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ABSTRACT
A critical wedge — is an exploration of the in-betweens within performing arts and

how they can become gaps for questioning, a place for exploring alternatives. How
juxtaposition can be a political tool when composing a performance. It all started
with the interspace between reality and fiction, the authentic and fictional self. The
aesthetic field cannot present any given answers but rather a liminal space for
reflection and thoughts. An in-between where multiplicity can grow and flourish.
This is an exploration of both practice and theories in relation to gaps, cracks and in-
betweens where art can flourish. This has also led to an exploration of the relation
between spectators and performers and on if one can create a common and equal

meeting ground within the boundaries of a performance.

Key words: liminality, participatory theatre, critical wedge, performance art, human
specific theatre, immersive theatre, sensuous theatre, political theatre, performance
art, performativity, multidisciplinary theatre, soundscape, spectator, site-specific
theatre, performing art, text immersion, viewpoint training, social theatre,
performative art.
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Preface
with more than two scores.

They are all connected to the same

off with interspace
betweens, liminal spaces. A void or a liminal something that can slip
into the cracks in our imagination and make space for something

different and maybe shake us a little.

Threads | have followed are human specific theatre, participation,
immersive theatre, /creator,
memories, walking, swimming, sounds, pictures. Discontinuity.

The relation you have towards reality in different positions, the
writer, the performer, the spectator etcetera, etcetera.

I describe my practise and some of the works | have been doing in
connection to my master studies. | in
relation to other works and theories. The theory and practise tend
to interlace and | don’t think it is possible to tear them apart and
make them into two entities.

This , sentences,
pictures, films, sketches, drawings, lines, curves, circles, squares,
etcetera, etcetera.

This composition is not in black and white it is in colour — an endless

variety of nuances.









One beginning

It all started with a gap, a gap in time, a gap in meaning, a gap

between.

In 2003 I wrote my bachelor thesis in Theatre Studies at Stockholm
University. I felt a frustration during this period which to a large
extent was related to my point of view as a practitioner. I was not
interested only in the spectator’s point of view but also in the point of
view of the practitioner, a standpoint that at the time seemed a bit odd
in the academic context. I was interested in the relation between
performers, the relation between performers and audience but also in
the relation between fiction and authenticity, personage, character and
performer. There were many different in-betweens that caught my
interest.

I called this mellanrum in Swedish and translated that into interspace.

In-between

Interspace — between fiction and reality within performing art,
between the fictional and authentic self — an interspace that can alter
and change during one performance, from a little crack to an abyss. As
an actor it can be thrilling to jump between these positions, it also
creates tension and curiosity in the room, what is really happening?!
Maybe this interspace is like an interface or borderline between us and
the fictional, between the two opposites. And the performing art really
is a brilliant field to try out different approaches to all these realities

and fictions — because they are many.

How conscious is this process and is it possible to turn it into words
and to problematize this process? Which are the theories and practices

that deal with these issues?



And how can a deliberate work with creating an interspace between
different standpoints, arguments and theories create a vital and

political theatre?

Today performing art is trying to reflect and relate, to question and
interrogate society. Art is at its best when trying to relate to the
present, the past and to the eternal existential questions. The aesthetic
field cannot present any given answers but rather a liminal space for
reflection and thoughts. An in-between where multiplicity can grow

and flourish.

The description of in-between or inter-space in the Swedish
encyclopaedia Nationalencykolpedin is: free space in between places
where something is placed /.../ about a period where nothing happens

. . 1
between two occasions: shots were heard with even ...

So what happens between these shots — what do we, the listeners
imagine?
What does this interspace look like?

What good does it do in a piece of performing arts?

Interspaces to be explored are:

Interspace between fiction and reality.

Interspace between the authentic and fictional self.

Interspace between the norm and the other.

Interspace between religions, cultures, ethnicities etcetera.

Interspace as a crack in society where spectators and performers can

meet on equal ground, where everyone is an active subject

But this is where I begin:

' ”Mellanrum”, Nationalencyklopedins ordbok, Band 2, (Héganas 1996), p. 370.



What does this so called interspace look like?

Is it possible to visualize interspace here?

I mean really here.....

For example what happens in the interspace between A and B?

What can possibly emerge there? Now what will follow is my

experiment on what could occur in that interspace:

Between AAAAAAAAAA and BBBBBBBBBB

Or:

Or:

Or:

Or maybe:

Or maybe like this:

AAAAAAAAAA

AAAAAAAAAA
BBBBBBBBBB

AAAAAAAAAA

AAAAAAAAAA
AAAAABAAAA
AABAAAABAA
ABAABAABAA
ABAABABAAB
ABABABABAB
BABBABABBA
BABBABBABB
BBABBBBABB
BBBBBABBBB
BBBBBBBBBB

BBBBBBBBBB
BBBBBABBBB
BBABBBBABB
BABBABBABB
BABBABABBA
ABABABABAB
ABAABABAAB
ABAABAABAA
AABAAAABAA
AAAAABAAAA
AAAAAAAAAA




A lot of different associations, patterns, pictures and thoughts can
emerge between these two fixed points A and B. Different
possibilities for me as a spectator. Since there is no description of this
particular interspace between A and B there are lots of possibilities,

no given answer. No right or wrong.

What would it look like with numbers?

The mathematics of the interspace could be:

1+1+1=7

Maybe an answer that would not please the teacher of mathematics in
school but nevertheless this statement is true according to me.

If you start with three colours, and by overlapping them create new
colours in between, you will eventually get new colours and you end
up with seven colours.

According to the figures below in basic image processing three

coloured circles give seven colours in all, if you put them like this:

Colours in RGB and CMY.



The three first colours, magenta, cyan and yellow create four new
colours when they overlap. So by mixing the three colours new
colours occur between the them.

When putting these colours beside each other new colours are created
and it is thus obvious that 1+1+1=7. In the interspace between red,
green and blue as stated in the picture above four new colours emerge.
But eventually 1+1+1 could equal 1, 3 or 5 if you find other ways and

explanations.

So how does this become art? One example could be:

These tryouts with interspace can actually apply on what one does or
says. There is a discrepancy created between something and
something, that makes a difference, makes it scratching a little bit.

Like here:

3

My association in Swedish is bappelsin which would be like barange

in English — a mix of two words. Someone else might have a totally

? Part of art piece by Karl Holmqvist, Moment — Ynglingagatan 1, Moderna
Museet, exibition 2011-2012.
http://www.modernamuseet.se/Stockholm/Utstallningar/2011/Ynglingagatan-1/
2014-10-17.

* Ibid.
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http://www.modernamuseet.se/Stockholm/Utstallningar/2011/Ynglingagatan-1/

different association. They might think of a totally different picture or

thought, there in that interspace in between « and orange. We
could also try the other way around with banana and D , in this
unarticulated little space between word and picture you can find a
space for interpretation and reinterpretation, there are no given

answers, just possibilities.

Now you ask and so do I: What does this have to do with performing

arts?

Another beginning

When I applied to the master education my subject was on exploring
the interspace between authenticity and fiction, between reality and
fiction, both on stage and in performance but also within the
performer. This subject has come to transform during my research and
I am still in the process of finding my vocabulary. Instead of

interspace I find words as gap or liminal more adequate.

The starting point for my research on in-betweens happened about 15
years ago when I was working in a performance art influenced project
in Oslo with De Utvalgte* - All your wrong fascinating poisonous
delightful theories, which was a performance based and inspired by
Oscar Wilde’s The Picture of Dorian Gray. The project was
performed in the Stenersen Villa in Oslo, a building in functionalistic
modernistic style built in the 1930’s by a rich man within the shipping
industry. He was also an art collector and one floor of the building
was meant for his collection of paintings by Edvard Munch.

In the performance we created in the villa different things was going
on simultaneously in the building and the audience was invited to
choose their own way through the house and thus build their own

dramaturgy or narrative through the story. We as performers were

* De Utvalgte is a Norwegian theatre group that was founded in Oslo in 1994 a
group that has its background in physical theatre an work in the borderland
between theatre, visual art and performance. http://www.deutvalgte.no
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http://www.deutvalgte.no/
http://www.matvett.se/banan-eller-dadlar-efter-traningspasset-fokus-pa-deras-innehall-av-kalium-och-hur-denna-mineral-paverkar-kroppen/
http://www.google.se/url?sa=i&rct=j&q=&esrc=s&source=images&cd=&cad=rja&uact=8&ved=0ahUKEwiD3KD9sunLAhWrNJoKHSjmBfgQjRwIBw&url=http://www.bonappetit.com/test-kitchen/tools-test-kitchen/article/orange-peel&psig=AFQjCNF0C0w_mydxRwm6C_06rnQxx258cw&ust=1459461237363402

partly ourselves, partly we had certain given tasks, texts, and actions
etcetera. This created a feeling of dim borderland between fiction and
reality. This borderland I found exciting as an artist. Some moments
were almost like a staging of some private relations and some were
texts from Oscar Wilde. We also did a re-enactment of Yves Klein’s
Antthropotetries but we used a male model within the frame of the
villa.” There was a moment of risk taking and engagement that was
valuable for the whole experience both for audience and performers.
The frame for the performance was the villa and the core theme of the
performance was on surface and content or rather surface and surface
— without any inner hierarchy. This theme is also discussed throughout

the text of The Picture of Dorian Gray.

A couple of years later I wrote my thesis in Theatre Studies at the
University of Stockholm — Interspace and Process °~ where I tried to
investigate this so called interspace between reality and fiction. I then
used texts from among others: Rose Lee Goldberg on Art
Performance, Alison Oddey, Tim Etchells, Marvin Carlson, and

Robert Lepage.

Now when rereading some of this material I reflect upon how theatre
especially in Sweden has changed, today there are much more cross-
disciplinary and participatory elements within the performing arts,
something I missed then. I also question the dichotomy of reality and
fiction, what is more or less real is not always easy to answer and in a
sense everything that is put on stage, acted, recreated or re-enacted is

real since it does happen here and now.

> Roselee Goldberg, Performance Art; from futurism to the present (London 1988),
p.147.

In the mentioned exhibition Anthropometries in 1960 Yves Klein directed three
female nude models to cover themselves in blue paint and press themselves
against prepared canvases, while twenty musicians played a symphony.

® Annikki Wahl6, Mellanrummet och processen: om performance och Marie
Brassards monolog Jimmy. (Stockholm 2002).
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Fluffy and white

Sergelstorg

The triangle

The square

A lot of people, crowding, walking, standing

They cross and crisscross over the square

The everyday traffic of citizens

The junkies, the ones who are hanging out and all the others hurrying
on their way somewhere, to something, from something
Commerce, legal or illegal

| pass through all this — crossing

On my way into the house where culture is

A festival is going on

| will attend things

Many different things

Known and unknown things

Performances and acts

| am a bit late

| am the last one who enters the venue

Or venue? not really the right word

No red carpets as long as you can see

Kilen

That’s the name of this place

A black box, no straight angles but nevertheless a box
A theatre box

We — the audience are supposed to sit on some scattered chairs on
what usually is the stage

We are sitting in an unorganized half circle

A bit sideways turned towards the auditorium —where the audience
usually sits

Some chairs are still left there, scattered

Scattered

The light design is nonexistent, some neon light in the roof maybe,
and maybe one spotlight on them

Them — the bearded guys

Well, they don’t have beards but they could have had
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If it was now, they would have had long beards
But it is not now it is in then

They are from England so they speak English

They are performance artists or something — they are performative
artists

Now, they would be considered performative artists

But then it was performance art

The set up is very simple

They are a bit cumbersome and clumsy there on stage,

the stage, the stage that is not a stage, but anyway

One of the guys speaks in a microphone — he speaks about water
He speaks rapidly

He is reading a list

1,2,3,4,5,6, 7, 8 etcetera

The other guy is wearing clothes

Both are wearing clothes but the other....

They are both wearing clothes as if they were on their way trekking in
the woods or if they were on a long journey, you know like
backpacking

Green clothes, like Fjallrdven, but they are English so maybe it is an
English fjallrav — an English arctic fox

But there are no fjall or Alps as it is called, in England. And probably
no arctic foxes, maybe at the zoo, but that doesn’t count, only the
wild ones count.

Well anyway, they wear green trekking clothes

things you wear in the forest

But he, the other guy has so much clothes on, many, many layers,
and rain clothes on top of all the many clothes

A military green rain poncho, like this:

It looks really warm; he is jogging on the spot
A frenetic rain dance

He is breathing heavily and sweats

Quite corny, not really logical

Rather the opposite - nonlogical

The first guy goes on speaking

He says something in Swedish and he mentions places in Stockholm
Gustav Adolf’s torg — the square nearby and so on
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Places with water

We — the audience laughs

Water in rivers, icebergs, rain, teacups, tears, bodies, cucumbers,
wells, vegetables, mist, sweat, snow

He says that we contain 70% water

| think: a little less than a cucumber

We actually have a lot in common with a cucumber in that sense

And cucumbers are green as are these green-clothed men without
beards, since it is then and not now.

He —the first one speaks about the water cycle

About how one and the same drop of water can travel around the
world in all sorts of shapes

Sweat, cocktails, icebergs, cucumbers, lakes, etcetera

Totally disarming, we are a bit taken by the simplicity

The other guy is still jogging, it looks incredibly hot

He is sweating, catching breath, sweating, catching breath — hard
We are informed that the first guy has collected some water from the
sea in the middle of the city somewhere close by

We are invited to go out into the square, out in public
It’s a bit cold there
We are given one small plastic mug each

And he, the first guy pours some water in each mug

Water from somewhere near in Stockholm

The one with very much clothes takes off layer after layer of clothes
until his upper body is naked

We are encouraged to throw the water in the small white mugs on
his bare chest

We do so

Mist is created!

A CLOUD HAS BEEN MADE BY US

A CLOUD

A small miracle

The water from somewhere nearby in the city has become a cloud
and we the audience, released it

We have given birth to our own little cloud

A very small cloud

But nevertheless a cloud

The event is: Lone Twin performing The Days of the Sledgehammer Have
Gone at the Perfect Performance Festival in Stockholm 2003.
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Actors for disposal

Workshop in Performance Art at Konstfack — University College of
Arts, Crafts and Design in Stockholm

We are two colleagues

We are their guinea pigs

We are the resource

The actors, who will perform, act and realize their tryouts

The students’ task is to create a piece of performance art, and we are
their material, their clay

The first day is when we prepare their ideas

On the second day we are supposed to perform their ideas from the
first day

One of the art students has given me a sheet of paper — instructions
to follow

| am a bit uncomfortable with the instructions, | am confused: Can
this really be done? Is it OK? What are the limits? What can you
subject an audience to? Should | do this? Should | ask someone for
advice on how to handle the situation?

| read through the instructions several times. | decide: Ok, | will do it
no matter what, even if it is unethical.

| feel uncomfortable, | am a bit nervous, | have a bit of a sleeping
problem — thinking of this new situation. An experience will take
place in a classroom at this art school in Stockholm.

Well = I'll just do it

This is what happens:

We are all gathered, sitting on chairs placed in a circle so that we all
see each other.

We have some sort of daily round of introduction. And that is the
moment when | start speaking.

| am a bit nervous; you can hear it on my voice. My hands are cold, as
they usually are when tense.

- Well, | say, there is something | have to tell you. It feels a bit
awkward to start the day with this, but unfortunately | have to tell
you: | got this text from one of you yesterday, a text that is a bit of a
problem for me. What the person asked me to do is something that
feels really uncomfortable to do, actually abusive. | haven’t been able
to sleep, | can’t possibly do this; it starts a lot of really frightening
thoughts and associations.

Saying this is really uncomfortable and | am close to tears — but | say
what | have to say. | can see how the students and the teacher react
on what | tell them. This is not what they had expected. What exactly
is she saying? What was the task? And who of us asked her to do this.
It seems to be something really horrible. They are thinking of naked

16



bodies, humiliation and abuse. | look at the student who gave me the
instruction and how he observes the reactions in the room.

| say: So, as | have said | feel really humiliated. And as a matter of fact
| don’t think | can stay here.

Silence, you can hear pins dropping, the silence is deafening — how to
deal with the situation? Glances are sweeping, thoughts are thought,
the room is filled with a feeling of unease.

| am or, no it is he who breaks the silence:

- This is actually exactly what | asked the actor to do, to tell us that
she got a really uncomfortable humiliating task that she of ethical
reasons could not perform.

At first there is silence, another kind of silence. Relief? Or confusion
before opinions take form? The silence ends. A long discussion takes
place. Is it ok to cheat the audience like this? Where is the border
between reality and art? And is it allowed to pretend and cheat? Is it
allowed to provoke in this way? My colleague who is an actor at one
of the institutional theatres is really upset, whereas the art students
are more puzzled. It seems to be a gap between what one can and

cannot do within the two art forms.

