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Declaration: 

The following work draws on a field of enquiry into contemporary performance that I have been 

engaged with in various capacities since the early 1970s. The recent published works here 

submitted are the result of a number of interrelationships with contemporary performance -as 

researcher, as lecturer, as editor and as writer; practitioner -which have primarily been enabled 

by the Fellowships and Lectureships that I have held at Dartlngton College of Arts since 1992. 

The work represe(lts a focused 'multiple practice' in the field of contemporary performance and 

as such necessarily has a number of different starting points and contexts for the research which 

can be broadly identified as follows: 

1. Visiting and Senior Lectureships at Dartington College of Arts: 

My association with, and research in the area of writing, textuality and performance started with 

my undergraduate studies in theatre at Dartington (1976-So) specialising In 'writing for 

performance' which continued as an area of research and practice In my appointment as 

Lecturer In Theatre at Dartington from 1984-90. During 1992- 94 I was Involved as a consultant 

in the design and subsequent validation of the present Performance Writing degree and taught 

on the course as a VIsiting Lecturer from 1994 -7. From 1997-2000 I have been a fractional 

Senior Lecturer on· the Performance Writing course. This experience has (particularly since 1996) 

enabled the research for a number of writings which directly address Issues of performance and 

textua llty. 

2. Research Fellowships at Dartington College of Arts. 

My Research Fellowships at Dartlngton -firstly from 1994- 96, and subsequently from 1997 to 

the present- have enabled me to continue my research in the field of contemporary 

performance in a number of different ways: In relation to practical and theoretical teaching 

across the undergraduate programme (In the areas of Performance Writing, Theatre and VIsual 

Performance); in relation to conferences, seminars and workshops both In the UK and In 

continental Europe; In relation to the development of my own practice as an artist; and In 
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relation to my editorial work as eo-founding editor of 'Performance Research' from 1995 to the 

present. This experience has enabled the research for writings concerned with wider Issues In 

contemporary performance - particularly published conference and seminar papers, 'pedagogical' 

texts and performance texts. 

3- Joint Editorshlp of 'Performance Research': 

My work as eo-founding and joint editor of this thematically based, International peer-reviewed 

journal on contemporary performance has largely been enabled by the Research Fellowships that 

I have held at Darting ton College of Arts since 1994. The contexts for research that the work of 

the journal has created, as well as the contexts opened through the national and International 

networks of individual artists, Institutions, and theorists Involved in contemporary performance 

practice that the journal participates In, have enabled the research for writings that are primarily 

review-based and editorial, but which extend discourses surrounding contemporary practice. 

Having effectively divided the work Into categories of research writing rather than a 

chronological progression of works, it Is perhaps necessary to state that the 'where and when' of 

the research undertaken to produce this body of published work Is part of a multiple practice 

that Is perhaps best described as spatlalised rather than linear In Its approaches to a focused and 

coherent body of research Into contemporary performance practice. The published output here 

submitted Is my original work [except for collaborations on two editorial pieces- see below] and 

has not been submitted in whole or In part for any other Higher Degree at the University of 

Plymouth or elsewhere. In addition one article 'Ephemera' [ see Section 1 below] Is due to be 

published within this calendar year (2ooo) and I attach a letter from the editor of this article to 

that effect (see p.6 below). I declare that the 1996 'Introduction' to The Connected Body? ed. 

R.AIIsopp & S.Delahunta, Amsterdam: AHK [see Section 3: Editorials] Is substantially my own 

work; and similarly that the 2000 Editorial (with Davld Wllllams) in 'Openings', Performance 

Research Vol.s, No.1 London: Routledge Is also substantially my own work. 

Rlc Allsopp, MA, BA (Hons). 

Dartington College of Arts- July 2000 
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Abstract: 

Richard Davld Allsopp 1 Acts of Writing: Writings on Contemporary Performance 

The work published between 1992- 2000 and presented here forms a continuing meditation on, 

and exploration of contemporary performance. The term 'contemporary performance' Is used to 

refer to practices and discourses In the performance arts that have occurred over the last decade. 

There Is a particular emphasis on those unstable, hybrid and Interdisciplinary areas of 

performance (Including performance art, Installation, 'new' dance, 'experimental' theatre, 'live' 

art) which resist easy definition or categorisation, and which may be further characterised as 

postmodern in the sense of a reflexive, contextuallsed and knowingly problematic practice. 

More specifically the work builds a sustained thesis on contemporary practice and addresses In a 

number ways some of the central Issues surrounding the placing and practice of performance. lt 

focuses on relationships between performance, textuallty, the body, and spatlallty; as well as 

on Issues of context, framing and the place of performance In contemporary culture. The work 

engages with a number key terms applied to contemporary performance Including ephemerality, 

displacement, equivalence and ecology, which contribute to the central thesis that 

contemporary performance Is an unsettled yet always contextuallsed practice which resists 

flxltles and holds Itself between a condition of fragmentation and Integration. 

Contemporary performance Is considered from a number of points of view: 

• as performance: where the events and relationships which constitute performance 

can be documented and mapped; 

• as contextuallsed practice: where the conditions that enable or disable 

performance can be Identified; 

• as process : where the dynamics and media of performance can be situated; 

• as site : where the frames, surfaces and boundaries of performance can be 

examined; 
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• as ecology: where the Internal and external lnterdependencles of performance can 

be Identified; 

• as a problematic: where the terms and assumptions that constitute a reading of 

performance can be Identified and analysed. 

Two key Ideas Inform the thesis that emerges from the work: firstly the recognition of an ethical 

stance towards performance; and secondly the search for a methodology which can disclose the 

dynamics of performance. The 'acts of writing' are seen as an active as well as reflective 

methodology - an engagement with the event of performance understood as a located, 

contextualised practice. The published work presented here sets out some of the underlying 

conditions and methodologies from which my work In the field of contemporary performance 

proceeds. 

As a thesis lt provides sustained evidence of a 'multiple practice'- that Is a set of practices and 

engagements In the field of research that explore what might be termed the 'ecology' of 

contemporary performance from various positions. This multiple practice Is a way of locating 

the work and of attempting to realise an ethical stance towards performance. The recognition 

that the conditions of contemporary performance depend on an Interdependency of contexts 

and that performance situates Itself as an unstable catalyst that oscillates between these contexts 

has enabled me to locate my research Into contemporary performance In the variety of ways 

evidenced by the published output collected here . 

•••••• 
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Acts of Wrltinq - Rlc Allsopp (July :2.000) Declaration 

'Ephemera' is to be published as' Dissertazione su tre lettere e tre ephemera' by Bulzonl Edltore: 

Roma in Biblloteca Teatrale, 'La crisl della crltlca teatrale' ed. V.Valentinl (2ooo). 

liNIVERSIT ..... DECU STUDI DELLA C .... LABRI..a. 

f.\COLT.\' Dl LETTERE E F1LOSOFI:\ 
DIPARTtMENTO DELLE ARTI 

1i010 ARCAVACATA 01 RftoiOE (CGM'Ua) • Cobo I'! 

TfL tQQIAI ~U (ul'llralioo) $qrfL amm. f94l1S 
(~ t9016 (DiruioarJ ln 494.1U 

lo, Valenlina Valenlini. curauice del numero di Hih/ioteca Teatrale "l..a crisi della cri1ica 

lcalrale" di prossima pubblicazione, 

dichiaro che, 

il saggio di Ric Allsopp, "Dissertazione su Ire lellere e Ire ephemera", e slalo accellalo per la 

pubblicazione nel numero di Bihliateca Tea/rate di cui sopra, che saril pubblicalo enlro l'anno 

2000 per conlo di Bulroni Edilore, Via dei Libumi 14 - 00185 Roma, llalia- Tel. +39 06 

4455207. 

Roma, 17 luglio 2000 
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Abstract: 

The work published between 1992- 2000 and presented here forms a continuing meditation on, 

and exploration of contemporary performance. The term 'contemporary performance' Is used to 

refer to practices and discourses In the performance arts that have occurred over the last decade. 

There Is a particular emphasis on those unstable, hybrid and Interdisciplinary areas of 

performance (Including performance art, installation, 'new' dance, 'experimental' theatre, 'live' 

art) which resist easy definition or categorisation, and which may be further characterised as 

postmodern in the sense of a reflexive, contextuallsed and knowingly problematic practice. 

More specifically the work builds a sustained thesis on contemporary practice and addresses In a 

number ways some of the central Issues surrounding the placing and practice of performance. lt 

focuses on relationships between performance, textuality, the body, and spatlality; as well as 

on issues of context, framing and the place of performance In contemporary culture. The work 

engages with a number key terms applied to contemporary performance including ephemerality, 

displacement, equivalence and ecology, which contribute to the central thesis that 

contemporary performance Is an unsettled yet always contextuallsed practice which resists 

flxitles and holds Itself between a condition of fragmentation and Integration. 

Contemporary performance Is considered from a number of points of view: 

o as performance: where the events and relationships which constitute performance 

can be documented and mapped; 

o as contextualised practice: where the conditions that enable or disable 

performance can be Identified; 

o as process : where the dynamics and media of performance can be situated; 

o as site : where the frames, surfaces and boundaries of performance can be 

examined; 

o as ecology: where the Internal and external interdependencies of performance can 

be Identified; 
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• as a problematic: where the terms and assumptions that constitute a reading of 

performance can be Identified and analysed. 

Two key ideas Inform the thesis that emerges from the work: firstly the recognition of an ethical 

stance towards performance; and secondly the search for a methodology which can disclose the 

dynamics of performance. The 'acts of writing' are seen as an active as well as reflective 

methodology- an engagement with the event of performance understood as a located, 

contextual! sed practice. The published work presented here sets out some of the underlying 

conditions and methodologies from which my work in the field of contemporary performance 

proceeds. 

As a thesis it provides sustained evidence of a 'multiple practice'- that Is a set of practices and 

engagements In the field of research that explore what might be termed the 'ecology' of 

contemporary performance from various positions. This multiple practice is a way of locating 

the work and of attempting to realise an ethical stance towards performance. The recognition 

that the conditions of contemporary performance depend on an Interdependency of contexts 

and that performance situates itself as an unstable catalyst that oscillates between these contexts 

has enabled me to locate my research Into contemporary performance In the variety of ways 

evidenced by the published output collected here . 

•••••• 
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Critical Appraisal 

Introduction: 

The work published between 1992-2000 and presented here as 'Acts of Writing: Writings on 

Contemporary Performance' forms a continuing meditation about contemporary performance 

where 'contemporaneity Is just as much a topic for meditation as the diverse manifestations of 

performance in a time after theatre, haunted by the loss of a confident anthropology or a divine 

ecology' (1) . The term 'contemporary performance' is used to refer to practices and discourses 

in the performance arts that that have occurred over the last decade. There is a particular 

emphasis on those unstable, hybrid and interdisciplinary areas of performance (including 

performance art, installation, 'new' dance, 'experimental' theatre, 'live' art) which resist easy 

definition or categorisation, and which may be further characterised as 'postmodern' in the sense 

of a reflexive, contextualised and knowingly problematic practice. (2) 

Contemporary performance is viewed as an 'expanded field' in the sense that Rosalind Krauss has 

used it In relation to sculpture (see Krauss, 1979:) to denote the space of postmodernlst practice 

'no longer organised around the definition of a given medium on the grounds of material or 

( ... ] the perception of material', but rather through the terms that are felt to be 'in opposition 

within a cultural situation'. The notion of a 'field' of work Is also an Important underlying 

concept for my research drawing on for example Olson's proposition of a 'field poetics' (1966:15-

26) and Berger's perception of the field 'as an event in Itself' (1971: 197) to name two early and 

abiding Influences. Contemporary performance Is also understood as an event which confronts 

the conventional fixitles of location and site, its unstable condition allowing it - or compelling 

it- to migrate between a variety of sites, surfaces and media, from page to body, from body to 

wilderness. 

More specifically the work builds a sustained thesis on contemporary practice and addresses 

some of the central Issues surrounding the placing and practice of performance. lt focuses on 

relationships between performance, textuality, the body, and spatiality; and on Issues of 
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Acts of Writing - Ric Allsopp (July 2000) Critical Appraisal . 
context, framing and the place of performance in contemporary culture. The work represents an 

aspect of an extensive activity In the field of performance arts, an aspect which Is hard to 

separate from the wider contexts that have informed and generated it. 

Contemporary performance Is considered from a number of points of view: 

o as performance: where the events and relationships which constitute 

performance can be documented and mapped; 

o as contextualised practice: where the conditions that enable or disable 

performance can be identified; 

o as process: where the dynamics and media of performance can be situated; 

o as site: where the frames, surfaces and boundaries of performance can be 

examined; 

o as ecology: where the internal and external interdependencies of performance can 

be identified; 

o as a problematic: where the terms and assumptions that constitute a reading of 

performance can be Identified and analysed. 

The effect of such a range of enquiry Is to construct a body of work that Is multl-perspectlval 

and which recognises the interdependencles of contemporary performance practice. The thesis 

as a whole proposes and draws upon a 'multiple practice'- a term which I believe usefully 

describes the type of multivalent strategies which constitute much contemporary performance 

work, and which proposes performance as a complex and hybrid form of cultural practice. In the 

spirit of such a 'multiple practice' a range of complementary modalities of writing are deployed 

to examine contemporary performance. These modalltles are further used to structure the 

sequence of the thesis (see below) and differentiate between the 'acts of writing' which 

constitute the work. 

Acts of Writing: 

These 'acts of writing' take their title and In part their Impetus from a short course description 
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Acts of Writing- Rlc Allsopp (July 2000) Critical Appraisal 

'The Act of Writing In the Context of Post-Modern Man' written In November 1952 by the 

American poet Charles Olson: 

The effort is definitely non-literary. [ .... ]The Idea is to enable the person to achieve 

the beginning of a disposition toward reality now, by which he or she can bring 

himself or herself to bear as value. [ .... ]The proposition Is the simplest: to release 

the person's energy word-wise, and thus begin the hammering of form out of 

content. The engagement of each class, therefore, Is the search for a methodology 

by which each person in the class, by acts of writing and critique on others acts of 

writing, may more and more find the kinetics of experience disclosed- the kinetics 

of themselves as persons as well as the stuff they have to work on, and by. 

(Oison, 1952:12-13) 

The course description (3) encapsulates two key Ideas for the thesis: firstly the recognition of an 

ethical stance towards performance (Oison's 'disposition toward reality now ... '); and secondly 

the search for a methodology which can disclose the dynamics of performance (Oison's 'kinetics 

of experience disclosed'). Writing as an active practice -an engagement with the event of 

performance as located, contextualised practice - sets out some of the underlying conditions 

and methodologies from which my work in the field of contemporary performance proceeds. 

There Is explicit and Implicit reference to Olson's notion of 'open' or 'field' poetics within the 

work. My research and practice since the early 1980s has been consistently (If Indirectly) 

Informed by readings of Olson's work. Viewed chronologically, the work presented here moves 

across a range of 'acts of writing' and focuses on a number of different aspects of contemporary 

performance work. In this appraisal! argue for the coherence and progression of my published 

work and Its contribution to knowledge In the field of performing arts, by locating the work 

itself as a 'multiple practice'; and by Identifying the conditions that allow the elements of ~he 

work to cohere within the context of contemporary performance practice. 

The work as a thesis provides sustained evidence of 'multiple practice' -a set of practices and 

engagements In the field of research that explore what might be termed the 'ecology' of 

contemporary performance. This has enabled me to locate my research into performance in a 
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variety of ways: through Initiating new contexts for performance work- for example 

international workshops and conferences such as 'In the Event of Text' (1999) on performance, 

ephemerality and writing, or 'The Connected Body ?'(1994) on the body and performance; 

through Initiating contexts for publication In particular as eo-found lng editor of the journal 

Performance Research which 'alms to promote a dynamic interchange between scholarship and 

practice in the expanding field of performance' and which emphasises its presence as a site for 

performance and as a thematically-based site for discourse; through the contexts of teaching 

and contributing to field of performance studies via workshop, conference and seminar 

presentations; and through a continuing performance practice both as artist/ writer and as 

dramaturg. Each of these has contributed to the multiple practice that constitutes the work 

presented here. 

I would also argue that the body of work also represents a continuing and sustained 

investigation Into the problematics of contemporary performance practice by examining a 

number of key terms within that practice. The terms- for example displacement, ephemerality, 

equivalence -contribute to the central thesis that contemporary performance is an unsettled yet 

always contextuallsed practice which resists fixlties and holds itself between a condition of 

fragmentation and Integration. The attempt to establish a stable and coherent set of structures 

within which contemporary performance can be framed and contextuallsed demands to be 

replaced with what I would see as a 'radical coherence' (4) which resists definitions In an old 

sense and proposes itself as a refusal to stabilise performance Into a consistent set of principles 

or forms. This type of radical coherence- perhaps in a less disturbed sense- appropriately gives 

form and measure to the acts of writing that constitute my published work as a sustained body 

of knowledge. 

Sequence of Published Works: 

In order to clarify the modes of research which have resulted In these collected 'acts of writing', 

I have departed from the single and progressive chronological presentation of the published 

works which might conventionally demonstrate a progressive understanding and engagement In 
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a field of research. Instead I have divided the work Into five categories which, taken together as 

a sustained output since 1992, demonstrate a multiple practice as set out above. The definition 

of boundaries between different modes of research -(some of which will appropriately be 

published outcomes, some of which may be thought of as 'performed', 'edited', or 'organised' 

outcomes)- Is not only Indicated in Olson's course description, but Is a continuing and 

generative problematic for contemporary arts practice. Questions of undecidability, 

displacement, slippage, hybridity are a necessary part of the fabric of such practice and there is 

no reason to suppose that this fragmentation does not permeate and alter the methodologies 

and approaches that are used to articulate and reflect on contemporary practice. In recognising 

that much of the work presented here is 'occasional' - In the sense of responding to places, 

events, requests, editorial contingencies- it becomes necessary to demonstrate a consistent body 

of work. I hope that the sequence of material demonstrates a way In which a thesis can be 

formed from a specific set of practices which include editorial, conference, pedagogical, 

performance, discursive and archival approaches to research. 

The following groupings (each of which run chronologically) are therefore not to be read as 

separate and distinct areas of study and research, but overlap and cross-reference each other. 

They represent as it were five 'overlays', each mapping and Illuminating a different but 

complementary area of the field of contemporary performance practice. 

Section 1: Essays and Papers 

This section provides a series of coherent, discursively self-contained essays 1 papers on aspects of 

performance In relation to textuality, spatlallty, ecology and ephemerality which constitute a 

consistent line of enquiry and argument and a str,ng emerging thesis. This first section brings 

together what may be considered the key pieces of my research work and consists of: 

'Creativity has no Frontiers' (1994) -an Invited conference paper given at the Strzemlnskl 

Anniversary conference in Lodz, Poland and published In INS EA News. lt Is a polemical 

meditation on performance and the pedagogy of performance that maps out the directions that 
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the following work will explore. lt identifies a number of conditions that constitute 

contemporary performance, In particular a dialectic of fragmentation and Integration 

inscribed within the ideas of 'performance image' and' radical coherence'. 

'Textracts' (1996) -an Invited conference paper given In Copenhagen for the Word:Theatre­

Dialogue conference at Kanonhallen. This paper- published In part In the conference catalogue 

-opens up the relationship of performance and textuallty and brings Into play the key research 

questions of an aesthetics of equivalence, the materlality of writing, the boundaries of what 

constitutes a text, and the location and 'siting' of performance Itself. This paper in an extended 

form was published as 'Writing- Text- Performance' (1997) in Performance Research Vol.2, 

No.1 where it forms part of a broader discussion (see Section 3: Editorials below) on 

performance, textuality and language and explores the ideas of the dynamic of performance as 

the unstable relationship between text and its performance. This exploration of the notion of 

'betweenness' in contemporary performance- the Idea of performance as 'unstable catalyst'- is 

further taken up In an Interview with Torlll Braaten on 'Dance, Writing 8c Unsettled Bodies' 

(1998) for Tldsskrift for Teori og Teater (3t) which resulted from a public seminar for 

Oktoberdans In Bergen, Norway. The Influence of Olson Is explicit here with reference to his 

early work [ 'ABCs(2)' In Archeologist of Morning, London: Cape Goliard (1970)] and the 

dynamic of risk and control as a means of thinking contemporary dance practice. 

'Performance Writing' (1999) - Invited as part of a group of articles edited by the late Alarlc 

Sumner for Performing Arts Journal provides a partial survey of the 'origins' of performance 

writing, again with reference to Olson's Idea of the 'act of writing', the extended discussion of 

wrlterly work 'beyond the page', and the performatlvlty of the text In Its own terms. 'Ephemera' 

(1998/2ooo) was given as a Research Seminar at Dartlngton College of Arts In response to an 

invitation from Valentlna Valentinl to contribute to a conference on 'The Function and 

Languages of the Critic'. The paper will be published in Blblioteca Teatrale, ed. V. Valentlnl, 

Roma: Bulzonl Editore and provides a key work for the thesis both In terms of Its methodology, 

Its stylistic approach, Its reference to and use of the key terms of the research -ephemerality, 
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textuality, ecology, spatiality- and Its representation of a 'multiple practice'. 

'On Immobility' (1999) was prepared for a conference on 'iconoclastic theatre' at Chapter Arts in 

Cardiff and subsequently published in the journal Frakcija . Using the descriptive methodology 

of 'Ephemera' it provides a comparative analysis of the work of three contemporary groups 

working on the borders of performance, in terms of a post-dramaturgy where formerly 

oppositional terms such as body 1 environment; presence 1 representation and centre 1 periphery 

now describe a dynamic and fluid field of practice and enquiry. The work manifests in 

temporary zones of coherence and participates in the unstable and problematic conditions of 

contemporary culture. This enquiry into the temporary, contingent and unstable practices of 

contemporary performance is continued in The Location and Dislocation of Theatre' (2ooo) 

commissioned for the IETM conference in Helsinki and subsequently published in an expanded 

version in Performance Research. Here the research concerns Itself with an exploration of the 

frames and contexts of performance and developing the terms of an ecology of performance 

which enables a fluid, reflexive and transforming practice. 

Section 2: Review Pieces 

The modality of my research shifts in this section which brings together a number of occasional 

pieces including performance and archive reviews. The two short performance reviews 'German 

Voices' (1992) on the dance work of Eva Schmale published in the first issue of Hybrid, and 

'Zwlllinge: Episode 7' (1994) on the work of the Zwllllnge Project adopt a fragmented 

phenomenologlcal stance which refuses to place the texts, coming on them with unexpectedness 

and Incompleteness. The review -originally (and properly) titled 'A House with Wings?' (1994) 

published by the Nederlands Theater lnstltut In N.Qtgs addresses among others things the issue of 

context- educational, architectural and Institutional- In relation to contemporary performance 

and the body. This mode of research Into the specific contexts of performance (compare for 

example the article 'Performance Writing' In Section I) Is continued and in some senses 

formalised in the three Archive Reviews for Performance Research each of which establishes the 

inseparability of contemporary practice and discourse from Issues of documentation and 
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archiving, and places- In the case of 'Die Schwarze Lade' -the archive centrally as performance 

event. This section finishes with an extended review 1 article of a production of' Tempest(s)' In 

Copenhagen - published by Reaktion Books In a collection on 'The Tempest and Its Travels' 

(1ooo)- for which I worked as dramaturg. This provides a recent example of a multiple practice 

using a range of research methods. to articulate a contemporary practice In terms of 

displacement, political context and radical textuality. 

Section 3: Editorial Pieces 

This third section brings together the editorial writings for 'The Connected Body?' (1996) and 

Performance Research (1996-1ooo) which In themselves are very dependent on the missing 

context that they Introduce and map. However in another modality of research they map quite 

precise areas of my research as an editor (S)- a role which In Its curatorial aspect at least, is 

concerned with the identification and enabling of appropriate work under tightly focused 

themes. My research as eo-organiser of 'The Connected Body?' conference held In Amsterdam In 

August 1994 and as eo-founding editor of the journal Performance Research plays a significant 

part In the multiple practice that I argue for here. In both cases my involvement has been In part 

motivated by a desire to understand the dynamics of performance through setting up 

conditions and contexts wherein the processes of performance are enabled. The consideration of 

site- the location and placing and contexts of performance- Is central to my research as it is to 

the editorial policy of Performance Research. The editorials that are brought together here 

consist of five pieces, each of which maps a themed field of research the key Ideas of which are 

extended In terms of analytical and critical understanding in the work of the other sections of 

this thesis. The Introduction to The Connected Bodyi' published as a book In 1996 extends the 

problematic of the body In performance in the categories used to propose an interdisciplinary 

approach to the body and performance that structured the conference In 1994. I argue (as 

elsewhere, for example in 'On Immobility' -see p.BB ff.) that the body In performance 

participates In a 'double status' of representation and experience, and that this Is a unstable and 

unresolvable status of the body creates an ambivalent site which In defines the dynamic of 

contemporary practice. The performing body Is proposed in four modes: In relation to healing; 
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in relation to its representation; In relation to its process and In relation to Its cultural 

construction. 

The structured and thematic enquiry into contemporary performance Is continued with a 

sequence of Issues of Performance Research of which I was the Initiating or 'lead' editor and for 

which I wrote editorials. These were 'On Illusion' (1996) -the status of performance as cultural 

practice and as ephemeral 'object'; 'Letters from Europe' (1997)- performance as conversation, as 

text; 'On Line' (1999)- digital and virtual performance; and most recently 'Openings' (2ooo) 

which again Inquires into the status of performance as open, fluid and undecidable process. The 

enquiry In each of these Is paralleled in the work grouped In Section 1. 

Section 4: Performance Texts 

This fourth section brings together two published performance texts as an Important part of the 

multiple practice that this thesis reflects. 'Fire Tables XII'- a Text for Machine Assisted Reading 

Systems' (1999) was commissioned for the third Issue In the Language alive series published by 

Sound 8c Language. The series 'presents writing by artists [ ... ]whose primary bases might be In 

movement, sound, Installation, for example, rather than the written word. [ .... ] In each case 

they do not tell their whole story'. (Cheek, 1995: 1) This last comment Is highly relevant to the 

conception of a multiple practice as used here where the active and written research that 

constitutes that practice necessarily take on many forms In terms of how their language 

materials are processed. In both cases the works Included here sit between conventional 

categories of either 'performance' or 'writing'. 'Circulate 11' (2ooo) was commissioned by Tomek 

Wend land for the Inner Spaces exhibition In Katowlce and Posnan In Poland. Both these 

performance texts occupy the surface and dimensions of the page as site of performance and are 

a part of a two more extensive series of performance Installations exploring ephemerality and 

process: 'Fire Tables'- a ongoing series since 1997 of performed installations exploring the 

instability of the written word. The page work 'Circulate 11' shown here Is a part of a 

series which explores the question of what constitutes 'performance', where and how 'it' takes 

place and who Is knowingly (or unknowingly) involved. Ideas of 'remote' performance, the 
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presence/ absence of agency other than those who handle or read the text as object, or who 

participate in the 'circulation' of the text, are questions which permeates In different ways the 

whole of this thesis. 

Section s: Pedagogical Documents 

This final section provides (in the spirit of an appendix) a broadly pedagogical piece published 

as a contribution to a volume on artist's process and pedagogy. 'Interiors- Exteriors­

Turnarounds' (1996) published In Funkenkl<inge und Wasserzelchen, a collection of artist's notes 

and manifestos which reiterate the 'starting positions' for my enquiry into contemporary 

performance as well as detailing a specific pedagogy for a performance workshop held In 

Germany in 1996. 

Methodology: 

The methodologies that Inform this thesis respond to the circumstances of the particular 

publication -the 'where' and 'when' of appropriate research. However, seen overall there Is a 

consistency about the methodology and the style that it evokes within the work. In particular I 

would point to an ethnographic methodology used more or less throughout, and increasingly In 

the (chronologically) later discursive work (for example 'Ephemera' or 'On Immobility'). (6) This 

means of addressing and analysing the performance event Is knowingly 'descriptive'- dealing 

with the problem of what can be said/ written about performance and how what Is saldfwritten 

about performance both participates In and becomes an aspect of the performance. For example, 

In the final piece of 'ephemera' (In 'The Dislocation and Location of Theatre') which narrates the 

circumstances of two art 'acts', the capture of the decisive moment -only simulated In the 

presence and click of the camera - happens In the act of writing. 

This descriptive methodology- where I as writer attempt to hold In tension 'simple' observation 

('this Is what happened') with the knowledge that this 'simplicity' Is also problematic and not 

innocent, and where I attempt to Incorporate both positions In one register- also extends to 

other aspects of the work: the recognition In the practice of contemporary performance of the 

18 



Acts of Writing - Rlc Allsopp (July :woo) Critical Appraisal 

problem of being caught In between representation and presence (see for example the discussion 

of the double-status of the body In 'Ephemera' or the discussion of the act of lifting in 

'Creativity has No Frontiers'). 

This methodology- part ethnographic, part phenomenologlcal (7)- enables me as writer to take 

responsibility for the growing bodies of knowledge that emerge through the work and that are 

Interwoven and Interdependent on each other. These are the growing empirical knowledge of a 

body of contemporary work; and a body of knowledge on a history of speculation on 

performance and writing -on certain semiotic behaviours and forms of oscillating ontology 

caught between representation and presence. These two bodies of knowledge are held together 

by the consistency and coherence of meditation and the strength of the set of practices that give 

rise to the publications that constitute the thesis. 

In addition the methodology of the work draws on 'field composition' and various forms of 

paratactic or juxtapositional composition (8) which allow the critical, analytical and descriptive 

elements of the work to be brought together In relationships which may be described as 

comprising 'spatlallsed' rather than linear argument, and which allow for the oscillating and 

destablllslng play of meanings that characterise contemporary performance. 

Key Terms: 

A number of key terms that are used through the published works as- to borrow from Gregory 

Bateson's phrase- ' steps to an ecology of performance'. These repeating terms becomes 

increasingly defined through the research and form the basis of the thesis on contemporary 

performance that emerges from the work. The key terms begin to form overlapping sets­

resisting binary oppositions - becoming unstable terminals across which these investigations of 

performance arc and splutter. Here I will simply list the range: 

-ephemerality 1 Instability 1 temporariness 

- immobility 1 materlality I site 

-ecology 1 Interdependence 1 equivalence 
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-dynamics 1 kinetics 1 oscillation 

- betweenness 1 migration 1 catalysis 

-displacement/ disturbance 1 difference 

- frame 1 coherence/ fixity 

- presence; representation 1 Image 

- textuality /spatiality 1 physlcality 

Significance and Nature of the Work and its Contribution to Knowledge: 

To conclude I want to propose that what I have submitted here for the degree of Doctor of 

Philosophy Is evidence of a sustained and continuing engagement with a focused area of 

research In performance practice. The field of contemporary performance has shifted. The 

condition of postmodernity, the continuing absorption and interplay between performance, 

cultural and media environments more than ever calls into question the conventional and 

familiar terms and strategies that limit and confine performance as a catalyst that unsettles 

cultural and social attitudes and perceptions. it is clear that a shift from a broadly unlversallslng 

Aristotelian aesthetic to a distributed, contextualised (and perhaps) post-Cagean aesthetic has 

long since occurred The old structures and forms however persist (often nowhere more so that 

in the emerging areas of digital performance) and I would propose that my publications since 

1992 have attempted to illuminate and Identify a shifted vision of what contemporary 

performance might be through a concentration on the details of such practice and the acts and 

modalitles of writing which articulate and expand that practice. The notion of equivalence for 

example does not in my view reduce the contexts and elements of performance to uniformity, 

but brings with it a necessary recognition that as the dynamic of each of these elements and 

contexts becomes problematic and self-reflexive, so too does our ability to think and re-think 

the place and structure of performance as i,l cultural catalyst. In this dynamic then lies the ethical 

engagement with performance- the 'disposition toward reality now' that Olson speaks of. The 

ecology of performance that begins to emerge Is predicated on such shifts In the relationship 

between performance and site, performance and body, performance and text which my research 

has engaged with. The 'act of writing' participates In the perception and dynamic of 

performance. 
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As with the journal Performance Research where the focus of my work (and that of my eo-

founding editors) has in part been concerned to create contexts where contemporary practice in 

Its most expanded sense can 'take place', so my published work contributes to the field of 

contemporary performance in a number of ways: through 'acts of writing' -how particular 

forms of writing on contemporary performance open the possibilities for rethinking what 

performance is; through bringing together disparate and marginal aspects of contemporary 

performance In a field of research and exploration. 

Charles Olson's fundamental axiom that 'art does not seek to describe but to enact' (Oison,1966: 

61) (despite its unlversalising tone) underpins the sense In my work that the 'enactment' takes 

places at all levels of the work- that each element Is necessary, equivalent and dynamic. In so far 

as my thesis contributes to knowledge on contemporary performance, it maps the usage of some 

terms that I hope have and will enable an articulation and revlstonlng of performance practice; 

and it also makes some propositions for a set of practices with which to explore rather an 

Interpret the contexts and structures of contemporary performance. Olson's project In the 

contexts that he was writing In was 'to take up the fragmented world and find Its living 

connections'. Perhaps such 'living connections' In our own time consist only In the ethical 

tracing of the ephemeral objects of performance, the setting up of temporary zones of 

coherence, of temporary shelters where 'acts of writing' and 'acts of performance' can hold 

between fragmentation and integration. 

• •••••• 

Notes: 

1 From John Hall's unpublished comments (April 2000)- on reading the published work included here. 

2 See for example Nick !<aye's discussion of the tenn in relation to performance in Kaye, 1994:1-4. 

3 See also 'Performance Writing' (1999) in Section 1, p.62 below. 

4 See for example Don Well man's poetic elaboration of this term: 'Who was it that determined that the garden 

should stop at the roadside? The jewel-weed and the figwort growing In the dusty gravel, the telephone poles 

bleeding creosote, and the conversations passing along those wires constitute a radical coherence.' (Well man in 

0 AR$/1,1981:10} 

5 'What are the virtues of an editor? Tact (an ability to cheat?) sincerity (an ability to lie?) and compromise 

(the ability to accept victory as defeat) would seem essential.' (Bill Griffiths, 1999: unpublished correspondence) 
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6 This refers to a tentative style of post-Geertzian ethnography which incorporates the knowledges, 

assumptions and contexts of the ethnographer into the writing of the event. See for example James Clifford 8< 

George. E Marcus (eds) (1986) Writing Culture: the Poetics and Politics of Ethnography, Berkeiey: U.califomia 

Press. 

7 Drawing in particular on Merleau-Ponty (1981) and Stanton. B. Garner (1994) with their 

phenomenologicai approach which examines the world as it is perceived and Inhabited, and emphasises 

an embodied subjectivity as distinct from an abstracting objectification of the world- approaches which have 

played a significant role in the analysis of performance practice. The question of how the embodied subject 

'comes to know and interact with a world of which [he/ she] is always, inescapably and ambiguously, a part' 

(Garner, 1994:3) links closely with the methodologies which I am using in these 'acts of writing'. 

8 See for example Olson (1950); (cage (1968); Gefin (198:1.); Ulmer (1987); Landow (1997). 
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(1994) 

'Creativity Has No Frontiers' 

IN SEA News, No.1 ed. Wieslaw Karolak 

Lodz: INSEA, pp.6-11 

'City Tree'- photo © Flo Fox, 1983 (detail) 
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Creativity Has No Frontiers 

Ric Allsopp 

1. The lines that form this Image (City Tree - Flo Fox, 1983) participate In a number of 

possible relationships and readings between Ideas of fragmentation and of Integration: for 

instance the lines may be read as forces that help to bring about the fragmentation of 

oppressive, hierarchical control- breaking up deadening structures, transgressing formal 

boundaries that limit creativity- the Image could be an Icon for the recent social and political 

revolutions in Eastern Europe brought about partially by the appositional work of artists and 

theatre performers; at the same time the lines can be read as a means of healing and integration 

-forces that provide 'living connections' between the rubble of the fragmented world -for 

example the recent materialisation of cultural events In Sarajevo that see the cultural necessity of 

'magical operations' alongside rational aid, In a context where aesthetic actions might be 

thought to be of marginal use. 

What concerns me here Is not so much what this City Tree Image means- since lt will 

participate In many meanings depending on context- but rather, how to make Images that 

speak for our own tlme,and cultural and social circumstances. Wladyslaw Strzemlnskl's utopian 

Idealism- that 'the aim of art Is unity of composition', the 'pattern that connects' as Gregory 

Bateson puts it- Is hard to Imagine as we find ourselves shifting from Aristotelian to Cagean 

aesthetics In a context where political, social, economic or religious certainties are no longer 

with us. 

2. lt Is fragmentation that best characterises the post-modern, post-industrial condition 

that we live In. A fragmentation that ruptures the traditional fabric of the aesthetic sphere as 

much as lt is evident In wider social, political, economic and cultural realms. The shattering of 

boundaries, political frpntlers, cultural certainties; the breaking of the pictorial frame, the 
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traditional site of the art object; the theatricality and dramatisation of everyday life especially In 

the consumer cultures of the West; problems of cultural Identity, nationalism, the Identity of 

the self, subjectivity -all these signs and symptoms point to a condition of late 2oth century life 

that is becoming normative. To make sense of this- if it Is still possible to think In such terms­

we have to seek new forms of radical coherence that no longer turn to exemplary historical and 

cultural models of the past two thousand years- the )unk of history' that has failed us- for a 

new sense of direction and integration. 

In the last twenty five years many forms of visual art have turned towards the processes of 

theatre and performance as a means of radically reconceiving the self-contained or 'unitary' art 

object. Since the 196o's the increasing effacement of the art object and its gradual 

disappearance has left only traces, stains and fissures In what seemed to be a coherent social, 

cultural and aesthetic fabric. 

Museums and galleries, traditional sites of the art world, increasingly bring our attention to the 

structures and contexts of the edifice that houses art Itself, rather than to the objects displayed 

within- corners filled with fat, floors covered In rice, walls covered in hand-prints or broken 

through, doors boarded up, windows mirrored. As fast as the art object de-materialises and 

disappears from one familiar site so it seems to reappear again In other newer cracks and lesions 

In the cultural fabric- Infinitely adaptable and resourceful. 

I am pointing to a dialectic here -a continuous tension between fragmentation and Integration, 

a tendency for the art work to fluctuate between the autonomous and the social, a tension that 

provides the possibility of a 'new authenticity' that embraces notions of Integrated as well as 

fragmentary experience. 

3· This tension was pointed to by the poet Charles Olson - the first self-consciously post-

modem American poet- when he wrote In the 1950's that our task In attempting to create a 

'human universe'- a place where we can dwell In sympathetic and constructive relation to the 

range of cultural, environmental and affective processes that determine us- Is "to take up the 
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fragmented world, and find Its living connections" and this provides a key reference point for 

this paper. 

What did Charles Olson mean? He certainly had no Interest In trying to stick things back 

together according to rationalist historical or aesthetic principles which had, from his 195o's 

perspective, so obviously failed to provide a 'human universe'. His post-modern outlook pushed 

him to find a radical coherence where the art object (whether literary, visual, performative or 

musical) Is both a social object -a complex relationship of fragmentary materials that Involve us 

in the world - and performs at the same time an projective, Integrative and critical function. 

The 'City Tree', though coming from a different context and time, provides me with a 

visualisation of Olson's Imperative and, as a representation of 'tree', might have provided 

Wladyslaw Strzemlnski with a demonstration of what art Is not, since the processes that give 

form to trees (cell division, environmental factors) for him had no place In art. What would he 

have made of the music of John Cage, the dances of Merce Cunnlngham or Debora~ Hay? The 

form of art and the art Image itself- which term I will return to - Is never separated from other 

processes of life as Strzemlnskl seems to have suggested. 

Whilst I believe that an Image has life of Its own, formed by varied processes, this 'life', If we can 

call lt that, can never be entirely autonomous. any more than Individuals can be separated from 

their cultural context. The rationalist project has In many ways caused a separation from our 

environment, Including our attitudes to our bodies- the division between body and mind, 

between the cognitive and the sensorial. lt has marglnallsed the magical, the collective and the 

poetic in favour of the rational, the Individual and the prosaic. 

The biblical narrative of 'golden calf' which concerns the 'worship of graven Images' can be read 

as a metaphor for the rationalist arrogance that Imagines we can create things that are not 

influenced by other processes- that are seen as autonomous, self-contained. This Is a frontier 

that creativity might pause at, where we might ask the question of 'creativity In service of what?' 

Is 'creativity' free of contexts? lt seems to me 'creativity' can serve materialism and destruction, 
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or mutual exchange and Integration in equal parts and that this Is a responsibility we have to 

accept. 

But this might already be seen as old thinking, old forms, old metaphors- creativity can no 

longer defined by Its end, by product; creativity Is not a category, a finite process defined by Its 

end, determinate and unified. The creative process, Is simply that: a process - not purposeful or 

causal In an Aristotelian sense- but playful, contradictory, uncertain, transformatlve, generative 

-the 'golden calf' become an alchemical process. 

4· The line that provides the opposition (In Strzemlnskl's constructlvist thinking) between 

direction and dimension, and which he sought to renounce- along with rhythm -because of Its 

divisive properties, In favour of 'unism' has becomes in the post-modern aesthetic the space of 

enquiry, the locus of investigation, the site where what I will call'performance image' leaves lt 

trace, its presence. The line (metaphorically seen as a crack or fissure or tear In the cultural/ 

aesthetic fabric) becomes the site of an exploration of the ephemeral and disruptive aspects of 

the art event, the site of the reappearance of a radically shifted art object, a slgnifler of 

difference. The line Is no longer seen a simply divisive or as a formal boundary, an object In 

which properties reside. lt is seen as an uncertain and transforming set of relationships that find 

sense and function on the basis of what one can do with lt , how one can actively collaborate 

with lt, rather than passively observe it. 

s. Last April, prompted by a moment In a dance work performed by students In 

Amsterdam, I tried to write down what for me were the conditions of the art work- what it was 

that provided me with the motivation to keep teaching and making performance, what kept me 

interested in this field of aesthetics. The moment In the dance that provoked me was a moment 

of flight- a man jumping Into the arms of another, capturing energy In the same way as the 

French photographer Lartigue had done In his studies of bodies In flight. Nothing unusual in 

this movement except the particular Image that remained with me- the freedom and trust with 

which his body moved through the air and was caught. The writing became an attempt to re-

think the art object as 'performance image'- an object no longer autonomous and contained but 
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an event essentially ephemeral, live and crossing boundaries of visual art, music, theatre, dance. 

The text I call 'In a Moment of Flight' and lt consists of a number of polemical statements 

concerning 'performance Image'- itself a problematic formulation, but something that I take to 

be the fire at the centre, the energy of aesthetic experience. 

In a Moment of Flight 

What Is it that performance gives life to? What Is it in performance that remains in 

memory? What are the residues, stains, traces that linger and provoke us? These fluid 

images, which we desire, which we avidly seek, which constantly surprise us- occurring 

in the collective present, taking place In the Immediacy of perfor.mance- remain the 

most transitory of ghosts. 

Performance image has Its own life- like fire 

Performance image Is only 'known' through participation in the collective space that 

enables it to take form 

Performance Image breaks with the objective, perspectlval space of modernity, the space 

of extension, the observational space of humanism 

Performance Image flows around the body of performance, (performer/ spectator/ site) 

encountering resistance, slowing down, speeding up, looping back In on Itself, 

multl-perspectlval 

Performance Image takes place In relationships, moving along pathways that Include the 

physical, cognitive and affective processes of performer and spectator 

Performance image forms Itself as a virtual/ Imaginal world that breaks through the 

surfaces of the sensory/ perceptual world at many points 

Performance Image resists/ transforms the subjective, generates something beyond Itself, 

making connections outside Itself 

Performance Image emphasises the generative and transformatlve over the Imitative and 

representational 

Performance Image Is exchanged as gift, not as commodity 
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Performance Image exists In an act of trust, 

a leap into open space, 

a moment of flight, 

the flash of a firework against a darkening sky. 

I would hope that these statements are provocative as well as marking a position that I hold. I 

would like to draw out one of them. 

'Performance image has its own life- like fire'. Here the Idea is- at least from a composltlonal 

point of view- that at a certain point In the process of making work, the work- the 

'performance image' that is coming into being -takes on Its own life. lt is at this point that the 

material underhand becomes generative and transformational, that the 'living connections' take 

shape. The performance Image begins to take on Its own meanings, have Is own dimension that 

is not separated from the process that created it, but a extension of lt. In this way the artist does 

not relinquish responsibility, but recognises that the 'art work' Is participating In meanings that 

are not and cannot be completely determined by the artist. This life Is not a completion, a 

closure, but a constant process of moving towards form that recognises the uncertain 

relationship between the rational and the emotional. This 'life' of the Image Is In a sense the 

result of a magical operation -that Is the parts of any process that resist the rational, that go 

beyond what we can know, that can provide Insight, that break through the boundaries of 

technique or skill, that allow Imaginal/ physical actions to be effective but not necessarily 

logical, that can begin to realise the 'unseen', the 'unspoken' that Is constantly hovers around the 

margins of our experience. 

6. Performance Image, like creativity, tends to resist and perhaps should resist definitions. 

In that sense Its frontiers are constantly mutable and transforming. I feel committed an idea of 

creativity In so far as I try to enable people to work with: 
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• the details of what Is there, the material to hand, rather than with abstractions, 

with already formed Images 

• the 'action' of doing something in performance circumstances rather than 

'acting' 

• the traces and Images that such action generates 

• attention to physical presence, to object and to site 

• the possibility of 'magical operations'- that Imaginal/ physical actions can be 

effective but not necessarily logical or rational and that can begin to realise the 

'unseen', the 'unspoken' 

• compositional strategies that allows material to move towards form rather than 

be determined by structure 

• an attention, a movement that goes from idea to action/ from body to image 

• the possibility of using creative means to re-enchant/ re-claim the alienated 

realities that surround us. 

What Is Important Is trying to make something together, a 'something' that In this Instance 

might be called performance -that Involves the creative efforts of a group of people In a 

particular time and place- that invokes something that cannot be totally predicted in advance­

that in some sense or other Is given Its own life, a 'life' that provides an Imaginative and 

regenerative energy for people Involved (as spectators 1 participants or performers); a 'life' that Is 

not divorced from larger cultural, social, political, or environmental realities. 

These processes are centrally concerned with the experience of the moment, In what Is 

happening as people come together physically, Imaginatively, socially, as individuals or as 

groups, to do something, to make performance images together. This experience always resists 

description in the sense that much of Its activity Is happening as a live event, the thing Itself, 

rather than a reflection about, a description of, the thing. For example, asking a person to lift 

another person from the floor is an Instruction that is easily grasped In the mind. As an action 

that engages you In the present problem of how it Is done, or Indeed what lt might begin to 

mean for someone watching, lt is something that requires a different set of 'understandings' to 
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realise the instruction. lt is this different set of 'understandings'- this shift In attention, an 

ability to engage with what Is in front of us, that Is Important. 

The insistence on an attention to the 'dimension of the present moment' (as Mlroslav Holub calls 

it)- at least as an approach to making performance- finds an expression In the way that 

materials as well as 'time' are used. This Is not a reductivist approach to 'things as they are', or a 

belief in some 'absolute' nature or quality, but rather a recognition that 'things as they are' 

(simple actions- walking, sitting, standing; materials- salt, metal, fire) are already complex 

enough without the Imposition or overlay of additional meanings. 

Octavio Paz, with reference to the work of Duchamp, describes the art work as a 'machine for 

producing meanings'. In trying to strip away assumptions, expectations, conditioned responses 

in order to arrive at the material itself, we hope to arrive at where the work begins; letting 

things speak for themselves, find their own life, and engage In the Inherent emptying and filling 

of meaning. 

Such processes can only bring performance material to a point of contact -things are put In 

relationship, Images are starting to occur, to deepen, but the broader sense of (radical) 

coherence or 'living connections' is only hinted at. Thus any 'performance' will be pitched at this 

point of first recognition of material- essaying: trying things out to see how they/ If they fit. 

The 'life' that begins to inhabit the reality that Is formed between the intention of the 

performance maker(s) and the perception of the spectator(s)- what Marcel Duchamp refers to as 

the 'difference' that Is the work itself- makes its first meanings here. 

Support for art work as a form of gift-giving, of Imaginative exchange (particularly in 'live' 

media) Is particularly important In a cultural atmosphere dominated by consumerism and 

materialist values. Art work provides us with a means of re-imagining and re-forming our 

individual and collective futures that can be freed from conventional expectations and values. 

Victor Schklovsky put it as follows: 
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Art exists to help us to recover the sensation of life, to make the 

stone stony. The end of art is to give a sensation of the object as seen, 

not as recognised. The technique of art is to make things 'unfamiliar', 

to make forms obscure, so as to increase the difficulty and the 

duration of perception. The act of perception in art is an end in Itself 

and must be prolonged. In art, lt is our experience of the process of 

construction that counts, not the fin I shed product. 

The product Is never in a sense 'finished' but constantly involved In a shifting reception of its 

meanings in a given context- If thIs Is the case then we as artists are Impelled towards 

engagement with processes that embrace both our affective, emotional, and physical selves and 

our rational, structuring inclinations. 

7. A final thought might be taken from working In and with landscape- here we are 

confronted with no beginnings, no endings, a place that can be entered at any point, dissolving 

borders. The process of working in landscape thus challenges the notion of the frame and the 

viewers ability to contain it, announcing Its own Incompletion and forcing the frame to become 

a 'frame of mind'. As another American poet Wllllam Carlos Wllllams suspected, In this context 

which is both metaphorical and actual, the local becomes the only universal- we begin to give 

life to that which Is In front of us. 

+++++++ 
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Textracts 

Ric Allsopp 

• The illusionary nature of theatre- its ability to conjure presence and the appearance of 

'spontaneous speech' -Is in part due to the perceived role of the dramatic text within lt. 

Traditionally theatre has been seen as the performance of a preexisting text; as being 

'shadowed' by a prior text that, whilst open to a range of permissible readings and 

interpretations•, maintains its own coherence as a written text outside the ephemeral moment of 

its performance. The constancy of the text and the constancy of identity of the audience that 

interprets it are two central assumptions on which the performance of accidental theatre Is 

based. 

[•A 'literal' performance of the text 'Woyzeck' for example , that Is letter-by-letter, 

would not be a permissible dramatic Interpretation, though it Is a possible (though 

unrecommended) performance reading 

• The tensions between the wrlterly and the theatrical or performative consciousness that 

are contained within the text continue to be the primary site where the redeflnltions of theatre 

and performance are played out. In 'The Theatre and Its Double' (1936) An ton in Artaud (still) 

calls for 'an end to the subjugation of the theatre to the text' and the recovery of 'a kind of 

unique language half-way between gesture and thought'. The dreamlike reiflcation of the word 

that Artaud imagined has inscribed itself In much post-war theatre work (for example Richard 

Foreman or Robert Wilson] where the word as object takes its place as an equivalent to the other 

elements that constitute the performance. Writing more recently on Derrida's theories of 

'presence' In relation to theatre, Elinor Fuchs has indicated that 'writing itself, which has 

traditionally retired behind the apparent presence of performance, Is openly declaring itself the 

environment In which dramatic structure Is situated', and one might add 'where the 

performative Is located'. 
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• The constantly oscillating relation of text to performance- the feedback between form 

and the dramaturgical or composltlonal strategies that Informs much contemporary arts 

practice -points towards a dramaturgy of interactive texts which must be predicated on fluidity 

and adaptability rather than constancy and conformity. 

• The work of Gary Hill, Robert Frank, Marina Abramovlc, Paul Sermon, llya Kabakov (•) (a 

widely differing group of artists) cannot be placed under the category of theatre, but is (In part 

at least) concerned with the conditions of performance and the possibilities (spatial/ temporal/ 

emotional) that a performative and interactive framework gives to the physical, textual and 

plastic material that they are working with. There would seem to be a common aspect in the 

work of these artists which arises from the various ways in which text is placed In relation to the 

grain of the work. This might be identified as a conscious absence (an eloquent void) that is 

delineated by text, or by silence. This points firstly towards a kind of text-performance 

relationship that is qualitatively different from that relationship of text and performance that is 

found In theatre where such silences and absences tend to be filled by, rather than voided by 

text; and secondly to an interactive 'text' that Is not predicated on the transcription of speech or 

the illusion of 'spontaneous speech' but on the ability of each spectator to Interact with, and 

therefore change and be changed by, a mute text of sufficient eloquence and familiarity to hold 

the Interaction In tension. 

[• Gary Hill 'Tall Ships'; Robert Frank 'Moving Pictures'; Marina Abramovlc 'Night Sea 

Crossing'; Paul Sermon 'Telematlc Dreaming'; llya Kabakov 'The Reading Room'] 

• For instance the silence that permeates the Installation 'Tall Shlps'(1994) (In contrast to 

many other of Gary Hill's Installations which Include sonic andfor graphic explorations of text) 

renders eloquent the individual interactions between spectator and the ghostly projections that 

fill the long darkened !=Orrldor which frames the experience. it Is an essentially theatrical 

experience In so far that it conjures apparent presence from absence. The text as such Is 

nowhere revealed- the Installation is an Intense Individual experience which whilst using some of 

the spatial conventions of theatre does not allow for a collective reading of the images but an 
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individual one. The spectator is drawn Into an Individual network of lntertextuality: drawing on 

the history of similar interactions with familiar people as a series of behavioural texts; drawing 

on the virtual dialogues which seem to take place with each of the sixteen people that inhabit 

the corridor. 

• In the Introduction to his 1980 anthology of performance texts, 'Scenarios: Scripts to 

Perform' (1980) a title which reflects the transitional and impermanent status of its contents­

Richard Kostelanetz assumes that 'innovations in theatrical art in part depend upon scripting so 

radically alternative it Insures that a performance cannot be realised in conventional ways', and 

its converse that' conventional texts are conducive to conventional performance'. lt is not 

however just the form (or lack of form) of the text which facilitates a transition from theatre 

to performance, but an increasing rereading of the assumptions that underlie the notionsof what 

constitutes a text, what are its material treatments are, what writing is, and where and how it 

takes place . 

••••••• 
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Writing- Text- Performance 

Ric Allsopp 

In the Introduction to his 1980 anthology of performance texts, Scenarios: Scripts to Perform, a 

title which reflects the transitional and impermanent status of its contents- Richard 

Kostelanetz writes that 'innovations In theatrical art in part depend upon scripting so radically 

alternative it Insures that a performance cannot be realised In conventional ways', and its 

converse that' conventional texts are conducive to conventional performance'. it is not however 

just the form (or lack of form) of the text which facilitates a transition from writing to 

performance, but an increasing rereading of the assumptions that underlie the notionsof what 

constitutes a text, what its material treatments are, what writing Is, and where and how it 

takes place. I want to write here about the act of writing in its relationship to text and.to 

performance with reference to two examples of contemporary practice which arguably lie at the 

extreme limits of writing in regard to theatre or at least theatrical space: Gary Hill's interactive 

video installation Tall Ships (1992) and Caroline Bergvall's performed text installation .E.da! 

(1996)- a version of which was published in the last Issue of Performance Research 'On illusion' 

(Winter 1996). 

As Bonnle Marranca has noted In her recent book Ecologles of Theatre (1996:36) the Pulitzer 

Prize board chose not to confer a prize for Robert Wilson's the CIVIL warS because no 

conventional text existed for the work. This was 1986. How much has changed in the 

relationship between writing, text and performance In the last decade? Is the debate about the 

theatre text over sixty years after Artaud's first manifesto for The Theatre of Cruelty -to name 

but one point of fracture- still based on an Idea of writing as something that Is primarily located 

on the page? Certainly contemporary practice In various arts disciplines would suggest that the 

Idea of writing (and the analytical and dramaturgical discourses that surround it) has loosened 

Its ties to the page. I am thinking not only here of Robert Wilson and others of his generation, 

but also of the range of performance work, Installation work, electronic and live art work which 
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has begun to open up the materlallty of writing and to Influence and reshape ways in which 

contemporary theatre writing can be thought. 

The illusionary nature of theatre- Its ability to conjure presence and the appearance of 

'spontaneous speech' - Is in part due to the perceived role of the dramatic text within it. 

Traditionally theatre has been seen as the performance of a preexisting text; as being 

'shadowed' by a prior text that, whilst open to a range of permissible readings and 

Interpretations •, maintains Its own coherence as a written text outside the ephemeral moment 

of its performance. The constancy of the text and the homogeneity of the audience that 

interprets it are two central assumptions on which the tradition and performance of western 

theatre Is based. 

The tensions between the wrlterly and the theatrical or performative consciousness that are 

contained within the text continue to be the primary site where the redeflnltlons of theatre and 

performance are played out. In the First Manifesto, Antonln Artaud called for 'an end to the 

subjugation of the theatre to the text' and the recovery of 'a kind of unique language half-way 

between gesture and thought' (1970: 68). The dreamlike relflcatlon of the word that Artaud 

imagined has inscribed Itself In much post-war theatre work (for example Richard Foreman or 

Robert Wllson) where the word as object takes Its place as an equivalent to the other elements 

that constitute the performance. Writing more recently on Derrlda's theories of 'presence' In 

relation to theatre, Elinor Fuchs has Indicated that 'writing Itself, which has traditionally retired 

behind the apparent presence of performance, Is openly declaring Itself the environment In 

which dramatic structure Is situated', and one might add 'where the performative is located' 

(1990: 163). 

What happens to 'writing' as we move from modernist practice based on Ideas of unity, 

dlscipllnarlty and authenticity? What happens to 'writing' as we move towards postmodernlst 

readings that Identify the artwork as part of a contextual ground that is multi-valent, 

participatory and interdisciplinary? What Is the role of the text when performance tends towards 

transformational rather than mimetic or reactuallslng art? The present situation Is Intensified by 
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the impact of media and digital technologies and more importantly the shifts In value that are 

the effect of cultural, political and aesthetic change. The question of the place of 'writing' Is 

now more pressing than ever. Theatre in its conventional sense and practice [as perpetuating the 

Illusions of spontaneous speech and of spontaneous action] will of course remain a central part 

of the spectrum of arts practice, but questions of new direction and strategy must be concerned 

with the placing and relationship of writing to the elements that constitute theatre. 

Performance as a frame for understanding certain types of arts practice, traditionally theatre and 

dance, is now Increasingly applied to categories of practice that include forms video 

installation work, sculpture, poetry and other forms of time-based arts. How is writing placed 

within this ever widening field of performance? The historical classifications of the arts are 

proving all the time less appropriate as a means for the formal reading and critical placing of 

the kind of language work which is being produced. Some concerted excavation of textual work 

is called for. As long as the boundaries between performance art forms continue to be shored 

up by their specific histories as disciplines, there needs to be an effort to relocate writing both 

on and beyond the page, as a dynamic fabric or texture of sonic, graphic, physical and material 

writings; These writings can give rise to representations both abstract, and realist, both 

ambiguous and lucid; to texts that 'hold' In tension these many aspects of contemporary 

performance; and to a dramaturgy that animates and elucidates the dynamic connections 

between these equivalent elements. 

Performance writing -as this view of the relationship between performance and writing might 

now be called - can only locate Itself as part of the atomisation of literature, theatre, music and 

so on. Performance writing highlights the dynamic tensions that arise from the pooling of 

different writing practices- especially the materlality of writing beyond the page and forms of 

digital writing that are enabled by new technologies. Is it writings role In new theatre still to 

function as a guiding background, as the blueprint of a live piece- where the text is absorbed 

and subsumed by live performance? What if writing forces a disjunction between performing a 

'hidden text' and performing writing? Can writing be an equivalent element informing and 

Informed by site, context, space, body, time, object? 
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Two Ideas are central here. Firstly the materlality of writing as trace rather than a transcription 

of speech, as an inscription rather than as description, a writing about something. The 

materiality of writing concerns writing as it performs itself as graphic, sonic or physical 

presence. This Is an area that has not been not well considered In the readings of either dramatic 

or performance texts. The 'visible and plastic materialisation of speech' or the manipulation of 

speech as 'solid object which overturns and disturbs things' that Artaud suggests is paralleled by 

the manipulation and materialisation of writing Itself as 'solid object' -the Inclusion of both 

the act and the trace of writing In theatre, not simply as a descriptive element- talking about 

writing, writing about talking - but as a structural and equivalent element. 

Secondly, an aesthetics of equivalence: an aesthetics which gives equivalent status to all the 

elements that may constitute performance. Both John Cage and Aristotle base their aesthetics on 

the assumption that art should imitate the processes of the natural world. Their views of how 

the processes are constituted are however diametrically opposed. For Aristotle the causal 

processes of nature accord to a unlversallslng unified hierarchical system; for Cage they establish 

a field of equivalence that is characterised by unlmpededness and Interpenetration •.The 

contemporary idea of equivalence then finds it's roots In the aesthetics of John Cage, and Implies 

both the materlality of the elements that constitute a given performance as well as their overall 

equivalence within a value system. Thus for example 'writing' which (at least with In 'classical' 

theatre aesthetics) has remained prior to the text, a 'hidden' activity subsumed within the 

dramatic text which Is Itself subsumed within the theatre performance, Is given equal status as 

an element in the overall construction of the art work/ performance to other elements which 

have traditionally been prlorltised. This Idea of equivalence (which has been elsewhere 

articulated by Knut-ove Artzen •) does not Imply a flattening out of material or a necessary drift 

into relativism, but I believe, opens up the possibilities of the radically different forms of 

theatre that can be seen In the work of say Kantor, Richard Foreman, Robert Wllson, Forced 

Entertainment, Bak-truppen and the work of many more marginal and ephemeral performance 

makers and artists. 
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lt is perhaps no more than a coincidence that the Invention of video -the magnetically captured 

Image- happened to coincide with Derrida's re-reading of Artaud's Theatre and its Double in 

which Artaud Incidentally speaks of a 'magnetic intercommunication'. Derrida provides a 

theoretical ground where writing rather than speech Is prlorltised and from where a new 

theatre, a theatre of Images, of equivalent elements can be read; a theatre In which we can see 

the relationships between writing, text and performance that have characterised aspects of 

experimental theatre since the 1960s. 

The 'new sense' of writing that Artaud proposes Is a theatrical writing that 'will no longer occupy 

the limited position of simply being the notation of words, but will cover the entire range of 

this new language: not only phonetic writing and the transcription of speech, but also 

hieroglyphic writing, the writing In which phonetic elements are coordinated to visual, pictorial, 

and plastic elements' (Derrida 1978: 240). 

The theatre text Is conventionally treated as If spoken. The sense of presence that Is carried In the 

spoken word is the communicative presence that theatre attempts to realise through closing the 

gaps between form and meaning. The presence of writing disrupts this gap, again forcing a 

disjunction between performing a 'hidden text' and performing Itself as writing. For this reason 

the Greek philosopher Plato condemned writing be<ause the written word was cut loose from 

the communicative presence of spee<h. But this distance- the particularity of writing -is 

embedded in theatre. Theatre as a set of lnterlinked and lntertextual elements, writes Itself In 

spe<lflc space, specific time and constitutes a series of writings which cohere and are readable 

within the context In which they take place. The absence of the writer, and likewise the absence 

of the performer, Is not a condition under which theatre falls to take place, but a condition 

under which theatre continues to act- to provoke a reading. The presence of writing as Artaud 

foresaw extends rather than closes down the possibilities of theatre and extends the possible 

readings to which theatre gives rise. 

In a memorable phrase Jacques Derrida wrote of the spoken word as 'the cadaver of psychic 

speech' (1978: 240) referring to the status of speech in the dream work and In Artaud's 
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proposals for a gestura! speech; as well as to the classical conflation of writing and death. The 

phrase can read In several ways: possibly as the chrysalis or cocoon from which theJ.ma9.Q 

(image) or 'final perfect form' emerges, the theatre image as dynamic of equivalent elements; 

or as that which 'falls' from psychic speech, the cadaver - that which Is capable of being 

converted through the act of writing into 'lifeless matter' (the preserved, inscribed text) - and 

equally capable of being reconverted, reanimated into resonant image. Derrida's phrase provides 

a telling image of the difficult and unstable relationship between the act of writing, the 

resulting text and Its performance. 

In another context the Portuguese artist Juan Cabrita Reis, whilst speaking of art as 'a discharge 

of the unconscious that allows one to see without explanation' in a further image of the 

'psychic speech' that Derrida refers to - asks whether 'art is an exorcism of death', whether it 

confi rms life. (Celaint 1990) We might well be tempted to agree that th is is the case given much 

contemporary art work which plays Itself out on the edge of this final divide - Damlen Hlrst or 

Ron Athey for example - but also in the fact that art has always returned to the fascination of 

death as the absolute determining point of life. 

What Is the role of dramaturgy in relation to such ideas of writing? Does it simply enable us, 

l ike Dr. Nicolas Tulp, to anatomise the text, to open up the cadaverous word (of writing), to 

understand and conjoin the parts and the elements of performance; or does it enable us to 

reanimate the text, to once again 'see without explanation', to 'overturn and disturb things' with 

the solidity of the act of writing? 

In what ways can the text in this sense be absorbed Into a dramaturgy that understands writ ing 

as a sonic, v isual, graphic and physical act ? And that the texts that emerge from such an 

understanding are texts that are played out, realised as much in time as they are In space, are 

ephemeral and transforming as much as they are preserving and passive? Is the theatre text only 

a means of for the preservation of speech, of stage direction, of seen le plot, of narrative wh lch 

through dramaturgical means can be reanimated, represented? Or is the image not one of 

classical anatomy performed on the dead body of the text, but concerned with an Interactive 
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image - the living; live relationships between the equivalent elements that make up the body of 

performance, the body of the text, the body of the voice? Patrice Pavis has somewhere spoken 

of the dramaturg as a 'go-between, inevitably caught in this space between page and stage'; 

between text and its performance, between performance and its writing. 

Graham Swift who recently won the prestigious Booker Prize for fiction (1996) said in his 

acceptance speech that novels are 'meant for that intimate, silent, invisible but potentially 

magical point of contact between the reader and the page'. Theatre has also (at least for the last 

150 years) provided an intimate space for its reading - the individual listening and watching 

through the fourth wall from the darkened space of the auditorium- but the intimacy between 

the writing and reading of theatre is mediated not by the page but by an array of elements in 

which 'writing' is variously inscribed -the texture or textuality of the elements Is always 

determined by how writing is inscribed in them. The constantly oscillating relation of text to 

performance- the feedback between form and the dramaturgical or compositional strateg ies 

that informs much contemporary arts practice - points towards a dramaturgy of interactive 

texts which must be pred icated on fluidity and adaptability rather than constancy and 

conformity. 

The work of such a widely diverse and different group of artists as Gary Hill, Robert Frank, 

Marina Abramovic, Paul Sermon, and llya Kabakov • cannot be placed under the category of 

theatre, but is (in part at least) concerned with the conditions of performance and the 

possibilities (spatial/ temporal/ emotional) that a performative and Interactive framework gives 

to the physical, textual and plastic material that they are working with. There would seem to be 

a common aspect in the work of these artists which arises from the various ways in which text 

is placed In relation to the grain of the work. This might be identified as a conscious absence 

(an eloquent void) that is delineated by text, or by silence. This points firstly towards a kind of 

text-performance relationship that is qualitatively different from that relationship of text 

and performance that is found in theatre where such silences and absences tend to be filled by, 

rather than voided by text; and secondly to an interactive 'text' that is not predicated on the 

transcription of speech or the i llusion of 'spontaneous speech' but on the ability of each 
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spectator to interact with, and therefore change and be changed by, a mute text of sufficient 

eloquence and fami liarity to hold the interaction In tension. 

The space of Gary Hill's Tall Ships is entirely a 'theatre' in the sense of being a peopled place 

where one is enabled 'to see', a place where the unseen (the psychic speech that Derrida refers to) 

is revealed and animated once again . 

Down a completely dark, ninety-foot long corridor-like space, sixteen black and white 

images of people, varying in ethnic origin, age and gender, are projected directly onto 

the walls. No border of light defines the frame of the Images: only the figures 

themselves give off light into the space. The last projection is on the back wall, at the 

end of the corridor. From standing or seated positions ranging from one to two-feet 

high, the figures are first seen in the distance at approximately eye-level. As the viewer 

walks through the [otherwise silent] space electronic switches are triggered, and the 

figures walk forward until they are approximately lifesize. They remain in the 

foreground, wavering slightly, until the viewer leaves the Immediate area. Since all the 

projections are independently interactive, any number of figures can be in the distance, 

walking toward or away from a viewer, or standing 

in the foreground, depending on the number of viewers in the space. (Mignot 1994: 98) 

Where Is the text? Where is the writing? The embedded text is not here the il lusion of 

spontaneous speech, nor the sense of a writing that is prior to performance, but is the sense of 

texture, woven into the bed of the work as site, as location from which dreaming may occur. 

Writing is embedded In the poetic silences that are at the centre of Tall Ships - a suspended 

writing that communicates the intensity of a text whose poetic nucleus is silent. 

The silence that permeates the installation (in contrast to many other of Gary HIll's Installations 

which include sound) renders eloquent the Individual interactions between spectator and the 

ghostly projections that fill the long darkened corridor which frames the experience. it is an 

essentially theatrical experience in so far that it conjures apparent presence from absence. The 

text as such Is nowhere revealed - the installation is an intense experience which whilst using 

some of the spatia l conventions of theatre does not allow for a collective reading of the images 
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but an individual one. The spectator is drawn into a network of intertextuality: drawing on the 

history of similar interactions with familiar people as a series of behavioural texts; drawing on 

the virtual dialogues which seem to take place with each of the sixteen people that inhabit the 

corridor. 

The renunciation of the 't heatrical superstition of the text and the dictatorship of the writer' 

that Artaud promised inThe Theatre and Its Double has in a sense been replaced by the 

rethinking of writing not on ly as phonetic speech, but as itself a material element within post­

classical performance. For Derrida ' it is less a question of constructing a mute stage than of 

constructing a stage whose clamor has not yet been pacified into words.' (1978: 2.40) Tall Ships 

finds precisely the speech before words which has not been separated by the logic of 

representation. The silences of the installation are not mute but eloquent in the interactions that 

happen between the spectator and the projection of 'ourselves' that occurs. 

By contrast Caroline Bergvall's performance installation .f..c.J.gt -which means, as it moves 

between languages, both 'dazzling effect' and 'a burst of shrapnel' - constructs a clamorous 

stage, where writing and text are continually present as sound and as visual sign . The work 

loosens the relationship of text to space, allowing a text which is literally carried In the ears of 

each individual to invoke the absent performer as much as it invokes and demands a constant re­

reading of the space of performance. 

Unlike Tall Ships which is installed and focused In the formal and minimal space of the gallery ( 

and which resists replication through other media) the writing of .Eda.t (like shrapnel) is 

dispersed as text in a number of linked forms- as a series of graphic texts within a twenty three 

minute performance in a domestic and suburban house In London (the lnsitution of Rot); as a 

sound tape that is played for each Interactive performer In which the writings form a 'gu ided 

tour' of the actual and imaginary spaces of the house; and as a text for the page which evokes 

ideas of migration between the various 'surfaces' on which writing can take place. The 'surfaces'­

are both ephemeral ( the speaking voice of the writer, the performance duration of the domestic 
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spaces where the performance took place last May) or erasable (the magnetic audio tape of the 

voice, the computer disc on which the text was written) and preserved (the pages shown here 

on w hich the performance is reanimated through reading). Both on the page and in the 'live' 

performance of the text, the work keeps ironically pointing to the frequent ruptures between 

the play of illusory spatiality in the text, and the reading and consequent perception of the 

actual space of performance • . 

