI�WKUHH�UHFXUVLRQV���7KH�GDVKHV�EHWZHHQ�QXPEHUV�
GHPDUFDWH�WKH�VXFFHVVLYH�RXWFRPHV�RU�VXEFDWHJRULHV���,Q�3HLUFH¶V�VHPLRWLFV��WKHVH�
results are the ten classes of signs.

Still more germane, Peirce’s three categories stand in an emergent relationship 
themselves. Secondness includes Firstness, but introduces a new and irreducible 
HOHPHQW��WKH�WUDQVLWLRQ�IURP�SRVVLELOLW\�WR�DFWXDOLW\��6LPLODUO\��7KLUGQHVV�GHSHQGV�
upon Secondness and Firstness, but relationships, governing laws, and meaning 
cannot be collapsed into the instantiations given by actuality.26

7KH�RQWRORJ\�RI�DJHQF\��,�DUJXH��FDQ�EH�FRQFHSWXDOL]HG�LQ�DFFRUG�ZLWK�WKH�
WKUHH�FDWHJRULHV��,WV�)LUVWQHVV�FRQVLVWV�RI�WKH�DJHQW¶V�HPERGLPHQW��ZLWK�LWV�TXDOL-
ties and possibilities).27�,WV�6HFRQGQHVV�LV�DFWLYLW\�DQG�LWV�FDXVDO�H൶FDF\��$QG�LWV�
7KLUGQHVV�LV�LQWHQWLRQDOLW\��ZKLFK�LV�GLVFXUVLYH��L�H���VHPLRWLF���,�KROG�WKDW��OLNHZLVH��
the categories match social ontology of structures, agents and their activities, and 
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meaningful discourses (respectively); and the ontology of collective agency as well. 
7KH�GH¿QLWLRQ�RI�DJHQF\�DV�HPERGLHG��H൶FDFLRXV��DQG�LQWHQWLRQDO�DOVR�GHPDUFDWHV�
D�OLQH�RI�HPHUJHQFH�DQG�VWUDWL¿FDWLRQ��0DWHULDO�HPERGLPHQW��DV�DQ�DUUD\�RI�SRZHUV�
DQG�SRVVLELOLWLHV��LV�DV�LW�LV��6LQFH�FDXVDO�H൶FDF\�LV�HPHUJHQW�IURP�PDWHULDO�HP-
bodiment (as a realm of potentiality), it both depends on materiality and includes 
LW�DV�DQ�DVSHFW�RI�LWVHOI��/DVW��LQWHQWLRQDOLW\�LV�HPHUJHQW�IURP�FDXVDO�H൶FDF\�DQG�
therefore is dependent on and contains both it and material being. Consequently 
we can utilize trichotomous recursion in order to specify the structure of embodied 
SHUIRUPDWLYHV��7KH�¿UVW�OHYHO��HPERGLPHQW��LWHUDWHV�VLPSO\�DV�HPERGLPHQW��7KH�
OHYHO�RI�DFWLRQ��FDXVDO�H൶FDF\��LWHUDWHV�ZLWK�WZR�EUDQFKHV��WKH�HPERGLHG�VRXUFH�
of action, and the action per se, which entails something acted upon (including the 
FDVH�ZKHUH�RQH�DFWV�XSRQ�RQHVHOI���$QG�¿QDOO\��LQWHQWLRQDOLW\��VHPLRVLV��LWHUDWHV�

)LJ�����7ULFKRWRPRXV�UHFXUVLRQV�RI�3HLUFH¶V�FDWHJRULHV�
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ZLWK�WKUHH�VXEW\SHV�UHÀHFWLQJ�LWV�UHVSHFWLYH�IRUPV�RI�VHPLRVLV��DFWLRQ��DQG�HPERGL-
PHQW��7KH�VDPH�SURFHVV�DSSOLHV�DW�HDFK�IXUWKHU�LWHUDWLRQ�

)LJXUH���GHSLFWV�WKH�¿UVW�WKUHH�UHFXUVLRQV�LQ�HPERGLHG�SHUIRUPDWLYHV��,W�EHJLQV�
with the basic breakdown of agential ontology between embodiment (E), causal 
H൶FDF\�DV�DFWLRQ��$���DQG�LQWHQWLRQDOLW\�DV�VHPLRVLV��6���,�ZLOO�GHVFULEH�WKH�RXW-
come of three recursions; analysis of subsequent recursions is unnecessary here.