Eye opener

This happened some years ago, and the reaction can seem a bit over
the top today. For me it was an incident that made me aware of how
fragile the contract between spectator and performer can be. What is
intended as an eye-opening encounter can easily turn into an almost
abusive situation. What are my intentions when creating a piece?
What is the relation between the participants? Is there a power
structure and what does it look like? Who is in charge of the situation?
And how do we deal with these matters? Questions to consider that

are crucial.

In the above described situation — a very interesting and fruitful
discussion occurred in the end. It was not in a public place, it was
something happening in a classroom in an art school. I was surprised
that such a small act could have such a strong impact. The experiment
was eye-opening and reflective, not aggressive — sometimes there is a

fine line between these. Provocation can be used as a tool to uncover

17



preconceived ideas. To problematize the intentions of what the artist

wants to achieve is of great importance.

Behind the sometimes inviting and sometimes confrontational
gestures in Dorinel Marc’s art there is something that could be called a
firm pacifist belief: to always work for a dialogue between the various
poles that constitute society, to open up the conversation as a way to
understand the other./.../his work as a way to try to imagine oneself
and achieve a state of peace, to overcome the contradiction between
religions. Art and science: ‘ If we put our strength together, instead of
making war and fighting, maybe we could crack the code and
understand the meaning of life.”’

This is a citation from a text from an interview with the artist Dorinel
Marc who also was the student that instructed me in the experiment
above. He has done several quite provocative art pieces invited a right
wing extremist to exhibit his painting at the Modern art museum — to
highlight the things no one talked about at that time. Dorinel Marc has
also made many other art works such as the burqa project, in which he

attended various public occasions dressed in a burqa.

Creating traps

A trap to make us feel uncomfortable, is that alright?

Provocation as a way of uncover hidden agendas, opinions etcetera is
an effective and quite common tool in art. But I think there are some
traps hidden here — the trap or provocation can easily turn in to an
abusive situation. What is the aim of the performance or art piece and
how do one realize these intentions? How do one avoid making the
provocation into an abusive situation? This is also an ethical question,
that I believe is important to answer.

I often wonder if this urge of wanting to provoke or invite audience to
participate, make them do things and sometimes cheat them, rather
creates a guilt trap. What do the performers want with this? To make
people feel stupid and guilty?

If it is a meeting on equal terms you are looking for, you have to
create the conditions for that. What are the structures, who is in charge
of the space, the relations and the communication? To clarify this can

be the difference between abuse and reflection.

” Dorinel Marc, Milou Allerholm, I don’t miss the art world, (Stockholm 2011), p. 54.
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Common ground

Imposing guilt on the audience reflects how the performers put
themselves in a power position, they are the ones who set the norms
and trick the audience to do the ‘wrong’ thing and thus make them
feel guilty and humiliated. This does not create an encounter on equal
terms - rather the opposite. The performers have become the abusers
who use the audience to justify themselves. If you want to create a
space for reflection and exploring new ways of dealing with things
this is not the way to go. It is a simple trap which is aiming at harming
the audience, not make them reflect and that is a huge difference. So it
is important to really ransack yourself in what you want to achieve,
how do you go about to fulfill the intentions you have with a

performance.

The Agreement

When we enter a performance space there are a set of rules that has
been created over time and within the field of theatre, performance
and art. If we want to create a new set of rules it is of great importance
to make an agreement and make the new circumstances clear.
Otherwise the audience easily feels uncomfortable and put in a
vulnerable and low status position. This can be made in various ways
and it can be made very easily. Some groups send instructions by e-
mail before you come to the performance, some indicate the rules of
the game in the set design. Before going to Punchdrunk’s performance
The drowned man — a Hollywood fable, this is some of the

information sent by e-mail:

Please note that this is a promenade performance and comfortable
footwear is recommended. The experience is a personal journey and
you may find yourself separated from your group.

There will be areas of darkness and confined space. Haze and strobe
effects are used in this production.

The air quality in the building may not be suitable for certain people:
pregnant women; people with asthma, multiple chemical sensitivity or
respiratory conditions.

Audiences will wear a mask for the duration of the performance. We
recommend contact lenses instead of glasses where possible.®

® Information sent by e-mail before visiting Punchdrunk’s performance The
Drowned Man a Hollywood fable, a large scale immersive performance that took
place in London during 2013 and 2014.
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The information is formal but gives a hint on what is going to happen.
When entering the performance you get further instructions. You get
to know if this is a performance where you interact with the
performers, and if so, on which terms. The rules are set. The

performance can begin.

Gob Squad, a group that has worked a lot with participation on

different levels, elaborates on their relation to the audience:

When Gob Squad talks about audience participation, it is not, as it was
in the 60s and 70s, about the confrontational shaking-up of a supposed
passive mass. Interaction is a respectful attempt at seduction for us.’

We are interested in a sensual, humorous form of collaborative game,
one that always understands the audience members an individual who
is able to decide whether and how far he/she wants to get involved. '’

They describe how they prepare and give clear instructions and also
that there is a possibility to say yes or no. They rather want the
audience to see participation as an opportunity. As a performer you
have an advantage since you have created the rules, the set up you

invite the audience to participate in. Gob Squad again:

This is an advantage for us that must never be exploited or abused.
Therefore, it is always our concern that our participants are presented
in the best possible light and are never turned into an object of ridicule
or treated as fools. "'

Objectification of the audience is not so rare unfortunately. Sometimes
it seems as if the performers set up traps for the audience to make
them feel bad and experiencing that they are doing the wrong choices.
But it is just a trap — if the intention is to create a reflective fruitful
meeting this unfortunately rather creates the opposite. This reveals the
performers intentions or lack of intentions; as wanting to ridicule the

audience.

° Gob Squad, Gob Squad and the Impossible Attempt to Make Sense of it All, (Berlin
2010), p. 90.

" Ibid. p. 91.
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Not being forced to participate is something that often is referred to
when speaking of theatre for children and young students since they
often go to the theatre as something obligatory which automatically
puts them in a position of lower status. So an important issue to face is
how to create a situation where you enter the performance on equal
terms or if not, be aware of the differences and relate to that. If you
believe that you meet on equal ground and this is not really the case,

the performers easily are read as patronizing.

As a performer it is important to remember that you are in charge of
the situation — you have created the rules, thus you have an advantage
over the spectator. If you want another kind of contract it is important
to make that clear. As an audience you often try to be polite and say
yes to the game or play that is suggested. This is a confidence that is

valuable. Take care of it.
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Inter-

A prefix occurring in loanwords from Latin, where it meant:
Between

Among in the midst of

Reciprocally

Together

During

How do we interlace, interact in interspace?

This is a short film on interspace and how space is shared between
animals, between animals and humans. Who has access or is allowed
in common space, dogs, humans, sea lions? It becomes a bit comical
and awkward when the “wrong” individual enters the space in

between.

The film is shot in San Cristdbal, Galapagos. The Galapagos Islands
have a rare and special flora and fauna with endemic species that are
protected. Some of the islands are forbidden to enter, humans are

not allowed and animals that we - the humans - have brought there
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like goats are eradicated since they are a threat to the endemic
species and vegetation. In the protected areas where humans are
allowed we are recommended to keep to the trails and not walk into
the vegetation. This is also hard to do since the nature is very harsh
and almost impossible to force due to sharp rocks and big boulders
and lava stones. Visitors should keep a distance of two meters to the
wild animals. It is the islands of the animals, and they also inhabit the
small city, where sea lions lay spread out on the pavement and on
benches. Around the little playground for children the humans have
tried to put up a fence to keep the sea lions away. We walk around
the city and when an irritated alpha male sea lion approaches us, we
have to keep out of reach, this is their territory, and we are the
visitors. In the evenings the sea lions come up from the seashore to
sleep in the street, on the pier and the paved seafront. So | wonder;
what if a human enters the space in between them. This space that
we rather associate with humans, dogs, birds and maybe rats. The
space that is normally owned by domesticated species not the wild
ones such as sea lions. This is the space | wanted to explore by

putting myself in-between, in between sea lions.

The video and photographs were shot in the fall of 2014.
https://vimeo.com/139120790
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Freedom in a bag

This is the beginning
We hear a voice declaring:

Preamble

Whereas recognition of the inherent dignity and of the equal and
inalienable rights of all members of the human family is the
foundation of freedom, justice and peace in the world, /.../

We hear the same text read out loud in Mandarin, Spanish and
English

We hear these voices from different corners of the room
We are spread out on the floor, sitting down
A web of red yarn is emerging between us

Running feet, running and weaving this net between us in the
audience

A sudden stop
Freedom from what?
Freedom to what?

Silence and end of activity, the running feet stop and the owner of
the feet starts talking:
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Actually I went to the supermarket today, in this small Italian city
And know what — they actually sold freedom there

So | bought it

| have it here in the plastic bag

In this little blue box

Frihet i en liten ask

Meaning: Freedom in a little box

That’s what they said in the commercials

Maybe it is this easy; just take out one of these 16 little things

And hand them out to whoever needs freedom

Then they won’t have to cross the sea, we can see to it that they get
them before they reach Lampedusa

Is it that easy?
And by the way, what is freedom?

To act, to choose, to speak, to eat, to vote, to rule, to do, to work, to
walk, to fuck, to ...

Photo: Alicja Ziolko
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Walking in Athens - What is political?

Athens — we are at the coffee shop in the bookstore close to the
Syntagma square. We are having a coffee with a director, discussing
Greek theatre. We also, of course, touch on the political and
economical situation in the country. I ask if there is a lot of political
theatre going on now when there is a crisis — the director looks
offended and says: NO, not political, we don’t think highly of

politics....

A couple of months later something similar happens in Italy. I am at a
theatre festival and we have just seen a piece that I certainly call
political theatre. An Italian friend speaks to the Swedish performer
and says: this is what we call social art in Italy. I say; that we call it
political. He looks at me in exactly the same way as the woman in

Athens.

In both the above mentioned situations political theatre has been
interpreted in a literal way, as something connected to politics and
government, an interpretation that mirrors the complicated political
situation in both Italy and Greece. Sometimes it is healthy to get
aware of how different we define words depending on culture, time
and context. So how do I define political theatre, is political the right

word? What is political?

At its best, the theater is a highly political enterprise. It is political not
in the sense that we normally use the word, but political in the basic
philosophic sense: a consideration of how human beings organize
societies, not as unchangeable and part of the natural order, but rather
as open transformation. The theater is political in its interrogations:
how do we arrange our collective life, our social practices, our
patterns of family life, our economic systems and our political
institutions?'?

This is how the artistic director of SITI Company Ann Bogart defines
the political potential within theatre. Not political in a literal way
meaning left- or rightwing political parties, government etcetera but

rather - political in a more existential and philosophic sense.

2 Anne Bogart, What'’s the Story, (New York 2014), p. 126.
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The wave of political theatre during the 60’s and 70’s was more
connected to political ideologies and often quite one-dimensional. The
political theatre wanted to deliver answers rather than interrogate and
problematize different standpoints. Today there is a strong wave of
norm critic within the political theatre which has led to a greater self
awareness. | think a big difference with the political theatre today is

that it is more intricate and more self-reflective and humoristic. '

We live in a post-modern society where the political truths of
yesterday are deconstructed. It is impossible for the theatre to deliver
political solutions. Today performing art is trying to reflect and relate,

to question and interrogate society. Art is at its best when trying to

relate to the present, past and to the eternal existential questions.

" Fredrik Séderling, "Den politiska teatern r tillbaka,” Dagens Nyheter, March 26
2013, accessed November 6, 2015.
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The free space in-between — a space for reflection

Brechtian theatre abandons long complex plots in favour of
‘situations’ that interrupt the narrative through a disruptive element ,
such as a song. Through this technique of montage and juxtaposition,
audiences were led to break their identification with the protagonists
on stage and be incited to critical distance. Rather than presenting the
illusion of action on stage and filling the audiences with sentiment,
Brechtian theatre compels the spectator to take up a position towards
this action.'*

To Brecht the traditional theatre was representing something static and
unchangeable. Something that seduced and hypnotized the audience,
manipulated them to feel the same thing at the same time. He wanted
to break this seductive state and make each individual react and think

in their own way. 13

To create in-betweens and disruptions opens up free space for
interpretation. One way to do this could be to put different statements
side by side and through this create space that allows reflection and
diversity. By juxtaposing different standpoints and opinions one
creates questions that uncover hidden meanings. The meaning of the
word juxtaposition is: “the act or an instance of placing two or more
things side by side; also: the state of being so placed.”'® By
juxtaposing elements in a performance one can show similarities and
differences but also create and reveal new meanings. Etymologically
the word comes from French juxtaposition which comes from Latin
Jjuxtd (near) and from French position (position) from Latin poné (to

place). 17

When working with site-specific performance with Anne Bogart at
Skidmore College in Saratoga Springs Anne asks us to come up with a

site-specific performance somewhere within the campus area of

' Claire Bishop, Participation, (London 2006), p. 11.

> Bertold Brecht, Brecht on Theatre: the development of an aesthetic, (London
1990).

% Merriam-Webster Dictionary online, s.v.”Juxtaposition,” accessed March 10,
2016. www.merriam-webster.com/dictionary/juxtaposition.

v Wiktionary online, s.v. ”Juxtaposition,” October 19.2014.
http://en.wiktionary.org/wiki/juxtaposition.
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Skidmore College. The theme for the work is Euripides’ Trojan
Women. Our direction is to use: one dialogue, slapstick, a song, an
explosion, a walk, a jump, a quarrel, a joke, a riddle etcetera. We get
at least 20 things or moments that should be ingredients in the work. It
is confusing but we start working, trying to solve the exercise to make
a small performance. And in the end we put all these sequences
together. A composition of elements that in the end somehow makes
sense. A composition of juxtaposing elements. Since we do the
performances outdoors we also get some juxtaposing elements such as
a man speaking on the phone leaning against the lamppost, people

walking and talking.'®

Anne Bogart often uses the term juxtaposition in describing her and
SITI Company’s work. She thinks that through consciously working
with juxtaposition and creating a gap between different elements, a
field of tension is created. This field does not present any given
answers, but rather a liminal space for reflection and thoughts. This
allow the audience to be a heterogeneous group not a homogeneous
mass reacting in exactly the same way. According to Anne Bogart,
striving for a performing art that makes each individual in the
audience feel and experience in exactly the same way, is fascist. It
manipulates and minimizes the spectator. She finds it more interesting

to trigger associations rather than psychologies in the audience:

The way to do this is to set up oppositions rather than answers. /.../
And in the space of this opposition there is room for the audience to
dream. I am after diverse response. I want individuality in the
audience rather than conformity. "’

She also describes the artist’s position and work in trying to create

possibilities for gaps and diversity to occur:

The artist’s job is to stay alive and awake in the space between
convictions and certainties. The truth in art exists in the tension
between contrasting realities. You try to find shapes that embody
current ambiguities and uncertainties. While resisting certainty, you

¥ am reffering to work | was a part of during SITI company’s summerschool at
Skidmore College, Saratoga Springs, New York, June 2010.
 Anne Bogart, And then you act, (New York 2007), p. 37.
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try to be as lucid and exact as possible from the state of imbalance and
uncertainty. You act from a direct experience of the environment.

In working with an awareness of ambiguities and uncertainties and
embrace the contrasts and contradictions there will be gaps, an inter-
spaces and in-betweens where the spectator has to make their own
interpretations and judgments. This is one of the important

cornerstones in creating interesting and questioning theatre.

This way of working has its roots in a non-psychological theatre
tradition, like Brechtian theatre and physical theatre. There is also a
strong connection to the Performance Art tradition where
deconstruction and juxtaposing is common. Roots that also connect to
Postdramatic Theatre with its dialectical qualities and questioning of

representation and what is real in theatre.”'

Spectator — object or subject?

By today’s standards, many would argue that the Brechtian model
offers a relatively passive mode of spectarorship, since it relies on
raising consciousness through the distance of critical thinking. By
contrast, a paradigm of physical involvement sought to reduce the
distance between actors and spectators/.../physical involvement is
considered an essential precursor to social change.*

The relation between spectator and performer and the physicality of it
has an important role in an existential and questioning theatre. How
the relationship between us is conducted has an important role in the
political room, in our lives. If we ignore them we might end up in an
unintended hierarchical relationship.

There are three major motivations to encourage participation in art

that has developed since the1960s

1. the desire to create an active subject, one that is empowered by
its participation, and through this find themselves able to

determine their social and political reality.

*! Hans-Thies Lehman, Postdramatic Theatre (Oxon 2006)
% Claire Bishop, Participation, (London 2006), p. 11.
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2. that the collaborate process creates a more positive and non
hierarchical social model.

