
i s  fu r the r  in t ens i f i ed  by  a  c l i ck ing  sound  which  accompan ies  

i t .  Thi s  o r igina l  and  radica l  t a pe ,  wi th  i t s  hypnot i c  qua l i ty,  

fo rc ib ly  r emains  a s  an  a ft e r  image  in  the  v iewer ' s  mind .  

When this tape became part of the performance Organic 

Honey ' s  V isua l  Te lepa thy ,  Jonas  a l so  choreog raphed  her  l ive  

ac t ion  in  r e l a t ion  to  it ,  fo r  ins t ance  by  jumping .  Anothe r  

example  which  typ i f i e s  Jonas '  use  o f  a  t echn ica l  dev ice  in  

shap ing  a  spec i f i c  v ideo  image ,  appea rs  a t  the  end  o f  the  

v ideo tape  o f  Volcano  Saga .  Here ,  an  image  o f  flowing  wa ter  

i s  keyed  in to  a  blackboard  which  l ays  on  the  l ap  o f  a  woman  

as  she  beg ins  to  wipe  out  i t s  images ,  s ay ing  ' I  wan t  to  fo rget  

these  puzz les ' .  

A  th iid  el emen t  in  Jonas '  work  s ince  1972  i s  drawing. 

In  the  second  ve r s ion  o f  Organic Honey she  s t a r ted  to  d raw 

in  a  c lose -c i r cu i t  s i tua t ion ,  look i ng  a t  the  mon i to r  ins t ead  

o f  wha t  she  was  d rawing ,  fo r  Mirage  she  made  a  f i lm  o f  

r epea ted ly  d rawing  images  on  a  b lac kboard ,  and  then  e ras ing  

them.  Each  time  Jona s  pe rfo rmed  Jun iper  Tree  she  al so  

made  two  pa in t ings :  a  hea r t  tha t  looks  l ike  a  bug  o r  tu rns  

in to  a  woman ' s  f ace  o r  the  devi l  -  one  in  r ed  on  whi t e  and  

the  othe r ,  wh i t e  on  red .  In  the  nex t  pe r fo rmance  they  

became  a  backdrop  in  the  se t  up .  Also  in  Volcano  Saga  Jonas  

r i tua l i s t i ca l ly  made  d raw ings  during  pe r fo rmace .  The  mos t  

l i t e ra l  m e taphor  for  per fo rming  i s  making  a  d rawing .  By  the

process  o f  d rawing ,  the  image  evo lves  in  t ime.  By  e ras ing ,  

i t  d i sappear s .  

A  four th  el emen t  in  Jo nas '  work  i s  her  use  o f  narrative. 

Jun iper  Tree  i s  Jo nas '  f i r s t  per fo rmance  where  na r ra t ive ,  

in  the  form of  a  f a i ry ta l e  by  the  Bro the rs  Gr imm,  i s  used  

as  a  poin t  o f  depar tu re .  In  th i s  per fo rmance ,  Jona s  r epre ­

sented  the  s to ry  th rough  imagery  in  an  a tt empt  to  ge t  a s  f a r  

aw ay  as  poss ib le  from a  l i t e ra l  r ep resen ta t ion  of  the  s tory .  

In  I  o  l ea  no  Saga  t he  re l at ion  be tween  the  s tory  and  the  images  

is stronger. In the new piece Revolted by the thought of known 

p laces . . .  Sweeney  As tray  t he  in te rac t ion  by  the  d i f fe ren t  ac to rs  

and  the  va r ious  e l ement s  o f  the  poem wi l l  be  more  complex .  

In  a l l  o f  he r  pe r fo rm ances  Joan  Jonas  works  wi th  sepa ra t e  

e l ement s ,  in t e ract s  be tween  them,  and  p rocesses  images  

wi thou t  c rea ting  a  cent re  or  c l imax  to  thei r  sequences .  

I  he  use  o f  sma l l  ob jec ts ,  cos tumes ,  and  masks  f rom d i ffe ren t  

backgrounds  add  up  to  a  complex i ty  o f  con ten t  and  image .  

I t  i s  t h rough  Jonas '  l ive  in t e rac t ion  be tween  these  d i spa ra t e  

e l ement s  tha t  the  sequences  o f  images ,  which  evo lve  in  t ime ,  

a re  he ld  toge the r  by  con ten t  and  assoc ia t ion ,  by  rhy thm and  

repe t i t ion ,  a s  the  l ines  in  a  poem.  