(DFK�QRGH�FRYHUV�D�YDULHW\�RI�LQVWDQFHV�DQG�FRPSRQHQWV²FRQVLGHU�WKH�QX-
PHURXV�DQG�FRPSOH[�DVSHFWV�RI�HPERGLPHQW�DORQH²VR�WKH\�VKRXOG�QRW�EH�WDNHQ�
DV�UHSUHVHQWLQJ�D�VLQJOH�WKLQJ��EXW�UDWKHU�DV�D�SDUWLFXODU�W\SH�RI�GLVWLQFWLRQ��GL൵HU-
HQFH��FDWHJRU\��RU�UHODWLRQVKLS��7KH�UHFXUVLRQ�RI�HPERGLPHQW��(���DV�QRWHG�DERYH��
is simply embodiment: although over time the body changes with age, nutrition, 
LQMXU\��DQG�WKH�OLNH��DW�DQ\�SDUWLFXODU�PRPHQW�RI�UHÀH[LYLW\�RQH�KDV�WKH�ERG\�DQG�
HPERGLHG�H[SHULHQFH�RQH�KDV��SURYLGLQJ�WKH�JURXQGV�RI�SRVVLELOLW\�IRU�WKH�UHVW��7KH�
UHFXUVLRQ�RI�DFWLYLW\�LQYROYHV�WZR�GL൵HUHQW�DVSHFWV��RQH�EHLQJ�WKH�DJHQW¶V�HPERGLHG�
power to act and susceptibility to being acted upon (A-E), the other the independent 
REMHFW�WKDW�RQH�FRXOG�DFW�RQ�RU�PLJKW�DFW�RQ�RQHVHOI��$�$���7KLV�LV�WKH�GLVWLQFWLRQ�
EHWZHHQ�VHOI�DQG�ZRUOG��7KH�LQGHSHQGHQW�REMHFW�LQ�WXUQ�KDV�WZR�DVSHFWV�RI�LWV�RZQ��
its material or social qualities, characteristics or powers in potentia (A-A-E), and 
its actual activity (A-A-A). For example, “Uh-oh, that’s a lion. Oh good, it’s sleep-

)LJ�����7KH�UHFXUVLYH�VWUXFWXUH�RI�HPERGLHG�SHUIRUPDWLYHV�
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ing,” or “My dean is a sheep in wolf’s clothing.” Node S-E, the material aspect 
of semiosis, consists of sign vehicles, including writing, visual images, sounds, 
SK\VLFDO�PDWHULDOV��ERG\�SDUWV��DQG�PDQ\�RWKHU�REMHFWV²REMHFWV�DOVR�LQ�WKH�VHQVH�
RI�WKLQJV�ZH�ZRUN�XSRQ�WR�SURGXFH�PHDQLQJ��7KH\�DUH�QRW�VLPSO\�SK\VLFDO�REMHFWV�
EXW�PHDQLQJIXO�RQHV��RQH�FDQ�ÀLQJ�D�ERRN��EXW�KHUH�RXU�LQWHUHVW�LV�LQ�ZKLFK�ERRN�
LV�ÀXQJ��D�QRYHO"�D�%LEOH"�6KDNHVSHDUH"���8QGHU�WKLV�UXEULF�DV�ZHOO�DUH�WKH�ZRUGV��
images, etc., as stored in our memories. At node S-A is the activity of semiosis 
itself, that is, the process of generating particular performatives (whether speech 
acts or acts that speak). S-A-E and S-A-A distinguish between the identity of the 
speaker (the meaningfulness of who is speaking) and her speaking. Finally, there 
LV�WKH�VHPLRWLF�UHODWLRQVKLS�LWVHOI��6�6���7KH�VLJQV�DW�QRGH�6�6�(�DUH�LFRQV��QRGH�
S-S-A encompasses indexes, and at S-S-S we have symbols. Again, both indexes 
and symbols have a necessary iconic element, such as the metaphors within thought, 
as a cognitive substrate derived from our embodied engagement with the world.28