3. the collective responsibility in our postcrisis society where the
urge for participatory art is to try to restore social bonds in a

collective elaboration.?’

Action here and now
A performance is something unique — it happens here and now and
only now. It is also a liminal space where one can expand ones

thoughts and maybe try to see things from another perspective.

We therefore need a different theatre, a theatre without spectators: not
a theatre played out in front of empty seats, but a theatre where the
passive optical relationship implied by the very term is subjected to a
different relationship — that implied by another word, one which refers
to what is produced on the stage: drama. Drama means action.
Theatre is the place where an action is taken to its conclusion by
bodies in motion in front of living bodies that are to be mobilized.**

The performance-situation is real, reality is happening even if it is
based on fiction. What is interesting within performance that have an
immersive or participatory structure is that one problematizes the
relationship between performer and spectator — or rather participant in
a very conscious way. Who is participating and who is performing -
who is sending or receiving - is not always clear. The action takes
place between living bodies all participating in one way or the other.
There is a need for a common ground a performance space that allows
a higher degree of equality, where everyone is an active subject not a

passive object.

Theatre has to be brought back to its true essence which is the
contrary of what is usually known as theatre. What has to be pursued
is a theatre without spectators, a theatre where spectators will no
longer be spectators, , where they will learn things instead of being
captured by images and become active participants in a collective
performance instead of being passive viewers.”

23 .

Ibid. p. 12.
2 Jacques Ranciere, the Emancipated Spectator, (London 2009), p. 3.
25 .

Ibid. ff.
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Immersed by sound

2006 - I am at Louisiana in Humlebzk, the exhibition is Sip my ocean
— video work from the collection of the Museum and I am
overwhelmed. There are so many fantastic universes to step into.
There is another exhibition going on, with Janet Cardiff and George
Bures Miller, work that is also mind-blowing. Sounds in all sorts of
settings, overheard dialogues.”® We get to hear things in all sorts of
combinations with slides, film, a miniature theatre model, etcetera.
There is also an audio-walk in the park outside the museum. I get an
MP3-player and headphones and I start walking with Janet Cardiff’s
voice in my ears. She is in a park in a city in Canada, I am in
Humlebak, she is walking in the night, I am walking during daytime,
she describes a rainy cold weather, I am in the sunshine of summer. It
is just sound from another parallel reality or actually it’s not even
happening in the same time, at least not physically, or? What is the
same time? I hear the sounds now, they are recorded earlier, but they —
the sounds — are here and now. A time lapse, an experience that makes

a huge impact on me. A moment I still often think of.

2 Sip my Ocean an exhibition of the museums video art collection and the
exhibition Janet Cardiff & Georges Bures Miller Lousiana Contemporary were
exhibited at the same period of time in 2006.
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Soundtrack re-actualizes realism, a sense of that it really happens now
which creates a very high degree of awareness. Also, it creates
sympathy, the sound is so direct, and hard to ignore. Sound is
something that we have around us all the time and rely on in our
perception of the world. Sound is immersive in a stronger sense than
visuals; the body actually is affected by sound-waves — vibrations.
Sound is a pressure wave, a mechanical wave that results from the
back and forth vibration of the particles of the medium through which
the sound wave is moving. So by using sound in a conscious way we

get to immerse and move bodies.

Who performs?

The act of listening is performative in itself. Who is performing during
the act of listening, the listener or the performer? In a sound walk the
listener becomes a performer. The listener acts out the piece, it does
not fully exist without the performance of the listener. When
something unpredictable happens like a phone ringing all of a sudden,
confusion on what is real is created. This can happen by accident
when a sound goes off on someone’s phone but it can also be planned
in the composition.

“We like to confuse the viewer in a way that for at least a moment

they’re unsure of what is real and what is fiction.”?’

%’ Michael Juul Holm and Mette Marcus, ed., Janet Cardiff & George Bures Miller
Louisiana Contemporary, (Esbjerg, 2006), p. 18.
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Sniff, sniff,
sniff

Sniffing Flowers

An installation with flowers and sound
Who is sniffing who?
What if the flowers are the ones smelling us?

What scents do they sense?

A change of positions —where the flowers sniffs us out.

The idea for this film and installation came when walking around the
Botanical garden in Gothenburg. Walking and thinking of; what if the flowers
were the ones sniffing us? How would we humans react if they had a

behavior that is associated with us or some other mammal?!

Wouldn’t that create an awkward feeling, a curiosity or attention? A bit scary
even. The unexpected often creates a gap or lapse that makes us consider or
reconsider the obvious or normal. Animal behavior applied on a plant, a way
of occupying or colonizing something that is not ours or us.

=N
| tried to record dogs sniffing but in the end | used two human noses for the

sniff-sound.
The work was presented at the gallery A-Venue in March 2016. Two large

vases filled with flowers that had hidden speakers with the sound of sniffing.

There is also a short film Sniffing flowers from 2015.

https://vimeo.com/139118895
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Toolbox

- tools that serve the political, questioning

and existential approach

I am in Aberystwyth at a workshop with SITI company at CPR -
Center for Performance Research:

Ellen Lauren, one of the SITI company members, is questioning the
use of the term devised theatre - a term that she finds vague. A
discussion starts on what it actually means, how do we define devised
theatre and are our definitions the same? I become aware of how the
term has its origin in a British context as an alternative to the
Shakespearean text-based tradition. In Sweden it has been presented
as a new work method which is not really correct since most of the
fringe and so called free groups and also institutional theatres have
worked devised for some decades. In the USA one more often speaks
about a collaborative process. Devised theatre is a term that describes
what kind of process one works with rather than what kind or style of
theatre it is. Gob Squad is a group that works in a collaborative and
devised way. They describe how the process of beginning a new

starts:

The Starting point for a piece of work can originate from many sources.
It can be a request, a desire to investigate an idea or work in a certain
place. “The goal is to find an idea so clear that you can sum it up in one
sentence. Then we begin accumulating images and moments and look
for rules and structural principles. The pieces learn from one another.
Often, the things that are abandonded, the ‘waste’ produced in a
working process, become the beginnings of something new.*®

Devising is often described way of working where the process is the

core in the work. In the beginning there is a single question or an idea

%% Gob Squad, Gob Squad and the Impossible Attempt to Make Sense of it All, (Berlin
2010), p 19.
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that one wants to explore. The final performance is unknown territory
and develops throughout the process. Devising is about thinking,
understanding, create ideas and to be spontaneous as well as

structured. Devised theatre often mirrors the current time and context.

Devised theatre is concerned with the complex negotiations and
possibilities of collaboration and ensemble work: micro social models
of interactivity, locating roles, functions within a group, sites for
exploration, methodologies etcetera. The performer is a multi-
functional artist, through the performance. The individuals are
contributing to the creative process and form the group. The process is
in focus, the work and how a performance is composed is formed by
the process. A collaborative non hierarchic process does have an
effect on what kind of performance it becomes. What intentions you
have and how you organize your work is crucial for what kind of art it
becomes.”’ So by making conscious choices you become more aware

of the outcome, and this includes what kind of process you choose.

Gob Squad is a performance collective that works in a devised
process, they are often shifting between theorizing and doing. Theory
gives an awareness of the doing and vice versa. There is a strong
framing and structuring where visual choreographed moments are

combined with improvisational parts and the unforeseeable.

Much of Gob Squad’s work is based on a dramatic structure that makes
it possible to show the pieces without, as is usual in theatre,
reproducing the same sequence of events again and again. A Gob
Squad cue list is used more as an arrangement to improvise between the
performers or gives a framework for the moments of interaction with
the audience or 3 to both set events as well as the unforeseeable. Our
main dramaturgical work is to balance reality and form, developing
strategies to be able to react to random events within a dramaturgy. *°

** Information on devised theatre from MA in devised Theatre Dartington College, a
University that has been important for research within performative, postdramatic
and devised theatre until 2008 when the school was merged with Falmouth
University;

Alison Oddey, Devising Theatre: a practical and theoretical handbook, (London,
1994).

* Gob Squad, p 30.
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As many other groups working in a collaborative devised way a piece
continues to develop and change throughout the whole process and
during the performance period. It is a matter of combining reality,
rhythm, rules and risk. The work becomes a composition of fixed

moments or rules and in between there is room for risk taking.

Risk — embrace the unpredictable — which always can lead to failure.

Reality breaks through and creates space for consistently new,
unformed ideas and improvisations to take place. It is in these moments
of suspense for both the public and the performers that the uniqueness
of the performance, it’s no reproducible nature and the fleetingness of
the moment becomes evident. That’s the reason why our work priorities
open situations rather than set texts and structures. On the one hand it is
a cha}lllenge for us but on the other it gives us a greater scope to play
with.

Risk is a way to surprise and challenge you as performer, and thus
develop your tools. It gives opportunities to develop the relation
between performers and audience or the public. How do we act in an
unpredictable environment where you cannot direct or structure
everything? These unforeseeable moments often create a vivid tension
in the not knowing — is it real or not, was this supposed to happen? I
remember working with Philippe Gaulier*?, and how he described the

clown work as standing on the edge of a cliff all the time on the verge

31 .

Ibid, p 34
32 philippe Gaulier is a French master clown and pedagogue. He studied and
worked with Jacques Lecoq and is the founder of Ecole Philippe Gaulier
former located in London but since 2011 the school has its location in Paris.
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of falling. He meant that this vulnerable position is where you as a

performer either are at your best or worse.

Risk and investment in the strangest places, slipping and hiding. Risk is
the thing we are striving for in the performance but not a thing we can
look for. We look for something else and hope that risk shows up. We
know it when we see it /.../ Investment links to passion, politics and
rage. It slips out in laughter, numbness, silence. Investment happens
when we’re hitting new ground, when we don’t quite know, where we
can’t quite say, where we feel compromised, complicit, bound up,
without recourse to an easy position.*®

For Tim Etchells and Forced entertainment risk and commitment
goes hand in hand. Both Forced Entertainment and Gob Squad are
groups that have worked together for two decades or more.
Continuity and time creates a safe environment. An environment of
trust. This makes it possible to take risks since you trust each other

and have a common knowledge on how to deal with the unexpected.

During a viewpoint session in Saratoga Springs, Anne Bogart stops
the improvisation and tells us that this is not working you are not
listening. Someone has just crossed the scene without clothes,
someone else has been holding a long, too long monologue. Anne
speaks about the urgency to tell or do something on stage and points
out that we are just showing off, trying to show how clever we are.
But this is not interesting to look at and it does not serve the
situation, just get up there if you think you have something really
important and urgent to tell. Commit yourselves to the task, she
says.”*

I sometimes see this urgency, the full commitment, when lecturers
are speaking about something that really engages them. This
commitment is something I sometimes miss when I go to the
theatre. If you as an artist do not have something urgent to tell or

something to risk, you cannot expect the audience to listen.

*Tim Etchells, Certain Fragments (London 1999), p. 49.
*am referring to a View points training session i took part in at SITI company’s
summer school at Skidmore College, Saratoga Springs, New York in 2010.
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Valuable mistakes

In an increasingly aestheticised society, a mistake becomes a moment
of resistance. /.../ We deliberately distance ourselves, through our
presentation and choices of costume and props, from conventional
viewing expectations influenced by Hollywood and popular television
formats. When reality and fantasy images meet, this opposition an
inherent discrepancy produces friction, conflict and deficiencies. We
think that this is exactly where the dramatic and tragic potential of our
work lies.”

I have come to realize that the perfection does not interest me, it does
seldom annoy me nor does it attract me, it is blunt — a hard surface
without transparency. This is also applicable on acting — during many
years | have seen so many skilled actors, technically to perfection but
I have very often found them boring, hard to comprehend and
somewhat closed. Why is that so? Is the reason lack of contradiction,

risk taking and insecurity?

A slip, a gap, a crack — that hopefully makes you question and become
more aware of what is going on. The failure can be the moment that
enables you to put things in relation to each other and make you more

alert to what you actually see.

An actor describes a situation on stage where this slippage occurred.
She was in a play doing this very female cliché character hanging in a
bar flirting — a character that was not so close to her and somewhat felt
very shallow for her. One evening during the performance, the light

suddenly goes off. There is some sort of technical problem that takes

* Gob Squad, p.117.
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some minutes to solve. When the light goes on again they continue to
play but they start from another place, the mask of the female cliché
has slipped off a little and this uncovers the gap between the
role/character and the actual performer. She keeps this ambivalence
between herself being relaxed and this cliché and this makes the
performance more interesting both for the performers and for the
audience. It is a revelation of the interface between the self and the

other.

When creating a composition one important task is to create
possible gaps and arrange a trap for the performers. Instead of
securing every movement and doing on stage you make up a route
with fixed waypoints on the way and in between these points there
is room for slippage, improvisation; space for unknown territory to
explore. This is also where communication starts, we do not know

exactly what will happen and therefore out attention is heightened.

Risk and failure also have a political questioning dimension:

The discourse of failure as reflected in western art and literature seems
to counter the very ideas of progress and victory that simultaneously
dominate historical narratives. It undermines the perceived stability of
mainstream capitalist ideology’s preferred aspiration to achieve,
succeed, or win, and the accumulation of material wealth as proof and
effect arranged by those aims. Failure challenges the cultural
dominance of instrumental rationality and the fictions of continuity
that bind the way we imagine and manufacture the world. Yet
increasingly a discourse of failure in art practice has mapped a vibrant
counter-cultural space of alternative and often critical articulation, in
which conventional standards of virtuosity are challenged and methods
of practice scrutinized and re-worked.*

So by juxtaposing, creating possible gaps, and cracks where there is
room for risk and failure, one can make room for a critical space.
An in-between where the different and the other can flourish, a
place for reflection, fantasy, a place where you can get a glimpse of

other worlds and systems.

%® Sara Jane Bailes, Performance Theatre and the poetics of failure: Forced
entertainment, Goat island, Elevator repair service, (London 2011), p. 2.
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Can you see the real me?

Who are you when performing, what is your position?

Unlike theatre, the performer is the artist, seldom a character like an
actor, and the content rarely follows a traditional plot or narrative.”’

This is how RoseLee Goldberg describes the relation between
performer and material. In Performance Art there is a close relation to
the artists self and the self that is presented. This is something that has

become more common also within performing arts as a whole.

In performance art authentic and often autobiographical elements are
an important part of the artistic work. This is also partly related to
representation and the urge to problematize the artist’s position in

relation to the context and the material one works with.>®

I think that there always is a gap between the artists’ self and the
personage and material being performed. It will always be important
who this person is, me or someone else who acts. If I am the one who
choose the content, the different pieces that I juxtapose, of course my
choices will be coloured by who I am, my history and which context |
operate in. This is my starting point — a position that is impossible to
choose. A position one can describe, problematize and possibly lie
about but not erase. A position that can be put in contradiction, with or
beside a number of other positions, fictional or real. A position and a

gap to embrace

* Rose Lee Goldberg, Performance Art (London 1988), p. 8.
** Ibid., p. 172 ff.
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Gob Squad refers to how they, when they started their work in the mid
90s found it liberating to consider the self as a material for a starting
point. This is a quite common standpoint in many theatre groups today
especially groups working with participation concepts or performance
art influenced concepts. I also associate to Cantabile 2 in Denmark
who works with what they call Human Specific Theatre where the
real human encounter between performer and participant/audience is

one of the main goals. They describe it like this:

A specific quality of Cantabile 2’s Human Specific performances is the
basic principle of non-fiction; abandoning the concept of role and
make-believe. We think that as soon as the spectator recognizes the
performer as playing a role, he will be reassured by the existence of a
distance, a fictitious reality, which keeps a safety line between him and
the performance. Instead the actors reveal intimate aspects or even
secrets from their personal selves. *°

This is a way to try to abandon the illusion that you can actually
become someone else on stage which is impossible and not something
to strive for. Rather it is interesting to relate to the other. Richard
Schechner speaks about restorted behaviour as a distance between the
self and the behaviour. The distance between the performer and the
role/material and the self reflection on this relation. Self reflection is

crucial and a very important part within the performance field.*’

With performance as a kind of critical wedge, the metaphor of
theatricality has moved out of the arts into almost every aspect of
modern attempts to understand our condition and activities, into almost
every branch of the human sciences — sociology, anthropology,
ethnography, psychology, linguistics. And as performativity and
theatricality have been developed in these fields, both as metaphor and
as analytic tools, theorists and practitioners of performance art have in
turn become aware of these developments and found in them new
sources of stimulation, inspiration, and insight for their own creative
work and the theoretical understanding of it.*'

% Cantabile 2 ewplaining the relation between performer and spectator in Human
Specific Theatre, http://www.cantabile2.dk/en/human-specific/ 2015-10-23.
“® Marvin Carlson, Performance a Critical Introduction (New York 1996), p. 4
41 .
lbid., s. 6 f.
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Text Immersion

In the spring of 2014 I was attending a workshop with the director and
pedagogue John Wright* who works with a technique he calls text
immersion — a way to take playful theatre-making into the heartland of
textual interpretation. A technique where one explicitly work with
interspace — the text is recorded an the actors improvise to the text,
with or against it and by this you find how to perform it on stage. This
is not about understanding the text psychologically rather it’s about
playing with the text and to work with the text as a sparring partner.
Text immersion is an approach to theatre-making that is physical and
practical. Instead of discovering the text around a table this is a way to
analyse and learn the text on the floor. Psychology is dead, that was
something that happened in the beginning of last century a hundred
years ago says John Wright. Maybe a little bit drastic but I think

somehow revealing.