Now,  fo r  the  f i r s t  t ime,  work ing  pa r t ly  wi th  p ro fess iona l  

ac tor s ,  Jo nas  wi l l  d i r ec t  a  theate rp iece ,  deve lop ing  a  way  to  

t r ans fe r  he r  ' per fo rmance  v i sion '  to  theate r .  A  beau t i fu l  

cha l l enge .  Image  Sweeney ,  pe rched  on  a  s l ack  chord  l ike  a  

b i rd  in  the  a i r,  cap t ive  in  the  f r ame  o f  a  v ideo  camera ,  poten­

t i a l ly  f r ee  wi th in  the  space  o f  the  pe rfo rmance  and  aud ience .  
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Bruce Ferguson 

Ameref ierycontempla t iononthesagaof joan jonas  

The net has become one of the presiding images of human 

thought. But it is an image, and just as no one can use the 

equator to tie up a package, the real wiggly world slips like 

water through our imaginary nets. 

Alan Watts: The Book ;  on the taboo against knowing who you are. 

There is a photographic image which is almost all 
that remains of an early Joan Jonas performance 
from 1970. A young Robert Smithson is sitting on a 
hardwood loftlike floor, arms wrapped around his 
knees pressed closely to his chest, a wayward lock of 
hair falling forward. A young Richard Serra, I think, 
is ahead of him, blocking in the same flesh-framed 
position, looking rigorously defiant to one side, 
almost over his shoulder. Another man's visage is 
cut off by a maliciously horizontal line through the 
eyes at the top of the picture. Inexplicably, he also 
looks to be restrained or forced back by a female 

performer's flat, pushing thumb held against his 
image; an illusion of scale produced by virtue of 
photography's own dimensional magic. And another 
person, less legible but possibly a woman, looks 

elsewhere, across the space at another performer per­
haps or at another member of the audience unseen to 
us (or she looks at the performing photographer who 
is otherwise only implied). Or, any of them might 
be looking at the imaginary text they are already 
writing in their memories; their thoughts a language 
yet unworded like petroglyphs coming to life. 

And all of them sitting there were already pictured, 
even before the camera shot was taken, because they 
were the quiescent and closely cropped subjects 
captured within the domain of a fu ll-size mirror pre­
cariously supported by the female performer during 
a task-oriented choreography. Now, as at the very 
moment of its emergence within this image, we 
look at two spaces simultaneously: the space of per­
formance and the space of audience - a quotidien 
collage. Both images are only fragments of a facing, 
but crossed exchange circles and witnessings. We see 
a performer performing an audience, where the audi­
ence is the sub-conscious and hidden drive finally 
exposed in a fl ash of de-repression. 

1 3  

Ferguson, Bruce. “AmerefierycontemplationonthesageaofJoanJonas.” In Joan Jonas: Works 1968–1994, edited by Dorine Mignot, 13–21. 
Amsterdam: Stedelijk Museum, 1994.



The female performer,  who obliges the audience 's  
image,  purposefully holds the mirror  (whose interior  
images just  described could instead be just  a  photo­
graph posing as a mirror  for  al l  we can know).  
The mirror ,  in i ts  turn bears this  image sl ice of  
avant-garde spectatorship.  She looks from herself  
to  somewhere else,  probably at  her  large hand,  
visible to us and to the spectators ,  and it  would seem 
that  the other  hand must  support  the mirror  from 
the tain side.  She concentrates ful ly,  disregar ding 
the audience,  and we are late photographic witnesses 
to what  is  often simply cal led 'an image within an 
image".  As though that  redundant  repeti t ious phrase 
explained away the strangeness of  what  we see.  
Or as though that  s imple proviso just if ied the 
perceptual  experience along an unquest ioned and 
authorised modernist  t rajectory of  self-conscious­
ness.  As though an ' image within an image'  were a 
lucid and understandable concept;  a  common 
commentary which was also exegesis .  As though 
an image within an image was not  just  an imaginary 
net  which only too briefly holds the ideal is t ic  hope 
of  discerning art  from real i ty.  As though it  were 
not  a special  balancing act  between ontologies and 
epistemologies.  Between mirrors  that  disrupt  and 
photographs that  sustain.  

And this  photograph was shot  too soon,  too 
prematurely,  for  us to see the slow spiral  that  the 
performers walked at  the end of  the performance;  
a  spiral  that  enmeshed the performing audience 
again and again in a rhythmic inturning annulment 
and betrayal  of  images,  binding and unbinding 
the performers to and from the audience and them­
selves.  In a s low, vert iginous r i tual  of  deja vu,  of 
the deja connu of fateful  dest inies.  