These two brief examples of writing at the extremes of performance when seen from the 

perspective of theatre, point towards new ways of utilising and thinking how text might operate 

within theatre and the more general relationship between writing, text and performance. By 

destabilising and displacing our assumptions about the role of writing and the texts that writing 

produces, by extending the range of what we include as theatre writings or as performance 

writings, we encourage theatre to open up the possibilities of the intertextual and the 

intersubjective and open new, unseen, forgotten, veiled, hidden readings from the Interplay of 

texts at its d lsposal. 

The performance of writing, the texture and materiality of writing, Its contemporary migrations 

across surfaces, across media, however it is 'placed' within, beside, underneath the performance 

work as a whole, Is a central consideration in the development of any new performance and 

dramaturgic strategies. The recognition of writing not simply as an a priori of theatre, the means 

of preserving the hidden text of performance, but as a present and equivalent dynamic may 

further open up the possibi lltles of theatre. 

+++++++ 

Notes: 

•A 'literal' performance of the text Woyzeck for example , that Is letter-by-letter, would not be a 

permissible dramatic interpretation, though it is a possible (trough unrecommended) 

performance reading . 
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• For a comparative exposition of Aristotelean and Cagean poetics, see Natal ie Crohn Schmltt 

(1990) Actors and Onlookers, Evanston: Northwestern UP, pp. 5-38. 

• In particular: Gary Hill Tall Ships; Robert Frank Moving Pictures; Marina Abramovic/ Ulay 

Night Sea Crossing; Paul Sermon Telematic Dreaming; llya Kabakov The Read ing Room'. 

• For a version of Eclat 'for the page' see Performance Research 'On Illusion' Vol.1, No.3 (1996). 

A third and extended version of Carollne Bergvall's .E.dM has been published In book-form by crls 

cheek at Sound & Language (1996), Lowestoft, UK. ISBN 1 899100 o6 7. 
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10 

"Dance, Writing and 
Unsettled bad ies" 
lntervju med Aic Allsopp 

Torill Braaten 

Teatret har etter nasjonsbyggingen i stor grad ivaretatt tradi­
sjonen hvor kunsten er autonom og skjermet. I den grad det tar 
opp samfunnsproblemer, som incest og void og slike ting, er det 
so m noe som angar den enkelte og enkeltmennesker i mellom. 
Performance art og performance relaterte forestillinger har i 
storre grad befattet seg med samfunnsinstitusjonene og sa m· 
funnet som system. De samme tendensene kan vi se inn en 
dans. Nar dans ikke lenger forholder seg ene og alene til sin 
egen tradisjon, hvilke strategier kan man da bruke for a defi­
nere samtidens dans? Hvilke kompositoriske og estetiske kilder 
benytter dagens koreografer og skapere av dans seg av? 

Du nevucr dcu Jrauskeforfotterfll Mnuricc Blnu­
ciiOt; hans komme11tar at inJ!rlllill.~ kau viscs 
uten sprdk, og at "skrifr Jorutgdr ctllvtrt ftuo­
men". Leser du Blanchot~ kommerllar som et 
forsok pd d viderefore og fomye eu ren kunst­
nerisk lradisjou, eller er del et angrep pd lradi­
sjoneu? 
Mange av de sentrale akt0rene innen kunst 
og filosofi i det tyvende !rhundre har va:rt 
politisk aktive eller hau et politisk engasje­
ment. Men deres filosofiske eller kunstne­
riske arbeider er blitt lukket inne i et eget 
system for ! holde kunsten ren. 

Jeg er ikke d kjent med Blanchots bio­
grafi. Vanligvis er det bare skrevet - Blan­
chot, forfatter og kririker, f0dt i 1907, hans 
liv er i sin helhet viet litteraturen og til den 
stiUhet som er dens sa:rpreg. Hva han sier, er 
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at dct er umulig :1 oppni stillhct, men han 
forholdcr seg likcvcl til bcl\i;o:rct cttcr still­
heten. Og ogd problemet med inskrip­
sjonen. I det perspektivet ser jeg leri!lgen 
etter form. Danseren innskriver rommet, 
men i samme 0yeblikk som inskripsjonen 
skjer, er den ogd borte. Men begja:ret er 
der selvfolgelig euer ! bevare denne in­
skripsjonen som idealisen clans. 

Jeg har brukt utsagnet i forhold til arbei­
der av blanc annet William Forsythe, som 
helt klart kan seues inn i et historisk per­
spektiv, som sporer denne imeressen i van­
skelighetene med clans som en rype inskrip­
sjon. 

Meg Stuarts samarbeid mcd Gary Hill 
befauer seg ogs~ med begj:rret etter ! holde 
noe fast og samridig det umulige i det. Be-
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gjzret ettcr innskriften som et kjennetegn 
for dct spesifikt historiske eUer individueUe 
eUer hva dct na matte vzrc. Og det proble­
matiskc mcd dette eller det umulige. En kan 
spore denne intercssen tilbake til luciJental 
CatastrOJ>Irc, en video basert pi Tiromas Je 
Obs01rt av Blanchot, om en mann som blir 
besatt av spraket, av lesning. Forholdet mel­
lom ordet, det talte og kroppen. 

I videoen ligger Gary Hill naken pa en 
str.~nd og han blir sa skyllct i land, inn pi et 
bad hvor boksid~ne er projisert opp pa veg­
gen. I vidcocn Spla)'rd Mind Our ''skriver'' 
Meg Stuart ord p:i ryggcn med sin venstre 
hand. Dcue blir tatt opp pi video og vist pa 
vegg~n hak. (mens kommer det en annen 
danscr. aklor inn p3 scenen og tOrsvinner i 
skjcrmen p~ en mate 50111 jeg ikke er hclt 
sikkcr pi il\"ordan de har latt til. Hun kom­
mcr alts!i inn i skjermen og sa forsvinner 
hun bare. S.i h~r har vi hele problematikken 
med undersokelsen av inskripsjon~n i form 
av ;; etterlate et spor pj en ovcrllate og pa en 
skjerm og bestcnunelsen av en overllate 
hvor inskripsjonen kan forega. Ogsa det 
problcmatiske mcllom begjzrct ener taus­
het og umuligheten i a tl tilfredsstilt dette 
begjzrct. 

Det er kamkje umulig li oppnd stilllret, enten 
man ser Jet som et sluttprmkt el/er 11oe man en­
sker ti jobbe 111 fra. Men jeg har oppfattel Meg 
Stuarts arbeiJer slik at /11111 arbtiJer i ruinene, 
a/le posisjo11er er knust.lkke bare posisjonen til 
ballcriuaeu, mm ogstl posisjonen til btrrakteren. 
Det blir e11 slags Ollllli'IIJI minirualisme. Men 
/run konstmcrrr ikke 11ye posisjoner i Jisse rui­
llenc, huu forlro/Jer seg til ftlret og rmJersoker Jet 
gjcrrnonr kroppem bevegclser. 
Ja, det er ogsa pa denne ndten jeg bruker 
termen "ecology". lkke som en leting etter 
det essensieUe eUer noe universielt, en til­
bakevenden til"det rene".Jeg anvender det 
heUer ikke i rctniug av"grcen-peace" direk­
te politiske aksjoner. I England skjer det 
interessante ting meUom performance og 
"ecology", meUom kunstneriske arbeider 
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og direkte aksjoner, suategier for ;\ mots£5 
det som blir benevnt som inngripen pa 
demokratiets vegne pa feUes grunn, slik som 
bygging av broer, tunneler. 

Min andre store inspirasjonskilde er 
amerikaneren Charles Olsson, dikter og 
skribent. Han ledet Black Mountain Col­
lege i perioden da Rauschenberg var stu­
dent og Cunningham underviste der. Cage 
var ogsa innom der 
en tid. Olsson sa mar- what we do not know of ourselves/ 
beidet bade med 
Cunningham og of who they are who lie/ 
andre danserc og jeg 
tror ogsa han sarn- coiled or unflown/ 
arbeidet fYsisk i noen 
av det en i ettertid in the marrow of the bone/ 
kan kallc happenings 
som blc arrangert ved Black Mountain 
under sommerskolene i 1949 og 1950. 
Aksjoner hvor Cage og Rauschenberg var 
involvert, sammen med Cunningham, Ols­
son og and re diktere, som R.obert Duncan. 
Olsson utviklet det han kalte for "field 
composition" eller "projecting verse" og 
han var en av de forste til a bruke en slags 
ide 0111 det postmoderne, rundt 1950, sa 
dette er lenge f0r de Oeste andre begynte a 
tenke p:l. denne type anliggender eUer pa 
denne tilstanden. Han bruker begrepet bade 11 
som en ide om en periode etter det 
moderne, men ogsa 
som en ide om hvor- And the boat} 

dan de ulike elemen-
tene innen et felt how he swerves it to avoid the 
forholder seg til 
hverandre, pa en yelping rocks/ 
mate som er ganske 
paralleU til det en where the tidal river rushes 
kan kaUe Cage's este-
tikk. Han har en slags sirkul:er forst!ielse av 
var konseptualisering av verden og vart 
behov for :1. representere denne som er 
basert pa forsclelse, ikke bare en konseptueU 
forsclelse, men gjennom hvordan vi er i 
verden, med Merleau-Ponty's ord "our 
being in the world". 
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or to find in a night who it is 

Den ne tcnkningcn har hau dwells in that wood where 1asjoner fra dcttc bestemte 
punktet Giostcr. Oon hans ar­
bcidc som kunstner virkelig 
iyktcs vet jcg ikke, men hans 
idcer er interessante. Og de har 
hatt stor innflytelse p5 visse 
omclder. !omen poesien selv­
fol~clig, men Ob":i soon viik:ir 
for strategicr for hvord;n> en 
Lu1 tcnkc inncn sccnrkunsc 

Eml:t mer i dag, hvor vi har s.i 
onyc tilgjen~cfi~. hvordan kan 
vi hringc n1:1tcri:1lct ~:unmcn 

uccn :i g;i tilbake til no<:n uni­
vcrscll eller ess~nsidi for>t:ids~. 
Ell~r p:i den anncn sid~ forbin­
ddscr som oppst5r mcllom ting 
plasscrt innen ~~~ rannn~. Ols­
son forsoker 3 finnc forbindd-

stor bctydning for mitt egct 
arbeide; en komposisjon son• shapes hide/ 
..,. ;ipcn, "field composition", :i 
pwvc ~~~ hcvc~c se~ ut av en who is this woman or this man 
tilu~t·nnin~ hvor tcori og 
praksis, pcrfimnancc og tcater, whose face we give name to. 
hlir sett pj sum 1nntsctningcr. 

Jc~ iur fnr>okt ;i bcvc~c me~ whose shoulder/ 
nt i l"t n1er :1pcnt felt, som ikk.: 
lure best:ir av tcnknin~. men we bite. what landscape/ 
tl'nkning lllll praksiser og jcg 

har "!-."-; onsket ;i involvcrc figures ride small horses over. 
llll'~ i pr;•ksis. Olsson v~u dt·n 
son1 bq:ynte 5 brtic~c dct what bloody stumps/ 
tl.·rriturict for 111t:g. H:ms 

Mnximu.< g,,.,_, har hclc klarc these dogs have. how they tear 
inspir.tsjonskiidcr. Men Oisson 
har en biekcre visjon bn en si the golden cloak/ 
t'llll Ezr.t Pound, som er en av 

disse "fedrenc" som IIJn 0111L1ier dcm som 
sdv. Oi~<on mcncr Pound llli$iyktes i sitt 
fi>rsuk p;i 5 Imide tin!\ S.11lllllen. Men Pound 
s:i forL<att p;l den velitli~e sivilisasjon~n som 
en nnoli~h~t. ikke pa s.1nlllu~ mate soon T.S. 
Eliot ruorde vcd :1 vendc tilbakc tii visse 
vcrdier, men soon en muiighct for 5 holde 
dct hdc sanuuen. Olsson, p5 grunn av det 
soon skjedde fra 1 933 og fremover, ser den 
vcstlige sivilisasjon, hele dette prosjektet fra 
grekerne av, som noc han omtaler so m "the 
junk of history". P:l liknende m:lte son1 
Waiter Benjamin, "the rubbish has been 
blown". Sa han begynner derfor a tenke p:l 
hvordan vi kan forholde oss til denne 
verden nar det ikke finnes nocn konstruk­
sjoner a forholde seg til lengcr. Hvilke 
strategier er det mulig 5 bringe inn, som 
kan ha nocn verdi? Sa han beveger seg inn i 
"field composition", noe so m er et forS0k 
p:l a bringe sammen forskjellige typer stoff, 
historisk, arkeologisk, ut fra havnebyen 
Gioster i Massachusetts, hvor han bodde. 
Han sa pa Gloster som en inngangsport for 
en mengde med idcer, ikke bare fra det sek­
stendc arhundrede, men ogsl fra vikingene 
og tidligere. Han bygger opp et felt av assos-
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ser pa en m5tc som bn minne 
om Pound< arl>eide, men som er noc han 
har funnel i den prc-sokratiskc filosofien. 
Han har influert min mate a tenke p~. men 
ogsl hvordan jeg 0nsker a pre$entere sto!fet; 
hvordan jcg lcgger ut materiaiet. Jcg synes 
dct er intcrcssant a tenke pa historien pa 
den maten han gj0r. Han sier "junk of 
history", men i virkelighcten har han brukt 
enormt mye tid pa a sj~;kke den opp! lgjen 
er det snakk om en inskripsjon, det er en 
oppfattelse av hva som har foregatt som be­
vares i inskripsjonen. Det forsvinncr ikke 
bare pl grunn av en holdning som er ~er­
skende i samtiden. Det finnes faktisk der og 
det er viktig a gj0re bruk av det. Det finnes 
ikke lenger et linea:rt syn pa historien, men 
det er absoluu noe som finnes rundt oss pa 
den nuten at en kan plukke opp og broke 
hva en vi(. Raimund Hoghe's foresrillinger 
er et godt eksempel hvor han trekker 
forbindelser til historien og til de 
argumenter som ligger der. 

Del blir et skifie fra avantgardebevegelsen som 
blir anlall d Vlt'l'e ifront av en linecer utvik/ing til 
komslnere som tenker kontekst. Men det er ogsti 
komnoel inn et skifie i hva som kreves av pub-
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/ilmm. Rninnmd HoJ!Irr < foresrilling lrvor Iran la 
star vekr pd der rituelle, men ogsa deuuc kou­
lrastcu mcllom den briulrnrde virkcl(~lretcn som 
blc prcsrutcrl i rrkstmatrrialcr ~ dcrmc kvali­
tctcu, som lrau srlv ltcner'utr Jet, i sln,ccrur av 
Doris Day, Mar/cue Dirtridr o.~ audrr som kom­
mcr SOIII per/er pti Cll SliM .~CIIIIOin_{.lrCSiil/ir(~Cn. 
jeg tcukcr ogsa pii .f"rcstillir~u som Zer0 

Visibilil)' vistr flcrc stcdrr i No(~r; except tlrat I 
UIOIIId like to l•r rid~{ ir,/u'tJr jlllblikruu ikkc kmr 
sittr ~~ vr{~r .f<•kus, mcu l•lir dradd iuu ~~ ut av 
Jorcstilliu.~cu. Eu mti lrsr nl'_f/rrr In.~ smutid(~ ~~ 
dct blir mrr drr m knu kallr rt nmbirur_{t•rlr<'ld. 
Jeg synes d~c er imcrc~s.111t hvordan Mer­
leau-Ponty g:\r inn i dcr1 transcendentale 
fenomcnologic:n. i dennc idCcn 0111 at en 

kan ga ciibake til en ~lahos mnidddbar over­
fort konununibsjon mcllom til~kuer og det 
som skal oppf.lltes, ogjeg mener han foran­
drer dene i noen grad. Han jafser na:rmest 
inn i dctte og driver dct hele mer i retning 
av det dynamiske og det imeraktive. Det in­
teraktive er vanskdig a snakkc om n:i. Men 
diskusjonen om tilstedcv:erelse er gjort mer 
kompleks. 

En kan snakke om dette ut fra begrepet 
om"the unsettled body". Hvordan kroppen 
blir fragmemen i maten den blir distribuert 
p!, pi forskjellig vis. Pi en eller annen mate 
ma vi forholde oss lil denne mangelen pi 
forst!else for hdhet eUer sammenheng og 
hvordan dette henger sammen med ned­
brytelsen av perspeklivet. I storstedelen av 
den estetiske dansen, for ! kategorisere det, 
er forholdet mellom utover og tilskuer 
utrolig tradisjonelt. Det er starisk, bygget pa 
en visuell konstn.iksjon som har ;I gjore med 
utviklingen a\' hele det tredimensjonale 
line:ere perspektivet. Forholdet mellom ril­
skueren og bildet er standard vertikalt, sa 
hvis vi ikke st:ir og ser dans, kanskje vi skul­
le, he-he, er ''i fortsatt i det forholdet. Det 
var ogs~ grunnen til at jeg nevme Rausch­
enberg. Hans ide om at det Oate bildets spill 
ville oddegge dette forholdet. Det blir i 
steden en overflate som er et felt hvor du 
kan bringe inn Oere ting og som kan bli sett 
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fra en hvilkcn som helst retning. Si umid­
dclbart ma en tenke pi hva som skjer nir en 
rokker ved det tradisjonelle bildet, den ,·eJ­
kjente og normative miten a se p:i dam pa. 
Hva skjer nar det forsvinner? Hva du sicr 
om tekno og ambi-
ent inOuert scene- "The Praises" 
kunst hvor en ma in-
volvere scg pa alle to dream takes no effort/ 
andre m:itcr enn den 
rcne visucllc , er kbrt to think is easy/ 
en retning. Andre 
retninger er de ting- to act is more difficult/ 
ene 50111 Steve Pax-
ton gjor ell er Jud~on but for a man lo act after 
Church og den type 
eksperimcntcr 5om he has taken thought. this'/ 
foreg:lr der, hvor dis-
tinksjonen mellom is the most difficult thing of all. 
den 50111 observerer 
og det som blir observert, tilskuer og uto\·er 
eller danser og ikke-danser, fullstendig for­
svinner. Der er faktisk ingeming a se, bare 
ting a erfare og du forholder deg ril en 
aktivitet som det a ga eUer det alofie. Si pa 
en nute hva som blir viktig er ikke hvordan 
det blir konstruert innen en tradisjonell 
visuell ramme, men det blir helt enkelt fore­
slatt som en aktivitet som har ! gjore med 
vekt og tyngde og overraskende handlinger. 13 
Dette korutrueres ikke urfra et visuelt syns-
punkr, men det konsrrueres ut&a et fysisk 
punkt, en annen innfall5vinkel. 

Det er gjennom kroppen, for a folge 
Merleau-Ponty, at vi har opphold i verden, 
"our being in the world". Og det er ogs;l en 
gradvis forst!else for kroppen som et sted 
for Oere ulike typer av informasjon, Oere 
subjektiviteter, flere tekster, flere slags rom. 
Selvfolgelig kan vi se posisjoner, vi kan se 
det stariske, men vi ser det pi en m!te som 
tilhorer fotografiet, en bevegelse tatt ut a'' 
en sammenheng. S! for 5 forst! den posi­
sjonen, m! en se pa den spesielle prosessen 
som Jigger bak og hvordan det er konstruert 
ut fra kroppen, kultureUe holdninger, lillior­
ighet, det spcsifikke som finnes rundt. En 
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14 

kan ikke se p5 di.se forholdene som noc ad­
skill lcn~cr. Uildet som inten:sscrer meg, er 
dcnne idt!en 0111 en pnfonnancc son1 noc 
konst:lllt skiftcndc. Deter noc ikke-etablcrt 
snm lww~cr se~ i <"11 kultur. Og den beve­
gcr seg ikke nmdt sum '"' lukket boks, men 
gjor linker U!ad i a lie sine bevcgelser, i kul­
turcn. 

A.fru ikl.:r Jti Ill)''' JtiJII ru llwtn·nk~jc•n lru .. f!rl', uti 
(r 1h·t lllt'f (I ·"lfS11t• 1''1 1i . ..:i11fC' lUll.' i ntilll'IIC'. Sd 
dt·t 1111111 ;n rr kau~~;,· crt rllcr cu lau.'! prriodr 
llllf.lf tc·,urrt ilnr filii OJ'J' strntr.i!icr Jra pcrfor­
lllcliiCt', lr~rr uti JU'if<ltlllllll/,'_f~•rr.stillingcr btgyut Q 

.<~jrlc ril ,,.,,rrrr? 
Ja, jcg har ncttopp vxrt pa en konferanse i 
Hamburg hvor nel!opp dette ble diskutert. 
lgjen m:i jeg si noe om konteksten fordi 
dette v:u et mote for et nettverk besclende 
av prim"'rt tyske, sveitsiske, og osterrikske 
performance kunstnere. Det foregikk i 
Hamburg, det var en g:mske kontinental 
forsam.ling. den dclen av Europa. Men 
diskusjonen gikk mye pa distinksjonene 
mellom performance og tcatralitet. Og det 
som ble vist var helt fra det som absolutt 
fornekter det teatrale, fotdi det blir sett p5 
som en innllytelse som forstener, alts3 i tr5d 
med Michael Frieds beromte essay, til det 
som absolutt undersokte rommet mellom 
det teatrale og performance art eller hva det 
n5 mane va:re. Og deue er veldig interessant 
i forhold til Paul McCartys atbeide, han 
atbeider hovedsaklig med video n~. Jeg har 
sett hans atbeider i Kobenhavn. Lousiana 
har ikke det en kan kalle en samling; men 
llere enkelrverk, som alle omhandler mis­
bruk av barn. Saken jeg sa pa Kampnagel 
hadde mer 5 gjore med kunsthistorien. Han 
ser tydeligvis pa den som junk som han sa b­
Ier ned pa alle mulige m5ter, men han gjor 
det innen en hoyst teatral konstruksjon. 
Han bygger et sett med en rollefigur. Denne 
har store gummihansker, store orer, parykk 
og atbeider med kunstobjekter som lerreter 
og pensler som alle er enorme. Sa det er litt 
tegneserieaktig, men det blir virkelig 

s6 

forstyrrende ctter ltvert. Pa den ene siden er 
det en slags cool performance, hans atbcidc 
er innen performance som medium. Pa 
samme tid er han til de grader teatral. 

Han sitter ved botdet og b~gynncr a 
stabbe en kniv ned mellom fingrene, du 
kjenner sikkert til Marina AbramovicS per­
formance hvor hun gjor dettc. lllodet 
spruter ut og det er veldig morsoont. Du flr 
rcferanscne, kunsthistoriske refcramcr, 
action painting og tidlige performance art 
og dct er vddig underholdcndc fordi du far 
disse referansenc i spill med dennc tc~nc­
seriefiguren. Men etter en stund bc!:)'llner 
han med den ne store kjottkniven og hakkcr 
Ios. Og selvfolgelig pa gruom av disse cn­
ormt tykke gummihanskene, L1r det :ir og 
dag. Men han bare fortsctter og mer og noer 
blod tyter ut. Han spiller virkelig, du ''<I at 
dette er en illusjon, men likevd blir det 
veldig plagsomt etter hven. Og folk gar. Dct 
gir denne dype reaksjonen, enda du wt at 
han bare hakker Ios pa tykk gununi og at 
hanskene er fulle av tomat saus eller h'•a det 
na er. Men etter som tiden g~r. forandrer 
dette bildet seg fra en slags parodi til at selve 
aksjonen blir veldig forstyrrende i seg selv. 
Han er veldig intcressant i maten han plas­
serer seg selv mellom teater og teatralitet og 
performance. 

Teater har p3. en ndte forsvunnet som 
noe interessant i England, det er ikke der 
ring skjer. Det som er interessant ut fra en 
konseptueU synsvinkel, skjer innen irutalla­
sjonskunst, live art, og tidsbaserte atbeider. 
Men som du si er, det er en okende interesse 
for teatrale virkemidler. Dette skifter. Der er 
visse typer koder hvor det er absolutt umu­
lig 3. snakke om teater pi noen meningsfull 
ndte og si plutselig er det fullt mulig igjen. 
Jeg tror det er der vi befinner oss, emen i 
museet eller som Rauschenberg foreslo, for­
llytter du deg konstant mel.lom meninger 
eller mel.lom konstruksjoner, mel.lom iden­
titeter og mellom represenusjoner. Si disse 
klisjeene som navigasjon 13r okende betyd­
ning som sttategier. Hvordan er du i stand 
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ti( a navigere SOm kunstner eJler SOill lllCil ­

neske igjennom det du har tilgjengelig? 
Grabber du simpelten t.ak i noe velkjent 

og blir dcr eller finner du mater a navigcre 
pa? Det bringer oss igjen tilbakc til grek ­

erne, til Dionysos' styrmann som sovner og 
falter i sj0en. Og de bn ikke firine ham, slik 

at de Br lagt ham til hvile. Dette blir et inte­
ressant bilde pa noe som ikke er lukkct, noe 

som ikke kan bli fort til sin endc. D<.'nne 
sjelen blir en vandrcndc sjel som komtam 
ma navigerc seg selv. 

Ric A/I.(('I'JI er c11 aJI rcdakrcm"lll' "" ritfs­
skrijtcr J>cifimlltii/CC Rcscarclt. H tw er rilkll)'trrr 
Dartington Collc,(!c ~Arts, Dr•~'" C\{! Sctlll/./(,, 

New Dance Drllclc'l"''<""l, Amstcrtfm11. FM 
tiderrforbcrcdcr lta11 et Performallcc Writill,l! 

Symposi11111 (Utrrclll 1998) o,(! e11 k'''!ferarr.<r 
med trmact Ecology I Peifcm11a11rc Art 

(Tyskland/Damuar/.: 199811999) 

Tekstblokketre er tattfra Archaeologist of 
Morning (ADCs 2 og The Praises) av 

Charles Olsso11. 
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Performance Writing 

Ric Allsopp 

The relationship between writing and performance- the uses and applications of various writing 

practices for performance within the historical classifications of theatre, music, poetry, literature 

- has traditionally resolved itself In a variety of conventionalized (but not unproblematic) forms: 

the play text; the libretto; the lyric and so on. The study of these forms has until relatively 

recently been divorced from the study of their performance; even contemporary work on the 

materiality of writing deriving from deconstructive philosophy and literary theory has largely 

confined Itself to the space of the page. Wrlterly work that extends beyond the page has found 

Itself either marglnalized or Ignored In terms of Its exploration of relations between writing and 

performance. Yet at the latter end of the twentieth century we are surrounded by examples and 

models of such wrlterly performance work. In short the conventionalised (and therefore often 

unquestioned) relations between writing and performance are proving Increasingly Inadequate 

as Interdisciplinary and cross-disciplinary arts practices emerge In response to rapidly shifting 

cultures. Whatever the ambivalent Indications of digital media, writing-will certainly continue to 

develop as a technological medium, and as such, as performance; performance (In whatever 

form) will continue to be an Increasingly complex Interaction of signifying systems. 

Since the mld-1990s the term 'performance writing' has begun to have some currency In the area 

of experimental and contemporary performing arts, whether referring to an emergent field of 

practice or an emergent academic discipline. As the writer Carollne Bergvall has noted: 

Performance Writing explores relationships between textual and text-based work when 

developed In conjunction with other media and discourses. Performance Writing opens 

the Investigation of formal and ideological strategies which writers and artists develop 

textually in response or In reaction to their own time and their own fields. (1) 
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Both theoretical Interest In 'writing' Itself as a subject (2); its placing as a distinctive feature 

within modernist avant-garde practice (3); the Increasingly cross-disciplinary and fragmentary 

condition of the arts; and the pervasiveness of the terms of 'performance' as a means of reading 

diverse cultural practices, have provided a rich ground for the emergence of performance 

writing as a practice and as a way of framing practice. The term performance writing Itself, 

whilst inevitably evolving into yet another category that refers to an increasingly fixed body of 

work, Is- at least now- still an unstable and exploratory term that attempts to hold in tension 

both writing and its performance, performance and Its writing. lt Is a frame through which a 

range of writing and performance practices are brought into view - the texualities of sonic, 

visual, graphic and movement performances; the performance of sonic, visual, graphic and 

movement texts. 

As a frame performance writing also provides a means for rethinking and understanding a range 

of arts and performance practices that have remained silent or mute In the face of more 

traditional ways of looking and reading. Performance writing effectively problematlzes and 

widens the discourse that surrounds the textuallty of contemporary arts practice and allows 

otherwise marginal and peripheral practices Into the field of performance research. Whilst the 

danger of any new discipline or new means of framing work is that the frame Itself tends to 

impose restrictive limits and conventions on practices that were otherwise unlmpeded; the 

benefit Is Its ability to map and link practices which are often unaware of each other and the 

new directions and Initiatives whch can emerge from such integration and framing. Performance 

writing Is the continuing and transforming relationship between the two terms of Its discourse, 

proposed both as boundary markers and as two terminal points In an open circuit across which 

the luminous arc of performance writings take form. 

The origins of performance writing must be placed within the broad historical context of 

wrlterly performance work within and across many disciplines and media. But lt also has a more 

localised history and academic setting In relation to Dartington, a specialist arts college In 

England where writing In relation to music, to theatre, and to the visual arts and perform~nce, 

has in one way or another been a consistent and integral feature of Its academic programme 
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since the mld-197os with links back to the founding of the present Dartington Estate in 1925 (4). 

For example 'writing for performance' was an essential specialism In the newly established 

theatre degree course (1976 onwards). it was not predicated primarily on ideas of playwrlghting 

or the literary study of play scripts or dramatic texts, but on the continuing question (and 

questioning) of the relationship of writing to performance work, particularly (at that time) on 

the uses of writing for performance that emphasised the making of 'physical, non-narrative and 

visual' experimental theatre and 'new dance' work, and its relations to wider social and politic 

contexts. 

The gradual departure of writing (at least in terms of experimental theatre work In the UK) 

from the norms of playwrighting and the forms of drama associated with conventional theatre 

and theatre spaces during the 1970s and 198os, was reflected in the continuing and unresolvable 

debate around which preposition or connective would best characterise the relation between 

writing and performance: writing fur performance, which began to suggest a sense of writing 

In the service of performance, writing arul performance, or writing .a.s performance. 

During the 1970s the theatre course at Dartington had looked back for Inspiration to the 

writerly models and examples of work at Black Mountain College. In 1952 the poet and then 

Dean of Black Mountain College, Charles Olson, wrote a course description entitled 'The Act of 

Writing In the Context of Post-Modern Man' which incidentally might not only have contained 

one of the earliest sustained usages of the term 'post-modern', but also provided a marker from 

which an Idea of performance writing could emerge. Olson wrote: 

The engagement of each class [ ... ] Is the search for a methodology by which each person 

In the class, by acts of writing and critique on others' acts of writing, may more and 

more find the kinetics of experience disclosed -the kinetics of themselves as persons as 

well as of the stuff they have to work on, and by.(S) 

There are two key Ideas here- i) 'acts of writing' which clearly places writing as performative, as 

61 



Acts of Wrltlnq - Ric Allsopp (July :woo) Section 1: 'Performance Wrltlnq' (1999) 

engaged in physical process, which leads to 11) a 'kinetics of experience' -the literal 'movement 

of material' or 'performance of writing' that Is found and materialised. As Olson saw it 

elsewhere: kinetics as a direct transfer of energy from 'where the poet got it [ ... ] by way of the 

poem Itself, all the way over to, the reader' (6). The sense of the materlallty of writing and the 

essentially performative quality of the materials of writing, Olson describes as [being]' ... 

handled as a series of objects in field In such a way that a series of tensions are made to hold, 

and to hold exactly Inside the content and context of the poem which has formed Itself, through 

the poet, and then, Into being'. (7) 

Forty five years on Cl son's course outline still has a contemporary resonance to Its vision and Its 

'placing' of the act of writing'. Its conceptual inheritor performance writing locates itself as 

part of the atomisation of literature, music and theatre and so on. In that, of course it aligns 

itself 'with the aesthetics of suspicion, disruption and reappraisal which have to such a large 

extent determined the frame of mind of this century's effusion of experimentality' (8). The first 

Performance Writing Symposium, an international gathering held at Dartlngton in 1996, 

emphasised the materlallty of writing and Introduced performance writing as lt presented 

Itself at that time: 

The field of performance writing defines writing In Its widest sense as the Investigation 

of the performance of language. By acknowledging that textual events are produced not 

only through a syntactical and semantic exploration of language but also through the 

Impact of Its material treatments, Performance Writing Is highlighting the great diversity 

of artistic and wrlterly practices, both within and outside established literary traditions, 

which rely on the use of text and textual elements. Forms of theatre, of poetry, of 

Installation art, of video art, of animation, of soundworks and bookworks and electronic 

arts that share and forward an interest In experimenting with language arts thus become 

part of one and the same debate. What Is writing? where does lt take place? become 

once again fundamental questions when aspects of sonic writing, of visual writing, of 

Installed writing, of physical writing or even duratlonal writing are practices defined 

alongside the linguistic and the literary. If pen and paper are still considered the abc of 

writing, Its full alphabet has long since exploded. into an array of surprising 

permutations. (9) 
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If performance writing marks the terminal points In between which a field of work crackles and 

sparks into life, then this is not primarily due to the framework- which only gives some shape 

and form to a diverse set of writerly practices that are now performing both on and beyond the 

page In wide range of media and for an Increasingly wide audience. The technologies of writing 

and performance as communicative systems point towards the performatlvity of the text­

writing as it performs Itself within its own terms, within Its own field. As Patrice Pavls has 

noted, it is the interaction of signifying systems within performance, and not their history, 

that Is offered to the spectator and that produces meaning (10). The term performance writing 

brings Into focus that lnteractivity, the transformatlve play of text as performance. 

Notes: 

1. Caroline Bergvall (1996) Key Note Paper for Performance Writing Symposium, Dartington, UK. 

2. heralded for example by Mcluhan in the early 196os and approached from philosophical (Derrida), structural 

(Barthes), cultural (Ong), feminist (Cixous) and technological (Mcluhan) perspectives 

3· for example in the work of Duchamp, Artaud, Gertrude Stein 

4- Dartington was founded as a utopian community for rural regeneration and the promotion of the arts by the 

American heiress Dorothy Elmhirst and her husband Leonard Elmhirst In 1925. 

s. Charles Olson (1952) 'The Act of Writing in the Context of Post-Modem Man' in Olson: The Journal of the 

Charles Olson Archives, ed. George Butterick (Connecticut UP) No.2 Autumn 1974. p.28. 

6. Charles Olson (1950) 'Projective Verse' in Selected Writings ed. R.Creeley (New Directions, 1966) 

]. ibid. 

8. caroline Bergvall (1996) Key Note Paper for Performance Writing Symposium, Dartington, Ul<. 

9. The Symposium was eo-organised by Ric Allsopp and caroline Bergvall, writer and present 

Subject Director of the Performance Writing degree course at Dartington College of Arts) 

10. in Performance Texts ed. Michaellssacharoff & Robin Jones, Pennsylvania UP, 1998. p.86. 

Ric Allsopp is a founding partner of Writing Research Associates and Joint Editor of the contemporary 

performance journal 'Performance Research' published by Routledge. He currently holds a Research Fellowship 

at Dartington College of Arts. He initiated the 1996 Performance Writing Symposium and is working with caroline 

Bergvall on a second Performance Writing Symposium 'In the Event of Text: Ephemeralities of Writing' to be 

held In Utrecht In April1999. <http://huizen.dds.ni/-sdelafwrafiET98> 
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Like winter snow on a summer lawn, 

time past is time gone. 

Section 1: 'Ephemera' (looo) 

Ephemera 

A Paper in Three Letters and Four Ephemera 

Ric Allsopp 

(Random Selection, Murphy's Laws of Computing - May 7th 1998) 

Ephemera 1: 

This paper from which I now begin to read takes the form of an ephemeris: a calendar or table 

of daily positions of the constellations. In this case I am Imagining these constellations as some 

of the projects that I have been involved with over the last few months as a Research Fellow and 

as editor of Performance Research. I want also to Invoke the Idea of ephemera, partly as a means 

of replying to the Italian theatre scholar and academic Valentina Valentinl, of whom more anon, 

and as an image or a term which characterises what I find I am engaged with In the field of 

performance research. 

The word ephemera refers to some thing or event of short duration: certain small flying Insects 

which appear at this time of year as lmagos (In their final or perfect form) and live only for one 

day ; certain forms of printed text or visual materials. The term Is also applied to an Intense and 

short-lived fever. Ariel, that most ephemeral of Shakespeare's characters, describes the reaction 

of the passengers to the tempest that Prospero 'by his art' causes to wreck the King's ship:' ... 

Not a sou If But felt the fever of the mad, and play'd/ Some tricks of desperation [Tempest I, 11]. 

Theatre (and dance more so) Is traditionally an ephemeral art. 'The Tempest' plays with the 

transitory presence of its own theatrical devices. Yet In relation to the act of writing the notion 
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of ephemerality Is contradictory, paradoxical. Writing Is that which remains, the preservation 

and residue of Its own Inscription on a surface. As such it Is static, unmoving, the antithesis of 

the ephemeral, and whilst it might require some form of movement to release it, the movement 

of the eye across the page, the sequenced movement of the 'page' before the eye, lt remains 

fixed, immobile. Only by being bounded is Ariel's freedom (as language/ writing) something 

rather than nothing as Terry Eagleton observes. 

lt might seem paradoxical therefore to pursue ideas of writing and ephemerality- those places 

where writing remains in an ambiguous relation to a surface, to a place, to a location, where lt 

resists the the repose of the page, those points of erasure, of ellipsis, of ambiguity- like Aaron 

Williamson's analogic 'Shaved Pages- (Tabula rasa)'- where the density of the written oscillates 

between the pleasure of the surface and the freedom of the elements. Propero's last words to 

Arlel : ' ... then to the elements/ Be free, and fare thou well .. .' The ephemeral and its relation to 

performance, to writing, to criticism, to editing Is concerning me partially because I am eo­

organising at present (with Caroline Bergvall) a second International performance writing 

symposium to be held in August this year In Utrecht. The symposium, which is called 'In the 

Event of Text: Ephemeralltles of Writing will explore ways in which writing can be seen to 

function as a time-based, transient, ephemeral artform when played out In the context of 

different media and environments. In relation to the ephemeral both performance and writing 

play themselves out In relation to Ideas of the disappearing text -erasure, silence; to the 

ambivalent and ambiguous status of the texts of contemporary live performance and theatre; to 

the dispersal of written material through new interactive and sonic media; to the transforming 

sites of mobile writing; and In relation to electronic writings, cybertexts and hypertexts. 

At this point I expect that you are beginning to wonder why this seminar Is called 'The Function 

and Languages of the Critic'. For those of you who are expecting things to be as they seem, I 

have to confess that somewhat like the passengers on the King's ship you are got here under 

false pretences; for those of you expecting things to seem as they are, then here is my 

explanation. 
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A Conference in Calabria: Letter 1: 

Dear Valentina Valentinl, 

If circumstances had been a little different, I would have just returned to Dartlngton from the 

congress at the University of Calabria on 'Functions and Languages of the Critics' which you 

kindly Invited me to contribute to. I am very sorry that I was unable to come. What follows Is 

what I would have talked about in response to your questions. You sent me the following text: 

Anatoly Vasslllev (director of the Theatre at the School of Dramatic Art, Moscow), in an 

interview which appeared In 1992 In the first Issue of Theaterschrift wrote: 'We live in a 

period of borderline, in which something has been defined and nothing new has yet 

arrived to take its place, therefore we live the departure of the old world without having 

the joy of Imagining a new one'. From a completely different point of view Richard 

Schechner, not as positive as Vassiliev's hopes for a new 20th century Russian tradition, 

wrote: 'We don't live in a world of unlimited original possibilities. A long neo-medleval 

period has begun. Or better, If we search for equal histories, maybe neo-Hellenistic. lt 

will be a period of intellectualism linked to tradition. A way of doing based on traditions 

which is due to the need to support, care for, reuse and accomplish things with limited 

resources.' 

The crisis of theatre magazines and journals Is an evident aspect of the general crisis of 

the artistic, Ideological and production system of the theatre Itself, of the absence of 

points of reference able to characterise experiences that are otherwise rare isolated, yet 

sometimes exemplary. 

In the past theatre newspapers and magazines focused attention through the critic on 

the performance. More recently the theatre critic has disappeared In the wake of the 

new critical avant garde. The processes of theorisation which theatre has gone through 

In the last twenty-five years has brought about a variety of sectored approaches to the 

act of criticism. For example the anthropological (or performance studies) approach 

championed by The Drama Review which by introducing ideas of the performative and 

the performance event seems to seek the destruction of theatre Itself. Or semiotic 

approaches which create different models of analysis -for example Stefan Brecht's 

analysis of Robert Wilson's performances, or the work of Patrlce Pavls. 
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How do critics, organisers and researchers reply to this situation? The congress aims to 

consider the functions, strategies and responsibilities of arts and theatre critics in a 

moment of particular consumption of the interpretation function. Particularly serious Is 

the absence of artistic literature relative to contemporary subjects that is both reliable 

and Important. Critics appears today to be characterised by superficiality, distance and 

absence. lt is as though the continuity of experiences and cultural memories have been 

interrupted; the new generation often gets a mainly journalistic knowledge of the 

artwork. 

I note five points here. The apparent absence of 'points of reference' -the now familiar sense of 

post-modern vertigo; the sectorlng of critical approaches -'performance studies; semiotics etc.; 

the question of the functions, strategies and responsibilities of the critic in the face of a crisis of 

confidence; the absence of 'artistic literature' by which I take you to mean writings and 

documentation from artists concerning their own processes; the Interruption of cultural 

experience and memory. I don't want simply to respond to these Issues from the perspective of 

Performance Research -my co-editors would also have something to say about your questions, 

some perspectives that will differ from my own. I would. like also to come at lt from the point of 

view of my own (small) practice as an artist and from my observations of the practice and work 

of others. This Is localised and caught up also In the particularities of place and time. 

You seem to hint at the possibility of returning to a point prior to a moment of fracture which, 

like a fault line or crevasse, has gradually widened over the last thirty years, though I know 

from your writings elsewhere on the disruptions between Institutional, dissident and radical 

theatre In Eastern Europe, that you cannot Imagine the possibility of such a return. You are 

right however, when you say 'lt Is as though the continuity of experiences and cultural 

memories have been interrupted'. Perhaps this provides the conditions for the upsurge In art 

and critical work around Issues of memory- Arnold Dreyblatt's 'Memory Arena' which raises 

Issues of cultural identity and historical erasure as does the work of Christian Boltanskl; the 

proxlmities of memory and landscape in the work of Slmon Schama; conferences on memory 

and the body, the proliferation on a small and localised scale of reminiscence projects, work on 

archives of all types. 
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Theatre Is no longer at the cutting edge of culture within the metropolitan centres of Europe 

and north America. lt Is no longer a focus of Innovation, or radical opposition as it was perhaps 

twenty years ago; (Raymond Williams was already signalling the demise of the dramatic- or at 

least Its displacement- In the 1970s In 'Drama In a Dramatised Society') but then neither Is 

painting or Installation art, or contemporary poetry, or dance, or opera- not that all these 

media do not continue to have their moments. The ubiquitous triumph of the digital 

increasingly surrounds and Influences our views of performance. Marlanne van Kerkhoeven has 

noted that • the power of dreaming seems to be the only power which modern art has at its 

disposal; the powerlessness, the marginality, the small-scale of theatre/ performance audiences 

compared to lV- are a fact of the performing arts'. Theatre and live performance are both 

vulnerable to as well as dependent on technologies. The history of theatre can be plotted in 

terms of technical innovation as well as literary or textual development. Perhaps, If you will 

allow me, there is an analogy to be made with the steady demise of the bicycle in the UK 

between the 1950S-7os in the face of the Increasing availability of affordable cars and Improved 

public transport. lt took the invention of the mountain bike- a rethinking of the gearlngs 

possible on a bicycle- and its coincidence with the 1980s marketing of health and fitness, to 

reinstate the possibilities of the bike. Theatre has had Its share of mountains: Grotowskl's 

Mountain Prolect. Robert Wilson's Ka Mountain, lsherwood and Auden's The Ascent of F6, 

Plnter's Mountain People. 

Perhaps theatre{ live performance Is awaiting Its equivalent of the mountain bike. My more 

serious point is that since we cannot undo what has been thought, we cannot undo the cultural 

and aesthetic impact of new technologies, neither should we reject important forms of 

representation simply because they no longer apparently give an adequate account of the world, 

or seem to have become secondary media. 

The 'crisis' of the theatre as a means of representation during the 197o-8os was brought about by 

a wide variety of factors: economic, aesthetic, technological, Ideological. The questions of 

whose theatre, and theatre for whom (with their attendant notions of space, time, ownership, 

view point etc.) seem to be particularly efficacious In problematlslng and undermining views of 
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theatre as a fixed and unchanging form. Problems of authority, of hierarchy, of authorship and 

the discourses around these ideas also put paid to the possibility that theatre could remain a 

central means of cultural representation- if indeed it has been one at all In the second half of 

the 2oth century. With the introduction of the digital , the medium Itself no longer becomes 

the important factor. As James Boyle has pointed out the information age Is characterised by the 

homologisatlon of all forms of Information -genetic, electronic, demographic - as code. The 

privileglng of code means the medium becomes Increasingly Irrelevant- or to turn it around - all 

media begin to participate in a digital equivalence. 

Whilst this might be increasingly true as a generalisation, on a localised level distinctions 

between media, between disciplines, between approaches are still important. We see an 

increasing localisation of agendas and aesthetic choices- which Is where I begin to drift In the 

direction of Anatoly Vasslllev who stated his position vis-a-vis theatre (1992) as follows: 

In the 1960s (in Russia) ... the theatre examined Itself, I.e. theatre was life. Life In the 

theatre reminded one of real life. But that was long ago. During the past few years the 

process Is such that I stopped examining life outside the theatre. I have been 

concentrating on studying only life in the theatre, life In the artworld. That means I have 

only been Interested In a particular part of life as a whole, as lt surrounds the theatre: the 

life of thoughts and Ideas. Not life Itself but the state of the Ideas In this life. That Is a 

radical change. As a consequence, I locked the doors of my theatre. And the more you 

close the theatre doors, the more Its reminds you of a monastery. Otherwise we couldn't 

possibly explore either social ideas, or the philosophy or state of art.' (Theatre as 

Monastic Community) 

I no longer believe (If I ever did) that such monastlclsm (the equivalent of Eugenlo Barba's 1970s 

notion of a a self-sustaining 'theatre culture') can have much Impact outside a localised culture­

a culture which Is localised not simply in geographic terms but localised within a particular art 

network. The question arises of what a localised Idea of theatre, of performance can do. In some 

senses our recent Issue of Performance Research 'On Refuge' takes up a thematic that opens the 

question of what are the conditions of work- what kind of refuge Is required to produce work, 
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what sense of 'locality' provides the conditions for performance. Vasslllev continues to represent 

a strand of 'laboratory' (monastic) work In a time when the ordering and cultural identity of 

such models is widely challenged as elitist, introspective and out of touch. This is not to 

challenge the theatre that he produces using such a strategy - since the relation between process 

and product Is complex and Is never simply a causal one In terms of the Impact of the artwork 

itself. Yet, as always, the direction, or better the diffusion of artwork, of theatre/ performance, 

is in the best sense unpredictable, in a Cagean sense unlmpeded. Perhaps monastlclsm is a way 

forward in the neo-medieval condition that Schechner envisages. Anatoly Vassillev provides one 

perspective on this. 

The idea of 'ambient theatre' as proposed by Edgar Jag er In 'Ambient@temporaryf for the 

nineties' provides an almost contradictory model where the attempt to find a place to live, a 

place to present the 'human body' in artlclficlal surroundings, a redefinilng of values, results 

not In a recluslvness, but In an ambient theatre Idea of creating shelters or temporary zones In 

which people can meet. This Is not the shutting out of the world, the closing of the doors to 

provide the conditions for artwork, but an opening up to the world, a world seen a ephemeral -a 

constant redefinition of what is at stake, the understanding of a fluid language of theatre, a 

nomadic view where a temporary zone, a temporary shelter can be constructed outside the 

bastions of the Institutions, an aethetics of the marginal, of the barr/o. 

As Terry Eagleton sees it Shakespeare's utopian solution (In 'The Tempest') to the conflicts that 

beset him -an organic unity of body and language, a permanent refuge of life within the 

artworld - is by definition unobtainable. I too see an oscillation -an unstable catalyst where the 

terms at play- body and language; body and space- remain unresolvable. Perhaps I look for some 

middle way - a way where the 'rare, Isolated experiences' that you speak of are not colonised by 

(and therefore fixed by) the abstraction of conceptual processes, or appropriated by a reductlve 

physicallty, or by the Idealism of a transparent shared experience but a way where there Is a 

recognition that theatre/ performance Is a shifting dynamic of Idea , activity, place. 
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Ephemera 11: Fire Tables 

'Fire Tables' Is an ongoing sequence of works which In some senses started almost ten years ago, 

though the first 'Fire Tables' as such were made In 1996. At present they are a series of live 

performance; installations, a line of exploration using fire as a metaphoric and actual material. 

These works have been In the main collaborative, as performance with other artists, or with 

workshop participants, and In response to particular sites, times and configurations of people. 

lt Is the end of August. The day is hot and sunny. I am walking through streets of Posnan In 

Poland close to the central square searching for a shop that sells artist's materials. I am 

beginning to treat the familiar assertion - 'it's only five minutes walk' - with the suspicion it 

deserves, as one tree-lined street unfolds into the next and the ecclesiastical landmark that I am 

hoping to see around the next corner, continually fails to materialise. At moments such as these 

I begin to regret my choice of shoes, and subsequently my lack of linguistic competence in 

phoning for a taxi In Polish. As I walk I am trying to determine the text that I should write on 

the stack of paper that lies on the table I have prepared at the Jesuit Gallery. I Imagine words as 

the shells of missing bodies; I play with the idea that the 'I' that writes Is not the 'You' that reads. 

I think of myself sitting at the table writing and that as I write I am also observing an almost life 

size photograph of 'myself pinned to another table. How can I hold these two 'bodies' In 

tension? What is it that occupies the actual and performative space In between them ? Is it the 

'presence' of the performance as a dynamic field of elements placed within a gallery space, the 

attention or lack of attention of the audience that will see the performance? 

As I walk I repeat In time with my footsteps the phrase 'what stands between': what stands 

between a word and Its Intention, the eye and its object, an action and Its consequence, memory 

and experience, writing and Its Imprint, a table and a chair, an arm and Its gesture. 'Language 

divides and diffuses whatever lies In Its path' as Terry Eagleton puts lt. He argues that a unity of 

body and language Is unattainable since the body can never be fully present In discourse because 

lt is a part of the very nature of the sign to absent Its referent. 'The solid, unified entity we call a 

body Is fissured, rendered non-Identical with Itself, _by the language which Is Its very breath'. 
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This paradox -which perhaps appears to resolve itself in momentary flashes of art, of theatre, of 

performance- or at other moments of Intensification - provides one of the Irritants that 

motivate my work on 'Fire Tables'. What is it that stands between the body and language? 

... as signs come to surpass the body they also threaten to escape Its sensuous control, 

dissevering themselves from the material world and dominating that which the are 

meant to control'. In language we deal with the world at the level of signification, not 

with material objects themselves. (Eagleton) 

The shop that I have been looking for suddenly resolves Itself across the street Just as it was 

described. The time of walking, the Insecurity of the unfamiliar which allows time to expand 

until it seems to engulf you, no longer seems so open ended, the Intensification of 'being lost' 

recedes and I walk up the steps of the shop and enter a world where the interplay of language Is 

reduced to acts of pointing towards material objects- a dip pen, a bottle of Ink- of offering a 

handful of notes in the hope of an exchange. 

In October I am standing outside a small room In Hamburg at Kampnagel X with four 

entrances that open Into other rooms. The gallery as a whole Is dark. Eighty people are squashed 

within the boundaries of this small, white darkened room. There Is a table with three glasses on 

it. The sound of flies. A metal flask. Another, lower table with a photograph of a man lying on 

his back, eyes closed, who no longer looks like I feel. I have Just left, walking backwards 

obliterating and Illuminating my path with a stick and a small beam of light. No-one else 

leaves. They seem rapt with attention -somehow seized or lost In this moment. Something else 

Is now happening. The table Is burning, blue flame runs from the table top onto the floor and 

forms a pool of fire. Two fire buckets stand on the floor, bright yellow flames reach two meters 

above the buckets. The heat generated begins to become Intense. Hardly anyone moves- all 

absorbed In this fever that the fire creates, In the burning residue left over from the 

performance, the ephemeral texts of memory and association. Later, after the fire has died 

down, I listen to the German performance artist Johannes Lorbeer harangue and Insult the 

audience from a lectern. I watch as he opens a window to the side of the gallery, as he strings a 
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full-size hunting bow, draws the shaft back to Its full extent and from the far side of the gallery 

releases the arrow straight through the window into the night. In this moment a part of each of 

us leaves the gallery, passing into darkness and then, almost Instantaneously returning to a space 

Intensified with the residue of flight. 

A Conference in Calabria- Letter 11: 

Dear Valentina Valentlni, 

What Is it that we are trying to do with Performance Research? I remember meeting with 

Ritsaert ten Cate in Amsterdam, [founder and director of the Mickery and now Director of DAS 

Arts] In 1995. We sat at a table In the unfinished building of DAS Arts- an open plan theatre 

school imagined as a collective space for research -looking down on the huge and beautiful 

freestanding brass candelabra which stands as a symbol for Rltsaert's view of the interrelatedness 

of theatre and performance- individual flames connected by circuitous stems . I was Inviting him 

to work with us on our as yet unpublished new journal. Why do we need yet another theatre 

journal? he asked. A certain disillusionment with approaches to theatre particularly a sense of 

the fragmentation of theatre as a project was apparent. My answer was partly pragmatic, partly 

Idealist- there is a conversation going on, a diversity of voices, bodies of research and practice 

both In Europe and elsewhere which Is transforming Ideas of 'theatre' of 'dance', of 

'performance work' and we feel that If we can bring these conversations together , Its 

participants (readers 1 speakers) may translate the themes with which we are dealing Into the 

terms of their own practices. Rltsaert ten Cate was not I think, too convinced -though he 

continues to support the work of the journal. 

Our function then Is not simply to provide 'readings' of performance work, but to provide 

resources for people already engaged In the problematlcs and contexts of performance work, to 

build an archive. The' languages' that you refer to will be 'languages' In keeping with the 

diversity of approaches and strategies In use within an expanded field of performance- no longer 

a limited language of criticism focusing attention on production, but analytical, visual, literary, 

scholarly, structural, poetic and oblique languages- a range of resources that contribute to the 

74 



Acts of Writing- Rlc Allsopp (July 2000) Section 1: 'Ephemera' (2ooo) 

thematlcs we choose to address and which extend and reflect the ways In which the 

conversation of performance can occur. 

Performance Research Is envisaged as a site of discourses which can operate within the particular 

limitations of the media which we have chosen to use: the limitations of book media. The size 

and shape of the page, the particular way In which books can be presented and handled. Within 

these limitations we attempt to confront, supplement, support research into those practices 

which, operating through the medium of performance participate In: 

the performativity of writing 

the performativlty of the photographic Image 

the problems of documentation 

the idea of the archive 

the contexts of particular performance practice 

contemporary debates around presence, liveness, medlatlsatlon and so on. 

We did not establish ourselves primarily as 'theatre' journal even though we comes from a 

theatre background. Our Individual practice on the margins of theatre had shown us that theatre 

could no longer simply refer to its own histories, Its own theorisations, but must be able to 

participate in any discourse which might shed light on the performative aspects of any media 

within the performing arts. We felt a sense of responsibility which derived for our own 

commitments and activities within the field of experimental performing arts from the mid-1970s 

onwards, and recognised an historical debt to those whose work as critics, as writers, as 

enablers, preceded ours• and an obligation to the artists and performance makers whose work 

provided a part of the ground which we move through. 

• (particularly Rob Le Fresnals, Steve Rodgers and Gray Watson of Performance Magazine, Oavld 

Hughes of the short lived Hybrid, Clive Barker of NI.Q, Bonnie Marranca and Gautam Dasgupta 

of m, Richard Schechner of IQ.B and Marianne van Kerkhoven of Theatreschrlft) . 
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Theaterschrift claimed In Its first (1992) Issue that Its aim was 'the study In-depth of 

dramaturgical work, which accompanies creative work'. Through the ten issues of the first series 

(1992- 1995) starting with 'Beyond Indifference' a telling title, and ending with the equally 

Indicative issue on 'Cultural Identity', the strategy of Theaterschrlft was to provide statements 

and Interviews more or less exclusively from practising directors, performers and artists 

concerning approaches and attitudes to the work of theatre making with minimal commentary 

from the the editors. In her opening editorial Marlanne van Kerkhoven was still able to affirm 

'there Is a great gulf between the theory and the practice of theatre' and to argue for 'theory as 

a consciousness of the practice'. Our own trajectory has been considerably different- though we 

too would espouse as an aim the publication of material that Illuminates the creative strategies 

of performers and artists. Our starting point, and a starting point that reflects our broadly 

Anglo-American alignment and background, has not been to bridge some irredeemable gulf 

between theory and practice, but to recognise that the praxis of performance work and the 

cultural and aesthetic sources of performance work manifest themselves In an Increasingly wide 

variety of guises. For us it has been more a sense of how we place certain types of material in 

relation to other types of material within the boundaries of the journal. Thus from the 

beginning our dominant metaphor has been one of a conversation, a conference of differing 

voices and positions which allows the attentive reader to find in sights and connections emerging 

from the thematic fields of material that we present. 

The question of readership (actual/ notional) Is important too. We align with Theaterschrlft, 

PAJ, TOR In so far as we are a journal with comparatively small specialist readership (in the 

order of 1ooo-2ooo thousand) comprised In the main of 'professionals' working the field of 

performance Including of course graduate and undergraduate students. Our 'role' as a vehicle for 

criticism Is a small one In the sense of review criticism of productions- the relative Infrequency 

of publication makes such a role a difficult one In any case. Our role Is one of 'research' rather 

than 'criticism'. 
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Ephemera Ill: A Circle in Brittany 

I am walking through the 18th century landscape of the Domalne de Kerguehennec In southern 

Brittany. The weather Is overcast with occasional rain, the temperature moderate. I walk 

through deciduous woodland, across grass park land, along the boundaries of arable fields, and 

around the edges of a large ornamental lake. This landscape, like Dartlngton, Is focused around 

a series of buildings which may or may not at any given point be visible, but whose presence and 

architectures inexorably determine the landscape In which, and through which, I am walking. 

The mediaeval manor at the centre of Dartington with Its later and 2oth century accretions as 

surely determines the nature of the landscape of which it is a part as does the chateau at 

Kerguehennec designed for the Swiss banker Hoggeur by the architect Ollvier Delourme in 1710. 

The parklands of both Dartington and Kerguehennec are designed to frame the buildings as a 

part of the view and to be seen as 'view' from the framing windows and doorways of the 

buildings. 

I say that I am walking through an18th century landscape, but what exactly does this mean? The 

landscapes that I am walking through, and through which my memory (this text) Is now 

moving are both almost entirely constructed landscapes and at the same time also landscapes 

determined by a particular and (In this case) shared geology - a matter of sedimentation, of 

erosion, of glaciation, of relative textures and densities of rock and soil. The landscape through 

which I am walking Is constructed quite literally on this geology -on a red sandstone 

sedimentation laid down In the Devonlan and Carboniferous periods. Landscape then, as I am 

using the term , Is a physical given, the place In which my walking takes place determined by a 

geology fixed millennia ago; and a cultural and Imaginary construct, a place where my 

reflections take place, determined by my own lmaglnlngs and expectations as well as by the work 

of 18th century architects and gardeners who still structure the vision and directions of my eyes 

and my feet as I move through the landscape. 

The two places that I am now still walking through share yet other similarities: they are 

'heritage' landscapes- that Is constructed landscapes which In themselves are to be read as art 
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works, places where Ideas of art work are nurtured. They are also 'working' landscapes that 

support agricultural Innovation and experiment. Since 1986 Kerguehennec has also become a 

centre for contemporary art and 'a site for an internationally known collection of outdoor 

sculptures where major artists have produced site specific works'. 

I am walking through woodland above the chateau. My map- which could be a little better 

drawn, a little more Informative- tells me that I am approaching number 19, a key on the map 

for a work In the landscape by the British artist Richard Long. I have already happened across 

Marcus Taylor's 'Silver Elevator Distortion' (1994), passed by Gluseppe Penone's 'Charming Path' 

(1986); observed Jean-Pierre Reynaud's '1000 concreted painting pots for an old greenhouse' 

(1986); felt visually challenged by Dan Graham's 'Two Cubes, One Rotated by 45"' (1986); 

enjoyed my three children using Kelth Sonnier's' Porte-Vue' (1987) as a perfect place for a 

grand Ovidian metamorphosis where each of them transforms into the other as they appear to 

walk through the sculpture. I am still approaching number 19- 'A Circle In Brittany' (1986) and 

it slowly comes Into view as I move up the sloping grass. 

I am thinking that lt would be Interesting not simply to describe my walk through a landscape 

In Brittany to you, but to enable you to have a more Immediate and tactile experience of at least 

a part of that landscape. But which part? Is a landscape removable, is it portable in other ways 

than through words? Of course. Maps, paintings, photographs, films, audio-tapes allow us to 

participate remotely In particular landscapes. Indeed these 'portable' landscape fragments, 

memories, visions, increasingly determine how we react to and behave with particular landscapes 

if we should happen to carry ourselves to them - by foot, by plane, by car, by bicycle. Where Is lt 

though that we carry ourselves to through these fragments, these Images which we agree to 

understand as representations of particular places, of particular landscapes? The landscape that I 

am walking through begins to oscillate, to become unsettled, undecided - to be both Itself and 

somewhere other as I experience it. 

I walk up to the very edge of number 19 -'A Circle In Brittany' by Richard Long. lt Is the sort of 

work that has a edge- though as I move my eyes closer to that edge (which seems so clear and 
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precise as it comes into view surrounded by grass and bluebells) - lt becomes less clear where 

this edge starts and where lt finishes. A circle - rather a horizontal disc- made of darkish red 

pieces of sandstone, the whole perhaps 20 feet in diameter- each piece of sandstone fitted 

closely to the pieces placed next to lt, a surface of nothing but sandstone until lt defines Its 

circumference, that Intangible edge where lt becomes the sea of grass that surrounds lt, a red 

surface made more so by the light, by the rain. 

I am standing now near the middle of this 'Circle In Brittany' and I determine to take a small 

piece of this sandstone - which at this moment from where I stand Is also an 'art-work'- to 

show you something of this landscape. But as I think this I also know that the very act of taking 

this stone fragment also transforms lt: lt already begins to become something else, Its 

particularity shifts and changes in relation to my ability to take it. lt begins to become 'not­

stone', 'not-landscape' (where landscape means determined by a particular set of precise 

contexts) as I select lt, lift and carry it away from Its 'site', from Its context; in the same way that 

it becomes 'art work' as lt underwent another process of lifting, selecting, positioning by 

Richard Long. The stone that I now hold begins to say or do something else- not of Its own 

accord, but by virtue of its new displacement, Its new context as for example an example. 

As I raise this small piece of red stone from the circle, lt too raises a number of questions for me 

-questions which frame some of the Issues surrounding the problem of performance and 

landscape: questions of scale- the way in which both art work and performance work tend to 

pale into Insignificance within landscape; there are questions of ethics- Is lt right or wrong to 

take a piece of this sculpture; and whose 'right' and 'wrong' might that be? There are questions 

of access too: graffiti on the fences marking the pathways through the sculpture park demand 

that 'art be made public'. There are questions of form and aesthetics: is lt still part of a sculpture 

by Richard Long when lt has been removed from Its context In a particular time and a particular 

place; There are questions of the duration and temporality of the art work: what Is the nature of 

the art-work- where does lt begin and end as a constellation of Ideas, Images, actions, Intentions 

in time and space? These are question~ perhaps particularly relevant to the idea of theatre and 

landscape. Can a site-specific work move? Does it thereby lose Its speciflclty, cease to be the 
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work- become a simulation of the work? a copy of the work? Is landscape portable? Is this 

still a work by Richard Long, how does it (still) participate in the processes which Richard Long 

determined for it? How does this circle of stones separate itself from the other similar stones 

that make up the geology of southern Brittany? At what point and by what mechanisms does lt 

become a 'sculpture'- at what point does it cease to be a sculpture? How far does this piece of 

red stone fetishise a relationship to art as 'object', to art as institution, to art as commodity, to 

particular ways of placing art in contexts? (Like for example in our attitudes towards Navaho 

sand paintings or marked blackboards by Joseph Beuys, where we- (the dominant western 

artworld)- determine to preserve and fetishise objects which (like theatre) are made to serve a 

particular cultural moment, which are made to participate In a specific temporal frame; are 

essentially ephemeral and transitory. In the case of theatre it is of course the text rather than the 

performance which has been and continues to be fetishlsed (think of the line of the dramatic 

text from Shakespeare, Racine to lbsen, Beckett, Plnter, Mamet). 

Perhaps I should explain here why I felt that taking this piece of stone was an action I could 

make In relation to my understanding of Richard Long's own process as an artist. A way that Is 

to justify any lingering feelings of transgression, of moral opprobrium brought about by my 

cultural attitudes to the fixity of the art work as a potentially unlversalislng object, through a 

recognition of the ephemeral nature of the process which determines what Is art and not-art . 

The circle gradually crumbles and erodes- the light, the rain, the wind, the organic actions of 

lichens, of rhizomes, the predatory actions of humans like myself, all conspire to reduce this 

stone to the soil upon which it lies. 

All these Ideas are also In some sense provoked by, or perhaps 'contained' or latent within 

Richard Long's work- whether as an Intention of the artist or as a residue which springs from the 

artworks own life as a dynamic of material (sandstone) and representation (circle)- or at least 

are provoked by the moments of 'conversation' between the spectator (myself) and the artwork. 

When I returned here to Dartlngton I go to the Library to see what more I can find out about 

this work of Richard Long, part of which I carry with me In my coat pocket. In 'Walking In 
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Circles' I read the following: 

All Long's sculptures are In a sense stopping points on a journey. They record a moment 

when everything feels in balance, and In such a place the activity of the artist and of 

nature seems to be doubly charged, place and materials respond to the artist who 

approaches them In their own language. He seems to extract from them the explicitness 

of both time and eternity: the Ideas of 'making something out of nothing' and In Richard 

Long's words, 'making almost nothing'. [ .... ]The work Is seen merely as a brief visible 

moment at a resting place [a circle] during an Invisible journey [a line], a knot In the 

handkerchief of memory, the tie that binds, a punctuation mark or sustained note, with 

all the fleetingness that that implies. But it Is also the residue or trace of the artist's 

activity, which becomes separated from him and continues to resonate as an Idea even 

after [the circle has disappeared] and the artist and time has passed on. 

"The remainder or residue Is that which remains or subsists when everything else has 

come to a conclusion. If something is complete in itself, perfection, nothing is left over, 

there is an end of it .If there Is a remainder there Is no end to it. [Derrlda- supplement?] 

So the remainder is the germ and material cause for what subsists. it is the concrete 

reality of a thing•. [Stella Kramrlsch] 

My actions as a transgressor, as a catalyst, participate In the Idea of art (Inclusive of theatre) as a 

dynamic field, as an undecided and undecidable catalyst within culture rather than as a 

landscape overvlewed from a particular point of view. 

A Conference In Calabria: Letter Ill 

Dear Valentlna Valentlnl, 

The theatre Is never a self-contained form. it always seems to resist the modernist formalism of 

say the more extreme work of Grotowski (where it slips Into expressionism) or Beckett (where Is 

slips Into the absurd) or a Schlemmer (where Is slips Into choreography). Theatre Is always a 

perforated art, perhaps with slightly baroque tendencies, building Its practice from Its 

observations and borrowings from other disciplines and other approaches distinct from a 

modernist credo of self-containment. Seen from another perspective it was the theatrical 

tendencies of minimal ism (or 'literalism' as he called it) In Its construction of the relation 
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between object and spectator that so upset Mlchael Fried's view of the modernist work as 

suspending both duration and objecthood. 

The Idea of an autonomous theatre- a theatre of consisting of narrative, character, scenic 

hierarchies and aesthetics- what you have called elsewhere 'Institutional theatre' (In so far as 

such a theatre ever actually exists- rather like Brook's idealist notion of empty space) was 

inevitably disrupted, colonised, transformed by the Impact of changing theoretical agendas and 

perspectives: femlnlsms, Ideologies, identity politics, literary theory, deconstructlon, In some 

respects carried over from theatre's vulnerability as a form. This ability to utilise other 

discourses, other poetics, began to destablllse theatre to such an extent that theatre as 'seeing 

place'- as a means of structuring the vision of the audience, could no longer cohere as a 

perfomative construct. The Intrusion of Ideas of performance art, duration works, body 

techniqiue, visual and physical and so forth needs to be absorbed Into theatre In ways that can 

revitalise the basic theatre components of narrative, character, scenic elements, objects. These 

components are therefore to be always understood as unstable and problematic- responding to 

the varied contexts within which they are Invoked as performance. 

Theatre as a 'seeing place' perhaps has to shift from Its historical linkages with physical presence 

In a particular temporal/ spatial dimension, that Is within the location of 'theatre'. Perhaps we 

cannot yet tell what this 'new' theatre, this new 'seeing place' will be like- but we can predict 

that the basic components that have comprised theatre will still apply even If they are displaced 

Into new media -the holographic actor, the transmissible scene, the ephemeral text. As an 

analogy writing still struggles with the problematlcs of mark making- a problematic that 

perhaps went Into abeyance during the main era of print, a problematic that begins with 

cuneiform, with those origlnary clay objects strangely reminiscent of Anthony Gormley's 'Field'. 

To paraphrase Howard Becker, In art historical terms the primary modes of criticism (within this 

century) are based on congruent aesthetic theories which have Included Imitative theories of art 

(the work imitates Its natural contexts), expressive theories of art and Institutional theories of 

art - the context of the artworld itself as Institution -the 'art work' Is understood no longer as 
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taking place within the formal network of relations that comprise the physical object (whether 

we understand this as the performative duration called 'theatre' or the sculptural object), but as 

taking place in the relations whereby that object relates to the contexts within which it Is 

produced, distributed, discussed. The object disappears -or more precisely transforms and 

begins to take place between Its possibilities as 'pure' concept or 'pure'object - an essentially 

ephemeral trajectory. As Arthur Danto put it' 'To see something as art requires something the 

eye cannot descry -an atmosphere of artistic theory, a knowledge of the history of art: an 

artworld; (1964) 

My point Is that since theatre Is no exception to these aesthetic trends, it too participates In 

(and finds Its vitality and/ or morbidity) in the shifting focuses of criticism - In a new (or 

perhaps not-so-new) conceptualism whereby the institutional constructs of theatre are 

confronted with changing critical contexts. lt is Inevitable that the critical and aesthetic Ideas 

that surround say the work of Rachel Whlteread and Gordon Douglas (to name two Turner Prize 

winning YBAs) should begin to inform both theatre and the way in which people (critics) begin 

to respond to theatre. Both Whlteread and Douglas' work is primarily conceptual in Its Impact, 

though each produces an 'object' (the house; the screen Image] - which Is of course a major 

stumbling block In the works public reception - the relationship between Ideas and things. We 

cannot unthlnk nor separate Images from concepts. Ideas and constructs both emerge from the 

artwork and provide the fabric of the art work- whether this be theatre, or sculpture or dance or 

text. The gradual dissolution of the 'object of performance' to borrow Henry Sayre's phrase -

yeilds a flux, a solution of theoretical, critical, procedural and technical ingredients. Perhaps we 

can now imagine performance' as a kind of serum, a plasma that is injected/ projected/Ingested 

Into the body of the audience/spectator, operating as a 'specific'- to use a contemporary (as In 

'site-specific) and (neo) mediaeval term. 