Play position and vertical

Some of my Italian colleagues often speak about play-position,
referring to the position of the performer in relation to the text and the
material of the performance to come. The performer has a distance to
the material, the text and plays with it pushing it away, trying to cheat
it, say it in different ways, have fun with it. The play-position is also a
position for interrogation and exploring. The performer can be close to
the material but also far away, meeting the material from different
angles and perspective. There is a discussion and negotiation going on
between performer and the performed. This tradition of work comes
from Russian directors and pedagogues within the late Stanislavsky
tradition such as Jurij Alschitz and Anatloij Vasilijev.” When
working with texts by Plato they found that the play position was the
most fruitful way to work with the text. Platos texts are dense and

theoretical and to perform them by trying to interpret them in a

*? Director and pedagogue from Great Britain with background from le Coq, he was
one of the founders of Theatre Complicity, Trestle and Told by an Idiot.
www.thewrightschool.co.uk 2014-10-18
43 .. e

Anatolij Vasilijev
Jurij Alschitz
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psychological way does not does not work. Alschitz means that
psychological theatre tradition tries to put the material inside the actor
and that it emphasizes on the physical and psychological life of the
role and text. This is the horizontal life of the role according to him, it
is just one dimension of many. This is one part of the work but it is
not the most important, and most often this is information the
spectator get through the text. It is written already, so the actors does
not have to do that all over again. He means that one should work with
the vertical life of the role and of the text; he often speaks about the
personage in this context. The personage is not the role it is the whole
myth, the philosophical thinking and the eternal questions connected
to the text. So it is not a matter of becoming someone else as an actor
it is rather about trying to understand and relate to this personage, the
vertical universe through the text, and this you do by putting yourself
in play position. There is always a distance between you and the

material — an in-between.**

o Jurij Alschitz, the Vertical of the role, (Berlin, 2006)
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Place

The non-visible does not exist
Soon I am invisible

Soon I do not exist

Blue sometimes green

[ am immersed

Embraced by dense material

Everything is different here

The same place - abused

I am trying to grab a stone but I cannot reach it, it is too far

away, though my senses tells me something else — everything

seems a little bit bigger and closer than it actually is. My

eyes cannot see reality as it is. Or is my brain not able to

interpret the information according to circumstances?

You cannot see the abuse under the surface. The ocean is
unknown territory, unnoticed and ignored.

Sometimes this strikes me while snorkelling in the
archipelago of Stockholm. Piles of macaronis, mobile
phones, cutlery, batteries — things people have thrown or
dropped from their boats — dropped down below the
surface where it is not visible and thus do not exist. In the
seventies people still dumped their garbage bags directly
in the ocean. We do not do that anymore but what good
does it make when the big cruise ships empty their sewage
directly into the sea. What you cannot see does not

exist....

The sound of an engine comes from somewhere but I cannot

hear from where. Is it from behind? From in front of me?

From above? The sound hits my eardrums at almost exactly

the same time — this is why I cannot tell where the sound

comes from. It is everywhere. I am immersed in sound.

46



My thoughts goes to when I was in another sea on the
other side of the world — where the hermit crab ran around
with a yoghurt can on its back instead of a shell, the
cuttlefish eggs hatching in a plastic jar and the frogfish
laying on top of a pile of milk tetras — nature adopts — but

for how long and to what extent.

The physical laws do not seem to be correct — my sight and
hearing cannot guide me the way they usually do. Anyhow,
or maybe just because of this, I love this place. There is no
room for everyday concerns; they belong in the other world. I

am in the other — or is it the first?

I am descending — slowly it becomes darker, the colours
slowly disappear, first red then yellow, violet and green.
Everything is bluish in different shades, finally also blue
disappears. The world is in shades of gray. It is silent and
calm. I can hear my heart beat, how air is passing my lips,
slowly filling my lungs and how my breath leaves my body
bubbling through my mouth. My body is calm resting above
the sand in a horizontal position. My breathing makes my
body descend a little bit on an exhale. Inhale and my body is
ascending. In this way I sense my breathing in my entire
body. Lifting, sinking, lifting, sinking. My thoughts are slow.
I feel just great, the slight nausea I felt, is gone, everything is
just fine. I become slightly more stupid here — happy and a bit
stupid. Also this can be blamed on physical laws, the one
about gas and partial pressure. But this I do not care about,

because I am weightless. Free.

Weightlessness gives me other opportunities to move —
sometimes | enjoy hanging upside down or just laying on the
side and wiggle the body a bit so that I end up on my back

face towards the rays of light from above.
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I am somewhere else

In something else

It is a bit colder here, a bit darker, a bit denser

I am floating, flying horizontally forwards, pulled by a slight

current
The everyday world disappears

[ am in my second element

It embraces me as it does the earth

The current gets stronger, I am flying above the bottom and

we are flying.

We are using sign language to communicate; we cannot use

our voices here so we use our hands. Everything OK? It’s

OK! Shall we stay now? OK! OK! One, two, three!

We anchor ourselves with small metal hooks in the ground. I

stay still, but the current is pulling, my hair is pulled, the

current hits my face.

In front of us, slightly to the left, part of a wreck is spread

out, some wooden poles with a tangled net hanging

horizontally waving in the current - it looks a bit spooky.
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An abandoned or lost fishing net - a so called ghost net. It
can fetch fish, birds, seals and other species that all starve
or drown to death tangled in the net. Older nets are
biologically decomposable, but the ones made of nylon or
synthetics can drift around in the sea for years and years.
They sink to the bottom when they are full of fish. The
fish slowly rots and dissolves into the water. Freed of its
burden the net rises and starts to fish again. This happens
over and over again. Only in the Baltic Sea 5.500 to
10.000 nets are lost every year. One estimates that only
within the Swedish parts of the Baltic Sea this means 167

kilometres of net each year.



But this is not the Baltic Sea; it is a totally different part of

the waters that embraces the blue planet.

We lay here for a while, looking around a deserted landscape,
light grey, stony. Everything seems greyish and somewhat
soft, smooth and a bit harsh. We lay here just above the
stones. We wait, looking in all directions, ahead, backwards,
to the sides and upwards. We make signs with our hands to
decide when to lose the grip and go on further following the
current; we are looking at the bubbles from our exhales. We
pass formations of stones and a slight slope. We stop a couple

of more times.

It is time to ascend, to leave this sunken island; we lose our
grip and let our inhale make us lighter we ascend slowly.

Blue comes back, all the other colours slowly emerges as

well.
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The sunken island is situated just outside the island Ticao
in the Ticao straights in the Philippines. The stones around
us are actually not stones they are blasted corals, a result
from dynamite fishing. The first time I heard an explosion
underwater [ was chocked, I thought it was a dive tank of
one of my diving buddies that exploded. It is forbidden to
fish with dynamite but it is still going on, not on a big
scale but anyway. The fishermen that still use dynamite
are often very poor and they neither have the knowledge

nor possibilities to do differently.

Once this was a vivid coral reef with colourful fish, hard
and soft corals that were moving in the current, now this is
gone. The dynamite has devastated the slow process of
building the coral reef. This is wasted land, a deforestation

of the sea. A desert that no one sees — what you cannot see



does not exist. There is lots of Crown-of-thorns here, a star
fish that does not belong in these waters — it is slowly
eating the few corals that are left. It is very poisonous so
we have to be careful when killing it, but we do so to
make the sea a favour, it is one of the few things we can

do to help now.

A shadow is moving in the corner of my eye. It is the biggest

fish in the world — a smaller one but nevertheless. It passes us

slowly, its back with the pattern of a sky with stars — like the

Milky Way — so unbelievably beautiful. We stay and just

follow its movements with our eyes. The next star filled sky

emerges, this time an adult, much bigger. The two star filled

skies circle around us — curious or slightly irritated, hard to

tell. They are so much bigger than us and so slender and fast.

We are so excited by these star filled skies that we lose track

of time and space. But our time here is limited, we only got

60 minutes to spend, we have passed that time, so we ascend,

stay still, ascend again to finally break the surface.

The surface
The interface to the other,

The air

50

The Whale shark is the biggest fish there is. It feeds on
plankton and gives birth to live pups. In the past this is
where whale sharks were hunted. Every year they arrived

to feed in the nutritious waters full of plankton. They
stayed, and still do, for three months every spring. In the
past the water was coloured red by their blood. Now they
are protected and the fishermen that used to hunt works

with guided tours for tourists.

Whale sharks are still threatened because of their fins
being highly valued on the Asian fish market. And as long
there is demand, there will be hunting. Sharkfinning — is a
fishing method where the fish is caught alive, you cut off
the fins of the fish and then through the molested animal
back in to the sea to slowly die a painful death. About 73



million sharks dies this way every year. A bowl of shark

fin soup can cost up to 300 dollars.

Recently a scientific report was published on how the
species living in our seas have been affected during the
last forty years. It shows that the amount of fish, birds,
reptiles and sea living mammals are half as many today.

Healthy oceans are crucial for the human being. We eat
almost the double amount of fish today compared to what
we did in the 1960’s. The global fishing fleet is two to

three times bigger than what would be sustainable.

But what you cannot see does not exist and soon there will

be nothing left of that — that, that you cannot see.

Two voices

The text is written for one voice but from two angles, two different places in the same
void, it is meant as an audio experience, either through headphones or a sound system,
live or recorded preferably with a moving audience, maybe a walk. Other senses could
be involved but hearing is the main sense to perceive with in this work.

The place described does exist. It is the same place from two different points of view,
they are not opposite each other, and they are just two voices of many. I share these
voices with others, the love of being immersed by water while diving, and the concern of
sustainability. The scuba diving has led me to a larger awareness on sustainability when
it comes to oceans and all organisms living there. And how what is not seen easily can

be neglected.

Translating immersion of water into immersion of sound

We live in a visual based society and work that emphasizes perception of other senses
can make the experience of a performance more vivid. You have to concentrate in a
different way and I believe that heightens ones awareness. There is also a quality in the
act of diving that is immersive: the body and mind acts differently in water, it has an
otherworldly impact on you. That, I think alters your view on the world above the
surface as well. And the immersion of water could be translated into the immersion of

sound to give this perception of the other world.
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| remember reading Patrick Modiano’s Missing person in my mid

twenties, and how the book had a huge impact on me — how memory
is an unpredictable but yet fascinating thing. In the book a man — a
private detective - who lost his memory is searching for a man and he
ends up finding clues that lead him to himself. So who is he then?
This twist makes memory question our own ideas about who we are,
and who we want to be. Modiano describes the weave of memories
in a city:
With the passing of the years, each neighbourhood, each street in a
city evokes a memory, a meeting, a regret, a moment of happiness
for those who were born there and have lived there. Often the same
street is tied up with successive memories, to the extent that the
topography of a city becomes your whole life, called to mind in
successive layers as if you could decipher the writings superimposed
on a palimpsest. And also the lives of the thousands upon thousands

of other, unknown, people passing by on the street or in the Métro
passageways at rush hour.*

Memories, like a hidden topography yet to be discovered.

* patrick Modiano, Nobel lecture by Patrick Modiano 2014-12-07, p. 17.
http://www.nobelprize.org/nobel_prizes/literature/laureates/2014/modiano-
lecture_en.pdf
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Our memories form who we are, without memories, who are we
then? Or are we at all? These are questions | ask the audience.
“Memory makes us human. Without it people are turned into a
formless mass that can be shaped into anything the controllers of the

past desire.”*®

This is a piece that | started working on during the fall of 2014 at the
Academy of Music and Drama in Gothenburg. Cecilia Lagerstom led a

Lab forum and the task was:

Choose an essay from the book Re:searching Gothenburg as your
working material and work out a sketch for an artistic proposal, to be
performed in that location or to be related to the place or problem
that the essay is rising.”’
A text about how the architecture and planning of the city exclude
happenings and memories that are not a part of the power structure,
is catching my interest. In her essay SITES OF AMNESIA Ingrid Martins
Holmberg describes how the history of Romany camps are forgotten
in the collective memory of the city. “Those without property and
address are doomed to remain outside the city’s materialized self-

7% S0 how can one reclaim the cityscape by

image and memory...
cheering memories? That is the question | explore in the
performance piece that | develop inspired by the text.

The city’s self-image is intimately connected to who and what is
allowed to take place in the collective memory. The right to the past
in the form of memory is decided by unequal power relations that
give precedence to certain individuals, groups or occurrences, and
such precedence tends to be naturalized over long periods of time.*

The city’s and building’s materiality dictate the self-image of the city.

In that way a selection is made on which stories and memories will be

*¢ Aleksandr Nekrich, Mikhail Heller, Utopia in power. The history of the Soviet
Union from 1917 to the present.. (New York 1986), p. 9.

* Instructions for a laboratory work on performance sent by e-mail from Cecilia
Lagerstrom, professor at the Academ of Music and Drama, University of
Gothenburg.

8 Ingrid Martins Holmberg, “Sites of Amnesia” in Re:searching Gothenburg, ed.
Helena Holgersson, Catharina Thorn, Hakan Thorn, Mattias Wahlstrém,
(Gothenburg 2010), p. 192.

* Ibid., p. 186
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1982 -1 am 19 - It is in June
We are going to see Rolling
Stones on Ullevi; I am going
there with some friends in our
bus.

The bus stops a couple of
kilometers outside Gothenburg
Something is wrong with the
engine and it does not start
again. We have to hitchhike the
last kilometers.

I have nowhere to stay. I meet
some friends; Helene and
Kathrine, I can stay with them
at Kathrine’s aunt’s apartment.
It is somewhere close to Haga,
Linnégatan maybe, or
Olivedalsgatan?

My friends stay in a small room
just behind the kitchen. In this
little room, there is a little door
leading to an even smaller room
- a wardrobe. This is where I
sleep.

Of course the space is too small
So I sort of have to sleep like
this:

Here I lie down on the floor
preferably over a doorstep, in
the door that leads us into the
performance space.

There is a party in the
apartment. Everyone is leaving
their shoes in the hallway, and
sodo L.

An ocean of shoes.

My shoes are swimming with
the other shoes. I don’t know
anyone at the party; they are
much older than us and from
this other city — Gothenburg.
Tomorrow is the concert.

I wake up in the morning; the
ocean of shoes is gone. I can
only find one of my shoes.

A single shoe.

I search everywhere, but no
shoe — NO SHOE

Crisis

What am I going to do?

In the end I get to borrow a pair

of outworn espadrilles.

Without shoes in Gothenburg
That is one of my first

memories of Gothenburg.



remembered. The city contains and hides a myriad of untold stories
and memories, a hidden and forgotten archive. To try to retell some

of these excluded memories is an act of reclaiming the City.

This is what | do: | start with sharing my first memory of Gothenburg
—a very simple memory but nevertheless my very personal memory.
After sharing my memory | invited the participants to share their
memories and thus together contribute to the act of reshaping the
story of the city and make the invisible visible. An act of reclaiming
the story of one’s own neighbourhood. The room we step into is an
immersive space with maps of Gothenburg on the walls. There are
pens and papers to write down memories on, a piece of yarn to
connect the written memory to where it took place on the map. The
room is filled with a soundscape of Gothenburg streets, and pictures
of various locations in the city are shown.

It was a sound, film and picture installation with one performer

interacting with the audience.

By inviting the audience to share their memories and thus reshape
the map we reclaimed and reinterpreted the cityscape together. This
was a performance made in a 1 to 1-7 setting meaning one performer
and an audience with 1-7 participants. By acknowledging each other’s
memories we might be able to see the city in a new perspective.
Street corners that we before neglected will evoke new stories about

what happened in the past and maybe change us a little bit.