Robert  Smithson is  not  an art is t  in this  image.  
Nor is  Richard Serra.  They are instead part  of  a  
concentrat ion of  performers who play the role of  
audience.  They are viewers;  watchers;  observers;  
onlookers;  outlookers;  beholders.  They are subject  
posi t ions formed by the work.  By Joan Jonas '  
inscript ive proposit ion.  By a performative moment 
of  photography guaranteed by a theater  of  mirrors .  
They are trapped,  held,  and entrenched by her  
in a reversal  of  subject-object  relat ions in art .  
Ambushed by a seer  of  seers .  And signif icantly,  
they are made mute,  no longer in the underinter-
rogated 'discursive fel lowship '  of  men speaking.  
Made speechless by performances or  works cal led 
'pieces '  (as  though to remind us of  the contingency 
which underwrites the movement and images and 
sounds of  the nei ther/nor strategy which is  Jonas '  
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cont inuing disguise to keep total i ty at  bay).  'Pieces'  
which can never be ful ly recovered on fi lm, video or  
paper or  tape or  memory.  At best ,  there are part ial  
excavations which only act  to enforce and emphasise 
Jonas '  heterogeneity,  a  realm created where even 
the documentat ion defies conventional  perceptual  
habits .  Documents l ike this  photograph which make 
a di lemma of any at tempt at  ful l  real izat ion.  

And the revelat ion of  this  photograph is  also that  
their  gazes -  the gazes of  the viewers -  cannot be 
so purely or  securely masculine,  nor predatory as 
fashionable hegemonic theory would have us bel ieve 
is  always the case.  Their  gaze is  instead turned back 
into i tself ,  passing through i ts  own secure founda­
t ions,  as  the photograph turns back t ime to a t ime 
before death,  before ageing,  before perpetui ty begins 

i ts  relentless charge to puri ty or  purgatory.  Rather 
than a passi ve assuri ty of  patr iarchial  comfort  of  
vision,  the male body language in the inner photo­
graph assigns itself  an intensi ty of  anxiousness,  even 

fear .  The complici ty that  male voyeurs display in at  
least  three cases is  also al located a discomfort  and a 

dis-ease beyond dumb torsos.  The female performer 
holds up to them their  own displacement and their  
own solici tous anticipat ion.  Their  unforeseen faces 
are already on an unforgiving cutt ing room floor.  

The audience may be traff icking in women and 
men as scopic objects ,  just  l ike the economy of 
exchange in a peep show or a bal let ,  but  the audience 
is  also traff icked,  revised and edited by looking 
glasses everywhere present .  By a winking surveil­
lance.  Voyeurs suddenly of  themselves,  the overview 
accorded to viewers is  narrowed and boomeranged 
dangerously to the preserve of  self .  The viewers 
themselves are the objects  of  other  visions and 
gazes (desirous looks) ,  including their  own possible 
narcissist ic  plunge.  The hallucinat ion of  their  own 
optic ardor is  read back to them in the mirror 's  
unyielding locus,  in i ts  lustrous return of  their  own 

look to themselves.  

The performer wears the audience l ike a bo ok 
cover wears i ts  text ;  deflect ing a possible look of  
knowledge to a drif t ing glance of  apprehension.  
Her mirror  shield is  radiated onto them, her  
si lver  prop is  a  costume for  pomp's  own circum­
stance,  unbearable.  Like a classic s tory of  tact ical  

warfare.  

The descript ion for  the work enti t led Mirror Piece II, 
1970,  reads in part ,  'The performers must  move 
carefully to avoid breakage and . .. the performers 
caress the spectator 's  ref lect ions ' .  These grazes,  
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these persuasions of  touch,  these impresses,  cause 
the audience to sway and teeter .  To fal l  back.  
The audience shimmers ,  is  t runcated and cruelly 

abandoned,  and moves quickly and unexpectedly 
from the horizons of  cert i tude to an elusive sphere 
in th e early performance work of  Joan Jonas.  
Choreographed audiences,  embodied abnormally 
as cuts  and seclusions.  The audience is  at  r isk,  
severed from i ts  windowed mirrorings,  from its  
t rained certaint ies  to be thrust  adrif t  to the tumul­
tuous throes of  subject ivi ty and narrat ivi tv.  
Cast  and cut  away-