Types of performance/ theatre open up to types of critical language. Performance Research has 

tried to include a range of such critical languages and responses- psychoanalytic, formalist, 

structural, phenomenologlcal, historicist, In Its Issues. Whilst Its field of research Is not as wide 

as the performatlvity of the everyday (as In TDR) it focuses on the performatlvlty of the elements 
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that comprise performance arts which of course Includes the contexts of the everyday. lt Is an 

expanded aesthetics of equivalence -expanded to include theoretical and critical languages as 

equivalent elements within a poetics of performance making. 

Richard Serra argued in his 1990 Yale Lecture that if sculpture has any potential at all, then lt Is 

its potential 'to work In contradiction to the places and spaces where lt is created'. This 'ln­

betweenness' (though contradiction is never precisely in-between) Is analogous to the Idea of 

performance as a unstable catalyst that I have mentioned above and elsewhere In relation to 

performance and ecology. 

Based on the interdependence of work and site, site-specific works address the context of 

their site critically. Site-specific solutions demonstrate the possibility of seeing the 

simultaneity of newly developed relations between sculpture and context.~ 

behavioural and perceptual orientation to a site demand's a new critical adJustment to 

one's experience of place. Site-specific works primarily engender a dialogue with their 

surroundings. Site specific works emphasis the comparison between two different 

languages (their language and the language of their surroundings). Unlike Modernist 

works that give the Illusion of being autonomous from their surroundings, and which 

function critically_ only In relation to the language of their own medium, site-specific 

works emphasise the comparison between two separate languages that can therefore use 

the language of one to criticise the other. 

I am aware throughout what I have written here of the dangers of syncretism, of collapsing the 

discourses that surround a particular discipline, a particular arts practice, Into the discourse of 

another. At the same time this oscillation as I have called it, this sense of fluidity of Ideas, of the 

unstability of things, Is the field In which the critic operates in order to open up the possibilities 

of an artform. A means of constructing the temporary sites and shelters which allow people to 

meet on an equal basis. 

Best wishes, 

Ric Allsopp. 
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Ephemera IV: A Doorstep in Caracas 

I run to get my camera. I have to ask the guard to let me Into the room where I have left my 

case and the material for my performance. lt Is still quite early in the evening, but darkness falls 

promptly In the tropics- no temperate seasons here. The single light bulb, powered- as all the 

houses are here- by tapping into the wiring of a street-light or any other convenient cable, 

which lights up the inside of Sefior Hernandez' one-room house, is now hanging outside the 

front door, Illuminating the front step and the path of gold leaf the width of the doorstep that 

runs from just Inside the threshold out Into the street. I have been taking photos of the work on 

and off since about 4 o'clock and have already finished up my film. Sefior Hernandez Is Insisting 

on one (one more) final photograph of himself with Sally Tallant (the artist) standing framed in 

the door- an Image of the Sacred Heart just visible on the back wall. They stand together behind 

the lightbulb which hangs in the centre of my viewfinder. This photo will never work, even if I 

had a film. The two hens in their cage on the front step are being fattened for Christmas. They 

were brought out specially earlier and placed on the whitewashed step. Senor Hernandez had 

finished painting the front of his house and the step just before the artwork was to commence at 

four o'clock. The chickens are usually kept inside to stop them being stolen, like all four wheels 

that used to be on the shell of a battered red Ford Mustang now resting on concrete blocks 

under the road bridge which shades Senor Hernandez house In the early part of the day. Senor 

Hernandez Is hoping to do up the Mustang one of these days. 

Just after four o'clock Sefior Hernandez , having observed the beginnings of the work, had 

disappeared inside his home and some while later reappeared In his best suit. People dress down 

In Caracas, especially in the barrlos. Even though the barrio skirts Caflo Amarillo and the old art 

nouveau presidential palace that lies close to Seflor Hernandez home, it Is advisable not to look 

as though you are a person of property: a pair of good shoes, a watch, even a good cotton 

shirt. Suits are for special occasions. I push the shutter release. A satisfyingly audible click. No, 

there was plenty of light. No, it didn't need a flash. lt will be fine. We are shaking hands. Senor 

Hernandez' friends from around the corner have come over. They want us to come and drink 

with them. We decline. We are drinking with Senor Hernandez who has brought us Polar beers. 
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What Is this? Is it gold? Is it real? What's lt for? Did you pay for this, Carlos? No, they are 

artists from abroad. Artists? What does lt mean? it's gold - she came and asked if she could 

paint my doorstep gold. I didn't think it would look as good as this. I'm very happy, very happy. 

it looks great, Carlos. We would like this too. How long will it stay? A warm winds Is blustering 

under the bridge. Flecks of gold leaf lift off the step and the street. Perhaps lt will rain later. 

The bridge will provide some temporary shelter. One of Senor Hernandez' friends arrives with 

more beer. Is this art? lt looks good - it looks good for Christmas too. Let's go and dance. Yes, 

later- we have to clear our things. lt begins to rain . Senor Hernandez stands In his doorway 

smiling. 

• •••••• 
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Tram Tracks I: 

Section 1: 'On Immobility' (1999) 

On Immobility 

Ric Allsopp 

I am sitting at a table in the cafe of the newly completed Tanzhaus In Diisseldorf. lt is raining. I 

am sitting parallel to the large glass front wall of the building which looks out onto a courtyard 

bounded by iron gates and railings. The Tanzhaus occupies what used to be the central tram 

depot in Diisseldorf. The tram tracks, which enter the courtyard through the gates and fan out 

into single tracks each with its own separate entrance to the depot, now disappear under the 

floor of the new art space, stopped in their tracks. The friend with whom I sit remarks that it Is 

only ever one or two Ideas that really alter things for the individual, that open up new 

landscapes; the rest disappear without trace. Outside in the rain men and women wait 

surrounded with bags of cheap consumer goods for the coaches that will take them back 

through the slow hours and days to the east, to the margins and peripheries of europe. 

Iconoclasm: 

The three companies that I wish to refer to in this paper - Baktruppen, Societas Raffaello Sanzlo, 

and Goat Island -take such different approaches to the problems of presence and representation 

and their utilisation of time, space, body, object, text -that it Is difficult for me to place them 

together under a category of 'Iconoclastic theatre'. I am Interested In the relations between 

presence and representation, between periphery and centre, between body and environment. I 

am not so Interested In whether the theatre work that has been brought together to form the 

Iconoclastic season of work is either 'iconoclastic' In the sense of 'destroying Images' or Is 'a new 

phenomenon or force in theatre'. In many ways the work seems to reinforce the idea of Image In 

Its exploration of the representational conditions of theatre. Nor am I so Interested In what 

seems to me to be a partial and reductive division of theatre making Into categories of 

'mainstream' and 'post-mainstream' -categories which all too easily reflect a geography of 

performance determined by a network of producers and producing venues. 
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I see the terms of presence and representation, periphery and centre, body and environment 

(which lie at the heart of questions concerning theatre and performance) no longer In 

opposition to each other but as describing a dynamic and fluid field of practice and enquiry 

that reflects the unstable, unsettled, dispersed, contingent and problematic cultural conditions 

that typify a post-Industrial, post-modern sensibility- a sensibility which Is no longer located In 

the urban centres of europe and amerlca but that Is becoming Increasingly globalised. 

Iconoclasm understood as the destruction of Images- a destruction that hopes to bring about 

radical change- is no longer a possibility under these conditions- or where it Is, lt operates at 

a level of detail and specificity that is more or less invisible to the general view. As Baudrillard 

has pointed out, art has already disappeared as a symbolic pact: 'the capacity of art to negate 

reality, to set up an 'other scene' in opposition to reality where things obey a higher set of rules, 

is gone' (1994:14). There Is now only the possibility of setting up temporary zones of consensus 

(as Edgar Jager has proposed in his polemic on 'ambient theatre' (1997) -at least that Is, outside 

of mass media. The project of art Is to take up the fragmented world and find Its living 

connections not in an attempt to reconstruct Ideological monuments- the art object or 

performance as 'symbolic pact' - but to create a temporary zone of coherence. Such meeting 

places or temporary zones are essentially localised, sometimes manifesting within the 

boundaries of the Institutionalised art world, sometimes elsewhere. In this sense a marginal 

theatre exists. lt Is not at the level of 'theatre' though, but on the wider level of developments In 

new technologies, In cultural or political alignments, that our views of 'the real', the 'virtual', 

the meeting place of Images, of representations (the sites of the body, of text, of performance) 

are confronted and transformed. 

This marginal theatre, which partially Inherits the aesthetic traditions of experimental theatre, Is 

not predicated on a historicist view of theatre, nor on a regional or geographical view of 

peripheries or margins but on difference- the presence of different voices and visions- as much 

within the centre as on the peripheries. lt Is predicated on questions that have had no precedent 

within the discipline, on cultural, political and technological perceptions that shift the 

discussion away from the conventions of the discipline, and locate it In Ideas of slippage, of 
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defocusslng, of distribution, of refusal or resistance; on a more profound shift of values, of 

attitudes towards visuallty, textuality, Identity and embodiment- in short on the recognition of 

difference at all levels. 

Knut-Ove Arntzen has proposed an aesthetics of equivalence where the elements of theatre are 

manifested In non-hierarchical relations and where a 'system of axes' focus the point of gravity 

between equivalent elements according to the particular circumstances of the theatre event 

(1990:44-6). This equivalence extends to textual, visual, physical strategies. The relation between 

text and image in terms of dramaturgy Is also equivalent: the operations used to develop text 

are the operations used to develop Image. The strategies are deconstructlve- recognising the 

ideologies and assumptions that make up both text and Image: the textuallty of Images, the 

'visuallty of text. The distinction between hierarchical and non-hierarchical theatres that Knut-

Ove Arntzen proposes provides a means of understanding the differences between the work of 

Raffaello Sanzio and Goat Island - both of whom work (over extended time periods) to construct 

points of engagement with the zero condition of hierarchical theatre- and of Baktruppen whose 

equivalent and non-hierarchical dramaturgy would seem to approach the zero condition of 

theatre from an altogether more arbitrary and contingent direction. 

Helner Muller noted that 'theatre has to find Its zero degree again and again' and In their 

differences the three companies are primarily concerned with an exploration of the basic 

conditions of theatre- representation, physicallty, identity, presence. If 'theatre' no longer 

holds as a means of adequately describing or categorising the type of performance work that Is 

proposed by Baktruppen, Goat Island and Raffaello Sanzlo - lt Is because 'theatre' as a 

conventionalised means of seeing Is no longer adequate to the conditions of contemporary 

culture or to the aesthetic explorations that these marginal theatre undertake. 

This is not In itself a new thought. The 'post-dramaturgy', as Valentlna Valentlnl has described lt 

(1998 ) of Helner MUlier's work already steps outside the boundaries of theatre (not Into a 'post-

mainstream' but Into temporary and contingent zones of the performative). This marginal 

theatre steps Into a non-synthetic and non-resolvable dramaturgy where the conventional terms 
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visual, textual, somatic, perceptual, spatial are not replaced by a set of equivalent terms, but by 

a reduced and contingent sense of ambience, oscillation, Indeterminacy, ephemerality. The 

elements of performance move through a non-hierarchical equivalence to collapse Into slippage, 

resonance, vlrtuality, vulnerability. 

I see on the one hand a 'theatre' shored up by the hollowness of Its own conventions, shutting 

out the world, creating an 'other scene' that ghosts the real, remembrance, repetition, 

interpretation, no longer a vision of possible worlds for use; on the other hand I see a 'theatre' 

which opens up a landscape, a vision of possible worlds, a zone of temporary coherence. 

Elements of both of these views of theatre are present In all three companies: the ethical 

dimensions of Goat Island, the equivalences of Baktruppen, the Immobility of Raffaello Sanzio. 

Helner Mi.iller felt that 'theatre (was) necessary when history Is stalled, because it foresees that 

which Is missing; and that which should be aimed towards; whereas revolution has no more need 

of theatre.' Valentlni writes that: 

The dramaturgy of Heiner Muller must always be destablllsed, avoiding any type of trait 

that could risk reducing it to a commercial formula, changing continuously, refusing to 

develop the function of spokesman of the powers that be, that have traditionally 

manipulated the theatre by way of reconciliation of conflicts and sublimation of 

rebellion. In order to contradict this edifying role[ ... ) the writer must be capable of 

renewing the actual means of expression, capable of Inventing new forms of writing for 

the stage, consistent with a pressing, traumatic and contradictory reality. (1998) 

Such a view of the 'post-dramaturgical 'role would seem to inform the work of marginal or 

temporary theatres which operate within contradictory realities where Immobility provides 

both a condition for its presence, and a condition for its absence. 

Immobility: 

The critic Jean-Louls Baudry has seen the immobility of the spectator as an essential condition 

of both 'cinematic pleasure' and cinematic Illusion. He has compared cinematic spectatorshlp to 

the prisoners In Plato's cave who chained and unable to move can only see what Is In front of 
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them, 'because their chains will not let them turn their heads' (quoted In Walsh, 1997:40-45) . By 

analogy Immobility Is perhaps also an essential condition of a conventional theatre: that Is the 

Immobility of the audience/ spectator particularly In relation to the creation of an Illusionistic 

and formal theatre. Immobility has several aspects : the immobility of the image (Raffaello 

Sanzio propose the creation of a timeless theatre' walled in and Immobile'- a 'barricaded 

theatre' in which the immobility of representation as image allows exploration of the very 

conditions by which representation and presence are made possible); the Immobility of the 

spectator which allows the illusionary effect of theatre to take place and also becomes an 

essential condition of the act of theatre; the conventional immobility of the theatre space (from 

17th century onwards), and its inability to maintain aesthetic distance and coherence if this 

immobility is challenged. lt Is perhaps interesting to note that as in forms of popular theatre 

such as vaudeville 'during the 'primitive' period (of cinema) the space of the film theatre and the 

screen space were clearly separated -with viewer free to interact, come and go, and maintain a 

psychological distance from the Image'. (Walsh, 1997: 40-45) 

Heiner Muller talks of 'the destruction of the prison that Is society, history and Ideology' -the 

immobilising accretions of Ideologies and conventions. In the second act of Hamletmachine, 

Ophella declares 'I will smash the Instruments of my Imprisonment to pieces; the chair, the table, 

the bed' -which are not only read as primary icons and elements of the everyday, but also the 

primary objects which Imagery (and therefore ideology) gathers around within the theatre. For 

example the extraordinary image of the electrified bed In 'Amleto'. Iconoclasm suggests the 

possibility of breaking with form, of breaking therefore with that which Is Immobile, and of 

creating a theatre which takes on discontinuity, mobility and a play of equivalence. Both Goat 

Island and Raffaello Sanzlo choose precisely an immobility of spectatorshlp, and an Immobility 

of Image circumscribed by the setting to Investigate the conditions of for example physical 

Impossibility, repetition or endurance, or the autistic silence of the text and the physlcallty of 

the actor. 

In contrast to the cinema and the conventionalised theatre, interactive virtual realities establish a 

new relation between body of the viewer and the Image. The spectator is no longer chained, 
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Immobilised, anaesthetised by the apparatus which serves him or her ready made Images: and 

where she now 'has to work, to speak, in order to see'; In these marginal theatres however, 

Immobility remains an essential construct for understanding the conditions through which the 

image is made possible. 

Bodies & Conditions: 

All three companies Invite the spectator to address questions of the nature and operation of 

representation and physical presence In the work- a further zero-degree of theatre. In the 

Introduction to 'The Connected Body?' I wrote about the double status of the body as both 

representation and presence. This idea locates two states In an ambivalent and oscillating 

relationship- undecidable, and unresolvable. I think that it is a useful construct with which to 

read the functions of body and Image: 

The double status of the body In performance has become fundamental to Its articulation 

In both modernist and post-modern practice. The body participates as a focus of 

experiment: as an experiential site- as presence, a dynamic, moving, transforming and 

resistant body; and as a site of representation -as reference, as object, as a complex of 

meanings. This oscillation of status resists any surety or fixity which might reduce the 

body In performance 

to either mere representation [the 'reflection of an existing proposition as though it were 

a fact' as Alan Read has put it] or simple biological presence [a notion of a transparent 

and Immanent presentness]. The body In twentieth century performance becomes an 

ambivalent site which offers modalitles of presence and reference, of physical activity 

and image. (AIIsopp, 1996: 6) 

Such a view proposes the unsettled or unstable body and the unsettled or unstable Image as a 

condition of contemporary performance and theatre work. The deconstructlon of the Image as a 

potential carrier of Ideologies and the questions that surround the representational functions of 

theatre and performance are I believe opened up by readings of the performance body In 

relation to Image which treat those elements as both equivalent and inseparable. 
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In Raffaello Sanzlo's Amleto the body of the performer is staged as the location of the 

performance Image, determined as much by our presence as spectators as by the scenic 

environment he finds himself within. The Immobility of the Image constructed on an 

equivalence of the text 'to be AND not to be' sets up an oscillating Impasse between the actors 

physical presence (his attempt to reach an Impossible clarity and transparency of being) and his 

image or representation (his attempts to use language to articulate his situation). The Image of 

the whole, mirrored In the body of the actor, Is hermetlcaily sealed, literally playing within the 

proscenium -establishing an 'other' Illusionary scene- that sustains Itself at a kind of zero­

degree of representation. The image that Is created by the dynamic between body and scenic 

environment renders him mute. There Is an analogy with the linkage of batteries- the flow of 

electricity between terminals causing (e)motlon, noise, explosions, the arcing between terminals, 

heat. The body of Horatio can never achieve a purely transparent presence- only a mediated 

presence Inscribing and tracing itself within the 'scene' that both frames it and Immobilises it. 

The play of 'to be AND not to be' -the play of graffiti on the wall -the constant slippage 

between the present and the absent. The whole 'other scene' which Is created between presence 

and representation Is betrayed by 'leakage': the leakages of the actor's body In plss, and 

excrement, the leakage of the voice in parallel with the leakage of electricity, of explosions, 

of gunfire -the 'electrified' scene that determines the dynamic of the actor. We are forced to 

watch the hermetlcally sealed box of the set containing an almost sealed body; the sealed fluids 

of the batteries encased and Immobilised- the flow of fluids from the broken light bulbs, the 

leaky body, the cupboard, the fingers that protrude from the metal slit In the metal 'mother'. 

The leaky body of Horatlo, the body 'turned Inside-out' reveals In Its traces (writing, blood, 

urine, excrement) the evidence of 'Hamlet' as Idea, as Image. 

The Imprisonment and Immobility of the body takes place on both conceptual and literal 

levels. We are sucked towards the mute space of the Image- Immobilised as viewers as Horatlo Is 

Immobilised as actor by the condition of theatre- neither presence nor representation -a mute 

Inscription 'walled-in and Immobile, eternal as an inscription on a tombstone' as Valent 1nl has 

put it (1997: 58) - erased to a single letter A which homophonlcally reads a_s an Italicised e : to 

be . The letter, the literal, is both beginning and ending Immobilised In the present and 
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Imprinted on the back of the actor by the anarchic machine of his theatre linking him to his 

determining and 'orlglnary' text. The theatre of Raffaello Sanzlo challenges the process of 

representation itself even though it has to do so through representation. Phillip Auslander has 

spoken of this as' ... an elusive and fragile discourse that Is always forced to walk a tightrope 

between complicity and critique'. 

In the theatre of Goat Island we watch ourselves watching the image-flow of the performance 

space. Immobility is what we are pushed up against- the Memory Man In 'How Dear to Me ... ', 

the limits of endurance in 'it's Shifting Hank' as they perform the crawl or as Joe Ben lifts his 

head from the cubic foot of water for the ninth time, as the Impossibility of Tom bringing the 

boat nearer becomes the moment that oscillates been presence and absence, between presence 

and it's memory.lt is a theatre that constantly reexamines the moments of immobility between 

risk and control, which Is constantly forcing Itself and us as compliclt spectators back those the 

points of immobility through which the moral and ethical dimensions of our lives begin to 

open. In this sense I see Goat Island's work not as Iconoclastic, not 'breaking' Images, but testing 

their resistance (and thus political use) against the realities and values that determine us. The 

resistant (not but 'leaky') body pushed toward the Impossible movement, the dynamics of 

repetition and endurance, as the performer move through moments of representation, of 

characterisation. The repetition of the Image- as the means of a 'resistant' theatre of the body -

Is touched upon In Matthew Goullsh's (continuing) series of 'Microlectures': ' 

[A producer named Rollo went to see 'it's Shifting Hank'] 

Rollo said: 'What Is the reason for all this repetition?' 

And I said: 'What repetition?' (1997: 95) 

The concern with repetition (with Immobility In my sense) becomes an opening Into the 'other' 

the possibility of moving through Into another landscape, another way of understanding the 

immobility and impossibility of our situation. A way charged with hope. In 'Repetition & 

Impossibility' Matthew Goulish writes that: 
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... [l]f we picture our lives taking place on a calendar- a desk calendar, the kind with one 

date on each page, and all the pages stacked up - if we picture each day of our lives 

taking place on the surface of one of these pages- and we drill out and remove a core 

sample of this calendar at any particular moment- for example, the moment when one 

wakes up In the morning and gets out of bed- then we line up all these moments In a 

row- one could see oneself in a kind of film, each frame of which shows a different 

picture of one getting out of bed in the morning. In this way, one could say, 'I am 

always waking up. I am always getting out of bed. Every time it's different. This Is my 

life.' (1997: 98) 

The slow and meticulous process of Image making through bricolage, through repetition, 

through copying and Imitation begins to open up Into embodiment, or what Carol Seeker called 

in relation to their work, the 'physlcallty of ideas'- finding a form to 'accommodate the mess'. 

Accommodation -the housing of the Image, the Immobility of the theatre Is what In many 

senses the theatre of Baktruppen resists in their (by comparison) spontaneous compositions In 

relation to given spaces, to given starting points. For Baktruppen step across the boundaries of 

expectation In dictating and gesturing to the play of everyday life- the performatlvlty of the 

real. Or rather Baktruppen come closer to an 'ambient theatre', to creating temporary zones of 

performance, temporary shelters and accommodations. As has often been pointed out there is no 

attempt to seduce the audience Into any kind of Illusion -what you see Is what you get, and as 

such what we get Is a another perspective on Immobility- the zero degree of the the space and 

time of the performance constantly brought Into question. Edgar Jager in his polemic on 

'ambient theatre' describes the Impact of Baktruppen 'behaving as If there was no theatre and no 

time span' (1997), questioning the relationship between Image space and audience. 

The theatre of Baktruppen seems to me, In Its use of a strategy of equivalence to come much 

closer to the notion of the derive - the drift and slippage of Imagery that challenges our 

expectations and Ideas of spectatorshlp and Immobility, of image and Immobility, and In doing 

so maps a psychogeography of ambient performance or ambulant performance based around 

embodied and decentered subjectlyltles. Amella Jones speaks of 'the new experience of 
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subjectivity as embodied rather than transcendental, as In process, as engaged with and 

contingent with others in the world and as multiply Identified rather than reducible to a single 

'universal' image of the self.' (1998: 197) Through a strategy of responding to the dynamics of 

particular space/ site/ circumstance Baktruppen approach the idea of an open and ambient 

theatre that sets up a temporary shelter or site within which an event can take place. 

What is the place of the text in these three theatres? How does text operate? In the work of 

Raffaello Sanzlo the orlginary text of 'Hamlet' has become mute: the possibilities of text as (say) 

dialogue, as a means of communication between the personae of the play, are shut down. Like 

the image of the battery, text is treated as a stored, repressed fluid that leaks out of the body of 

the actor In sporadic monosyllable utterance, or erupts in a violence of self-Inscription on the 

body of the actor and on the walls of the cell (battery?) that he Inhabits: a graffiti which 

through transliteration and gradual erasure reduces text to the primary letter 'A'. Text performs 

Itself literally through flowing onto those spaces and surfaces of the theatre where text is 

conventionally absent. The muted/ autistic body of the actor forces the text to reveal itself QD 

rather than 1n the body, to appear as the writing on the wall, the remains of a physical action. 

By contrast the multiple, prolific and appropriated texts of Goat Island serve as collages of 

memory, identity, of fragmentary and fragmenting narratives. Texts as utterance echo the limits 

of physical endurance that the actors push their bodies towards. The effect is of a textual fabric 

that supports a broadly narrative movement, which in turn forms a vocal counterpoint to the 

physical imagery of the performance, and which stays within the conventions of a theatre text 

based on a montage of monologues. Textuallty and physlcality accompany and complement each 

other. This is again in contrast to the often random textual utterances of Baktruppen -often 

mediated through physiologically altered voices- through for example the use of nitrous oxide, 

or electronic distortion or live mixes- crossing languages, Improvised and responding to the 

conditions of the temporary zones of performance that they have established. 
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Tram Tracks 11: 

1 am sitting at table In the Neues Berliner Kunstvereln -a gallery In Berlin. Later In the evening 

the table will become the site of a small performance that I will make for an audience of perhaps 

So people. I watch the Interplay of Indifference that takes place at the window. The framed, lit 

presence of Ulrich Lepka absorbed In his tireless, obsessive observation of the water droplets that 

fall into a iron dish partly filled with sand from a metal tap placed above the table at which he 

sits, the precise and graded markings he makes on the paper on the table in front of him. The 

indifference of the passers-by on the rainy pavement outside the window turning to glance at 

the figure at the table, the trams that rattle past, faces lit inside by the yellowish glare. A 

young man passing on the pavement stops to watch. He stands for a while, drawn Into the slow 

rhythms of the work, then raising his hand, he slides open the window and steps through the 

gap. The sounds and movements of the street rush In . 

••••••• 

This paper was written for the Iconoclastic Theatre Conference, organised by Gordana Vnuk and 

Chapter Arts in November 1998. 
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The Location and Dislocation of Theatre 

Ric Allsopp 

Representation reproduces the Other as the Same. Performance, Insofar as it can be 

defined as representation without reproduction, can be seen as a model for another 

representational economy, one In which the reproduction of the Other as the Same, Is 

not assured. (Phelan 1993: 3 quoted In lrit Rogoff, 1998: 130) 

Frames: 

In what follows I argue that it Is necessary to look at and to reposition theatre not simply within 

Its conventional framlngs but increasingly in terms of the contexts and locations within which lt 

takes place. This suggests an expanded idea of how theatre as both process and representation 

operates not only within its conventional boundaries (fixed space, closure, coherence, vlsuallty) 

but beyond them. lt also refers to an expanded Idea of 'theatre' as a hybrid form of performance 

that includes strategies Informed by dance, Installation work, time-based work, site-specific work 

and so on. it Implies that the 'ethical' dimension of theatre Is not entirely 'contained' In Its 

representations (as is suggested by conventional views of theatre) but lies within Its processes 

and contexts. Theatre In this sense Is not simply located as a representational system, but as a 

cultural catalyst. Whilst theatre will of course maintain Its traditions and forms, it has also to be 

seen as a fluid, interventionist medium. it Is this shift In rethinking the possibilities of theatre 

that might loosen attitudes towards the place and importance of theatre that operates on the 

margins and peripheries of the cultural mainstream; theatre that confronts and Interacts with 

localised rather than International, cultural and aesthetic agendas. 

The question of 'how' theatre is 'looked at' or seen, rather than the question of 'what' Is seen -

the 'what' that is selected or framed by producing networks and agencies- Is a question· usually 
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left out, erased by the assumption that 'how' theatre or performance are seen is In the end 'up to 

the spectator'. lt is a consideration that remains Invisible, at least until such a moment when the 

theatre itself breaks through the barriers of assumption and unspoken convention. it is perhaps 

interesting to consider the question of 'how' theatre Is seen In the light of Foucault's definition 

of power: 'a net of relationships that weave through the entire social fabric like invisible 

mechanisms which discipline and regulate the consciousness and the body of the individual by 

submitting them to a set of 'truths' and norms.' [Petersen, 1998:31] . lt Is these power structures, 

these often Invisible mechanisms, that constitute the 'truths' and 'norms' that constrain what 

theatre is or can be. it is the frames and conventions that are rurt questioned, the ways in which 

theatre Is located and understood within sets of assumptions of what should constitute Its 

boundaries, that are the focus of this paper. 

Last November I was invited to present a paper for the 'Iconoclastic Theatre Symposium' at 

Chapter Arts In Cardiff, Wales. 'Iconoclasm' -the breaking of assumptions and conventions­

suggests that the question of 'how' we see theatre (in this case the work of Baktruppen, Societas 

Raffaello Sanzlo, and Goat Island ) is in Itself central to the work. We cannot separate how the 

performance constructs Itself, from the context within which it Is located, or from the networks 

that allow its production. In Cardiff I spoke about 'the immobility' of the theatre Image, and the 

difficulty of 'breaking' a cultural frame that Is already fractured, and dislocated. (see Allsopp, 

1999:84-93) 

So far then there are two dynamics: on the one hand , the tacit acceptance of a conventional 

frame; the relative Invisibility of the question 'how do we look?'; and on the other, the 

difficulty and challenge of looking, when art and its conventional cultural frames are dislocated 

and fractured. This Implies the possibility of a continuing shift from 'looking' or 'viewing' to 

'participating'. How do we participate in acts of theatre that locate themselves In the public 

sphere without reducing or normalising those acts to familiar and thus culturally undisturblng 

frames? 
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1 am sitting at a table In the cafe of the newly completed Tanzhaus In Diisseldorf. lt is raining. I 

am sitting parallel to the large glass front wall of the building which looks out onto a courtyard 

bounded by iron gates and railings. The Tanzhaus occupies what used to be the central tram 

depot in Diisseldorf. The tram tracks, which enter the courtyard through the gates and fan out 

into single tracks each with Its own separate entrance to the depot, now disappear under the 

floor of the new art space, stopped in their tracks. The friend with whom I sit remarks that it Is 

only ever one or two ideas that really alter things for the individual, that open up new 

landscapes; the rest disappear without trace. Outside in the rain men and women wait 

surrounded with bags of cheap consumer goods for the coaches that will take them back 

through the slow hours and days to the east, to the margins and peripheries of Europe. 

The tram tracks (once at the heart of the public transport system in Diisseldorf) which are now 

'disappeared' under the floor of the new art space invoke (for me at least) an Image of the 

cultural and conceptual 'Institutionalisation of art and the ability of a culture to absorb and 

therefore effectively erase the art works ability to act as a cultural, social or political catalyst. 

The disappearing tracks also Invoke an Image of rupture or dislocation between the 'work' of art 

as a cultural practice and the economy and context within which it chooses to locate itself. Its 

very dislocation marglnallses lt In relation to the necessities of those people who wait outside In 

the rain. lt also raises the question of what constitutes 'centre' and 'periphery' and the location 

of theatre or art within that question. 

As Jean Baudrlllard has pointed out, art has already disappeared as a symbolic pact:· 'the capacity 

of art to negate reality, to set up an 'other scene' In opposition to reality where things obey a 

higher set of rules, Is gone' (Baudrlllard, 1994:14). There Is now only the possibility of setting 

up temporary zones of consensus- at least that Is, outside of mass media -as Edgar Jager has 

suggested. If the project of art Is to take up the fragmented world and find Its living connections 

not In an attempt to reconstruct Ideological monuments- the art object or performance as 

'symbolic pact' -then lt does so by creating a temporary zone of coherence. Such meeting 

places or temporary zones are essentially localised, sometimes manifesting within the 

boundaries of the Institutionalised art world, sometimes elsewhere. In this sense a marginal 
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theatre exists. 

This marginal theatre, which partially inherits the aesthetic traditions of experimental theatre, is 

not predicated on a historicist view of theatre, nor on a regional or geographical view of 

peripheries or margins but on difference- the presence of different voices and visions- as much 

within the centre as on the peripheries. lt Is predicated on questions that have had no precedent 

within the discipline, on cultural, political and technological perceptions that shift the 

discussion away from the conventions of the discipline, and locate it in ideas of slippage, of 

defocussing, of distribution, of refusal or resistance; on a more profound shift of values and 

attitudes towards vlsuality, textuality, identity and embodiment- in short on the recognition of 

difference at all levels. 

Heiner Muller noted that 'theatre has to find its zero degree again and again'. If 'theatre' no 

longer holds as a means of adequately describing or categorising the type of performance work 

that is proposed by Jan Fabre, BAK-truppen, Rafaello Sanzio, Desperate Optimists and others - it 

Is because 'theatre' as a conventionalised means of seeing is no longer adequate to the 

conditions of contemporary culture or to the aesthetic explorations that these marginal theatres 

undertake. This marginal theatre proposes an unresolvable dramaturgy where the conventional 

terms visual, textual, somatic, perceptual, spatial are not replaced by a set of equivalent terms, 

but by a reduced and contingent sense of ambience, oscillation, Indeterminacy, ephemerality. 

On the one hand 'theatre' is shored up by the hollowness of Its own conventions, shutting out 

the world, creating an 'other scene' that ghosts the real, remembrance, repetition, Interpretation, 

no longer a vision of possible worlds for use; on the other hand 'theatre' opens up a landscape, a 

vision of possible worlds, a zone of temporary coherence. Helner Muller felt that 'theatre 

[was] necessary when history is stalled, because it foresees that which Is missing; and that which 

should be aimed towards; whereas revolution has no more need of theatre.' 

I am sitting at a table In the Neues Berliner Kunstverein- a gallery In Berlin. Later In the evening 

the table will become the site of a small performance that I will make for an audience of perhaps. 
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So people. I watch the interplay of Indifference that takes place at the window. The framed, lit 

presence of Ulrlch lepka absorbed In his tireless, obsessive observation of the water droplets that 

fall into a Iron dish partly filled with sand from a metal tap placed above the table at which he 

sits, the precise and graded markings he makes on the paper on the table In front of him. The 

indifference of the passers-by on the rainy pavement outside the window turning to glance at 

the figure at the table, the trams that rattle past, faces lit inside by the yellowish glare. A 

young man passing on the pavement stops to watch. He stands for a while, drawn Into the slow 

rhythms of the work, then raising his hand, he slides open the window and steps through the 

gap. The sounds and movements of the street rush in. 

Earlier we watched Boris Nleslony dressed in a grey suit standing In the gap between a pillar 

and a wall. A string holding two clothes pegs crosses the gap just above his head. In front of 

him and to his left, some sheets of glass lean in a stack against the wall. He stands impassively 

for a while, then turning to a table behind him, he picks a photograph from a box and hangs it 

from the string In front of his face. The photograph that now replaces his face and head, Is the 

first in a sequence of life-size black and white forensic photographs taken In the early part of the 

century which show the sometimes mutilated and disfigured faces of victims of violence and 

disease- men, women, children. In an extraordinarily disturbing and transgressive sequence of 

variations, the suited male figure behind 'face' animates the persona that appears with hand 

gestures, or with small objects produced from the pockets of his suit. We witness through the 

performance an array of our own emotional responses which at every moment attempt to deny 

themselves, which deeply challenge our cultural assumptions, and open up the 'Invisible 

mechanisms' of truths and norms like a raw wound. After each action the photograph Is torn 

away from the string and flung on the floor. The suited man leans over and takes a sheet of 

glass. He takes a pen from his pocket, writes on the glass, then places the glass against the pillar 

to his right. After the last photograph has been flung on the floor, the suited man picks up the 

stack of glass and lifting lt In front of his face, smashes lt with his forehead. He turns and leaves 

the space. The silence In the gallery extends out Into street. Nobody moves. Nothing passes 

outside. 
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This moment of speechlessness, of trauma ('the suspension of language, the blocking of 

meaning' as Barthes puts lt) becomes a moment of 'first contact'- a transcultural space witnessed 

and opened up between the performance, the spectator and their shared environment; a space 

of humour and violence, a space that relocates performance not 1n context but as context. 

Ecology: 

In his discussions of the simultaneous proliferation and disappearance of art, Jean Baudrlllard 

compares art to a currency which may no longer be exchanged: 'lt can only float, Its only 

reference Itself, Impossible to convert into real value or wealth' (Baudrlllard, 1994:15). He 

contrasts the apparent dematerlallsatlon of art (as something of worth) with the materialisation 

of aesthetics under an operational form. The idea of an ecology of performance Is In many ways 

subject to such a view. Placing ecology in relation to performance does not In my terms seek to 

rediscover some essentialist view of the place of art in culture or some view of a holistic 

connectivity between art and nature where the terms 'art' and 'nature' have some value beyond 

and above the complex interdependencles that make up the worlds we experience. 

To come to a definition: I understand 'ecology' as a set of lnterdependencles between 

conceptual, social and environmental factors; and I understand 'performance' (as a time-based 

art) as an unstable element or catalyst operating within an Inclusive ecology which enables 

people to rethink or revision or remediate their relationships to each other and to the 

Interdependent worlds that are constituted by these relations. The term 'Inclusive ecology' Is 

based on how the relationships between the elements that constitute an environment are 'In 

play', as opposed to a 'selective' ecology based on Ideas of equilibrium/ balance/ sustalnabllity. 

In his recent book Performance: A critical Introduction Marvln Carlson speaks of the popularity 

of performance as a metaphor or analytical tool. The definition I have just given - performance 

as an unstable dynamic- refers to the act of performance, the performance object Itself as a 

praxis (a complex of thought and action). earl son observes that there has been a 'major shift' 

from the 'what' of culture, to the 'how' of culture which considers' 
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... how this material is created, valorised , and changed, to how lt lives and operates 

within the culture, by it's actions. Its real meaning is now sought In its praxis, its 

performance. [ .... ] [This] make[s] it an operation of particular Interest at a time of 

widespread Interest in cultural negotiations- how human patterns of activity are 

reinforced or changed within a culture and how they are adjusted when various different 

cultures interact. (Carlson, 1997:195) 

In other words and in my terms an ecology of performance. Such a praxis moves out of 

traditional or conventional sites and relationships and sets up temporary sites of exchange and 

Interaction, not only as sources of Information, but as sites of formation and transformation-

finding ways to alter habitual forms, to expose and question our place in the world, the place of 

art and performance as aesthetic strategy or as social action. These temporary sites of exchange 

recognise the 'ecology' of process without the closures often associated with conventional art. 

This Is not just art referencing itself but emphasising the contexts of artwork, and not just Its 

commodity value as object (whether performance object/ sculptural object; textual object). 

The sculptor Robert Morris has written 'Here Is the Issue stated so long ago by Duchamp: art 

making has to be based on terms .Qther than those of the arbitrary, formalistic, tasteful 

arrangement of static forms' This was a plea to let the world In on terms Q1her than Image 

depletion'. We are of course struggling within a material culture where a continual proliferation 

of 'Image depletion' has become the norm. Art Increasingly (and predictably In Its definition as 

an unstable catalyst or dynamic) seeks refuge In sites and strategies that resist 'Image depletion', 

concern lng Itself Increasingly with Its 'ecology' In the sense of Its lnterdependencles as a cultural 

practice. In the light of ecological thinking (the recognition of contextual dependency) 

performance can no longer be thought of as separate from the environments within which it 

takes place. There can no longer be any 'empty space', whether black box or white cube, as a 

neutral, uncontested, transparent, acultural construct). 

Theatre Is always a complex Interaction and negotiation between contexts,between centres and 

peripheries, between localised and globalised cultures. What for instance is included In or 

excluded from the cultural agendas operating In the centres- for instance ideas of ecology, of 
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community, of social effect. What for instance are the aesthetic lmplictlons of a multicultural 

context? The curator Marla Lind points to cultural hybridlty In the form of 'an arts practice 

where local experiences and global outlooks can co-exist and Interact, often with a local bias'. 

(Lind, 1998:235) As Gerardo Mosquera has Indicated 

Art has been [ ... ] marginalised as social communication In a world of mass media (a 

world structured around the centres of power) in order to maximise itself as object 

(commodity) translated into economic value. [ ... ]The value of such an object is not 

intrinsic to Its materiality, it is created within a field of relationships. 

lt is a warm July evening. I am standing in the cool air of an abandoned church , a church which 

has lost the community which gave meaning to Its function, on land that was once the polder 

village of Oosterweel outside Antwerp. The land is now part of an oil refinery owned by 

Petrofina. The church is being used as a focal point and cafe for a festival of site-specific work 

organised by De Beweeging. There is a bar, some tables and chairs, the usual literature, a stack 

of beer crates where the altar used to stand, people sitting, talking, drinking wine. Jason 

Bowman, one of the several artists making performance work for the festival beckons to me. 

follow him through an archway into what may have been a vestry and climb up a curving narrow 

stone stairway Into the tower of the church. At top of the stairs I can see a pale blue light 

glowing through an archway. The source of the blue light that suffuses the space is above me as 

I step through the archway into a small square room In the belfry, once occupied by bell-ringers, 

now crumbling brick walls, the timber of the uneven floor long since stripped away. I turn to 

see a small blue neon sign, a cursive sequence of numbers 21175 slightly flickering 

against the dull red brick. The space Is quiet and focussed. After some time we both climb down 

the stairs and move back into the nave of the church, the murmur of voices, the sound of 

glasses. 

In this complex work time becomes light. The object refers to Its own ephemeral status as 

'performance', as artwork. The work opens up the participatory space of the spectator, opens up 

the many relationships between the site, its environment, its history, its present use, and the 
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people (both living and dead) who participate In it. it proposes a basic question: what Is the 

status and location of the art work- of 'theatre'? How Is it embedded In the specifics of a 

context, of a process? The blue neon 'text' refers to the number of regular church candles which 

would be required to illuminate the church for the amount of years it has already stood and to 

witness this period of time being burnt. it is a fragile object made by human breath which 

constructs the formation of history and time. The same human breath which is capable of 

extinguishing 21175 church candles. For Jason Bowman the work Is a function in 1 of the site. 

The site is a point where a series of cultural, political and social changes occur which traverse 

space and time. The process is as Important as the product -the moment that the spectator sees 

the the fragile blue neon Is only a part of the total process. The spectator Is a witness of a 

relationship with material culture. The work (in its totality, not just at Its moment of becoming 

'art object') functions as a way to pass these relationships onto the spectator, who can be a 

witness of a net of relationships, but can be Included in it. The process of developing 

relationship Is a part of the artwork. What Is the artwork? The spectator has become it. There are 

multiple publics, not only the public that sees the work in its material form.(') 

Theatre Is no longer the focus of Innovation, or radical opposition that it was perhaps twenty 

years ago; (Raymond Williams was already signalling the demise of the dramatic- or at least Its 

displacement- in the 1970s In 'Drama in a Dramatised Society'). Marianne van Kerkhoeven has 

noted that' the power of dreaming seems to be the only power which modern art has at Its 

disposal; the powerlessness, the marginality, the small-scale of theatre; performance audiences 

compared to TV- are a fact of the performing arts'. The 'crisis' of the theatre as a means of 

representation during the 1970-Sos was brought about by a wide variety of factors: economic, 

aesthetic, technological, Ideological. The questions of whose theatre, and theatre for whom 

(with their attendant notions of space, time, ownership, view point etc.) seem to be particularly 

efficacious in problematlslng and undermining views of theatre as a fixed and unchanging form. 

Problems of authority, of hierarchy, of authorship and the discourses around these Ideas also put 

paid to the possibility that theatre could remain a central means of cultural representation- if 

Indeed it has been one at all in the second half of the twentieth century. 

109 



Acts of Wrltlnq - Rlc Allsopp (July :woo) Section 1: 'Location & Dislocation of Theatre' (:woo) 

We see an Increasing localisation of agendas and aesthetic choices. Anatoly Vassiliev stated his 

position vis-a-vis theatre (1992.) as follows: 

During the past few years the process Is such that I stopped examining life outside the 

theatre. I have been concentrating on studying only life In the theatre, life in the 

artworld. That means I have only been interested In a particular part of life as a whole, as 

it surrounds the theatre: the life of thoughts and ideas. Not life itself but the state of the 

ideas In this life. That is a radical change. As a consequence, I locked the doors of my 

theatre. And the more you close the theatre doors, the more Its reminds you of a 

monastery. Otherwise we couldn't possibly explore either social ideas, or the philosophy 

or state of art.' (Vasslliev, 1992: 49) 

I no longer believe (if I ever did) that such monasticism (the equivalent of Eugenlo Barba's 1970s 

notion of a self-sustaining 'theatre culture') can have much Impact outside a localised culture- a 

culture which Is localised not simply in geographic terms but localised within a particular art 

network. The question arises of what a localised Idea of theatre, of performance can do. In some 

senses our Issue of Performance Research 'On Refuge' took up a thematic that opens the 

question of what are the conditions of work- what kind of refuge Is required to produce work, 

what sense of 'locality' provides the conditions for performance. Vassiliev continues to represent 

a strand of 'laboratory' (monastic) work in a time when the ordering and cultural identity of 

such models is widely challenged as elitist, introspective and out of touch. This Is not to 

challenge the theatre that he produces using such a strategy - since the relation between process 

and product Is complex and Is never simply a causal one in terms of the Impact of the artwork 

itself. Yet, as always, the direction, or better the diffusion of artwork, of theatre/ performance, 

is in the best sense unpredictable, in a Cagean sense unlmpeded. 

The idea of 'ambient theatre' as proposed by Edgar Jag er In 'Datum' (1997) provides a very 

different model where the attempt to find a place to live, a place to present the 'human body' 

in artificial surroundings, a redefining of values, results not In a reclusivness, but in an ambient 

theatre idea of creating shelters or temporary zones in which people can meet. This Is not the 

shutting out of the world, the closing of the doors to provide the conditions for artwork, but an 
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opening up to the world, a world seen a ephemeral- a constant redefinition of what is at stake, 

the understanding of a fluid language of theatre, a nomadic view where a temporary zone, a 

temporary shelter can be constructed outside the bastions of the institutions, an aesthetics of 

the marg inal, of the hM!:i.Q. 

I run to get my camera. I have to ask the guard to let me Into the room where I have left my 

case and the material for my performance. lt is still quite early in the evening, but darkness falls 

promptly in the tropics - no temperate seasons here. The single light bulb, powered- as all the 

houses are here- by tapping into the wiring of a street-light or any other convenient cable , 

which lights up the Inside of .Sefior Hernandez' one-room house, is now hanging outside the 

front door, illuminating the front step and the path of gold leaf the width of the doorstep that 

runs from just inside the threshold out Into the street. I have been taking photos of the work on 

and off since about 4 o'clock and have already finished up my film. Senor Hernandez is insisting 

on one (one more) final photograph of himself with British artist Sally Tallant standing framed 

in the door - an image of the Sacred Heart just visible on the back wall. They stand together 

behind the lightbulb which hangs in the centre of my viewfinder. This photo will never work, 

even if I had a film. The two hens In their cage on the front step are being fattened for 

Christmas. They were brought out specially earlier and placed on the whitewashed step. Senor 

Hernandez had finished painting the front of his house and the step just before the artwork was 

to commence at four o'clock. The chickens are usually kept inside to stop them being stolen, like 

all four wheels that used to be on the shell of a battered red Ford Mustang now resting on 

concrete blocks under the road bridge which shades Senor Hernandez house in the early part of 

the day. Senor Hernandez is hoping to do up the Mustang one of these days. 

Just after four o'clock Senor Hernandez, having observed the beginnings of the work, had 

disappeared Inside his home and some while later reappeared in his best suit. People dress down 

in Caracas, especially in the barrios. Even though the barrio skirts Cafio Amarillo and the old art 

nouveau presidential palace that lies close to Sef'lor Hernandez home, it Is advisable not to look 

as though you are a person of property: a pair of good shoes, a watch, even a good cotton 

shirt. Suits are for special occasions. I push the shutter release. A satisfyingly audible click. No, 
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there was plenty of light. No, it didn't need a flash. lt will be fine. We are shaking hands. Senor 

Hernandez' friends from around the corner have come over. They want us to come and drink 

with them. We decline. We are drinking with Senor Hernandez who has brought us Polar beers. 

What is this? Is it gold? Is it real? What's it for? Did you pay for this, Carlos? No, they are 

artists from abroad. Artists? What does it mean? it's gold- she came and asked if she could 

paint my doorstep gold. I didn't think it would look as good as this. I'm very happy, very happy. 

lt looks great, Carlos. We would like this too. How long will it stay? A warm winds is 

blustering under the bridge. Flecks of gold leaf lift off the step and the street. Perhaps it will 

rain later. The bridge will provide some temporary shelter. One of Senor Hernandez' friends 

arrives with more beer. Is this art? it looks good - it looks good for Christmas too. Let's go and 

dance. Yes, later - we have to clear our th ings. lt begins to rain . Senor Hernandez stands in his 

doorway smiling. 

To conclude: I have tried to suggest a theatre of 'experiment' which opens up the aesthetic, 

cultural, pol itical strateg ies that it can use and which locates a question at the centre of Its work: 

firstly, a question of context - questioning the conditions of the work, the net of relations that 

are and have to be brought into play; and also a question of self-reference- questioning and 

pushing the boundaries of the work itself In aesthetic terms. Finally, it is difficult to generalise 

about how theatre should be looked at. As I have suggested, it Is dependent on the contexts and 

locations of the work itself. What Is important is firstly the willingness of the spectator to 

engage their ways of looking noth simply within the conventional modes of theatre 

representation, within the theatre image, but with the broader dynamics that traverse the 

location of theatre; and secondly the abi l ity of theatre (In all Its levels and phases of 

production) to open up its own convent ions, Its means of thinking itself, to Include both Its 

processes and Its representations within a fluid and transforming practice - setting up a 

temporary and appropriate shelter, rather than a fixed and unweildy institution . 

••••••• 
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The above is a version of a paper presented at the Helsinki Informal European Theatre Meeting 

(I ETM) Working Group on 'Location & Dislocation of Theatre' convened by Koen Tachelet and 

Toni Cots (April 2.4.1999). (•) I am indebted to Thera Jonker for the use of her notes on Jason 

Bowman's work in Antwerp. 
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German Voices 

Ric Allsopp 

Mary Wig man observed that 'without ecstasy there is no dance'. For her, to dance meant to 

manifest the dancer's spirit. The echo of expressionism lay behind Lelbliches Theater's (Koln) 

Ruach (a duo choreographed by Eva Schmale) which achieved a depth and complexity of 

imagery through deceptively simple means. Influenced by Butoh, Ruach's Intensity and emotional 

range articulated In direct physical terms the presence and closeness of mortality. The Tibetan 

Book of the Dead proposes a 'double' or Bardo body, an exact duplicate of the human body from 

which it is separated in the process of death. Duplication and displacement were used 

extensively as choreographic and metaphoric vehicles. The stage separated into two emotionally 

intensified areas: a site for the preparation and commemoration of death- a miniature boat, 

flowers, displaced photographs- and a site of transition, a square of dust-fine sand that was 

slowly marked by the bodies of the dancers with the traces of mortality. A palpable use of time 

also delineated the two sites, stretched out towards Infinity In the one; measured through the 

precise and gradual joining of a wooden coffin In the other. The physical displacement of 

objects that sustain and shelter the living body- hair, clothing, bread, fire- heightened the 

continual ambiguity of relationships in the piece. These ambiguities were distilled In a 

beautifully controlled solo danced by Adrlana Kocljan- speaking of memory, of sensuality, of 

the anguish of loss. 

The Hebrew word ruach means breath, ecstasy, spirit. The presence of'breath' as an Index of 

vitality, pervaded a collaboration between the German saxophonist Peter Brotzmann and Mike 

Pearson (Brlth Gof) entitled The Bound Man, Improvisations inspired by the expressionist 

Austrian writer llse Alchlnger. The Imagery explored the extremes of physical experience with a 

sensibility that was the antithesis of Leibllches Theater. 
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An aesthetic of survival was central both to the collaboration and to the piece itself; a desire to 

reach an extremity of immediate experience, both as performer and ... as what? lt was unclear 

where the boundaries of the fictional were to be drawn. The sheer physical intensity of The 

Bound Man caused the imagery to collapse, the fabric to tear apart. Whilst Brotzmann's playing 

had an Inescapable Immediacy and power, Pearson's performance did not quite sustain the 

imagery he attempted to invoke. Perhaps this play with the engagement of the audience was 

intentional; perhaps what I perceived to be its predictable direction was an attempt to force us 

to experience the anguish of survival. So much of contemporary experience is mediated or 

vicarious, that it has becomes difficult to know how to react to such immediacy. The voices that 

we hear end up speaking to themselves, looped in, unable any longer to attract us. 

Two men whose bodies in different ways were ' in extremis' - one found lying bounding an arid 

landscape of corroded metal; the other a moving source of incredible and sometimes brutal 

sound energy. The fragmentary narrative of The Bound Man unfolded through Brotzmann's 

playing, finding extraordinary transitions between the visceral and the lyrical; ripped sheets of 

multiphonic sound, rustling Insects, melodic fragments; and through Mike Pearson's anguished 

physical struggle against humiliation and degradation. For all its shortcomings as a piece, the 

collaboration remains important for the rapport and virtuosity of the performers and as one of 

the rare opportunities to see an area of music-performance work which has an enthusiastic 

following on the continent. 

These two raids on the Inexpressible found parallells In the expanded photographic work of 

Living Spaces , an exhibition by four artist s from Stuttgart. The title suggests spaces that enclose 

and sustain human life. lt is ironic and, like the displacement of Ruach, or the landscape of The 

Bound Man, demands that the spectator re-think the means of representation . 

In Ulrich Bernhardt's Ironwork I-IV, a series of multiple exposures mounted on sheet steel, the 

image questions the status of elemental presence both as representation and as the 'thing itself'. 

An attempt is made to solidify images, to perform an alchemical operation on material and the 
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images that are inscribed on it. The surface as screen - that both conceals and reveals - is 

supplanted by the idea that nothing lies beneath or behind. The screen is either off or on ; tuned 

or untuned. Reception is altered by interference. Valentin Wormbs' The Video Cleaner provided a 

wry solution to the problems of bad reception and some welcome moments of humour in an 

otherwise obl ique and serious exhibition. 

+++++++ 
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A HOUSE WITH WINGS? 

Ric Allsopp 

Amsterdam is the one of the few European cities that has retained the marks and traces of the 

'Sixties as an indelible part of its present character. The ambience of the parks, the pervading 

sense of 'laissez-faire', the liberal attitudes towards drugs, sex and sexuality, the social provision 

are inconceivable without reference to the social and cultural 'revolutions' of the 'Sixties. it Is 

perhaps not surprising that Amsterdam should have provided both a spiritual and material home 

for the School for New Dance Development (SNDD) since the early Seventies. 

The SNDD, a faculty of the Theatre School of the Amsterdamse Hogeschool voor de Kunsten, 

grew out of a school started by Dutch dancer/ choreographer Pauline de Groot In the late 'Sixties 

on her return to Holland from the United States where she had studied with Martha Graham, 

Merce Cunningham and Eric Hawkins. Her school Introduced ideas about dance, movement and 

the body, reflecting a new aesthetic that was shifting away from an emphasis on the Individual, 

coherent and extended body of traditional dance, to the collaborative, discontinuous and active 

body of new performance. The SNDD became a school working within such an essentially post­

modern collaborative aesthetic. The roots can be traced to the generative work of Cage, 

Cunningham, Rauschenberg and other artists working at Black Mountain College (North 

Carolina) in the early 1950's and more directly to the Judson Dance Theatre of the early 196o's 

members of which the SNDD still maintains working links with. Throughout Its history it has 

remained implicitly committed to an exploration of the live and moving body as proposed by 

artists such as Steve Paxton, Deborah Hay & Slmone Forti, and more recently In the Body-Mind 

(entering work of Bonnle Bainbridge Cohen; an exploration which has effectively 'removed the 

body from the gaze by returning it to activity, to the condition of always doing something' (1) 

Almost 20 years after its beginnings the SNDD remains a relatively small-scale school run by two 

female directors (Trude Cone & Rla Hlgler) and distinguished by Its International perspective 
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and Its multlcultural body of students, teachers, dance artists and makers who 'come together to 

study, share ideas and make performances' In the area of new dance. Its perspective on new 

dance is still largely Influenced by its American heritage, though this too is beginning to shift. 

In SNDD terms 'new dance' Is a contemporary project of exploration and experimentation which 

has determined not to work strictly within established aesthetic forms, but to use and develop 

these forms in relationship to other means of mind/ body experience. New dance utilises 

specialist techniques and alternative views of the body which draw on lntercultural and 

Interdisciplinary information as a means of communication and expression. lt does not seek to 

establish a new physical style, but to find and develop movement forms which are appropriate to 

diverse cultural contexts. Likewise the SN DD view of the dance artist and maker places their work 

within a wide field of contexts and no longer exclusively within the 'aesthetic' space of studio or 

theatre. The 'artist' is seen as non-specialist in an increasingly specialised world, whose role is not 

prescribed -that is not necessarily working towards existing 'dance' markets- but responsive/ 

responsible to contexts within which work Is placed. 

Central to SNDD thinking In the last few years Is the Integration of the body/ mind. The School's 

work "draws on a history of continuing research into the perception and use of the body/ mind 

as a medium for action, design, communication, analysis and criticism In dance. This view of 

performance and dance has been developing over the course of this century, as choreographers 

and dancers in Europe and America have Initiated new movement languages and forms, as well 

as contexts In which their performances have taken place, confronting and breaking with 

established forms and attitudes·. What is noticeable In this prospective statement Is the Inclusion 

of 'context'. The exploration of Integrated body/ mind, 'focused on an Interaction with the 

origins of movement and the development of an ability to give form to ideas' has had a 

tendency, despite the underlying aesthetic of collaboration, towards the self-reflective studio 

work often associated with new dance. The recognition of 'context'- that is the recognition that 

the body/ mind cannot be separated from its particular context, and Is [In part] constructed by 

that context, has provided an interesting dynamic within the school and a dynamic which speaks 

to the shifted and shifting contexts of the 1990's. Performance making of necessity Includes 
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contexts, histories and location as an essential part of Its considerations. Performances originate 

In relation to other performances, other practices; performances imply the inclusion or exclusion 

of the 'other'- body, object, space, attitude; performances 'take place'. Performance and Its 

making is complex -the Intersection of many differing types of Information, Intention and 

action. Any means of providing a clearer Integration of 'thinking and doing' Is desirable. A 

'network' approach for example, selects one topic in a given area as a focus for study and 

explores it from a number of associated perspectives. Areas share materials, techniques cross-

over- a network of Information (practical, conceptual) that informs performance making begins 

to emerge. As opposed to a 'traditional' linear and progressive approach which tends to form 

reactive ideas of performance (building In reaction to established forms)- a network tends to 

foster an 'origlnary" approach- finding the impulse for and necessities of, performance rather 

than rebuilding on discarded aesthetic forms. 

What Is it then that makes the small-scale, idiosyncratic and marginal Institution (for example, 

Black Mountain College, Dartlngton College, the SNDD) a place where ways of creative thinking 

and practice can grow and have an impact on the wider field of performance? lt Is often the 

unreconcllable tension between two positions, contexts or structures that provide the key to 

creativity. The continuing Influence and international reputation of the SN DD as a 'laboratory' 

for the development of practice and thinking in new dance, may well be ascribed to such 

tensions. Firstly, the tension between essentialist views of the body and Identity- the idea of the 

natural, authentic, coherent, consistent and integrated body; and the construction 1st view of 

the body and identity as a process of constant refashioning determined by contexts of gender, 

class, ethnicity, ability. There Is also an Interesting tension between creative work and the 

Institutional structures that surround it and support it (or In some cases stifle it). 

For reasons of scale the SN DD has been able to make very good use of the relatlonsh lp between 

the Inevitable vertical management structures required of Institutions and the horizontal 

structures implied by the dominant collaborative aesthetic of the school. This operates creatively 

In apparently mundane, but vital areas. Food Is literally at the centre of the school. it Is great 

food and eaten by students and teachers alike, and in various ways Its preparation and 
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distribution is contributed to by both students and teachers. The secretariat take classes, attend 

performances, provide feed-back. The students clean the building, run the bar and so forth. The 

recognition here is that different forms of operational structure, whilst necessary, facilitate 

creativity when they are regarded as flexible and accommodating and not as Impositions. The 

'Sixties dictum that the processes of life are equal to the processes of art holds. This 'organic' 

approach to running an institution [whose purpose Is finally to enable specific and transferable 

creativity] observes that the processes of art itself provide an adequate model that enables the 

Institution to operate effectively. The Imposition of economic and managerial models that 

regard arts education as simply another product to be managed seldom achieves much in the 

facilitation of creativity. 

The SNDD had Its beginnings in a period that had begun to question the orthodoxies of unified 

psychological character and narrative in theatre. The dance world, and the field of 'fine art' 

performance, has of course, remained always on the edge of such concerns, but it is interesting 

to see how the marginal exploration of the moving body, lmprovisatory structures, problems of 

figure, persona and representation has become increasingly central to the broader concerns of 

performance in the 198o's-9o's. The SNDD has effectively spent the last decade mapping and 

charting an 'Invisible history of the body' (2.) -the history of flesh and blood, the territories of 

'after language' (the exploration of aspects of bodily experience that defy de-construction In 

terms of the 'scripted body') -often In an atmosphere of little interest except from the specialist 

few and In ways that continue to be regarded by establishment Institutions as at best 

Idiosyncratic and at worst unacceptable. lt is often the commitment to a vision , even If it makes 

no apparent or immediate sense In terms of conventional ideas of aesthetics or structures, that 

in the end pays off. 

Earlier this year (August 1994), In association with Writing Research Associates, the SNDD 

staged 'The Connected Body?' a series of five workshops and a conference, which brought 

together diverse disciplines (particularly 'fine art' performance and new dance performance) to 

explore the creative tensions that underlie essentialist and construction 1st approaches to the 

body's representations in contemporary 'live art' and performance. The project was sub-titled 'a 
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site for re-integration'. This re-Integration concerns itself with allowing opposing and often 

contradictory tensions to co-exist creatively. The SNDD building, which has been such an 

Important part of Its Identity, provided a 'sanctuary' which both contained and gave freedom to 

a diverse range of performance, presentation and discussion. it aimed to respond to a 

continuing need for Intelligent thought and practice concerning the body; and to respond to a 

detectable desire, particularly in some areas of arts practice and scholarship, for a move towards 

a 'new authenticity' that can accept notions of the body's essential experience and constitution as 

well a.s Its fragmentary and constructed nature. In the planning of this project, it seemed that 

the SNDD would provide not only the appropriate type of flexible structure to work with, but 

also a literal site where creative and conceptual tensions could be explored. 

An example of such re-Integration came from an 'actuation' or demonstration that Ulster-based 

performance artist Ala stair Maclennan made at the end of the five-day workshop period. With a 

clear reference to the didactic work of Joseph Beuys, he took a folding blackboard, laid it on the 

floor and, having cleaned it, proceeded to paint one half of it black. Once this was completed, 

he took four silver spoons, each containing a small piece of chalk surrounded by water and 

placed them at the four corners of the blackboard. Finally he placed two spoons each containing 

a piece of chalk surrounded by milk at each end of the central fold of the blackboard. This 

simple and highly allusive demonstration holds in a resonant performance Image both the 

problems and solutions Inherent in the re-Integration of conflicting positions. 

The 'Sixties are often represented as an arcadlan experience, a nostalgic utopian dream, a time 

when it was Indeed possible to 'get back to nature', to 'find one's self'. like the heritage culture 

into which, it would seem, our more acceptable histories are absorbed and sanitised, the 'Sixties 

have become Identified with those Images that can be reproduced and marketed for easy 

consumption. They have become one amongst a plethora of possible 'life-styles choices' to be 

made in pursuit of cultural, Individual and virtual Identities. The 'Sixties' of the 1990's are a 

simulation cut out of history, devoid of context and pasted onto the glowing, fluid surface of 

the present. 'All that Is solid melts Into air; all that Is holy Is profaned .. .' (3) and we are again 

forced to face the Increasing undecidabillty of our social, cultural and aesthetic Identities. What 
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remains Important about the 'Sixties as a conceptual, aesthetic and practical source for 

contemporary performance work, Is a sense of the historical 'seeding' of ideas; images that 

occurred at that time and that begin to have an effect over much longer periods and In contexts 

that would have been difficult to imagine in the 'Sixties. 

There are moments when any creative Institution might be imagined as 'a house with wings' (4)­

as an image of both the 'art work' and the catalyst that brings the 'art work' into being. This 

image can also embrace both essentialist and constructlonist perspectives; in other words it 

enables us to imagine art as transcendent, emanating from the other and speaking universal 

truths- a winged house that descends to us, that is brought to us- as well as the image of a 

house that is immanent and built from a particular context, by a particular people, that becomes 

a collaborative vision and takes flight. 

• •••••• 

Notes: 

(1) Henry M. Sayre (1989) The Obiect of performance, Chicago: University of Chicago Press 

(2) Roy Porter 'The History of the Body' in New Perspectives on Historical Writing, ed. Peter 

Burke, Cambridge: Polity Press 

(3) Kart Marx & Fried rich En gels The Rise of Bourgeois Rule 

(4) I am indebted to Cyrus Self of the Theatre Faculty ( Utrecht Hogeshool voor de Kunsten) 

for this image and an Interesting difference of position . 

Rlc Allsopp Is a founding partner of Writing Research Associates and a freelance writer, lecturer 

and performance maker. He has been a visiting teacher at the SNDD since 1991 and is at present 

a Research Fellow at DartlngtonCollege of Arts, UK. 
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The Zwillinge Project: Episode 7: 

Upstairs, Gloucestershire- July 16, 1994 

Ric Allsopp 

More than anything else the day raised questions about the nature of the art work- not a 

question of art, but a question of what are the conditions and processes of art, the work of art: 

what is brought Into view, what is drawn to the attention of the viewer, what materials are 

placed against or with each other, where are the borders, edges and closures of the work? The 

site itself- Prema Arts Centre, a former place of prayer- Is significant as the focus of the work; 

an architectural space that literally provides a transforming focal point- the nine windows of the 

upstairs room framing the passage of light inside the room from dawn to dusk, a journey 

mapped by the artists every fifteen minutes onto the floor -a light and reflective room that 

also frames the nine half hour episodes of the piece. 

The work draws our attention to what Is or Is becoming absent, to what Is referred to- through 

the prayer, the votive offering, the wish-lists, the previous episodes of the Zwlllinge 

collaboration, the drawings of the artist's model (which in itself Indicates the complex set of 

references outwards, where no relationship Is entirely as transparent and Immediate as it seems 

at first sight). 

But it is not just the formal elements of the work that fascinate- the envelopes, the windows, 

the poses of the Life Model , the map of light, and so on that operate like the topol or places of 

a complex memory-system (a system for who to remember what?) that holds In a spatial 

12.7 



Acts of Writlnq- RI< Allsopp (July 2000) Section 2: 'Zwllllnqe Project: Episode 7' 

relation our hopes, fears, and expressions- but the informal aspects of the piece that fascinate as 

well. 

The day is hot. Cream teas are being served on the lawns below the upstairs room, a 

quintessentially English expression which always seems (In memory) to accompany cultural 

events and links sport, landscape, art, and horticulture in an activity whose rules are reassuringly 

familiar. The signs of 'art' -the artist's model, (the artist as model -for where else Is the artist 

In this work?) the easels and charcoal, the steady stream of drawings that emerge from the 

hands of the (other) artists who respond to the gradually shifting light in the room, to the 

subdued methodical actions of the Life Model and her life Class Organiser- all point to the 

familiar: the work of art. But the familiar is not enough for some of those who drink tea on the 

lawns below, where murmurings of incomprehension, of not- knowing-what-to-say, or how to 

react, are too quickly lost In the warmth and balminess of a summer's afternoon. For how many 

really care to open up to the more complex and disturbing elements of what is occurring 

upstairs- the gradual trail that follows the fading light, the remains of the day, the traces of 

vision, the scored and recorded body of the Life-Model, the chest-freezers standing sentinel on 

ether side of the Inner stair, the envelopes that doubly ring the walls of the room above the nine 

windows, the wish-lists frozen In bags of water, the stones and broken panes of glass that litter 

the floor? 

The wooden fire escape that lead upstairs has a text burnt into Its steps: 'I have this awful habit 

of assuming that everyone Is like me, and must like me have the same hopes, dreams and desires, 

but they are too afraid to admit to them'. The Inscription Is taken from a letter to the Zwlllinge 

Project from Bill Stevens of Hull who for the last ten years has been keeping a list of all the 

things that he would like to achieve or experience during his lifetime. He keeps this list on top of 

his wardrobe and until this performance nobody, not even his wife, knew about it . 

••••••• 
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1. MonteVideo/ Time Based Arts 

Netherlands Institute for Media Art, Amsterdam 

Video Ergo Sum: 

Section 2: Archive Reviews (1997) 

Archive Reviews 

Ric Allsopp 

Visitors to MonteVideo/ Time Based Arts, located near the centre of Amsterdam at the top of 

Spuistraat, may notice a naked and unblinking eye on a video monitor which hangs in the office 

window to the right of the entrance. Observant visitors will also notice that the eye is observing 

them, following them and moving with them as they move past the window towards the 

entrance. The quality of interactive viewing that is implied and invoked in~ (as Bill 

Spinhoven's (1993) video installation is called) becomes an index for looking at the work 

contained in the media-art archives at MonteVideo. Housed with the Gallery Rene Coelho, 

MonteVideo has in the past few years become one of the most important archives of media-art in 

Europe - to name but one aspect of its many activities. 

Originally founded in 1978 by Rene Coelho as a gallery for video art and the promotion of video 

and television as media for artistic expression, MonteVideo merged with Time Based Arts 

(founded in1983 as an initiative of the Dutch Association of Media Artists) and moved into its 

present building in early 1994. MonteVideo's activities, based on a philosophy of support for all 

aspects of media art, are divided Into three branches: production and post-production facil ities 

enabling artists to produce work; distribution and presentation enabling artists to show and 

disseminate work; and research and development support for artists (since 1994) in the form of 

a 'visua l arts laboratory'. The archive collections that MonteVideo now houses reflect both the 

results and the resources of this philosophy of support, and alongside MonteVideo's extensive 

in-house activities and collaborative touring exhibitions, provide an increasingly important active 

historical base for work in the field of media art. 
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By 1994 Montevideo had already built up a substantial collection of work from leading video 

artists. The merger with Time Based Arts (TBA) brought a further collection of work and the 

collection as a whole is now broadly divided into a conservation archive and a distribution 

archive. The conservation archive supervised by Montevideo includes media-art col lections from 

the Abbemuseum in Eindhoven, the Groninger Museum and Museum Boysmans-van Beuningen. 