Workshop with Cantabile 2

| attend a workshop at Teater3® in Stockholm during spring 2015.
Cantabile 2%, a theatre company from Denmark, is in the process of
creating a network for what they call human specific theatre and in
relation to this a workshop takes place in co-operation with the
Swedish International Theatre Institute (ITI). We are given a task to
create a small human specific performance or encounter:

Tell, in detail, one true, intimate story form your life. Maybe it is a
secret. Maybe it is something you only told to very few people. It can
be from your past or from your present situation. It can be the
description of something that happened (a story) or the description
of something mental, like a fantasy.

Something that is important to you, and that not many people know.

/.../ You will tell the story at the workshop in an intimate situation.
Bring the possible objects/props you might need for this.

Think of what thematics (ethical, political, philosophical, personal)
are important for you in this story.>?

This is an encounter with one performer and one
spectator/participant — the time frame is 5-10 minutes and half the

time should be done in silence, we are instructed to choose a place in

*® Teater3 is a Swedish theatre group who make theatre for children and youth,
they have their own venue in Stockholm.

>! Cantabile 2 is the regional theatre of Vordingborg in Denmark since 1990. They
are known for their internationally recognized Human Specific performances.

>? |nstruction to workshop participants sent by e-mail by Siri Facchini Haff at
Cantabile 2, February 5, 2015.
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the theatre to do this. My choice of place is an office in a very small
room that you reach through walking or almost climbing up some
steep wooden stairs; to begin with the spectator is instructed on how
to reach this place and also where to sit down. | am sitting under the
office desk opposite to where the spectator sits down; | tell her — the
spectator - my story from underneath the desk.

And then in silence | open one of the desk drawers and take out a
black box. | put out a mini tablecloth and then out of the box | pick
out a dollhouse miniature tea porcelain set. | set the tea table neatly;
| serve invisible tea and invite my guest to drink with me. Together
we take a sip in silence.

After that | am the spectator, | am instructed to take a seat in the
auditorium in the theatre. | sit in the seat next to the performer who
tells me a story about a man she once met on a train and on their
mutual attraction. She continues to describe how they half a year
later have a text message conversation over the phone. | get to read
part of this conversation in silence. | get the sensation of taking part
of a secret — something private and intimate.

What | think is interesting in these encounters on equal ground is the
intimacy and honesty that occurs. It is somehow striking how a
meeting with someone you actually don’t know can become so
sincere. It reminds me a lot of some coincidental meetings | have had
in my life — those moments that you will remember the rest of your
life; like the talk | had with an old man on a park bench in Stockholm
when | was 17. He telling me about his life in the building we were
outside of, about and the lush gardens on top of the roof, that | had
no idea existed. | still remember that. The memory of a memory that
you take part of is like a gift - a treasure you get to share.

Encounters like that have taken me towards human specific,
performative and immersive work within theatre. Work where the
sensorial, subtle and sincere meeting is at core. | think the
uniqueness in the meeting between performer and audience is most

vivid within the boundaries that that kind of performing art gives.
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1970s

It is summer or spring I think

It is holiday

I am visiting my father

I live with my mother in another
city

I am really happy to be with my
half siblings and my father

We take photos on the balcony its
one of the last times I see my father
But of course I don’t know that

I am happy

My father and his family live in a
really big apartment — there is so
much space. Rooms, corridors

My siblings have one big room
each

And they have so many toys, like at
least ten times as many as [ have
And they have THE toys

Things I could just dream of

They have shelves along the walls
all the way up to the ceiling and
they are just filled with toys, toys,
toys: teddy bears, soft toys,
animals, lions, train sets, road
racing sets, helicopters, cars, Kites,
farm play sets with cows, ducks,
horses, caterpillars, vans, a dolls
house, a small stove, a little safe
with a real lock, games, all sorts of
things and a gigantic soft green
crocodile with eyes that looks real.
I really envy them, they have such
a treasure, but they don’t seem to
understand that. I want some of the

things so badly, I really do.

The temptation is too big for me, I
can’t resist, [ just can’t; I become a
thief. Afterwards I feel horrible.
Will anyone notice?

A couple of days later

I am leaving; I am going back to
my mother and home.

I am waiting for the call — they will
discover. But nothing happens

I carry the burden of what I have
done

I do not tell anyone

Not until now

I still got the thing I stole

It has been my little secret...

I will show you



iting artist at Sisters Academy

In September 2015 | continue to develop the invisible/visible
performance as a visiting artist together with my co-performer Anna
Mannerheim. We are visiting artists at Sisters Academy at Inkonst>>
in Malmo and within this immersive frame we continue to explore

invisible/visible.

Sisters Academy and the vision of a sensuous society

| am in an introductory meeting with Sisters of hope in Copenhagen.
We — the visiting artists, teachers and researchers - are gathered in
the Dome of visions in Copenhagen. We are all going to participate in

the Sisters Academy at Inkonst in Malmaé.

>* Inkonst is an international art center in Malmé featuring music, theatre, dance,
performance etcetera. Inkonst is focusing on interdiciplinary works and is offering a
platform for experimentation.
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The Dome of visions is
situated in the heart of
Copenhagen; the project is
about putting action into
words and  following
through on new ideas in
construction and urban
thinking and planning. The
dome is intended specially
to inspire and to challenge
regarding the solutions for
the climate challenges to

come.
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Gry Worre Hallberg,>* who is the artistic director of Sisters of Hope,

and Sisters Academy is describing the project.

Sisters Academy in Malmo is a very ambitious project — a
performance experiment. Earlier projects by Sisters of Hope have
been made as a takeover of upper secondary schools. The boarding
school in Malmé is initiated by Inkonst, who invited the project and
this time it is made as a boarding school where students/audience
check in for a minimum of 24 hours to attend the school. During their
stay the participants get to attend classes and gatherings, they get

full board and sleep in bunk-beds in a dormitory. >

The Boarding school was an immersive performance laboratory that
took place at the performance venue Inkonst in Malmao. As a visiting
artist you could stay for a minimum of 48 hours — | was there for six

days and nights divided on two occasions.

The project is an experiment in search of a society and educational
system that values the sensuous and poetic. The idea is to create a
school that would exist in a world that is dominated by the aesthetic
dimension. It is a construction in the intersection between
performance art, pedagogy, research and activism. Participating

guests and performers come from these fields.

> Gry Worre Hallberg has her background in Performance art. She is a co-founder
of a range of organisations and movments within the performing arts some are:
Sisters of Hope, Sisters Academy, A Sensuos Society. She is the artistic director and
head curator of the sustainability project Dome of Visions in Copenhagen and
external lecturer at Performance Design, Roskilde Univeristy.

> Sisters academy, accessed February 5, 2016,
http://www.sistersacademymalmo.se/
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Gry Worre Hallberg speaks about the sensuous society as a critical
wedge that fills the cracks of a society in crisis - the society run by the
economical dimension. She describes how this critical wedge is a
voice, a wish for a society governed by an aesthetic dimension and a
sustainable dimension — for another way of living. The project is a
liminal critical wedge, a performance emerging in the cracks of
society — a way of presenting an alternative life or/and another
perspective. A reaction or comment on a society in crisis. The idea
that performance can be a critical alternative on how we build
society is very close to Richard Schechners description of

performance as a critical wedge.

The Liminal

Richard Schechner is referring to social anthropology and its theories
on liminality. Where liminality has been used to describe the in-
between or borderland that the ritual has within tribal societies. The
anthropologist Victor Turner used a broader definition that was
applicable to most human societies. Liminality is regarded as a time
and place of withdrawal from normal modes of social action. This is
where one can question central values and axioms of the culture
where it occurs.

Liminality is a world of contingency where events and ideas and
reality itself can be pushed in different directions. /.../ Liminality may
be as central a concept to social theory as both ’structure’ and
‘practice’, as it serves to conceptualize moments where the
relationship between structure and agency is not easily resolved or
even understood within the by now classical structuration theories. >

Liminality is the absence of enduring structures, in a performance
it can be described as an encounter with a set of rules or
structures that differ from the real world. The performance

becomes a wedge where the audience or participants can free

> Bjgrn Thomassen “Anthropology and social theory: Renewing dialogue”,
European Journal of Social Theory 16 (2013), p. 198.
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their mind and explore alternative structures. In this sense there is

a possibility for an alternative perspective on the world and the

society we live in.

A poetic self - an expanded me

We are encouraged to create a poetic self something that Gry Worre
Hallberg describes as a heightened version of the self, your inherent
poetic potential. The poetic self is seen as a possibility to explore the
self, you can intensify something within you, something you want to
liberate, provoke etc. She sees it as a way to democratize your inner
potential and that it effects your way of performing and exploring
within the frame of Sisters Academy.

This is close to the self biographical tradition within Performance Art
but also postdramatic theatre where the performers often relate to
the real self on stage. In my research both Cantabile 2 and Gob Squad
describe similar thoughts on the self in relation to performance. Who
are you and what are you representing? what can you represent? are

guestions asked within these frameworks.

Entering

At Sisters Academy both visiting artists and those who come as
participants sign in when coming, going through a small ritual
concerning what one wants to explore inside the boarding school and
also leave something behind, it could be something concerning the
stress or other things bothering you in everyday life. We are shown
down to the dormitory a big hall with about 60 bunk beds. This is
where we build our laboratory or room for our performance/lesson

between two bunk beds. The lessons are assigned by the octopus
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A poetic self - The wind

She was born out in the wild,

wide ocean

She loves to play among the
waves, in the trees and along the

sandy shores

She can be light as a cool breeze

but also furious as a typhoon

She moves in unpredictable
patterns and can be seen in

many places at the same time

She connects the past, present

and the future



who is a poetic self of three performers who has an administrative

role regarding schedule.

When entering I sign in at a desk, a hand is sticking out through a
curtain, [ hand in the acceptance papers to this hand. Then, after some
waiting, [ am instructed to crawl through a hole under the desk. On the
other side I meet one of the evokers, who is in charge of a small
initiation rite, she gives me a white mint caramel and I am asked to
leave a receipt writing down something that I want to leave behind
during my stay. We are served food three times a day. There is a
morning gathering and an evening gathering. There is a soundscape
surrounding us all the time. Everything is designed, lightened up, an
artificial sunrise in the dormitory. Before arriving we have been
instructed to not bring anything with labels or text that can be
associated with the outside world. So there are no labels or texts on
clothes toothbrushes, jars etcetera, no phones. As an artist you can
have a computer maybe a phone... but it is really challenging to be
without, but at the same time quite nice. I meet a lot of different
people in here, both those who are critical and those who love it. The
critique is on that it is heteronormative, hierarchical etcetera.

When creating an alternative structure in opposition to an already
existing power structure one problem is that the hierarchy of the
opposed easily is inherited and thus imbedded in the new opposing

structure. In this case the hierarchy of the boarding school.

Sounds, smells, pictures, textures and tastes are connected to
memories, to specific occasions and places. Our senses are keys to a
hidden story of diversity. We want to explore these keys to the

hidden.
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Voices from within

Dinner for the third time — I
want a refill but there is
nothing left - HUNGRY!!!

I miss HUMOUR, everything
is so serious, and somewhat
fake.

I meet the Chainhand pianist
(poetic self) she plays piano
and, I choose the fox

symbolizing greed...

Daylight is missing in this
place — I visit the gardener
who is in the only room with
daylight, we have a long and
interesting talk. I have a
headache and he cooks some
really nice tea, on his
camping stove...

A moment [ will remember as

a real sincere encounter.

Hierarchy and rules, is that

really critical

It is hard to be without phone
and internet — a bit alarming.

— an addicts confession

Someone says that this is such

a heteronormative world

The vegetarian food is to die
for, really good!

Fine dine chefs going
vegan/vegetarian

experimenting



Invisible/visible within the frame of Sisters Academy

We built a memory lab between our beds in the dormitory. A lab
where the participants/students could share memories and they also
got the possibility to give us permission to put their memories at the
actual spots where it happened in the city, as a memorial. We offered
a collection of sounds and scents to evoke memories. Jars with
different scents, recorded sounds to listen to, a small fan to feel the
wind and some kaleidoscopes. We also shared our own memories in
a performative way. Before entering Inkonst we were in contact with
the Town Archive of Malmo, to get some memories from the history
of the city, we tried to use some of that material — in the end we just
had a book with memories from the city on display. We had 1-3
students/participants at the time some were assigned to take a class,
some just passed by and wanted to participate. We changed the set-
up during our stay to try out different ways through the composition.

| also came back for a second session of three days.
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On passing the square eaghf in the morning when the florists start to unpack
for the market, how paghfing all these colourful flowers made a big inpact on
the owner of the megflory.

A memory of a mgterclass in opera singing and how the memory owner for
the first time gheets a queer perspective and other queer-oriented
collegues, a stghng and positive memory of possibilities.

A good kiss.
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Perpetuum immobile — One memory creating new memories
At sisters Academy a woman writes down this memory and connects
it to a square on the map. | ask her if she wants me to bring her

memory to the square where it happened.
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The third parkbench from the left, in front of the place -
Mollevangstorget

It has been a long day. A long day with little sunlight. Working inside,
preparing for something big. Tired mind and body from having done
too little. In the golden light of the evening | step outside. The bench
calls me. An old friend sits there, holding her face into the golden
sun-rays. Also another person sits there. An old man. He smiles and
makes space so | can sit between him and my friend. We fill the
bench together and sit in silence. How the conversation starts | do
not remember. But it carries us away to far away places. To hot
desert cities, wars and to journeys. To prisons. To now having made a
home, here in Malmo. The old man has wrinkles on his hands that are
landmarks of the journey he has taken to be here. He is infinitly kind.
He smile warms me more than the disapearing sun. Calmness around
him, that sinks into me. Turbulent travels he has been on. A teacher
he has been. A teacher he still is. For me to be here. In his calmness,
in his stories, in his smiles. | could sit here forever. But my belly
makes sounds of hunger that want to be fed. So | leave. Warmed and
nourished by a grandfather from a desert city.

One week later | deliver the memory, it is a sunny day. The square —

Mollevangstorget in Malmo - is filled with market stalls selling \

flowers, fruit and vegetables. There is an ongoing activity of selling
and buying but people also linger in the early autumn sun. There is a
man sitting at the bench where the memory belongs. | wonder if he

might be the man from the desert city in the memory. | start talking
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to him, he is not speaking english nor swedish. Another man comes
up and and asks what | want? | tell the story of the memory, the men
talk to each other. They are not the ones that the memory is about
but we talk, some street cleaners turn up and join the discussion. |
ask if it is okay that | put the memory by the bench and take a
photograph. They laugh and say: as long as you don’t send it to
Bashar al Assad.

After this | return to the Sisters Academy and tell the woman about

how her memory created a new memory when | placed her memory

at the bench in the square. A very simple human encounter but
nevertheless important. A memory creating a memory creating a

memory creating a memory
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Walking, thinking, remembering

The worn cobblestones are so shiny
| feel an urge to take off my shoes
But | do not

The sensation is there anyway

It is just outside the building

A feather makes its way down from the roof and lands just in front of
me

| head uphill to the little square with the fountain

It is amazing that the human being can walk

It is such a fundamental skill that we do not seem to value
Walking

Putting one foot before the other

It seems so easy

Moving forwards

Backwards, maybe sideways

| remember walking with Erik in Hagaparken discussing politics — him
arguing for George Bush junior’s politics. And me trying to argue my
opinion but always losing

Lacking enough knowledge and arguments but still being very
convinced

| still haven’t changed my opinions

Maybe improved my arguments

Walking is somehow fundamental

| love these cobblestones

Laid out in a not so organized pattern
Grass in between

Passing houses with walls in different shades of terracotta, red
umber, ocher

Flowerpots with hanging flowers which | do not know the names of
And the big massive Wisterias that climb the walls with their light
blue flowers

In Swedish they are called blue rain

Wisteria sounds so scientific - everything but onomatopoetic
Onomatopoetic is a word | like, it is what it is 0 no ma to po etic

Via G Garibaldi

Giuseppe, Garibaldi, Giuseppe, Ga, Jiu, Ga, Jiu

The street is steep, walking uphill, almost climbing

Two years ago this hill was an obstacle that | managed to conquer
only once during a week

Before that | never considered walking as a gift
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It was just an ongoing activity that was necessary but not important
Something you did to get to the supermarket or the subway
An everyday sort of thing without value

Moving foot by foot
Walking
An act of freedom

Remembering walking in London with Jonathan

Discussing politics

That time the issue was Reagan’s politics

Me getting so angry that | crossed the street

But | had to follow him on the opposite side

Because | couldn’t find my way back to the squat in Camden

| pass the fountain

A Japanese tourist is taking photos with her phone
She has funny socks and sandals

| take a photo of her taking a photo of the fountain

Documenting documentation to be written about
Is that what we do — observe and document

To put in archives, albums, computers

Why and for what?

| linger in the shade

To hot on the other side of the street

The walls are so beautiful here; they remind me of paintings of
Dubuffet — the ones that looks like he mixed sand and paint in earthy
sandy colours

Remembering me and Peter visiting the Kréller Muller Park in the
Netherlands

Discovering sculptures while walking along paths through the
vegetation

The big iceberg sculpture that one could enter and climb on top of, all
the sculptures were so big and somewhat surprising

It evoked our curiosity and we continued the journey in that way
Now when we talk about that trip we remember so different things
Memory is unreliable but still fundamental — like walking

| walk into the little café order an Aperol or a cappuccino depending
on time of the day, today it is cappuccino

The Wi-Fi code is long and | have to ask twice to get it right

Checking emails while drinking my coffee at one of the tables
outdoors

| pass the gate to the park with the view over the valley
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You can see the ruin of the Etruscan church on the hill across the
fields

Thinking of people.... some are my friends now

We met here

Federico and Giancarlo stealing melons in the field and slipping on
the ground
Laughing in the car afterwards and cleaning off clay with newspaper

The temptation to walk barefoot overwhelms me
The texture of grass compared to the paths of clover
A small difference that tickles the sole of my feet

It is cool

| have the ability to feel this sensation
| have the ability to feel both feet
This was not a reality the last time | was here, on this grass

| have the ability to feel the lace of grass under both my feet
| have the ability to put one foot in front of the other
| can do it - walk.