The mirror  is  the art is t ic  t rope of  the break from 
modernism to postmodernism (i t  can be found in the 
early '70s work of  Robert  Smithson,  N.E.  Thing Co.,  
Robert  Morris,  Rebecca Horn et  al ,  e t  al) .  But  this  
governing mirror  is  not  only the Lacanian mirror  of  
(mis)recognit ion (and thus,  characterist ical ly and 
continental ly,  constructed as a  disappointment,  
displeasure and the beginnings of  a quarant ine in the 
prison-house of  language).  Instead,  the mirror  is  the 
control l ing metaphor of  the delay and deferment in 
the f issure between the two moments of  history 
because i t  moves,  arouses and agitates so presidingly 
over a never st i l l  terrain of  changing aff i l iat ions.  
I t  doesn' t  just  ref lect  as  i t  were,  f igurat ively or  

l i teral ly,  an ideology or  a viewpoint  or  a part ial i ty 
of  power and authori ty as representat ional  theories 
claim. I t  is  not  a re-presentat ion,  s tat ic  and invested 
with resignation to fact ici ty.  Instead i t  gravitates 
to new si tes  and new cites and new sights ,  dancing 
a frol ic  over and through an untamed ter r i tory;  
the mirror  as ferocious euphemism for  al l  that  
disappears,  reappears and is  about  to appear yet  
again in another mode as a symptom of what  cannot  
be contained by enlightened thought .  

As a symptom of the excessive space hidden by the 
' t ruth '  of  s tructural ism's  ei ther /or ,  Joan Jonas '  mirror  
is  the postmodern paradigm's paradigm; a simple,  
confounding mode of  dramatic skepticism which 
ut ter ly displaces,  excavates and disconjuncts  the 
passivi ty that  presides over the modernist  gaze which 
sees for  a  museological ,  judicial  and theological  
eye.  The mirror  -  this  newly constructed mirror  
of  'productive violence '  -  announces,  i ronical ly 
given i ts  early scientif ic  and art  historical  s tory of  
reif icat ion,  that  the terror  of  certain vision is  over 
or  at  least  is  on the wane.  This  mirror  mirrors  the 
desire of  mult ipl ici ty,  of  circus distort ions and 
carnival  appeti tes;  of  capers and caprices to come. 
With no safety net .  
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The mirror  in Joan Jonas '  work,  in part icular ,  is  an 
infatuated archeological  tool  which inheri ts  the 
breath of  i ts  congregation.  Like an early doctor 's  
mirror  set  under the patient 's  nostr i ls  to see if  there 
is  any l ife  lef t  throughout i ts  bony skin,  Jonas '  mirror  
acts  on Julia  Kristeva 's  ' s leeping body'  (which 
Kristeva says is  nothing more than a necrophil iac 's  
'phi losophy of language') ,  to  awaken the bourgeois  
cadaver of  a modernist  audience by a wonderous 
catharsis. A 'last look' mirror at a last chance salon. 
A painless interrogation instrument for  a  narcoleptic.  
'Dressed in a man's  sui t  and hat ,  a  female performer 
cl imbs to the top of the moving wall ,  where she 
shines a l ight  through a magnifying glass,  i l lumi­
nating individual  spectators  and leaving spots  in their  

eyes ' .  To see if  they were bl ind.  To see if  they could 
hear  anything without  their  usual  eyes.  To offer  them 
their  own medicine.  

Jonas used the mirror  special ly and specif ical ly 
at  this  moment (1968-1971) not  to reify the 

structural is t  moment (where nature and culture 
and other  semantic opposit ions were interchanged in 
a systematic and masculinist  manner,  i .e .  Smithson,  

Kounell is ,  Heizer ,  Long,  etc. ,  and where indices 
were transferred bu t  never t ransformed) but  instead,  

to examine i ts  t ransi t ional  spaces.  Or perhaps,  more 

accurately,  Jonas used the mirror  to create,  author,  
invent  and occasion a process of  space which would 
al low her a bi t  of  the dance f loor to invest igate the 
gap between the binominal  s tructures of  a  bifurcated,  
metaphorical  world.  A floor to ground her speech on 
(which came later  on,  rushing on l ike a  waterfal l) .  