,Q�RUGHU�WR�DGGUHVV�UHÀH[LYLW\�WKDW�LV�QRW�VLPSO\�GLVFXUVLYH�EXW�UDWKHU�LQYROYHV�
all three aspects of agency in a collective context, we need the theory of embodied 
SHUIRUPDWLYHV�,�LQWURGXFHG�DERYH��$Q�DFFRXQW�RI�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\�
must meet each of its aspects. First, HPERGLHG�UHÀH[LYLW\�PD\�DQG�RIWHQ�GRHV�LQFOXGH�
discourse, but crucially, it is (also) conducted�WKURXJK the body; that is, through acts 
that speak to their observers, so that the body is an essential means of expression, 
HYHQ�FRJQLWLRQ��,Q�VKRUW��HPERGLHG�FROOHFWLYH�UHÀH[LYLW\�LV�SHUIRUPDWLYH��LQYROYLQJ�
ERWK�VSHHFK�DFWV�DQG�DFWV�WKDW�VSHDN��7KH\�PD\�EH�GHWHUPLQHG�E\�VRFLDO�FRQYHQWLRQ�
(such as a handshake or a kiss on each cheek), but equally they may work by direct 
H൵HFW��VD\��D�KXJ�RU�ORXG�GUXPPLQJ��DQG�E\�LFRQLF�DQG�DVVRFLDWLYH�FKDUDFWHULVWLFV�
(for instance, looking downward upon someone can convey superiority).

Second, collective DFWLYLW\�LV�QRW�VLPSO\�DFWLRQV�E\�PXOWLSOH�LQGLYLGXDOV��7KH�
participants have to view themselves as members of a larger unit; their activities are 
meant to achieve something useful or valued by the whole.29 Generally speaking, the 
activity has to be at least minimally planned and organized, and parts of embodied 
performatives that might otherwise occur subconsciously must become explicit.

Finally, UHÀH[LYLW\ is motivated by a question, such as a problem to be solved, 
the meaning of something, or speculation on how something might occur. For dis-
FXUVLYH�UHÀH[LYLW\�WKH�SUREOHP�RU�TXHVWLRQ�FRXOG�EH�WKH�DFKLHYHPHQW�RI�YLUWXDOO\�
DQ\�JRDO��%XW�ZKHQ�UHÀH[LYLW\�LV�FRQGXFWHG�ERGLO\��WR�VRPH�H[WHQW�WKH�LVVXH�PXVW�
concern embodiment itself. For this reason, in addition to whatever other matters 
it might focus on, it does not need to be wholly goal-directed (or rather, it can be 
partly autotelic), and an important crux will be the encounter between self and 
RWKHU²RXU�DFWLYLW\�RI�LQIHUULQJ�RWKHUV¶�PHQWDO�VWDWHV�DQG�LQWHQWLRQV�EDVHG�RQ�WKHLU�
outward behaviors and characteristics.

7KDW�UHWXUQV�XV�WR�WKH�EDVLF�SRLQW��HPERGLHG�UHÀH[LYLW\�ZRXOG�EH�UHÀH[LYLW\�WKDW�
HQJDJHV�DOO�WKUHH�DVSHFWV�RI�DJHQF\��HPERGLPHQW��H൶FDF\��DQG�LQWHQWLRQDOLW\��7KLV�
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UHÀH[LYLW\�FHQWHUV�RQ�DJHQWV¶�FLUFXPVWDQFHV��FKDUDFWHULVWLFV��DQG�DFWLRQV��LW�FRQVLVWV�
RI�VRPH�VRUW�RI�UHSUHVHQWDWLRQ�RI��FRPPHQW�XSRQ��UHÀHFWLRQ�RQ��RU�VHOI�UHIHUHQFH�
WRZDUG�DJHQF\��,Q�RWKHU�ZRUGV��DJHQF\�LWVHOI, including all of its elements, must be 
IRFDO�LQ�D�SUDFWLFH�RI�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\�

7KHDWUH�DQG�(PERGLHG�&ROOHFWLYH�5HÀH[LYLW\
7KHDWULFDO�SHUIRUPDQFH�PHHWV�DOO�WKH�FULWHULD�IRU�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\��

DQG�HYHQ�PRUH�LQWHUHVWLQJO\��HPERGLHG�FROOHFWLYH�UHÀH[LYLW\�H[SODLQV�WKH�RQWRORJ\�
of theatrical performance.30�7KLV�EHFRPHV�YLVLEOH�ZKHQ�ZH�FRQMRLQ�����WKHDWUH¶V�
two ontological homologies; (2) the dualities of the performance event depicted 
LQ�¿JXUH�������� WKH�VWUXFWXUH�RI�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\�VKRZQ�LQ�¿JXUH�
3; and (4) add the audience’s experience of the performance. Starting from the 
agent embedded within social structures and discourses, performance’s ontologi-
FDO�VWUXFWXUH�LV�WULFKRWRPRXVO\�UHFXUVLYH��DV�LOOXVWUDWHG�E\�¿JXUH����7R�KHOS�DOLJQ�
WKLV�GLDJUDP�ZLWK�¿JXUH����,�KDYH�HQFLUFOHG�HDFK�QRGH�UHSUHVHQWLQJ�DQ�DVSHFW�RI�
theatrical practice with an ellipse that indicates its connection to the trichotomous 
structure of embodied performatives. For clarity the diagram leaves out the numer-
ous interactions among the nodes, even the most basic ones; the reader should not 
be misled by their absence.

7KH�¿UVW�FROXPQ�GHSLFWV�WKH�WKUHH�RQWRORJLFDO�OHYHOV�RI�VRFLHW\��2XW�RI�DJHQWV¶�
DFWLYLWLHV��KRZHYHU��DOO�HOVH�GHYHORSV��7KH�QH[W�FROXPQ�VKRZV�WKHDWULFDO�RUJDQL-
zation as simultaneously emergent from agents’ activities macrocosmically, and 
HPHUJHQW�IURP�VRFLHW\�PLFURFRVPLFDOO\��7KH�UHFXUVLRQ�VKRZQ�LQ�WKH�WKLUG�FROXPQ�
LV�WKH�FUXFLDO�RQH��GHSLFWLQJ�WKH�PRPHQW�RI�FROOHFWLYH�UHÀH[LYLW\��ZKLFK�LQFRUSR-
rates theatrical performance itself; the fourth breaks these down into the generally 
recognized elements of theatre.

,Q�DOO�UHFXUVLRQV��WKH�XQGHUO\LQJ�OHYHO²WKH�WKHDWUH�RUJDQL]DWLRQ�DQG�LWV�PDWHULDO�
DQG�KXPDQ�UHVRXUFHV²FRQWLQXHV��QRGH�(���1RGHV�$�(�DQG�$�$��FRQVLVWLQJ�SULQFL-
pally of agents, need to be understood together, because here we enter performance 
SHU�VH��7KH�DJHQWV�DUH�SUHVHQW�SXUSRVHO\��DV�D�FROOHFWLYLW\��7KLV�FROOHFWLYLW\²WKH�
WKHDWULFDO�OHYHO²FRQVWLWXWHV�D�VWUXFWXUDO�SODQH�LQ�LWV�RZQ�ULJKW��EDVHG�SULQFLSDOO\�
on the social relationships between performers and audience, including theatre’s 
watchable human bodies, the physical space, the set design, lighting, costumes, 
PXVLF��DQG�DOO�WKH�RWKHU�HOHPHQWV�WKDW�FRQVWLWXWH�³VSHFWDFOH�´�7KHVH�DOO�EHORQJ�WR�
theatre’s extrinsic aspect. Yet there is a division in this collectivity. As we saw in 
WKH�RXWOLQH�RI�HPERGLHG�UHÀH[LYLW\��QRGHV�$�(�DQG�$�$�GHPDUFDWH�WKH�VHOI�ZRUOG�
GLVWLQFWLRQ��,Q�HYHU\GD\�OLIH��ZKHQHYHU�WZR�RU�PRUH�SHRSOH�LQWHUDFW�VRFLDOO\��WKDW�
GLVWLQFWLRQ�EHFRPHV�WKH�GL൵HUHQFH�DQG�UHODWLRQVKLS�EHWZHHQ�VHOI�DQG�RWKHU��RU�WKH�
REVHUYHU�DQG�WKH�REVHUYHG��:H�SD\�DWWHQWLRQ�WR�RWKHUV¶�VSHHFK��PRYHPHQWV��H[-
pressions, gestures, tone of voice, etc. (all of which are included at node A-A-A), 
and their personal characteristics (node A-A-E) such as bodily qualities (gender, 
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)LJ�����7KH�VWUXFWXUH�RI�HPERGLHG�FROOHFWLYLW\�UHÀH[LYLW\�LQ�WKHDWUH�

age, ethnicity, size, and so on), clothing, accessories, social position (as far as that 
can be determined), perhaps taking into account their environment as well. Such 
observation of performers is theatre’s intrinsic aspect. As shown in the fourth col-
umn, that contains a distinction between the actors (node A-A-E) and their acting 
(node A-A-A).
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7KH�WKHDWULFDO�OHYHO�HVWDEOLVKHV�WKH�IRXQGDWLRQ�IRU�WKH�VFULSWLYH�DQG�WKH�GUDPDWLF�
OHYHOV��7RJHWKHU�WKHVH�WKUHH�HOHPHQWV�FRQVWLWXWH�WKHDWULFDO�SHUIRUPDQFH��¿JXUH���
HQFORVHV�WKHP�ZLWKLQ�D�UHFWDQJOH���7KH\�DUH�KRPRORJRXV�ZLWK�WKH�WKUHH�OHYHOV�LQ�
society’s ontology, as indicated by the heavy-lined arrows. However, as noted 
earlier, the scriptive material is not something that people are thinking so much as 
semiotic raw material (node S-E) that theatre artists utilize and transform in order to 
SURGXFH�WKH�SHUIRUPDQFH��7KH�EDVLF�SURGXFW�RI�WKHDWULFDO�SHUIRUPDQFH�SHU�VH�LV�WKH�
GUDPDWLF�OHYHO��QRGH�6�$���WKH�SHUIRUPHG�HYHQW��LQ�ZKLFK�¿FWLRQDO�DJHQWV�FRQGXFW�
WKHLU�DFWLYLWLHV��7KH�IXQGDPHQWDO�GLVWLQFWLRQ�ZLWKLQ�WKH�GUDPDWLF�OHYHO�LV�EHWZHHQ�WKH�
characters, with their circumstances, goals, and so forth, who establish an array of 
potentialities (node S-A-E), and the actions they take; that is, the plot or narrative 
�QRGH�6�$�$���1DUUDWLYH� LV� LPSRUWDQW�EHFDXVH��DV� ,�REVHUYHG�HDUOLHU�� UHÀH[LYLW\�
is connected to temporality, whether the topic is the past, plans for the future, or 
imaginings about either. Conceptualizing agential activity requires a connection 
to narrative; “nothing happens” itself describes a concept of agency. Finally, from 
all three planes of theatrical performance arises the audience’s experience of the 
performance: their feelings and their sense of the qualities and metaphors embodied 
in the performance (S-S-E), their perceptions of the beings and events represented 
in the performance, especially the referential element of performance (S-S-A), and 
any themes or interpretations they may draw out of it (SSS).

Historically there have been divergent views about which element is of great-
HVW� LPSRUWDQFH��)RU� LQVWDQFH��$ULVWRWOH�SXW�SORW�¿UVW��DQG�FKDUDFWHU�VHFRQG��7KH�
Natyasastra emphasizes rasas (“tastes” or “feelings”), which are a form of the 
qualitative element encompassed by node SSE.31�7KH�OLWHUDU\�VFKRODU�PD\�IRFXV�RQ�
themes. And so on. Although it positions these elements within an overall structure, 
the social ontology of theatrical performance does not in itself suggest any such 
prioritization: if a culture assigns one of them primacy, that is a sociohistorical 
matter, not an ontological one.