Tuscania,
September
2015
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One for the sea

A work in progress during a workshop at Cantabile 2 in Stege,
Mon, Denmark in June 2015.

A two to two performance - two performers, two participants

The day before doing this work in progress we get the
instruction to come up with a two to two performance
containing a gift for the audience, walking and that it should
not last for more than half an hour. It is also important to give
proper instructions on how to start and to prepare the
audience on what is going to happen. We get about five hours
to prepare what we are going to do.

This is what we do:

The audience is instructed to walk from the old Sugar plant
where the theatre is situated, down to the sea and follow the
pier, where about thirty sailing and motor boats are anchored.
We - the performers - are standing at the end of the jetty
waiting for them. | have climbed a lamppost and Rasmus, my
co-performer is standing on one of the stones, close to the
water with a large glass jar in his hands. On the ground you can
read one for the sea written with chalk.
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Our audience is arriving at the end of the jetty. We inform them
that we will take them on a tour called One for the sea and we
ask them to have the sea in mind throughout the performance.
We also ask them to think about what their relation to the sea
is. Rasmus climbs down to the sea and fills the glass jar with sea
water. We hand the jar over to our audience and instruct them
to take care of the jar and gently carry it with them throughout
the performance. | pick up a small inflatable earth globe. | point
out where we are on the globe:

Here we are in Stege by the sea and through this sea we are
connected to so many places, this water connects us because all
the oceans are connected around the globe; the Sargasso seaq,
the Pacific ocean, the Atlantic, the Black sea etcetera, etcetera.
Our globe is covered in water — 70% of the globe is covered in
water — and our human bodies contain 70 % water — we have
that in common....

After the Tsunami in 2004 there was a Japanese ship drifting in
the Pacific Ocean before it came to shore in British Columbia; it
had drifted unseen as a ghost ship for two years over the ocean.

We are walking back towards land, Rasmus takes another way
and | am alone with our spectators. | tell them about my
personal relationship with the sea, underwater, scuba diving,
weightlessness, other dimensions, other physical laws, about
the sea giving and taking — about my close friend that recently
died in a scuba diving accident. | ask them to walk with me one
minute in silence to remember the deceased.

We arrive to an old boat laying on land close to the sugar plant.
| leave them - the audience - with Rasmus who stands by the
boat. He is laying things that we found by the sea on the
ground: ropes, bottles, garbage — all things made out of plastic.
He refers to how much plastic are thrown into the water and
how that creates huge areas covered with a soup of small
plastic pieces.

Rasmus asks them to close their eyes and take hold of a rope
and follow him. He tells them about his relationship to the sea
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— how he spent his first five years on a sailing boat, and he
starts to sing / am sailing. During this he leads them to where |
stand close to some fields on a path leading to the sea. | am
covered in a big plastic net. When they open their eyes that is
what they see.

Ghost nets are drifting around in the oceans, every year 5.500
to 10.000 nets are lost only in the Baltic Sea. They drift and
continue to fish. The fish, the seabirds, the seals, that are
caught die in the net. When on the bottom of the ocean the
bodies slowly rot and dissolve and the net slowly rises from the
bottom and starts to fish again. The nets are made of nylon and
will go on fishing for years, years and years. Ghost nets — death-
traps.

We carry the net holding one corner each — we hold it over our
heads carrying it along the path towards the sea. This is where
an unexpected audience appears, we pass a paddock with three
horses. The first horse looks a bit scared and nervous, | think it
is reacting on us carrying the net above our heads and my first
instinct is to lower the net but | do not. There is a moment of
hesitation; will the situation make the horses bolt or what? In
the end curiosity takes over and we are followed by all the
three horses along the path almost all the way to the sea, the
fence around the paddock stops them, and they witness the
rest of our walk from a distance.

We arrive to a wooden table where we have put two empty
glass bottles, two pens and paper — and also a big seashell. We
silently invite our audience to stand in front of the sea with
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their backs towards the table; we silently instruct them to close
their eyes. We cup our hands over their ears so that the sound
from the sea becomes louder and more concentrated.

After that we lead them to the table to sit down and read an
instruction, this is what they read:

We kindly ask you to write a message to future generations as a
memory of what the sea is representing for you today.

When their messages are written, | roll them up and put each
message in a bottle.

Finally we invite them to join us in a toast for the sea. We pour
the seawater from the jar in small schnapps glasses, we raise
our glasses and toast: one for the sea, and together we drink
the seawater. Of course no one has to, but we all do. After this
Rasmus and | take one bottle each and we slide down the slope
to the water where we throw the bottles into the water while
shouting one for the sea

The End

W)

Sketch for the composition of One for the sea

76



Human Specific performing art

A large range of different kinds of immersed theatre projects has
developed during the last decades. With performances like Punch
Drunk’s big scale productions but also small scale one-to-one
performances. Projects where the fourth wall is nonexistent, at least
when it comes to the space. In Punch Drunk’s performances the
performers sometimes act as if you in the audience do not exist and
the audience is also informed not to start conversations with the
performers, but still we are moving in the same space.’’

Within this field of contemporary theatre a new genre has developed

that defines itself as Human Specific performing art:

In the center of Human Specific artwork is the human being.
Within this work encounters between individuals are facilitated. The
ambition of this facilitation is to enable performers and spectators to
be both receptive and responsive to one another in order to render
openness and vulnerability in a mutual exchange. An exchange which
occurs in the “here and now”. In the frame set of a Human Specific
artwork, there is space devoted to genuine encounters, interaction and
presence in a sensuous and aesthetic universe.”

Human experience

Nullo Facchini, the artistic leader of Cantabile 2, explains how he
ended up working with smaller groups of audience and one to one
performances. He was directing a large scale site-specific performance
in the city Vordingborg in Denmark. When instructing a couple of
actors situated on a raft at sea he had to use a megaphone to make
himself heard. In the end he went out to the raft to talk to them. Once
he was out there he realized how far away they were and that they
actually could not see his expressions, nor, for that matter, the
expressions or of any other people on land. The distance extinguished
the possibilities for any subtle communication; there was an obvious
absence of a close human encounter. He sensed that something was
missing in this large scale visual performance — the need to explore a

more close and sincere meeting person to person was raised.

> Josephine Machon, Immeresive Theatres, (Basingstoke, 2013), p. 159 ff.
*8 Cantabile 2, accessed September 29, 2015
http://www.cantabile2.dk/en/human-specific/
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This was the crucial moment that became the turning point for
Cantabile 2’s works to come. Today they have produced a number of
performances with one or a handful people in the audience all based
on audience participation on different levels. They have recently
started a network for what they call Human Specific performing art.>
The network defines Human Specific artwork like this:
e Offers personalized and intimate experiences to the member of
the audience.
e s designed to receive small audience groups or individuals in
order to relate individually to each person
e [s dependent on audience participation
e Facilitates genuine encounters in immersive environments
e Explores and employs different forms of sensorial
communication

e Allows audience members to navigate through an aesthetic and

sensuous universe.*

>’ When | get in contact with the network for Humuan Specific theatre in early 2015
the companies that has joined are: Cantabile 2 (Dk), Secret Hotel(Dk), Sisters
Hope(Dk), Wunderland(Dk), Triage Live Art Collective (Gy/Aus), Balzer-Stoyanova
(Gy/Sp/Bul), Teatro del Lemming (It) — today they have over twenty companies in
the network. Accessed March 10, 2016 http://www.cantabile2.dk/en/in-touch/in-
touch-members/

% Human Specific Theatre”, http://www.cantabile2.dk/en/human-specific/
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In a way this is a form of theatre that wants to democratize the
relationship between performer and audience. This is not an easy task
since the performer more or less set the agenda and have a pre-
knowledge on what is going to happen. What is interesting within this
field though is that one problematizes the relationship between
performer and spectator, or rather participant, in a very conscious
way. Who is participating and who is performing? Who is sending or
receiving is not always clear. This puts the performer in a more
vulnerable position — exactly what is going to happen depends on how
the encounter develops. The form is open and the border between
performer and audience is blurred, and gives an opportunity to take a
more active part as an audience and an opportunity to step back as

performer.

The senses of the actor

Teatro del Lemming are known for their work which often is inspired
by myths and their poetic theatrical language they call Teatro dello
spettatore — their focus is on the sensorial and dramaturgical
involvement of the audience.®’ They work with performances with
small audience groups. They have developed an actor’s training they
call the five senses of the actor. I meet a part the group in a café in
Berlin. One of the artistic leaders Massimo Munaro tells a similar
story to the one of Cantabile 2’s way into sensuous and human
specific theatre. Munaro has a classical training and was working with
classical theatre but felt that something was missing, he wanted
something else. And he started to develop one to one performances,
often with one performer and one blindfolded participant. He also
created performances with more performers than audience. This work
gave opportunities to develop a theatre for all senses®’. Today Teatro

del Lemming work with audience groups between 1 and 33.

®! Information accessed through playbill handed out at the performance occation of
Oddiseo, Theater Forum Kreutzberg in Berlin April, 2015.

"Teatro del Lemming”, http://www.teatrodellemming.it/ accessed April 1 2016.

* Told by Massimo Munaro during a conversation with him, Chiara Rossini and one
company member, in Kreutzberg, Berlin April 2015.
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When I go to see the performance Oddiseo in Berlin 2015, we are 30
people in the audience and there are about ten performers. We are first
invited to sit in a circle in the entrance hall of the theatre space.
Munaro and Chiara Rossini who is a performer and co-director of the
group tell us about what is going to happen, the lights are down and
they have some candles to light up the room. We are instructed to
leave our coats, bags and shoes on the chair. We are also asked to
leave jewellery that could hurt us or the performers. After this we are
led in silence into a black box theatre, there are no chairs; the only
light is candles in glass lanterns. A performer comes and takes my
hand, leads me into a room, someone speaks lines from the Odyssey,
someone blows talcum powder creating a cloud, and a scent. I am
back in the main room, with another performer who tells a story to me
and some other audience members, under a white bed linen sheet. We
all stand in the room, a choir of whispering voices around us. The
performance goes on like this, I recognize parts of the story of the
Odyssey, there is no linear dramaturgy, but we sense the story in so
many other ways. This is a low budget performance, there is no big
extravagant scenography, the only light is by candles, the performers
are all dressed in white and the room is a black box theatre without
audience seatings. Very simple but a nevertheless strong sensuous
performance. It is more about feeling than thinking intellectually. This
is a performance to understand with all senses, in the program it says:
“at the end, the best way to travel is to feel, feel everything in every
way”

So the aim is to make us feel the performance and the story of
Odyssey with all our senses rather than understand in an intellectual

way.

The pre- and post-liminal

In her book Immersive Theatres Josephine Machon describes several
artists and their work within immersive theatre. It is obvious that how
you present what is to come before a performance and how you

approach your audience before during and after is crucial within this
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field. As soon as you step out of the known context of what is
expected at a performance it seems to be of larger importance to be
clear on what the rules are. The preliminal and postliminal phase of a
performance is something often discussed in Immersive Theatres.

Tasso Stevens from Coney describes it like this:

...the idea that the experience of an event for any audience begins the
moment they first hear about it and only finishes when they stop
hearing or talking about it. It’s potentially without end.*

The preliminal phase is a crucial part in how to prepare an
audience/participant and is also a way to equalize the level of
participation. This is where you can choose if you as a spectator want
to participate, and get informed on which conditions this is going to

happen, on equal terms or not.

Field Works office at MDT — this was a performance with a two
spectator audience.”® Me and a friend of mine went to this
performance, we started with filling in a form on a computer and after
that we were led through the office at MDT where the administrative

staff was doing their regular work and the performers from Fieldworks

% Tasso Stevens of Coney in conversation with Josephine Machon, Immeresive
Theatres, (Basingstoke 2013), p. 204

* Fieldworks office at MDT, performance information Stockholm May, playbill and
personal drawings handed out at the perfomance,
2012.http://mdtsthim.se/sv/archive/1265/ accessed February 2016.

Fieldworks webinformation http://www.field-

works.be/?type=productions&txt id=88&linked txt id=88&Ing=eng accessed May
21, 2016.

Field Works — Office was
performed in MDT,
Stockholm in may 2012,
Field Work is Heine Avdal
and Yukiko Shinozaki.
The pictures are from the

performance occasion.


http://www.field-works.be/?type=productions&txt_id=88&linked_txt_id=88&lng=eng
http://www.field-works.be/?type=productions&txt_id=88&linked_txt_id=88&lng=eng

were performing, leading us by showing and communicating through
written messages on regular office A-4 sheets of papers that they got
from desk drawers, copying machines etcetera. It was very poetic and
puzzling, in the end when we stepped out in the foyer, we got two
sheets of paper one with a drawing of the performers and artists that
had created the piece, bowing to thank us for our presence and one
with a drawing of me in the middle surrounded by the artists. This
picture is still hanging on the fridge in my kitchen, reminding me
every day of this performance. The postliminal phase is thus still

going on; I am taking part of Fieldworks creation still....
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Three layers away

Three layers or versions or points of view. When writing a monologue
based on the memory of my father’s death and after that staging it, I
became aware of the process of distancing oneself from reality, but at

the same time getting closer to it. Here I call it layers.

The first layer — remembering. Where it all started? With a memory.
It happened — he died - in the mid 1970’s when I was 12 years old.
First of all the memory itself is probably not exactly what happened
since it is my subjective experience. Secondly time has changed the
actual incident into an almost mythological meaning in the story of
not only my life, but also in the collective memory of my family. It
has been remembered, valued, told and talked about in so many ways
through the years that it is an almost fictional story but nevertheless

true.

The second layer. So I write this monologue and then the memory is
reshaped again. When putting words or rather thoughts, into written
text the memory becomes something else. The written text has its own
rules, grammatical, linguistic, stylistic — and suddenly the story gets a
life of its own. Many authors describe how the story gets a life of its
own and how the writer experiences the process as if story takes its
own way during the writing process. Stephen King describes the

author like a vehicle for the story:

Let’s get one thing clear right now, shall we? There is no Idea Dump,
no Story Central, no Island of the Buried Bestsellers, good story ideas
seem to come quite literally from nowhere, sailing at you right out of
the empty sky; two previously unrelated ideas come together and
make something new under the sun. Your job isn’t to find these ideas
but to recognize them when they show up.®

Of course you as the writer make choices but nevertheless the story is

the core of the writing project and the story is guiding the author.

It’s best that I be as clear about this as I can — I want you to understand

that my basic belief about the making of stories is that they pretty

much make themselves. The job of the writer is to give them a place to
. 66

grow(and to transcribe them of course).

& Stephen King, On writing, (New York, 2000), p. 37.
% Ibid., p. 163.
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This is a process that many authors describe in a similar way. I think
of how Karl Ove Knausgérd thoroughly describes the writing process
in My Struggle. Patrick Modiano describes the process of giving birth
to a text like this:

When you are about to finish a book, you feel as if it is starting to
break away and is already breathing the air of freedom, like
schoolchildren in class the day before the summer break. /.../ And it
leaves you, barely giving you time to write out the last word. It is over
— the book no longer needs you and has already forgotten you. From
now on, it will discover itself through the readers.®’

Almost as if the text had its own life. My experience is that my
memory when written gets an extra layer or maybe it becomes more
distant, more independent, more general, still specific but somehow
more general. It is not just my vivid memory anymore it is something
else - an artefact, a text, it’s given a new shape through language. So,
if me reshaping the memory through time and life is the first layer of
distancing or fictionalizing the authentic, I would say that when I
transcribe the memory, writing it down, and thus putting the
memory/the story into words - a monologue — that is the second layer
in fictionalizing reality. The text is finished and you leave it for a

while.