Jonas ( l ike Rebecca Horn and Judith Shea) began,  
i t  might  be said to animate the minimalist  moment.  
To use the mirror  to posi t ion herself  differently as a  
difference that  makes a difference,  as  a  mirrorful  
space which is  concave;  convex;  opaque;  t ransparent;  

distorted and distort ing;  disoriented;  shat tered;  
broken;  antimimetic.  To claim a space for  a  vision 
which is  relentlessly rest less;  indeterminate;  even 
nameless.  An eye without  an I .  The audience as 
Other is  folded into the space of  the performer,  
inculcated beyond seduction to an inspace with 
the sweep of  the social ,  of  the common space of  
osci l lat ion and potential i ty.  To renew and reaff irm 
an unknown constellat ion of  explosiveness.  
To avoid the industr ial  and inst i tut ional  conclusion.  

To dance the light fantastic, the leit motif. 

The viost luxuriant worlds are closer kin to the wealth 

of early mythologies, while later fictional worlds bear 

a notable mark of austerity. 

Thomas G. Pavel: Fictional Worlds; the economy of the imaginary 

18  

To dwell  or  indwell  on this  one image or  i ts  imagined 
and fantasized extensions is  perverse perhaps and 
mad,  for  sure.  But ,  for  me,  i t  is  an image which is  
s imply exemplary and accessible in i ts  peculiar  
resistance to closure of  any kind.  I t  wants to be 
historicized signif icantly with al l  i ts  excesses hanging 
cut  l ike a  shir t  tai l ,  with i ts  s trange animali ty heed­
less of  cri t ical  language and i ts  endlessly bisected 
distort ions a warning and a celebrat ion.  I t  is  a  del ir i ­
ous ut terance of  revision and ^appropriat ion at  the 
moment of  i ts  taking,  and yet  i t  is  not  given i ts  credit  
in a part icular  revisionist  economy of emancipation 
narrat ives nostalgical ly constructed around art 's  
input  to the cultural  ' revolution '  of  the 1960s.  
Xor are many of the debts  to Jonas '  whole body of  
work acknowledged within this  economy. Thus,  
re-seeing one image only,  perhaps i ts  subordinated 
status can ask new questions of  gendered value.  
Perhaps i t  can see how Jonas proposed and under­
took new exegencies and enjoyed and embraced 

them as only a pvrophile might .  

I  am of course implying something l ike a complete 
re-reading of  Jonas,  al though I 'm avoiding a system­
atic  model  for  that  re-search.  I  am avoiding tying her  
pieces (obviously not  'easy '  pieces)  too specif ical ly to 
any of  the quiet  academic ' radical it ies '  because they 

would,  I  bel ieve,  l imit  the heurmeneutic possibi l it ies  
of  her  work through the introduction of  unques­
t ioned terms already too cherished as easy r i tuals  of  
intel lectual  lore.  Rather my words are set  up and 
about ,  adject ival ly and rhetorical ly,  sometimes 
ungrammatical ly,  to suggest  more work to be done,  
more writ ing to feed from the power of  Jonas '  
breathtaking journey.  To at tend to this  remarkable 
rend in the fabric of  ar t  history 's  and museology's  
s t i l l  marching drive seems to deserve hyperbole and a 
kind of  plenitude of  sense.  'The sl ide project ion of  
an Indian minature is  ref lected on the walls  around 
the loft  with the use of  a  small  mirror .  The image of  
an Oriental  rug is  projected onto a real  rug which is  
then dropped to reveal  the mirror ,  into which the 
image dissolves.  Water  is  poured over the mirror  
to catch the color  from the projected image.  Large 
sheets  of  paper are held up by the performers to 
catch projected images out  of  the air .  A performer 
dances in the image of  a Turkish mosque l i t  by a 
candle ,  while another f i ts  her  body into the image 
of  an Egyptian bird ' .  Clearly these are no ordinary 
mirrors ,  these.  Not just  ordinary photographs.  
Nor is  this  descript ion of  a part  of  a  performance 
just  a  text ,  except  as  text  is  occasionally understood 
to be beyond language;  as  interventionary resistance.  
And the mirror 's  changing metaphoric status does 
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not suggest  a mere stage,  a  phase,  an inevitabil i ty 
of  separat ion.  There is  a  kind of  revolution in these 

images and their  meanings,  a kind of  supplementari ty 
to minimalism, to dance,  to photography and to 
the very notion of  spl i t  subjects .  There is  a  kind 
of  impossible vision here,  one that  is  prescient  as  
well  as  poetic .  