The distribution archives are built up from the collections of the Lijnbaumcentrum, Rotterdam 

(1970-82.), De Appel Foundation (1975-1983), Time Based Arts (1983-1993) and Montevideo (1978 -

present). The former collections have been rounded off and the active MonteVIdeo/ TBA 

collection is now growing by some twenty tapes per year. Not all the material in the collections 

is yet available for presentation, but MonteVideo is currently making new screening copies of all 

the tape works in the collections. At the same time the conserva~ion proj ect is preserving 

material that was originally shot on old and now no longer playable, formats and systems. 

The Lijnbaancentrum Collection and De Appel Collection ('born on the eve of performance and 

body art, De Appel [ ... ] became the embodiment and International nerve centre of th is new 

development within the fine arts') include important work by Abramovic and Ulay, Vito 

Acconcl, Christian Boltanski, Chris Burden, Jim Dine, Valie Export, Nancy Holt, Dennis 

Oppenhelm, Joan Jonas, Allan Kaprow, Alison Knowles, Gine Pane, Nigel Rolfe to mention but a 

few. The Time Based Arts Collection comprises about 400 video tapes by international artists 

covering the period from 1983-93. These include work by Abramovicj U lay, General Idea, Dan 

Graham, Nan Hoover, Ulricke Rosenbach, Lydia Schouten and Lawrence Weiner. The Montevideo/ 

TBA Collection includes some 8oo tapes from Dutch and foreign artists covering the period from 

1974- present. The Catalogue notes that 'Typical of these works is their autonomous character 

[ ... ] the video tapes are the artists' end products. These are not tapes QD art and artists'(1996: 12.5) 

The collection includes work by 

Peter Bogers, Livinus van der Bundt, Juan Downey, Gary Hill, Merei Mirage, Marten Spanjaard, 

Fiona Tan, Steina and Woody Vasulka and Bill Viola . Apart from these collections, there is also 

an extensive selection of documentary tapes on artists, exhibitions and tapes from artist s in the 

library. 
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The MonteVideo archive also houses about fifty artist's installations (which are also documented 

on tape). The work is primarily by Dutch artists and parts of the collection display a certain 

Netherlandish delight in sophisticated invention, the electronic andjor cybernetic equivalent of 

the 'cabinet of curiosities; for example Kees Aafjes 1991 Please. Close Tap after Use where 

physical and simulated reality have been interlaced and 

for a moment or two, you find your self experiencing the phenomen(on] of running 

water as if for the first time, and you turn the tap on and off a few times to see if what is 

happening really is true. Kess Aafjes designed a jokey little kitchen sink with a tap. When 

you turn on the tap ... water runs into the sink. But what you really see and hear, 

however, is a recording of running water: the bottom of the sink is a computer screen 

(virtual/ simulated reality!)' (MonteVideo, 1996: 303) 

Or, continuing the delight in 'living objects', Maarten Spanjaard's 1992 Adelbrecht: 

Adelbrecht is a ball, no more and no less than that. (However] Adelbrecht Is a skilled 

[and] gifted ball : he is, in fact, able to act entirely independently. The ball Adelbrecht 

rolls about under his steam, as it were; what's more, he speaks in the English of a 

Dutchman. Introducing himself with the words: 'Hi, I'm Adelbrecht. and he has much 

more to impart. He also responds to touch, and if it is gentle he voices his pleasure, but 

If you handle him roughly, he'll soon let you know he is not amused. A strange 

experience, a thing that comments on your behaviour ... an object with attitude! _ 

Adelbrecht is driven by a motor and is equipped with sensors and a small computer. 

(1996: 360) 

Or more convential video installations such a Stelna Vasulka's Pyroglyphs 'built up from twelve 

monitors forming a circle on the floor. The room in which the circle stands Is dark. The only 

light beams from the monitors, which present Images and sounds from a forge. The images glow 

with fire and sparks.' (1996 :3n) . 

MonteVIdeo's special video publications include The Collected Works of Marina Abramovlc & 

!.!..La.y (In three volumes); a series of compilation Arttapes (1& 2) and three Chill-Out Classics by 
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Gerald van der Kaap, with sound by Leo Anamaet- video's with 'a mind of their own (which] are 

an invitation into the unknown world of the senses giving you access to the new techno 

transcendence'. MonteVideo has produced an excellent descriptive Catalogue (1996) of the 

collections based on their database of artists and artist's work. They have also recently 

completed a comprehensive on- line relational database (called WatsOn) of the distribution 

collection which can be searched by genre, themes and keywords. The Catalogue will soon be 

available as a CD-ROM which 'will contain not only sounds and Images of the various works 

described in [the] catalogue', but further information on the MonteVideo(TBA library, and 

artist's biographical data . 

As its founder Rene Coelho hoped in 1978, the MonteVideo collection has indeed become a 

primary resource which allows resea rchers, artists and interested individuals a means of 

participating in a different kind of looking, of engaging with a history of media-art works 

which do not easily fit within the norms of television cu lture. 

Information: 

MonteVideo/ TBA, Spuistraat 104 a 

1012 VA Amsterdam, The Netherlands. 

tel. 0031 20 623 7101 tax. 0031 20 624 4423 

email. art@montevideo.xs~ll.nl 

web site. http:/ fwww .dds.n If ..... mvideo 

The Archive is open by appointment for viewings by individua l researchers and small groups. 

References: 

Coelho, Rene et al. (eds) (1996) MonteVldeoJTBA Catalogue Amsterdam: NIMA 

+++++++ 
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2. Deutsches Tanzarchlv Koln. 

Moveo Ergo Sum: 

lt would seem that 'collections' and archives are often built on the back of the insistent vision of 

a singleminded individual, and, whether they rema in simply collections or become working 

archives Is often also a matter of how that originating individual saw their reasons for starting 

to collect documentation and resources. In the case of the Deutches Tanzarchiv Koln, the 

collection was seen from its postwar beginnings in 194-8 - (the original Deutsches Tanzarchiv in 

Berlin was burned to the ground as a result of an air strike in 194-3) - as a resource for dancers 

equally as vital as the body itself. Kurt Peters, dancer, dancer teacher and later critic, whose 

energy and means built up the present collection, encouraged students to spend time outside 

their studio work reading and researching the histories and techniques of dance. Kurt Peters' 

interest in all forms of dance and movement from acrobatics to butoh, from ballet to contact 

improvisation, has resulted in a very wide ranging collection of books, periodicals and newspaper 

cuttings, all methodically, if at times idiosyncratically cata logued. 

The Library contains over 8ooo books and 85 current periodicals on all aspects of dance and 

movement. The collection's main focus is German Expressionist dance from the 1920s and 19305 

reflected in the one hundred or so estate collections and private papers of German dancers, 

choreographers and dance critics Including those of Harald Kreutzberg, Dore Hoyer - the most 

important German soloist in modern dance from the 1930s to 1960s continuing the expression ist 

tradition established by Mary Wig man - and Max Niehaus. The Archive holds c. 8o,ooo 

photographs including work by Slegfreld Enkelmann and Dietmar DUnhoft. In addition the 

Databank includes Information on the life and work of 250 German and international dance 

artists. The Tanzarchiv has published work on Valeska Gert, Dora Hoyer, Ha raid Kreutzberg and 

Kurt Jooss. 

The Tanzarchlv was taken over In 1985 by the City of Cologne Saving Bank Cultural Foundation. 

lt has developed Into perhaps the most significant public dance archive in Europe maintaining a 

highly visible programme of exhibitions, publications and v ideo screenings. Since 1994- the 
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Internet has enabled the Archiv to make its collections available on-line through a well-designed 

website•and to make links with the New York Public Library Dance collection amongst others. lt 

also provides the medium for Tanzwissenschaft, a new electronic journal for German dance 

scholarship initiated by Frank-Manuel Peter in early 1996. 

Archives and collections invariably have historical oddities as well as items of particular note. 

The masks from Mary Wig man's 192.6 'Totentanz' lie casually next to a death-cast (by Fritz 

Cremer 1932.) of the dancer Vera Skoronel's delicate hand in a small g lass cabinet, as if waiting at 

any moment to be reanimated . Seventeenth and eighteenth century French and Italian dancing 

manuals as well as the voice 'contre- la-danse' of the puritan backlash are to be found with Oscar 

Schlemmer's handwritten notes for the 'Triad ic Ballet' first staged at the Stuttgart Landestheater 

in 192.2.. The tension between the ephemerality of dance and the possible artifacts and traces it 

might leave and upon which it reconstructs itself is noted by the present Director, Frank-Manuel 

Peter: 

All art forms are dependent on renewal. Each new development, every avantgarde, bases 

itself In someway on previous traditions and avantgardes. Likewise each artist's practice 

depends on a detailed study of work that existed before it. The art of dance is no 

different in this respect ; except that its transitory and fleeting character makes it perhaps 

the most dlfflcultof all arts to document. An archive is a means of recollecting the art of 

dance, of holding the memory of dance together. 

This sense of the Inseparability of the moment of dance and the histories that have shaped it is 

still manifest in the the Archive's obvious commitment to making the collection both active and 

accessible to a wide public, a policy that has now taken the Archive out of Its present 

overcrowded premises to a new specially designed build ing in Cologne's recently completed 

Media Park. The new building will enable the Dance Archive to present Its significant collection 

of engravings, paintings, sculptures, costumes, masks and stage designs for the first time in 

continuous exhibition; and will place the Archive alongside the Mary Wlgman Archive, and the 

'Public Presence Vldeotheque' - the Referat fUr Videotanz. This latter is the collection associated 

with the Dance and Media Project, established in 1994 to support and disseminate the 'new art 
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from' of videodance. The unique collection of over seven hundred contributions emphasises 

camera choreographies and new performance for fi lm/ video as well as the documentation of 

dance performance. The Project sponsors creative work, initiates conferences and presents a 

quarterly dance film programme 'Dance Tales' at the Museum Ludwig in Cologne. 

The Deutsches Tanzarchiv Koln is a tangible and accessible demonstration of how the links 

between practical and theoretical research that informed Kurt Peters' collection, have benefitted 

dance scholarship and have helped enable an active and dynamic dance culture around Cologne 

that is firm ly linked to international developments in dance. 

Information: 

Deutsches Tanzarchiv Koln 

lm MediaPark 7, 50670 Koln, Germany. 

tel. 0049 2.2.1 2.2.6 5757 fax. 0049 2.2.1 2.2.6 5758 

email. tanzarchiv@aol.com 

The Dance Archive is open Tuesday- Thursday 10-16 hrs by appointment. • The Tanzarch iv on­

line is a part of the Stiftung Kulture Foundation webite: http:;;www.sk-kultur.de 

+++++++ 



Acts of Writing - Ric Allsopp (July 2ooo) Section 2. : 'Archive Reviews' (1998) 

(1998) 

Archive Review 

'The Archive as Event- Die Schwarze Lade' 

Performance Research, 'On Place' Vol.3, No.2 

London: Routledge, pp.12.4-125 

ISBN o -415 -182.02. -6 

137 



Acts of Writing- Ric Allsopp (July 2ooo) 

The Archive as Event: 

The Black Kit/ Die Schwarze Lade 

ASA-European 

Art Service Association, Koln 

Section 2: 'Archive Reviews' (1998) 

Archive Review 

Ric A llsopp 

'A maximum of mental sources and information in exchange with a minimum of materialisation. 

A basic sense of new definition in performance art and the first step in preparing a network as a 

physical and menta l form' . So starts the information on 'The Black Kit'- an archive of ASA and 

its (former) parallel association Black Market International. Elsewhere in the literature and 

documentation that surrounds the (net)work of ASA-European - the Art Service Associat ion 

centred on Koln, inspired and given direction by performance artist Boris Nieslony - it states 

that ASA 'is not an art project'. Instead, it 'puts values into transfer' and in this way 

'communication has a precise effect on all cultural activities, including art'.The place of a 

material archive in such a fluid and conceptual network is summarised by a further statement: 

ASA is a communications pool into which energy, materials and information are 

constantly being fed . lt is impossible to receive anything directly from this pool, to draw 

anything out or to expect anything from it. Non linearly and non determinable by ASA, 

free f loating forms materialise In unexpected places, for which ASA :1ow sets the required 

framework. Within these boundaries free f loating forms take shape. They consist of 

information, ideas and matter and they solidify Into wares, projects or events and form 

meaningful relationships. Thereafter, these materlallzations disappear once more Into the 

pool, 'ASA'. (ASA, 1997) 

The image of a f luid 'communications' pool wh ich aptly characterises the work that Borls 
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Nieslony tirelessly continues to initiate, remains in some senses utopian. Such fluidity 

coagulates, gradually forming into the weights and measures of history- the archive becomes a 

material point of focus, of memory- and in this case litera lly becomes a growing but still 

movable 'kit' (see photo) where information and resources on a wide range performance artists 

can become organised and catalogued. The material fact of the archive now becomes a focus for 

the 'development of a centre for studies, education and information'- always a precarious 

balance between the openness of arts action and flxities of the academy. 

Only art gives us the possibility to say something that we don't know' claimed the satirist 

Gabriel Laub. We also work with art as a medium of expression. But, since we have a 

particular tool at our disposal, we can say without being Insolent: 'Art gives us the 

possibility to say something that we know'. And as this knowledge In its peculiarity 

compounds of several charitable components, we like to make this knowledge available 

to (for) anybody interested. The Black Kit Is primarily an important tool for educational 

work, research and documentation focusslng on performance art, project art and artist­

run spaces. (ASA, 1997) 

The idea for The Black Kit originated in 1981 at a project in Stuttgart for seventy invited artists 

working in performance, performance art, installation, painting and video, called The Council 

(Das Konzii) .The project, initiated by Boris Nieslony, sought to extend and develop areas of 

interactive communication. The participants did not wish to catalogue the proceedings of The 

Council but proposed Instead a transportable container which could be taken from event to 

event, from meeting to meeting. The Black Kit was envisaged as a generator of thoughts, as an 

archive and as a sculpture of public interest. 

Exhibition spaces are turned into a public library offering to anyone the power of the 

ideas documented here. Not just an invitation for the viewer to consume, but an 

invitation for thoughtful studies of letters, photos, poems, vldeotapes, objects, relicts 

and records of open work-situations. Moreover it Includes the opportunity for debate 

about the topics and offerings experienced . (Ji.lrgen Raap, Kunstforum 95, 1988) 

The Black Kit has been presented severa l times within the framework of exhibitions from 1988 
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onwards. This means of presenting the 'archive as event' not only signifies the literal display of 

selected parts of the stock but also the active and interactive realisation of certain areas of the 

archive and their implications. 

The Black Kit contains documentation since 1975 of the most Important international projects 

with communicative structures related to performance. There are documentations of artists self-

help organisations, artist-run spaces, conferences, seminars and interactive projects. Since 1981 

the archive has collected and structured documents of both realised and unrealised projects. The 

archive has become an organism, a permanently growing account of ideas. Including 

documentation in a wide range of media, the archive is structured with an index that provides 

the possibility of searching through thematic and conceptual links and connections, keywords, 

fields/ domains, and networks. At present The Black Kit includes documentation, dates and 

information on more than one thousand artists; over one hundred video-documents of 

performance events in Europe, Asia, and North America; plus numerous slides, records and 

audiotapes; more than five hundred journals/ magazines, periodicals, catalogues and brochures 

concerned with the practice and theory of performance art. The archive catalogue is also 

available on -line. 

ASA-European publishes an annual performance reader 'Slaps - Banks - Plots' . At present there 

are two readers based on ASA- initiated performance conferences (1997 and 1998) which contain 

a wide range of contemporary writings and statements by artists. The readers are available on 

disc direct from ASA (for DM 20,- ) and also on- line. The ASA webslte Itself has many 

interesting links to ASA's network activities and to other performance related archives including 

Performance Index (see following review). The CH [Swiss] Performance Netzwerk will host The 

Black Kit with Boris Nieslony at Pfaffikon on 28 -29 February 1999. 

INFORMATION: 

ASA-European e. V., Rathenauplatz 35, D-50674 Koln 

email : asabank@dom.de 

tel. 0049 (o) 221 245115; fax: 0049 (o) 22.1 240 4422 
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The most immediate means of accessing events, Information and projects that comprise the ASA 

networks is via the World Wide Web: http:www.asa.de 

Further information concerning ASA-European and The Black Kit archive is available via: 

http:ffwww.asa.defASAfindex.htm 

Information on recent and forthcoming events and projects Is available via: 

http:/ jwww .asa.de/ ASAfNewsFrame.htm 

••••••• 
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(2000) 

'Tempest(s)' 

in The Tempest and Its Travels, ed . P.Hulme & W.Sherman 

London: Reaktion Books, pp. 162-167 

ISBN 1 -86189 -o66 -4 
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Tempest(s) 

Terra Nova Theatre Institute, Copenhagen 

Ric Allsopp 

In our memories a fictitious past has already taken the place of the other one, of which 

we know nothing with any certainty- not even that it is false. [Jorge Luis Borges (1947), 

in 'Tion, Uqbar & Orbis Tertius') 

One by one the audience is brought down a steep metal staircase into a large dimly lit industrial 

space. A man sits alone at a bare table in the centre of the space, facing the staircase, a pencil 

in front of him. On a wall behind him a large looped video projection shows documentary 

footage: a coastline thronged with people, an overcrowded ship departing . Individual figures 

separate themselves from the audience and approach the table. On a side wall another looped 

projection shows the identity papers and photographs of each figure. The man does not speak. 

A small gesture - a nod of the head, a movement of the pencil - either sends them through or 

back into the crowd. Those who pass through stand in line against the projection of the ship. 

For the displaced arrival and departure are one and the same. 

Tempest(s) was staged in Copenhagen in the spring of 1999 as part a five-year cultural and arts 

development plan Initiated In Denmark In 1997 by Terra Nova Theatre Institute. The dramaturgy 

of Tempest(s) sought to examine relationships between the framework of an aesthetic model 

(Shakespeare's The Tempest and its themes of cultural meetings and confrontations); 

contemporary urban multicultural and intercultural social experience; and the placing of 

contemporary artwork as a cultural catalyst in such contexts. The social models of a 

monocultural society and the aesthetics of a traditional illusionist theatre or performance 

'object' no longer easily reflect the cultura l and social realities that typify contemporary urban 

experience. This is not to say that 'traditional' cultural expressions no longer have a place. 

Shakespeare's Tempest opened issues of cultural confrontation and of illusion as a power 

structure within the world that Shakespeare was writing in at the end of the Renaissance. The 
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dramaturgy of Tempest(s) sought to translate these issues into our own contemporary terms. 

Seeking cultural analogues in the themes and imagery of Shakespeare's text, Tempest(s) imagines 

a contemporary Caliban, displaced from his now 'uninhabited', or recently decolonised island, 

negotiating the borders and cultures of 'Fortress Europe' -the former colonial'heartland' or 

'homeland'. In trying to find a place for himself within a world that is at once both alien and 

familiar, Caliban discovers that his attempts to negotiate identity and values on his own terms 

are still shaped by Prospero's 'art'. Prospero's means of mainta in ing power and control over his 

enemies, over Caliban and Ariel, and over his daughter Miranda, are imagined as projections -

the 'virtual', mediating and invisible power structures that pervade social and politica l life in 

Europe, that regulate its geographical and cultural borders. This virtual world of projections is 

contrasted with the actualities and pressures of a localised everyday world , in particular as seen 

through the experience of immigrants and refugees. Within this 'brave new world' Caliban 

rediscovers the difficulties of making a place for himself and the impossibility of a return in any 

sense to the island home from which he came. 

The reality of the situation that Tempest(s) imagines does not only confront immigrants or 

refugees attempting to find security or asylum In contemporary Europe. Our individual 

perspectives on questions of gender, class, race, and sexuality are also contested areas of social 

and cultural negotiation. Our experiences of displacement, insecurity, mobility, and difference 

are framed with in increasingly globalized cultural images of security, prosperity, identity and 

idealised or normalised behaviours. lt is this tension that sustains the displaced and displacing 

conditions of contemporary life, provides the Ideas and relationships upon which the 

performance of Tempest(s) was built and gives the dramaturgy of Tempest(s) its central trope 

of 'displacement' in both the actual world of social and cultural experience, and in the aesthetic 

world of representation. 

The dramaturgy links a reading of the The Tempest with contemporary ideas of 'otherness' as 

experienced by migrants, refugees, the homeless and immigrant communities; and also as 

experienced on the level of the individual in contemporary society - for example in attitudes to 
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class, gender and sexuality- and in terms of everyday exclusions: where we can go, how we can 

meet others and so on . The experience of potential displacement and exclusion is clearly 

intensified in certain locations and situations, such as national borders, immigration control, 

social security structures. In such situations both physical spaces (the spaces of bureaucracy, the 

spaces of newsmedia, the negotiation of public space and private space) are Intimately linked 

with language and the individual's abilities to negotiate languages of all types - from sign­

systems to 'body-language' codes, to language groups. 

Displacement in terms of aesthet ics can be read through the shifts and slippages of the 

conventional elements of a classical Aristotelean aesthetics. lt is used structurally at all levels of 

the performance itself effecting narrative lines, the use of text, of language, of 

characterisations, of objects and time, and of spatial sequencing.This effects aspects of how we 

see the artwork (visuality); how we read the artwork (textuality), how the elements (here in 

theatre terms) of character, object , space, time are used within the production. The performance 

imagery of Tempest(s) operates In both linear and non-linear terms, setting up both narrative 

and causal sequences, as well as non-linear, hypertextual parallels and linkages. 

In The Tempest both Caliban and Miranda are displaced - the former through the effects of 

'colonisation' , the latter through exile and separation. In Tempest(s) the characters of Caliban 

and Miranda are shown as a single shifting identity that may be recognised in each of us as 

Individuals, and in the everyday social and cultural interactions we are involved with. The 

coherence and status of the dramatic character (at least In classical terms) is displaced with each 

performer as both Caliban and Miranda negotiating the projected images that are the illusions 

and power structures (happy families, Ideal homes, social controls and legislation) of a 

disembodied Prospero, sometimes duplicating, sometimes subverting , always representing and 

merging with the 'live' presence of the performers. Ariel is the (sometime reluctant, sometime 

willing) agency of Prospero's authority and its idealisatlons In the form of the mechanics of 

projection . 
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The displacement of 'character' and personae as a strategy in Tempest(s) Is paral leled in the use 

of text, both as speech (live, recorded, mixed) and as writing. The 'originary' fragments of text 

from The Tempest are either erased - literally written in chalk on the walls of the performance 

space and rubbed out- or projected unsubstantlally as light; or removed from the mouths of the 

performers and replaced on multiple channels available to the audience on walkabout headsets. 

Thus the text of Tempest(s) becomes multiphonic, 'full of noises' inviting its audience to make 

choices between what is seen and what is heard, to alter and transform meanings through 

selection, to construct a montage of live and projected performance image. The channels 

included a 1960s radio version of The Tempest; a female voice quietly whispering increasingly 

provocative aphorisms and commonplaces around cultural attitudes to 'otherness'; a series of 

interviews with people living and working in the locality of the performance space - the multi­

ethnic immigrant area around lstedgade and Vesterbro in Copenhagen; a series of recorded 'live' 

phone conversations home from the performers to their families or extended families both in 

Denmark and abroad. In the rare instances where performers 'took pains to( .. . ] speak' the texts 

they utter reflect the difficulties of language -mutual incomprehension, the use of invented 

languages or of 'minority' languages, the difficulties experienced by the immigrant placed 

outside a language, the place and status of 'native' languages. At the centre of all these 

displacements and tensions is the exchange between Caliban and Miranda (il.i1352.-364) with its 

cultural assumptions and sense of unresolved confrontation and ambivalence. 

Memory and utopia form two additional themes within the dramaturgy of Tempest(s). These 

are informed not only by 'zeitgeist' - by the kinds of cultural reflection that the turn of the 

millenn ium sets going- but more specifically through lntertextual readings of Shakespeare's text 

and and Tempest(s); and through exposure to particular contemporary artists - for instance 

Christian Boltanski whose ideas of 'litt le memory' ( 'an emotiona l memory, an everyday 

knowledge') and 'small utopias' ('sweeping in front of your own door') seemed apposite for a 

project that Is attempting to bring the local (the discourses of multi-culturallsm and 

interculturalism in Denmark) and the global (discourse around power structures, Immigration 

etc.) Into relationship. 
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Tempest(s) was created with a group of people from very diverse ethnic, social and cultural 

backgrounds who, in proposing that the process and dynamics of theatre and performance 

para llels and interacts with the dynamics and operations of the contemporary world, recognised 

that theatre and performance do not simply reflect the world through establishing an 'other 

scene' or fictional world through which the relationships of the rea l world can be read. 

interculturallsm Implies the recognition of difference as a dynamic rather than as a category, an 

openness of discourse that moves beyond multi-culturalism. Theatre and performance are 

increasingly 'interd iciplines' drawing from a diverse range of processes and influences. The terms 

of engagement with performance, with artworks, are also being redefined along lines of 

difference: social and pol itical dynamics are reflected in aesthetic dynamics. Simply put, the 

dynamics and processes of intercultural relations are paralleled in the dynamics and processes of 

performance work. The assumption is that artworks and performances exist not only as self­

contained or self-reflexive entities within social or cultural contexts (the singular vision of late 

modernism) but In a shifting and dynamic relation to cultural, social and political realities. This 

change of perspective effects cultural and aesthetic assumptions and moves towards 

interdisciplinary and intercu ltural forms that act against the 

gra in of both aesthetic and social monocultures. 

Tempest(s) is shadowed throughout by the text of The Tempest. Reading back into and through 

the text of The Tempest is to open up the conditions within which Shakespeare was writing and 

to open up our own readings of th?se conditions and understanding of how we read . As a 

dramaturgical project Tempest(s) reads The Tempest outwards into the specifics and 

particularities of a contemporary urban situation, reads it outwards into the transforming 

structures of performance, into the placing of a project in a particular situation, for a particular 

audience. At the end of Tempest(s) the audience leaves down a long narrow corridor -a corridor 

of memory - lined and dimly lit by nine black glass topped plinths containing various texts or 

personal objects - for example a set of milk teeth, a blank sheet of paper and a pencil, a 

photograph of a railway line w ith a pair of compasses. On the wall beside each plinth is a 

photocopy of the identity papers and photos seen at the beginning of the performance. As in 
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The Tempest there is no resolution here- only ambivalence and ambiguity. The return home is a 

return to somewhere that is no longer home- is Itself displaced - is in turn idealised and 

mythicised, a place from which we once again must depart. The Tempest - like the Boatswain's 

ship appearing 'tight and yare and bravely rigged' - Is always 'freshly beheld'. But as it travels so 

it transforms. John Berger has spoekn of displacement as the Impossibility of return for the 

migrant, for the refugee: 'Unchanging as the village is, he will never see it as he did before he 

left. He is seen differently and he sees differently'. In so far as The Tempest travels, it can never 

return. 

+++++++ 

Ric Allsopp is a Joint Editor of the international journal 'Performance Research and founding 

partner of Writing Research Associates. He worked as dramaturg for the Terra Nova Theatre 

Institute production of Tempest(s) and is currently Research Fellow at Darting ton College of 

Arts, UK. 

Tempest(s) was produced by Terra Nova Theatre Institute in Copenhagen during Aprii -May 1999. 

Director: Phlllip MacKenzie; Dramaturg: Ric Allsopp; Scenographer: Luca Ruzza; Created with 

and Performed by: Borderland; Artistic Project Co-Ord inator: Antonio Cots Macia 
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The Connected Body? 

An Introduction 

Ric Allsopp & Scott delahunta 

The universe unfolds in the body, which is its mirror and its creature. Our era is 

crit ical ; it has destroyed the old image of the world and as yet has not created 

another. That is why we do not have a body .... (Octavio Paz) 

A fascination with the human body, its presence, location, status and identity continues to 

provide fuel for a debate surrounding the body that goes at least as far back as the fifth century 

be when Herclitus noted that 'we are estranged from that with which we are most familiar'. 

Octavio Paz's sense of the contemporary difficulties In identifying what Is 'the body' and what is 

meant by 'the body' (whether we accept his analysis or not) indicates a persistent disjunction in 

our attempts to integrate the body as a coherent site of representation and presence. The forms 

that frame this gap are many and varied, and dependent on perspective and approach. Within 

the discourses that surround contemporary performance, this gap Is partly located an increasing 

disjunction between a 'theorised body' and an 'experienced body' where the the theorised body -

as represented, gendered, located, presented or absented - is privileged over the inherent 

experience of the body and its systems. 

This double status of the body in performance has become fundamental to Its articulation in 

both modernist and post-modern practice . The body participates as a focus of experiment: as an 

experiential site - as presence, a dynamic, moving, transforming and resistant body; and as a site 

of representation - as reference, as object, as a complex of meanings. This oscillation of status 

resists any surety or fixity which might reduce the body in performance to either mere 

representation or simple biological presence. The body in twentieth century performance 
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becomes an ambivalent site which offers moda litles of presence and reference, of physical 

activity and image. This ambivalence towards the body would seem to be a key dynamic in recent 

performance and performance theory. 

The writer Lewis Hyde noted that 'a work of art is a gift, not a commodity'. There Is an analogy 

to be made with this observation which concerns the marginalisation of the body in western 

culture. However much the recent revival of Interest in the body has refocussed our attentions, 

the body remains (as Roy Porter points out below) an 'invisible' component of history, 

marginalised within a hierarchy of knowledge that privileges language and the mind. The body 

circu lates within an economy that is predominantly concerned with its commodification. The 

exploration of the body as a means of resisting this economy, as a means of locating value on an 

individual and communal level became a central focus of the 1994 project 'The Connected 

Body?' of which this book is a partial document. As one of its participants observed: 

lt was recognised that a major issue In the understanding of the body in 

performance is the tension between the ways in which we might experience the 

body as connected and the ways in wh ich we might reflect upon and represent it 

as disconnected . This suggests an ontological and ideological tension between 

the body and the self. An individual might gain a sense of authenticity and 

connection with the self in and through the body during training, in particular 

through the varieties of holistic bodywork (BMC, yoga, etc.) explored during the 

practical sessions. However, many of the speakers during the conference 

proposed that this connection Is profoundly disturbed by the discontinuous and 

unstable appropriations and ideological representations of the body throughout 

the history of western culture and within an Increasingly mediatized and 

technologically driven world cu lture. (Nigel Stewart in NTQ vol. XI no.42. (1995) 

p.191) 

The body is always interrogative- always a question, an ambivalence about what is experienced 

In the body and how the body is represented and constructed in the social, cultural and physical 

wor lds that it inhabits and participates in. Is the body 'connected' and if so to what? Is the body 

disconnected? -and if so how? What impact on attitudes and strategies towards 'art making' as 
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performance, as dance, as theatre, are being made by contemporary critiques of the body, 

presence, representation, identity, subjectivity? 

The impetus to draw together a number of influential artists and scholars in a gathering that 

would make possible an exploration of these questions, arose from a project held In 1993 by the 

Centre for Performance Research in Cardiff, UK on the points of contact between performance, 

shamanism and ritual. An ethnographic film 'Sucking Doctor' was screened as part of a 

presentation on shamanic practice by Professor Sa m Gill of the University of Colorado. lt 

documented a healing event in which a female Pomo Indian shaman 'cured' her husband in front 

of a gathering of witnesses. What we were struck by was not only the spatialisation of the event, 

its blend of the everyday and the 'non-ordinary', the theatrical and the magical, but the manner 

in which the healing process was induced by a literal'hands on' manipulation of the body, a 

method which paralleled the type of 'hands on' work that we had seen and/ or been involved 

with in our associat ions with bodywork and new dance, particularly through the School for New 

Dance Development (SNDO) in Amsterdam. The conscious integration of pretence and actuality, 

of presence and reference in the film provoked our concern with the question of the connected 

body. 

The connected body? As if the body were an experience that cou ld somehow be held in 

common - a return to some primary collective physical experience untroubled by representation, 

gender, identity, presence. But this Is also part of the question - the insistence of the body as 

physical presence, the commonalities of physical experience, the sense of the body as 

something that is shared, that speaks to us in ways that are Increasingly difficult to keep in 

touch with. Perhaps the title could have been more appropriately called 'A Connected Body? 

The Connected Body? project that grew from these beginnings was held at the SNDO In 

Amsterdam between August 2oth- 28th, 1994 as a gathering of artists, scholars, educators and 

others whose work (seen as a field of exploration) embraced both the body's inherent 

connectedness and its cu ltural construction. The project was designed to bring together 

participants in a forum where radically different approaches to the body could be represented 
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through experiential, performative and discursive means, based on a common desire to seek 

connections and perspectives that would broaden understanding and practice In contemporary 

arts. The forum provided an opportunity to examine the effects of various contrasting discourses 

and practices on the body's representations in contemporary 'live art' and performance. In 

organising the project we sought to respond to the continuing need for Intelligent thought and 

practice concerning the body; and a move towards a 'new authenticity' that accepts notions of 

the body's essential experience and constitution as well as its fragmentary and constructed 

nature. 

Our approach to 'The Connected Body?'was interdisciplinary, reflecting both the concerns of 

contemporary performance and an eclect ic curiosity on our part with what other disciplines have 

to say. Performance both draws from the specific techniques of a discipline or certain other 

forms of performance, and from its continuous blending with other disciplines, modalities of 

thought and specific contexts. Performance cannot avoid being 'contaminated' or transformed 

by theoretical shifts and perceptions. lt is never possible for us to discover an authenticity that Is 

not mediated by cultural attitude, social convention, or political ideology. The body Is perhaps 

our final point of resistance and seems to many who explore its systems, its geographles and its 

histories, to hold out the promise of an authenticity which will transcend the limitations of its 

construction. lnterd lsclp linarlty is not only a necessary exploration of the overlapping domains 

between disciplines, but also suggests that a new authenticity Is always ambivalent, framed 

within given sets of constructs, a space that remains only 'in between'. Coming to conclusions, 

finding answers, creating endings or closures concerning the question of a connected body was 

never a part of our strategy. 

We started to explore the gaps between fine art performance (as exemplified during the project 

and in various media by Marina Abramovic, Valie Export, Linda Montano, Alastair Maclennan, 

Sally Tallant and others) and dance/ performance work and holistic bodywork, especially 'new 

dance' with its insistence on corporea l experience which shifts the emphasis away from the body 

as representation towards a phenomenological body (as exemplified during the project by 

Deborah Hay, Eva Schmale, Jacques van Eijden, Les Ballets C.de la B). These disciplines seemed 
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to be drawing on attitudes, techniques and approaches to the body that, whilst often 

diametrically opposed, shared parallels, similarities and overlaps in their usage and 

representations of the body. In addition we wished to provide other takes and fixes on this 

indeterminable body and we sought practitioners and scholars from other disciplines whose 

work might shed light on the question of the body in performance: medical history, archeology, 

art and dance history. A number of approaches to the body including virtual technologies, we 

rejected, not because we doubted their significance but because we wished to keep the debate 

and practice aligned with the (increasingly problematic) idea of 'live work'- work for the body to 

do. 

We hope that the present book both reflects and extends the 1994 project. lt consists of 

statements and interviews from the artists involved who were asked to reconsider their 

relationship to the body in the light of their current work, or in response to the workshops and 

performances that they gave; likewise we asked the theorists and practitioners who presented 

conference papers to rework and extend their ideas. These statements and papers provide the 

backbone of the book and are accompanied by reports, quotations, and commentaries from 

participants in the project as well as other materials and Images. We have attempted to 

structure the body of the book so that it will reflect the particular spirit of 'The Conne<ted 

Body?- a sense of a creative collision of ideas, images, practices, attitudes and beliefs, and the 

construction of a temporary 'body politic' with its conflicts, contradictions, and confluences. 

The work of the Belfast-based performance artist Alastair Maclennan who was invited as artist-in-

residence, and the American performance artist Linda Montana who took up 'astral residence' for 

the duration of the event, deserves special mention because of a comparative 'invisibility' in the 

placing of their work. Their very different but related explorations of physical'presence/ 

absence' provided an important touchstone for the proj ect. The instructions for the Linda 

Montana Room begin the book, and the Room itself is 'visited' in Johannes Lothar Schroders 

'Letter to Linda Montana' In Part 11. We have also attempted to place the new photo-textwork 

that Ala stair Maclennan has provided for us throughout the body of the book as 'actuations for 

the page', paralleling the daily 'actuations' he made during the project. 
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The rest of our material- artist's statements, papers, commentaries and marginalia- has been 

grouped around the themes of the four panel discussions so ably focused by Claire MacDonald 

and Dorine Mignot that took place during the 1994 conference. 

In Part 1: The Body and Healing, following the description of the Linda Montana Room, we have 

a recent interview with Marina Abramovic whose exploration of the thresholds of the physical 

and psychological in her internationally recognized performance and related artwork needs very 

little introduction. Marina Abramovic discusses the 'transformation of the known Into 

something unknown' in relation to her workshop 'Cleaning the House'; and a new approach to 

risk for her which, while still involving the preparation of the body for a state of openness in 

which anything is possible, may be more playful. Enzo Cozzi's account of his on-going fieldwork 

on healing and devotional dances amongst the mestizo populations and Aymara peoples of Chile 

touches on aspects of social and self-healing 'by negotiating conflict and building bridges, and 

searching for the harmonization of contraries.' This resonates with the ideas of conflict 

resolution that are at the heart of Afastair Maclennan's work and the 'work of integration' Fiona 

Sampson discusses in her poetic response to connections between body and mind. By contrast 

Professor Roy Porter's provocative paper on how the eighteenth century 'body politic' utilized 

medical representations of the human body for political purposes, resists the cultural hierarchies 

and prejudices which have resulted in the traditional 'disembodied histories' of western europe 

by asserting the 'powerful presence of the body' within them. We should add that Roy Porter's 

article as reproduced here has been severely reduced from a much longer script which he 

prepared for 'The Connected Body?' conference. His lecture was profusely illustrated and the 

full script relies on specific references to illustrations which we were unable to include in this 

book. 

In Part II :The Represented Body, the Viennese art historian and curator Silvla Eiblmayr provides 

some detailed commentary on a sequence of images from the work of the Austrian media- and 

body-artist Val ie Export. These images formed a part of her analytical presentation on Export's 

'feminist actionism' in which Export's use of the live body as a 'material part of the structure of 

representation' was made explicit. The statements by Johannes Lothar Schroder, the British 
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performance artist Sally Tallant and the American dancer and choreographer Deborah Hay 

provide an instance of approaches to the body as a site of representation that are seemingly 

irreconcilable, yet have interesting overlaps. Schroder's 'Letter to Linda Montana' explicitly 

makes a transition across the apparent gap between Valie Export's work and the literal 'holism' 

reflected in Deborah Hay's statement 'What I call my mind is my whole body. What I ca ll my 

body is fifty-three trillion cells'. Sally Tallant's provocative installation 'Scar' predicates itself on 

an interaction which implicates the audience, both literally and metaphorically, In the vio lation 

of the body. Finally, Ron Buzl's 'Ah ha Nada! ' describes the process of Deborah Hay's workshop 

'Intrinsically Appropriate Dancing' which suggests a place beyond representation . 

In Part Il l : The Body as Process, the German performer Eva Schmale provides a recent statement 

on her attitudes towards the body and articulates in committed terms the body as the site of 

perceptual awareness and understanding, a body that resists the reduction ism of language and 

the alienating effect of mediatized Images. Eva Schmale's work consistently attempts to shift the 

body from the 'invisible and disembodied' histories that marginalize lt towards a recognition of 

its centrality and 'resistant potential'. In a different sense, Johannes Blrringer In 'Reconstructions' 

sees the body operating on the periphery and places the body In the 'between' space of the 

'border.' He argues that our bodies (whether individual, social or collective) are capable of being 

experienced because they are symbolic systems which participate in a polit ica l struggle over 

identity and legitimation and 'derive their authority from the symbolic which, politically 

speaking, is a mechanism of dominance'. The Dutch dancer and choreographer Pauline de Groat 

places the dancing body in everday circumstances outside the theater, where an awareness of 

'the specific dimension of the moment' enacts a process of transformation within the daily 

routines of life. Robert Schwarz in his paper on 'Body, Space and Idea' develops a relationship 

between the body and language that sees the body as a process of spatiallsation that inscribes 

itself in language. 

In the fina l section of the book - Part IV: The Constructed Body, both Mike Pearson and Claudia 

Jeschke develop extensive structuralist approaches to the performative body that are 

complemented by the literal transcription of a Body-Mind Centering class by Jacques van Eijden 
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and the reflections on the on-stage and off-stage body provided by Belgian choreographer Alain 

Plate! (Les Ballets C. de la B.). In mirroring theater and archaeology, Mike Pearson draws on 

theater to 'suggest how the body (in the past) might engage with surface and volume, with 

object and backdrop in extremis and in repose', and on archaeology to suggest that 'the truly 

"connected body" must exist in time, deep time, as well as space'. Claudia Jeshke's paper 

'Representing the Body' provides an illuminating typology of the phenomenological body in 

dance in relation to strategies of dramaturgy and choreography from the sixteenth century to 

the present. Like Roy Porter's paper, Claudia Jeschke's was extensively Illustrated at 'The 

Connected Body?' conference, and we are only able to reproduce a representative selection of 

the slide images she used. Claudia Jeschke's closing remarks assert that a disjunction between the 

body as presence and the body as representation do not apply 'to a body used in a theatrical 

context' where 'the phenomenological body was never disconnected from the strategies of 

representation, i.e. of dramaturgy or choreography.' 

The book we have compiled here from material relating to the 1994 'Connected Body?' project is 

an expression the diverse and complex circumstances of the body In relation to performance. lt 

contains extensive boundaries of space and time, and numerous borders of imagery and ideas. 

We encourage the reader to sample the special circumstances of each author and look for 

insights inherent in each specialist approach to the body and performance. In reading this book, 

we hope the atmosphere of collision and overlap will provide a sense of the excitement 

generated by the original project, and support the notion of a new authenticity that embraces 

complementary and contradictory positlonsvis a vis the body as we move into a future where 

questions of the identity and experience of the body will be as pressing as ever. 

+++++++ 



Acts of Writing - Ric Allsopp (July 2ooo) Section 3: 'On Illusion ' (1996) 

(1996) 

Editorial for 'On Illusion' 

Performance Research, Vol.1, No.3 

London: Routledge, ppvi- ix 

ISBN o -415 -16210 -6 

159 



Acts of Writinq - Ric Allsopp (July 2000) Section 3: 'On Illusion' (1996) 

Editorial: On Illusion 

Ric Allsopp 

The Polish theatre director Tadeusz Kantor 'after years of anti-illusionary work' stated that 

'illusion shifts reality onto another track, the track of poetry' (Piesniarowicz 1994: 4S). Th is 

track is earlier projected by Charles Olson in his discussion of an 'open field' poetics (Oison 

1966: 16): 'the poet[ ... ] can go by no track other than the one the poem under hand declares, for 

itself'. I have always liked the ambiguity of this phrase' the poem under hand declares' for its 

grasp of, the way it catches the meanings of 'under hand' as holding together images of control, 

craft and process with deception, artifice and risk. lt is a phrase that aptly contains the mutual 

inseparability of illusion and the real within the project of performance; an image that echoes 

the various 'under hand' approaches to illusion that make up the conversation of this third issue 

of Performance Research . The conversations on illusion take two broad but not exclusive 

positions : illusion as magical trick or illusionist spectacle; and illusion as an approach to the 

problems of 'the real' and identity. As a whole they point towards radical uses of illusion as a 

means of framing performance work. 

At the shrine of the Black VIrgin of Guadalupe in Extremadura you can ascend a broad stairway 

from behind the Chapel of the Virgin, that brings you to the 'camarfn ', presided over in each 

corner by the waxen figures of Miriam, Judith, St. Catherine and St.Anne, almost life-like in 

their flower-decked vitrines. The camarfn forms an antechamber to the shrine of Our Lady of 

Silence. When enough visitors have climbed the stairway- pilgrims from the eastern bloc (it is 

1987), local devotees, a man on his way home from work, cultural tourists -a monk appears 

from a small door concealed in the panelling and guides you into the shrine. Your attention is 

drawn to an enamelled panel between two openings that look down onto the nave of the chapel. 

lt shows the miraculous episodes of the Black Virgin . The monk narrates each image in turn -

the burial in Guadalupe of the statue in 711 after defeat by the Saracens; the rediscovery of the 
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statue by a cowherd named Gil in 1326; the v isitation of popes and kings to the shrine. The air 

of expectancy grows more tangible . As the final episode is completed the monk discretely 

presses a lever which spins the Black Virgin into vision, turned like a page of the book she so 

oddly resembles. The inspiration - the literal intake of breath at th is sma ll disclosure- effects us 

all . For some it is a revelation, the culmination of an arduous journey, the possibility of a divine 

intervention within the everyday (an illness cured, a marriage saved, a trespass 

forgiven); for others lt is a brief moment of theatre, or of storytelling, of showmanship which 

might recall Herbert Blau's comment that the 'illusion [ is] so exhausted by history that lt can 

barely reproduce itself' (Biau 1992: 27). 

By way of beginning, these conversations are framed by Nicholas Zurbrugg's meditation on an 

extract from Jean Baudrillard's recently published book 'The Perfect Crime' (1996 :20-24) which 

begins with the epigraph: 'Given the mass of evidence, there is no plausible hypothesis but 

reality. Given the mass of evidence to the contrary, there is no solution but illusion.' The extract 

-entitled 'The Radical Illusion'- argues that it is the 'proliferation of reality' produced by 

simulation, that is 'our true catastrophe'; and that illusion, not the real, opposes simulation. 

Only therefore through restoring the potency of illusion can the exponential curve of the real 

be exceeded. The Chicago -based perfomance group Goat Island, resident in the U K during the 

spring and summer of this year, have collectively contributed an 'lllusiontext' both as a form of 

active documentation of the processes of creating their new performance (How Dear To Me The 

Hour When Dayli9ht Dies, May 1996) and as a testimony to the uses of illusion in exceeding the 

real - 'this performance will hurt'. 

The hierarchy of Western metaphysics has prlorltised the rea l over Illusion. The effects of this on 

notions of presence and absence within performance, initiates Andrew Quick's discussion of the 

differing tensions between' the operation[s] of representation, of repetition, of illusion' and the 

ontology and presence of 'the real' itself in performance. The now largely hidden work of the 

semina l English theatre company Impact Theatre (active 1976-86) Is 'unearthed' and re-read 

through the work of Derrida, Lacan and Zizek and their deconstructions of 'the real'. 
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The performances of 'The Only Leon' -the 'most successful female Impersonator In nineteenth­

century blackface minstrelsy' are re-read by Annemarle Bean, in her article Presenting the Prima 

QQnrul , as constructing and securing , through gender transgression, both the Identity of the 

dominant white male and black female sexuality. Such uses of Illusion to mediate social desires 

through a 'performed cultural Imaginary' are then taken up from a psychological perspective In 

Etzel Cardefia's Truthful Trickery· Shamanism. Acting and Reality. The analogies between forms 

of shamanlc performance and the methods of the western acting tradition allow us to question 

the usual distinctions between pretence and reality, appearance and substance. Illusion when 

used in particular performative ways can have concrete and real effects on the subject, not only 

therapeutically, but also as 'a jarring step' from Illusion to a reality beyond the circumstances 

of the everyday. 

Simon Herbert's Interview with the Belfast performance artist And re Stltt whose work since 1976 

has explored the extremities of life and art describes this 'Jarring step' and the very real 

implications of the risk of Illusion, from the perfomer's view point in . The implications of 

such an Intensified Individual journey by the artist confront us with the nature of social 

responsibility, the possibilities of redemption and the edge between the Illusion and reality of 

performance. The question of art and artifice - a debate resurrected by the impact and 

insistence of new media technologies- is Identified by Baudrlllard, In terms that evoke the work 

of And re Stltt: 

True artifice Is the artifice of the body In the throes of passion, the artifice of the sign of 

seduction, the artifice of ambivalence In gesture ... 

(1993: 51) 

Baudrillard argues that artifice as' the power of Illusion' Is In no way concerned with what 

generates reality, but with what .alter:; reality. The distinction Is In trying to understand the uses 

of Illusion rather than the meanings of Illusion. As Mlchael Mangan points out In his article on 

Elizabethan uses of 'Jug ling and conjuring' .. and so shall you seem to have cut your nose In 

sunder', northern renaissance culture displayed a nervousness of the 'jugler' and 'conjurer'- a 
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nervousness that is still apparent. Operating on the margins and periphery of culture (which Is 

the habitual 'place' of performance)- such 'juglers and conjurers' enable us to experience an 

altered reality- a reality that might hold the possibility of a different future. 

The 'staging' of illusion Is a problem that Is taken up In Lynne MacRitchle's articles on the work 

of the British performance artist Rose English; In the performance writings of Carollne Bergvall, 

and in Exe Christoffersen's survey of a'nomadic dramturgy' in the work of the Danish theatre 

company Hotel Pro Forma. 

Lynne MacRitchie guides us through the work of Rose English and particularly 'her 

deconstructlon of the thaumaturgy- the wonderworking- of theatre'. Her rigorous examination 

of the terms and subtle distinctions that construct the conventions of theatre, has typified her 

work since the mid 1970s. English's interest in the ways In which theatre stages and spatiallzes 

the illusionary is echoed In the writings of Carollne Bergvall. The uses of illusion and the 

vestiges of the real, the identity or displacement of text with the spatiality of surface are ideas 

that Bergvall addresses 'for the page' In the documentation of her recent (May 1996) text 

Installation Eclat: Occupation des Lieux, 1-10. Here and In the 'live' performance of the text, 

the work keeps Ironically pointing to the frequent ruptures between the play of Illusory spatlallty 

In the text, and the reading and consequent perception of the actual space of performance. 

The trompe l'oell as 'an Imitation of nature which conjurs up a world woven through with 

features of the real' as Exe Chrlstoffersen puts lt In his survey of the work of the Danish theatre 

company Hotel Pro Forma, 'points to the fact that limits exist whilst at the same time being a 

fiction and a passage to another fiction'. Their work since 1986 has explored not only the formal 

asP,ects of illusion, but also the status of marginality and ambiguity In audience- performer 

relationships. Christoffersen also reads the work through a notion of a 'nomadic' dramaturgy: a 

'restless' non-linear dramaturgy somewhere between movement and being, format and Identity. 

Theatre and performance are forms that play within the ephemeral, the disappearing; forms 

that occupy a ludic space held In tension by momentary shifts between presence and absence. 
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Baudrillard has elsewhere referred to the disappearance of the 'soul of art'- 'Art with Its power 

of illusion, its capacity for negating reality, for setting up an 'other scene' in opposition to 

reality .. .' and observes that .all disappearing forms seek to duplicate themselves by simulation 

(1993:14). In Baudrlllard's terms the intensity and ubiquity of aesthetics produce a 'profusion of 

images' In which there is nothing to see but the grand illusion of the spectacle. 

And re Lepeckl's reading of Kantor's 'room of memory' and his discussion of the Invisibility of the 

dance Is an example of recent work that is pointing towards the dematerlallsation of the 'object 

of performance'. it Is not only the art object that is dematerialising. The ephemerality of 

performance itself becomes more and more the locus of critical thinking. The dematerlalised 

trace and 'origin' of of dance and its recollection in the act of writing brings to bear another 

contemporary theorisation of the illusion/ real as the 'spectacle'- the commodification of life­

which increasingly erodes the realm of 'free' and 'unalienated experience'; or as Guy Debord 

(Plant 1992:13) put it 'the real consumer becomes a a consumer of illusions. The commodity is 

this factually real illusion, and the spectacle Is Its general manifestation' 

Relations between the sonic and the visual occupy Nicholas Till in his review of the 1996 

performances of Varese's Deserts with accompanying film by Bill Viola; and Schubert's 

··wlnterreise' staged by Boltanski and Kalman. The conversation Is extended through Emll 

Hvratlm's exploration of the uses of the 'the scream' in the work of the Belgian artist Jan Fabre 

who 'spatiallses the scream [ ... ] as a stain on the visual field, as something that surrounds us, 

from which we cannot escape, but that we cannot hear, or not see.' 

The power of illusion Is eating away at the edges and Interstices of the 'real' as it Is ordinarily 

constituted. it is perhaps these moments of illusion that allow us to move forward In the way 

suggested by Matthew Goulish in his Five Mlcrolectures, through attention to the 'clearly 

shifting detail' of accumulating moments that begin to constitute a 'recognizable pattern'. 

John Hail, In his continuing series on grammar and performance, 'Performed through', marks 

the actualisation of writing and speech as perfomative events through the ways In which 
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grammar acts as a means of actualising language In writing, speech and thought. 

ideas of artlcfice and fabrication, and how they allow us to visualise and construct our cultural 

imaglnarles characterise the artist's pages we have commissioned for this issue. Rod Dicklnson's 

work 'W.S.H.' explores questions of agency in the relation between art and fabrication, hoaxing 

and illusion, whilst the pages from Rose English act as a sort of 'premonition' for an as yet 

unrealised show. Playing somewhere In between artifice and reality, the Swiss theatre artist 

Hans-Peter Litscher pays hommage to the Illustrious Italian mountainscape painter Giovannl 

Sagatini In 'Cad uta Massi'. The visual artists Wendy Kirkup and Pat Naldl provide us with a 

visualisation of sonic extensions in space in a screen-shot from their sound Installation 'Cross-

Winds' at the 1995 Adelaide Festival. The 'conversations' conclude with bokk reviews from claire 

MacDonald, cris cheek, and Peter Hulton; and a review of the Tadeusz Kantor archive in Krakow, 

Poland. 

The shrine at Guadelupe haunts a second more recent Image. At the Stedelijk Museum in 

Amsterdam (it is 1993) you can ascend a broad stairway from the entrance hall and the garde 

robe that will bring you to the Gary Hill exhibition which starts In the main gallery on the first 

floor. In front and to your right you will see an Installation~ (1983-1987) consisting of five 

video monitors 'mounted on the wall positioned to suggest the configuration of a cross as well 

as the elements of the human body, respecting Its proportions, with head, two hands, and two 

feet. [ ... ] A large, composite [moving] Image, pieced together by the body's limbs, is presented 

on the monitors' (Stedelijk Museum 1993:75). The place of the body, the torso Itself is absent, a 

void filled only with the Imaginary implied by the five flickering 'vltrlnes'. Moving further into 

the gallery you will reach the darkened entrance to Tall Ships (1992). This oracular installation, 

consists of 'a completely dark, ninety-foot long corridor-like space, [In which ] sixteen black and 

white Images of people, varying In ethnic origin, age and gender, are projected directly onto the 

walls. No border of light defines the frame of the Images: only the figures themselves give off 

light Into the space. The last projection Is on the back wall, at the end of the corridor' (Stedelijk 

1993: 98). In this s."ent space, peopled by the moving and projected ghosts of the familiar, the 

everyday, the narratives of each 'meeting' are constructed by each one of us alone, the 
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revelation no longer attempts to speak collectively within the logic of theatre. For some lt Is a 

play of light, a technical demonstration, a silent slide show In an age of movies and home 

video; for others these mute meetings are filled with unspoken conversations, with intense 

emotional Impact, a displacement between virtual and real space that is intensified to such an 

extent that we find ourselves 'taking place', a transformation that turns Inside ourselves. 

Illusion lies in the space between these two images of Guadalupe and the Stedelljk. And so with 

'nimble conveyance' I must declare that this particular 'under hand' process of trying to let the 

constellations of material in this issue find a form has only been made possible by the work and 

generosity of others, In particular the contributors, all those who have read and commented on 

submissions for us, and not least Clancy, Claire, Richard, and Simon Josebury, to \Whom I offer 

the final lines of Wallace Steven's 1937 meditation on the impossibility of grasping the real- 'The 

Man With the Blue Guitar': ' 

We shall forget by day, except/ 

The moments when we chose to play 

The imagined pine, the imagined jay . 
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Editorial: Letters from Europe 

Ric Allsopp 

January is a good time to plant trees- at least In the temperate south-west of England where I 

live. We planted five apple trees (Tom Putt, Reynold's Peach, Pig's Snout)- as part of a larger 

local effort to restore native varieties to the environment, and to reestablish the apple orchards 

that once gave the region what is now called Its 'local distinctiveness'. Whilst we dug holes, 

knocked In stakes, sprinkled bone-meal under the roots, planted the trees, and pressed down the 

earth, an Inescapable feeling of commitment to a locality, to a continuity, to the particular, 

linked itself to a train of connections and thoughts- the chance meetings and conversations, the 

letters, postcards, and e-mails that have become Letters from Europe. 

Tree planting Is a resonant act at whatever level lt Is carried out - Investing a set of personal or 

public memories within the act- attaching a significance beyond the purely functional. 1 

thought of the memorials that this Issue contains- to the dead of Ulster and to the Catalan artist 

Esteve Ciraset who died In April last year - and the differences with which those passings (In Bill 

Viola's sense) are marked or Inscribed. The archives that I visited in Amsterdam (Montevideo) 

and Cologne (Deutsches Tanzarchlv)in the autumn - stand also as living and developing 

testimonies to the continuing visions of their founders and their archivists and the presence of 

artists linking the past to the future. 

The places of art and performance are widely diverse and are not as we might suppose necessarily 

subject to an overriding view or voice. Views of what constitutes performance and how it 

communicates or conflicts with people differ sharply. Lllijana Sedlar's Letter from Serbia 

discussing her reaction to what she describes as the Institutional legitimisation and promotion 

of particular forms of performa.nce work is a case in point. I am struck by the fact that what 
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seem to be the central aesthetic and cultural concerns of 'western Europe' rapidly become 

marginal and peripheral as locality shifts and different geographic and cultural perspectives 

come into play. 

Dragan Klelc argues In his letter that If we are to secure the arts as the 'only viable cornerstone 

of European integration' it requires placing the arts within a broader socioeconomic picture, of 

elaborating a linkage between culture and cultural industry, of recognising mutual dependencies 

and benefits. Ideas of performance fall beyond the differences of language with which we 

habitually refer to them. I remembered sitting In a bar in Germany with the musician and light 

designer Michael Vorfeld after hearing his live acoustic percussion work. We talked about 

notation and I asked how he might make a light and sound work for the page. I liked your point 

about the particularity of letters, their localism, the way In which they Intercede between the 

live and the written- somehow not quite fixed, not yet congealed Into the solidity (and 

authority) of 'text'. This fluidity, and the difficulties of placing the text with any surety and 

finality within performance is also what the Issue starts to touch on in Its discussions of text and 

dramaturgy. The letter forms a communication between the dlsplacements and dislocations of 

text and image- a 'discharge of energy' between two shifting and uncertain poles- a means of 

building up an accumulation of details through which other voices, other Images begin to 

appear. This seems close to Hans-Thles Lehmann's view that 

If theatre used to be defined as a kind of flctlve cosmos presented to a public by means 

of theatre signs, theatre now tends more and more to be defined as a special and unique 

situation [ ... ] in the sense of the construction of a theatrical moment where a kind of 

communication different from everyday talk could possibly, virtually, structurally 

happen. 

As I re-read these letters from Europe now much of the issue seems to be concerned with the 

place of the text (fluid or solid) as, In, through performance. John Hall, In his continuing series 

on grammar and performance, marks the placing of writing and speech as performative events In 

themselves through the ways in which grammar acts as a means of actualising language In 
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writing, speech and thought. Nick Kaye In his interviews with Needcompany observes that in 

their work 'the text Is a surface against which other things are seen': letters point to images 

beyond the text - always open, like performance, to a 'falling out of language, out of the 

principle structures of meaning' as Rudl Laermans puts it. Letters point to the silences and gaps 

that have opened up In the structures of the art work as much as In the realities of Individual 

and community conflict in Bosnia, in Ulster, in so many cities and places of Europe. 

lt is perhaps in these moments that the letters begin again- communications from the living, 

conversations with history, with the dead, with the 'not-anymore', with the 'not-yet' -

conversations that begin to solidify into texts, Into the edifices of identity, Ideology, of 

persuasion, or prejudice that performance might challenge, undercut in its transitory but 

effective d lscharges. 

• •••••• 
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Editorial: On Line 

Ric Allsopp 

Utterance Zero: 

Almost 40 years ago at the beginnings of the 'new electric age' Marshal! Mcluhan ended his 

study of 'the making of typographic man' by observing that: 

Even without collision, such co-existence of technologies and awareness brings trauma and 

tension to every living person. Our most ordinary and conventional attitudes seem 

suddenly twisted into gargoyles and grotesques. Familiar Institutions and associations 

seem at times menacing and malignant. These multiple transformations, which are the 

normal consequence of introducing new media Into any society whatever, need special 

study .... ' (1962:278-9) 

Even since our initial discussions for an Issue on performance and digital media, both the 

technologies and 'the forms of experience and of mental outlook and expression' as Mcluhan put 

it, have transformed. Digital technology Is no longer so much 'out there', accessible only to 

research Institutions or specialists, but Is 'right here' - becoming rapidly available in the mass 

market and 'lnterlorlzed' In our general consciousness. 'When technology extends one of our 

senses, a new translation of culture occurs as swiftly as the new technology Is interiorlzed' 

(Mcluhan,1962:41). The domain of performance arts [reflective, explorative, confrontational] Is 

both absorbed and transformed by the impact of new media technologies. The relationship 

however remains symbiotic: performance and technology interpret and challenge each other. 

The 'constellation of events' which make up this Issue were chosen from a flood of high quality 

submissions. We wanted In particular to point towards the less familiar registers and sensibilities 

of european performance research , for example the constellation of work from artists and 
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scholars In Sloven la [Bojana Kunst, Marina Grzinlc and Marko Peljhan]. Despite the apparent 

ubiquity of digital media, Its ability to dislocate, to open up virtual spaces that resist the pull of 

conventional 'geography', the work represented here is still geographically particularised. Digital 

media and its performance remain Intimately linked with localised conditions and attitudes. 

There Is an emphasis too on the impact of digital media on our perceptions of and use of the 

body- that most conventional vehicle of 'predigital' performance- which might enable us to re­

examine cultural issues and values embedded and inscribed in the body, and by extension, In 

architecture and wider constructs of the 'body politic'. We have also wanted to Include work that 

is not so obviously related to the 'on line' theme (for example Paul Carter's 'Invisible Theatre' and 

Enzo Cozzl et al. 'The Laughing Dead .. .') to remind ourselves that both the digital world and 

the vernacular tradition are both powerfully concerned with 'ghosts', with the ability to create 

other worlds, to transform the means of being in the world through performance. 

I van lllich, another commentator on the Impact of print culture on consciousness has argued 

that 'memory is a child of the alphabet' (llllch, 1989:15). If this Is the case, then we might well at 

this point begin to ask what will be the equivalent off-spring of digital media. The articles, 

reviews, utterances and artist's pages that we have gathered In this Issue explore the Impact of 

digital media both on performance and wider cultural practices and values. They begin, In their 

differing ways, and like the Images from Rafael Lonzano's Installation 'Re-Positioning Fear' [see 

pp. 52-56], to 'shadow' a very different sense of what constitutes 'performance' In a digital 

environment, and what alters and transforms the modes of understanding our 'worlds'. Finally, 

and not least, we have (with generous support from the Arts Council of England) been able to 

commission digital work from UK artists for the first Performance Research CD-ROM which 

accompanies this Issue [see p.124]. I would like to thank all who have contributed to this Issue of 

Performance Research, In particular Clancy Pegg, Ros Spry, Huw Wllliams at Broadcast Solutions, 

and my Indefatigable co-editor and colleague Scott delahunta. 

+++++++ 
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Editorial: Openings 

Ric Allsopp & David Williams 

Openings that is, as two-way flow, as dynamic reaching outwards, drawing Inwards and 

backwards, openings that displace the directionalities of time, visuality and expectation- seemed 

to be an appropriate fix for how performance work Is presently being framed, discussed, 

rethought, contextuallsed, practised. Openings that is, as fluid, Indeterminate, undecided, 

ambiguous fields for performance. The openness of performance, the Increasing difficulties of 

positioning or defining or delimiting performance in old terms. Or perhaps opening a new book 

and smelling its pages, accepting that the traces of Its processes pass through the openings of 

one's body and circulate, move (in) us stimulating the potential articulation of an exchange 

between Inside/ outside, visible/ Invisible, self/ other. How to allow oneself to be open to 

dlsplacements in the advent; event of meaning(s)? How to dance around the slide towards final 

solutions? To be open to not knowing, to the blind spots that ghost all ways of seeing. As the 

fields of performance shift and fracture in relation to altering contexts- whether contexts of 

media, of culture, of practice, of research -so the openness of the work, Its capability of 

resisting conventional frames, of existing as a fragile, ephemeral flow or as resistant or playful 

Intervention, becomes a significant vector of discourse. 

The work of preparing and editing this Issue Is necessarily Interwoven with our other activities In 

the field of performance. The conversations which have lead to this particular set of materials 

are shot through with other readings, with work that we have made, that we have witnessed, 

with work that we were unable to include In these limited pages. We talked of Christopher 

Lloyd's Fester In The Adams Family film, lifting a book from a shelf In the gothic library, then 

opening it to unleash a storm that strikes his face and fills the room; Its covers contain a virtual 

tempest that can only be calmed by snapshut closure, replacement on the shelf, return to the 

orderly. All books, all writing should be tempest-machines. Vortices. Energetic overflowlngs. 

Landscapes of the passage. Why else would one write? Why else would one read? Where does 

the wind travel, and how to attend to the trajectories and transient forms of the aeolian debris? 

On a cold, sun lit day In February, a young Israeli art student begins to move a vast pile of empty 

blue or white so litre translucent plastic containers from where they lie abandoned at one corner 
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of the goods yard in the now disused railway station in Jerusalem, to an equally derelict room 

inside the railway sheds. The sounds of each of her journeys, the physical effort of dragging a 

train of ten or more containers threaded together on a rope, across the yard and over the 

cobbled stone floor of the shed, is recorded on a dictaphone in her coat pocket. This solitary 

cyclical work continues largely unobserved and unremarked throughout the morning. 

The derelict room gradually begins to fill with containers. At a certain point this part of the 

work stops. For those who now come across the work as spatial object, as suspended event, the 

room Is left either half-filled or half-emptied- a train of containers abandoned either half-in or 

half-out of the doorway. Indeterminate taped sounds emerge from deep within the pile of 

containers- ambivalent, difficult to pinpoint spatially or descriptively. The openness of this work 

-the simplicity and clarity of its structure and Its process; the complexity and ambiguity of Its 

associations- provides a marker of the articulation of openness with which this present Issue Is 

concerned. 

The philosopher Jean-Luc Nancy in The Gravity of Thought (1997) writes of meaning as opening, 

and invites us to think on the limit, to be 'passible' (xvii) to the open character of the event of 

meaning, its lnapproprlable opening up at; of the limits of subjectivity. Opening of meaning­

meaning as opening. Meaning's exposure at the limits. Thought that Is ex-posed to the 

lrrecuperable excess of and in meaning which Nancy terms the 'figure': 'A figure would be the 

entire weight of a thought: its way, not of "thinking" meaning (of elaborating its signification) 

but of letting it weigh, just as it comes, just as it passes away, heavy or light, and always at the 

same time heavy and light' (82). 

The work of the American artist Morgan O'Hara (p.41-2 below) provides us with two 'live 

transmissions'- traces of compassionate contemplations that displace the parameters of 

subjectivity by letting the elsewfhere weigh, just as it comes, just as it passes away. The work Is a 

small sample of a extensive and ongoing body of 'live transmissions' registering movement -

particularly hand-movements- In all sort of different contexts and circumstances. This work 

places itself at that opening between the fixity of registration and the ephemerality of what it 

registers, at the limits of attention to the solidity of event and the fluidity of Its passing. lt Is 

surrounded in this issue by an array of articulations and propositions with regard to openings: In 

and of meaning, identity, perception, the mapping of memory, the materlality of writing and Its 

processes, the textualising of the ephemeral, of disfappearance. Brlan Catlin's 'Invisible 

shapeshifting mass', the blur of truth and death on Its forehead: the writing of sculpture as 'an 

obstinate gift to the Imagination, a curve from the seclusion of possession'. Anna Furse's desire 
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to 'make jargon sing', by Inscribing embodied histories of resonances and associations lurking 

within the cinders of past events and experiences. Lisa Lewis's mapping of the volatile nexus of 

memory, place, identity, and of the thresholds between constitutive space-times in 'Welshness'. 

John Downie's discussion of a 'cinematographic theatre' practice in New Zealand, drawing on 

Deleuze's notion of cinema as affecting 'the visible with a fundamental disturbance, and the 

world with a suspension, which contradicts all natural perception', producing 'the unthought in 

thought, the birth of the visible which Is still hidden from view'. Carlyle Reedy's 'museum of the 

process' in work that Alaric Sumner celebrates as 'radically uncertain, constantly changing, 

unknowing -open to referential seepage'. Koen Tachelet's tracking of the Inevitability of the 

'meaningful absences' in blindspots, the no-mans-lands they create, and of interactive 

displacement as ethical responsibility. Valentina Valentlni's account of the possible worlds In 

Heiner Mulier's feral dramaturgy, of theatre as 'motion in a space studded with questions that 

have no answers'. The ambiguities and ellipses of Josef Nadj's work: the mysterious, the 

unfathomable, the labyrinthine, the blindness and in-sight of contemplation. Joshua Sofaer's 

analysis of positionality, the fixity of meaning, and the continual reappraisal and reinventlon of 

the role of the spectator (the winner of our annual Essay Competition entry). 

The next issue of Performance Research- 'On Animals' (ed. Alan Read)- will extend these 

reflections through materials which attempt to think (on) the limit of the 'human'. For their 

invaluable help in the preparation of this Issue, the issue editors would like to thank Clancy Pegg, 

Kevin Mount, Marta Braun, the Mu see Marey In Beaune . 

••••••• 
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V •••••• V •.••••• V •••••••• V ....... V ••••••• V •••••••• V ••••• V ..... V ••••• V ••••• V ••••• V ••••• V •••••••••••••.••..••••••••••••••••••••••••.•• 

••••.•• .••••• ••••••• ...... ••••••• •••••• ••••••• •••••• ••••••• ...... V ••••••• V •••••••. V ••••••• V ....... V •••••••• V ••••• V ••••• V ..... V ..... V .... 

. v ..... v ...... vi ..... v.l .... v .. l... v .. .i .. v ... .i. v ..... i v ..... i v .. ..l. v ... i.. v .. i... v.i .... vi ..... vis .... vi.s ... vi .. s .. vi ... s. 

vi ... .s. vi ... s. vi . .s .. vi.s ... vis .... visl... vis.l ... vis .. l. vis .. .i vis . .l. vis.i .. visi... vislb .. visibl. visible 1... visible 

Language aUve (3) Lowestoft: Sound & Language (2000) 



fi .. visible fir. visible fire .ire .. re ... e ..........•.......... 1. The active principle operative in combustion; 

popularly conceived as a substance visible in the form of a Hame or of ruddy glow or incandescence. 

( .... )12. Fever, inflammation; disease as a consuming agency ME. 13. fig. (sense 1). a. Ardour of 

passion, esp. of love or rage ME. b. Ardour of temperament courage, zeal, enthusiasm, spirit ( .... ) 2. 