The third layer. . I haven’t read the text for a while and when I return
to it, it seems to be written by someone else. Of course I recognize it —
I have met the author since we live in the same body. But sometimes
when rehearsing I think what the hell? What did the author intend,
think or want with these words?

When I as an actor work with the text, it is a text, almost someone
else’s words. What is the rhythm of the text, the sounds of the words,
the hard consonants and soft vowels, the repetitions? When to make a
pause, speak fast, slow, the quality of the sound sharp, high or low,
there are so many choices. But one choice has to be made and it

narrows it down to fewer possibilities and thus the performed text

%7 patrick Modiano, Nobel lecture by Patrick Modiano, (Stockholm 2014), p. 3.
http://www.nobelprize.org/nobel_prizes/literature/laureates/2014/modiano-
lecture_en.pdf
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takes its shape. I have a specific position in this process. The text is
something 1 play with and sometimes struggle with; it is like a
sparring partner or a playmate. I consider this so called play position
as a creative and vivid position where the performer so to speak plays
with the material, the text, the character or role. It is a position where
you as a performer work with the material from different angles and
aspects; like a kitten trying out what happens with the ball of yarn, if
you toss it, attack it, sneak up on it, ignore it, etcetera.®® The play
position gives the performer a wide range of possibilities and creates

openness in the process.

The three layers are not further away from reality it’s rather three
different versions of the authentic incident. Each reality or layer has
its own specific rules and circumstances that shape the outcome. The
memory, the text and the performance are three surfaces on the same
sea. And in-between these layers there are room for authors, readers,
spectators and performers. The three layers are like different
viewpoints, different ways of giving shape to something in the past,
all as real as the other one. Like three facets of a crystal. There are no
hierarchy in between them just different medias creating different
forms. In this sense there is great similarity between the process of
writing and acting. As an actor you write the physical form of a text or
an idea — a story, this can be done with or without words. It is a matter
of giving shape. And the receiving of the shape might be another

level. Modiano describes the readers understanding of a text like this:

/.../ the reader knows more about a book than the author himself.
Something happens between a novel and its reader which is similar to
the process of developing photographs, the way they did it before the
digital age.*’
So maybe, the audience that meets or receives the monologue is a
fourth layer, a new understanding, a new facet of the crystal. An open
text that unfolds in the moment it meets the performer and unfolds

again when meeting an audience.

® The play position is a term that the pedagogue and director Jurij Alschitz uses to
describe the position of the actor in relation to a textmaterial.
% patrick Modiano, Nobel lecture, p. 4.
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A Memory

the second layer

Winter. My father has been sick for several years. He is not living in
the same city as | am, so | have not been able to visit him when he’s
been in hospital. | want him to be well again so that we can meet.
Last time we met: my father built a toy car racing track with me and
my half siblings over the whole floor in their room. And then we took
photographs of each other on the balcony. My half brother writes to
me, our father is in hospital again, he has been in surgery and the

doctors say it went well. So maybe | will meet him soon.

Spring. My mother tells me that my father is in hospital again. He is in
coma that means that he is unconscious and very sick. | wish he could
wake up soon. It is such a strange thing — coma — | wonder if one can

think when in coma or even dream. | want him so much to wake up.

Summer. We are in the archipelago visiting friends of my mother; it is
me, my mother and my half brother. It is summer vacation. It is just
after midsummer and it is really hot. We are in the harbour; the ice
cream boat has just delivered ice cream to the kiosk. They are
throwing dry ice in the water it is fizzling, bubbling and fuming a lot.
There is a telephone booth in the harbour. My brother speaks to his
mother on the phone. He gives the phone to my mother and he walks

towards me.

- Mum was crying on the phone, he says. | understand instantly

- NO, NO, NO, it must not be true, DADDY, daddy, no, no, no.

My eyes are flooded with tears. My mother comes and says that my
father is dead. | am lying on the ground, in someone’s lap, | am
crying, screaming. | am crying for hours, my mother and brother do

not cry they are just silent.

We are taking the ferry back to town. Fjardlang, Melfjard, | am crying

all the time, the other passengers, the sunbathing summery people,
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are looking at me. Fiversatra, Soderviken, we are going away from
the archipelago. Kymmendo, Kalvholmen, we are going away from

the summer. Saltsjobaden, we are going away from dad.

We are walking around in the warm city. We bump into some friends
of my mother; we sit down at an outdoor café. Someone asks me
how my summer has been. And | say: one week ago my father died,

and then | laugh. | laugh, it is so wrong, but | laugh.

We are going to the fairground, the zoo, the beach, walking in parks,
we eat lots of ice cream and grade which one is the best. We are
doing things that are fun to remind us of that life probably continues

though the worst has happened.
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Painting by Sven Gronvall

A humble plead for the curiosity within

Yes - No

Black - White

Good - Evil

Orient - Occident

True - False

One or another

This or that

Bla bla bla bla bla bla......

Hard words without openings and nuances
Such dichotomies are simple narrow minded proofs of the urge of the
simpleminded to avoid complexity

Therefore avoid all one-way solutions, try always too see the
complexity, the richness and multi layered weave that the world
embraces us with

Allow yourself to see thousands of threads, ropes and wires
representing thoughts, minds, opinions, politics and wishes

We are all interlaced and tangled together in this complicated,
splendid, complex landscape that we inhabit and together navigate
within

Breathe the smells, stenches, scents, aromas, flavours, essences and
whiffs that the world presents

Try to see all the shapes, colours and shades that occur — allow
yourself to be curious
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Post-text Pre-performance

Supercinema in Tuscania. the venue for The Cosmonauti festival 2015

Open work

So can a performance exist without in-betweens?

A work of art, therefore is a complete and closed form in its
uniqueness as a balanced organic whole, while at the same time
constituting an open product on account of its susceptibility to
countless different interpretations which do not impinge on this
unadulterable specificity. Hence every reception of a work of art is
both an interpretation and a performance of it, because en every
reception the work takes on a fresh perspective for itself. 7

When Eco describes this he refers to how newly written music
composition was far more ‘open’ than earlier composers. A
performing art that has left the forth wall and consciously work with
what is happening here and now is open can sometimes be open to
that extent — that it does not exist without its participants or audience
since they are a part of the performance. The border between
performer and spectator is blurred and the dichotomy, the two
separated roles are not clear, it is instead a matter of degrees of

participation.

"Umberto Eco, “the Poetics of the Open Work” in Paritcipation, ed. Claire Bishop
(London 2006), p 20-23.
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Open process

In this work the Cosmonauti festival’' where I did an open rehearsal
or work in progress performance in September 2015 has been of vital
importance. I have been to this festival six times during the last
decade, and it has come to have an important role in my artistic work.
Without colleagues, spectators and participants the work sometimes
becomes blind or half, and for me the possibility to share the work in
process has been vital. A performance is a shared moment and if not
shared it does not exist. I also think that the possibility to work in an
international context is of great importance, since it gives a wider
perspective on context and content.

This time I did a tryout with some of the texts in this essay as a
performance lecture, combined with a performance that mixed UNs
declaration on human rights in three languages combined with me
weaving a net of red yarn over the room. After that I asked the
audience to share their memories. I also shared one of my memories
with them. Without this work in progress this text and Threads would
not have been possible.

The process manuscript for the performance Threads is included as

the next chapter in this thesis.

Documentation from /n interspace in Tuscania 2015

https://vimeo.com/140723522

' The Cosmonauti festival is a festival of open rehearsals and work in progress for
all performing arts, it was created in 2006 and is organized every year by a group of
former students of contemporary Russian masters. It is now organized in
collaboration with Vera Stasi an Italian dance company in Tuscania one hour north
of Rome. https://www.facebook.com/Cosmonauti/info/?tab=page info, Accessed
April 1, 1016.
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Part5

Vermeer 1

It's not a sheltered world. The noise begins over there, on the other
side of the wall

where the alehouse is

with its laughter and quarrels, its rows of teeth, its tears, its chiming
of clocks,

and the psychotic brother-in-law, the murderer, in whose presence
everyone feels fear.

The huge explosion and the emergency crew arriving late,

boats shoving off on the canals, money slipping down into pockets
— the wrong man’s —

ultimatum piled on the ultimatum,

widemouthed red flowers who sweat reminds us of approaching war.

The ears experience a buzz, perhaps it’s depth or perhaps height. TE:)U—
It’s the pressure from the other side of the wall, RROUCHT JNTO

the pressure that makes each fact float

and makes the brushstroke firm. Ry A wWeZo

CONNECTING THEMZ
W4 S
FtreEDHY
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Hector and the Trojans

;r"

My name is Hector, | remember when reading some book at school

that my name was Greek, a name that was more than 3000 years old.
Hector lived in Troy; he was the son of Hecuba, a hero that was killed
by Achilles. | can hear the voice of Hecuba thanks to Euripides’

tragedy the Trojan women.

HECron Soaacdrep
FHID JLEWE

WHEnE THE wWoermers
bF TR0 - THE TEAT
1§ HCarp FRI T
BaD RECOR P VA4

— A5 A VOICE #2I*

+HE FHST

O ships of Troy,

From those white decks iron men once
sprang,

For ten long years now you have lain
Anchored in our own harbours.

But today you are to sail away again
Taking me, the queen of your city, with you
With shaven head and ravaged face

To be servant at a servant’s table

Did you have to do all this for this;

To bring a blood bath on my people,.
Plunge me and all these women into mourning,
All because you wanted the glory once again
Of sailing across to Greece

To anchor where shame is fathomless?

When listening to this voice | think:
The Greeks who were they? What was so special about them? They

had a beautiful country, nice weather, olive trees, ocean, marble that

(82



gave life to the dead. They had good taste, beauty, philosophy and
they invented the term democracy. They had a complex mythology.
But in spite of all this, and even if they did not need more, they would

one day be gifted with even more treasures: poetry and tragedy.

As when after a long time and when least expected, one suddenly are
shaken by a memory from the past, a memory of committed crimes
in ones youth. Likewise the Greek people were overwhelmed by
regret of the violent crimes committed in their youth. A hidden and
forgotten crime committed 800 years ago — the crime against a
people —the Trojans.

Bloody Greeks!

Drunk with power

Yet frightened of a child.

With Hector dead, our army slaughtered

And our city a cinder

You were still frightened of a child.

If you feared him, you will soon fear one another:
Civil war will do to you

What you have done to us.

And when both Troy and Greece

Have been levelled as war levels,

All that will remain

Will be this little tomb \
Standing among these shattered columns y
On it, it shall bear this inscription: ok
“Here lies a child

Murdered

Because he frightened Greece”

The collective regret, a gigantic bad conscious of a nation, might
sound excessive and unbelievable. But it became the foundation for
the Greek literature, the Greek drama... Take away the Trojan War
and try to forget all victims, all sorrows — and left is less than half of
the Greek literature.

All life’s possibilities

Were held in this tiny hand...

| always said he had his father’s hands.

Now that which moved is still,

Forever still

And the blood congeals on his battered skull.
What waste, waste, waste.

(63




Greek authors committed themselves to process the memories of
this crime. And thus the Greeks themselves revealed all the aspects
of war. Troy did rise again thanks to those who had extinguished
them, those who had sworn to bury Troy so that no one could bear
witness, no voices heard, not even one memory of this city should
remain. But the authors dug up the history from its grave, shook off
the dust and gave impartial testimony on the committed war crimes

of the past impartial, as they would have acted if it was about their

own story.

Now is the mountain of my misfortune capped:
To be carried off

Leaving my Troy in flames.

I salute those flames.

The greatest city the world has ever seen:
-to be populated by rodents,

Decorated by brambles.

| said the Gods were deaf-

That was not true:

They are evil.

It is a waste of time to ask them for help.

This exorcism was never seen before, a toughir;;g and revealing act.
This was the first-time in fh-e hiﬁtdry of .I;r_:r:\"ién_kind when a whole
nation r_i:a‘n'sécked its conscience and processe\‘d its past crimes
through art

And | am Hector, with a name that reminds us about all this. And |

wonder.....
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Part 7

The turtle — part 2

THE STBRY 6083 o
I mourn ARE CiRCL s e Ao T2

THE ¢ fre PETD WHICE

Mourn
SPEA I iWva THE 7TE X/
C
Mourn
A
L]
My beautiful carpets can no longer satisfy my need of beauty. | walk l/

without destiny or interest through the streets.

B
One day -
A

| pass a pet store.
Where a turtle is slowly moving in the window = ~
L BBSESIION

A
BCeAUTY

FrEE LUl

The shell gives me an idea

B
At home with the turtle PATTEINVS

CARLPET S

10§



N~
A g
e
| let it move on the carpets, and immediately | see how the pattern of

the shell corresponds to the patterns of the carpets j Q{ﬂj‘;

c S N
But the shell of the turtle lacks the splendour of the colours of the N N
carpets \\\

A

| bring the turtle to my jeweller and choose the most exquisite stones
B

Rubies

e

Emeralds

A

Topaz

BandC

The turtle now walks around, and creates new patterns with its
colourful shell. With its sparkling jewels that reflects the patterns of

the carpets. \/

A

I am overwhelmed for days, | enjoy the novelty of all these new

patterns.
C

One morning

A
When | enter the lounge, | find the turtle still in a mmerl/a +HE sV & DOS e
BandC e
5 o0.D
It is dead ¢ o +He PEATH (FONE
c CBSESSION

The metals used to fit the jewels in the shell, has poisoned the animal

§ v
| sell all the carpets and start a great interest for A NEW O NE
BandC _

— 15 Boww’
Exclusi\{e ':?a
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Part 8

A memory from the 1940’s

Py ] ;‘- J‘“ w T 4 [/ s2e0 F I O f-’j f_/}’ k’ )
SNV SCAPE - THESEA - IMmERSIVE T+ S COND SCAPE
. b G Wi BETWEEN
N The winters are extremely cold. The ocean turns ifto ice. | can see 9 Ef
PROJECTION J/ ocEAN AND A
s FHE how the cold has turned the waves into ice, and captured them in the PRONE KIND 6F
e scoMND
Gcfo s middle of a movement. Snow is the only thing that lights up at night.
st

p;z;_la& —ctory There is no artificial light. At home my parents have put blackout

meve P
Aeocun)
R tHe
PE

curtains in all windows, so that no one can detect us from the sky.

The blackout curtains are made of some kind of black cartoon, it is
Y v T ",k

thick, soft and shuts"Oﬂt-»a‘ oht. S feels like we Iiveéirl a :ﬁiﬁ ;
(%g cellar. : o ’i-_-J
g) - STy
. e — >
UJ %' :‘t We live by the sea, by the narrow strait; we" R iy ) g \v) %
J & country on the other side. Concrete bunkers are St N § }‘ 4
'; beaches, and the adult men are leaving for military senvig § < T“\ Q
S a4 S
N X N
o B¢ SRR
dj e :"‘ (Sounds of waves along the shore and some noise. Two film N o .,}' MO
<4
> g S projections of the windy beach are wandering on the walls) X’\ X = g 0
Yo
iy pas
o g éb‘ & My aunts, uncles and cousins live on the other side of the water, we ; ! ?;, -
g E Y k. are out of contact for five years. My mother’s brother d v Q;f i ]
‘-'-‘. b iy -~k M
% 2 %: ‘@é in the resistance movement, the silence changesfehéi'“f“’gﬁe beco'mes " B/ g z
U
,\"2 (‘:E ;‘: different and she kind of disappears into herself. < 3.' § :F
‘b v S A > L
¢ 0 L IR~
5 3 Ay There are other family members with oplf infon - §' % e §
J 3 \‘5_.) | 2unt with a cat | - |0Mu5501|m” the ltalian % s é E‘ (%
PSS ™
(Y - %-j dictator. i\l \\? V] N~
2t 3 10 N
9 E é P Our situation is quite good; we have our farm and can change food } *\-} 3 ? " :;1_ §
v W E t for ration cards. Mother and father don’t smoke so tobacco coupons g R fa 3 E Q }
&‘ E_-‘ w . become shoe and coffee coupons. 3 _7‘\1 S\Rj } I’){
7 v a ~
:‘t é THEME — WATE®R , STHQ- ‘;ﬂ; 31\3§§
i C3 2= =yP% " 2" MRy :31 N _Ir\n pl% '_?:
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At night people walk down to the harbor, to night-watch and take

care of the people who come from the other side in boats or walking

on the ice. They come sheltered by night. Refugees from the other /
PERFOVLM N+

. : . faty. :
side of the strait, they pass, to the city, the tents, the rooms, safety AN C REPEENE

It happens that bodies are found along the sandy beaches.
Sometimes the bodies are stored wrapped in tarp in our barn before

they are transported elsewhere.