Jonas '  bri l l iance was to create this  space and then 
occupy i t  suddenly as a  technological  voice as well  as  
a  face to face encounter .  As Douglas Crimp has 
accurately wri t ten,  her  work consistently insists  on 
the same 'eccentr ici ty ' ,  the understanding that  
' . . . the medium through which one gains access to 
the image,  whether i t  be simply one 's  sense or  a 
technological  apparatus,  is  contingent ,  unstable ' .1  

The medium, paral lel  to  performance which she 
continues to produce and for  which she is  reproved 
by history,  col lectors  and curators ,  is  of  course,  
television.  For if  Jonas was complici t  with the 
process-driven moment of  minimalism, her  eccen­
tr ici ty escaped i ts  grave burden of  materiali ty and 
inst i tut ionalized constraints  by discovering r i tuals  
located historical ly outs ide the contemporary 
moment.  Like Jackie Winsor 's  hand-made and 
obssessive r i tuals ,  Jonas used the possibi l i t ies  of  
television as she had performance to construct  

mult i- layered,  mult i-voiced,  mult i-referentials ,  
mult i-gendered,  mult i- l inguist ic ,  heteroglossic 
agitat ions which reached far  to evade the ordinary 
discourse of  production.  

From the just ly famous Organic Honey's Vertical Roll, 
1972 (whose t i t le  already impressively prepares the 
way for Patricia Yaeger's 1988 theorisation of Honey-
Mad Women),  through the Fairy Tales of  the period 
1976-1980, to video tapes like Double Lunar Dogs, 
and He Saw Her Burning ,  what  Jonas seemed to 
come to understand (perhaps through looking at  the 
same photograph) was that  the mirror  could also 
reach back into history,  into a revisioning of  s tories 
already told but  told through a social  pract ice 
unquest ioned.  (She saw McLuhan's  ' rear-view'  
mirror) .  I t  was the mirror  that  al lowed her to see 

other  mirrors  -  the mirror  of  Narcissus certainly,  and 
of  Psyche,  and of  al l  the toi let tes  of  Venus and 
so on throughout art  history.  But  the mirror  became 
for  Jonas a hinge to cross-cultural  mirrors  and 
cross-historical  mirrors;  the mirror  of  the great  sun 
goddess Amaterasu-omi-kami,  perhaps,  understood 

1 Douglas Crimp, 'De-synchronization in Joan Jonas'  Performances' ,  

Joan Jonas: Scripts and Descriptions 1968-1982, University Art .Museum, 

University of California, Berkeley, 1 983. 
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as a ref lect ion of  power and divini ty and a symbol 
of  ima gination.  Without  fet ishizing one mirror ,  
or  one metaphor of  mirroring which the window and 
the sea can both be as well ,  Jonas gave in to paral lel  
blasts .  She al lowed herself  to be swept away and 
become a feather  on the forces of  narrat ive 's  
mirrors ,  sometimes mimetic,  sometimes al legorical ,  
sometimes non-sensical .  In the third person,  
she says,  'The performer sees herself  as  a  medium: 
information passes through' .  

Jonas '  performance and video work has been charac­
terized then by a movement into and through other  
cultural  genres and forms.  Noteably,  Noh theater  
and Nordica sagas have informed her  successful  
at tempts to insinuate other  forms of  story-tell ing 
into her  work.  The innovative work integrates 
al legorical ,  symbolic,  and mythological  elements of  
form and content  into narrat ive to restructure and 
reinform and reform stories.  Characters  are styl ized,  
even symbolized and through use of  costume and 
masks,  postmodern,  medieval ,  classical ,  western,  
eastern and local  and international  s imultaneously.  
I t  is  this  use of  the mirror ,  of  the television as mirror  
or  the body as mirror ,  of  the mirror  as medium in i ts  
most  profound sense,  that  she can and did come to 
voice,  to speech and to a rhythm of del irium which 

operates between l ive,  recorded,  symbolic,  bodily,  
mystical ,  mythological  texts  and images simultane­
ously.  A strange grainy voice which stops t ime short  
of  i ts  narrat ive dest inat ion;  just  enough time delayed 
for  an audience to consider  i ts  own burning desires 
for  complet ion and signif icance.  Effacing al l  dist inc­
t ions between presence and absence,  drawing and 
television,  science f ict ion and newscasts ,  fairy tales 
and theory,  Jonas has danced (awkwardly and oddly 
for  there is  a  grief  to this  act ivi ty) ,  on a bed of  
burning coals  of  her  own making;  on a vocabulary 
of  babbling inconsistency;  on a plane of  vision;  
on a hinge of  mirrors .  

Locust  Valley,  1993 
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