7KH�IRXUWK�FROXPQ��WKHQ��HQFRPSDVVHV�WKH�WHQ�FRPSRQHQWV�RI�WKHDWULFDO�SUR-
duction discussed above, as generated by the trichotomous structure of embodied 
FROOHFWLYH� UHÀH[LYLW\²LQ� VKRUW�� WKHDWUH¶V� IRUP� IROORZV� LWV� IXQFWLRQ��1RWH� WKDW�
Handke’s “assault” 2ৼHQGLQJ�WKH�$XGLHQFH and Beckett’s acutely minimalist Breath 
DUH�DV�PXFK�H[DPSOHV�RI�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\�DV�+DQVEHUU\¶V�KLJKO\�
realistic A Raisin in the Sun��7KH�QRWLRQV�RI�D�³VOLFH�RI�OLIH´�RU�³KROGLQJ�D�PLUURU�
XS�WR�QDWXUH´�DUH�LUUHOHYDQW�IRU�XQGHUVWDQGLQJ�HPERGLHG�FROOHFWLYH�UHÀH[LYLW\��WKH�
RQWRORJ\�RI�WKHDWULFDO�SHUIRUPDQFH�LV�ZKDW�LV�DW�VWDNH��QRW�ZKDW�LW�GLVSOD\V��7KH�
issue is less what theatrical performance shows than how it is structured in order 
to meet a social function.
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(PERGLHG�5HÀH[LYLW\��)LFWLRQDOLW\��DQG�WKH�5ROH�RI�+RPRORJ\
Yet this seems a strange claim: “holding a mirror up to nature” sounds like 

ZKDW�UHÀH[LYLW\�RI�DQ\�VRUW�should UHTXLUH��,W�LV�WUXH�WKDW�HYHQ�DW�LWV�PRVW�LPSURE-
DEOH��DEVWUDFW��IDQWDVWLFDO��RU�EL]DUUH��WKHDWULFDO�SHUIRUPDQFH�KDV�WR�UHÀHFW�some-
WKLQJ�UHFRJQL]DEOH�DERXW�UHDOLW\��VXFK�DV�RXU�GHVLUHV��IHDUV��DQG�REVHVVLRQV��7KDW�
LV�LQWULQVLF�WR�UHÀH[LYLW\��7KH�SUREOHP��KRZHYHU��LV�PRUH�IXQGDPHQWDO��1RUPDOO\�
audiences do not take theatrical performance for reality or even a representation 
RI�OLWHUDO�UHDOLW\²LW�LV�URXQGO\�XQGHUVWRRG�DV�SUHWHQVH��7KH�GXDOLW\�EHWZHHQ�WKH�
intrinsic (in-character and in-world) and the extrinsic (out-of-character and out-of-
world) aspects, which is vital to the structure of theatrical performance as a mode of 
UHÀH[LYLW\��LV�IRXQGHG�RQ�WKH�SDUWLFLSDQWV¶�DFW�RI�GLVWLQJXLVKLQJ�EHWZHHQ�WKH�IDFWXDO�
DQG�WKH�¿FWLRQDO��0RVW�RWKHU�IRUPV�RI�FROOHFWLYH�UHÀH[LYLW\�GR�QRW�KDYH�WKLV�FDVW��$�
couple actually plans the weekend housecleaning; they do not pretend to plan it. 
,W�LV�VLPLODU�ZLWK�UHOLJLRXV�VHUYLFHV��OHJLVODWLQJ��KROGLQJ�D�SROLWLFDO�GHPRQVWUDWLRQ��
DQG�VR�IRUWK��<HW�LQ�WKHDWUH��¿FWLRQ�LV�HVVHQWLDO�

7KH�UHDVRQ�IRU�¿FWLRQDOLW\�OLHV�LQ�UHÀH[LYLW\¶V�IXQGDPHQWDO�RSHUDWLRQ��DVNLQJ�
D�TXHVWLRQ��$�FUXFLDO�SDUW�RI�UHÀH[LYLW\�LV�WKDW�LW�SODFHV�SUHYLRXV��FXUUHQW��RU�IXWXUH�
thoughts or activities at a cognitive remove so they can be contemplated, critiqued, 
appreciated, imagined, or changed. For performance, that moment is the use of 
GLVFRXUVH�DV�UDZ�PDWHULDO²QRGH�6�(�� WKH�VFULSWLYH�OHYHO��ZKLFK�VHHPV�WR�EH�LQ�
the wrong place compared to theatre’s homology with society, as indicated by the 
FURVVHG�OLQHV�WKDW�RXJKW�WR�EH�SDUDOOHO��7KDW�WUDQVIRUPDWLRQ�RI�GLVFRXUVH�IURP�WKH�
DFWLYHO\�WKRXJKW�WR�WKH�WKRXJKW�DERXW�LV�WKH�PRPHQW�RI�UHÀH[LYLW\�LWVHOI��WKH�PR-
PHQW�RI�DVNLQJ�TXHVWLRQV�DERXW�RQH¶V�ZRUOG��%\�UDLVLQJ�TXHVWLRQV��UHÀH[LYLW\�GRHV�
more than motivate the agent to explore options: it creates the possibility that one 
FDQ�¿QG�RSWLRQV��5HÀH[LYLW\�RSHQV�WKH�SRVVLELOLW\�RI�SRVVLELOLWLHV²WKH�DELOLW\�WR�
consider what could be and what could be done.

,Q�PRVW�IRUPV�RI�UHÀH[LYLW\��FROOHFWLYH�DQG�LQGLYLGXDO���TXHVWLRQLQJ�LV�XQGHU-
taken primarily or solely within language (speech acts), and action is subsequent. 
,Q�FRQWUDVW��DQ�HPERGLHG�IRUP�RI�FROOHFWLYH�UHÀH[LYLW\�RSHUDWHV�FUXFLDOO\�WKURXJK�
WKH�ERG\�LWVHOI��,Q�IDFW��LW�PLJKW�RSHUDWH�ZLWKRXW�ZRUGV�DW�DOO��DV�LQ�SDQWRPLPH�DQG�
dance. Physical bodies, not just discourse, must open the possibility of possibili-
ties. But ERGLHV�can ask questions, creating the necessary cognitive relocation, only 
becoming other than themselves, thereby opening a distance from their own world, 
the world as it is. Bodies must be (seen as) symbolic, indexical, metaphoric. Perfor-
PDWLYH�UHÀH[LYLW\�FUHDWHV�D�VSOLW�LQ�FRJQLWLYH�PRGDOLWLHV�IRUPXODWHG�DV�WKH�GXDOLW\�
EHWZHHQ�³RXW�RI�FKDUDFWHU´�DQG�³LQ�FKDUDFWHU�´�WKH�OLWHUDO�DQG�WKH�¿FWLRQDO��ZKLFK�
HVWDEOLVKHV�WKH�VWUXFWXUH¶V�H[WULQVLF�DQG�LQWULQVLF�DVSHFWV��,W�LV�PLPHWLF��,W�FUHDWHV�
signs of signs.32�7KXV�ERGLHV�RQ�VWDJH�GLVSODFH�WKH�UHDO�ZRUOG�DQG�SURGXFH�LQ�LWV�
VWHDG�DQ�LPDJLQHG�ZRUOG��,Q�VKRUW��FRPSUHKHQVLYHO\�DJHQWLDO�UHÀH[LYLW\²UHÀH[LYH�
activity that is simultaneously semiotic, social, and material, and incorporates the 
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GLDOHFWLF�EHWZHHQ�VHOI�DQG�RWKHU²LV�XQGHUWDNHQ�WKURXJK�D�UHFXUVLRQ�LQ�ZKLFK�DJHQWV�
SHUIRUPDWLYHO\�FUHDWH�REVHUYH�D�¿FWLRQDO�ZRUOG.33