Table(- L. tabula plank, tablet, list .... ] I. A Hat slab or board. ( .... ]2. spec. a. A tablet bearing or 

intended for an inscription or device. ( .... ] t3. A board or other fiat surface on which a picture is 

painted; hence the picture itself- 1700. ( .... ] 11. A raised board at which persons may sit. 1. An article 

of furniture consisting of a fiat top [ ... ) and used to place things on for various purpose, as for meals, 

for some wolt or occupation, or for ornament. [ .... ] Tabulary (- L. tabularium record-office, 

archives. f. tabula TABLE] ( ... ]A place where the public records were kept( .... ] ric allsopp b c de f g 

h i j k I m n o physical data e f g h i j k I m n o p q r s I u v w x y z a b c d e f g h i j k I m normal heart 

rate: 84 beats per minute o p q r sI u v w x y z a blood pressure: 150/80 mml:lg c de f g height 1.70 

metres i j k I m no pq rs I u vweight74.7 kilograms xyz ab c de fg hi j k I m no p q rskinfold 

measurement lricep:12 mm uvwxy z ab c de f g hi j kl m no p q rsubscapular: 20.2 mm I u vw 

x y z a bicep: 6.2 mm c de f g hi j k I m no p q r suprilliac: 16.2 mm total: 54.6 mm u v w x y z ab c 

de figure measurement g hi j kl m no p q rshoulders: 115 cm I uvwxyz ab chest 98 cm d ef g 

h i 1 k I m n o p q r sI u v waist 93 cm x y z a b c d e f g hips: 101 cm ric allsopp b c d e f g h i j k I m 

n o physical data e f g h i j k I m n o p q r s I u v w x y z a b c d e f g h I j k I m normal heart rate: 84 

beats per minute o p q r sI u v w x y z a blood pressure: 150180 mmHg c de f g height1.70 metres i j 

k I m no p q r sI u v welght74.7 kilograms x y z ab c de f g hi j k I m no p q r sklnfold 

measurement tricep:12 mm u v wxyz ab c de f g hi j k I m no p q rsubscapular: 20.2 mm I u vw 

xyza bicep: 6.2 mm c de fg hI j k I m no p q rsuprilllac: 162 mm total: 54.6 mm uvwxyz ab c 

de figure measurement g h i j k I m no p q r shoulders: 115 cm tu v w x y z ab chest 98 cm de f g 
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hi j k I m no p q rs tuvwaist 93 cm xyza b c de f g hips: 101 cm memory erased memory erased 