I am about ten years old at the time.

It is said to be the coldest winters during the 20" century.
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Part 9

Freedom - n the meaning of freedom

a WO‘(‘ T"‘"‘\'P"ﬂ--"
' Fay COpe aben,

Freedom of choice, or

Freedom of will

But if the will is dependent on circumstances, on context; how can it
then be free?

Freedom to have opinions, think and dream /
But | am not an object, at least | don't think so , ‘F ﬂf"’ \
I want to be a subject who makes one’s own decisions; | don’t want cLic He
to be dependent on circumstances and context.

(Here is a free improvisation on the freedom to choose, were the S
actor moves from chair to chair as if she can’t decide on were to sit.

She speaks about how the freedom of choosing, between different

goods and services, rather feels like the opposite of freedom)

Freedom is to be able to move freely, love freely, act freely, write

freely

Freedom is blue, airy and light.

oo od oo OO <——choirs
SR which owne to

- . £ o v & el M
A‘ 1S MOoWnIWNG ﬁflou?\fD IN tHE ,Ai—ﬂm S m C‘;}’U\u-{)ﬁom”
O+ AUDIENCE SEATINGS .. STANDIN @
ot DIFFERENT CHATR( — WHICHT cHAR 1*\-0 CHOOSE T /
+HEe TEXT 15 AN rM]iﬂZox c:!u Wrm?ic/rﬁf/uacﬁm
o WHAT &015 OR SEelv TS TO (HOSE
WS THE LIE’E&LAL/CW)WUT] c JSOCIiETY }
WE 1 VE N . — FREE P oF CHOICE -{;J/\f; 'P[,u
X S6RT &F N&AWWVE ReEFLECTIGN ON werkaa 15 0w W
HHE MEANING 6F FREEDOWM THAT ,poice 18 dreecdom
CAN CONTARNS A WIDE RAWLE OF MEamwe S - 09

(05 op hical
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with A CLENMT—

market down on the avenue today - It was Coop. WA ?35”“ .

WETHPLAS T1C BA
ot SOPER MAR LS

| went to the supe

Anyway they had freedom there; they actually had it for sale.

g So | bought some freedom

i They had freedom T “"[7’0" h

“‘;E They even had three different kinds oDV
But I bought this kind (takes up a package of tampons from the IN RO

E plastic bag) |

‘_‘;‘ It cost 29:90 R o A

§ | mean this is such a smart idea EILM -COMMER L Iy,

“\J\ It is in here — freedom SowmE VYEARS A O

S Here does anyone want some freedom l
This is such a brilliant invention A Stu? D
To pack it in this super small box - . g

ow FREERI™M

And you can just give some freedom te edlly needs AT (LEAS T
freedom WwHEW LIN ket D
We can go to Syria and hand out these little freedom things — there 1P FREEDIM
are eight in each box i A oTHGZ
We can go to Lampedusa, Lesbos, USA, Venezuela or down to the 55\/55:

l
AN EXBMPLE
ot How TH&
MEAVTNL OF A
Is it this easy, do we really need all these negotiations and wod CAN QE‘T

square nearby and give freedom to those who really need it. We can
throw them out of an aeroplane over North Korea as they did with

the teddy bears over Belarus.

agreements and declarations on freedom. This little freedom thing TRCULRRERD
T HE LNV

. ENTHUS A M
FIWDIWG THE ey 18500 v THE

solves everything, we don’t need Brussels or New York. But what is

BZETWELR,
freedom all about? /[
\V/

What does freedom mean? +neEPOVY FneE pa

What is freedom? iN THE CONTEXT w EfE"ﬂ.VDA—}/

| Il hatis i Hy?? e I [,.f\Fe—

mean really, what is it really?: WiTH Tmpdorm
CcuEG For. SEUND T3 STAR T W'Pddl\g‘
UN..- -

o)
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Part 11 Declaratlon of human rlghts
Ly we hgt

/5 hewot /’f 784 -

fl/u@o\ \
Sound gactlén UN’ deglaration gf humafi rights i
nd 's hé‘ard and the"threg”actors begin to create a

net of red yarn, they run around e spdge/room with on =@'

eac’h...

‘f

‘ ondiderando que Ia Ilbertad la justicia
Tt AR R A 7 BT S RO Dy - 9

EHFREH - IEXXHH)

nos

.-_: 5
ﬁﬁ*’\)\k = ﬂéfﬂf‘ﬂfﬂﬁﬁ
EARNE A RS EE,

47

Itrajantes parj la
como la
de un mundolen
seria, disfrutén

gg \umanos han ori%inado actos de barbarijé

(JE= St $%Eﬁﬁtwﬁ%ﬁ- e
Z LB,

LTHLER & ER L2 R

L, TFHEBEEEROAE
PRI A DA R 5B 234 REriE Amangs sean protegidos por

A TEI KL, N\ ; 2adea compelidp al

Preamble ‘5 supremo recurso fe la rebellon contra I tirania y la opfesibn;

LT#H=H IJRE‘.%’EFIEQAEA?FM{E:EYTAWWEZF E HiY

1] ’ " ' i O e ion
i R eﬁ-%;.? el propeve  seiala g st

T A B S NI e fo

ZiE ' e pueblos deflas Naciones Unidas hah reafirmagdo
A it . RulERASA IR FARdg homfre, enla
N AP AR S 2aid Alslad) de derechos
A w enjoy freedom of speech any
en proclaimed as the highest

\J

elled to have recourse, as a
ession, that human rights

Rt of friendly relations

e in the Charter reaffirmed ’
he dignity and worth of the o
and worpen and have

ll better stan{lards of life in larger

dded themselves to achigve, in co-operation
Qf universal respegt for and
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LioHTs s7iLL on

Part 1

Freedom atgording tg

Conk€mporary appeals tO\human rights within our liberal-capitalist

societies generally rest upon theee assumpglons.

1. First, that such appeals

functi@n in opposition to modes_o
fundamentalism that ura' e—0OI essentialize
contingent, historicall

grditioned traits

at the twoMost basic rights are fraedom of choice,
and the right to d¢dicate one’s life to the pursuit\of pleasure
(rather than to gacrifice it for some higher ideological cause).

And third, that an appeal to human rights may form the basis

for a defgfise against the ‘excess of power’.

But these

Assumptions take for granted that our thoughts and

afe free — which is NOT the case!

The/highest form of freedom is love, unconditional love with no
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Part 13

Freedo according to Hanna

NPT~ AND

FILLED |wop TS
|

\v4
WTRONA

occurs when we act creatively and together kreate idead,,

Freedom is nothing inside of me; it is not the \ability to think or\to

will/want. Free is nothing | am and freedom\is nothing | have.

Freedom is something coming to_me_as long as. f@cﬂ and when |

-

@ls the same.,

+HS T&CXT LS I

A= PRI PETT | & Tnee Doy
RASED ON HANMAH XeenD T J
OEFINVI P oW OF FREEDOM
KEDNS S INSP, RY AwRThcle

don’t act the freedom disappears. To be free and

&

mfact . )

—

thing — 1 am free as long as I)perfor
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he got a new name. She told the story of the little, little )

E meEmBERS FiINUEL

but I believe in Umma. Unkpa was my great

named Birgit until she was eighty-two, when

woman

N\ é Part 14
S Ry ¢ .
N L K1, FaithinUmma
N M - | do not believe in God
KN x 2
& i f: grandmother, she was
N
V)
3 iqu
! "‘E whortrad—a 1ittle small
-\g ' iy woman, But | was so sn
g [
3 'Y old woman in'Swedish s
U)\ § Umma thinks | armthé
g ?: t she always give me a bip
0 >%J lie with my head in he
g = G everything. In our fairy
* W doing funny and heroid
u P
lﬁ % it's time to go to bed. T|
a # two beds, where we set
2

IN T+

THE MEniecRy T3 Ul v
Two PeoPLiwm

X s

~

-
>
L

KN

%

- So there. You can just pu

strokes my cheek.

- Good night. she goes to h¢
It is a long time since U

occasionally pull the strir

pulls back, and then | fe
a hymn and read my pr

| believe in Umma.

Before Umma goes to

believe in God, but weé

:rers. Beca

. . for me. | thought that she was |an old
nall that | could not say gumma the word Yor
o | said Umma.

best child in the world. When | visit Umma

ug. When Umma is awake she tells tales. |

I lap,sshe strokes my hair and | may decide
tales, it iS\the poor who wins and only g
things. Umma®gan tell stories fore
hen she pulls out thasofa bed, &0 it becomes
le down.

sleep, she must ppdy. She Khows | do not

o~ read God who6 loves together a
u- 1\
o SO ds so comforting arld | feel safé. Then we sing the hymn Childgen
% but we do not sing the battle hymns, which
b‘
S.J at night.
& time, so she has a lot of pegpleTto pray for,
e
= asleep.
a}
§ ;
- Here, she takes”my hanfl and\she ties a string around my thumb. The
string#sTTong and she ties the other éqd around her own thumb.

| the string anytime if you want something. She

:r bed.

mma died. but I'm sure she can feel

g. And when | do | can cle's eel that she

her gentle stroke ovet my halx, Then | sing

e7 even if | do not believe in God

°g>e</
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WwE HAUE REAMRD THE UesicEe REFSAE W L_H‘-‘-TS/ BUJES. . .

g Dear audience and participants, please pick up the little bag that you TiMmeEe Foa
. CocLeELTIvE
g E got when entering the heart of this room. In the bag there is a paper A_CCT_II"\;: i

THE CITILE RBA«
i : ; EVETLY AULDICNLE
t word or sentence that you associate with freedom on the paper. mEMB O GoT |

THe REaINMT NG

‘a “and a pencil. Take out the pencil and the paper, and write down the

«

\] Y ill now fold a paper airplane, follow the instr e L e

P [ « X CTIow C/MNJ
3 0w I & Take the paper and fold it in half like this CHA-N =

e c a=
< (b N aj' Crease alg unfo{si WE DID TTTHIS Wa
\ kﬁ Y Step 2. Folt
{
§ 4;’ Zl*g And then fold
6y b
v Bl
+ i o
INE ] X3 ¢
S (L A Step4.Now it should log @% -
Li) . S@f Step 5. Fold the top of ? %‘J §
EJ % EEE aligned withtfie bottom of f ﬁx N
< 2 0 F tomg es sharp Eé‘ &
s N7 10 o
o U {{JJ 3 tep 6. Finish the wings by folding down one wjrfg diagonally the top \E- o
ﬁ)_ % L of the wing should create a flat, triaggle shafed surface, like this: ;?
< qt R éf And then fold the other wing like this; E'.a" il
A F = Step 7. Now you have a small pager airplgne. X{ % X
4
L R U ]
Il F 8 | | >
Please put the little plafie back into the smallfag. C & N

F g iy

“ \h g TR\ & ~ oV 3
Eﬂ J Do "
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L = U '\?;VUN(A \,.rHC




RHEART METAPHOIRE ¢S TONNECTED
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THE HTARD par 1

music byLChop'lhand the sd:gnd of ocaan waves is heard

The heart is a muscle, slightly bigger than a fis;c, it weights 256 »- 36(}» e crat 3
gram. It can be described as a blood pump with four cavities with the:‘\'\‘lis.v.\ ARE Dgw'\/
purpose to pump blood through the circulatory systems of the body. E,gg;@NME{L
In that way it provides oxygenated blood to all the body’s tissues and “whw i COTLNG’*fL oF
organs. At rest the heart of a grownup beats 50 to 100 beats per FJM
minute. ot DN et

e At rest the heart pumps out approximately five liters of blood , K NEED o A

to all the organs and tissues of the body . " ¢Tr/o -
f‘"w | s owr M POURIM,

e In one hour it will be 300 liters of blood

e In one hour the heart is pumping out two bath tubs filled with WATE 0 Vet
e HEATS st T

e In 24 hours—48 bath tubs or 7.200 liters
WATES - WHTEWV
W € oW TACT

N it BrosDTALLY
L oo LIKE
pLeEDi WA TP

e In a month —1.440 bath tubs

e Inayear—17.280 bath tubs
e During a lifetime of 80 years it would be 1.382.400 bath tubs

or 207.360.000 liters — approximately 83 fifty meter
Hepet

swimming pools - or maybe a small lake..
= PoUR TN
owe O STACLE FOos— e peERFeRMET e | s THE cor b WATEEL e

INERYA S Q—E%%IHA—Q,DT’ECSEE AV CONTATTS A nedT PepPE IV OUT .- N
cURI VL INTD Y OU & MmovIHt — 2 LURRED
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FIEST TIME | DID A VERS s oF ft-H,cS SCEMNE WasS N THE conTEXT oF

k—\NCL (EAf_ — A TERT LOADED WiTH WwoekN ) AS HEAQRT.-- RDY AND A HEIMTT

BoPY PART] , THE HEROLT TROVE —
'F—“zS‘R_MlM(/L T2 STONE - A"’“Tﬁ,q—-r'w“rwé;’ ! Dio 7 v A-PL/T(H"?\/J/A/‘*L UNMPER_

A TAP 8F PoUuRINL WATEXC . LATER._ | HAVE USEDR RoTLEY Wi TH u 477
WM@,’TﬁA——W@? INTEZOUPRET E IV MAWY gy S —Cf_éﬁwm/c, DRO wps A
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Part 17 /

The End@nd instructions for the paper plane

=

Anna:

TALWI N ANVD CUTti vt THE Vagn, TakiNg

Passing through walls hurts human beings, they get sick from it,

—_

but we have no choice.

It's all one world. Now to the walls.

The walls are a part of you.

One either knows that, or one doesn’t; but it's the same for everyone
except for small children. There aren’t any walls for them.

The airy sky has taken its place leaning against the wall.

It is like a prayer to what is empty.

\ And what is empty turns its face to us

and whispers:

3
3
S

MoS — 13N Nty hyy

Annikki:

“l am not empty, | am open.” < RLAC K ouT
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The little aeroplane, that you have in your little bag, | would like to
ask you to pick it up when you leave this room or when you find a
nice place for your plane to fly. The little paper that you folded to

make the plane weigh 21 gram, it is said that the soul weigh 21 gram.

Take care of your paper plane and let it fly freely. N AY RE MC—OU}’D
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Threads - in the in-between - about meaning and resistance

To begin with I have taken an interest for in-betweens — between fiction and reality,
between the authentic and fictional self. An interest that has led me to other kinds of in-
betweens and borderlands. How can one create a theatre composition by consciously
using juxtaposition and in-betweens. A composition where statements, questions,
pictures, texts etcetera are put side by side. A composition where the spectator makes
their own interpretation in the borderlands of in-betweens. To not strive towards a unison
one-way experience but towards a diversified and multilayered experience is also a
political statement. An existential way of working that tries to look beyond a polarisation,
dichotomies and explanations in black and white.

In September 2015 I did a work in progress performance as a try out for my practical
examination for my master degree in acting. In interspace - between matters that
matter was performed at the Cosmonauti festival in Tuscania, Italy. The performance
Threads is a work that is developed from this try out. Threads is a composition for three
actors.

Inspiration on my way through the master studies has been theatre forms that include
the audience, performances where the so called fourth wall is nonexistent and where the
real authentic encounter between participant and performer is at core. I have met and
seen theatre groups in Sweden, Norway, Denmark, Italy, Germany and Great Britain that
all have developed and incorporated participation in their work. I have participated in
workshops and been a visiting performer with Cantabile 2 and Sisters Academy (both
Danish companies). These meetings and works has been of great importance for my
research and work. The encounter with a sensuous and human specific theatre where a
small group of spectators meet one or a small group of performers has been mind
opening. It is also interesting to see that this kind of performing art has a younger
audience. I believe that there is a need for real authentic and unique encounters. The
performing arts has a huge potential here, we are all actually gathered in the same space
at the same time there is no need to pretend otherwise.

Participating actors on stage: Annikki Wahll66, Anna Mannerheim and Hector Eguia.
Sound and music - Peter Svedin Helleday.

Costumes and Scenography Nonno Nordqvist and Annikki Wahl66

Technical support and light design Lars-Ake Carlsson, Thomas Magnusson

Texts are inspired among others by J.K. Huysmans, Siri Hustvedt, Karl-Ove Knausgard,
the Trojan women by Euripides, UN’s declaration for human rights, Slavoj Zizek, Hanna
Arendt and Eva Erman.

Citations from texts by Slavoj Zizek and from UN’s declaration for human rights.
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Meiying Eliasson, Meritxell Aumedes for your voices declaring human rights.

UIf Friberg, for your nose and film supervising.
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