$ERYH� DQG�EH\RQG� WKH� UHFXUVLRQ� WKDW� JHQHUDWHV� WKH� RUJDQL]DWLRQDO�PDFUR�
microcosm, the ontology of theatrical performance involves a double recursion. 
One recursion consists of the trichotomous structure of embodied performatives; 
the other is the trifold ontology of theatrical performance (the theatrical, dramatic, 
and scriptive levels), which creates its own microcosm of broader social ontology 
(structures, agents, and discourses). Hence an understanding of theatrical perfor-
mance must go beyond what is perceptible, which consists of its limited number 
of people, and its characters, plot, and staging (which even under the dominant 
paradigm of theatre considered here may be thoroughly unrealistic or outright 
EL]DUUH���7KHDWULFDO�SHUIRUPDQFH�JRHV�EH\RQG�HYHQ�FROOHFWLYH�UHÀH[LYLW\��'XH�WR�
its ontological homologies with society, theatre performs societal UHÀH[LYLW\��WKDW�
LV��UHÀH[LYLW\�DERXW�EHLQJ�LQ�D�ZRUOG�ZLWK�RWKHUV��ZLWK�DOO�WKH�PDWHULDO��GLVFXUVLYH��
DQG�VRFLDO� OLPLWV�DQG�SRVVLELOLWLHV�WKDW�HQWDLOV��6RFLHWDO�UHÀH[LYLW\�H[SODLQV�ZK\�
theatre can be viewed as concerning “the human condition” despite the fact that 
WKHDWUH�WUDGLWLRQV�DUH�FXOWXUDOO\�VSHFL¿F��)XUWKHU��EH\RQG�HYHQ�LWV�QDWXUH�DV�VRFLHWDO�
UHÀH[LYLW\��WKHDWUH¶V�GHQVH�VHW�RI�KRPRORJLHV�ZLWK�VRFLDO�RQWRORJ\�PDNH�LW�D�PRGHO�
of social agency; that is, of agents’ embeddedness within structures and discourses. 
,W�LV�D�PRGHO�LQ�LWV�YHU\�VWUXFWXUH�

Conclusion
$�PRGHO�RQO\�UHYHDOV�VR�PXFK��,W�LV�OLNH�D�VNHOHWRQ��KXPDQ�ERQHV�ZLOO�QRW�WHOO�

\RX�ZKHWKHU�D�SHUVRQ�ZDV�EULJKW�RU�GXOO��LI�WKH\�SOD\HG�WKH�ÀXWH�RU�WKH�KRUVHUDFHV��
who they loved, whether they were kind or cruel. And these are important things. 
But a skeleton reveals that humans have the ability to run, jump, and grasp objects; 
that they walk on two legs; that they have larger brains than most animals; that they 
DUH�UHODWHG�WR�RWKHU�DQLPDOV��7KH�FDSDFLWLHV�GLVFORVHG�E\�D�VNHOHWRQ�OLH�XQGHU�DOO�WKH�
LQGLYLGXDOV�DQG�XQLWH�WKHP��6R�LI�RQH�DVNV��³,V�WKH�DQLPDO�LQ�IURQW�RI�PH�D�KXPDQ�RU�
D�UDEELW"´�VWDUWLQJ�ZLWK�LWV�VNHOHWRQ²ORRNLQJ�DW�KRZ�WKH�FUHDWXUH�LV�EXLOW²LV�EHWWHU�
WKDQ�VWDUWLQJ�ZLWK�LWV�KDLU�FRORU��7KH�VRFLDO�RQWRORJ\�RI�WKHDWUH�DFFRPSOLVKHV�WKDW��
Moreover, conceptualizing theatrical performance in terms of social ontology allows 
us to not only describe its structure but also H[SODLQ�LW²LWV�QHHG�IRU�FROOHFWLYLW\��LWV�
IRFXV�RQ�HPERGLPHQW��LWV�PXOWLSOH�OD\HUV��LWV�XVH�RI�¿FWLRQDOLW\��DQG�LWV�IXQFWLRQ��
,Q�RUGHU�WR�DFKLHYH�WKLV��P\�DQDO\VLV�DYRLGV�WKHRUL]DWLRQ�EDVHG�RQ�DHVWKHWLFV�DQG�
simple analogy, and instead draws on ideas from critical realism and Peirce, in a 
ZD\�WKDW�LV�LQWHUQDOO\�FRKHUHQW��)LQDOO\��E\�SUHVHQWLQJ�D�GH¿QLWLRQ�RI�WKHDWUH��,�DP�
arguing that we can sharpen theatre studies’ object of analysis, while also posing 
TXHVWLRQV�RQ�KRZ�EHVW�WR�GH¿QH�SHUIRUPDQFH�
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