memory erased 

keep your lips still keep your eyes still keep your lips still keep your eyes still keep your lips still keep 

~~~-~l~still-~r~still-~fipsstill·yo~~still-~r 

lips still keep your~ still keep your lips still keep your~ still keep your lips still keep your~ 

still storage is externalised keep your lips sml keep your eyes still keep your lips still storage is 

externafised keep your eyes still keep your lips still keep your eyes still keep your lips still keep your 

eyes still keep your lips still keep your eyes 

still 

still 

still 

b ....... b ....... b ....... b ....... b ....... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.co .... b.co ... . 

b.co .... b.co .... b.co ..•. b.co .... b.co .... b.co .. n. b.co .. n. b.co .. n. b.co .. n. b.co .. n. b.co .. n. b.co .. n. beco .. n. 

beco .. n. beco .. n. beco . .n. beco .. n. beco .. n. beco .. n. beco .. ng beco .. ng beco .. ng beco .. ng beco .. ng 

beco .. ng beco .. ng beco.ing beco.ing beco.ing beco.ing beco.ing beco.ing beco.ing becoming becoming 

becoming becoming becoming becoming becoming .. v ........ v ...... .. v ...•..•. v ........ v ........ v ........ v •..... 

•. vi... .•..• vi ....... vi ....... vi .....•. vi ....... vi ....... vi ....... vi.i ..... vi.i ..... vi.i ..... vi.i ..... vi.i ..... vi.i ...•. vi.i ..•.. vi.ib .. 

•. vi.ib .... vi.ib ..•• vi.ib .... vi.ib .... vi.ib .... vi.ib ... nvi.lb ... nvl.ib ... nvi.ib ... nvi.ib ..• nvi.ib ... nvi.lb ... nvi.ib .. 

• nvi.ib.e .nvi.ib.e .nvi.lb.e .nvi.ib.e .nvi.ib.e .nvi.ib.e .nvi.ib.e .nvisib.e .nvisib.e .nvisib.e .nvisib.e .nvisib.e 

.nvisib.e .nvisib.e invisib.e invisib.e invisib.e invisib.e invisib.e invisib.e invisib.e invisible invisible 
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fire under fire on fire under fire on fire under fire on fire under fire on fire under fire on fire under fire 

on fire under fire on fire under fire on fire under fire on fire under fire on fire under fire on fire under 

fire on fire under fire on fire under fire on fire under fire on fire under fire on fire under fire on fire 

under fire on fire under fire on fire under fire on fire under fire on fire under fire between the eye and 

its object? between hand and mouth? between an action and its consequence? between e kiss and a 

betrayal? between touch and remembering? between a footfall and fear? between a knock and 

., ? 
S I 8 n C 8 . between writing and its inscription? between the table and the chair? 

Keep the eye still. The tongue silent The ear closed. The lips sealed. The wing clipped. 

The writing is on the screen. 

': ·J .. 

Oxidation of writing. 
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letters burned burned burned burned buried buried burned banned banned banned banned burned 

buried on the skin tongue fire 8)'9 mouth lips oxidation of writing, swollen letters crumble like memory 

swollen letters crumble like memory swollen letters crumble like memory swollen letters crumble like 

memory swollen lellers crumble like memory swollen tellers crumble like memory swollen letters 

crumble like memory swollen lellers crumble like memory swollen lellers crumble like memory swollen 

letters oxidation of writing crumble like memory swollen lellers crumble like memory 

letters burned on the skin 

oxidation of writing 

oxid.lion of writing oxid.lion of writing oxid.tion of writing oxid.tion of writing ox.d.lon of wr.l.ng 

ox.d.lon of wr.tng ox.d.ton of wr.l.ng ox.d.lon of wr.lng ox.d.lon of wr.lng ox.d.lon of wr.l.ng 

ox.d.l.on of wr.lng ox.d.l.on of wr.lng ox.d.lon of wr.lng .x.d.t.n .I wr.lng .x.d.l.n .I wr.lng .x.d.L.n .I 

wr.tng .x.d.l.n .f wr.tng .x.d.t.n .I wr.tng .x.d.l.n .I wr.tng .x.d.l.n .I wr.lng .x.d.t.n .I wr.l.ng .x.d.t.n 

.I wr.tng .x.d.l.n .I wr.l.ng .x.d.l..n .I wr.lng .x.d.l.n .I wr.lng .x.d.l.. .I wr.t.g .x.d.l.. .f wr.l..g .x.d.l.. 

.I wr.t.g .x.d ...... I wr .... g .x.d ..... .I wr .... g .x.d ..... .I wr .... g .x.d ..... .I wr .... g .x.d ..... .I wr .... g .x.d ..... .I 

wr .... g .x.d ..... .I wr .... g .x.d ..... .I wr .... g .x.d ..... .I wr .... g .x.d ..... .f wr .... g .x.d ..... .I wr .... g .x.d ..... .I 

wr .... g .x.d ..... .f wr .... g .x.d ..... .I wr .... g .x.d ..... 1 wr .... g .x.d ..... J wr .... g .x.d ..... J wr .... g .x.d ..... .f 

w ..... g .x.d ..... .I w ..... g .x.d ..... .f w ..... g .x.d ..... .I w ..... g .x.d ..... .I w ..... g .x.d ..... .f w ..... g .x.d ..... ".1 w ..... g 

.x.d ...... I w ..... g .x.d ..... .I w ..... g .x.d ..... .f w ..... g ... d ..... .f w ..... g ... d ..... .I w ..... g ... d ...... I w ..... g ... d ..... .I 

W .•••• g ..• d ..... .f 
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w ..... g ... d ..... .I w ..... g ... d ..... .I w ..... g ... d ..... .I w ..... g ... d ..... .I w ..... g ... d ..... .I w ..... g -.d ... _ .I w ..... g 

... d ..... .I w ..... g ... d ..... .I w ..... g ... d ..... .I w ..... g w ..... g w ..... g w ..... g w ..... g w ..... g wo .... g wo .... g wo .... g 

wo .... g wo .... g wo .... g wo .... g wor ... g wor ... g wor ... g Mlr ... g wor ... g wor ... g wor ... g wor ... g wor. .. g 

wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor.ing wor.ing 

wor.ing wor.ing wor.ing wor.ing wor.ing wor.ing wor.ing wording wording wording wording wording 

wording. Keep the mouth still. The tongue silent The ear closed. The lips sealed. Keep the mouth still. 

The tongue silent. The ear closed. The lips sealed. Keep the mouth still. The tongue silent. The ear closed. 

The lips sealed. 

The writing is on the screen. 

a prmt-room. a t:oncrele floor painted grey-blue. 
large sliding wwrlows all along one side. while flaking 
plaster walls. an enamelled sink. a doorway at one 
end. a large wooden table. three glasses. a desk-lighl. 
a wooden stool. a slack of while paper. a dip-pen and 
a bollle of red liquid with a dropper. a metal Oask. a 
small metal rod. a box of matches. a glass jug full of 
clear liquid. a tape recorder. a 2 meter long metal 
guller suspended 1 meter from the floor. lire guller is 
tilled with clear liquid. a sheet of tempered steel with 
23 wine glasses filled with clear liquid. an almost life­
size photograph of a naked man. his torso is obscured 
by a metal sheel. a monitor standing on a pedestal 1.5 
meters high.smell of methyl ales, oils and isopropylates 
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• Note: 

Fir.-r.lrd.nt ch.mic.ls function by lh.ir .bility to "so.k up· r.dic.ls, thus lnnin.ting th. ch.in r .. ction . 
.xtr.m.ly r.pid combustion is c.ll.d .n .xplosion. This can occur if th. production of r.dic.ls gr .. tly .xc .. ds th. 

r.t. of ch.in lnnin.tion, or if h .. t buildup is gr .. t .nough to .cc.l.r.l th. r .. clions of v.ry r.pid r.ls.[ .... ]12. 
F.v.r, infl.mm.tion; dis .. s . . s . consuming .g.ncy M .. 13. fig. (s.ns. 1) . .. . rdour of p.ssion, .sp. of lov. or r.g. 

M .. b . . rdour of lmp.r.m.nt; cour.g., z..l, .nthusi.sm, spirit. [ .... ] th. sound.d word is .n .ction which f.st 
dis.pp .. rs 2. Tab!. [- L. tabula plank. tabl.l list .... ] I. A flat slab or board. [ .... ]2. sp.c. a. A tabl.t b.aring 

or int.nd.d for an inscription or d.vice. [ .... ] t3. A board or other flat surface on which a picture is 
painted; hence the picture itself - 1700. [ .... ] still keep still keep still keep still keep sti ll keep If. A raised 
board at which persons may sil 1. An article of furniture consisting of a flat top [ ... ) and used to place 

things on for various purpose, as for meals, for some work or occupation, or for ornament.[ .... ] Tabulary 
[- L. tabularium record-office, archives, f. tabula TABLE] [ ... ) 

A place where the public records were kept 

[END] 

·,.''.':':i-;;;.' · 

~- ./:~;~~i~ ,. 
~!-. 

f{f~;"flli!rY.~ 

• This perfonnance tex1 should be read at 451 words per minute. 

Rre Table XII was perfonned by Ric Aflsopp for 'Crossing Time' at Dartington Arts Gallery, Devon, UK 

on 27 February 1998 as part of a continuing series (1989 - 1999) of live perfonnancel imstallations 

involving fire as a metaphoric and actual material. 
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Acts of v_.trlting - Rlc Allsopp (July 2.000) Section 4: 'Circulate 11' (2.ooo) 

(2.000) 

'Circulate 11' 

In 

Inner Spaces, ed. Tomek Wendland 

Posnan: Inner Spaces Multimedia 

[pp. 188 - 191 following are un-numbered] 
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93 CM X '{ Z .. u.. !3 C D ~ 1: C HIPS: 101 CM ARCHIVE B ( D i:.: := G H : J 1<. L M i\l 0 

PHYSICAL DATA E F G H : i I< L N\ 1\J 0 P Q R S T U V \N >< 'r' Z A B C D E F G H I J 

I< L N\ NORMAL HEART RATE: 84 BEATS PER MINUTE 0 P Q R 5 T iJ V \/V)< Y Z 

A BLOOD PRESSURE: 150j8o MMHG CD E F G HEIGHT:1.70 METRES I J I< L 1V\ 1'1 
0 P Q R S T U V WEJGHT:74.7 KILOGRAMS X Y Z /\BC D t F G H I J !< L fV\ f\1 0 P 
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93 CM X Y - .A. f3 C D E 1= G HI PS: 101 CM. 
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Acts of Writing- Ric Allsopp (July 20oo) Section s: 'Interiors.- Exteriors- Turnarounds' (1996) 

(1996) 

'Interiors- Exteriors- Turnarounds' 

in 

Funkenklange und Wasserzeichen, ed. K-0. Kahrmann, 

Keil: LAG, pp.149 -154 

ISBN 3 -9802588 -5 -8 
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Interiors - Exteriors -Turn-Arounds 

Ric Allsopp 

Imagination is always considered to be the faculty of forming images. 

But it is rather the faculty of deforming the images offered by 

perception, of freeing ourselves from the Immediate images: it is 

especially the faculty of changing images. (Gaston Bachelard) 

1. Description: 

The Theatre Workshop was made in two parts with 14 participants from Germany, Poland and 

Lithuania. Part 1 (Days 1-4) was concerned with generating material and providing exercises and 

models of processes that lead to performance. Part 11 (Days s-8) was concerned with making two 

linked performance/ installations, one interior and one exterior. 

Day 1: 

Bodywork: 

A sequence of stretches/ isolatlons based In Release Technique combined with walking/ running 

and spatial awareness exercises. The body in relation to Itself and the space/ time it occupies. 

Image I - Journey: 

Making an Individual representation in 2-dimensions of the journey to Scheersberg using paper, 

colour, found objects. In pairs extending this individual representation/ map/ trace through 

speech- not describing what is already present, but extending it in other ways. 

Image 11 - Home: 

Making a Individual representation (ideal/ symbolic/literal) In 3-dimenslons of Home, using card, 

string, paper, wood, colour, found objects etc.. In pairs extending this Image through speech. 

Finding a Site: 

In small groups (3-4) finding an (exterior) site in which to make an action with object (the 3-D 

representation of home).Considering edges, corners, openings, voids etc. 
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Making a Action: 

To make a short simple action Involving the object a) in relation to site; b) in relation to other 

objects; and c) in relation to performer. For example the object might be placed, suspended, 

ignited, flown, eaten, buried, given, etc. 

Day 11: 

Bodywork: 

Sequence of stretches/ lsolatlons as Day 1: rolling, crawling, standing, walking, running: spatial 

awareness (speed, dynamic, edges, centre, gaps, openings); the body in relation to others In 

time/ space: sensation and the back- 'grandma's footsteps'- vulnerability (individual/ group). 

Image Ill - Fear: 

Making a individual representation (symbol/ container) in 3-dimensions for Fear using card, 

string, paper, wood, colour, found objects etc .. In pairs; groups extending this Image through 

speech. The object as focus of attraction/ mediator of meanings. 

Working with Objects: 

Find a place; site for the object (interior). 

Find individual action in relation to your object. 

Consider where the action begins and where it ends- what Is Its shape and detail . 

Try to repeat the action. 

Enlarge the action In space; time/ dynamic/ gesture/ movement 

Reduce the action to Its essential elements 

Remove the object and repeat the action. 

In pairs teach your action(s) to each other- this makes you think about what is 

essential. 

Learn the combinations (AA-BB, AB-BA etc.) 

Making an Action (Collage): 

In 3-4 pairs (half the group) show actions simultaneously. Repeat considering listening to time/ 

timing- the relationship of everything th~t Is happening within the action. When to make a 

move, to begin, to stop, to pause etc. Returning to the memory/ experience of the object, let 

195 



Acts of Writing- Rlc Allsopp (July 2000) Section s: 'Interiors: Exteriors- Turnarounds' (1996) 

this Inform your actions. The way in which actions// objects fill with and empty themselves of 

meaning. 

Diasf Slides: 

Selection of 37 dlas; slides on the western European representation of landscape; Land Art, 

representations of home and body; UK performance/Installations with commentary and 

questions. 

Day Ill: 

Bodywork: 

Sequence of stretches/ isolations as Day 1: rolling, crawling, standing, walking, running: spatial 

awareness (speed, dynamic, loss of balance; control, circling); the body In contact/ touch with 

others. Interactions based on touch- release of tenslonfglvlng weight. 

Simple Actions: 

In pairs working with simple actions: for example dancing, washing, embracing, carrying. Two 

individuals standing apart In space; they turn/ move and meet In a simple action/Interaction; 

they part. Consider entrances and exits- where the action begins, where it ends, how it meets 

with another. The central Idea here is to try and focus on the simplicity of the present moment, 

the action of doing something In the present (giving, taking, touching), rather than 'acting out' 

an image of the present moment -the thing Itself rather than the thought about the thing. As 

with Day 11 -repeat, extend, enlarge/ reduce the actions; learn combinations: show In pairs. 

Image IV- Pathways: 

Extending the Image of 'journey': In small groups find an exterior site and make a clear pathway 

for an audience that leads over/ across a boundary; threshold and changes In some way (for 

example the pathway might lead from an enclosed landscape to an open one; from flat to hilly; 

from light to dark; from outside to inside etc.). The morning's 'simple actions' should be used In 

relation to the pathway. The Image of a journey to another world. 

Making an Action: 

An audience Is lead (In various ways) along a pathway. A beginning -a change- an end. 

Questions arise- how Is the spectator supported -coaxed/ embraced/ coerced/ mislead/ 
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celebrated? How Is the space of performance (and thus the audience's vision) structured? What 

Images are presented to the audience and how? The 'pathways' exercise provides stimulus for 

discussion and feedback. 

Day IV: 

Bodywork: 

Sequence of stretches/ isolations as Day 1: rolling, crawling, standing, walking, running: spatial 

awareness (speed, dynamic, loss of balance; control, circling), tag & group tag; the body In 

contact/ touch with another- taking/ giving responsibility. These 'trust' exercises in pairs 

responded to the Day Ill discussion on 'audience' and pathways: With a partner- a) one person on 

the floor (eyes shut) being moved/ pulled through space; b) lifting person on floor to standing -

this is a literal problem of shifting weight; c) person standing falling backwards 1 forwards­

catching/ supporting weight; d) leading standing person through space -different dynamics). 

The partner then swap roles and repeat. Discussion of imagery Involved -considering actual 

situations In which this type of interaction Is seen. 

Simple Actions: 

Developing Day Ill's work with emphasis on carrying/ taking weight: trying to (re)find the 

physical Immediacy of the tasks undertaken above (lifting/ carrying/ catching) In a more 

formalised/ prepared performance situation. Trying to form/ give shape to a simple performance 

action by moving from action to image rather than finding the physical description of an image. 

The relationship of risk and control. Introducing Interruptions/ obstacle/ repetitions in the 

actions. 

Image V- Pathways: 

Repeating Day Ill's assignment and building on experience and additional work on 'trust' and 

'simple action'. To extend the possibilities for Imagery and relationship to audience. Emphasis on 

the moment of transformation/ change within each piece. 

Making an Action: 

An audience Is lead (In various ways) along a pathway. A beginning- a change- an end. The 

elements.of the piece begin to shift- different solutions to the problems of choice of space, use 

of objects, treatment of audience, use of action etc. emerge. The evening Is spent reviewing the 
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first four days work and proposing a framework for building a performance during second four-

day period. 

Days V-VII. 

Part 2 of the workshop consisted In developing the following elements towards two linked 

performance Installations. The days were less formally structured as the shape and dynamic of 

the performances became clearer and started to determine what needed to be done. 

Materials: 

To work with 'natural' elements and their transformations: the body/ fire/ ice; salt/ steel/ wood/ 

light (artificial/ natural)/ Interior space, exterior space, ambient sound. 

Bodywork: 

Each day started with a sequence of stretches; lsolations as Days I-IV: rolling, crawling, standing, 

walking, running: spatial awareness (speed, dynamic, loss of balance; control, circling); the body 

as Individual; In relation to others etc. 

Portraits: 

Exploring the ways in which an Image; action takes up meanings- the process of 'thickening 

towards Image' - the relation between a physical action and a verba If written caption: task - a) to 

write a caption beginning 'I am .. .'or 'A man; woman who .. .'; b) to find an action or 

photographic pose that extends/ contradicts/ subverts the meaning of the caption .. The Idea here 

Is to move beyond the descriptive, the first Idea, the familiar relationship between what Is seen 

and what Is 'said'- towards making the familiar unfamiliar. 

Group Work: 

This work extends the Individual/ paired attentions of bodywork Into group work: the group as 

both a collection of Individuals and as a single 'organism'. lt also starts to deal with the 

discrepancies between the experience of the performer In making an action/ image and the 

experience of the audience 'reading' the action/ Image. Using 9 performers seated close together 

on stools in a square formation: for example a sequence of actions- a) 'emptiness' -the Individual 

Involved with his/ her own sensations; b) awareness of others- using eyes, heads to make contact 

with others; c) touchlnq others using heads/ hands; d) passlnq a qlass of water through the 
198 



Acts of Wrltlnq- Ric Allsopp (July looo) Sections: 'Interiors: Exteriors- Turnarounds' (1996) 

group -trying to sense the group as a whole; e) speaking memories, trains of thought prompted 

by sensation of drinking water; f) speaking to others or to audience; g) eating a piece of fruit; h) 

standing, sitting, leaving the square or returning to the square; I) returning to emptiness etc. 

The main idea here Is to sense the dynamic of the individual/ group as it moves and develops 

through time; to work towards a collective image that Is determined by a simple set of 

instructions/ actions; to be both Inside and outside the action at the same time -a kind of 

'double Inscription'- to feel what Is happening within the group and to give it shape and 

dynamic as performance image- eg. how do you decide when to move, to speak, to stand, to exit 

etc.- the relationship between individual and collective action. 

Simple Actions- Pairs: 

Working on simple actions in pairs and developing these Into a series of repeatable and 

formalised images in relation to a built object/ structure ('spirit houses'). This develops the 

technique of 

collage/ montage composition -placing materials in relationship to one another (actions/ 

objects) to see what images begin to take shape. 

Spirit Houses: 

Extending the images of'home' a number of'splrit houses' were build, each free standing on 

four l metre bamboo legs. The intention here was for each pair of performers to make a 

representation that could in some way contain hopes, fears, aspirations, doubts and that 

could be seen in relation to 'simple actions'. 

Pathways: 

Exterior: constructing a pathway of cut wood that leads the audience to the site of the 'spirit 

houses'. Interior: constructing a pathway of salt connecting the various formal elements used. 

Day VIII: Performance. 

Interior: (9.3o-10.15 pm) 

The audience (In groups of lO for 5-10 minutes) was Invited to see three types of process: a 

'natural' process (ice converting to steam); a behavioural process (a group of u people 

negotiating a set of performance rules); a metaphor or image of process (a pathway of salt). A 

darkened room. Three square steel plates raised slightly above a wooden floor and connected by 
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a line of salt. The first plate Is lit from underneath. The line of salt crossing Its surface pours 

from/ or into a drinking glass. Above the second plate hangs a block of Ice, lit from above, In 

which are frozen signs of human presence. lt melts onto the steel plate which is heated by fire 

from underneath. The water boils off Into steam. The salt line passes underneath the plate which 

is surrounded with drinking glasses. The third plate, lit from above, holds a ripped burlap sack 

from/ into which the line of salt pours. Near the block of ice, in a corner of the darkened room, 

situ people on stools (four rows of three). They are still, they talk, they touch each other, they 

stand, they exit through a doorway in the corner behind them from which comes a bright 

glowing light. They eat, they talk, they are still. 

Exterior: (10.30-10.45 pm) 

At dusk a pathway of cut wood leads to a flat grassy area backed with linden trees. Six 'spirit 

houses' stand supported by bamboo poles. Couples appear at different times from different 

directions. They stand near their 'houses'. They move towards each other, taking each other In a 

dance step, a lift, an embrace, striking each other, breaking away, back to stillness. One by one 

the 'spirit houses' are set on fire whilst couples dance, embrace, fight, argue, hate, care for each 

other. The couples disappear- the houses smoulder In the growing darkness. 

2. Comment: 

From my point of view the workshop set out to do two things: to examine a) some processes of 

making performance (a live Interactive event) and b) ways In which an audience's vision can be 

structured by performance. Some of the main approaches taken to try and achieve this were as 

follows: 

To enable people to work with 

• the details of what is there, the material to hand, rather than with abstractions, 

with already formed images 

• the 'action' of doing something In performance circumstances rather than 

'acting' 

• the traces and images that such action generates 
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• attention to physical presence, to object and to site 

• the possibility of 'magical operations'- that Imaginal/ physical actions can be 

causal but not necessarily logical in their effect, can begin to realise the 

'unseen', the 'unspoken' 

• composltional strategies that allows material to move towards form rather than 

be determined by structure 

• an attention, a movement that goes from idea to action; from body to image 

• the possibility of using creative means to re-enchant/ re-claim the alienated 

realities that surround us 

What is important is trying to make something together, a 'something' that In this instance 

might be called performance- that involves the creative efforts of a group of people in a 

particular time and place- that invokes something that cannot be totally predicted in advance­

that in some sense or other is given Its own life, a 'life' that can and does provides an imaginative 

and regenerative energy for people involved (as spectators/ participants or performers); a 'life' 

that is not entirely divorced from larger cultural, social, political, or environmental realities. 

The first problem that such a workshop encounters Is one of nomination -what Is this work? 

Expectations are set up by the word 'theatre'- a sense that we might know In advance what 

'theatre' Is, even what a 'theatre workshop' Is, what kind of strategies, approaches it might 

employ, what kind of vocabulary, what range of references are going to be used, and already 

therefore, that we might be missing the moment of 'theatre', the moment of vision. lt Is difficult 

to generalise about these expectations. The workshop was not primarily concerned with skills 

associated with 'drama'- skills of acting, of'restored behaviour', with the playing out of roles, 

the re-presentation of familiar narrative or Image fragments determined by culturally 

conditioned views of what constitutes 'drama' or 'theatre'. The broader problems of making 

performance- what Is it that we are doing, who is it for, how does an Image take form -are 

never far from the surface. 
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The workshop was centrally concerned with the experience of the moment, In what Is 

happening as people come together physically, Imaginatively, socially, as individuals or as 

groups, to do something, to make performance Images together. The workshop 'described' above 

always resists description In the sense that much of Its activity Is happening as a live event, the 

thing itself, rather than a reflection about, a description of, the thing. For example, asking a 

person to lift another person from the floor Is an Instruction that is easily grasped in the mind. 

As an action that engages you in the present problem of how it Is done, or indeed what it might 

begin to mean for someone watching, it is something that requires a different set of 

'understandings' to realise the Instruction. Or for example, extending the image of 'home' out of 

yourself, into a collective, public space, also requires a shifted set of attentions. lt is this 

different set of 'understandings'- this shift In attention, an ability to engage with what is In 

front of us, that is important. 

The insistence on an attention to the 'dimension of the present moment' (as Mlroslav Holub calls 

it) -at least as an approach to making performance- finds an expression in the way that 

materials as well as 'time' are used- salt, metal, fire etc. This Is not a reductivist approach to 

'things as they are', or a belief in some 'absolute' nature or quality, but rather a recognition that 

'things as they are' (simple actions, materials) are already complex enough without the 

imposition or overlay of additional meanings. Octavlo Paz, with reference to the work of 

Duchamp, describes the art work as a 'machine for producing meanings'. In trying to strip away 

assumptions, expectations, conditioned responses In order to arrive at the material itself, we 

hope to arrive at where the work begins; letting things speak for themselves, find their own life, 

and engage In the Inherent emptying and filling of meaning. 

Such a workshop can only bring performance material to a point of contact -things are put In 

relationship, Images are starting to occur, to deepen, but the broader sense of (radical) 

coherence or 'living connections' is only hinted at. Thus any 'performance' will be pitched at this 

point of first recognition of material- essaying: trying things out to see how they/ if they fit. 

The 'life' that begins to inhabit the reality that Is formed between the Intention of the 

performance maker(s) and the perception of the spectator(s)- what Marcel Duchamp refers to as 
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the 'difference' that is the work Itself- makes Its first meanings here. 

As a workshop leader the hardest aspect Is balancing the Individual desires and enthuslasms of 

participants (coming from all sorts of different experiences and backgrounds), with an element 

of direction. it is my belief that the best learning about performance and how lt Is made occurs 

in the moment of performance- and that to provide an experience of performance Is valuable 

because of this; but that this approach (in such a time scale) will always Involve a level of 

Imposition of ideas from the leader. 

I am grateful for the opportunity to work in Scheersberg, not only as a means for extending and 

broadening my own work, but as an opportunity to see this work In relation to other 

approaches within an International perspective; to be able learn from the practice and cultural 

view point of others, both participants and leaders. Support for art work as a form of gift-giving, 

of imaginative exchange (particularly In 'live' media) is particularly Important In a cultural 

atmosphere dominated by consumerism and materialist values. Art work provides us with a 

means of re-imagining and re-forming our individual and collective futures that can be freed 

from conventional expectations and values. The opportunities to engage as participants (rather 

than as consumers) In this type of work are Increasingly few. Scheersberg provides an Ideal 

setting and an administrative structure that enables creative work to happen in a relaxed and 

effective atmosphere. The work and the Involvement of participants from many countries and 

many backgrounds does not only begin and end In the relative Isolation and Intensity of 

Scheersberg. lt Is precisely this concentration, this focus, which gives a 'life' to creative work, an 

energy that enables lt to return to the cities, to disseminate itself, Into other, perhaps more 

demanding situations, to find appropriate forms for giving shape to the future. 
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Art exists to help us to recover the sensation of life, to make the stone 

stony. The end of art is to give a sensation of the object as seen, not 

as recognised. The technique of art Is to make things 'unfamiliar', to 

make forms obscure, so as to Increase the difficulty and the duration 

of perception. The act of perception In art is an end In Itself and must 

be prolonged. In art, it is our experience of the process of 

construction that counts, not the finished product. 

(VIktor Schklovsky) 

••••••• 
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0 

(1994) 

'Creativity Has No Frontiers' 

INSEA News , No.1 ed. Wleslaw Karolak 

Lodz: INSEA, pp.6-11 

'City Tree'- photo © Flo Fox, 1983 (detail) 
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Wyklad wygloszony podczas scminarium: 

,Tw6rczosc nic ma granic" l.Odi, lisropad 1993 

1. 

Ric 

Linie tworzqce zaprezentowany obraz (.Drzewo w .mie­
scie" - Flo Fox; 1983) wchodzq w okreslonij ilosc moiliwych 
zwiqzk6w i interpretacji zachodzqcych mit;!dzy koncepcjami 
podzialu i integracji: dla przykladu, linie te odczytywac moina 
jako sily uwalniajqce podzial spod przytlaczajqcej hierarchicz­
nej kontroli, kt6re rozrywajq przestarzale struktury i przekra­
czajq formalne bariery hamujqce dzialanie si I tw6rczych. Obraz 
ten m6glby stac sit;! wizerunkiem rewolucji dokonujqcych sit;! 
w EuropieWschodniej w CZfi!Sci spowodowanych opozycyjnq 
dzialalnosciq artyst6w i ludzi teatru. Linie te odczytywac moz­
na takie·jako spos6b uzdrawiania i integracji; jako sily tworzij­
ce, ,iywe lqczniki"na gruzach podzielonego swiata - na przy­
klad wydarzenia kulturalne organizowane sq w Sarajewie, gdzie 
odczuwa sit;! potrzebfi! .dzialan magicznych" na r6wni z ko­
niecznosci<j racjonalnej pomocy w szczeg61nych warunkach, 
kt6re, zdawaloby siQ, spychajq dzialania estetyczne na margi­
nes. 

Jednak nie znaczenie ,Drzewa w miescie" interesuje mnie w 
spos6b szczeg61ny, gdyi obraz ten znajdzie swoje odniesienie 
do wielu kontekst6w znaczeniowych. Frapuje raczej kwestia jak 
stworzyc obraz wyraiajqcy nasze czasy i okolicznoSci socjo-kul­
turowe. 

Utopijny idealizm Wladyslawa Strzeminskiego wyraiajq· 
cy sit;! formulq, ze .celem sztuki jest jednosc kompozycji"lub 
tez parafraz<j Gregory Bateson'a o .wzoize, kt6ry lqczy" - z 
trudem trafia do naszej wyobraini poruszajCjcej sit;! w. obrt;!bie 
system6w estetyki arystotelesowskiej i kegejskiej w warunkach, 
kt6re pozbawily nas oparcia w pewnikach politycznych, socjo­
logicznych, ekonomicznych i religijnych. 

2 
Ten podzial najlepiej charakteryzuje postmodemistyczne 

warunki epoki postindustrialnej, w kt6rej zyjemy. Odnosi sit;! 
on zar6wno do tradycyjnej materii sfery estetyki, jak i do szer­
szych obszar6w polityki, kultury i zycia spolecznego. Zburze­
nie barier, granic politycznych, autorytet6w swiata kultury, tea­
tralnosc i udramatyzowanie codziennego zycia szczeg61nie wi­
doczne w konsumpcyjnych spoleczenstwach Zachodu; pro­
blemy tozsamosci kulturowej i jednostkowej, nacjonalizmy i su­
biektywizm - to znaki i symptomy uznawane za normy zycia 
pod koniee 20 wieku. Aby odnalezc sens - jesli to w og61e 
mozliwe- musimy poszukiwac nowych form-wsp61zaleznosci 
nie odwoluj<jcych sit;! do modeli historycznych i kulturowych 
zaczerpniQtyc;h z minionych dw6ch tySit;!cy lat - owego .smiet­
nika historii", kt6ry zawi6dl nas- aby osiCjgnCjC nowy sens obra­
nego kierunku i integracji. Na·przestrzeni ostatnich 251at wie­
le form sztuk plastycznych zwraca sit;! ku teatrowi i performan­
ce jako srodkom radykalnego przedstawienia zwartego czy 
jednolitego" obiektu sztuki. Od poczCjtku lat 196Q-tych nasila­
jCjce sit;! usuwaniew cien obiekt6w sztuki i ich stopniowy zanik 
pozostawil tylko Slady, plamy, pfi!knit;!Cia na tym, CO wydawalo 
sit;! bye zwartCj materiCj-spolecznCj, kulturowCj i estetycznCj. 

Muzea, galerie czyli tradycyjne skupiska dziel sztuki swia­
towej koncentrui'l nasz'l uwagfi! na strukturach i kontekstach 
budowli, w kt6rych gromadzi Sit;! sztukfi!, a nie na niej samej. 
Narozniki pelne tluszczu, walajCjCY siQ na podlogach ryz, 
podziurawione sciany pokryte sladami rCjk, drzwi zabite de­
skami, okna z szybami-zwierciadlami. Gdy tylko obiekt sztuki 
zdematerializuje Sit;! i zniknie z jednego znajomego miejsca, 
wydaje sit;! pojawiac ponownie ze swiezymi pQkniQCiami i uszko­
dzeniami w warstwie kulturowej- fr6dlo nieskonczonej inwen­
cji i przystosowania siQ. 

6 lnsea 

Seminar Paper: 

,.Creativity Has No Frontiers" Lodz, Poland- Nov./993 

Allsop 
l. 

The lines that form•this·image (City Tree- Flo Fox, 1983) 
participate in a number of possible relationships and readings 
between ideas of fragmentation and of integration: for instan­
ce the lines may be read as forces that help to bring about the 
fragmentation.of oppressive, hierarchical control- breaking up 
deadening structures, transgressing formal boundaries that li­
mit creativity - the image could be an icon for the recent social 
and•political revolutions in Eastern Europe brought about. par­
tially-by the oppositionalwork of arists and theatre performers; 
at the•same time the lines can be read as a means of healing 
and integration.- forces that provide .living connections" be­
tween the rubble of the fragmented world - for example the 
recent materialisation of cultural events in Sarajevo that see 
the cultural:necessity of .magical operations" alongside-ratio­
nal aid; in a context.where aesthetic actions might• be thought 
to be of•marginal use. 

What concerns me here is not so much what this City Tree 
image means- since it will participate in many-meanings de­
pending on context- but rather, how to make images that spe­
ak for our own time, and cultural and social circumstances. 
Wladyslaw Strzeminski's utopian idealism- that .the aim of•art 
is unity of composition" the .pattern that connects" as Gregory 
Bateson puts it - is hard to imagine as we find ourselves shi' 
fling from Aristotelian to Cagean aesthetics in a context where 
political, social, economic or religious certainties are no longer 
with us. 

2. 
11 is fragmentation that best characterises the post-mo­

dem, post-industrial condition that we live in. A fragmentation 
that ruptures the traditional fabric of the aesthetic sphere as 
much. as it is evident in wider social, political, economic and 
cultural• realms. The_ shattering of boundaries, political fron­
tiers, cultural certainties; the breaking of the pictorial frame, 
the traditional site of the. art object; the theatricality and dra­
matisation of everyday life especially in the consumer cultures 
of the West; problems of cultural identity, nationalism, the iden­
tity of the sell; subjectivity- all these signs and·symptoms po­
int to a condition of late 2oth-century life that coming normati­
ve. To make sense of this' if it is still possible to lhink:in such 
terms- we have to·seek new forms of- radical coherence that 
no longer turn to exemplary historical and cultural models of 
the past two thousand years - the .junk .of history" that has 
failed us - for a new sense of direction and integration. 

In the last twenty live years many forms of visual art have 
turned towards the processes of theatre and performance as 
a means of radically reconceiving the sell-contained or .unita­
ry" art object. Since the 1960"s the increasing effacement of 
the art object and its gradual disappearance has left only tra­
ces, stains and fissures in what seemed to be a coherent so­
cial, cultural and aesihetic fabric. 

Museums and galleries, traditional sites of the art world, 
increasingly bring our attention to the structures and contexts 
of the edifice that houses art itself, rather than to the objects 
displayed:within- corners filled with fat, floors covered in rice, 
walls covered in hand-prints or broken through, doors boar­
ded up, windows mirrored. As fast as the art object de-mate­
rialises and disappears from one familiar site so it seems to 
reappear again in other newer cracks and lesions in the cultu­
ral fabric - infinitely adaptable and resourceful. 

I am pointing ·to a dialectic here - a continuous tension 
between fragmentation and integration, a tendency for the art 
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Odwolujl;) si!;) w.fymmomencie do dialektyki- stale napil;)­
cia mil;)dzy podzialem i jednosciq, sklonnosci'l dziela sz!Uki 
do.oscylowania mil;)dzy tym, co aulonomiczne i tym, co·spo­
leczne, napil;)cia rodz<jce mozliwosci- .. nowej aulentycznosci", 
kt6ra obejmuje pojl;)cia pol<jczonych i fragmentarycznych do­
swiadczen. 

3. 
Na napil;)cia le wskazal Charles Olson - pierwszy swiado­

mie post-modernistyczny poeta amerykariski. W latach 1950-
tych napisal, ze naszym zadaniem w pr6bie tworzenia .ludz­
kiego wszechswiata" - czyli miejsca, w kt6rym mozemy mie­
szkac w przyjaznym i konslruktywnym zwi<jzku z cal<j gam<j 
proces6w kullurowych -i emocjonalnych ksztaltuj<jcych nas -
jest • spojrzec na podzielony swiat i odszukac iyw<j tkankl;) 
scalaj<jcq". Mysl-ta·stanowi kluczowy punk! odniesienia niniej­
szego refer.atu. 

Jaki byt zamysl Charles'a Olson'a? Z pewnosci<j-nie bylo 
jego zamiarem posklejanie pl;)knil;)tej calosci wedlug racjonali­
stycznych, hislorycznych regul czy zasad estetycznych, kt6re, 
z perspektywy fat 1950-tych, wyraznie zawiodly w tworzeniu 
ludzkiego wszechswiata. Jego posl-modemistyczne pogl9dy 
spowodowaly, ze zaczqt poszukiwac radykalnej spoisto5ci lam, 
gdzie dziefo sztuki (literackie,plaslyczne, muzyczne czy per­
formance)jest obiektem spolecznym o wielorakich zwi<jzkach 
pOdzielonych material6w wiqiqcych nas ze swiatem, i jedno­
czesnie spetnia funkcje projekcyjne, integracyjne i krytyczne. 

Choe .Drzewo w miescie" powstalo w innym czasie i kon­
tekScie, stanowi ono dla mnie ilustracjl;) imperatywu Olson'a i 
jako obraz .drzewa· mogloby ukazacWiadystawowi Strzemin­
skiemu to, 'czym sztuka·nie jest, gdyi procesy ksztaltuj<jce for­
mt;! drzewa (rozmnaianie kom6rek, czynniki srodowiskowe) nie 
znajdowaly, wedlug niego, swego miejsca w sztuce. 

Jak przyj<jlby muzykl;) John~a Cage' a, taniec Merce Cun­
ningham czy Deborah Hay? Fonna sztuki i obraz sztuki - pojl;)­
cia, do kt6rych bl;)dl;) wracac - nigdy nie istniejq poza innymi 
procesami zycia, CO Strzeminski wydawal Sit;! sugerowac. 

Choe uwaiam, ie obraz zyje swoim zyciem fonnowanym 
przez r6zne procesy, to owo ,.iycie", jesli mozna uzye tu takie­
go slowa, nigdy nie jest autonomiczne,.podobnie jak jednostki 
nie mozna wyrwac z jej kontekstu kullurowego. Koncepcja ra­
cjonalistyczna· spowodowala nasze oddzielenie od srodowi­
ska i naSZ·StOSUnek do Wfasnego ciafa • rozdziaf mil;)dzy Cia­
fem. i duchem, mil;)dzy poznaniem i czuciem. Zepchnl;)la na 
margines to, co magiczne, zblorowe i poetyckie na rzecz tego, 
co racjonalne, indywidualne i prozaiczne. 

Biblijn<t opowiesc o .ztolym cielcu" odnosz<jcq si~ do .bal­
wochwalstwa" odczytac moina jako metalorl;) arogancji racjo­
nalizmu uzurpujqcego sobie tworzenie-rzeczy bez wplywu in­
nych proces6w -•rzeczy rozumianych jako autonomiczne,.ist­
n[ejqce same w sobie. Jest-to granica, na kt6rej sila tw6rcza 
moglaby zatrzymac sit;!, zas my zadalibysmy nast~puj11ce py­
tania: .Sila tw6rcza w sluibie czego?" Czy .kreatywnosc" jesl 
wolna od kontekstu? Odnoszl;) wraieni&; ie moie ona sluiyc 
zar6wno materializmowi i deslrukcji, jak i wzajemnej wymianie 
illntegracji, zas my musimy przej<jC odpowiedzialnosc. 

Jednak ten spos6b myslenia.m6glby juz bye uznany za 
przestarzaly, szermujqcy starymi formami, dawnymi melafo­
raml - kreatywnosci nie okresla sir: ze wzglt;!du na jej elekt 
koncowy, nie jesllo kategoria b<jdz zamknil;)ty proces ocenia­
ny wedlug rezullatu, rozstrzygaj<jcego i jednolitego. 

Proces tw6rczy nie jest jui celowy bqdz przyczynowy w 
rozumieniu arystotelesowskim lecz swawolny, pelen sprzecz­
nosci i niepewnosci, transformacyjny i generatywny • to .zloty 
cielec" przeksztalcony w proces alchemiczny. 

4. 
linia tworz<jca przeciwstawnosc (wedlug konstruktywi-

work to fluctuate between the autonomous and the social, a 
tension that provides the possibility of a ,.new authenticity" that 
embraces notions of integrated as well as fragmentary expe­
rience. 

3. 
This tension was pointed to by the poet'Charles Olson -

the first self,consciously post-modern American poet - when 
he wrote in the 1950•s that our task in attempting to create a 
.human universe" - a place wherewe can dwell in sympathetic 
and constructive relation to the·range of cultural, environmen­
tal and affective processes-that determine us- is .to:take-up 
the fragmented world, andlfind its living connections"and this 
provides-a key reference point forlhis.paper. 

What did Charles.Oison mean? He certainly. had no inte­
rest in trying to stick things back together according to rationa­
list historical or aesthetic principles which had, from his 1950•s 
perspective, so obviously failed to provide a .human univer­
se" .. His post-modern outlook pushed him to find a radical co­
herence where the art object (whether literary, visual, perfor­
mative or musical) is both a social object -a complex relation­
ship of fragmentary materials that involve us in the world- and 
performs at the same time an,projective, integrative and criti­
cal function. 

The .City Tree", though coming from a different context 
and time, provides me with a visualisation of Olson's imperati­
ve and, as a representation of .tree", might have provided Wla­
dyslaw Strzeminski with a demonstration of what art is not, 
since the processes that give fonn to trees (cell division, envi­
ronmental factors) for him had no· place in art. What would he 
have made of the music of John • Cage, the dances of Merce 
Cunningham or Deborah Hay? The fonn of arl and the art ima­
ge itself· which tenn I will return to·- Is never separated from 
other processes of life as Strzeminski seems to have sugge­
sted. 

Whilst! believe that an .image has life of'its own, formed 
by varied processes, the .• life", if we can call. it that, can never 
be entirely autonomous, any. more than individuals can be se­
parated from their cultural co'ntext. The rationalist: project has 
in many ways caused a separation from our environment, inc­
luding our attitudes to our bodies· the division'between body 
and mind, between;the cognitive and the sensorial. 

11 has marginalised the magical, the collective and the po­
etic in-favour of the.rational, the individual and·the:prosaic. 

The biblical narrative:of .golden.calr which-concerns the 
.worship of graven Images" can·be read as a metaphor. for. the 
rationalist arrogance that imagines we can create•thlngs that 
are not influenced by other. processes - that are seen as auto­
nomous, sell-contained. This is a frontier that creativity might 
pause at, where we might ask the question oi ,.creativity in 
service of what?" Is .creativity" free ·Of contexts? lt· seems to 
me .creativity" can serve materialism and destruction, or mu­
tual exchange and integration in equal parts and that this is a 
responsibility we have to accept. 

But this might'already be seen as oli:Uhinking, old forms, 
old metaphors -creativity can no·fonger defined by its end, by 
product; creativity is not a category, a finite process defined by 
its end, detenninate and-unified. The creative process, is sim­
ply that: a process - not purposeful or causal in a Aristotelian 
sense • but playful, contradictory, uncertain, transfonnative, 
generative- the .golden calf' become an alchemical; process. 

4. 
The line that provides the opposition (in Strzeminski's con­

structivist thinking) between direction and dimension, and which 
he sought to renounce - along with rhythm , because of its 
divisive properties, in favour of .unism" has becomes in the 
post-modem aesthetic the space of enquiry, the locus of inve-
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stycznej teorii Strzemiriskiego) pomi~dzy kierunkiem i:wymia­
rem, kt6r'l- podobnie jak rytm- odrzucal ze wzgl~du na posia­
dane:przez ni'l cechy powoduj'lce podzial, na rzecz unizmu, 
stala si~ w estetyce post-modernistycznej sfer'l badari, ob­
szarem dociekari, miejscem gdzie to, co okreslam mianem 
.obrazur spektaklu" pozostawia slad, zaznacza swoje istnienie. 

Linia (w spos6b metaforyczny widziana jako p~kni~cie, rysa 
lub rozdarcie w materii kulturowo-estetycznej) staje sirrsfer'! 
rozpatrywania ulotnych, burzqcych aspekt6w wydarzenia ar­
tystycznego, miejscem ponownego pojawienia si~ definityw­
nie (nieodwracalnie) przeniesionego .obiektu sztuki, znamie­
niem zr6znicowania. Linia przestaje spelniac prostq funkcj~ 
dzielqC<j•lub formalnie granicznq, staje si~ obiektem, w kt6rym 
tkwiq okreslone wlasciwosci. Postrzega si~ lini~ jako niesta­
bilny i ulegajqcy przeksztalceniom zestaw zwi<jzk6w, kt6rych 
funkcje i sens wynikajq z ich przydatnosci, z tego, jak mozna 
je spoiytkowac, a nie pasywnie obserwowac. 

5. 
W kwietniu poprzedniego roku, b~dqc pod wrazeniem stu· 

den tow twicz<jcych uklad tanca, usilowalem spisac jakie, moim 
zdaniem, warunki musi spelniac dzielo sztuki - co dawalo mi 
motywacj~ do nauczania i robienia performance, co powodo­
walo, ie interesowal mnie ten rodzaj estetyki. Chwila tanca, 
kt6ra·stala si~ dla•mnie bodzcem, to symboliczny lot- tancerz 
skaczqcy w ramiona drugiego, uchwycenie energii w podobny 
spos6bjak francuski fotograf Lartigue realizowal swoje studia 
cial w loci e. Nie bylo nic wyjqtkowego w tym ruchu poza szcze­
g61nym obrazem, kt6ry utkwil mi•w pamifi!ci- swoboda i pew­
nose, Z jakq .ludzkie cialo pofrunfi!IO W powietrzu, a naslfi!pnie 
zostalo uchwycone. 

Zapisane slowa przeksztalcily si~ w esej - pr6bfi! nowego 
spojrzenia na obiekt sztuki jako .obraz spektaklu" - jui nie au­
tonomiczny, zwarty obiekt lecz zdarzenie ulotne, ozywione, 
przekraczajqce. granice oddzielaj<jce sztuk~ wizualnq, teatr i 
taniec. Tekst 6w zatytulowalem .w chwili lotu". Skladajq si~ 
nan polemiczne stwierdzenia dotyczqce .obrazu spektaklu" -
tekst sam w sobie jest sformulowaniem problematycznym, przy­
pomina bardziej ognisko, energi~ narodzonq z doswiadczenia 

. estetycznego. 

W ChwUiLotu 
.Co performance wnosi do iycia? Co powoduje, ie pozo­

staje nam w.pami~i? Jaki osad, plama, slad bl<jkasi~ i:nie 
daje nam •spokoju? Owe faluj<~ce obrazy, kt6rych pragniemy, 
kt6rych z chciwosci<! poszukujemy,.kt6re stale·nas zaskakujq, 
kt6re pojawiai'l si~ w zbiorowej swiadomosci chwili obecnej,w 
bezposredniosci widowiska -. najbardziej przemijajqce ze zjaw. 

· Obraz spektaklu ma sw6j wlasny iar - jak ogien. 
Obraz spektaklu ,.poznajemy" poprzez uczestnictwo w zbio­

rowej przestrzeni, kt6ra nadaje mu kszta:tt. 
Obraz spektaklu zrywa z obiektywnq perspektywicznq 

przestrzeni<! nowoczesnosci,. przestrzeniq rozwini~a. obser­
wacyjn<! przestrzeniq humanizmu. 

Obraz spektaklu oplywa wszystko to, co je otacza i tworzy 
(aktora/widza/otoczenie). Gdy napotyka przeszkod~ zwalnia, 
potem zn6w przyspiesza, wiruje tworz<~c pfi!tlfi!, z wielosciq per­
spektyw. 

Obraz spektaklu.powstaje we wzajemnych relacjach, po­
rusza si~ wzdluz scieiek, kt6re wylaniajq si~ z proces6w fi­
zycznych, poznawczych, emocjonalnych wykonawcy i widza. 

Obraz spektaklu ksztaltuje sifi! sam jako rzeczywistosc 
wirtualna (swiat z wyobra.lni wydobywajqcy sifi! spod powierzch· 
ni czucia), swiat w wielu punktach perceptualny. 

Obraz spektaklu jest odpomy - przeksztalca to, co subiek­
tywne, wydobywa to, co istnieje poza nim, tworzy zwi<jzki poza 
samym sobq. 

Obraz widowiska przedklada kreowanie i transformacj~ 
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stigation, the site where what I will call ,.performance image" 
leaves it trace,its,presence. The line (metaphorically seen as 
a .crack or'tear in the cultural/ aesthetic'fabric) becomes the 
site of an exploration of the-ephemeral and disruptive aspects 
orthe art event, the site of the -reappearance of a radically 
shifted art object, asignilier-of difference. The line is no longer 
seen a simply divisive or as a formal boundary, an object-in 
which.properties reside, lt is seen as an uncertain and trans­
forming set of ralationships that find sense.and'function on the 
basis of what one can do with it, how one can actively collabo­
rate with it, rather than passively observe it. 

5. 
Last April, prompted by a moment in a dance work perfor­

med by students in Amsterdam, ltried to write down what for 
me were the conditions ofthe art work -what it was that provi­
ded me with the-motivation to keep teaching and making-per­
formance, what kept.me interestedin this field of aesthetics. 
The momenliin the dance that provoked me was_a·moment of 
flight- a man jumping into the arms of another, capturing ener­
gy in.the same way as the French photographer Lartigue had 
done in his studies of bodies in flight. Nothing unusual in this 
movement except the particular image that remained with me 
-the freedom and trust with which his body moved through the 
air and was caught. The writing became an attempt-to re-think 
the art object as .• performance image" - an object no longer 
autonomous and contained but• an evet essentially epheme­
ral, live and•crossing boundaries of visual art, music, theatre; 
dance. The text I call .In a Moment of Flight" and it consists•of 
a number of polemical statements concerning .performance 
image" - itself a problematic formulation, but something that 1 
take to be the fire at the centre, the energy of aesthetic expe­
rience. 

In a Moment of Flight 
.What is it that performance gives life to? What is it in per­

formance that remains in memory? What are the residues, sta­
ins, traces that linger and provoke us? These f)uid images, 
which we desire, which we avidly seek, which constantly sur­
prise us·- occurring in the collective present, taking place ·in 
the immediacy of performance - remain the most transitory of 
ghosts. 

Performance,image has its own life- like fire 
Performance.image is only ,known• through participation 

in•the collective space that enables-it-to take form 
• Performance: image breaks with •the objective, perspecti­

val•space of modernity, the space of extension, the observa­
tional-space of humanism 

Performance image flows around the body of performan­
ce, (performer/ spectator/ site) encountering resistance, slo­
wing down, speeding up, looping back in on itself, multi-per­
spectival 

Performance image takes place in relationships, moving 
along·,pathways that include the physical, cognitive and affec­
tive processes of performer and spectator 

Performance image forms itself as a virtual/imaginal world 
that breaks through the surfaces ol the sensory/ perceptual 
worfd at many points 

Performance image resists/ transforms the subjective, 
generates something.beyond itself, making connections outsi­
de itself 

Performance image emphasises the generative and trans­
formative-over.the•imitative and representational 

Performance image is exchanged as gift, not as commo-
dity 

Performance image exists in an act of trust, 
a leap into open space, 
a moment of flight 
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nad nasladowanie i przedstawianie. 
Obraz spektaklu nie jest towarem wymiennym lecz pre-

zentem. 
Obraz spektaklu istnieje w akcie wiary. 
skok w otwartq przestrzeri 
chwila lotu 
blysk ognia na tie ciemniejqcego nieba." 
Chcialbym by te stwierdzenia byty nie tylko prowokujqce, 

ale tei wyraznie okreslaty m6j punk! widzenia. Skoncentruj~ 
si~ na jednym z nich. 

,.Obraz spektaklu ma sw6j zar - jak ogieri." 
Z kompozycyjnego punktu widzenia mysl ta oznacza, ie 

w pewnym momencie tworzenia dzieta, owo dzielo - rodzqcy 
si~ "obraz spektaklu" - zaczyna iyc wtasnym zyciem. W tej 

the flash of a firework against a darkening sky." 
I would hope that these statements are provocative as well 

as marking a position that I hold. I would like to draw out one of 
them. 

,Performance image has its own life - like lire". Here the 
idea is - at least from a compositional point of view - that at a 
certain point in the process of making work, the work - the 
,performance image" that is coming into being - takes on its 
own life. 1t is at this point that the material underhand becomes 
generative and transformational, that the ,living connections" 
take shape. The performance image begins to take on its own 
meanings, have is own demension that is not separated from 
the process that created it, but a extension of it. In this way the 
artist does not relinquish responsibility, but recognises that the 
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wlasnie chwili lormowany material sam zaczyna wylwarzac i 
przeksztaicac nablerajqce ksztaltu ,.i.ywe lqczniki". Obrazspek­
taklu zaczyna przyjmowac wlasne znaczenia, nabierac wla­
snych wymiar6w nierozdzielnych od procesu, k16ry go stw?· 
rzyl i staje si«i! jego przedluieniem. Tym samym artysta n1e 
odrzuca odpowiedzialnosci, ale uswiadamia.sobie, ie ,dzielo 
szluki" uczestniczy w znaczeniach, k16re nie Sq i nie mogq bye 
calkowicie przez niego zdeterminowane. 

Zycie nie jest formq dokonanq, zamkniQtq lecz ciqglym 
dynamicznym procesem zmierzajqcym do odzwierciedlenia 
kruchego zwiqzku mlQdzy tym, eo racjonalne i emocjonalne. 
,Zycie" obrazu·jest, w pewnym sensie, elektem tej magicznej 
operacji polegajqcej na tym, ie CZ«i!SCi kaidego procesu opie­
rajqce si«i!temu, eo racjonalne, zbadane, umoiliwiajqce spoj­
rzenie w glqb, lamiqce bariery techniki czy umiej«iltnosci, po· 
wodujqce, ie .dzialania urojone/ fizyczne dajq rezultaty - nie­
koniecznie logiczne - mogq realizowac lo, CO:.niewidzialne", 
,niewypowiadalne" lecz stale krqiqce na obrzeiach naszego 
doswiadczenia. 

(l. 

Obraz spektaklu, jako sila tw6rcza, nie•poddaje si«i! defi­
niowaniu. W tym sensie jego granice ulegajq zmianom i prze­
ksztalceniom. Jestem zwolennikiem idei kreatywnosci o ile 
pr6bUjfi! umoiliwic innympracQ z: 

- istniejqcymi jui szczeg61ami, konkretnym materialem, 
nie zas z pojfi!ciami abstrakcyjnymi bqdz uksztaltowa 
nymi obrazami 

- .kreowaniem" czegos w warunkach spektaklu, a nie .grq 
aktorskq" 

- sladami i obrazami rodzqcymi takie dzialanie 
- fizycznq obecnosciq obiektu w danym miejscu 
- moiliwosciami .operacji magicznych" - urojone/ fizycz 

ne dzialania mogq odnosic skutek, ale nie muszq bye 
logiczne czy racjonalne, to zas powoduje zaistnienie -
.niewidzialnego" czy .niewypowiadalnego" 

- strategiami kompozycyjnymi, kt6re umoiliwiajq ksztal 
towanie formy z danego materialu, a nie dominacjfi! 
struktury 

- koncentracj'l, ruchem skierowanym od idei ku dziala 
niu/ od·ciala do obrazu 

- zastosowaniem srodk6w tw6rczycl1 do .odczarowania"/ 
odzyskania wyalienowanych byt6w otaczajqcych nas. 

Waine jest, aby zrobic co5 raze m, .cos" co w danej chwili 
mozna okreslic mianem performance, spektaklu angazujqce­
go tw6rczy wysilek grupy ludzi.w danym miejscu i czasie, wy­
zwalajqcego·cos, czego nie moina przewidziec wczesniej, co 
w jakims sensie posiada wlasne ,.i.ycle", kl6re napelnia ener­
gi'! ozywcz'l, rozmachem wszystkich zaangai:owanych (wi­
dz6w/ uczestnik6w/ tw6rc6w); ,.i.ycie'', k16re nie pozostaje w 
oddaleniu od szerzej pojfi!lego srodowiska kulturowego, spo-
lecznego, polilycznego. · 

Procesy te koncentrujq sifi! wok61 doswiadczenia chwili, 
wok61tego, co dzieje si«i!, gdy ludzie gromadzq si«i!-,fizycznie, 
poprzez wyobrai:nifi! czy uklad spoleczny- jako·jednostki czy 
grupy, aby zrobic cos, aby wsp61nie zrealizowac o~raz sp~k­
taklu. Doswiadczenie to umyka opisom w tym sens1e, ze dzle­
je sifi! ono ,na iywo", ono samo, nie zas refleksja o nim c_zy 
jego opis. Dla przykladu, gdy prosimy je?nq osobfi! o pod~l~· 
sienie drugiej z podlogi, to takie poleceme rozum z latwoS~Iq 
rejestruje. Jako dzialanie angai:ujqce ciQ w nasz proble~ Jak 
to Sifi! dzieje, lub tei co mogloby to oznaczac dla kogos pa· 
trzqcego, staje si«i! ono czym5 wymagajqcym innego zeslawu 
.rozumieri", aby wykonac takie polecenie. To wlasnie inny ze­
staw .rozumieri" jest wai:ny - owo przesunifi!cie uwagi, umie· 
i«i!lnosc angaiowania siQ w to, co dzieje siQ na przeciw nas. 

Przywiqzywanie wagi do .wymiaru chwili obecnej" (wedlug 
Miroslava Holuba) - chocby w odniesicniu do performance · 

1 Q insed 

,art work" is participating in meanings that·are not and.cannot 
be completely determined by the artist. This life is not a corn' 
pletion, a closure, but, a constant process of moving•towards 
form that recognises the uncertain relationship between .the 
rational and the emotional. This .life" or:the image is in a sense 
the result of a magical operation - that is the parts of any pro· 
cess that resist the rational, that go beyond what we can know, 
that.can.provide insight, that break through· the boundaries of. 
technique·or skill, that allow imaginaV physical actions to be 
effective but·not necessarily logical, thatcan begin to realise 
the ,unseen", the ,;unspoken" that is constantly hovers· aro· 

· und the margins of our experience. 

6. 
Performance image, like creativity, tends to resist and per· 

haps should resist definitions. In that sense its frontiers are 
constantiy mutable and transforming. I feel committed an.idea 
of creativity in so far as I try to enable people to work with 

- the details of what· is there, the material to hand, rather 
than· with abstractions, with already formed images· the 
.action" of doing something in performance circumstan 
ces rather than .acting" 

- the traces and images that such action generates 
-attention to physical: presence, to object and to site 
- the.possibility of .magical operations"- that Imaginal/ 

physical and that can begin to realise the .unseen", the 
,unspoken" 

- compositional strategies that allows material to move · 
towards form rather than be. determined by structure·-· 

- an.attention, a movement that goes from idea to action/ 
from body to image 

- the possibility of using creative means to re-enchanll 
re-claim the alienated realities that surround· us. 

What is important is trying .to make something together, a 
.something" that in this·instance might be .called performance 
- that involves the creative efforts of a group of people in a 
particular time and place - that invokes something that cannot 
be totally predicted in advance -that in some sense or other is 
given its own life, a .life"that provides an imaginative and.re­
genarative energy for people involved (as spectators/ partici· 
pants or performers);. a .life" that is not divorced from larger 
cultural, social, political, or environmental -realities. 

These processes are centrally concemed•with the expe­
rience ofthe moment, in what is happening as•people come 
together physically, Imaginatively, socially, as·individuals or as 
groups, to do something, to make performance images toge­
ther. This experince always resists description in the sense 
that much of its activity is happening as a live event, the thing 
itself, rather than a reflection about, a description of, the thing. 
For example, asking a person to lift another person from the 
floor is an instruction that is easily grasped in the mind. As an 
action that engages you in the present problem of how it is 
done, or indeed what it might begin to mean for someone wat­
ching, it is something that requires a different set of .under­
standings" to realise the instruction. 11 is this different set of 
.understandings" - this shift in attention, an ability to engage 
with what is in front of us, that is important. 

The insistence on an attention to the .dimension of the 
present moment" (as Miroslav Holub calls it) - at least as an 
approach to making performance - finds an expression in the 
way that materials as well as .time" are used 

This is not a reductivisl approach to .things as they are", 
or a belief in some .absolute" nature or quality, but rather a 
recognition that .things as they are" (simple actions - walking, 
sitting, standing; materials - salt, metal, fire) are already com­
plex enough without the imposition or overlay of additional 
meanings. 
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znajduje wyraz w sposobie, w jaki poslugujemy si~ materiata­
mi, jak r6wniez czasem. Nie jest to reduktywistyczne podej· 
scie do ,rzeczy takimi jakie S<j"b<jdZ wiara w jak<jS absolutn<j 
natur~ czy cech~. ale stwierdzenie laktu, ie ,rzeczy S<j takie 
jakie·S<j" (proste czynnosci- chodzenie, siedzenie, stanie czy 
surowce - s61, metal) S<j i tak wystarczaj<jco ztozone bez na­
rzucania czy dokladania dodatkowych znaczeri. 

Octavio Paz, odnosz<jc si~ do dziela Duchamp:a, opisuje 
dzielo sztuki jako .. machin~ do tworzenia znaczeii". Usuwaj<jc 
przypuszczenia, oczekiwania, uwarunkowane reakcje doC:ie­
ramy do samego materialu, a zatem do punktu rozpocz~cia 
pracy, pozwalamy rzeczom m6wic za siebie, odnalezc wlasne 
i:ycie i zaangai:owac w nieodl<jczne op6inianie i wypelnianie 
znaczeii. Taki proces moze wyl<jcznie doprowadzic materi~ 
performance do punktu kontaktowego- do tworzenia-wzajem­
nych relacji. W6wczas zaczynaj<J pojawiac si~ i pogl~biac obra­
zy oraz ledwie przeczuwany szerszy sens (radykalnej) spoi­
stosci, czyli ,iywych l<jcznik6w". Dlatego kazdy spektakl b~­
dzie przesadzony w momencie pierwszego rozpoznania ma­
terialu - sprawdzania, jak poszczeg61ne elementy do siebie 
pasuj<j. ,iycie", k16re zaczyna wypelniac rzeczywistosc, two­
rzone mi~dzy zamyslem tw6rcy speklaklu a percepcj<j widz6w 
- co Marcel Duchamp okresla jako ,r6i:nic~"(wynik) czyli samo 
dzielo - dyktuje tutaj pierwsze znaczenia. 

Wsparcie dla dziela sztuki jako lormy wr~czania podarun­
ku, obdarzonej wyobrai:ni<j wymiany (szczeg61nie w ,iywych" 
srodkach wyrazu) jest niezmiernie istotne w kulturowej atmo­
slerze zdominowanej przez warto5ci materialistyczne i kon­
sumpcyjne. Dzielo sztuki dostarcza nam srodk6w do ponow­
nego wyobrai:enia sobie i slormulowania naszych jednostko­
wych i kolektywnych przyszlosci wolnych · od konwencjonal­
nych oczekiwaii i wartosci. Victor Schklowsky wyrazilto w na­
st~puj<jcy spos6b: 

.Sztuka istnieje po to, by pom6c nam odzyskac poczucie 
doznawania i:ycia, by kamieii uczynic kamiennym. Celem sztuki 
jest przekazanie doznania obieklu takim jakim go postrzega­
niy a nie rozpoznajemy. Technikasztuki polega na czynieniu 
rzeczy .nieznajomymi", na wylkonaniu .niewyrazistych" form, 
aby przedlui:yc i utrudnic percepcj~. Akl percepcji w sztuce 
jest celem samym w sobie i nalei:y go przedlui:ac. W sztuce 
liczy si~ doswiadczanie procesu konstrukcji, nie zas efekt koii­
cowy." 

Obiekt nigdy nie jest .ukoiiczony"lecz wl<jczony w zmie­
niaj<jcq sifi' recepcjfi' znaczeii wynikaj<jcq z kontekstu. Jesli jest 
to prawd<j, to my- artysci zmuszeni jeste5my do zaangai:owa­
nia w jlrocesy obejmuj<jce nasze emocjonalne i fizyczne egzy­
stencje•oraz sklonnosci racjonalne, porz<jdkuj<jce. 

7. 
Na zakoiiczenie moi:na przywotac mysl wynikaj<Jcq z pra­

cy w i z krajobrazem - stajemy tutaj wobec braku pocz<jtku oi 
koiica, jest to teren, na k16ry wkraczamy w dowolnym punkcie, 
zas granice zacieraj<j sifi'. Praca w krajobrazie stanowi wyzwa­
nie dla pojfilcia ramy oraz umiej~tnosci widza objfi'cia jej, ob­
wieszczenia wlasnej niedoskonalo5ci i spowodowania by rama 
stala si~ ,ram<j umyslu". 

lnny amerykaiiski poeta William Carlos Williams przypu­
szczal, w tym kontekscie,.kt6ry jest zar6wno metaloryczny jak 
i realistyczny, ie.to, co bliskie staje sifi' uniwersalne- my zas 
dajemy i:ycie temu, co znajduje si~ na wprost nas. 

Ric Allsopp, listopad 1993. 
Przek/ad 

;l,gnieszka Grochulska 

Octavio Paz, with reference to the work of Duchamp, de­
scribes the art work as a .machine for producing meanings". In 
trying to strip away assumptions, expectations, conditioned 
responses in order to arrive at the material itself, we hope to 
arrive at where the work begins; letting things speak for them­
selves, find their own life, and engage in the inherentemptying 
and·filling of meaning. 

Such processes can only bring performance material to a 
point of contact - things are put in relationship, images are 
starting to occur, to deepen, but the broader sense of·(radical) 
coherence or ,living connections" is only hinted at. Thus any 
,performanc;e"will be pitched at this point oHirst recognition of 
material - essaying: trying things out to see how they/ if they 
lit. The ,life" that begins to inhabit the reality that is formed 
between the intention of the performance maker(s) and the 
perception-of the spectator(s) -what Marcel Duchamp refers 
to as the ,dilference" that is the work itself - makes its first 
meanings here. 

Support for art work as a form of gift-giving, of imaginative 
exchange (particularly in ,live" media).is particularly important 
in a cultural atmosphere dominated by consumerism and ma- · 
terialist values. Art work provides us with a means of re-imagi­
ning and re-forming our individual and collective futures that 
can be freed from conventional expectations and values. Vic­
tor Schklovsky put is as follows: 

,Art exists to help us to recover the sensation of tile, to 
make the stone stony. The end of art is to give a sensation of 
the object as seen, not as recognised. The technique of art is 
to make things ,unfamiliar", to make forms obscure, so as to 
increase the difficulty and the duration of perception. The act 
of perception in art is an end in-itself and must be prolonged. 
lnart, it is our experience of the•process of construction that 
counts, not the finished-product." 

The product is never in a sense ,finished'' but constantly 
involved in a shifting reception of its meanings in a given con­
text - if this is the case then we as artists are impelled towards 
engagement with processes that embrace both·our affective, 
emotional, and physical selves and our rational, structuring 
inclinations. 

7. 
A final thought might be taken from working in and with 

landscape - here we are confronted with no beginnings, no 
endings, a place that can be entred at.any point, dissolving 
borders. The process of working hlandscape thus challenges 
the notion of the frame and the viewers ability to contain it, 
announcing its own incompletion and•forcing the frame to be­
come a .frame of mind". As another American poet William 
Carlos Williams suspected, in this context which is both meta­
phorical and actual, the local becomes the only universal ·we 
begin to_ give life to that which is in front-of us. 
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textracts 
BY Rrc A LLSOPP 

The illusionary nature of theatre -

its ability to conjure presence and 

the appearance of 'spontaneous 

speech' - is in part due to the per· 

ceived role of the dramatic text 

within it. Traditionally theatre has 

been seen as the perfonnance of 

a preexisting text; as being 

'shadowed' by a prior text that, 

whilst open to a range of pennis· 

sible readings and interpretations', 

maintains its own coherence as a 

written text outside the ephemeral 

moment of its perfonnance. The 

constancy of the text and the 

constancy of identity of the 

audience that Interprets it are two 

central assumptions on which the 

perfonnance of accidental theatre 
is based. 

The tensions between the 

writerly and the theatrical or 

perfonnative consciousness that 

are contained within the text 

continue to be the primary site 

where the redefinitions of theatre 

and perfonnance are played out. 

In The Theatre and Its Double 
(19361 Antonin Artaud (stilli calls 

for "an end to the subjogation of 

the theatre to the text" and the 
recovery of "a kind of unique 

language half-way between gesture 

and thought". The dreamlike 

reification of the word that Artaud 

imagined has inscribed itself In 

much post-war theatre wori< (for 

example Richard Foreman or 

Robert Wilsonl where the word as 
an· object takes its place as an 

equivalent to the other elements 

that constitute the perfonnance. 

Writing more recently on 

Denida's theories of 'presence' In 

relation to theatre, Elinor Fuchs 

has indicated that "writing itself, 
which has traQrtionally retired 

behi'!d the apparent presence of 
perfonnance, is openly declaring 

itself the environment In which 

dramatic structure is situated", 

and one might add 'where the 

perfonnative is located'. 

The constantly oscillating 

relation of text to perfonnance -

the feedback between the fonn 
and the dramaturgical or 

compositional strategies that 

lnfonns much contemporary arts 

practice - points towards a 

dramaturgy of interactive texts 

which must be predicated on 
fluidity and adaptability rather 

than constancy and conformity. 

The wori< of Gary Hill, Robert 

Frank, Marina Abramovic, Paul 
Sermon, llya Kabal<ov 1 (a widely 

differing group of artists) cannot 
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be placed under the category of 

th~atre, but is (in part at least) 

.concerned with the conditions of 

performance and the possibilities 

(spatialltemporaVemotional) that a 

perfonnative and interactive 

framewori< gives to the physical, 

textual and plastic material 

that they are working with. There 

would seem to be a common 

aspect In the wori< of these 

artists which arises from the 

various ways In which text is 

placed In relation to the grain of 

wori<. This might be Identified as 

a conscious absence (an eloquent 

void) that Is delineated by text, or 

by silence. This points firstly 

towards a kind of text-perform­

ance relationship that is 

qualitatively different from that 

relationship of text and 

performance that is found in 

theatre where such silences and 

absences tend to be filled by, 

rather than voided by text; and 

secondly to an interactive text 

that Is not predicated on the 

transcription of speech or the 

Illusion of 'spontaneous speech' 

but on the ability of each 

spectator to interact with, and 
therefore change and be changed 

by, a mute text of sufficient 



eloquence and familiarity to hold 
the interaction in tension. 

For instance the silence that 

permeats Ute installation Tall 
Ships (19941 (in contrast to many 

oUter of Gary Hill's installations 
which include sonic and/or graphic 
explorations of text) renders 

eloquent the individual inter­
actions beetween spectator and 
Ute ghostly projections Utat fill Ute 

long dartened corridor which 

frames the experience. H is an 
essentially theatrical experience in 

so far Utat it conjures apparent 
presence from absence. The text 
as such is nowhere revealed -the 

lnstalllation is an intense individ· 
ual experience which whilst using 
some of the spatial conventions of 
theatre does not allow for a 
collective reading of the images 
but an individual one. The 

spectator is drawn into an 
individual networt of inter­
textuality : drawing on the history 

of similar interactions with familiar 
people as a series of behavioural 
texts; drawing on the virtual 
dialogues which seem to take 

place with each of U1e sixteen 
people that inhabit the c.orridor. 

In his introduction to his 1980 
anthology of performance texts, 

Scenarios: Scripts to Perfomr 
(19801 a tiUe which reflects the 

trausitional and impermanent 

status of its contents - Richard 
Kostelanetz assumes that "innova­

tions in theatrical art in part 
depend upon scripting so radically 

alternative it ensures that a 
performance cannot be realised in 
conventional ways", and its 
converse that "conventional texts 
are conducive to conventional 
performance"'. H is not however 
just the form (or lack of form) of 
the text which facilitates a 
transition from Uteatre to perform­
ance, but an increasing rereading 
of the assumptions that underlie 

the notions of what constitutes a 
text, what its material treatments 
are, what writing is, and where 
and how it takes place. 
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J A 'literal' perfomrance of the text 
Woyzeck' for example, that is 
letter-by-letter, would not be a 
pemrissible dramatic inter­
pretation, though it is a possible 
(though unrecommended} 
perfomrance reading. 

z Gal}' Hill 'fall Ships', Robert 
Frank 'Moving Pictures', Marina 
Abramoric ~ight Sea Crossing', 

Paul Semron 'relematic Dreaming', 
1/ya Kabakov 'rhe Reading Room'. 
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Writing- Text- Performance 

In the introduction to his 1980 anthology of per­

formance texts, Sccnarin.c Scripts 10 Pt'ljimn - a 

title which reflects the transitional and imperma­

nent status of its contents - Richard Kostclanctz · 

writes that 'innovations in theatrical art in part 

depend upon scripting so radically alternative it 

ensures that a performance cannot be realized in 

conventional ways' and , its converse, that 'conven­

tional texts arc conduci,·e to conventional perform­

ance'. It is not, however, just the form (or lack of 

form) of the text which facilitates a transition from 

writing to performance, but an increasing rereading 

of the assumptions that underlie the notions of 

what constitutes a text, what its material treatments 

arc, what writing is, and where and how it takes 

place. I want to write here about the act of writing 

in its relationship to text and to performance, with 

reference to two examples of contemporary practice 

that arguably lie at the extreme limits of writing in 

regard to theatre or at least theatrical space: Gary 

Hill's interactive video installation Tall Ships 
( 1992) and Caroline IJergvall's performed text 

installation Eclat (1996) - a version of which was 

published in the Autumn 1996 issue of Performarzct 
Reuardt 'On Illusion'. 

As Bonnie Marranca has noted in her recent 

book Ecologies of Theatrt (1996:36), the Pulitzer 

Prize board chose not to confer a prize for Robcrt 

Wilson's tlu CIVIL marS because no conventional 

text existed for the work. This was in 1986. How 

much has changed in the relationship between 

writing, text and performance in the last decade? Is 

the debate about the theatre text over sixty years 

after Artaud's first manifesto for Tilt' Tluatrt• of 
Cruelly - to name but one point of fracture - still 

based on an idea of writing as something that is 

primarily lo<.";ltcd on the page? Certainly contcm-

Ric Allsopp 

porary practice in various arts disciplines would 

suggest that the idea of writing (and the analytical 

and dramatu rgical discourses that surround it) has 

loosened its tics to the page. I am thinking here not 

only of Robert \Vilson and others of his generation, 

but also of the range of performance work, installa­

tion work, electronic and live artwork that has 

begun to open up the materiality of writing and to 

influence and reshape ways in which contemporary 

theatre writing can be thought. 

The illusionary nature of theatre- its ability to 

conjure presence and the appearance of'spon­

taneous speech' -is in part due to the perceived 

role of the dramatic text within it. Traditionally 

theatre has been seen as the performance of a pre­

existing text; as being 'shadowed' by a prior text 

that, whilst open to a range of permissible readings 

and interpretations,• 

maintains its own 

coherence as a written 

text outside the 

• A 'lilrnl' ,.rfotmon<t of lht tut 
WoTztd, Ill< <UJ?IIII<, thot Is, ltlltr 
by lttttr, wlllld not bt a ptrmissiblt 
dramotic lntup"btion, though it Is a 
,.ssittlt tthoooth -Kemmtn4tdl ,.,_ 

ephemeral moment of formanu "ading. 

its performance. The constancy of the text and the 

homogeneity of the audience that interprets it are 

two central assumptions on which the tradition and 

performance of western theatre are based. 

The tensions between the writerly and the the­

atrical or performative consciousness that are 

contained within the text continue to be the 

primary site where the redefinitions of theatre and 

performance arc played out. In the Firs/ Marziftslo, 
Antonin Artaud called for 'an end to the subjuga­

tion of the theatre to the text' and the recovery of 'a 

kind of unique language half-way between gesture 

and thought' ( 1970: 68). The dreamlike reification 

of the word that Artaud imagined has inscribed 

itself in much postwar theatre work (for example, 

Performance Research 2(11. pp .45-52 CO Routledge 1997 
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Richard Foreman or Robert \Vilson) where the 

word as object takes its place as an equi\'alcnt to the 

other elements that const itute the performance. 

Writing more recentl y on Derrida 's theories of 

'presence' in relation to theatre, Elinor Fuchs has 

indicated that 'writing itself, which has tradition­

ally retired behind the apparent presence of per­

formance, is openly declaring itself the 

cmironment in which dramatic structure is 

situated' and, one might add, 'where the performa­

tive is located' (1990: 163). 

What happens to 'writing' as we move from 

modernist practice based on ideas of unity, discipli­

narity and authenticity? What happens to 'writing' 

as we move towards postmodcrnist readings that 

identify the artwork as part of a contextual g round 

that is multivalent, participatory and interdisci­

plinary? What is the role of the text when 

performance tends towards transformational rather 

than mimetic or rcactualizing art? T he present 

situation is intensified by the impact of media and 

digital technologies and, more importantly, by the 

shifts in value that arc the effect of cultural, 

political and aesthetic change. The question of the 

place of 'writing' is now more pressing than ever. 

Theatre in its conventional sense and practice (as 

perpetuating the illusions of spontaneous speech 

and of spontaneous action) will of course remain a 

central part of the spectrum of arts practice, but 

questions of new direction and strategy must be 

concerned with the placing and relationship of 

writing to the elements that constitute thea tre. 

Performance as a frame for understanding 

certain types of arts practice, traditionally theatre 

and dance, is now increasingly applied to categories 

of practice that include video installation work, 

sculpture, poetry and other forms of time-based 

arts. How is writing placed within this ever 

widening field of performance? The historical clas­

sifications of the arts arc proving all the time less 

appropriate as a means for the formal reading and 

critical placing of the kind of language work that is 

being produced. Some concerted excavation of 

textual work is called for. As long as the boundaries 

between performance art forms continue to be 

shored up by their specific histories as disciplines, 

there needs to be an effort to relocate writing both 

on and beyond the page, as a dynamic fabric or 

texture of sonic, graphic, physical and material 

writings. These writings can give rise to represen­

tations both abstract and realist, both ambiguous 

and lucid; to texts that 'hold' in tension these many 

aspects of contemporary performance; and to a dra­

maturgy that animates and elucidates the dynamic 

connections between these equivalent elements. 

Performance writing -as this view of the 

relationship between performance and writing 

might now be called - can locate itself only as part 

of the atomization of literature, theatre, music and 

so on. It highlights the dynamic tensions that arise 

from the pooling of different writing practices -

especially the materiality of writing beyond the page 

and forms of digital writing that are enabled by new 

technologies. Is writing's role in new theatre that of 

functioning still as a guiding background, as the 

blueprint of a live piece - where the text is absorbed 

and subsumed by li\'e performance? What if writing 

forces a disjunction between performing a 'hidden 

text' and performing writing? Can writing be an 

• · 4 7 • Ctrlt, l r;.,t4 McLm. Tut-•.ud ,twt.,..,. 
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equivalent clement informing and informed by site, 

context , space, body, time, object? 

Two ideas arc central here. F irst there is the 

materiali ty nf writing as trace rather than as a tran­

scription of speech, as an inscription rather than as 

description, a writ ing about something. The materi ­

ali ty of writing concerns writing as it performs 

itself as graphi<; sonic, or physica l presence. T his is 

an area that has not been not well considered in the 

readings of either dramatic or performance texts. 

The 'visible and plastic materialization of speech' 

or the manipulation of speech as 'solid object which 

overturns and disturbs things' that Artaud suggests 

is paralleled by the manipu lation and materializ­

ation of writing itself as 'solid object'- the 

inclusion of both the act and the trace of writing in 

theatr<; not simply as a dcscripti,·c clement, as 

talking about writing, writing about talking, bur as a 

structural and equivalent element. 

Second, there is an aesthetics of equivalence: an 

aesthetics that gives eq uivalent status to all the 

elements that may constitute performance. Doth 

John Cage and Aristotle base their aesthetics on the 

assumption that art should imitate the processes of 

the natural world. Their views of how the processes 

are constituted, however, are diametrically 

opposed. For Aristotle the causal processes of 

nature accord to a universalizing unified hierarchi­

cal system; for Cage they establish a field of 

equivalence that is cha racterized by unimpededness 

and interpenetration. • The contemporary idea of 

equivalence then finds 

its roots in the aes­

thetics of John Cage, 

and implies both the 

• FO< 1 umplratiw uposit;.n tf Arls­

tatolian and Cagoan pooti<s, ••• 
lhtallo Crthn Schmltt 11 "01 Actors 
JJUi Onl,.ktrs, Ennston, ll: Narth­

wtslorn Univorslt, Prtu, " · S-38. 

materiality of the elements that constitute a given 

performance and also their overall equivalence 

within a value system. Thus, for example, ' writing', 

which (at least within 'classical' theatre aesthetics) 

has remained prior to the text, a 'hidden' activity 

subsumed within the dramatic text, which is itself 

subsumed within the theatre performance, as an 

clement in the overall construction of the 

artwork/ performance is given equal status with 

other elements, which have traditionally heen 

prioritized. This idea of equivalence does not imply 

a nattening-out of material or a necessary drift into 

rclati,•ism, but, I believe, opens up the possibilities 

o f the radically different forms of theatre that can 

be seen in the work of, say, Kantor, Richard 

Foreman, Robcrt Wilson, Forced Entertainment , or 

Uaktruppcn, and of many more marginal and 

ephemeral performance-makers and artists. 

lt is perhaps no more than a coincidence that the 

invention of video - the magnetically captured 

image- happened to coincide with Dcrrida's 

rereading of Artaud's Thea tre and its Double in 

which Artaud incidentally speaks of a 'magnetic 

intercommunication'. Der rida provides a theoreti­

cal ground where writing rather than speech is pri­

oritizcd and from where a new theatre, a theatre of 

images, of equivalent elements, can be read; a 

theatre in which we can see the relationships 

between writing, text and performance that have 

characterized aspects of experimental theatre since 

the 1960s. 

The 'new sense' of writing that Artaud proposes 

is a theatrical writing that 'will no longer occupy 

the limited position of simply being the notation of 

words, but will cover the entire range of this new 

language: not only phonetic writing and the tran­

scription of speech, but also hieroglyphic writing, 

the writing in which phonetic elements are co­

ordinated to visual, pictorial, and plastic elements' 

(Derrida 1978: 240). 

The theatre text is conventionally treated as if 

spoken. The sense of presence that is carried in the 

spoken word is the communicative presence that 

theatre attempts to realize through closing the· gaps 

between form and meaning. The presence of · 

writing disrupts this gap, again forcing a disjunc­

tion between performing a ' hidden text' and per­

forming itself as writing. For this reason the Greek 

philosopher Plato condemned writing because the 

written word was cut loose from the communicative 

presence of speech. Out this distance - the 

particularity of writing - is embedded in theatre. 

Theatre as a set ofinterlinked and intertextual 

elements writes itself in specifi c space, specific 

time, and constitutes a series of writings which 
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cohere and arc readable wi lltin the context in which 

they t:~ke pl:~ ce. The absence of the writer, and 

likewise the absence of the performer, is not a 

condition under which theatre fails to take place, 

bu t a condit ion under which theatre continues to 

act - to prowke a reading. The presence of writ in~ 

as Art;tud foresaw extends rather than doses down 

the possibilities of theatre and draws out the 

possible readings to which thea tre gives rise. 

In a memorable phrase j acques Dcrrida wrote of 

the spoken word as 'the cadaver of psychic speech' 

( 1978: 240) referring to the status of speech in the 

dream work and in Artaud 's proposals for a gestura I 

speech; as well as to the classical conOation of 

writing and death. The phrase can read in several 

ways: possibly as the chrysalis or cocoon from 

which the imago (image) or 'final perfect form' 

emer~cs, the theatre image as dyn:~mic of equival­

c lll elements; or as that which ' falls' from psychic 

speech, the cadaver - tha t which is capable of being 

(Ortn:rtcd through the act of writ in~ into ' lifeless 

matter' (the presen·cd, inscribed text) - and 

eq ually capable ofbcin~ recon ve rted , reanimated 

into resonant image. Dcrri d :~ 's phrase pnl\·idcs a 

telling image of the difficult and unstable rcl:!tion­

ship between the act of writing, the resulting text 

and its performance. 

In another context the Portuguese artist Juan 

Cabrita Rcis, whilst speaking of art as 'a discharge 

of the unconscious that allows one to sec without 

explanation', in a further image of the 'psychic 

speech' that Dcrrida refers to asks whether 'art is 

an exorcism of death' , whether it confirms life 

(Cclaint 1990). We might well be tempted to agree 
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that this is the case given much cnlllemporan· 

artwork which plays itself out on•the edge of this 

final divide- Damien Hirst or Ron Athe,-,Jor 

example- but also-given the fact that art has alwa~·s 

returned·to the fascjn:ttic;n·of death as the ahsolute 

determining_point of life. 

What is the role of dramawrgy in relation 10 such 

ideas of writing? Does it simply enable us, like.Dr 

Nicolas Tulp, to anatomize the text, to open up the 

cadaverous word (of writing), to understand and 

conjoin the parts and the elements of performance; 

or does it enabie us to reanimate the text, once again 

to 'sec without explanation', to 'overturn and disturb 

things' with the solidity o(the act of writing? 

In what ways can the text in this sense be 

absorbed into a dramaturgy that understands 

writing as a sonic, visual, graphic and physical act? 

And arc the texts that emerge from such an under­

standing, texts that are played out, realized-as 

much in time as they arc in space, as much 

ephemeral and transforming as they are preserving 

and passive? Is the theatre text only a means of the 

preservation of speech, of stage direction, of scenic 

plot, of narrative that through dramaturgical 

means can:bc reanimated; represented? Or is the 

image one not of classical anatomy performed on 

the dead body-of the text, but concerned with an 

interactive image- the living/live relationships 

between the equivalent elements that make up·the 

body of performance, the body of the text, the 

body of the voice? Patrice -Pavis has spoken of the 

dramaturg as a 'go-between, inevitably caught in 

this space between page and stage'; between text 

and its performance, between performance and its 

writing. 

Graham.Swift who recently won the prestigious 

nooker Prize for fiction (1996) said in his accept­

ance speech that-novels arc 'meant for that intimate, 

silent, invisible but potentially magical-point of 

contact between the reader and the page'. Theatre 

has also·(at least for the last I 50 years) pro,·idcd an 

intimate space for its reading- the individual 

listening and watching through the fourth wall from 

the darkened space of the auditorium- but the 

intimacy hctween the writing and reading of theatre 

is mediated not by the page but by an array of 

clcn1cnls in which ~writing, is \':triously inscribcJ. 
the texture or textuality oft he elements being 

always determined hy how writing is inscrihed in 

them. The constantly oscillating relation of te.xt to 

performance- the feedh:tck between form and the 

dramaturgical or compositional strategies that 

informs much contemporary arts practice- points 

towards a dramaturgy of interacti,·c texts, which 

must be predicated on fluidity and adaptability 

rather than constancy and conformity. 

The work of such a widely di,·ersc and different 

group of artists as Gary Hill, Robert Frank, 1\brina 

Abramovic, Paul 

Sermon and Ilya 

Kabakov' cannot he 

placed under the 

category of theatre, 

•Jn puticular: GarJ Hill, h" Shitn: 

Robert Fnntc, Me~ ring Piclurts; M.arina 
Abn.mowic/ Ular, Night Sta Crtming; 

P.aul Sermon, Trlrmatic Drtaming; 

llya K.ab.akov, Tht Rt.Jding Room. 

but is (in part at least) concerned with the con­

ditions of performance and the possibilities 

(spatial/ temporal/emotional) that a•performati,-e:· 

and interactive framework gives to the physical, 

textual and plastic material with which they are 

working. There would seem to be in the work of 

these artists a common aspect that, arises from,the 

various ways in which text is placed in relation to 

the grain of the work. This might,bc identified as a 

conscious absence (an, eloquent void) th:tt is delin­

eated by text, or by silence. This points first 

towards a kind of text-performance relationship 

qualitatively different from the relationship.oftext 

and performance· found in theatre, where such 

silences and absences tend to be filled by, rather 

than voided by, text; and second to an interactive 

'text' predicatcdlnot on the transcription of speech 

or the illusion of'spontaneous speech' but on the 

ability of each spectator to interact with, and 

therefore change and be changed,by, a mute.text of 

sufficient eloquence and familiarity to hold the 

interaction in tension, 

The space ofGaryHill's Tall Ships is entirely a 

'theatre' in-the sense of being a peopled place 

where one is enabled 'to sec', a place where the 

unseen (the psychic speech that Dcrrida refers to) 

is revealed and animated once again. 



Down a completely dark. ninety· loot long corridor·like 
space, sixteen black and white images of people, varying 
in ethnic origin. age and gender. are projected directly 
onto the walls. flo border ot light defines the frame ollhe 
images: only the figures themselves give ofllighl into the 

space. The last projection is on the back wall, at the end of 
the corridor. from standing or seated positions ranging 

from one to two feet high. the figures are first seen in the 
distance at approximately eye.fevel. As the viewer walks 

through the [otherwise silent] space electronic switches 
are triggered, and the figures walk forward until they are 

approximately lilesi1e. They remain in the foreground. 
wavering slightly, until the viewer leaves the immediate 
area. Since all the projections are independently interac· 

live, any number of figures can be in the distance, waiking 
toward or away from a viewer, or standing in the lore· 

ground, depending on the number of viewers in the space. 
(Mignot 1994:98) 

Where is the text? Where is the writing? The 

embedded text here is not the illusion of spon­
taneous speech, or the sense of a writing that is prior 

You've decided to follow on through. !Well done). 
leave the r .... 

Back in the corridor. A long narrow strip of encased 
space. What app .... to b. here. Wha n.t app .. rs. Stick 
to thplan. Walk towards the staircase. There's 8 big 
cracked wall doing a small Beckell to your left. A 
frame at th end of the by the main-door is catching 
your allention. You may wan 1 to have 8 I k. Then 
again. The staircase. Now there's a. lets go upstairs. 

~-0... ............. - .• - 1.-.d J,.wod._ ·-----·"' 
... - .... ~-- hc:renft~·.ct... .... ~-""'do .......... 
_, .... _ ........ Thii'IVO"Jd~ .......... 
"-11 Send t-d-.,. 
,,

1
: 'lttote ...... A<119.Moo;>e~GI-~b~. _...,.~ ... ,.CUIICIII"""" 

' Yoa"w.~ ........... ~ e...,-;ti\OII ~ ..... -.. W.•-·--r 
1 
r Mul..,-. ... b '- ... ~r~~ 1--s~~ ,_.,...,.._,.....,..,..,., , 

I r Slo---.Z•dalhdon-.,.....,..,._ 
f i IUUI((tiCOliiiHOIISTDIMYIIIIIf ... Cfii!CIIIUIIIIIIIOUTOniiiiiiOUPl«C8ACCR0UHD 

I lljl!l 

I I I I I I I I I I I Ornolfv,.o 

to performance, but is the sense of texture, WO\'en 
into the bed oft he work as site, as location from 
which dreaming may occur. Writing is embedded in 
the poetic silences that arc at the centre of Tall Ships 

-a suspended writing that communicates the 
intensity of a text whose poetic nucleus is silent_ 

The silence that permeates the installation (in 

eontrastto many other ofGary Hill's installations, 
which include sound) renders eloquent the indi­

\'idual interactions between spectator and the 
ghostly projections that fill the long darkened 

corridor which frames the experience. It is an 

essentially theatrical experience in so far as it 
conjures apparent presence from absence. The text 

as such is nowhere revealed -the installation is an 
intense experience which whilst using some of the 

spatial conventions of theatre does not allow for a 
collective reading of the images but for an indi­
vidual one. The spectator is drawn into a network 

of intcrtcxtuality: drawing on the history of similar 

interactions with familiar people as a series of 
behavioural texts; drawing on the virtual dialogues 

that seem to take place with each of the sixteen 

people that inhabit the corridor. 
The renunciation of the 'theatrical superstition 

of the text and the dictatorship of the writer' that 
Artaud promised in The Theatre and Its Double has 

in a sense been replaced by the rethinking of 

writing not only as phonetic speech, but as itself a 
material element within post-classical performance. 

For Dcrrida ' it is less a question of constructing a 

mute stage than of constructing a stage whose 
clamor has not yet been pacified into words' (1978: 
240). Tall Ships finds precisely the speech before 
words which has not been separated by the logic of 

representation. The silences of the installation arc 
not mute but eloquent in the interactions that 

happen between the spectator and the projection of 
'ourselves' that occurs. 

lly contrast Carolinc llcrgvall's performance 
installation Eclat- which means, as it moves between 

languages, both 'dazzling effect' and 'a burst of 
shrapnel'- constructs a clamorous stage, where 

writing and text arc continually present as sound and 
as ,·isual sign. The work loosens the relationship of 
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text to space, allowing a text which is literally carried 

in the ~ars of each individual to invoke the absent 

performer as much.as it invokes and demands a 

constant rereading of the spacc:of perfnrm:mce. 

Unlike Tn/1 Ship.<, which. is installed and focused.in 

the limnal and minimal.space of the gallery (and 

which rcsists•replicttiOiuhrough other media), the 

writing of J:dat (like shrapnel) is dispersed as teXt in 

a number of linked forms: as a series of graphic texts 

within a 23-minute performance in a domestic and 

suburban house in London (the Institution of Rot); 

as a sound tape that is played for each interactive 

performer. in which the writings form a 'guided 

tour' of the actual.and•imaginary spaces of the 

house; and as a text for the page which evokes ideas 

of migration between.the various 'surfaces' on 

which writing can take place. The 'surfaces' arc 

both ephemeral (the speaking voice of the writer, 

the performance duration of the domestic spaces 

where the performance took place last May) or 

erasable (the magnetic audiotapc of the voice, the 

computer disk on which the text was written) and 

prcscn·ed (the pages shown here on which the per­

formance is reanimated through reading). Both on 

the page and in the 'live' performance of the text, 

the work keeps ironically pointing to the frequent 

ruptures between the play of illusory spatiality in 

the text, and the 

reading and conse­

quent perception of 

the actual space of 

performance. • 

These two brief 

examples of writing at 

• For a version of Ecl•l 'for tht P.age' 

SH Ptdtlrmln£t RtUirch U31, 'On 

Illusion' (19'961: 70-1. A third and 
edended vtrsion of Clraline Bergvill's 
Eel• I luls bun Published in book form 
(1'9'961 br trls thuk at Lowutoft, 
UK: Sound & langul9f,ISBN 1899 
100 06 7. 

the extremes of performance when seen from the 

perspective of theatre, point towards new ways of 

utilizing and thinking how text might operate within 

theatre and the more general relationship between 

writing, text and performance. By.dcstabilizing and 

displacing our assumptions about the role of writing 

and the texts that writing produces; by extending the 

range of what we include as theatre writings or as 

performance writings, we encourage theatre to open 

up the possibilities oft he intcrtextual and the inter­

suhjc.:ctin .. · and open new, unseen, fi1rgo11Cn, ,-cilcd, 

hidden readings from the interpb,- of tesrs at it.' 

dispos;tl. 

The pcrform:1ncc of \\Tiling, the texture and 

m;ltcr~;Jiiry of writing, irs contemporary migrations 

across surf3ccs, across na:dia, however it is 'placed' 

within, beside, underne;lth the perfc>rrnance work 

as a whole, this is a central considcr:Hion in the 

dc,·clopment of any new performance and dra­

nuturgic strategies. The rccognitiou of \\Titing n01 

simply as an a prion of theatre, the means 9f prc­

scn·ing the hidden. text of performance, but as a 

present and equi,·alcnt dynamic may further open 

up the possibilities of theatre. 
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"Dance, Writing and 
Unsettled bodies" 
lntervju med Ric Allsopp 

Torill Braaten 

Teatret har etter nasjonsbyggingen i stor grad ivaretatt tradi­
sjonen hvor kunsten er auto nom og skjermet. I den grad det tar 
opp samfunnsproblemer, som incest og void og slike ting, er det 
som noe so m angar den enkelte og enkeltmennesker i mellom. 
Performance art og performance relaterte forestillinger har i 
st1me grad befattet seg med samfunnsinstitusjonene og sa m­
funnel som system. De samme tendensene kan vi se inn en 
dans. Nar dans ikke lenger forholder seg ene og ale ne til sin 
egen tradisjon, hvilke strategier kan man da bruke for a de fi-
n ere samtidens dans? Hvilke kompositoriske og estetiske kilder 
benytter dagens koreografer og skapere av dans seg av? 

Du nevucr dru Jrauskrforfallrrcu Maurirc Blau­
rlrot; hans kommcntar at in.~cruirr.~ kau viscs 
uten sprak, og at "skrifi forutgilr ctlrvert frrro­
men ". user du Blamhot~ kommenrar som er 

Jorsok pa a viderefore og Jomye en rttl kunsr­
nerisk tradiljon, e/lcr tr der er angrep pa rradi­
sjonen? 
Mange av de sentrale aktorene innen kunst 
og filosofi i det tyvende arhundre har vzn 
politisk aktive eller hatt et politisk engasje­
ment. Men deres filosofiske eller kunstne­
riske arbeider er blitt lukket inne i et eget 
system for a holde kunsten ren. 

Jeg er ikke sa kjent med Blanchots bio­
grafi. Vanligvis er det bare skrevet - Blan­
chot, forfatter og kritiker, fodt i 1907, hans 
liv er i sin helhet viet litteraturen og til den 
stillhet so m er dens szrpreg. Hva han sier, er 

at det er umulig 5 oppn3 stillhct, men han 
forhulder seg likcvcl til bc:gj;cn:t cttcr still­
heten. Og ogsa problemet med inskrip­
sjonen. I det perspektivet ser jeg leti~gen 
etter form. Danseren innskriver rommet, 
men i samme oyeblikk som inskripsjonen 
skjer, er den ogsa borte. Men begjzret er 
der selvfolgelig etter a bevare denne in­
skripsjonen som idealisen dans. 

Jeg har brukt utsagnet i forhold til arbei­
der av blant annet William Forsythe, som 
helt klan kan settes inn i et historisk per­
spektiv, som sporer denne interessen i van­
skelighetene med dans som en type inskrip­
sjon. 

Meg Stuans samarbeid mcd Gary Hill 
befatter seg ogsa med begja:ret etter a holde 
noe fast og sanuidig det umulige i det. Be-
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gjxrct cttcr innskriften som et kjennctcgn 
for dct spcsifikt historiske dlcr individudle 
cllcr hva dct na m!itte v..:rc. Og dct proble­
matiskc mcd dcuc eller det umulige. En kan 
spore denne interessen till>akc 1il Incidental 
Catastrot>llf, en video bascrt pa 11ramas de 
Ol•swrc av 131anchot, om en mann som blir 
l>csatt av spriket, av lesning. Forholdet mcl­
lom ordc1, det Ulle og kroppen. 

I videocn Jigger Gary 1-lill nakcn pa en 
strand og han l>lir s.1 skyllet i lond, inn p:l et 
bad hvor l>oksidcnc er projisert opp p:l vcg­
gcn. I vidcocn Splarrd Mind 0111 ''skriver" 
Mcg Stuart ord pi ryggen mcd sin vcnstrc 
hind. Dctte blir uu opp pi video og vist pa 
vcggcn hak. !mens kommer del en annen 
danst:r, aklor inn p~ scencn og IOrsvinner i 
skjcrmen pi en mite som jeg ikke er hd1 
sikkcr pj hmrdan de har Jalt til. 1-lun kom­
mer al!Sa inn i skjermen og si forsvinncr 
hun l>arc. Si her har vi hde problenmikken 
mcd undersokelsen av inskripsjoncn i form 
av a cuerla1c Cl spor pi en overtlate og pi en 
skjerm og bcstcmmelsen av en overtlate 
hvor inskripsjonen kan forega. Ogsa det 
prol>lcma1iske mdlom begja:ret eucr uus­
het og umuligheten i a ra tilfredsstilt dette 
begj..:ret. 

Del er kauskje umulig d oppnd still1ret, enten 
man ser det som et sluttprmkt cl/er uoe man 1111-

sku a jobbe ut Jra. Men jeg har oppfottet Meg 
Stuarts arbeider slik at /um arbeider i ruinene, 
a/le posisjouer er knust.lkke bare posisjanen til 
hatleriuaeu, meu ogsd posisjo11e11 til betrakteren. 
Dct blir eu slags omwndt minimalisme. Men 
lum karutntrrcr ikke 11ye posisjoner i dissc rui­
rwrc, lum forlroldcr seg tilfdtct og uudtrsoker Jet 
gjermom kr••ppcus bevcgdser. 
Ja, det er ogs!i pa denne miten jeg bruker 
termen "ecology".Ikke som en leting etter 
det essensieUe eUer noe universieh, en til­
bakevenden til "det rene". Jeg anvender det 
heller ikke i retning av "green-peace" direk­
te poli1iske aksjoner. I England skjer det 
interessame ting mellom performance og 
"ecology", meUom kunstneriske arbeider 

·, 

og dircktc aksjoner, stratcgicr for a moiSI.l 
del som blir bcncvnt som inngripen pi 
demokraticts vegne p5 fellcs grunn, slik som 
bygging av broer, !Unneler. 

Min andrc store inspirasjonskilde er 
amcrikaneren Charles Olsson, dikter og 
skribent. 1-lan ledct Black Mounuin Col­
lege i perioden da Rauschenberg var stu­
dent og Cunningham underviste dcr. Cage 
var ogsa innom der 

en tid. Olsson sa mar- what we do not know of ourselves/ 
beidct Mde med 

Cunningham og of who they are who lie/ 
andre danscrc og jeg 
tror ogsi han sam- coiled or unflown/ 
arbeidct tysisk i noen 

av det en i ettertid in the marrow of the bone/ 
kan kallc happenings 

som blc arrangcrt vcd lllack Mountain 
under sommcrskolcne i 1949 og 1950. 
Aksjoner hvor Cage og Rauschenberg vu 
involvert, sammen med Cunningham, Ols­
son og and re dikterc, som Robert Duncan. 
Olsson utviklet det han kalte for "field 
composition" eller "projecting verse" og 
han var en av de fnrste til ;i bruke en slags 
ide om det posunoderne, rund1 1950, s.1 
dette er lenge f0r de lleste andre begynte a 
tenke pi denne type anliggender eUer pa 
denne tilstanden. Han bruker begrepet bide 11 
som en ide om en periode etter det 
moderne, men ogs5 
som en ide om hvor- And the boat) 
dan de ulike elemen-

tene innen et felt how he swerves it to avoid the 
forholder seg til 
hverandre, pi en yelping rocks/ 
mate som er ganske 

paraUeU til det en where the tidal river rushes 
kan kalle Cage's este-
tikk. Han har en slags sirkul..:r forstielse av 
var konseptualisering av verden og vart 
behov for a representere denne som er 
basert pa forstielse, ikke bare en konseptueU 
forstielse, men gjennom hvordan vi er i 
verden, med Merleau-Ponty's ord "our 
being in the world". 
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or to find in a night who it is 

Dcuuc tcukuiugcu har hall dwells in lhal wood where iasjoner fu dcttc I.Jestcnnc 
punktct Gloster. Om hans n­
bcidc SOIII kunstncr virkclig 
lyktcs vet jcg ikkc, men ham 
idCcr er intercssantc. Og de h:u 

hJtt stor innnytclsc pi visse 
omr5dcr. lnncn pocsicn sdv­
fnlgclig, men og;a sum vilk;r 
fill stratcgier for hvordan e11 
kan tcnkc inncn sccud.:un5t. 
Emb mer i dog, hvor vi h,r ,; 
myc tilgjcngclig, hvordon bn 
vi hringc lll:ltcri:tlct s.1mmcn 
utcn :\ g:i tiii>Jke til nocn uni­
vcrscll cllcr esscmicll forst.iclse, 
Ellcr pi den Jnncn side fi•ruin­
dclscr so m oppst.ir 1ndlnm tiug 

piJ'5ert inncn en ranune. Ols­
son forsaker :i finne foruindcl-

stor hctydning for miu cget 

orbcidc; cu komposiyou sou• shapes hide/ 
er 5p~..·u, .. fidd cnnlposition", 5 
prnvc og b~vcgc scg ut av c:n who is this woman or this man 
tilna:rming hvor tcori o~ 

praksis, pali.1rm:mce og t<'Jtcr, whose face we give name 10. 

hJir Sl.'U p5 SOIIl lliOtSC(IIingcr. 

Jq~ har fmsukt :i I.Jcvcgc meg whose shoulder/ 
ut i <'t mn :ipcut fdt, <Oil I ikkc 
lure h,·st:ir av tcukuiug. Jucn we bile. what landscape/ 
h.·nkning 0111 pr.1ksiscr ng jcg 

h:rr u;..":i uuskt:t 5 iuvolvcrc figures ride small horses over. 
nu.:g i pr;tksis. Olsson var den 

sum hq..,')'lllc :i brtlcgge dct v.-hal bloody slumps/ 
tl"rritoril't for me~. f-lans 

Mnxiuru.< g,,.,,, hor hdt kbrc lhese dogs have. how !hey !ear 
iuspirasjonskildcr. Men Olsson 
har cu I.Jickcrc visjou bu en si lhe golden cloak/ 
l'llll Ezr:t Pound, som c:r t!ll av 
dis.'c "fi:drenc" som hon omtaler dem som 
sdv. Olsson mcner Pound mislyktes i sitt 
li.nsuk p:i :1 huldc tin~: SJnunen. Men Pound 
s:'i forL'"tt p:i den wstlige sivilisayonen som 
en mulighet, ikkc p:i S.1lllme m~tc som T.S. 
Eliot gjorde vcd :i vende tiii.J•kc til visse 
verdicr, men som en mulighet for 5 l10lde 
dt•t hdc s.:unmen. Olsson, p:i grunn av det 
som skjedde fra I ';133 og fremover, ser den 
vcstligc sivilisasjon, hele dette prosjektet fra 
grekerne 3V, som noe h•n omuler som "the 
junk of history". P:i liknende m:ite som 
Waiter Benj•min, "the rubbish h•s been 
I.Jiown ". Sa h•n begynner derfor :i tenke pi 
hvordan vi bn forholde oss til denne 
vcrdcn n:ir dct ikke finnes noen konstruk­
sjoner :i forholdc seg til lenger. Hvilke 
stratcgicr er det mulig :i bringe inn, som 
kan h• noen verdi? Sa lun beveger seg inn i 
"field composition", noe so m er et forsok 
pa :i bringe s•mmen forskjellige typer scoff, 
historisk, ukeologisk, ut fu h•vnebyen 
Gloster i Mass•chusetts, hvor h•n bodde. 
Han s.5 pa Gloster so111 en inng•ngspon for 
en mengde med idcer, ikke bne fu det sek­
stende arhundrede, men ogsi fu vikingene 
og tidligerc. H•n byggcr opp et felt •v assos-

Ser pi en mate SOIII bn minne 
om Pounds ari.Jeide, men som er noe han 
har funnel i den pre-sokutiske filosofien. 
Han har innucrt min mate i tenke p:\, men 
Ob~ hvordan jeg omker a presenterc StofTet; 
hvordan jcg legger ut m•teri•let. Jeg synes 
dct er intCR"SSJnt :\ tenke p:\ historien pi 
den maten han gjor. H•n sier 'junk of 
history", men i virkeligheten lur h•n brukt 
enormt mye tid pa a sjekke den opp! lgjen 
er det sn•kk om en inskripsjon, det er en 
oppfattelse av hva som har foreg:ltt som be­
vnes i inskripsjonen. Det forsvinner ikke 
bare pa grunn av en holdning som er her­
skende i sa111tiden. Det finnes f•ktisk der og 
det er viktig a gjore bruk av det. Det finnes 
ikke lenger et linea:rt syn pa historien, men 
det er absolutt noe som finnes rundt oss pa 
den maten •t en kan plukke opp og bruke 
hva en vil. Raimund Hoghe's forestillinger 
er et godt eksempel hvor h•n trekker 
forbindelser til historien og til de 
3rgumenter som Jigger der. 

Drc blir et skific fra avamgardtbevcgelwr som 
blir arrcacc d v"'re i frorrl av err lirre"'r urviklirrg cif 
krmstrrcrr som terrker korrtcksc. Merr drr er ogsti 
kommct inrr ec skific i l1va sorn kreves av prtb· 
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lilwm. l~ni1111111d Hogllc :, _{<lfrstilliug luw lwu la 
stor vckt pii dct ritucllc, meu ogsd dcnuc l.:ou­
traslell mcllom dru lu·iulwrdc virl.:cl~f!hctcrr som 

blc prcsrlllcrl i tclmuwtcrinlct ~~ dcu11c J.:,ali­
tctcu, som lum sclv IJ£•ucr•ucr dct, i sfa.~::cmc a11 

Doris Day, Mnrlcuc Dirtrid1 o.~ audrr 50111 /.:om­
mer som pcrlrr pd c11 nu•r ~~jcmumr .~m·stilfiu,~:.crr. 

Jcg tcn/.:cr ogsa J>n forrstillirtj!CII so111 Zcr0 

Visibility vistr.flrrc stcdrr i No~~c; cxrq•t tl1at I 
would like to lrr rid o( it, lll'or pulrlikum il:kc knu 
sitte l!~ Vl"~f.!l' .fttl:us, mcu Mir dmdd ;,, ~"!\' ut 01' 

Jorcstilliu.~m. En mn lrsc m• fir re /11_~ smutidi.~ ~~ 
dctlrlir mer dct m kmr /.:nllr cl mulrirllt_fi•rlr<•ld. 
Jcg synes det er intcress.1nt hvordan Mer­
leau-Ponty g:\r inn i den transcendcntale 
fenomcnologi~n. i dl'nnc idCcn om at en 
kan ga tilbake til en sla~" umiddclbar over­
fort kommunikasjon mellom tilskun og det 
so111 skal oppfattes, ogjeg mencr han foran­
drer dette i noen grad. Han jafser n:-er111est 
inn i dette og driver dd hele mer i retning 
av det dynamiske og det interaktiw. Det in­
teraktive er vanskelig a snakkc 0111 na. Men 
diskusjonen 0111 tilstedev;,:rclsc er gjort mer 
kornpleks. 

En kan snakke orn dette ut fra begrepet 
om "the unsettled body". Hvordan kroppen 
blir fragl11enten i maten den blir distribuert 
pa, pa forskjellig vis. Pa en cller annen mate 
ma vi forholde oss til denne mangelen pa 
forstaelse for helhet cller sammenheng og 
hvordan dette henger sammen med ned­
brytelsen av perspektivet. I sterstedelen av 
den estctiske dansen, for a kategorisere det, 
er forholdet mellom utover og tilskuer 
utrolig tradisjonelt. Det er statisk, bygget pa 
en visuell konsmiksjon som har a gjore med 
utvik.lingen 3\' hele det tredimensjonale 
line;,:re perspektivet. Forholdet mellom til­
skueren og bildet er standard vertikalt, sa 
hvis vi ikke st~r og ser dans, kanskje vi skul­
le, he-he, er '~ fortsatt i det forholdet. Oet 
var ogsa grunnen til at jeg nevnte Rausch­
enberg. Hans ide om at det flate bildets spill 
ville odelegge dette forholdet. Det blir i 
steden en overflate som er et felt hvor du 
kan bringe inn flere ting og som kan bli sett 

fra en hvilken so111 helst reining. S.i urnid­
delban mi en tcnke pa hva SOI11 skjer nar en 
rokker vcd dct tradisjonelle bildct, d<n ,·cl­
kjentc og normative m.itcn a se p:i dam pa. 
Hva skjer n3r det forsvinncr' Hva du <1cr 
om tckno og ambi-
ent in£1uert sccne­

kunst hvor en ma in-
volverc seg pi alle 
andre ln3tcr cnn den 
rcnc visuellc , er kbrt 
en retning. Andre 
retningcr er de ting­
enc som Steve l'Jx-

"The Praises· 

10 dream lakes no effort/ 

10 think is easy/ 

to act is mor.e difficult/ 

ton gjor eller Judson but for a man to act afler 
Church og den type 
eksperimenter som he has taken thought. this!/ 
foregar der, hvor dis-
tink.~onen mellom is the most difficult thing of all. 
den sorn observerer 
og det so111 blir observer!, tilskuer og utm·er 
eller danser og ikke-danser, fullstendig ior­
svinner. Oer er faktisk ingenting a se, bne 
ting ;i erfare og du forholder deg til en 
aktivitet som det a ga eUer det a lofte. Sa pi 
en mate hva som blir viktig er ikke hvordan 
det blir konstruert innen en tradisjonell 
visuell ramme, men det blir helt enkelt fore­
slate som en aktivitet som har a gjore med 
vekt og tyngde og overraskende handlinger. 13 
Dette konstrueres ikke urfra et visuelt syns-
punkt, men det konstrueres utfra et fysisk 
punkt, en annen innfallsvinkel. 

Det er gjennom kroppen, for a folge 
Merleau-Ponty, at vi har opphold i verden, 
"our being in the world". Og det er ogs;l en 
gradvis forsuelse for kroppen som et sted 
for flere ulike typer av informasjon, flere 
subjektiviteter, flere tekster, flere slags rom. 
Selvfelgelig kan vi se posisjoner, vi kan se 
det statiske, men vi ser det pa en mite som 
tilherer fotografiet, en bevegelse tatt ut "'' 
en sammenheng. Sa for a forsra den posi­
sjonen, ma en se p:l den spesielle proses.en 
som Jigger bak og hvordan det er konstruert 
ut fra kroppen, kultureUe holdninger, tilhor­
ighet, det spesifikke som finnes rundt. En 
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kan ikkc o;c p.l di.o;;.o;;c foiholdt:nc som noc: ad­
~kilt lt:ll!!,t.'"r. Bildct som intcrc:sscrcr mcg. er 
dclllll' id;:cn mu en (?c.·rform;mcc solll noc 
konst:11u skiflCIH.Ic.-Dt:l er noc ikkc-ctJhlcrt 
son1 hn·cl!,Cr SC!!, i en kultur. Og dt:n bcvc­
gcr scg ikkc rundt som en lukkc:t boks, men 
ttior linker utad i a lie 'ine bcvcgclscr, i kul­
turcn. 

A1cu· it·J..:c .(1i "')'c' .(''"' c11 llltl/r('al..:.~;e~u lcu~I!'C, wl 
er tlc·J ma t'l _{i,r.(t'l..: j1,i 1! -~j,,rc II(IC i miiiCIIC'. Sli 
dct 1111111 j('r er b111 . .:t:fc' eH C'tl('( Cl/ fall,\! pcriCldC 

l1_11or ICiltrct lrar tall CIJ'Ii stmtc.l!icr Jra tW!rfor­
mallf«', IIM llli "J1Ciftlnt/al/,"t' .l;,,cMillillgcr. bcg)'lll a 
... l..:iclc tiltl'tllrct? 

Ja, jeg har nettopp vxn pj. en .konferanse i 
Hamburg hvor nenopp dene ble diskutert. 
lgjen ma jcg si noe om konteksten fordi 
de((e var et mote for et ne((verk bestiende 
av prim>:rt tyske, sveitsiske, og ostertikske 
performance kunstnere. Det foregikk i 
Hamburg, det var en ganske kontinental 
forsamling, den dden av Europa. Men 
diskusjonen gikk nl\·e pa distinksjonene 
mellom performance og teatralitet. Og det 
som ble vist var hclt fra det som absolu(( 
fornekter det teatralc, fordi det blir sett pa 
som en· innflytelse som forstener, altsa i tcld 
med Michael Frieds beromte essay, til det 
som absolutt undersokte ronmtet meUom 
det teatrale og performance art eUer hva det 
n:i matte v:ere. Og dette er veldig interessant 
i forhold til Paul McCartys arbeide, han 
arbeider hovedsaklig·med video n!i.Jeg har 
sett hans arbeider i Kobenhavn. Lousiana 
har ikke det en kan kalle .en samling; men 
llere enkeltverk, som alle omhandler mis­
bruk a\' barn. Sa ken jeg s:l pi Kampnagel 
hadde mer :l,gjore mcd kunsthistorien. Han 
ser tydeligvis p:l den so m junk so m han sa b­
Ier ned pi alle mulige mater, men han gjor 
det innen en hoyst teatral konstruksjon, 
Han bygger et sett med en rollefigur . .Oenne 
har store gummihansker, store orer, parykk 
og arbeider med' kunstobjekter som ,lerreter 
og pensler som alle erenorme. Si det er litt 
tegneserieaktig, men det blir virkelig 
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forstyrrcndc cttcr hvcrt. P.l den cue sidcn er 
dct en slags cool performance, IJJns arbeidc 
er lnnen :perfonnancc son1 ntcdium_ PJ 

SJilllliC tid er han til de grader teatral. 
Han sitter vcd bordct og bq~ynncr i 

stabbc en kniv ned mellom fingrenc, du 
kjenner sikkert til Marina Abramovic's per­
formance ·hvor hun gjor dcttc. 131odct 
spruter ut og dct er vcldig morsomt. Du Gr 
rcfcr.tnscnc. kunsthistoriske refer3nscr. 

action painting og tidligc pcrformancc an 

og dct er vddig undcrholdcndc fordi du 11r 
dis~e rcferanscnc i spill 1ned dcnnc tc:gnc­
seriefiguren. Men ettcr en stund bCf,')"nncr 
han med dcnnc store kjottkniven o~ hakkcr 
Ios. Og selvfolgelig pi grunn av dissc cn­
ormt tykke gummihanskenc, tar dct ar og 
dag. Men han bare fonse((er og mer og mer 
blod tyter ut. Han spiller virkelig, du vet at 
dette er en illusjon, men likevd blir det 
veldig plagsomt etter hven. Og folk gk Oet 
gir denne dype reaksjonen, enda du vet at 
han bare hakker Ios pi tykk gummi og at 
hanskene er fulle av tomat sa us eller hva det 
ni er. Men etter som tiden gh, forandrer 
dette bildet seg fra en slags parodi til at selvc 
aksjonen blir veldig forstyrrende i seg selv. 
Han er veldig 'interessant i ,maten han plas­
serer seg selv mellom teater og teatralitet og 
performance. 

Teater har pa en m:ite forsvunnet som 
noe ihteressant i England; det er ikke der 
ting skjer. Det som er interessant ut fra en 
konseptueU'synsvinkel, skjer innen ins'taUa­
sjonskunst, live art, og tidsbaserte arbeider. 
Men.som,du sier, deter en okende interesse 
for teatrale virkemidler. Dette skifter. Der er 
visse typer koder hvor det er absolutt umu­
lig 3 sn:ikke om teater p:l noen meningsfull 
mate og s:l· plutselig er det fullt mulig igjen. 
Jeg tror det er der vi befinner oss, enten i 
museet eUer som Rauschenberg foreslo, for­
flytter du deg konstant meUom meninger 
eller mellom konstruksjoner, mellom iden­
titeter og mellom representasjoner. Si disse 
•klisjeene som navigasjon f3r okende betyd­
ning som· strategier. Hvordan er du i stand 



til i navigcrc som kumtner e llcr som men­

ncske igjcnnom dct du har til!ticngchg' 
Grabber du simpchen tak i noe vclkjent 

og blir dcr e llcr fir1ncr du lllj lcr a IIJVigcrc 

pP Dct bringer oss igjen tilhakc til grck­
ernc, til Dionysos' styrnunn som sovncr og 

fallcr i sjecn. Og de kan ikke fin ne ham. slik 
at de Br lagt ham til hvile. Dette blir et intc­
ressant bilde pa noe som ikkc er lukkct, noc 

som ikke kan bli fort til sin cndc. Dcnnc 
sjelen blir en vandrcndc sjcl som komtant 

ma navigc rc scg sclv. 

Ri( Allsi'J'l' er C'll ' " ' rcda~'l<'r<'II C' m• tids­
skrifict Pcifi>r~llai/(C Rcscardt. Hall er tilk·II)'IIC't 

Dartinglo/1 Collr.er of Arts, Drr''''' <',~! &Mlfi'r 
Ncu' DatJCC' Dcvci<'JimCIIt, Amsterdam. F<>r 
tidcn Jorbcrcdcr lrn11 C'l Pcrfimllnii(C Writi11_.: 

Symposium (Utra lrt 1998) o,{! C'll kt''!(Cfiiii5C' 
mrd tcmaC't Ecology I PC'ifilfi/I(I/I(C Art 

(Tysklaud/Daumark 19981 1999) 

Tekstblokkene er tatt Jra Archaeologist of 
M orning (ADCs 2 og The Praises) av 

Clrarlcs 0/ssou. 

Scrategi sk M>rkedsforing 

Presse og lnform.1s; on 

Grafisk Design 

Musekommuniku jon 

D I TT ENES TE 
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PERFORMANCE WRITING 

Ric Allsopp 

T he relationship becween writing and performance-die uses and applica­
tions of various writing practices for performance within the historical 
classifications of theatre, music, poetry, literacure-has traditionally re­

solved itself in a variecy of convcncionalizcd (buc nm unproblcmatic) forms: rhc play 
tcxr, the libreno, rhe lyric, and so on. The scudy of rhcsc forms has unci I relatively 
recencly been divorced from the scudy of their performance: even conccmporary 
work on rhe marerialicy of writing deriving from dcconscrucrive philosophy and 
literary theory has largely confined irself eo the space of rhc page. Writerly work char 
extends beyond rhe page has found itself either marginalizcd or ignored in terms of 
its exploration of relations becwcen writing and performance. Yer ar the laner end of 
the rwcncieth cencury we are surrounded by examples and models of such wrirerly 
performance work. In short the conventionalized (and therefore ofren unques­
tioned) relations becween writing and performance arc proving increasingly inad­
equate as incerdisciplinary and cross-disciplinary am practices emerge in response 
10 rapidly shifting cultures. Whatever the ambivalenc indications of digital media, 
writing will certainly continue to develop as a technological medium, and as such, as 
performance-performance (in whatever form) will concinue ro be an increasingly 
complex inceraction of signifying systems. 

Since the mid-1990s rhe term "performance writing" has begun to have some 
currency in the area of experimental and contemporary performing arcs, whether 
referring to an emergenc field of practice or an emergent academic discipline. As the 
writer Caroline Bergvall has noted: 

Performance Writing explores relationships becween rexrual and texr-based 
work when developed in conjunction wirh other media and discourses. 
Performance \XIriting opens the investigation of formal and ideological 
scraregies which writers and arcisrs develop rexcually in response or in 
reaction eo their own rime and rheir own fields.' 

13mh theoretical interest in "writing" itself as a subjccr;1 irs placing as a disrincri,·c 
feature within modernise avanr-gardc practice;·' rhc increasingly cross-disciplinary 
and fragmemary condition of the arcs; and the pervasiveness of rhc terms of 
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"performance" as a means of reading diverse cultural practices, have provided a rich 
ground for the emergence of performance writing as a practice and as a way of 
framing practice. The term performance writing irsdf, while inevitably evolving inw 
yet another category thar refers to an increasingly fixed body of work, is-at least 
now-still an unstable and exploratory term that attempts ro hold in tension bmh 
writing and its performance, performance and irs writing. lr is a frame through 
which a range of writing and performance practices arc brought inro view-the 
rexualities of sonic, visual, graphic and movement performances; the performance of 
sonic, visual, graphic and movement texts. 

As a frame performance writing also provides a means for rethinking and under­
standing a range of arts and performance practices that have remained silent or mu re 
in the face of more traditional ways of looking and reading. Performance writing 
effectively both problematizes and widens the discourse that surrounds the textuality 
of contemporary arts practice and allows otherwise marginal and peripheral 
practices into the field of performance research. While the danger of any new 
discipline or new means of framing work is that the frame itself tends to impose 
restrictive limits and conventions on practices that were otherwise unimpeded; the 
benefit is its ability to map and link practices which are often unaware of each other 
and the new directions and initiatives which can emerge from such integration and 
framing. Performance writing is the continuing and transforming relationship 
between the two terms of its discourse, proposed both as boundary markers and as 
two terminal points in an open circuit across which the luminous arc of perform­
ance writings take form. 

The origins of performance writing must be placed within the broad historical 
context of writerly performance work within and across many disciplines and media. 
But it also has a more localized history and academic setting in relation to 
Oartington, a specialist arts college in Devon, England, where writing in relation to 
music, to theatre, and to the visual arts and performance, has in one way or another 
been a consistent and integral feature of its academic program since the mid-1970s 
with links back to the founding of the present Oartington Estate in 1925.4 For 
example, "writing for performance" was an essential specialism in the newly­
established theatre degree course (1976 onwards). It was not predicated primarily on 
ideas of playwriting or the literary study of playscripts or dramatic texts, but on the 
continuing question (and questioning) of the relationship of writing to perform­
ance work, particularly (at that time) on the uses of writing for performance thar 
emphasized the making of"physical, non-narrative and visual" experimental theatre 

. and "new dance" work, and its relarions ro wider social and politic contexts. 

The gradual departure of wriring (ar least in terms of experimemal theatre work in 
the U.K.) from rhe norms of playwriting and the forms of drama associated with 
convenrionaltheatre and rheatre spaces during the 1970s and 1980s, was reAecred in 
the cominuing and unresolvable debate around which preposition or connective 
would best characterize the relation between writing and performance: writing for 

ALLSOPI' I i'rrfonnnnct Writing • 77 

032 



performance, which began 10 suggcs1 a sense of wri1ing in 1hc service of perform­
ance, wriring ami performance, or wriring :1s performance. 

During 1hc I ')70s the t heatrc course at Da r1 i ng10n had looked ll:lck for i nspir:u ion 
10 the writcrly models and examples of work :11 Black Mountain College in Nonh 
Carolina. In I <J52, the poet and then dean of Black Moum:1in College, Ch:ulcs 
Olson, wrote a course description emidcd "The Act of Writing in the Comext of 
Post-Modern Man," which incidentally might not only have comained one of the 
earliest sustained usages of the term "post-modern," but also provided a marker from 
which an idea of performance writing could emerge. Olson wrore: 

The engagemem of each class ... is rhe search for a methodology by which 
each person in rhe class, by acrs of wriring and critique on m hers' acrs of 
writing, may more and more find the kincrics of experience disclosed-the 
kinerics of rhemselves as persons as well as of rhe stuff they have 10 work on, 
and by.~ 

There arc (at least) rwo key ideas here: (i) "acts of wriring" which clearly places 
writing as performarive, as engaged in physical process, which leads 10 (ii) a "kinerics 
of experience"-d1e literal "movcmem of material" or "performance of writing" rhat 
is found and materialized. As Olson saw it elsewhere: kinetics as a direct transfer of 
energy from "where the poet got it ... by way of the poem itself, all the way over to 
the reader. "6 The sense of the materiality of writing and the essemially performative 
quality of the materials of writing, Olson also describes as being "handled as a series 
of objects in field in such a way thar a series of tensions are made 10 hold, and to 

hold exactly inside the content and context of the poem which has formed irself, 
through the poer, and then, into being." 7 

Forry-five years later Olson's course outline still has a contemporary resonance to its 
vision and its "placing" of the act of writing. Its conceptual inheritor, performance 
writing is now only able to locate itself as parr of the atomization of literature, 
music, theatre, and so on. In that, of course it aligns itself "with the aesthetics of 
suspicion, disruption and reappraisal which have tO such a large extent determined 
the frame of mind of this century's effusion of experimentality."8 The first 
Performance Writing Symposium, an international gathering held at Darrington in 
1996, emphasized the material icy of writing and imroduced performance writing as 
it presented itself at rhar time: 

The field of performance writing defines wmrng in its widest sense as rhe 
invesrigation of the performance of language. By acknowledging that texrual events 
arc produced nO! only through a symactical and semantic exploration of language 
hut also rhrough the impact of its material rre:nmems, Performance Wriring is 
highlighting the grc:u divcrsiry of anistic and writcrly practices, bmh wirhin and 
muside established lirerary 1radirions, which rely on rhe use of rext and tex111al 
demems. Forms of theatre, of poetry, of insrallation an, of video an, of anim:uion, 
of sound works and hook works and electronic ans that shJrc and forward an intncst 
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in experimenting with language arts rhus become pan of one and rhc same dcb:ne. 

What is writing? where does ir rake place? become once again fundamcmal 

questions when aspects of sonic writing, of visual writing, of installed writing, of 

physical writing or even durational writing arc pr:u.:rices defined alongside rhe 

linguistic and the literary. If pen and paper arc still considered rhe abc of writing, irs 

full alphabet has long since exploded imo an array of surprising permmarions.'' 

If performance writing marks rhc terminal poims in herween which a field of work 

crackles and sparks into life, then this is nor primarily due 10 the framework, which 

only gives some shape and form to a diverse set of wrirerly practices rhar are now 

performing both on and beyond rhe page in wide range of media and for an 

increasingly wide audience. The technologies of writing and performance as 

communicative systems point towards rhe performativity of rhe text: writing as it 

performs itself within its own terms, wirhin irs own field. As Patricc Pavis has nored, 

it is the interaction of signifying systems within performance, and not their history, 

that is offered to the spectator and that produces meaning. 10 The term performance 

writing brings into focus that imeractivity, the transformative play of text as 

performance. 

NOTES 

I. Carolinc: lkrgvall, Key Note Paper for Performance Writing Symposium, Danington, 
U.K., 1996. 

2. Heralded by Marshall Mcluhan in the early 1960s and approached from philosophi­
cal Oacques Derrida), structural (Roland Banhes), cultural (Waiter On g), feminist (Helene 
Cixous), and technological (Mcluhan) pc:rspectivc:s. 

3. For example, in rhe work of Marcd Duchamp, Anronin Anaud, Gerrrude Stein. 

4. Dartingron was founded as a utopian community for rural regeneration and rhe 
promotion of the arrs by rhe American heiress Dororhy Elmhirsr and her husband Leonard 
Elmhirst in 1925. 

5. Charles Olson, "The Act of Writing in rhe Conrc:xt of Post-Modc:rn Man" ( 1952) in 
Ouon: Tht journal oftht Charltl Ouon Arrl>iWJ, ed. George Bunerick (Univ. of Connecricm 
Press), No. 2 Autumn 1974, p. 28. 

6. Charles Olson, "Projective: Verse" (1950) in ~luud WritingJ, ed. R. Creeley (New 
Directions, 1966). 

7. Ibid. 

8. Bergvall, op. cir. 

9. The Symposium was co-orga~ized by Ric Allsopp, writer, and Caroline Bcrgvall, 
present Subject Director of the Performance Wri1ing degree course at Daning1on College of 
Ans. 

10. See Paformnnrt uxll, eds. Michaellssacl13rofT aolll Robin Jones (Univ. of l'ennsylva· 

nia Press, I ?98), p. 86. 
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'IIIE THEE COMPANIES TIIAT I W ISH TO 

HEFEH TO IN T illS PAPER TAKE S UCH 

DIFFERENT APPROACHES TO TilE PROilLEMS 

OF PRESENCE AND REPRESENTATION AND 

THEIR UTILISATION OF TIME, SPACE, DODY, 

ODJECT, TEXT- THAT IT IS Dif-FICULT FOR 

ME TO PLACE THEM TOGETHER UNDE R A 

CATEGORY OF " ICONOCLASTIC THEATRE". 

I AM INTERESTED IN THE RELATIONS 

BETWEEN PRESENCE AND 

RE PRESENTATION, BETWEEN PERIPHERY 

AND CENTRE, BETWEEN BODY AND 

ENVIRONMENT 

BAK·lrup111~n Good (;norll'ery Coucl 

' 
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RIC ALLSOPP 

On Immobility 

TRAM TRACK 1: 

I am sitting at a table in the cafe of the newly completed Tanzhaus in Diisseldorf. 
It is raining. I am sitting parallel to the large glass front wall of the building which 
looks out onto a courtyard bounded by iron gates and railings. The Tanzhaus 
occupies what used to be the central tram depot in Diisseldorf. The tram tracks, 
which enter the courtyard through the gates and fan out into single tracks each 
with its own separate entrance to the depot, now disappear under the floor of the 
new art space, stopped in their tracks. The friend with whom I sit remarks that 
it is only ever one two ideas that really alter things for the individual, that open 
up new landscapes; the rest disappear without trace. Outside in the rain men and 
women wait surrounded with bags of cheap consumer goods for the coaches that 
will take them back trough the slow hours and days to the cast. to the margins 
and peripheries or Europe. 

ICONOClASM: 

The tree companies that I wish to refer to in this paper - BAK-truppen. Societas 
l!aiTaello Sanzio, and Goat Island - take such diiTerent approaches to the prob­
lems of presence and representation and their utilisation of time, space, body, 
object. text- that it is difficult for me to place them together under a category of 
"iconoclastic theatre". I am interested in the relations between presence and rep­
resentation, between periphery and centre!. be tween body and environment. I am 
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not so intcn:sl!!d in whether the thea tre work that has been brought toge the r tu 
form the Iconoclastic season of work is e ither "iconoclas tic" in the sense of 
"destroyi ng images" or is "a new phenomenon or force in theatre". In many ways 
the work seems to reinforce the idea of image in its exploration of the reprcscn­
ta tion:ll conditions of theatre. Nor am I so interested in wha t seems to me to be 
a partial and rcduclivc division of theatre maki ng in to categor ies of ··main· 
s tream" and "post mains tream"· categories which a ll too eas ily re Occt a geogra­
phy of performa nce determined by a network of producers a nd producing 
ve nues. 

I sec the terms of presence and representa tion, periphery a nd centre, body and 
environment (which lie at the heart of questions concerning theatre and pe r· 
forma nce) no longer in opposition to each other but as describing a dyna mic and 
Ouid fie ld of practice and enq uiry that reOects the uns table, unsettled, dis persed. 
contingent and problematic cultural conditions that typify a post-industr ia l, pos t· 
modern sens ibili ty · a sensibility which is no longer located in the urba n centres 
of Europe and America but that is becoming increasingly globalised. 

Iconoclasm unders tood as the destruction of images · a des truc tion that hopes to 
bring a bout radical change · is no longer a possibility under these conditions ·or 
where it is, it operates at a level of detail and spccificity that is more or less in vis· 
iblc to the general view. As Uaudrillard has pointed out, art has already disap· 
pcared as a symbolic pact: "the capacity of art to negate reality. to set up an 
'other scene' in oppos ition to reality where things obey a higher set of rules, is 
gone" (1994 :14). There is now only the possibility of se tting up te mporary zones 
of consensus (as Edgar Jager has proposed in his polemic on "ambient theatre" 
(1997) · a t least that is, outside of mass media. The project of art is to take up 
the fragmented world and find its living connections not in an a ttempt to recon­
s truct ideological monuments • the art object or performance as "symbolic pact" 
· but to create a temporary zone of coherence. Such meeting places or temporary 
zones a rc essentia lly localised. sometimes mani festing within the bounda ries of 
the ins titutionalised art world , sometimes elsewhere. In this sense a marginal 
theatre exists. ll is not at the level of "theatre" though. but on the wider level of 
developments in new technologies. in cultura l or political alignments. that our 
vi ews of "the real", " the virtual", the meeting place ef images, of rcprcscnla· 
lio ns (the si tes of the body. of tP.xt. of performance) arc con frontP.d and tntns· 
formed . 

This marginal theatre, which partially inheri Lo; the aesthe tic traditions uf 1:x pe ri· 
me ntal theatre, is not predicated on a historicist view of theatre. nor on a 
n :gional or geographical view of pe ripheries or margins but on d ifference · the 
presence uf different voices and visions · as much within tlw contre as on tlw 
pe riplwries . lt is pred icated on qtu:stions that have had no prncedent within LIH! 
disciplirw. on cultural. poli tir;tl a nd t1:chnological pP. rc:e ptions that s hirt tlw dis · 
cussio n away rrom thl! 1'011 \'l'lltions of llll' disciplilll'. and loca l!! in idl!aS or 
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slippage. of defocusing, of distribu tion, o f refusal or resis tance; on a mo re pro­
found shift of values, of attitudes towards vis ua li ty, tex tuality. identity and 
embodimen t - in short on the recognition of diffe rence at a ll levels. 

Knut-Ovc Arntzc n has proposed an aesth e tics of equivalence where the e lements 
of theatre arc ma nifested in non-hie ra rchical re lations and where a "syste m of 
axes" focus the point of g ravity between eq uivalent e lements according to the 
particular circumsta nces of the theatre even t (1990:44-G). This equivalence 
extends to textual. visua l, physical s trategies. The relation between text and 
image in terms of dra maturgy is a lso equivalent: the operations used to develop 
text arc the operations used to develop image. The s tra tegies arc dccons truc tive 
- recognising the ideologies a nd assumptions tha t make up both text and image: 
the tcxtuality of images, the visuality of text. The dis tinction between hierarchi­
cal and non-hierarchical theatres tha t Knut-Ovc Arntzen proposes provides a 
means of understanding the difTerenccs between the work of HafTacllo Sanzio 
and Goat Island - both of whom work (over extended lime periods) to construct 
points of e ngagement with the zero condition of hie rarchical theatre - and of 
BAK- truppen whose equivalent and non-hie ra rchical dramaturgy would seem to 
approach the zero condition of theatre from an a ltogether more arbitrary and 
contingent direction. 

lleincr Mulle r noted that " theatre has to find its zero degree again and again" 
and in their difTe rences the three companies arc primarily concerned with an 
exploration of the basic conditions of theatre - representa tion. physicality, iden­
tity, presence. If "theatre" no longer holds as a means of adequately describing 
or categorising the type of performa nce work that is proposed by 13AK-truppen, 
Goat Isla nd and IlafTaello Sanzio - it is because "theatre" as a conventionalised 
means of seeing is no longer a dequate to the conditions of contemporary culture 
or to the aesthe tic explora tions that these margina l th eatre undertake. 

This is not itself a new thought. The "post-dramaturgy" . as Valcnlina Valentini 
has described it (1 998) of He iner Muller 's work already steps outside the bound­
aries of theatre (not into "a pos t-mainstream" but in to temporary and contingent 
zones of the performa tive). This margina l theatre s teps into a non-synthetic and 
non-resolvable dra maturgy where the conventional terms , ·isual. textual, somat­
ic. perceptual . s patia l arc not replaced by a se t o f equiva lent te rms. but by a 
reduced a nd contingent sense of a mbience. oscillation . inde te rminacy. ephemer­
ali ty. The elements of per formance move trough a non- hierarchical equivalence 
to co ll apse into s li ppage. resonance. virtua li ty. vulne ra bil ity. 

I sec on the one hand a "theatre" s hored up by the hollom1css of its own con­
\'t!ntions. shutting ou t the wo rld. creating a n "other seen!' ~ tha t ghos ts the real. 
n •nwm braru:l!, n'Jll!t ition. interpre tation. no longt!r a vision of possible wor lds 
l'or use: 1111 tlw other hand I Sl!l! a "theatm w hi l'h opens up a landsl' apP . a vision 
.. r possi blt· worlds . a ZII IHl or tl' lllJlOrary l'OIH'rt'IH'I'. Uo•lll l' lliS or both or these 
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views of theatre arc present in all three companies: the e thical dimens ions of 
Goat Isla nd , the equ ivah!nccs of U/\K-truppen , the immobility of lla ffacll o Sanzio. 

ll cincr MUller fell tha t "theatre (was) necessa ry wlwn history is s talled, be~:ausc 
it foresees that which is missing: a nd that which s hould be a imed towards: 
whereas revolution has no more need of theatre." Va lontini writes that: 

The dramaturgy of lleiner MUller mus t al ways be destabil ised, avo iding any 
type of tra it tha t could risk reducing it to a commercial formul a, changing 
continuously, refusing to develop the function of spokesman of the powers 
tha t be, that have traditionally manipulated the theatre by way of reconcilia­
tion of conOicts and s ublimation of rebellion. In order to contradict this edi­
fying role ( ... ) the writer must be capable of renewing the actual means of 
expression, capable of inventing new forms of writing for the stage. consis­
tent with a pressing, traumatic and contradictory reality.( 1998) 

Such a view of the "post-dramaturgical" role would seem to inform the work of 
marginal or temporary theatres which operate within contradictory realities 
where immobility provides both a condi tion for its presence, and a condition for 
its absence. 

IMMOBfLITY: 

The critic Jcan-Louis IJaudry has seen the immobility of the s pectator as an 
essential condition of both "cinematic pleasure" and cinematic illusion. lie has 
compared cinematic spectatorship to the prisoners in Plato's cave who chained 
and unable to move can only sec what is in front of them, "because their chains 
will not le t them turn their heads" (quoted in Wals h. 1997:40-45). IJy ana logy 
immobility is perhaps also an essential condition of a conventional theatre: that 
is the immobility of the audience/spectator particularly in relation to the creation 
of an illusionistic and formal theatre. Immobility has several aspects: the immo­
bility of the image (Raffacllo Sanzio propose the creation of a timeless theatre 
"walled in and immobile" - a • barricaded theatre" in which the immobility of 
representation as image allows exploration of the very conditions by which rep­
resentation and presence arc made possible); the immobility of the spectator 
which a llows the illusionary effect of theatre to take place and also becomes an 
essen tial condition of the act of theatre: the conventional immobility of the the­
atre space (from 17th century onwards), a nd its inability to ma intai n aesthe tic 
dis tance and coherence if this immobility is challenged . lt is pe rhaps interesting 
to note that as in forms of popu lar theatre s uch as vaudeville "duri ng the ' prim· 
iti ve' period (of cinema) the space of the film theatre and the screen space were 
clearly separated - with viewer free to interact. come and go, and maintain a psy­
chologica l distance from the image". (Wals h. 1997:40·45) . 
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lle iner Muller talks of ~the destruction of the prison that is socie ty. his tory and 
ideology" - the immobilising accretions of ideologies a nd conventions. In the sec­
ond act of llamlctmaschine. Ophelia declares ~ I will smash the ins trume nts of my 
imprisonment to pieces; the chair, the ta ble. the bed" - which arc not only read 
as primary icons and elements of the everyday, hu t also the primary objects 
which imagery (and therefore ideology) gathers around within the theatre. For 
example the extraordinary image of the electrilied bed in Amlcto. Iconoclasm 
suggests the possibility of breaking with form. of breaking therefore with that 
which is immobile, and of creating a theatre which takes on discontinuity, mobil­
ity and a play of equivalence. Both Goat Island and Raffaello Sanzio choose pre­
cisely an immobility of spectatorship, and an immobility of image circumscribed 
by the setting to investigate the conditions of for example physical impossibility, 
r epetition or endurance, or the autistic silence of the text and the physicality of 
the actor. 

In contrast to the cinema and the conventionalised theatre, interactive virtual 
realities establish a new relation between body of the viewer and the image. The 
spectator is no longer chained, immobilised, anaesthetised by the apparatus 
wh ich serves him or her ready made images: and where she now ~has to work, 
to speak, in order to see"; in these marginal theatres however, immobility 
remains an essen tial construct for unders tanding the conditions through which 
the image is made possible. 

BoDIES s. CoNDmONS: 

All three companies invite the spectator to address questions of the na ture and 
operation of representation and 'physical presence in the work - a further zero­
degree of theatre. In the introduction to The Connected Body? I wrote about the 
double s tatus of the body as both representation and presence. This idea locates 
two sta tes in an ambivalent and oscillating relationship - undecidable, and unre­
solvable. I think it is a useful construct with which to read the functions of body 
and image: 

The double status of the body in performance has become fundamental to its 
articulation in both modern ist and post-modern practice. The body partici­
pates as a focus of experiment: as an expe riential site - as presence, a dynam­
ic, moving, transforming and resistant body; and as a site of representation -
as reference, as object, as a complex of meanings. This oscillation of status 
resists any surety or lixity which might r educe the body in performance to 
either mere representation (the ~rencction of an existing proposition as 
thought it were as fact" as Alan Read has pu t it) or simple biological presence 
(a notion of a transparent and immanen t presen tness). The body in twenti­
eth century performance becomes an ambivalent si te which offers modalities 
of presence and re fere nce. of phys ical activity a nd image. (Ailsopp, 19'J(dJ). 
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Such a view proposes the unsC! tll ed or uns tabl e body and the unsntli C!d or uns ta ­
ble image a5 a condition of contemporary performanr.e and tlwatn~ work. T lw 
deco ns tructio n of th e image as a potential carrier of ideologies and the q uestions 
that s urro und the representationa l functions of thea tre and pe rformance a rc 1 
be lieve opened up by read in !-(s of the pe rformance body in re la tion to image 
which treat th ose e lements as both equ iva len t and inse pa rable. 

In Ha!Taello Sanzio 's Amleto the body of the performer is staged as the location 
of the pe rformance image. de te rmined as much by our presence as specta tors as 
by the scenic environment he fin ds himself within . The immobili ty of the image 
co nstruc ted on an equivalence of the text "to be AND not to be" sets up an oscil ­
la ting im passe between the actors physical prese nce (his a ttem pt to rea ch an 
impossible cla rity and tra nsparency of be ing) and hi s image or represen tation 
(his a ttempts to use la nguage to a rticulate his s itua tion). The image of the whole, 
mirrored in the body of the actor, is hcr mc tically scaled , literally playing with in 
the proscenium - establishing a n "othe r" illus ionary scene - tha t s ustains itself at 
a kind of zero-degree of representation. The image that is c reated by the dynam­
ic between body and scenic en vironment renders him mute. T here is an a na logy 
with the linkage of batteries - the flow of e lectricity be tween te rminals caus ing 
(c)motion, noise, explosions, the arcing be tween termina ls, heat. The body of 
lloratio can never achieve a purely transparen t presence - only a mediated pres­
ence inscribing a nd tracing itse lf within the "scene" tha t both fra mes it and 
immobilises it. The play of "to be AND not to be" - the play of graffiti on the wall 
- the cons tant s lippage between the present and the a bsent. T he whole "other 
scene" which is crea ted between presence and representa tio n is betrayed by 
"leakage": the leakages of the actor's body in piss. and excreme nt, the leakage of 
the voice in pa ra llel with the leakage of e lectricity. of explosions, of gunfi re - the 
"elect r ified " scene that de termines the dyn amic of the actor. We arc forced to 
watch the hc rmctically scaled box of the se t containing an a lmost scaled body; 
the scaled fluids of the batteries encased and immobilised - the now of fluids 
from the broken light bulbs. the leaky body, the cup board , the fingers tha t pro­
trude from the metal s lit in the metal "mother". The leaky body of l-loratio , the 
body "turned ins ide-out" reveals in its traces (wri ting, blood . urine, cxc:rcmcnt) 
the evidence of /lam/et as idea , as image. 

The impriso nme nt and immobility of the body t;tkes place on bo th conceptual a nd 
literal levels. We arc s ucked towards the mute space of the image - im mobil ised 
as viewers as l loratio is immobilised as acto r by the condi tion of theatre - ne illwr 
pn~st:ncc nor n :pn:scntation - a mute inscription ··wall ed-i n a nd imnwbi ln. t:tnr­
na l as illl inscr iption on a tom bs ton e" as Va lcnti ni has put it (I 'J'J7 : ~X ) - nrasr:d 
to a s ingle le lle r A which homophon ically reads as a n italicisr:d c;: to bt! . The lr:t­
tnr. thn literal. is both ht!!-(inning and endi ng irnlllohiliscd in the presn n t a nd 
impri ntnd on tlw hack or tl w actor by tlw an a rchic mar hint! or h is tlwatrt! lin king 
hi111 to his d t! tt!rmining and ··originary"" lt :xl. Tlw tlwa trt' or lla iTatdlo Sanzio chal ­
lto ngt!s lil<! prot:I 'SS or rt:pr<'SI' llt iltioll itsdf" !!\'(!ll tough it has to do SO through rt!p -
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rescntntio n. Philip Aus lander has s poken of th is as • ... an e lusive and fragile d is ­
course that is al ways forced to wal k a tightrope be tween w mplicily a nrl critiq ue" . 

In the theatre of Goal Is land we watch ourselves watching the irnagc-lluw of the 
performance space . Immobility is what we a rc pus lwd up agains t - the Memory 
Man in /low Dear to Me ... , the limits of endurance in ft"s S hifting flank as they 
perform the crawl or as Joc Ben lifts his head from the cubic fool of water for the 
ni nth time, as the impossibility of Tom bringing the boat nearer becomes the 
moment that oscilla tes been presence and absence, be tween presence and it's 
memory. lt is a theatre that cons tantly re-examines the moments of immobility 
be tween risk and control, which is constantly forc ing and us as complicil specta­
tors back those points of immobility trough which the moral and e thical dimen­
sions of our lives begin to open. In this sense I sec Goat Isla nd's work not as icon­
oclastic, not "breaking" images, but testing their resis tance (and thus political 
use) against the realities and values that de termine us. The resis tant (not but 
"leaky") body pushed toward the impossible movement, the dynamics of repeti­
tion and endurance , as the performer move through moments of rcprcscntalion, 
of characterisation . The repetition of the image - as the means of a "resis tant" 
theatre of the body- is touched upon in Matthew Goulish 's (con tinuing) series of 
"Microlectures". 

(A producer named Rollo wen t to sec It 's Shifting /lank) 
Hollo said: "What is the reason for all this r epetition?" 
And I said: "What repe tition?" 
(1997:95) 

The concern with repetition (with immobility in my sense) becomes an opening 
into the "other" the possibility of moving trough into another landscape, another 
way of unders ta nding the immobility and impossibility of our situation. A way 
charged with hope. In "fiepelition & Impossibility" Mathew Goulish writes that: 

... (10 we picture our Jives taking place on a calendar - a desk calendar. the 
kind with ono date on each page, and all the pages slacked up - if we picture 
each day of our lives taking place on the s urface of one of these pages - and 
we drill out a nd remove a core sample of this calenda r at any particular 
moment - for example, the momen t when ono wakes up in the morning and 
grts out of bed - then we lino up a ll these moments in a row - one could sec 
oneself in a ki nd of lilm, each frame of which s hows a different pic ture of one 
ge tt ing out of hed in the morning. In this way, one could say, "I am always 
waki ng up. I a m always getting out of bed. Every Li me it's diffe rent. This is my 
life." (11)97:98) 

Tlw slow and nwticulous process of image mak ing trough hricolage, through re p­
t•tition. trough t·opying and imitation lll'gins toopnn up into t!mhod imt•tll . or what 
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Carol llecker called in relation to their work . the "physica lity of id(~a s·· - finding 
a form to "accommodate the mess" . 

Accommodation - the hous ing of the image. the immobility nf the thr.n trc is what 
in many senses the theatre of lli\K-truppen resists in their (by comparison) s pon­
taneous compos itions in relation to given spaces. to given s tarLing points. For 
131\K-truppen s lop across the boundaries of expectation in dicta ting and gestur­
ing to the play of everyday life - the performalivily of the real. Or ra ther Bi\K­
truppon cvme closer to an "ambient theatre". to creating temporary zones of per­
forma nce, temporary shelters and accommodations. As has often been pointed 
ou t there is no attempt to seduce the audience into any kind of illusion - what you 
sec is what you get. and as such what we get is a another pe rs pective on immo­
bility - the zero degree of the space and time of the performance constantly 
brought into question. Edgar Jagcr in his polemic on "ambie nt thea tre" describes 
the impact of 131\K-truppcn "behaving as if there was no thea tre a nd no time 
span" (1997). questioning the relations hip between image space and audience. 

The theatre of 13AK-truppcn seems to me, in its use of a strategy of equivalence 
to come much closer to the notion of the derive- the drift and slippage of imagery 
that challenges our expectations and ideas of spcctatorship and immobility. of 
image and immobility, and in doing so maps a psychogeography of ambient per­
formance or amb ulant performa nce based around embodied and decentered 
subjectivities. 

Amelia Jones speaks of "the new experience of subjectivity as embodied rather 
than transcendental, as in process, as engaged with and contingent \\ith others 
in the world and as multiply identified rather than reducible to a single 'univer­
sal' image of the selr. (1998:197) Trough a s trategy of responding to the dynam­
ics of particular space /site/ circumstance 131\K-truppen approach the idea of an 
open and ambient theatre that sets up a temporary shelter or site within which 
an event can take place. 

What is the place of the text in these three theatres? llow does text operate? In 
the work of natraello Sanzio the originary text of 1/amlet has become mute: the 
possibilities of text as (say) dialogue. as a means of communication between the 
personae of the play. are shut down. Like the image of the battery, text is treat­
ed as a s tored, repressed nuid that leaks out of the body of the actor in s poradic 
monosyllabic utterance, or erupts in a violence of self-inscriptio n on the body of 
the actor and of the walls of the cell (battery?) that he inhabits: a graffiti which 
trough trans literation and grad ual eras ure reduces text to the primnry lette r "/\". 
Text pe rforms itself literally trough nowing onto those s paces a nd surfaces of the 
theatre where text is conventionally absent. The muted /autis tic body of the actor 
forces the text to reveal itself 011 rather than in the body, to appear ns the writ­
ing on the wall . the rema ins of a physica l action . 
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By con trast the multiple, prolific an <.! a ppropriated text of Goal Is land serve as 
collages of memory, identity, of fragme nta ry and fragmenting narratives. Text as 
utterance echoes the limits of physical endurance that the actors push their bod­
ies towards. The effect is of a textual fabric that supports a broadly narrative 
movement. which in turn forms a vocal coun terpoint to the physical imagery of 
the performance, and which slays within the conventions of a theatre text based 
on a montage of monologues. Textuality a nu physicality accompa ny and comple­
ment each other. This is again in contrast to the often random textua l utterances 
of 13/\K- truppen - often mediated trough physiologically altered voices - through 
for example the use of nitrous oxide, or electronic distortion or Jive mixes -cross­
ing languages. improvised and responding to the conditions of the temporary 
zones of performance that they have established. 

TRA."l TRACKS 11 

I am silting at table in the Neues Berliner Kunstverein - a gallery in Berlin. Later 
in the evening the table will become the site of a small performance that I will 
make for an audience of perhaps 80 people. I watch the interplay of indifference 
tha t takes place at the window. The framed, lit presence of Ulrich Lepka 
absorbed in his tireless, obsessive observation of the water droplets that fall into 
a iron dish partly filled with sand from a metal tap placed above the table at 
which he sits, the precise and graded markings he ma kes on the paper on the 
table in front of him. The indifference of the passers-by on the rainy pavement 
outside the window turning to glance at the figure at the table, the trams that rat­
tle past, faces lit inside by the yellowish gla re. 1\ young man passing on the pave­
ment s tops to watch. He stands for a while, drawn into the slow rhythms of the 
work, then raising his hand. he slides open the window and s teps trough the gap. 
The sounds and movements of the street rush in . 

1\cfc rences 

Allsop, 1\.& dcLahunta, S.(cds) (1996) The Connected Body? Amstcrdam:AIIK 

Arnlzen , Knul ·Ove (1 990) "A Vis ual Kind of Dramaturgy ... " in Small is llealllifu/, (ed.) C. 

Schumache r, Glasgow:TSP 

llaudrillard. Jean ( 1994) "Transaesthe tic" in The Tran sparency of Euil. Lond on: Versa 

Gou lish, l'ola tthew (1997) "l'ive l'ol icroleclures· in l'erformance Research, Vo1.1. no.3 "On Illus ion" 

Jager. Edgar (1997) "Ambient Thcatrc@temporary:lfor the nine ties/" in Dattun, Arnstcrdam:NTI 

J ones. Amelia ( 1998) llody Art: Performing the Subject, l'olinncapolis: University of Minnesota l'rcss 

Valcn titni , Valentina (1998) "The Post-Dramaturb'Y of llcincr ~IDll c r· . unpublis hed article 

Valentini , Va lc ntina ( 1997) "The Oresteia of the Societas llaiTa~llo Sanzio" in l't•rformance 
llesearch, Vol.2, no.3, "On llefugc· 

\Valsh . Jercmy {19<J7) "The Media-(tcd) l.andst·apt~ : lm ag•~ bcwrninll Corllt•xt" in kitsch. rw . l 4 
.. S,TC 4'1lS .. . 

046 



Acts of Writing - Ric Allsopp (July 2.000) Section 1: 'Location & Dislocation of Theatre' (2.ooo) 

(2000) 

'The Location and Dislocation of Theatre' 

Performance Research, 'Openings', Vol.s, No.1 

London : Routledge, pp.1-18 

ISBN o -415 -24102 -2 

047 



The Location and 
Dislocation of Theatre 

Ric Allsopp 

Representat ion reproduces the Other as the Same. Performance, insofar as it can be def1ned as represen· 

tat1on w1 thout reproduction, can be seen as a model for another representational economy, one in which the 

reproduction of the Other as thE: Same, is not assured. 

FRAMES 
In what fo llows I argue that it is necessary to look at 

and to reposition theatre not s imply within its con­

ventional framings but increasingly in terms of the 

contexts and locations in which it takes place. This 

suggests an expanded idea of how theatre as both 

process and representation operates within its con­

ventional boundaries (fixed space, closure, 

coherence, visuality) and beyond them. It also 

refers to an expanded idea of'theatre' as a hybrid 

form of performance that includes strategies 

informed by dance, installation work, time-based 

work, site-specific work and so on. It implies that 

the 'ethical' dimension of theatre is not entirely 

'contained' in its representations (as is suggested by 

conventional views of theatre) but lies within its 

processes and contexts. Theatre in this sense is not 

simply located as a representational system, but as a 

cultural catalyst. Whilst theatre will of course 

maintain its traditions and forms, it has also to be 

seen as a fl uid, interventionist medium. It is this 

shift in rethinking the possibilities of theatre that 

might loosen attitudes towards the place and 

importance of theatre that operates on the margins 

and peripheries of the cultural mainstream; theatre 

that confronts and interacts with localized rather 

than international, cultural and aesthetic agendas. 

(Phelan 1993: 3; quoted in Rogof f 1998: 130) 

The question of'how' theatre is ' looked at' or 

seen, rather than the question of ' " ·hat' is seen - the 

'what' that is selected or framed by producing 

networks and agencies- is a question usually left 

out, erased by the assumption that 'how' theatre and 

performance are seen is in the end ' up to the 

spectator'. It is a consideration that remains 

invisible, at least until such a moment when the 

theatre itself breaks through the barriers of assump­

tion and unspoken convention. It is perhaps inter­

esting to consider the question of'how' theatre is 

seen in the light of Foucault's definition of power: 'a 

net of relationships that weave through the entire 

social fabric like invisible mechanisms which disci­

pline and regulate the consciousness and the body 

of the individual by submitting them to a set of 

"truths" and norms' (Petersen 1997: 31). It is these 

power structures, these often invisible mechanisms, 

that constitute the 'truths' and ' norms' that 

constrain what theatre is or can be. It is the frames 

and conventions that are not questioned, the ways in 

which theatre is located and understood within sets 

of assumptions of what should constitute its bound­

aries, that arc the focus of this paper. 

In November 1998 1 was invited to present a 

paper for the ' Iconoclastic Theatre Symposium' at 

Chapter Arts in Cardiff, \Vales. 'Iconoclasm' - the 

Pe rformance Re\earch 51 11 . pp 1- 8 «> Ta yl or 8 Francos lld 2000 
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breaking of assum ptions and conventions ­

suggests that the question of ' huw' we sec theatre 

(in this case the 11·ork ofiJaktruppcn, Societas 

Raffacllo Sanzio, and G oa t Island) is in itself 

ccrnralto the work. \Vc cannot separate how the 

performance construc ts itself from the context 

within 11 hich it is located, o r from the networks 

th:Jt all ow its productio n. In Card iff I spoke about 

' the immobili ty' o f the theatre image, and the d ifii­

culty of 'breaking' a cul tural frame that is :~I ready 

fractured, and dislocated (sec Allsopp 1999: 84- 93). 

So far, then, there arc two dynamics: on the one 

hand, the tacit acceptance of a convent ional frame; 

the relative invisibility of the question ' how do we 

look?'; and on the other, the difficulty and 

cha llenge of looking, when art and its conventional 

cultu ra l fra mes arc d islocated and fractured. T his 

im plies the possibility of a continu ing shift from 

' looking' or ' viewing' to ' participating'. H ow do we 

participate in acts of thea tre that locate themselves 

in the public sphere without reducing or normaliz­

ing those acts to familiar and thus culturally undis­

turbing frames? 

• I am si/ling at a table in the cafe of the newly 

compleud Tanz haus in Diisseldorf It is raining. I am 

sitting parallel to the large glass front wall of the 

building which looks out onto a courtyard bounded by 

iron gates and railings. The Ta nz haus occupiu what 

used to be the central /ram depot in Diisseldorf The 

tram tracks, which enter the courty ard through the 

gates and fan out into single tracks each with its omn 

separa te entrance to the depot, now disappear under the 

floor of the nWJ art space, stopped in their tracks. The 

f rimd with whom I sit remarks that it is only ever one 

or two ideas that really alter things for the individual, 

that open up nem landscapes; the rest disappear 

mithout trace. Outside in the rain men aud 1110IIIW mail 

surrormded kY bags of cheap consumer goods for tire 

coadus tlrat mill take them back through tlrr sltnl' 

hours and days to tire east, to tlu margins and periph­

eries tif Europe. 

The tram tracks (once a t the heart of t he pu blic 

transport system in Dl.i sscldod) wh ich arc no11· 
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'disappeared' under the fl oor of the new art space 

invoke (for me at least) an image of the cult u ral and 

conceptual ' ins tit utiona lization ' of an and the 

ability of a culture to absorb and therefore effec­

ti vely erase the artwork 's abi lity to act as a cul tura l, 

social or political cata lyst. T he d isa ppea ri ng t racks 

a lso invoke an image of ru pt ure or d is location 

be tween the ' work ' of a rt as a cultural prac tice and 

the economy and context within which it chooses to 

locate itself. Its very d isloca tion marginalizes it in 

relation to the necessities of those people who wa it 

outside in the rain . It also raises the question of 

what constitutes 'centre' and ' periphery' and t he 

loca tion of theatre or an within that question . 

As Jean Baudrillard has pointed out, art has 

already disappeared as a sym bolic pact: ' the 

capacity of art to negate rea lity, to set up an "other 

scene" in opposit ion to reality where th ings obey a 

h igher set of rules, is gone' (IJaud ri llard 1994: 14). 

T here is now only the possibil ity of setting up 

temporary zones of consensus- at least, that is, 

outside of mass media - as Edgar Jagcr has 

suggested . If the project of art is to take up the 

fragmented world and find its living connections 

not in an attempt to reconstruct ideological 

monuments - the art object o r performance as 

'symbolic pace' - then it does so by creating a 

temporary zone of coherence. Such meeting places 

or temporary zones a re essentia lly localized, 

sometimes manifesting within the boundaries of t he 

insti tu tionalized art world, sometimes elsewhere. In 

this sense a marginal theatre exists. 

This marginal theatre, which partially inherits 

the aesthetic t radit ions of experimental theatre, is 

not predicated on a his toricist view of theatre, nor 

on a regional or geograph ical view of per ipheries o r 

margins, but on difference - t he presence of 

different voices and visions -as much wi thi n the 

centre as on the peripheries. It is predicated on 

questions that have had no precedent within the 

discipline, on cultural, political and technological 

perceptions that shift the d iscussion away from the 

conventions of the d iscipline, and locate it in ideas 

of slippage, o f dcfocusing, of d is tribution, o f refusal 

u r resistance; on a more profou nd shift of values 
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and attitudes towards visuality, textuality, identity 

and embodiment - in short on the recognition of 
difference at all le\'e ls. 

lleiner Mu ll er noted that ' theatre has to find its 

zero degree again and agai n' . If' thca tre' no longer 

holds as a means of adequately describing or cate­

gorizing the type of performance work that is 

proposed by Jan Fabre, OAK- truppen, Rafaello 

Sanzio, Desperate Optimists and others, it is 

because 'theatre' as a conventionalized means of 

seeing is no longer adequate to the conditions of 

contemporary cult ure or to the aesthetic explo­

rations that these marginal theatres undertake. 

This marginal theatre proposes an unresolvable 

dramaturgy where the conventional terms - visual, 

textual, somatic, perceptual, spatial - are not 

replaced by a set of equivalent terms, but by a 

reduced and contingent sense of ambience, oscilla­

tion, indeterminacy, ephemerality. 

On the one hand ' theatre' is shored up by the 

hollowness of its own conventions, shutting our the 

world, creating an 'other scene' that ghosts the real, 

remembrance, repetition, interpretation, no longer 

a vision of possible worlds for use; on the other 

hand ' theatre' opens up a landscape, a vision of 

possible worlds, a zone of temporary coherence. 

Heiner Muller felt that 'theatre [was) necessary 

when history is stalled, because it foresees that 

which is missing; and that which should be aimed 

towards; whereas revolution has no more need of 

theatre'. 

• I am sitting at a table in the Neues Buliner 

Kunstvtrein - a gallery in Berlin. Later in the roming 

the table will btcome the site of a small performance 

that I will make for an audiwce of perhaps 80 people. 

I watch the inttrplay of indiffirmu that takes place 

at the window. The framed, lit presence of Ulrich 

Lepka absorbed in his tireless, obsessive observation of 

the wattr droplets that f all into an iron dish partly 

filled with sand from a metal tap placed above the 

table at which he sits, the precise and graded markings 

he makes on the paper on the table in front of him. The 

indiffirmu of the pasurs-~y on the rainy pavemmt 

outside the mindom tu min.~ 111 glanu at tlu figure ut 

the table, the trams that rattle past, f a as lit ins1de by 

the yellonm h glare. A young man passwg on tlu 

pavt'mm t stops to match. /le stands for a while, dramn 

into thl' slom rhy thms of the mork, then raiSing Ius 

hand, lu slides opm the mindom and slt'ps through the 

gap. The sounds rw d movemm ts of tilt' stru t rush 111 . 

Earlier me watched Bon s N ieslony dressed in a 

g rl'y suit standing in the gap betJVtell a pillar and a 

mall. A string holdwg two clothes-pt'gs crosu s thl' gap 

just above his head. In front of him and to his left, 

some sheets of glass lean in a stack agaimt the wall. 

/le stands impassively fo r a mhife, then turning to a 

table behind him, he picks a photograph from a box 

and hangs it from the string in front of his face. The 

photograph that t iOW replaces hisfau and head is the 

first in a sequmct of life-siu black and white fo rmsic 

photographs taken in the early part of the cmtury 

which show the sometimes mutilated and disfigured 

f aces of victims of viofmce and disease - mm, women, 

chifdrm. in an extraordinarily disturbing and trans­

gressive sequwce of variations, the suiud male figure 

behind the 'face' anima les the persona that appears 

mith hand gestures, or with smaff objects produud 

from the pockets of his suit. We witness through the 

performatu e a11 array of our own tmotio11al responses 

which at evu y moment attempt to dwy themselves, 

which deeply chaffenge our cultural assumptions, a11d 

opm up the 'invisible mechanisms' of truths and 

nomu like a raw wound. After each action the photo­

graph is tom away from the stri11g and flung on tlu 

floor. The suittd man !tans over and takes a shu t of 

glass. H e takes a pen from his pocket, writts on tht 

glass, then places the glass agaimt the piffar to his 

right. After tlu fast photograph has bun flung on the 

floor, the suited man picks up the stack of glass and 

lifting it in frotll of his face, smashes it with his 

forehead. H e turns and leaves the space. The siftnct in 

the gaffery extmds out into the strut. Nobody moves. 

No thing passes outside. 

This moment of speechlessness, of trauma (' the 

suspension of language, the blocking of meaning' as 

Oarthes puts it) becomes a moment of 'first contact' 

- a transcultural space witnessed and opened up 

between the performance, the spectator and their 
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shared environment ; a space of humour and 

violence; a space that relocates performance n01 111 

context but as context. 

E OLOGY 
In his discussions of the s imultaneous prolifera­

tion and disappearance of art, Jean IJaudrillard 

compares art to a currency which may no lo nger 

be exchanged : ' it can on ly float, its onl y reference 

itself, impossible to convert into rea l value or 

wea lth' (13audrillard 1994: 15). He contrasts the 

apparent dematerializarion of art (as something of 

worth) with the materializa tion of aesthetics under 

an opera tional form . The idea of an ecology of 

performance is in many ways subject to such a 

view. Placing ecology in relation to performance 

does not in my terms seek to rediscover some 

essentialist view of the place of art in cu lture or 

some view of a holistic connectivity between art 

and nature where the terms 'art ' and ' nature' have 

some va lue beyond and above the complex 

interdependencies that make up the worlds we 

expen ence. 

To come to a definition: I understand 'ecology' 

as a set of interdependencies between conceptual, 

social and environmental factors; and I understand 

' performance' (as a time-based art) as an unstable 

clement or catalyst operating within an inclusive 

ecology which enables people to rethink or revision 

or remediate their relationships to each other and 

to the interdependent worlds that are constituted 

by these relations. The term 'inclusive ecology' is 

based on how the relationships between the 

elements that constitute an environment are ' in 

play', as opposed to a 'selective' ecology based on 

ideas of equilibrium/balance/sustainability. 

In his recent book Pu[orma11ce: A Criticalftllro­

duction Marvin Carlson speaks of the popularity of 

performance as a metaphor or analytical tool. The 

definition I have just given- performance as an 

unstable dynamic- refers to the act of perform­

ance, the performance object itself as a praxis (a 

complex of thought and action) . Carlson observes 

that there has been a ' major shift' from the 'what' 

of culture, to the 'how' of culture which considers: 
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... how this material is created. valorised and changed. 

lo how it lives and operates within lhc culiure. by ils 

actions. lis real meaning is now soughl rn us praxis. its 

performance .... [This] makc[s] it an oper:won of par· 

licular inlerest ala lime of widespre~d interest in 

cultural negotiations- how human palter ns of activity are 

reinforced or changed within a cullure and how they are 

adjusted when various different cultur es rntmcl. 

(Carlson 1997: 195) 

In other words and in my terms an ecology of per­

formance. Such a praxis moves out of traditional or 

conventional sites and rela tionships and sets up 

tempora ry sites of exchange and interaction, not 

only as sources of information, but as sites of 

formation and transformation - finding ways to 

alter habitual forms, to expose and question our 

place in the world, the place of an and performance 

as aesthetic strategy or as social action. T hese 

temporary sites of exchange recognize the 'ecology' 

of process without the closures often associated with 

conventional art. This is not just an referencing 

itself but emphasizing the contexts of artwork, and 

not just its commodity value as object (whether per­

formance object sculptural object/ textual object). 

T he sculptor Robert Morris has written 'Here is 

the issue stated so long ago by Duchamp: art 

making has to be based on terms othrr than those of 

the arbitrary, forma listic, tasteful arrangement of 

static forms'. This was a plea to let the world in on 

terms other than 'image depiction'. \\'e are of 

course struggling within a material culture where a 

continual proliferation of ' image depiction' has 

become the norm. Art increasingly (and predictably 

in its definition as an unstable catalyst or dynamic) 

seeks refuge in sites and strategies that resist ' image 

depiction', concerning itself increasingly with its 

' ecology' in the sense of its interdependencies as a 

cultural practice. In the light of ecological thinking 

(the recognition of contextual dependency) per­

formance can no longer be thought of as separa te 

from the environments within which it takes place. 

There can be no more 'empty space', whether black 

box or white cube, as a neutral, uncontested, trans­

parent, acultural construct. 
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Theatre is al\\'ays a complex interaction and 
negotiation bet\\'cen contexts, between centres and 

peripheries, between localized and globalized 

cultures. 'What for instance is included in or 

excluded from the cultural agendas operating in the 

centres - for instance ideas of ecology, of 

community, of social effect. What for inst:tnce arc 

the aes thetic implications of a multicultural 

context? T he curator Maria Lind points tO cultural 

hybridity in the form of 'an arts practice where 

local experiences and global outlooks can co-exist 

and interact, often with a local bias' (Lind 1998: 

235). As Gerardo Mosquera has indica ted: 

... art was minimized as social communication in a world 

of mass media and advertising, lo maximise itself as 

obj ect. having a fetishistic value, translated into 

economic value. In contradiction with the limes. it empha· 

sizes the artifact [ . .. )to the detriment of the dissemina­

tion of the message. But,the value of such artifact is not 

intrinsic to its materiali ty, it is created within a field of 

relationships. 

(Mosquera 1995: 134) 

• 11 is a warm July nuning. I am standing in the 
cool air of an abandoned church, a church which has 

lost the community which gave meaning to its function, 

on land that was ottcethe polder village of Oostuwul 

outside Antwerp. Tlu land is now part of an oil refinery 

omned by Petrojina. The church is being used as a focal 

poilll and caft for a festival of sitt-spuijic mork 

organized by De Bewuging. There is a bar, some tabllS 

and chairs, the usual liurature, a stack of bur era us 
where the altar used to statui, people sitting, talking, 

drinking wine. Jason Bomman, one of the several artists 
making performance work for the festival, bukons to 
me. I follom him through an archway into mhatmay 

have bun a vestry and climb up a curving narrom stonr 
stairway into the tomer of the church. Atthe top of tire 

stairs I can su a pale blue light glowing through an 

arch may. The source of the blue light that su!Juus the 
space is above me as I sup through the arch may illlo a 

small squau room in the belfry, once occupied by bell­
ringers, tww crumbling brick malls, the timbn of tlu 
uneven floor lonJ!. sin re stripped away. !tu m to sua 

.wltl /1 blue nc1111 .!IKII , 11 mrsive sl'qurncr of 1111111/Jrrs 

21175 sh;f!;hi(J' flickering against the dull red brick. The 
space is quiet a11d focused. After J0/1/e timr n•e both rliml1 
domn the stairs and move /Jack i11tn the 1un·e of the 

church, the 111/trmur of voices, th<' sound nfgltu~l's. 

ln this complex work time becomes light. The 

object refers to its own ephemeral st :~ tus as 

'performance', as artwork. The work opens up the 

participatory space of the spectator, opens up the 

many relationships between the site, its environ­

ment, its history, its present use, and the people 

(both living and dead) who participate in it. It 

proposes a basic question: what is the status and 

location of the artwork - of ' theatre' ? How is it 

embedded in the specifics of a context, of a 

process? The blue neon ' text' refers to the number 

of regular church candles which wo uld be required 

to illuminate the church for the number of years it 

has already stood and to witness thi s period of time 

being burnt. It is a fragile object made by human 

breath which constructs the formation of history 

and time. The same human breath which is capable 

of extinguishing 21 175 church candles. For Jason 

Bowman the work is a function in/ of the site. The 

site is a point where a series of cu ltural, political 

and social changes occur which traverse space and 

time. T he process is as important as the product ­

the moment that the spectator sees the fragile blue 

neon is only a part of the total process. The 

spectator is a witness of a relationship with material 

culture. The work (in its totality, not just at its 

moment of becoming 'art object') functions as a 

way to pass these relationships on to the spectator, 

who can witness a net of relationships, but be 

included in it too. The process of developing a 

relationship is part of the artwork . What is the 

artwork? The spectator has become it. There are 

multiple publics, not just the public that sees the 

work in its material form (Jonker 1998). 

Theatre is no longer the focus of innovation or 

radical opposition that it was perhaps twenty years 

ago (Raymond Williams was already signalling the 

demise of the dramatic - or at least its displacement 

- in the 1970s in ' Drama in a Dramatised Society'). 

Mariannc van Kcrkhoven noted in her ed itorial for 
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the first issue of Tlu:atersrhrift ( 1992: 28) that 'the 

power of dreaming seems to be the only power 

which modern art has at its disposal' given the 

powerlessness, the margina li ty and the small sca le 

nf audiences wh ich arc a fac t of the performing 

arts. The 'cris is' of the theatre as a means of rep­

resentation during the 1970- 80s 11 as brought about 

by a wide varie ty of factors: economic, aesthet ic, 

technological, ideological. The quest ions of 1rhosc 

theatre, and theatre for whom (with their anendant 

notions of space, time, ownership, viewpo int, etc.) 

seem to be particu larly efficacious in problcmatiz­

ing and undermining views of thea tre as a fi xed and 

unchanging form . Problems of authority, of 

liicrarchy, of authorship and the discourses around 

these ideas also put paid to t he possibility that 

theatre could remain a central means of cultural 

rcpresenlation - if indeed it has been one at all in 

the second half of the twentieth century. 

We see an increasing localization of agendas and 

aesthetic choices. In 1992 Anatoly Vassiliev stated 

his position vis-a- vis theatre as follows: 

During the past few years the process is such that I 

stopped examining li fe outside the theatre. I have been 

concentrating on studying only life in the theatre, life in 

the artworld. That means I have only been interested in a 
particular part of life as a whole. as it surrounds the 

theatre: the life of thoughts and ideas. Not life itself but 
the state of the ideas in this life. That is a radical change. 
As a consequence, I locked the doors of my theatre. And 

the more you close the theatre doors, the more it reminds 
you of a monastery. Otherwise we couldn't possibly 

exPlore either social ideas, or philosophy or the state of 
the art. 

(Vassiliev 1992: 49) 

I no longer believe (if I ever did) that such monasti­

cism (the equivalent of Eugenio Darba's 1970s 

notion of a self-sustaining 'theatre culture') can 

have much impact outside a locali zed cu lture - a 

culture which is localized not simply in geographic 

terms but loca lized within a particular art network. 

The question arises of what a localized idea of 

theatre, of performance can do. In some senses our 

issue of Pcrjimnana RrJCarch 'On Refuge' took up a 

theme (Allsopp et al. 1997) that opens the question 

of what arc the conditions of work - what kind of 

refuge is required to produce 1m rk, 11 hat sense of 

' locality' provides the conditions for performance. 

Vass ilic\' continues to represent a s trand of'labora­

tory ' (monastic) work in a time when the ordering 

and cultural identit y of such models is 11 idcly 

challenged as elitist, introspecti ve and out of touch. 

It is not to challenge the theatre that he produces 

using such a strategy - since the relation between 

process and product is complex and is never simply 

a causal one in terms of the impact of the artwork 

itself. Yet, as always, the direction or, better, the 

diffusion of artwork, of theatre/ performance, is in 

the best sense unpredictable, in a Cageian sense 

unimpeded. 

The idea of 'ambient theatre' as proposed by 

Edgar Jager in Datum (1997) provides a very 

different model where the attempt to find a place to 

live, a place to present the ' human body' in artificial 

surroundings, a redefining of values, resul ts not in 

a reclusiveness, but in an ambient theatre idea of 

creating shelters or temporary zones in which 

people can meet. This is not the shutting out of the 

world, the closing of the doors to provide the con­

ditions for artwork, but an opening up to the world, 

a world seen as ephemeral - a constant redefinition 

of what is at stake, the understanding of a fluid 

language of theatre, a nomadic view where a 

temporary zone, a temporary shelter, can be con­

structed outside the bastions of the institutions, an 

aesthetics of the marginal, of the barrio . 

• I run to get my camera. I have to ask tlu guard 

to let me into the room where I have left my case and 

the material for my performar~ce. It is still quite early 

i11 the evening, hut darkness falls promptly i11 the 

tropics - 110 temperate uaso11s hue. The single 

/ighthulb, powaed - as are all the houm lure- hy 

tapping into the wiring of a strut light or any other 

convenient cable, zvhich lights up the inside of Suior 

Hemandez 's one- room house, is nom hangittg outside 

tlu front door, illuminating the ji-ont step and the path 

nf J!.Oid leaf the midth of the doorstep that nms ji-om 

jmt i11Jidr tlu thrrslliJ!d out into the stru t. I lw vr bu11 
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taking photos oft he work on and off sina about 
4 o 'dock and have already finished up my film. Se1ior 
1/u nandez IS imistinK on one (one more) final photo­
graph of lnmsclf mith /Jrit ish artist Sal~)' Tal/an/ 
s/rwdingfi'amcd in the door, an image oft he Sacred 
1/mrl just vi.H'blc on the back mall. They stand 

together behind the lightlmlb mhich hangs in the centre 

of my viemfinder. This photo mould nevu mork, evm 
1[ I had a film. The two hens in tluir cage on tlu F ont 
step are beingfottenedfor Christmas. They mere 

brought out spuially earlier and pia ad on the 

mhitemaslud step. Sui or Hernandez had finished 
painting the ji-onl of his house and the step just before 
the artmork mas to commwce at 4 o 'clock. Tlu 
chickens are usually kept imide to stop them being 

stolen, like all four wheels that used to support the shell 
of a haltered red Ford Mustang, 110111 resting on 
concrete blocks ur1der the road bridge which shades 
Serior Hunandez 's house in the early part of the day. 
Senor Hemandez is hoping to do up the Mustang, one 

of these days. 
Just a fur 4 o'clock Senor Hemandez, having 

observed the beginnings of the work, had disappeared 
inside his home and some while later reappeared in his 

best suit. People dress down in Caracas, especially in 
the barrios. Even though the barrio skirts Cario 
Amarillo and the old art nouveau presidwlial palau 
that lies close to Sttior Hanandez 's home, it is 

advisable not to look as though you are a person of 
property: a pair of good shoes, a watch, even a good 
colt on shirt. Suits are for special occasions. I push tlu 
shutter release. A satisfyingly audible click. No, there 
was plwty of light. No, it didn'tnud a flash . /t will 

befme. We are shaki11g hands. Serior Hernandez's 
friends from around the corner have come over. They 
want us to come and drink with them. We dulitu. We 
are dri11king with Serior Hernandez mho has brought 

us Polar burs. What is this? Is it gold? Is it real? 
What's it for? Did you pay for this, Car/os? No, tluy 

are artists from abroad. Artists? Wha I does it nu an? 
lt 's gold - she came and asked if she could paint my 
doorstep [.Old. I didn'tthink it moultf look as good as 

this. I'm very happy, very happy. ltlooks great, 
Car/os. We mould like this too. Hom long mill it stay? 
A mann 11•ind is Mustering under the bridge. Flaks of 

gold leaf lift ojJ the step and the strut. Perhaps it mill 

rain lata. The bridge mill proi.·ide some temporary 
shelter. One of Seiior 1/crnandc::. 's friends arrives with 
more bec1: Is this art? 1t looks p.ood - it lool..•s good for 
Christmas too. Let's go a llll danc,·. Yes, la tcr - me 
have to dear our things. ft begins to rain. Sc1ior 

Hernandez stands in his doom•tty smiling. 

'!-::_··: 
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TO CO LUDE 
I have tried to s uggest a theatre uf 'cxpcrimcnt' 

which ope ns up the aesthetic, c uhural, po litical 

~ t ra tcg ics t hat it can use and which loca tes a 

q uestion a t t he cen tre o f its wo rk: firs tly, a question 

of context - ques tio ning the condi tions of the work, 

the net of re lat ions that arc a nd h.we to be brough t 

m to play; and also a questio n of self- refe re nce­

q uestioning and pushing the boundaries of the 

work itself in aesthetic te rms. 

f inally, it is difficul t ro gene ralize about how 

theatre should be looked at. As I have suggested, it 

is d ependent o n the comexts and locations of the 

work itsel f. What is important is firstly the willing­

ness of the spectator to engage their way of looking 

not simply within the conventional m odes of 

theatre representation, within the theatre image, 

but with the broader dynamics that traverse the 

loca tion of theatre; a nd secondly the abi li ty o f 

theatre (in all its leve ls and phases of productio n) to 

open up its own conventions, its m eans of thinking 

itself, to include both its processes and its represen­

tations within a fluid and transformin g practice­

setting up a temporary and appropriate shelter, 

rather than a fi xed and unwieldy ins titution . 
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LEILICHES TH EATER • RUACH • 
17.9 .92 • & • PETER BROTZMANN 
AND MIKE P EAR SON TH E 
BOUND MAN • 1 .10.12 • GERM AN 
VOICES SEASON • CHAPTER ARTS 
CEN TRE, CARDIFF • Influenced br 
Rutoh, Ruach 's intensity and ernotion31 

range arucul.ued in d irect physical t erm~ 
the presence and closeness of mort.du y. 
TIJe Ttbetall Book of the Dead proposes a 
" double" or Bardo bod y, an e xact 
duplicate o f the human hody from which 
it is separated in the process o f death. 
Duplication a nd displacemcm were used 
cx rcnsivelr as choreogra ph ic and 
meta pho ric vehicles. The stage separated 
into two emotionally intensified areas: a 
site for rhe preparation a nd commem ­
ora ti o n of death - a miniature boat, 
flowers, displaced photographs - and a 
sire o f transit ion , a square of dusr- finc 
sa nd th a t was slowly marked by rhe 
bodies of the dancers with the traces of 
mortality. The physical displacement of 
objects char sustain and shelter the living 
body - hair, clothing, bread, fir e -
heightened the continua l ambigui ty of 
relationships in the piece . These 
ambiguities were distilled in a beautifully 
controlled so lo danced by Adriana 
Kocijan - speaking of memory, of sens­
ualiry, of the anguish of loss. 

The Hebrew word ruach means breath, 
ecstasy, spirit. The presence of "breath" 
as an index of vitality, pervaded a 
collaboration between the German 
saxophonist Peter Brorzmann and Mike 
Pearson (Brirh Gof) entitled The Bound 
Ma11. 

lt was unclear where the boundaries of 
the fictional were to be drawn in The 
Bound Man, its sheer physical intensity 
causing the imagery to collapse. Whilst 
Brotzmann's playing had an inescapable 
immediacy and power, Pearson's 
performance did not quite sustain the 
imagery he attempted to invoke. Perhaps 
this p lay with the engagemenc of the 
audience was intentional, an attempt to 
force us to experience the anguish of 
survival. So much of contemporary 
experience is mediated or vicarious, that 
it has become difficult to know how to 

react to such immediacy. 
Here are two men whose bodies in 

different ways are in extremis- one found 
lying bound in an arid landscape of 
co rroded metal; the other a movin g 
source of incredible and sometimes brutal 
sound energy. The fragmentary narrative 
of The Bound Man unfolded through 
Brotzmann's playing, finding extra ­
ordinary transitions between the visceral 
and th e lyrical (ripping sheets of 
mu ltiphoni c sound , rus rl ing insects, 
melodic fragments), and through Mike 
Pcarson's anguished physical struggl e 
aga inst humiliation and degradation. Fo r 
all its short co mings as a piece , th e 
collaboration itself remains important for 
the rappo rt and virtuosity of th e 
performers and as one of the rare 
opport uniries to see an area of music­
performance work which has an 
enthusiastic following on the continent. 
by Ric Allsopp 
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SCHOOL FOR NEW DANCE DEVELOPMENT 

THE HOUSE OF THE SIXTIES TAKES WINGS 

Amsterdam is one of the few European ci-

ties that have retained the marks and traces 

of the Sixties as a!l indelible part of their 

present character. The ambience of the 

parks, the pervading sense of 'laissez-faire', 

the liberal attitudes towards drugs, sex and 

sexuality, the social provision are inconceiva-

ble without reference to the social and cultu-

ral 'revolutions' of the sixties. lt is perhaps 

not surprising that Amsterdam should have 

provided both a spiritual and material home 

for the School for New Dance Development 

(SNDD) since the early seventies. 

The SNDD, a faculty of the Theatre School of the Amster­
damse Hogeschool voor de Kunsten, grew out of a school 
started by Dutch dancer/choreographer Pauline de Groot in 
the late Sixties on her return to Holland from the United 
States where she had studies with Martha Graham, Merce 
Cunningham and Eric Hawkins. Her school introduced ideas 
about dance, movement and body, reflecting a new aesthetics 
that was shifting away from an emphasis on the individual, 
coherent and extended body of traditional dance, to the col­
laborative, discontinuous and active body of new perform­
ance. The SNDD became a school working within such an 
essentially post-modern collaborative aesthetics. The roots 
can be traced to the Mountain College (North Carolina) in 
the early 1950's and more directly to the Judson Dance 
Theatre of the early 1960's with which the SNDD still main­
tains working links. Throughout its history it has remained 
implicitly committed to an exploration of the live and moving 
body as proposed by artists such as Steve Paxton, Deborah 
Hay & Simone Forti, and more recently in the Body-Mind 
Centering work of Bonnie Bainbridge Cohen; an exploration 
which has effectively 'removed the body from the gaze by re­
turning it to activity. eo the condition of always doing some­
thing' (Henry M. Sayre. The Object o( Performance) 

NON-S PECIALIST 

In SNDD terms 'new dance' is a contemporary project of ex­
ploration and experimentation which has determined not to 
work strinly within established aesthetic forms, but to us e 
and develop these forms in relationship to other means of 
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mind/body experience. New dance utilises specialist tech­
niques and alternative views of the body which draw on inter­
cultural and interdisciplinary information as a means of com­
munication and expression. lt does not seek to diverse cul­
tural contexts. 

Likewise the SNDD view of the dance artist and maker 
places their work within a wide field of contexts and no 
longer exclusively within the 'aesthetic' space of studio or 
theatre. The 'artist' is seen as non-specialist in an increas­
ingly specialized world, with a role which is not prescribed -
that is not necessarily working towards existing 'dance' 
markets - but responsive/responsible to contexts within 
which the work is placed. 

NETWORKING 

Central to SNDD thinking in the last few years is the integra­
tion of the body/mind. The School's work 'draws on a his­
tory of continuing research into the perception and use of 
the body/mind as a medium for action, design, communica­
tion. analysis and criticism in dance. This view on perform­
ance and dance has been developing over the course o f this 
century, as choreographers and dancers in Europe and Amer­
ica have initiated new movement languages and forms , as well 
as contexts in which their performances have taken place. 
confronting and breaking with established forms and atti­
tudes'. What is noticeable in this prospective statement is 
the inclusion of 'context' . The exploration of integrated 
body/mind, 'focused on an interaction with the origins of 
movement and the development of an ability to give form to 
ideas' has had a tendency, despite the underlying aesthetics 
of collaboration, towards the selfreflective studio work, 
often associated with new dance. The recognition of 'con­
text' - that is the recognition that the body/mind cannot 
be separated form its particular context, and is (in part) 
constructed by that context, has provided an interesting 
dynamics within the school, and a dynamics which speaks 
to the shifted and shifting contexts of the 1990's. 
Performance making of necessity. includes contexts. histories 
and location as an essential part of its considerations. Per­
formances originate in relation to other performances, other 
practices; performances imply the inclusion or exclusion of 
the 'other' - body, object, space, attitude; performances 
'take place' . Performance and its making are complex- the 
intersection of many differing types of information. intention 
and action. Any means of providing a clearer integration of 
'thinking and doing' is desirable. A 'network' approach for 
example, selects one topic in a given area as a focus for study 
and explores it from a number of associated perspectives . Ar­
eas share materials, tec hniques cross over - a network of in­
formation (practical, conceptual) that informs performance 
making begins to emerge. As opposed to a ' traditional' linear 
and progressive approach wh ich tends to form reactive ideas 
of performance (building in reaction to established forms) - a 
network tends to foster an 'originary' approach; finding the 
impulse for and necessities of, performances rather than re ­

building on discarded aesthetic forms . 
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inkin& coldleof ot the end of a H hour session, durin& which participants were blindfolded. Workshop of Muin3 Abr3movic. The Connected Body! 

.o : Lot Siebe 

:>EQUATE MODEL 

hat is it then that makes the small-scale, idiosyncratic and 
trginal institution (for example, Black Mountain College, 
.rtington College, the SNDD) a place where ways of crea­
e th inking and practice can grow and have an impact on 
~ wider field of performance? lt is often the unreconcilable 
uion between two positions, contexts or structures that 
:~vide the key to creativity. The continuing influence and in­
·national reputation of the SNDD as a 'laboratory' for the 
velopment of practice and thinking in new dance, may well 
ascribed to such tensio ns . Firstly. the tension betwee n es­
Hialist views of the body and identity- the idea of the natu­
. authentic, coherent, consistent and integrated body; and 
! constructionist view of the body and identity as a proc-
; of constant refashioning, determined by contexts of gen­
-, class, ethnicity, and ability. There is also an interesting 
tsion between creative work and the institutional struc­
es that surround and support it (or in some cases stifle 

r reasons of scale the SNDD has been able to make very 

:>d use of the relationship between the inevitable vertical 
nagement structures requi red of institutions and the hori­
ltal structures implied by the dominant collaborative aes­
!tics of the schooL This operates creatively in apparently 
•ndane, but vial areas. Food is literally at the centre of the 
oooL lt is great food and eaten by students and teachers 
:e. and in various ways its preparation and distribution is 
nributed to by both students and teachers . The secretar-

iat take classes, attend performances, provide feed-back. The 
students clean the building, run the bar and so forth . The rec­
ognition here is that different forms of operational structure, 
whilst necessary, facilitate creativity when they are regarded 
as flexible and accommodating and not as impositions. The 
Sixties dictum that the processes of life are equal to the proc­
esses of art holds. This 'organic' approach to running an insti­
tution (whose purpose is to finally enable specific and trans­
ferable creativity) observes that the processes of art itself 
provide an adequate model that enables the Institution to op­
erate effectively. The imposition of economic and managerial 
models that regard arts education as simply another product 
to be managed, seldom achieves much in the facilitation of 
creativity. 

IT PAYS OFF 

The SNDD had its beginnings in a period that had begun to 
question the orthodoxies of unified psychological character 
and narrative in theatre . The dance world, and the field of 
'fine art' performance, have of course, remained always on 
the edge of such concerns, but it is interesting to see how 
the marginal exploration of the moving body, improvisatory 
structures, problems of figu re, persona and representation 
has become increasingly central to the broader concerns of 
performance in the 1980's-90's. The SNDD has effectively 
spent the last decade mapping and charting an ' invisible his­
tory of the body' (Roy Porter, The History of the Body) - the 
history of flesh and blood, the territories of 'after language' 
(the exploration of aspects of bodily experience that defy de-
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Verlorengeg<~ngen. Choreography: Evo Schmale. Performed during 

The Connected Body! Photo: Uli Sigg 
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construction in terms of the 'scripted body' ) -ofte n in an at· 
mosphere of little interest, except from th e specialist few 
and in ways that continue to be regarded by establishment in­
stitutions as at best idiosyncratic and at worst unacceptable. 
lt is often the commitment to a vision, even if it makes no ap­
parent or immediate sense in terms of conventional ideas of 
aesthetics or structures. that in the end pays off. 

RE-INTEGRATION 

Earlier this year (August 1994), in association with W r iting 
Research Associates, the SNDD staged 'The Connected 
Body/' a series of five workshops and a conference, which 
brought together diverse disciplines (particularly 'fine art' 
performance and new dance performance) to explore the 
creative tensions that underlie essentialist and construction-
1st approaches to the body's representations in contempo­
rary 'live art' and performance. 
The project was sub-titled 'a site for re-integration'. This re­
integration concerns itself with allowing opposing and often 
contradictory tensions to co-exist creatively. The SNDD 
building, which has been such an important part of its iden­
tity, provided a 'sanctuary' which both contained and gave 
freedom to a diverse range of performance, presentation and 
discussion. lt aimed to respond to a continuing need for intel­
ligent thought and practice concerning the body; and to re­
spond to a detectable desire, particularly in some areas of 
arts practice and scholarship, for a move towards a ' new 
authenticity' that can accept notions of the body's essential 
experience and constitution as well as its fragmentary and 
constructed nature. In the planning of this project, it seemed 
that the SNDD would provide not only the appropriate type 
of flexible structure to work with, but also a literal site 
where creative and conceptual tensions could be explored. 

An example of such re-Integration came from an 'actuation' 
or demonstration that Ulsterbased performance artist Alas­
tair Maclennan, made at the end of the five-day workshop pe­
riod. With a clear reference to the didactic work of Joseph 
Beuys, he took a folding blackboard, laid it on the floor and, 
having cleaned it, proceeded to paint one half of it black. 
Once this was completed, he took four silver spoons, each 
containing a small piece of chalk surrounded by water and 
placed them at the four corner~ of the blackboard. Finally he 
placed two spoons each containing a piece of chalk sur­
rounded by milk at each end of the central fold of the black­
board. This simple and highly allusive demonstration holds in 
a resonant performance image. the problems and solutions in­
herent in the re-integration of conflicting positions. 

SEEDING 

The Sixties are often represented as an arcadian experience. 
a nostalgic utopian dream, a time when it was indeed possi­
ble to 'get back to nature', to 'find one's self . Like the heri­
tage culture Into wh ich, it would seem, our more acceptable 
histories are absorbed and sanitised, the Sixties have become 
identified with those images that can be reproduced and mar-
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Solo performance by Ria Hlgler. during the worluhop of Marina Abramovlc. The Connected Body! Photo: Lot Siebe 

keted for easy consumption. They have become one amongst 
a plethora o f possible ' life-style choices ' to be made in pur­
suit of cultural, individual and virtua l identities. The Sixties o f 
the 1990' s are a simulation cu t o ut of history, devoid of con­
text and pasted onto the glowing. fluid surface of th e pre­
sent. 'All that is solid melts into air; all that is holy is pro· 
faned .. .' (Karl Marx & Fried rich Engels, The Rise of Bourgeois 
Rule) and we are again fo rced to face the increasing unde­
cidabili ty of our socia l, cu ltural and aesthetic identities. What 
remains important about the Sixties as an conceptual, aes· 
thetic and practical source for con temporary performance 
work. is a sense o f th e historical 'seeding' of ideas/images 
that occurred at that time and that begin to have an effect 
over much longer periods and in contexts that would have 
been diffic ul t to imagine in the Sixties. 

There are moments when any creative institution might be 
imagined as 'a house with wings' - as an image of both the 
'art work' and the catalyst that brings the 'art work' into 
being (I am inde bted to Cyrus Seif o f the Theatre Faculty. 
Utrecht Hogeschool voor de Kunsten , for t his image and an 
interesting difference of positi on. ). Th is image can also em­
brace both essentia list and constructionist perspectives; in 

other words it enables us to imagine art as transcendent, 
emanating from the other and speaking universal truths - a 
winged house that descends to us , that is brought to us -as 
well as the image o f a house that is immanent and built out 
o f a particular context, by a particular people, that becomes 
a collaborative vision and takes fl ights. 
Ric Allsop 

Ric Allsop is a founding pnrrner of Writing Research Associates 
and a freelance writer, lecturer and performance maker. He has 
been a visiting leacher or the SNDD since 199 1 and is at present 
a Research Fellow or Darting ran College of Arts (UK). 
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Acts of Writinq - Ric Allsopp (July :woo) Section 2 : 'Zwillinqe Project: Episode 7' 

(1994) 

'The Zwillinge Project: Episode 7' 

in 

Zwillinge Project, ed. Kirsten Lavers 

Cambridge: Object Books (1998), pp.33-34 
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M ore than anything else the day raised questions about the 
nature of the art work- not a question of art, but a question 

of what are the conditions and processes of art. the work of art: 
what is brought into vielf..l. what is drawn to the attention of the 
viewer. what materials are placed against or with each other. 
where are the borders, edges and closures of the work' The site 
itself- Prema Arts Centre, a former place of prayer- is significant as 
the focus of the work; an architectural space that literally provides 
a transforming focal point - the nine windows of the upstairs room 
framing the passage of light inside the room from dawn to dusk a 
joumey mapped by the artists every fifteen minutes onto the floor 
- a light and reflective room that also frames the n1ne half hour 
episodes of the piece. 

The work draws our attention to what is or is becoming absent, to 
what is referred to - through the prayer. the votive offering, the 
wish-lists, the previous episodes of the Zwillinge collaboration. the 
drawings of the artist's model (which in itself indicates the 
complex set of references outwards. where no relationship is 
entirely as transparent and immediate as it seems at first sight). But 
it is not just the formal elements of the work that fascinate - the 
envelopes. the windovvs. the poses of the Life Model . the map of 
light and so on that operate like the topoi or places of a complex 
memory-system (a System for who to remember what?) that 
holds in a spatial relation our hopes. fears. and expressions - but 
the informal aspects of the piece that fascinate as well. 
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The day is hot Cream teas are being served on the lawns below 
the upstairs room. a quintessentially English expression which 
always seems (In memory) to accompany cultural events and links 
sport landscape. art and horticulture in an activity whose rules are 
reassuringly familia( The signs of 'art' - the artist's model, (the artist 
as model- for where else is the artist in this work?) the easels and 
charcoal. the steady stream of drawings that emerge from the 
hands of the (other) artists who respond to the gradually shifting 
ftght in the room, to the subdued methodical actions of the Life 
Model and her Life Class Organiser - all point to the familiar: the 
work of art. But the familiar is not enough for some of those who 
drink tea on the lawns below. where murmurings of 
incomprehension, of not-knowing-what-to-say. or how to react. 
are too quickly lost in the warmth and balminess of a summer's 
aftemoon. For how many really care to open up to the more 
complex and disturbing elements of what is occurring upstairs -
the gradual trail that follows the fading light the remains of the 
day. the traces of vision, the scored and recorded body of the Life­
Model. the chest-freezers standing sentinel on either side of the 
inner stair. the envelopes that doubly ring the walls of the room 
above the nine windows, the wish-lists frozen in bags of water. the 
stones and broken panes of glass that litter the floor? 

The wooden fire escape that leads upstairs has a text bumt into its 
steps: 1 have this awful habit of assuming that everyone is like me, 
and must like me have the same hopes. dreams and desires. but 
they are too afraid to admit to them'. The inscription is taken from 
a letter to the Zwillinge Project from Bill Stevens of Hull who for the 
last ten years has been keeping a list of all the things that he 
would like to achieve or experience during his lifetime. He keeps 
this list on top of his wardrobe and until this performance. nobody. 
not even his wife, knew about it .... 

RicAIIsopp 
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Acts of Writinq- Ric Allsopp (July :woo) Section 2.: Arch ive Rev iews (1997) 

(1997) 

Archive Reviews: 

'Montevideo 1 Timebased Arts, Amsterdam' 

& 

'Deutsches Tanzarchiv, Koln' 

Performance Research, ' Letters f rom Europe' 

Vol.2, No.1, London: Routledge, ppu2 -us 

ISBN o -415 -16178 -9 
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MonteVideo/Time B ased 
Arts 
Netherlands Ins titute for 
Med ia Art, Amsterdam 

V I DEO ERGO SU~I 

Visiwrs tu Monte Video/T ime IIJscd 

Arts, located near the centre of 

Amsterdam at the lOp ofSpuistraat, 

may notice a naked and unblinking 

eye on a video mon itor which hangs 

in the office window to the right of 

the entrance. Obsen ·ant visitors will 

also notice that the eye is observing 

them, following them and moving 

with them as they move past the 

window towards the entrance. The 

quality of interactive viewing that is 

implied and invoked in // Ey~ (as llill 

Spinhoven's (1993) video installation 

is called) becomes an index for 

looking at the work contained in the 

media art archives at MonteVideo. 

Housed with the Gallery Rcnc 

Coclho, MonteVideo has in the past 

few years become one of the most 

important archives of media art in 

Europe - to name but one aspect of 
its many activities. 

Originally founded in 1978 by 

Re ne Coclho as a gallery for video 

art and the promotion of video and 
television as media for artistic 

expression, MonteVideo merged 

with Time Uased Arts (founded 

in 1983 as an initiative of the Dutch 

Association of Media Artists) and 

moved into its present building in 

early 1994. MonteVideo's activities, 

based on a philosophy of support for 

all aspects uf medtJ art, arc divided 

Archive Reviews 
intu thrn· hr.tnchc~ prudlll:tiun and 

post-pruduc.:tiun fJc.:ilitics enahling 

artists tu pruduc.:c wurk; distribu tion 

and prcscnwiun enabling artis ts tu 

show and dissemi112te worl.; and 

research and development support 

for artists (since 1994) in the form of 

a 'visudl arts ldhorawry'. The 

archive collections that MonteVideo 

now houses renect both the results 

and the resources of this philosophy 

of support and, alongside 

MonteVideo's extensive in-house 

activities and collaborative touring 

exhibitions, provide an increasingly 

important active historical base for 

work in the field of media art. 

lly 1994 MonteVideo had already 

buih up a substantial collection of 

work from leading video artists. The 

merger with Time IJascd Arts (TIJA) 

brought a further collection of work 

and the collection a.s a whole is now 

broadly di,·idcd into a conservation 

archive and a distribution archive. 

The conservation archive supervised 

by Montc\ 'idco includes media art 

collections from the Abbcmuseum in 

Eindho,·en, the Groninger Museum 

and Museum Doysmans-van 

IJcuningen. The distribution archives 

arc buih up from the collections of 

the Lijnbaumccntrum, Rollerdam 

(1970-82), De Aprcl foundation 

(1975-83), T ime IJased Arts 
(1983-93) and MonteVideo (1978 to 

the present). The former collections 

have been rounded orT and the active 

MonteVidco/TilA collection is now 

growing by some twenty tares per 
year. Nm all the material in the 

mlln:tutn~ ~~~et Haildhlc fur prcsen­

ldtiun, hut Monte \ 'ideo is current!~ 

mal.ing new screening copil-s of all 

the tape worl.s in the collections. At 

the SdlllC time the cunser\'atiun 

project is preserving material that 

was originally shot on old, and now 

no longer playahlc, formats and 
systems. 

The Lijnbaanccntrum Collec­

tion and De Appcl Collection 

('born on the eve of performance 

and body art, De Appcl ... became 

the embodiment and international 

nerve centre of this new develop­

ment wi thin the fine arts') include 

im portant work by Abramovic and 

Ulay, Vi to Acconci, Christian 

IJohanski, Chris Uurden, J im Dine, 

Valie Export, Nancy Hoh, Dcnnis 

Oppenheim, Joan Jonas, Allan 

Kaprow, Alison Knowles, Gi na Pane 

and Nigcl Rolfc, to mention but a 

few. The Time IJased Arts Collec­

tion comprises about 400 video 

tapes by international artists 

covering the period 1983-93. T hese 

include work by Abramovic/ Ulay, 

General Idea, Dan Graham, Nan 

Hoover, Ulricke Rosenbach, Lydia 

Schouten and Lawrence Weiner. 

The MonteVideo/TIJA Collec­

tion includes some 800 tapes from 

Dutch and foreign artists covering 

the period from 1974 to the present. 

The catalogue notes that 'Typical of 

these works is their autonomous 

character .. . the video tapes are the 

artists' end products. These arc nut 

tares on art and artists' (Coelhu tl al. 

1996: 125) The cullcet ion includes 

Performance Research 2t1l . pp 122 - 125 <0 Routtedge 1991 
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worl by l'etcr llu~;:crs, l.i l'inus l'an of you handle horn roughly, he'll soon lel you anists and interested indil'iduals a 
dcr llundt ,Juan Downcy, Gary llill , know he is nol amused A srrange expero· means of panicip.lli n ~;: in a different 
l\krcll\1i ra~;:c, Maancn Spanjaard, ence. a lhong lhal commenls on your kind of louling, of engaging with a 
FionJ Tan, Steina and Woody behavoour ... an obrecl wilh alhludel Adcl· history of oncdi.t art worls which do 
\'Jsulla and llill Viob . Apart frum brechlos droven by a molor and ts eQUIPped nut casil ~ lit within the norms uf 
these colkl:uons, there is also an wolh sensors and a small computer tclc,·ision culture 
extensive selection uf ducumcnt.t r) (f.lonteVtdeo 1996 360) Ric Allsopp 
tapes un artists, exhibitions and 

Or more curwentional video install a-tJpcs frum artists in the lihruy. REFEREN C E 

I 
:l The MunteVidco archive also tions such as Steina Vasulb's Pyro-

Coclho, Renc rt al. (eds) (1996) 
QJ 

houses about fifty artists' installa- g()•ph; ' built up from twelve 
Alontr l'idm/TBA Catalngol(, 

> tiuns (which arc also documented on munitors forming a circle on the 
Amsterdam: NIMA . 

QJ noor. The room in which the circle 
~ tape). The work is primarily by 

Dutch art ists and pans of the collcc- stands is dark. The only light beams 
I NFORl\IAT ION 1: 

QJ 

from the monitors, which present "' > tiun display a ccnain Nethcrlandish MonteVideo/ TIJA, Spuistraat 
., 
; images and sounds from a forge. The •; ..c delight in sophisticated invention, 

104 a 1012 VA Amsterdam, the 5 
the electronic and/ or cybernetic images glow with fire and sparks' • Netherlands. ~ 

~ q: ( 1996: 377). , equivalent of the 'cabinet of curiosi-t MonteVideo's special ' •ideo publi- tei.0031206237101 fax . OOJI 
tics'; for example, Kccs Aafjcs's 1991 

Pleas~ Close Tap aflcr Use where cations include The Col/wed Works of 20 624 4423 

physical and simulated reality have Maf"illa Abramouic (5 V lay (in three email. art@ montcvidco.xs4all .nl 

been interlaced and volumes); a series of compilation wcbsitc. http:/ /www.dds. nl / 
Arttapcs (I& 2) and three Chill-Out - m video 

lor a momenl or lwo. you find yourself Classics by Gcrald van dcr Kaap, The archive is open by appoint-
e~petiencing lhe phenomen[on] of running with sound by Leo Anamact - videos 

ment for viewings by individual 
waler as if for lhe firs! lime, and you turn the with 'a mind of their own [which] arc 

researchers and small groups. 
lap on and off a few limes lo see if what is an invitation into the unknown world 
happening really is true. Kees Aaljes of the senses giving you access to the 

Deutsches Tanzarehiv Koln 
designed a jokey lillle kilchen sink with a new tcchno transcendence'. Monte-
tap. When you lurn on !he lap ... water runs Video has produced an excellent MOVEO ERGO SUM 
inlo lhe sink. But what you really see and descriptive catalogue (Coclho cl al. h would seem that 'collections' and 
hear, however. is a recording of running 1996) of the collections based on its archives arc often built on the back 
waler: I he bollom of !he sink is a compuler database of artists and artists' work. of the insistent vision of a single-
screen (virtual/ simulated reality!). It has also recently completed a corn- minded individual, and that 

(MonteVideo 1996: 303) prehcnsive on-line relational database whether they remain simply collcc-

Or, continuing the delight in 
(called WatsOn) of the distribution tions or become working archives is 
collection which can be searched by often also a matter of how that orig-

'living objects', Maartcn Spanjaard's 
genre, themes and keywords. The inating individual saw his or her 

1992 Adtlbmht: 
catalogue will soon be available as a reasons for starting to collect docu-

Adelbrechl is a ball , no more and no less CD-ROM which 'will contain not mentation and resources. In the case 

than that. [However] Adelbrecht is a skilled only sounds and images of the of the Dcutschcs Tanzarchiv Koln, 

(and] gifled ball: he is, in facl, able to act various works described in [the I the collection was seen from its 

enlirely independenlly. The ball Adelbrechl catalogue' but also further in for- postwar beginnings in 1948 (the 

rolls about under his own sleam, as it were: mation on the MontcVidco/TIJA original Dcu tschcs Tanzarchiv in 

whars more. he speaks in lhe English ol a library, and artists' biographical data. !Jcrlin was burned to the ground as 

Outchman. lnlroducing himself with lhe As its founder Rcnc Coclho hoped a result of an airstrikc in 1943) as a 

words: 'Hi . I'm Adetbrecht' . .. he has much in 1978, the MonteVideo collection resource for dancers equally as vital 

more lo impart. lie also tesponds to touch. has indeed bccumc a primary as the body itself. Kurt Peters, 

and tf it is gentle he voices his pleasure. bul rcM •urcc, wloi t:h allows researchers, dancer, dance teacher and later 
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critic, whose energy and means buill 

up the presem collection, encour­
aged students to spend time outside 

their sllldio work reading and 

researchin ~; the histories and tcch­

nitjues of dance. Peters's interest in 

all forms of (lance and nwvement 

from acrobatics to buwh, from 

ballet to cuntact improvisation, has 

resulted in a very wide-ranging col­

lection of books, periodicals and 

newspaper cuuings, all methodi­

cally, if at times idiosyncratically, 

catalogued. 

The library contains over 8,000 

books and 85 current periodicals on 

all aspects of dance and movement. 

The collection's main focus is 

German expressionist dance from 

the 1920s and 1930s rcnccted in the 

one hundred or so estate collections 

and private papers of German 

dancers, choreographers and dance 

critics including those ofHarald 

Kreutzberg, Dore Hoyer - the most 

important German soloist in modern 

dance from the 1930s to 1960s con­

tinuing the expressionist tradition 

established by Mary Wigman - and 

~ !Jx Nichaus. The archive holds c. 

80,000 photof! raphs including worl.: 

by Siegfricd EnkclnlJnn and 
Dictmar Dunhiift. In addition the 

datahank includes infurmation on 

the li fe and work of 250 German and 

internation.Jl dance art ists. The 

Tanza rehi,· hJs published work on 

\ 'alcska Gcrt, Dorc lloyer, llarald 

1-.:rcutzbcrg and Kurt Juoss. 

The Tanzarchiv was taken over in 

1985 by the City of Cologne Savings 

Bank Cullural Foundation. It has 

developed into perhaps the most sig­

nificant public dance archi ve in 

Europe, maintai ning a highly visible 

programme of exhibitions, publi­

cations and ,·ideo screenings. Since 

1994 the Internet has enabled the 

arehiv to make its collections 

available on-line through a well­

designed website1 and to make links 

with the New York Public Library 

dance collection amongst others. It 
also provides the medium for 

Tanzwi$unschafl , a new electronic 

journal for German dance scholar­

ship initiated by Frank-Manucl Peter 

in early 1996. 
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Archi,·es and collections invari-

ably have historical odd it ies as wel l 

as items of part icular note. The 

masks from Mary Wigman 's 192(1 

Totmtan::. lie casually next to a 

death-cast (by Fritz Cremcr I<JJ2) of 

the dan cer Vera Skoronel's delicate 

hand in a small ~;lass cabinet, as if 

wai ting at any moment tn be reani-

mated. Scvemccnth- and eighteenth-

cen tury French and Italian dancing 

manuals as well as the voice 'contre-

la-dansc' of the puritan bad lash arc 

to be found with Oscar Schlcmmer's 

handwriucn notes for the Triadic 

Balltt first staged 2t the Stuttgart 

Landcstheater in 1922. The tension 

between the ephemerality of dance 

and the possible 2rtifacts 2nd traces 

it might leave- and upon which it 

reconstructs itself- is noted by the 

present director, Frank-Manucl 
Peter: 

All arl forms are dependent on renewal. 

Each new developmenl. every avant-garde. 

bases ilself in some way on previous tra-

dilions and avant-gardes. likewise each 

artisl's practice depends on a detailed study 

ol work that eKisted before it The art of 

dance is no different in this respect: except 

that its transitory and fleeting character 

makes it perhaps the most difficult of all 

arts to document An archive is a means of 

recollecting the art of dance. retaining the 
memory of dance. 

This sense of the inseparability of 
the moment of dance and the 

histories that have shaped it is still 

manifest in the archive's obvious 

commitment to making the collection 

both active 2nd accessible to a wide 

public, a policy that has now taken it 

out of its present overcrowded 

premises to a new specially designed 

building in Cologne's recently 

completed Media Park. The new 

buildin ~ will cnahlc the dan ce archi \' <.: 
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to present its significant collection of 

engravings, paintings, sculptures, 

costumes, masks and stage designs 

for the first time in cont inuous exhi­

bition; and will place it alongside the 

Mary Wigman Society, and the 

' Public Presence Videothcque' - the 

Referat flir Videotanz, the collection 

associated with culture and media, 

which is owed to the Cultural Foun-

d11io n of the Cologne C ity Sa,· in~;s 

lbnl, cstJhlishcd in 1992 to support 

and disscminJte the new art form of 

,-ideo dJnce. This unique collecti()n 

in Germany of over 700 contri ­

butions emphasizes ca mera c horeo­

graphies and camera reworks as well 

as d()cumcntation. T he project 

sponsors camera reworks, initiates 

con ferences, awards the first Video 

Dance Prize, and presents a quarterly 

dance fi lm prugramrnc 

Tanzgeschichten at the Museum 

Ludwig in Cologne. 

The Deutsches Tanzarchi v Koln 

is a tangible and accessible demon­

stration of how the links bet ween 

practical and theoretical research 

that informed Kurt Peters's collec­

tion have benefited dance scholar­

ship and have helped enable an 

active and dynamic dance culture 

around Cologne that is firmly linked 

to international development in 

dance. 

Ric Allsopp 

071 

NOTE 
1 
The T anzarchi' on-line is a pJrt of 

the Stift ung Kolture Foundation 

wehsitc: http://" ww.sk-kultur.d e 

I N F ORi\1ATI O:'\ 

Dcutschcs T anzJ rchi v Koln 

lm M edial'ark 7 

50670 Kiiln , G ermany. 

te l. 0049 2Z I 226 5757 fax . 00-tiJ 22 1 
226 5758 
email. tanzarchiv@aol.c()m 

The Dance Archi,·e is open Tuesday 

10.00 a .m to 8.00 p.m. and 

Wednesd ay-Thursday 10.00 a.m . to 

4.00 p.m . The Museum of the Dance 

Archive is open (from May 1997) on 

Monday and Wednesday- Saturday 

11 .00 a .m . to 6.00 p.m. and Tuesdays 

11 .00 a.m . to 8.00 p.m . 



Acts of Writing - Ric Allsopp (July 2ooo) Section 2: ' Archive Reviews' (1998) 

Archive Review 

\The Archive as Event- Die Schwarze Lade' 

Performance Research, 'On Place' Vol.3, No.2 

London : Routledge, pp.124-125 

ISBN o -415 -18202 -6 
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TilE ARCIII\'E AS E\'ENT 

The Black Kit/0 ie Schwarze Lade 
ASA-European 
Art Service Association, Koln 

'A maximum of mental sources and 

information in exchange with a 

minimum of materialisation. A basic 

sense of new definition in perform­

ance art and the first step in 

preparing a network as a physical and 

mental form.' So starts the infor­

mation on 'The Dlack Kit' - an 

arehi,·e of ASA and its (former) 

parallel association Diad: Market 

International. Elsewhere in the litera­

ture and documentation that 

surrounds the (net)work of ASA­

Europcan - the Art Service Associ­

ation centred on Koln, inspired and 

given direction by performance artist 

floris Nieslony- it states that ASA 

'is not an art project'. Instead, it 'puts 

values into transfer' and in this way 

'communication has a precise effect 

on all cultural activities, including 

art'.The place of a material archive in 

such a fluid and conceptual network 

is summarized by a further statement: 

ASA is a communications pool into 

which enerQy. materials and information 

are constantly being led. lt is imposs· 

ible to receive any1hino directly from 

this pool. to draw any1hing out or lo 

expect any1hino from il. Nonlincarlv and 

non determinable by ASA, free floating 

forms malenahse in une.tpecled places. 

for which ASA now sets lhe required 

framework Wotlun these houndauo$ 

free floalury looms lake sharoc. fhcy 

Archive Review 
consosl olrnlo11m110n.rdeas and m.111cr 

and they sohdoly onto wares. projects or 

e:·ents and lorrn meaningful relat ion· 

ships Thoreaher.lhcse maleriafi1allons 

drsappcar once more rnto I he pool. 

'ASUASA 1997) 

The in1:1~c of a fluid 'communi­

cations' pool, which aptly character­

izes the work that Uoris Ni'Csluny 

tirelessly continues to initiate, 

remains in some senses utopian. 

Such fluidity coagulates., gradually 

forming into the weights and 

measures of history - the archive 

becomes a material point of focus , of 

memory- and in this case literally 

hccomes a growing but still mO\·able 

' kit' (sec photo) where information 

and resources on a wide range of per­

formance artists can become 

organized and catalogued. The 

== 
-

=;sr-~•= -=--H1, ~:.-. ·-- .·.:­
-~tfl\ 

lht I I., d ...... Phtte: I . Hlut.t'lr 

nuleriJ I fac.l u( 1he :1rchi' c. mm 

hct:omc.s a fuc.u~ fior the 'dc1clupmcnl 

of a cent re fitr studies, cducatiun ami 

infirrmntiun'- al\\'ays a precarious 

halunc.e het\\'ecn the openness of arts 

action and fi:>.itics uf1hc aL'adcmy. 

·only art gives us the possibililylo say 

something that we don't knoYI· claimed 

the satirist Gabriellaub. We also work 

with art as a medrum of expression. Bur. 

since we have a particular tool at our 

disposal. we can say without being 

insolent: 'Art grves us the possibility lo 

say something that we know'. And as thrs 

knowledge in its peculiarity compounds 

of several charitable components. we 

like to make this knowledge available to 

(for) anybody interested. The Black Kit 

is primarily an important tool for 

educational work. research and docu­

mentation locussing on performance 

Performance Research )121 . pp IH - 12 6 «> Roulledge 1996 
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an oroJrcl an and arllsl run spaces 

(ASA 199 /) 

The 11k.1 firr Th~: lll.ld Ki1 orit.:i ­

n.ll ~:d in I1JS I :11 a proj~cl 111 

S11111!!.lrl for ~~'~ Ill ~ Ill' i1 ~:d a nisi ~ 

\\orlm!! 111 pc.:rfi•rmJnc.:, p.:rform­

:mc.: lrl, ln~l a i!Ji ion, pain1in!! and 

'id ~:o, c.:J ikd The Counci l (DJs 

1-.:.un~:i l ) The prujccl, in itiJtcd by 

lloris Nicslony , sou!!hl w e:o end 

and dc,·clop area~ of intcracti\·c com­

munic:uinn The part icipants d id nol 

wish 10 catalogue 1he proceedings of 

The Council hut proposed instcad a 

transportable cumainer which could 

he taken from e\'cnt to C\'Cnt, from 

meeting 10 meeting. The IJlack Kit 

\1 as cn\'isagcd as a generator of 

thoughts, as an archi,·c and as a 

sculpture of public inrcrcst. 

h h1bil1on spaces are lurned 1010 a 

pubhc hbrary oHer10g to anyone I he 

power ol the 1deas docurnenled here Nol 

just an inv1lahon lor the viev1er1o 

consume. bul an inv1lalion for Jhoughlful 

s1ud1es ollellers. photos. poems. video­

tapes. objects. relics and records ol open 

work-situat1ons Moreover it includes the 

opportunily for debate about the topics 

and oHeungs experienced. (Jurgen 

Raap, Kunslforum 95. 1988) 

The Ulack Kit has been presented 

several times within the framework 

of exhibitions from 1988 onwards. 

This means of presenting the 

'archive as event' not only signifies 

the literal d isplay nf selected pans uf 

the stud. hu1 also the acti\<: and 

inlcrJcti\'c r~: ali1.11inn of cata in areas 

of the Jrchi\0.: and their implica tions. 

The lll.lcl 1-.:.it contains documen­

tation ~ ince IIJ7S of the m•"t 

important international pru jeets with 

commun itJtl\ e ~tru"urc' rd.Hed to 

perlir rm.1nn· Thnc .1n: d"<ll lllenl.l 

l llrll' ul Jrll ' t'' -ell- help oq.:.miz-

:ll ion,, .lrl l\1-run spaces, confcn.:nces, 

":m in.1 r~ .1nd inlcr.u.:l i\c prnjecls. 

Since 11!SI 1he an:hi 'c has collected 

.md si ru<.:t u rcd documents of both 

rcahznl .IIHiunrca lit.ctl projects. The 

archi ' c h.l\ hecon1c an org.mism , a 

pernunenll~ gnm in!! act:ountnf 

ideas. lncludm:; documentation in a 

"idc ran:;..: of mcd iJ, the arc hi\ c is 

strucwretl "ith an index that 

pro\' ides the possibility of scarching 

through lhematic and conceptual 

linl..s and connections, keywords, 

fields/ domains, and networks. At 

present The Iliaci.. Kit includes 

documentation, dates and infor-

mal ion on more than one thousand 

artists; o\·er one hundred video-­

documents of performance events in 

Europe, Asia, and North America; 

plus numerous slides, records and 

audiotapes; more than five hundred 

journals/ magazines, periodicals, cat­

alogues and brochures concerned 

with the practice and theory of per­

formance art . The archive catalogue 

is also available on- line. 

ASA- Europcan publishes an 

annual perform:mce rcadcr S laps ­
Banh - Plots. At present there arc 

two readers based on ASA- initiated 

performance conferences (1997 and 

1998) which contain a wide range of 

contemporary writings and state­

ments by artists. The readers are 

available on d isc direct from ASA (for 

OM 20,- ) and also on-line. The ASA 

wcbsitc itself has many interesting 

links to ASA's network activities and 

to other performance related archi,·cs. 

The C I I !Swiss l Pe rformance 

Netzwcrl.. will hos t The Iliaci.: Kit 

wi1h lloris ~iL-slony at Pfdfrikun on 

2l!- 21J Fchrua ry I 9{)9. 

IN FORM AT ION: 

ASA - I·:urupe:m c V. 

lta lhenaupi:Hz JS 

Ric Allsopp 
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The nwq imm~diJt~ mean' nf 

acn:"in).: c\Cnb, 111form:uinn and 

prujcc1s tlut cumpri'c I he ASA 

nct\\nrls j, 'ia 1hc \\'o rld \\'idc \\'eh· 

http:/ / ww\\ .asa.dc 

Further infnn mtion concerning 

ASA- Eurnpcan and The IIIJc l.. Ki1 

archhc is ani iJblc ,·ia : 

http:/ / www.asa.de/ ASA / 

indcx.h tm 

Information on recent and forth­

coming events and projects is 

a\·ailablc ,·ia : 

http:/ /www.asa .de/ ASA/ 

NewsFramc.htm 



Act s of Writinq - Ric Allsopp (July 2ooo) Section 2: 'Tempest(s)' (looo) 

(2000) 

'Tempest(s)' 

in The Tempest and Its Travels, ed . P.Hu lme & W.Sherman 

London : Reaktion Books, pp. 162 -167 

ISBN 1 -86189 -o66 -4 
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Tempesl(s) at Terra Nova Theatre Institute 

Tempest(s) was staged at the Terra Nova Theatre Institute in Copenhagen during April 
and May 1999. The production was created with and performed by Borderland, directed 
by Phi/lip Mackenzie, and co-ordinated by Antonio Cars Macia, with scenography by 
Luca Ruua. This account is by Ric Allsopp. the production's dramaturg. with photo­
graphs by ]an Riisz. 

Already a fictitious past has supplanted in men's memories that 
other past, of which we now know nothing certain -not even that it 
is false.' 

One by one the audience is brought down a steep metal staircase into a large 
dimly lit industrial space. A man sits alone at a bare table in the centre of the 
space, facing the staircase, a pencil in front of him. On a wall behind him a 

large looped video projection shows documentary footage: a coastline 
thronged with people, an overcrowded ship departing. Individual figures 
separate themselves from the audience and approach the table. On a side 
wall another looped projection shows the identity papers and photographs 
of each figure. The man does not speak. A small gesture- a nod of the head, 
a movement of the pencil - either sends them through or back into the 
crowd. Those who pass through stand in line against the projection of the 
ship. For the displaced arrival and departure are one and the same. 

Tempest(s) was staged in Copenhagen in the spring of 1999 as part of a five­
year cultural and arts development plan initiated in Denmark in 1997 by 
Terra Nova Theatre Institute. The dramaturgy ofTempest(s) sought to exam­
ine relationships between the framework of an aesthetic model 
(Shakespeare's The Tempest and its themes of cultural meetings and con­
frontations); contemporary urban multicultural and imercultural social 
experience; and the placing of contemporary artwork as a cultural catalyst 
in such contexts. The social models of a monocultural society and the 
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'Crossing the Border', from Tcmp61(s), Terra Nova Theatre Institute/Borderland. Copenhagen. 
April1999. 

aesthetics of a traditional illusionist theatre or performance 'object' no 
longer easily rcOect the cultural and social realities that typify contemporary 
urban experience. This is not to say that 'traditional' cultural expressions no 
longer have a place. Shakespeare's The Tempest opened issues of cultural 
confrontation and of illusion as a power structure with in the world that 
Shakespeare was writing in at the end of the Renaissance. The dramaturgy 
of Tempcst(s) sought to translate these issues into our own contemporary 
terms. 

Seeking cultural analogues in the themes and imagery of Shakespeare's 
text, Tempest(s) imagines a contemporary Caliban, displaced from his now 
'uninhabited', or recendy decolonised island, negotiating the borders and 
cultures of 'Fort ress Europe' - the former colonial'heartland' or 'homeland'. 
In trying to find a place for himself within a world that is at once both alien 
and familiar, Caliban discovers that his attempts eo negot iate identity and 
values on his own terms arc st ill shaped by l'rospcro's 'art'. Prospero's means 
of maintaining power and control over his enemies, over Caliban and Arid, 
and over his daughter Miranda. arc imagined as projections - the 'virt ual·, 

T I \fl'l \ r ( \) A 1 I I. K ll t\ N 0 V A f 11 I. A I K t I N ~ I I T UT I· I(, I 
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mediat ing and invisible power s tructures that pervade social and polit ica l 

life in Europe, that regui:He it s geographica l and cultural borders. This 

virtua l world o f projections is contrasted with the actualities a nd pressures 

of a loca lised everyday world, in particular as seen throug h the experience of 

immigrants and refugees. Within this 'brave new world ' Caliban rediscovers 

the difficulties of making a place for himself and the imposs ib ility of a return 

in any sense to the island ho me from which he came. 

The rea lity of the situation that Tempest(s) imagines does no t o nly con­

fro nt immigrants or refugees attempting to find security or asylum in 

contemporary Europe. Our individual pe rspectives on quest ions of gender, 

class , race, and sexuality are also contested areas of social and cultural nego­

tiation. Our experiences o f displacement, insecurity, mobility and difference 

are framed within increasingly globalized cultural images of security, 

prosperity, identity and idealized or normalized behaviours . It is this tension 

that sustains the displaced and displacing conditions of contemporary life, 

provides the ideas and relationships upon which the performance of 

Tempest(s) was bui lt and gives the dramaturgy ofTempest(s) its centra l trope 

of'displacement' in both the actual world of social and cultural experience, 

and in the aesthetic world of representation. 

The dramaturgy links a reading of the The Tempest with contemporary 

ideas of'otherness' as experienced by migrants, refugees, the homeless and 

immigrant communities; and also in terms of the everyday exclusions expe­

rienced by individuals in contemporary society- where we can go, how we 

can meet others and so on. The experience of potential displacement and 

exclusion is clearly intensified in certain locations and situations, such as 

national borders, immigration control, social security structures. In such 

situations physical spaces (the spaces of bureaucracy, the spaces of news­

media, the negotiation of public space and private space) are intimately 

linked with language and the individual's abilities to negotiate languages of 

all types- from sign-systems to 'body-language' codes to language groups. 

Displacement in terms of aesthetics can be read through the shifts and 

slippages of the conventional elements of a classical Aristotelian aesthetics. 

It is used structurally at all levels of the performance itself, affecting narrative 

lines, the use of text, of language. o f characterizations, of objects and time, 

and of spatial sequencing. This affec ts aspects of how we see the artwork 

(visuality); how we read the artwork (textuality); how the elements (here in 

theatre terms) of character, object. space, time arc used within the produc­

tion . The perfo rmance imagery o fTempest(s) operates in bo th linea r and non­

linear terms, se tting up both narrative and causa l sequences, as well as non­

linear. hypcrtcxtual parallels and li nkages. 

I (o4 I{ ll' A I I. \ I) I' I' 
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In Tile Tc111pcsr both Caliban and Miranda arc displaced - the former 
hrough the effects of'colonization', the lauer through exile and separation . 

In Tc111pcsr(s) the characters of Caliban and Miranda arc shown as a single 
shifting identity that may be recognized in each of us, and in the everyday 
social and cultura l imeractions we arc involved with. The coherence and sta­
tus of the dramatic character (at least in classical terms) is displaced with 
each performer as both Caliban and Miranda negotiating the projected 
images that arc the illusions and power structures (happy fami lies, ideal 
homes, social controls and legislation) of a disembodied Prospero, some­
times duplicating, sometimes subverting, always representing and merging 
with the 'live' presence of the performers_ Ariel is the (sometimes reluctant, 
sometimes willing) agency of Prospero's authority and its idealizations in 
the form of the mechanics of projection. 

The displacement of 'character' and personae as a strategy in Tempest(s) is 
paralleled in the use of text, both as speech (live, recorded, mixed) and as 
writing. The 'originary' fragments of text from The Tempest are either erased -
literally written in chalk on the walls of the performance space and rubbed 
out- or projected unsubstantially as light; or removed from the mouths of 

'Caliban's ground'. from Tcmpcsl(.~). TcrrJ Nova Thcaln: lnslilUlc/llordcrbnd. Copenhagen. 
April1999. 
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the performers and replaced on multiple channels avai lable to the audience 
on walkabout headsets. Thus the text of Tcrupcst(s) becomes multiphonic, 
·ful l of noises', invit ing its audience to make choices between wh:ll is seen 
and what is heard, to alter and transform meanings through selection , to 
construct a montage of live and projected performance image. The channels 
included a 196os radio version of The Tempest; a female voice quietly whis­
pering increasingly provocat ive aphorisms and commonplaces around 
cultural attitudes to 'otherness'; a series of interv iews with people living and 
working in the locali ty of the performance space (the multi -e thnic immi­
grant area around lstedgade and Vesterbro in Copenhagen); a series of 
recorded 'live' phone conversat ions home from the performers to thei r fam­
ilies or extended families both in Denmark and abroad. In the rare instances 
where performers 'took pains to [ ... ) speak' the texts they utter reflect the 
difficulties of language - mutual incomprehension, the use of invented 
languages or of 'minority' languages, the difficulties experienced by the 
immigrant placed outside a language, the place and status of 'native' lan­
guages. At the centre of all these displacements and tensions is the exchange 
between Caliban and Miranda (l.ii .JS0- 64) with its cultural assumptions and 
sense of unresolved confronta tion. 

Memory and utopia form two additional themes within the dramaturgy 
of Tempest(s). These are informed not only by zeitgeist - by the kinds of 
cultural reflection that the turn of the millennium sets going - but more 
specifically through intertextual readings of Shakespeare's text and 
Tempest(s); and through exposure to particular contemporary artists - for 
instance Christian Boltanski, whose ideas of 'litt le memory' ('an emotional 
memory, an everyday knowledge') and 'small utopias' ('sweeping in front of 
your own door') seemed apposite for a project that is attempting to bring the 
local (the discourses of multi-culturalism and interculturalism in Denmark) 
and the global (discourse around power structures, immigrat ion etc.) into 
relationship. 

Tempest(s) was created with a group of people from very diverse ethnic, 
social and cultural backgrounds who, in proposing that the process and 
dynamics of theatre and performance parallels and interacts with the dyna­
mics and operations of the contemporary world, recognized that theatre 
and performance do not simply reflect the world th rough establishing an 
'other scene' or fictional world th rough which the relationships of the real 
world can be read. 

ln terculturalism implies the recogni tion of difference as a dynamic rather 
than as a category, an openness of discourse that moves beyond multi­
culturalism. Theatre and performance arc increasingly 'in terdisciplines' 

166 IU C A I.I. SO I'I' 
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dr;~will).! from :1 diverse r;~ n l~e of processes ;~nd influences. The t erm ~ of 

cn~·'l.:eme 1 ll with performance. 1\"ith arl \\"ll rk\, arc ahP be1n~ n:dcfllll'd 
;~long lim·s of cliffcrcnce: soc i:tl ;~nd politic.1 l dynamit!> .1 rc reflec ted in .lcs­

thctic dyn.1n1ics. Simply put , the dynamics .1nd proct'S!>CS of intcn:uhm;d 

rcl;llions arc paralleled in the dynamics :lnd rroccsses of performance work. 
The assumptio n is that artworks and performances exist not on ly as self­

contained or self-reflex ive entities wit hin socia l or cultura l contexts (the 

singu lar visio n of late modernism) but in a shi fting and dynamic relatio n to 
cultural, socia l and politica l realities. This change of perspective affects 
cultural and aesthetic assumptio ns and moves wwards interdiscipli nary a nd 

intcrculrural forms that act aga inst the grain of bo th aesthetic a nd soc i.1l 

mo nocultures. 
Tempest(s) is shadowed th roug ho ut by the text ofThe Tempest. To read back 

into and through the tex t of The Tempest is to open up the condit ions within 

which Shakespeare was writing and to open up our own readings of those 
conditions and undersranding of how we read. As a dramaturgical project 
Tempest(s) reads The Tempest out wards into the specifics and particu larities of 
a contemporary urban situation, o utwards into the transforming structures 

of performance, into the placing of a project in a particular situation, for a 

particular audience. At the end of Tempesr(s) the audience leaves down a 

long narrow corridor - a corridor of memory - lined and dimly lit by nine 

black glass-topped plinths conta ining various texts or personal objects - for 
example a set of mi lk teeth, a blank sheet of paper and a pencil , a photograph 

of a railway line with a pair of compasses. On the wall beside each plinth is 

a photocopy of the identity papers and photos seen at the beginning of the 
performance. As in The Tempest there is no resolution here - only ambiva­

lence and ambiguity. The return home is a return to somewhere that is no 

longer home - is itself displaced, is in turn idealized and mythicized, a place 
from which we once again must depart. The Tempest - like the Boatswain's 
ship appearing 'tight and yare and bravely rigged'- is always 'freshly beheld '. 
But as it travels so it transforms. John Berger has spoken of displacement as 
the impossibility of return for the migrant, for the refugee: 'Unchang ing as 
the village is, he will never see ir as he did before he left. He is seen different ly 
and he secs diffcrcndy'. 2 In so far as The Te111pcst travels, it can never return. 

ON THE WORLD ST A GE: TERRA NOVA 

1 Jo rge Luis Barges, 'Tio n, Uqbar, Orbis Tertius', in his Collwed Fictions, trans. 
Andrew Hurley (New York, 1998), p. 81. 

1 John Bcrgcr and Jean Mohr, A Severuh Man (1-farmo ndswonh, 1975). p. no. 

1"1: M 1'1 \I ( \ ) 1\ T T I I( H •\ ~ < l V 1\ T I ll 1\ I I( I I N\ I I I ll I I t(,7 
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Th e C o nne c t e d Oody'> 

Int roduction 
The umver sc unfolds 111 the body, wh1ch IS 1ts nwror and rts creature Our era IS crlf1cal; rt has des lr oycd the 

old 1mage of the world and as yet has not created another . Th at 1s why we do not have a body .... 

IOc tavoo Pa zl 

A fascmat1on with the human body, its presence, 

loca!lon. statu s and tdentity continues to provide fuel 

for a debate surrounding the body that goes at least 

as far back as the fifth century B. C. when Heraclitus 

noted that 'we are estranged from that with which we 

are most familiar'. Octavio Paz's sense of the 

contemporary difficulties in identifying what is 'the 

body' and wha1 is meant by 'the body' (whether we 

accept h1s analysis or not) indicates a persistent 

disjunction tn our attempts to integrate the body as a 

coherent site of representation and presence. The 

forms that frame this gap are many and varied, and 

dependent on perspective and approach. Within the 

discourses that surround contemporary performance, 

this gap is partly located in an increasing separation 

between a 'theorized body' and an 'experienced body' 

where the theorized body- as represented, gendered, 

located, presented or absented- is privileged over the 

inherent experience of the body and its systems. 

This double status of the body in performance 

has become fundamental to its articulation in both 

modernist and post-modern practice . The body 

participates as a locus of experiment: as an 

experiential site-as presence, a dynamic, moving, 

transforming and resistant body; and as a site of 

representation-as reference, as object, as a complex 

of meanings. This oscillation of status resists any 

surety or fixi ty which might reduce the body in 

performance to either mere representation or simple 

biological presence. The body in twentieth century 

performance becomes an ambivalent site which 

offers modal1ties of presence and reference, of 

physical ac!lvity and image. This ambivalence 

towards the body would seem to be a key dynamic in 

recent performance and performance theory. 

The writer Lewis Hyde noted that 'a work of ar t is 

a gi l t, not a commodity'. There is an analogy to be 

made w1th th1s observation which concerns the 

marginali zat1on of the body in western culture. 

However much the recent revival of interest in the 
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body has refocused our attentions, the body rema1ns 

(as Roy Porter po1nts out elsewhere in the book) an 

' inv1s1ble' component of h1story, marginalized w1th1n a 

hierarchy of knowledge that pnvi leges language and 

the mind. The body circulates within an economy that 

is predominantly concerned with its commodification. 

The exploration of the body as a means of resisting 

this economy, as a means of locating value on an 

individual and communal level became a central locus 

of the 1994 project 'The Connected Body?' of which 

this book is a partial document. As one of its 

participants observed: 

... it was recognized that a major issue in the 

understanding of the body in performance is the 

tension between the ways in which we might 

experience the body as 'connected'( ... ) and the ways 

in which we might reflect upon and represent it as 

'disconnected' ( .... ). This suggests an ontological and 

ideological tension between the body and the self. An 

individual might gain a sense of authenticity and 

connection with the sell in and through the body 

during training, in parltcular through the variet ies of 

holistic bodywork IBMC, yoga, etc.} explored during 

the practical sessions. However, many of the 

speakers during the conference proposed that this 

connection is profoundly disturbed by the 

discontinuous and unstable appropriations and 

ideological representations of the body throughout 

the history of western culture and within an 

increasingly medialized and technologically driven 

world culture. 

INogel Stew art in NTQ vol. XI no.42 11995) p.l91 ) 

The body is always interrogative- always a question, 

an ambivalence about what is experienced in the body 

and how the body is represented and constructed in 

the social, cultural and physical world s that it inhabits 

and participates in. Is the body 'connected' and if so 

to what? Is the body disconnected?-and if so how1 
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Whatrmpact on attitudes and strategres towards 'art 

making' as performance, as dance, as theater . are 

berng made by contemporary cntrques of the body, 

presence, representation, identity and subJeCtrvrty? 

The impetus to draw together a number of 

influential artists and scholars in a gathering that 

would make possible an exploration of these 

questions, arose from a project held in 1993 by the 

Centre for Performance Research in Cardrff, UK on 

the points of contact between performance, 
shamanism and ritual. An ethnographic frlm 'Sucking 

Doctor' was screened as part of a presentation on 

shamanic practice by Professor Sam Gill of the 

University of Colorado. lt documented a healing event 

in which a female Pomo Indian shaman 'cured' her 

husband in front of a gathering of witnesses. What we 

were struck by was not only the spatialization of the 

event, its blend of the everyday and the 'non· 

ordinary', the theatrical and the magical, but the 

manner in which the healing process was induced by 

a literal 'hands on' manipulation of the body, a 

method which paralleled the type of 'hands on' work 

that we had seen and/ or been involved with in our 

associations with bodywork and new dance, 

particularly through the School for New Dance 

Development (SNDO) in Amsterdam. The conscious 

integration of pretense and actuality, of presence and 

reference in the film provoked our concern with the 
question of the connected body. 

The connected body? As if the body were an 

experience that could somehow be held in common- a 
return to some primary collective physical experience 

untroubled by representation, gender, identity, 

presence. But this is also part of the question-the 
insistence of the body as physical presence. the 

commonalties of physical experience, the sense of 

the body as something that is shared, that speaks to 

us in ways that are increasingly difficult to keep rn 

touch with. Perhaps the title could more appropriately 
have been 'A Connected Body?' 

7 

lnlr o d uc ll o n 

The Connected Body? project that grew from these 

beginnings was held at the SNDO rn Amsterdam 

between August 20- 28, 1994 as a gathering of 

artists, scholars. educators and others whose work 

(seen as a field of exploration) embraced both the 

'body's' inherent connectedness and its cultural 

construction. The project was designed to bring 

together participants in a forum where radically 

different approaches to the body could be 

represented through experiential, performative and 
discursive means, based on a common desire to seek 

connections and perspectives that would broaden 

understanding and practice in contemporary arts. The 

forum provided an opportunity to examine the effects 

of various contrasting discourses and practices on 

the 'body's' representations in contemporary 'live art' 

and performance. In organizing the project we sought 

to respond to the continuing need for intelligent 

thought and practice concerning the body; and a 

move towards a 'new authenticity' that accepts 

notions of the 'body's' essential experience and 

constitution as well as its fragmentary and 

constructed nature. 

Our approach to 'The Connected Body?' was 

interdisciplinary, reflecting both the concerns of 

contemporary performance and an eclectic curiosity 

on our part with what other disciplines have to say . 

Performance draws both from the specific 

techniques of a discipline or certain other forms of 

performance, and from its continuous blending with 

other discipl:nes, modalities of thought and specific 

contexts. Performance cannot avoid being 

'contaminated' or transformed by theoretical shifts 

and perceptions. lt is never possible for us to 

drscover an authenticity that is not mediated by 

cultural attitude, social convention, or political 

rdeology. The body is perhaps our final point of 

resrstance and seems to many who explore its 

systems, its geographies and its historres, to hold out 

the promise of an authenticity which wrlltransccnd 
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the llm1tat1ons of 1ts construc t1on. lnterd1scipltnanty IS 

not only a necessary exploration of the overlappmg 

domams between d1SC1plmes. but also sugges ts that 

a new authen1tc1ty IS always ambivalent. framed w1th1n 

g1ven sets of constructs. a space that remams only 

'1n between'. Coming to conclusions. lmding answers. 

creatmg end1ngs or closures concerning the quest1on 

of a connected body wa s never a part of our strategy. 

We started to explore the gaps between l ine art 

performance (as exemplified during the project and 1n 

various med1a by Marina Abramovii:, Valie Export, 

Lmda Montana. Ala stair Maclennan, Sally Tallant and 

others) and dance/ performance work and holistic 

bodywork. especially 'new dance' with its insistence 

on corporeal experience which shifts the emphasis 

away from the body as representation towards a 

phenomenological body (as exemplified during the 

project by Deborah Hay, Eva Schmale, Jacques van 

Eijden, Les Ballets C.de la 8). These disciplines 

seemed to be drawing on attitudes, techniques and 

approaches to the body that, whilst often dia· 

metrically opposed, shared parallels, similarities and 

overlaps in their usage and representations of the 

body. In addition, we wished to provide other takes 

and fixes on this indeterminable body, and we sought 

practitioners and scholars from other disciplines 

whose work might shed light on the question of the 

body in performance: medical history, archaeology, 

art and dance history. A number of approaches to the 

body including virtual technologies, we rejected ; not 

because we doubted their significance, but because 

we wi shed to keep the debate and practice aligned 

with the (increasingly problematic) idea of 'live 

work'-work for the body to do. 

We hope that the present book both reflects and 

extends the 1994 prorect. lt consists of statements 

and interviews from the artists involved who were 

asked to reconsider their relationship to the body in 

the light of their current work , or in response to the 

workshops and performances that they gave; ltkew1se 

we asked the theonsts and practitioners who 

presented conference papers to rework and extend 
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T h e Con n cc tcd Body " 

their 1deas. These statemen ts and papers prov1de the 

backbone of the book and are accompan1ed by 

reports, quotaltons. and commentanes from 

parltctpants m the prorect as well as other materials 

and 1mages. We have attempted to structure the body 

of the book so that it will reflect the particular spirit of 

'The Connected Body?'- a sense of a creative colltston 

of ideas, images, practices, attitudes and beliefs, and 

the construclton of a temporary 'body politic' with its 

conflicts, contradictions. and confluences. 

The work of the Bellast-based performance artist 

Alastair Maclennan who was invited as artist-in­

residence, and the American performance artist Linda 

Montana who took up 'astral residence' for the 

duration of the event. deserves special mention 

because of a comparative 'invisibility' in the placing of 

their work. Their very different but related 

explorations of physical 'presence/ absence' 

provided an important touchstone for the project. The 

instructions for the Linda Montana Room begin the 

book. and the Room itself is 'visited' in Johannes 

Lothar Schr6der's 'Letter to Linda Montana' in Part 11. 

We have also attempted to place the new photo· 

textwork that Ala stair Maclennan has provided I or us 

throughout the body of the book as 'actuations for the 

page', paralleling the daily 'actuations' he made 

during the project. 

The re st of our material- artist's statements, 

papers. commentaries and marginalia-has been 

grouped around the themes of the four panel 

discussions so ably focused by Claire MacDonald and 

Dorine Mignot that took place during the 1994 
conference. 

In Part 1: The Body and Healing, following the 

description of the Linda Montana Room, we have a 

recent interview with Marina Abramovii: whose 

exploration of the thresholds of the physical and 

psychological in her internationally recognized 

performance and related artwork needs very little 

introductiOn. Marina Abramovii: dt scusses the 

'transformation of the known mto something unknown' 

in rela lton to her workshop 'Clean the House'; and a 
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new approach to r1sk for her wh1ch, wh1le 5tlll 

mvolv1ng the preparation of the body for a state of 

openness 1n wh1ch anyth1ng IS poss1ble, may be more 

'playful'. Enzo Cozll's account of h1s on-go1ng 

f1eldwork on healing and devot1onal dances amongst 

the meslrzo populatrons and Aymara peoples of Chrle 

touches on aspects of sacral and self-healing 'by 

nego t1a!lng conflic t and buildmg bridges, and 

searching for the harmonizatron of contranes.' Th1s 

resonate s with the ideas of conflict resolution that 

are at the heart of Alastair Maclennan's work and the 

'work of integratron' Fiona Sampson discusses in her 

poetic response to connections between body and 

mmd. By contrast Professor Roy Porter's provocative 

paper on how the eighteenth century 'body poli tic' 

utilized medical representations of the human body 

for political purposes, resists the cultural hierarchies 

and prejudices which have resulted in the traditional 

'disembodied histories' of western europe by 

asserting the 'powerful presence of the body' within 

them. We should add that Roy Porter's article as 

reproduced here has been reduced from a much 

longer script which he prepared for 'The Connected 

Body?' conference. His lecture was profusely 

illustrated and the full script relies on specific 

references to illustrations which we were unable to 

include in this book. 

In Part 11: The Represented Body, the Viennese 

art historian and curator Silvia Eiblmayr provides 

some detailed commentary on a sequence of images 

from the work of the Austrian media- and body-artist 

Valie Export. These images formed a part of her 

analytical presentation on Export's 'feminist 

ac tionism' in which Export's use of the live body as a 

'material part of the structure of representation' was 

made explicit. The statements by Johannes Lothar 

Schrc:ider, the British performance artist Sa lly Tallant 

and the Ame11can dancer and choreographer Debor ah 

Hay provrde an instance of approaches to the body as 

a srte of repre sentalron that are seemingly 

1rreconcrlable, yet have mterestmg overlaps. 

Schroder's 'Letter to Lmda Montana' expllcrtly makes 
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lnt r o c1ur.LI O n 

a trans1tron across the apparent gap between Valle 

Export's work and the literal 'holism' reflected m 

Deborah Hay's statement 'What I call my mmd rs my 

whole body. What I call my body IS f1lty-three trill10n 

cells'. Sally Tallant's provocat1ve mstalla!lon 'Scar' 

pred1cates 1tself on an mteraclion wh1ch Implicates 

the aud1ence. both literally and metaphoncally, in the 

violation of the body. Fmally, Ron Bunzl's 'Ah ha 

Nada!' describes the process of Deborah Hay's 

workshop 'Intrinsically Appropriate Dancing' which 

suggests a place beyond representation. 

In Par t Ill: The Body as Process, the German 

performer Eva Schmale provides a recent statement 

on her attitudes towards the body and articulates in 

committed terms the body as the site of perceptual 

awareness and understanding, a body that resists the 

reductionism of language and the alienating effect oJ 
medialized images. Eva Schmale's work consistently 

attempts to shift the body from the 'invisible and 

disembodied' histones that marginalize it towards a 

recognition of its centrality and 'resistant potential'. In 

a different sense, Johannes Birringer in 

'Reconstructions' sees the body operating on the 

periphery and places the body in the 'between' space 

of the 'border'. He argues that our bodies (whether 

individual, social or collective) are capable of being 

experienced because they are symbolic systems 

which participate in a political struggle over identity 

and legitimation and 'derive their authority from the 

symbolic which, politically speaking, is a mechanism 

of dominance'. The Dutch dancer and choreographer 

Pauline de Groot places the dancing body in everday 

circumstances outside the \heater, where an 

awareness of 'the specific dimension of the moment' 

enacts a process of transformation within the daily 

routines of life. Robert Schwarz in his paper on 'Body, 

Space and Idea' develops a relationship between the 

body and language that sees the body as a process 

of spatialization that inscribes itself in language. 

In the fmal section of the book- Part IV: The 

Constructed Body, both M1ke Pearson and Claudia 

Jeschke develop extens1ve structuralist approaches 
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to the perlorrnat1v1' lnhly lhJI Jrc cornplcrner•:cd by 

the lrter al tr Jnscrrptrun of a Oouy-M1nd Centerurg 

class by Jacoues van Ertden and the relleclrons on the 

on-stage and off stage body provrded by BelgrJn 

choreogr aphcr Al,1111 Plate! (Les Oallets C. de la B.l. In 

rnrrronng !heater and archaeology_ fllrke Pear son 

draws on !heater to ·suggest how the body !10 the 

past) m1ght engage w1 th surface and volume. wrth 

ob1ect and backdrop 10 extrem1s and 10 repose'. anu 

on archaeology to suggest that 'the truly ·connected 

body" must exrst rn trme, deep t1me. as well as 

space' . Claud1a Jeschke's paper 'Representing the 

Body' prov1des an 1lluminalrng typology of the 

phenomenologrcat body 1n dance in relat1on to 

strategres of dramaturgy and choreography from the 

SIXteenth century to the present. l ike Roy Porter's 

paper, Cfaud1a Jeschke's was extensrvety rllustr ated 

at 'The Connected Body?' conference, and we are 

only able to reproduce a representatrve seleclron of 

the shde rmages she used. Her closrng remarks 

assert that a dis1unctron between the body as 

presence and the body as representat1on do not 

apply 'to a body used rn a theatncal context' where 

10 

r ,, , c · •• ,, ,, • , 1 , • 11 • ~ • , , ! . · 

' the phenorncnolog1Call.lod , .. • 1 ~ Il l!··~ · d1;crmn<!r. lrd 

lrorn the stra teg1es of rcpre sentJI1on 'c of 
dr anraturgy or choreograph\ · 

The book we have conrprled here from materral 

rela tmg to the t 994 ·connected Body' pro1cct 1s an 

express1on of the drverse and complex crrcumstances 

of the body 10 relat1011 to performance lt contams 

extens1ve boundarres of space and t1me. and 

numerous borders of rmagery and 1deas We 

encourage the reader to sample the spec1al 

crrcumstances of each author and look for 10s1ghts 
rnherent in each approach to the body and 

performance. In read10g th1s book. we hope the 

atmosphere of collisron and overlap w111 provrde a 

sense of the exc1tement generated by the orrgrnal 

protect, and support the not1on of a new authenticity 

that embraces complementary and contradrctory 

posrtrons vis a vrs the body as we move 10to a future 

where questrons of the rdent1ty and experrence of the 
body wrll be as pressing as ever. 

Ri c All so pp & Sco tt delahun ta 
Amsterdam 1996 
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Editorial 
The Polish theatre direCior ' Ltde u ~z 1-: :utiOr ' after 

~cars of":1111i - illusionar~ \lurk' st:lled llt.ll ' illu ~ion 

!.hifts re.llity ot\111 another \rack. the tr.H:k of pot·tr~' 

(Picsniarowiez IIJIJ-1 : -J)) . This track is c.trlin 

projeued by C harles O lson in his dist:ussion of an 

'open field ' poetics (Oison I!)()(,: I (•): 'the poet ... 

can go by no track other than the one the poem 

under hand decLtres, for itself.' I hare always liked 

the amhi:;uity of this phrase 'the poem under hand 

declares' for its gras p of, the \\·ay it catches the 

m eanings of ' under hand' as holding together 

images of control, craft and process with deception , 

art ifice and risk. It is a phrase that aptly contains 

the mutual inseparability of illusion and the real 

within the project of performance; an image that 

echoes the various ' under hand' approaches to 

illusion that make up the com·ersation of this third 

issue of Performance Reuarch. The conversations 

on illusion take two broad but not excl usive 

positions: illusion as magical tr ick or illusionist 

spectacle; and illusion as an approach to the 

problems of'the real' and identity. As a whole they 

point towards radical uses of illusion as a means of 

framing performance work. 

At the shrine of the Dlack Virgin of Guadalupe in 

Extrcmadura you can ascend a broad stairway from 

behind the Chapel of the Virgin, that brings you to 

the 'camarin', presided over in each corner by the 

waxen figures ofMiriam,Judith, St Catherine and 

St Anne, a lmost lifelike in their flower-decked 

vitrines. The camarin forms an antechamber to the 

shrine of Our Lady of Silence. When enough 

vis itors have climbed the stairway - pilgrims from 

the eastern bloc (it is 1987), local devotees, a man on 

his way home from work, cultural tourists- a monk 

appears from a small door concealed in the panelling 

and guides you into the shrine. Your attention is 

drawn to an enamelled panel het ween two openings 

that look down on to the nave of the dtapel. lt shows 

the miraculous episodes of the Bbck Virgin . The 

monk narrates each image in turn - the hurial in 

Guad.dupc of the s tatue in 711 aft er deli:at hy the 

Saract:ns; tht: redisco,·ery of the st:Hue hy a cmdte rd 

n:tmcd Ciil in 1.\2(,; th t: ,·is itation of popes :111d l.:in f!s 

to th t: shrine. The air o f o:pect :IIK~ [!TO\\·s more 

l:tn~ihl e. As the final episode is completed the monk 

discreetly presses a lever which spins the Black 

Virgin in10 vis ion, turned like a pagc of the hook she 

so oddly resembles. The ins piration- the li teral 

intake of breath at this small disclosure- affects us 

all. For some it is a rercl;ttion, the culmination of an 

arduous journey, the possibility of a divine inter­

\·en tion \\'ithin the everyday (an illness cured, a 

marriage saved, a trespass forgi,·en) ; for others it is a 

brief moment of theatre, or of storytelling, of sho,,·_ 

manship which might recall H erbert I31au's 

comment that the 'illusion [is] so exhausted by 

history that it can barely reproduce itse lf' (I3lau 

1992: 27). 

Oy way of beginning, these conversations are 

framed by N icholas Z urbrugg's re\·iew article of 

Jean Oaudrillard's recently published book T/1( 

Perftc/ Crime ( 1996: 20-4), which begi ns with the 

epigraph: 'Given the mass of evidence, there is no 

plausible hypothes is hut reality. Gi\·en the mass of 

evidence to the contrary, there is no solution but 

illusion .' I3audrillard argues that it is the ' prolifera­

tion of reality' produced hy simulation, that is 'our 

true catastrophe'; and that illusion, not the real, 

opposes simulation. Only therefore through 

restoring the potency of illusion can the exponen­

tial curve of the real be exceeded. The Chicago­

based perfomance group Goat Is land, residem in 

the UK during the spring and summer of this year, 

have collectively contributed an 'lllusiontext' both 

as a form of active documentation of the processes 

of creating their new performance (Hnm De(lr to M r 

tltr Hour Wltw D"yligltt Dies, M ay 1996) and as a 

testimony to the uses of illus ion in exceeding the 

real - ' this performance will hurt ' . 

T he hierarchy of western metaphys ics has prior­

itized the rea l m ·er illusion . The effects of this on 
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notion~ of pn:sencc and absence \\' ithin perlitrm­

ann: ini ti,tt es i\ndre\1· Quick's discussion of the 

difli: rin ~ tensions hct \\·een 'the opcrationls l of rep­

resent :tt ion, or re pe tit ion , of illusion ' and the 

Olllolol! ' an d presence of 't he real' it s<:lf in per­

l(trmance. The no\\· br~dy hidden 1\"!trk of the 

semin.d Ent:lish theatre comp:my Impact The:ttn: 

(:tetiH: I <J/6 - :-i(t) is unearthed and reread throut:h 

1 he \\'ork of IJerrida, La can and Z izck and their 

deconstructions of'the real '. 

The performances of 'Thc Only Leon' - th e 

' most success( ul female impersonator in nine­

teenth-century hlackface minstrclsy'- arc reread 

hy Annenurie Bean, in her article 'Present ing the 

Prima Donna ', as construc t in[; and sccurin ~_.:, 

th rou[;h gender t ransgress ion, bo tlt the identit y of 

the dominant white male and black female 

sex uality. Such uses of illusion to mediate social 

des ires rhrou~:;h a 'performed cultural imaginary' 

arc then taken up from a psychological pcrspccti,·c 

in Etzcl Cardciia's 'Truthful Trickery: 

S hamanism, Acting and Reality'. The analo~_.: ics 

between forms of shamanic performance and the 

methods of the western acting tradition allow us to 

question the usual dis tinctions between pretence 

and reality, appearance and substance. Illusion 

when used in particular performative ways can 

have concrete and real effects on the subject, not 

only therapeutica lly, but also as 'a jarring s tep' 

from illusion to a reality beyond the circumstances 

of the everyday. 

Simon Herbcrt's interview with the Dclfast per­

formance artist And re Stitt, whose work since 1976 

has explored the extremities of life and art, 

describes this jarring step and the very real impli­

cations of the risk of illusion from the performer's 

viewpoint. The implications of such an intensified 

individual journey by the artist confront us with 

the nature of social responsibility, the possibilities 

of redemption and the edge between the illusion 

and reality of performance. The question of art and 

artifice - a debat<.. resurrected by the impact and 

insistence of new media technologies- is identified 

by naudrillard, in terms that evoke the work of 

Andri: St ill : 

True andice IS the artil1ce olthe body 1n the throes ol 

pass1on. the artilice olthe sign of seduchon. the artifice of 

ambtvatence in gesture 

(1993'51) 

ll:tudrilb n l :t rgues th:tt artifice a.; ' the pmrer of 

illusion' i.; in no 1ray concerned" ith "hat gcucmtc.< 

reality, hu t " ·ith 1rh:ll a Ita.• re:d it~ . T he distin ction 

is in trying to understand the uses of illusion rat her 

th an the meanin gs of illusion . As Mich:tcl Mangan 

point s out in his articl e o n Elizabethan uses of 

juggling and conjuring, northern renaissance 

cu lture displayed a ncn·ousness of the ' juggler ' and 

'con juror' - a nervousness that is s ti ll apparen t. 

Operating on the margins and peri phery of culture 

(which is the habitual place of performance) such 

' jugglers and conjurors ' enable us to experience an 

altered rea lity- a reality that might hold the possi­

bility of a d ifferent future. 

The staging of illusio n is a problem that is taken 

up in Lynn MacRitchic's a rticles on the " ·ork of the 

13ritish performance artis t Rose English; in the per­

formance writings of Caroline Dcrgvall, and in Exc 

Christofferscn's survey of a 'nomadic dramaturgy' 

in the work of the Danish theatre company Hotel 

Pro forma. 

Lynn M acRitchie guides us through the work of 

Rose English and particularly 'her dcconstruction of 

the thaumaturgy- the wondcrworking- of theatre'. 

Her rigorous examination of the terms and subtle 

distinctions that construct the conventions of 

theatre, has typified her work since the mid-1970s. 

English's interest in the ways in which theatre 

stages and spatializes the illusionary is echoed in the 

writings of Caroline Bcrgvall. The uses of illusion 

and the vestiges of the real, the identity or displace­

ment of text with the spatiality of surface, arc ideas 

that Dcrg,·all addresses 'for the page' in the docu­

mentation of her recent (May 1996) text installation 

Eclat: Occupation d's Li,ux, 1- 10. Here and in the 

' li ve' performance of the tex t, the work keeps iron i­

cally pointing to the frequent ruptures between the 

play of illusory spatiality in the text, and the reading 

and conseq uent perception of the actual space of 

performance. The lromjlc-l 'ocil as an imitation of 
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n.llurc.: 11 luc.: h con jurc.:s up a 11orld 11m·cn throu~h 
11 ith fi.:;llurc.:' o( thc rc.:al, as Exc Chris torl i: rsc.:n puts 
it in his ~ut 1 c.:~ of the 1mrk oft he.: Danish thc.:atrc.: 
c.:omp:m~ llut.· l Pro Forma, 'poin t ~ to the.: (.JCt th.ll 

I unit~ ni, l 11 hdc.: ;11 the.: s:tntc.: t ime.: hc.:in~ :1 fi c.: tion 
:tml a p.t ~s.t ~c.: In ;uwthcr li c.: tion '. Thc.:ir 11ork ~incc.: 

I <Ji;() h.IS nplnr..:d not only the.: ft ll"lll:ll aspn:ts or 

illu~ion , hut al.;o the status of marginality and 

amhi~uit~ in ~udicncc-pcrl(,rmcr relationships. 
Chriswffi:rsc.:n :1lso reads the.: work through a not ion 

of a ' nom:tdic' tlramaturgy: a ' rcstlc.:ss' non-linear 

dnun:llur~~ somewhere het wccn movement :1ml 
being, fonllJ t and identity. 

Theatre and pc.:rformancc arc forms that play 
within the ephemeral, the disappearing; forms that 

occupy a ludic space held in tension hy momentary 

shifts between presence and absence. Oaudrillard 

has elsewhere referred to the disappearance of the 

'soul of art' - 'Art with its power of illusion, its 

capacity for negating reali ty, for setting up an "other 

scene" in opposition to reality'- and obscn·cs that 

n/1 disappearing forms seck to duplicate thcmseh"cs 

by simulation (1993: 14). In Oaudrillard's terms the 

intensity and ubiquity of aesthetics produce a 

'profusion of images' in which there is nothing to 

sec but the grand illusion of the spectacle. 

And re Lcpccki's reading of Kantor's 'room of 
memory' and his discussion of the invisibility of the 

dance is an example of recent work that is pointing 

towards the dcmaterialization of the 'object of per­

formance' . It is not only the an object that is dcma­
tcrializing. The ephemerality of performance itself 

becomes more and more the locus of critical 
thinking. The dematerialized trace and 'origin' of 

dance and its recollection in the act of wriring bring 
to bear another contemporary theorization of the 

illusion/real as the 'spectacle' - the commodifica­
tion of li fe - which increasingly erodes the realm or 
'free' and ' unalienated experience'; or as Guy 

Dcbord (Plan t 1992: 13) put it, ' the real consumc.:r 
becomes a consumer of illusions. The commodity is 
this factually real illusion, and the spectacle is its 
general manifestation.' 

Relation~ het11·een the son ic and the visual 
occ.:upy Nidwl.ts Ti ll in his re1•icw of the.: IIJ()(, 

pc.: rfiu·mances of \"ari:sc.:'s f),:_.,·rfs with ao.:ompan~ ­

in [! film hy Bill \ "iob; and Schuhc.: rt's '\\' intc.:rn:isc.:' 
sta);!ed hy Boltanski and Kalm:tn . 

The power ofillu~ion is c:ttin );! :111a~ :11 th e.: c.:d);!c.:S 
:md inters tices of the.: ' rc.:a l' :ts it i ~ ordinarii ~ c.:onsti­

tutcd . lt is perh.tp' thc.:sc moments ofillu~ion that 

allo11 us to nHI\ c.: fi1r11 :trd in the 11 :11 

su~~c.:sted by t\l.llthc.:" Goulish in his Fm · 
tl lit"mla lllrt:J, throu~h attc.:ntion to the 'clear!~ 

shiftin!_! detail' of acc.:umulatin!_! moments that he~in 
to constitute a ' recognizable.: pattern' . 

Ideas of artifice and fabrication, and how they 
allow us to 1·isu:tli zc.: and c.:onstruct our cultural 

imagin:tries, characterize.: the.: artist's pages we h:ll-c.: 

commissioned for this issue. Rod Dickinson's work 

W S. ll. explores questions of agency in the relation 
between art and fabrication, hoaxing and illusion, 

whils t the pages from Rose English act as a so rt of 

'premonition' for an as yet unrca lizcd sh01r. Playing 

somewhere in between artifice and reality, the S11·iss 

thea tre artist Hans-Pctcr Litscher pays homage to 

the illustrious Italian mountainscapc painter 
Giovanni Sagatini in Cnduta Massi. 

There are book reviews by Clairc MacDonald, 

cris check and Peter Hulton, and the conversations 
of the issue close with a review by Richard Gough 

of the recently opened archive in Krakow which 

houses the work ofTadeusz Kan tor and his 
company Cricot 2. 

The shrine at Guadalupc haunts a second more 

recent image. At the Stcdclijk Museum in 

Amsterdam (it is 1993) you can ascend a broad 
stairway from the entrance hall and the garde-robe 

that will bring you to the Gary Hill exhibition, 
which starts in the main gallery on the first floor. In 

front and to your right you will sec an installation 

Crux (1983-7) consisting of five video monitors 

'mounted on the wall positioned to suggest the con­
fi~uration of a cross as well as the elements of the 

human body, respecting its proportions, with head, 
two hands, and two fec.: t. ... A la rge, composite 
!moving] ima!_!e, pieced together hy the body's limbs, 
is presented on the moniwrs' (Stedclijk Museum 

llJ<J1: 75). The.: place.: of the body, the torso itself, is 
:thsc.:nt , :t void filled only with the imagi nar~ implied 

092 

m 
a.. 

0 

;)_ 

··················" 
Vl l l 



tO 

0 

+-

-a 
UJ 

i X 

h~ the li\l: llic kcrin~ \ itrin~:s'. 1\ lo1 in~ furthe r into 

t h~: ~;Il ler~ ~ou 11 ill n:.Kh th~: d.1rkem:d entr.IIILT 10 

Tall Slups (1992). This oraeul.1r in\t.II I.Hion coll\1\h 

of ';l complctcl~ d.1rk, nine! ~ - li•ot Ion~ corridor-like 

~p.1 ce,!in 11 hich I ~i\ll"en hl.1d and 11 hit ~: im. 1 ~1:~ ol 

pcopk. 1 .1r~ in~ in ethn ic uri ~in, a ~e and ~l:IHkr, :11 1: 

proj~:ct ~:d d ir~:ctl ~ onto th~: 11:1ll~. 1'\o ho rder ofli!!lll 

dclines the fran11: of the ima~es: onl~ t h~: rigur~:s 

themseh e~ ~i1 e off light imo the sp.ICc. The bst pro­

jection is on the hack \\·all , at the end of the corridor' 

{Steddijk I<JIJ.\: 91\). In this silent sp.~<.:c, peopled h~ 

the 11101·ing and projected t;hosts of the f.1milia r, the 

e1·er~day, the narrati1es of e.1ch 'meeting' arc con­

st ructed h~ each one of us alone, the n.:1·el.nion no 

longer attempts to speak collecti,·cly within the lo~ic 

of theatre. For some it is a play of light, a technical 

demonstration, a silent slide-show in an age of 

movies and home video; for others these mute 

meetings arc rillcd with unspoken conversations, 

with intense emmional impact, a displacement 

between 1•inual and real space that is intensiried to 

such an extent tha t we rind ourselves ' taking pbce', a 

transformation that turns inside ourselves. 

Illusion lies in the space between these two 

images of Guadalupc and the S tedclijk . And so 

with ' ni mble conveyance' I must declare that this 

particular ' under hand' process of trying to let the 

constellatio ns of material in this issue rind a form 

has been made possible only by the work and gen­

erosity of others, in particular the conLributors, all 

those who have read and commented on submis­

sions for us, and not least Clancy, Claire, Richard 

and Simon Josebury, to whom I offer the final lines 

ofWallace Stevens's 1937 meditation on the impos­

sibility of grasping the real, 'The Man with the 
Olue Guitar': 

We shall forget by day. except 

The moments when we chose to play 

The imagined pine, the imagined 1av. 

Ric Allsopp, Issue Ed itor, 011 ll/usio11 
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Editorial 
A Lette1· to You 
The1r ne1ghbours wrap the peach trees on the house wall 
In lit tle white rags ~gains ! the night frost. 
(Ser toli Brecht. Nature Poems 11, c. 1937) 

I don' t bel1eve in communication. I believe in conf lict. 
(He1ner Muller) 

January is a good time to plant trees- at least in the 

temperate south-west of England where I live. We 

planted five app le trees (Tom Putt, Reynold's 

Peach, Pig's Snout)- as part of a larger local effort 

to restore native varieties to the environment, and 

to re-establish the apple orchards that once gave the 

region what is now called its 'local distinctiveness'. 

Whilst we dug holes, knocked in stakes, sprinkled 

bone-meal under the roots, planted the trees, and 

pressed down the earth, an inescapable feeling of 

commitment to a locality, to a continuity, to the 

particular, linked itself to a train of connections 

and thoughts- the chance meetings and conversa­

tions, the letters, postcards, and e-mails that have 

become Letters from Europe. 

Tree planting is a resonant act at whatever level 

it is ca rried out - investing a set of personal or 
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public memories ll'ithin the act - attach in!,: a si!!­

nific:mcc beyond the purely functional. I thought of 

the memorials th:u this issue contains- 10 the dead 

of Ulster, and to the Catalan artist Es tc1·e Graset 

who died in April List year - and the differences 

with which those p.tssings (in Bill Viob's sense) arc 

marked or inscribed . The archi1·es tlut I 1·isi ted in 

Amsterdam (t\\omeVideo) and Cologne (Deutsches 

Tanzarchiv) in the autumn stand also as li1·ing and 

developing testimonies to the continuing visions of 

their founders and their archivists and the presence 

of artists linking the past to the f uturc. 

The pbccs of art and performance arc widely 

diverse and arc not as we might suppose necessarily 

subject to an overriding view or voice. Views of what 

constitutes performance and how it communicates 

or conflicts with people differ sharply. Liljana 

Sed tar's Letter from llclgrade discussing her 

reaction to what she describes as the institutional 

legitimization and promotion of particular forms of 

performance work is a case in point. I am struck by 

the fact that what seem to be the central aesthetic 

and cultural concerns of'western Europe' rapidly 

become marginal and peripheral as locality shifts and 

different geographic and cultural perspectives come 

into play. Dragan Klaic argues in his letter that if we 

are to secure the arts as the 'only viable cornerstone 

of European integration' it requires placing the arts 

within a broader socioeconomic picture, elaborating 

linkage between culture and cultural industry, 

ecognizing mutual dependencies and benefits. 

Ideas of performance fall beyond the differences 

(language with which we habitually refer to them. 

remembered sitting in a bar in Germany with the 

usician and light designer Michacl Vorfeld after 

1earing his live acoustic percussion work. We talked 

bout notation and I asked how he might make a 

ight and sound work for the page. 

I liked your point about the particularity of 

tters, their localism, the way in which they 

tercede between the live and the written ­

omehow not quite fixed, not yet congealed into the 

olidity (and authority) of'text' . This fluidity, and 

1e d;fficulties of placing the text with any surety 

nd finality within performance, is also what the 

i ~sue Starts to touch fJil in its discussions of text and 

dramaturgy. The l<:ntr forms a communication 

betll"een the displaccments and dislocations of text 

and image- a ' di scharge of cnerg~' be tll"een two 

shifting and un certain poles- a means of bui lding 

up an accumuiJtitm of detail s throu gh " ·hich other 

1oices, other image~ begin w appear. This seems 

close to lhns-Thic~ l.chmann 's 1 icw: 

I! theatre used to L~ c~:,:,~d as a hnd of f1cti l'e cosmos 

presented to a pub t1 t ti t m~ans of t t, ~a tre signs. theatre now 

tends more and mor~ trJ b~ df: fintd as a special and uniQue 

situation . . in tt,t s~ns~ of tht construction of a theatrical 

moment where a ki r,d oi communicatiOn different from 

everyday talk could pr1s~ibly . virtual!( structurallv happen. 

As I re- read these Letters from Europe no11·, 

much of the issue seems to be concerned with the 

place of the text (fluid or solid) as, in, through per­

formance. John Halt, in his continuing series on 

grammar and performance, marks the placing of 

writing and speech as performati1·e nents in them­

selves through the ways in which grammar acts as a 

means of actualizing language in writing, speech 

and thought. Nick Kaye in his inten·iews 11·ith 

Needcompany obsen·es that in their work 'the text 

is a surface against which other things arc seen': 

letters point to images beyond the text - always 

open, like performance, to a 'falling out of language, 

out of the princ ipal structures of meaning:' as Rudi 

Laermans puts it. Letters point to the silences and 

gaps that have opened up in the structures of the 

art work as much as in the realities of indi1·idual 

and community conflict in Bosnia, in Ulster. in so 

many cities and places of Europe. 

It is perhaps in these moments that the letters 

begin again- communications from the li,·ing. con­

versations with history, with the dead, with th~ 

'not-anymore', with the 'not- yet'- con,·ers:u ions 

that begin to solidify into texts, into the editic~s of 

identity, ideology, of persuasion , or prejudice that 

performance might challenge, undercut in it ,; tr;Jn­

sirory but effective discharges. 

Ric Allsopp 

Devon, 26 J anuary I <.1<.17 
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Editorial 
Uu crancc Zcn1 

A I most ~ 0 ye:Hs ago at the beginnings of the 'new 

electric age' 1\brshall McLuhan ended his study of 
' the mal.: ing of typographic man' by observing that : 

Even without coll ision. such co-existence of technologies and 

awareness brings trauma and lension lo every living person. 

Our most ordinary and convenlional alliludes seem suddenly 
lwisled inlo gargoyles and grolesques. Familiar inslilutions 

and associal ions seem at limes menacing and malignant 
These mulliplc lransformalions. which are I he normal conse­

quence of inlroducing new media into any socicly whalever. 
need special sludy .... · ( 1962: 278-9) 

Even since our initial discussions for an issue on 

performance and digital media, both the technolo­

gies and ' the fomzs of experience and of mental 

outlool.: and expression', as McLuhan put it, have 

been transformed. Digital technology is no longer so 

much 'out there', accessible only to research insti­

tutions or specialists, but is ' right here' - becoming 

rapidly available in the mass market and ' intcrior­
ized' in our general consciousness. 'When tech­

nology extends one of our senses, a new translation 
of culture occurs as swiftly as the new technology is 

interiorized' (McLuhan 1962: 41). T he domain of 

performance arts (reflective, explorative, confron­
tational) is both absorbed and transformed by the 

impact of new media technologies: performance and 

technology interpret and challenge each other. 
The 'constellation of events' which make up this 

issue were chosen from a flood of high-quality sub­

missions. We wanted in particular to point towards 

the less fam iliar registers and sensibilities of curopean 

performance research, for example the constellation 
of work from artists and scholars in Slovenia [llojana 
Kunst, Marina Gr.~:in ic :.nd Marko Peljhan]. Despite 
the apparent ubiquity of digital media and its ability 

to open up virtual spaces that resist the pull of 
conventional 'geography', digital media ami its 

performance remain intimately linked with loca lii'.cd 

conditions and altitudes. There is an emphasis too on 

the impact of digital media on our perceptions of and 

use of the body which might enable us to re-examine 
cultural issues and values embedded and inscribed in 

the body and, by extension, in architecture and wider 
constructs of the 'body politic'. 

We have also wanted to include work that is not 
so obviously related to the 'on line' theme (for 

example Paul Carter's 'Invisible Theatre' and Enzo 

Cozzi et al. 'The Laughing Dead . . .') to remind 
ourselves that both the digita l world and the ver­

nacular tradition are powerfully concerned with 
'ghosts', with the ability to create other worlds, to 

transform the means of being in the world through 

performance. 

I van lllich, another commentator on the impact of 

print culture on consciousness has argued that 

'memory is a child of the alphabet' (Illich 1989: 15). 
What will be the equivalent offspring of digital 

media? The articles, reviews, utterances and artis t's 
pages gathered in this issue explore the impact of 

digital media both on performance and wider cultural 

practices and values. They begin, like the images 
from Rafael Lozano-Hemmer's installation 'Re-Pos­

itioning Fear' [see pp. 52-6], to 'shadow' a very 
different sense of what constitutes 'performance' in a 

digital environment, and what transforms the modes 
of understanding our 'worlds' . Finally (with generous 

support from the Arts Council of England) we have 

been able to commission digital work from UK artists 
for the first Puformallct Rmarch CD-ROM which 
accompanies this issue [sec p. ii ). I would like to thank 

all who have contributed to this issue of Performanu 

Rw :arch, in particu lar Clancy Pegg, Ros Spry, Huw 
Williams at Broadcast Solutions, and my indefatiga­
ble co-editor and colleague Scott deLahunta . 

Ric Allsopp, East Allington, Devon, 15 July 1999 

Performance Re-.arch ~121 . pp,., .,. 10 Taylor & Franco\ Lld 1999 
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Editorial: Openings 
Openings that is, as two-way flow, as dynamic 

reaching outwards, drawing inwards and back­

wards, openings that displace the directionali ties 

of time, ,·isuality and expectation - seemed to be an 

appropriate fix for how performance work is 

presently being framed, discussed, rethought, con­

textualised, practised. Openings that is, as fluid, 

indeterminat<; undecided, ambiguous fields for 

performance. T he openness of performanc<; the 

increasing difficu lties of positioning or defining or 

delimiting performance in old terms. Or perhaps 

opening a new book and smelling its pages, 

accepting that the traces of its processes pass 

through the openings of one's body and circulate, 

move (in) us stimulating the potential articulation 

of an exchange between inside/outside, visible/ 

invisible, self! other. How to allow oneself to be open 

to displacements in the advent/ event of meaning(s)? 

How to dance around the slide towards final solutions? 

To be open to not knowing, to the blindspots that 

ghost all ways of seeing. As the fields of performance 

shift and fracture in relation to altering contexts­

whether contexts of media, of culture, of practice, of 

research- so the openness of the work, its capability 

of resisting conventional frames, of existing as a 

fragile, ephemeral flow or as resistant or playful inter­

vention, becomes a significant vector of discourse. 

The work of preparing and editing this issue is 

necessarily interwoven with our other activities in 

the field of performance. The conversations which 

have led to this particular set of materials arc shot 

through with other readings, with work that we 

have made, that we have witnessed, with work that 

we were unable to include in these limited pages. 

\Vc talked of Christopher Lloyd's Fester in Tlu 

Addams Family film, lifting a book from a shelf in 

the gothic library, then opening it to unleash a 

storm that strikes his face and fills the room; its 

covers contain a virtual tempest that can only be 

calmed by snapshut closur<; replacement on the 

shelf, reLUrn to the orderly. All books, all writing 

should be tempest-machines. Vortices. Energetic 

ovcrflowings. Landscapes of the passage. Why else 

wou ld one write? Why else would one read? Where 

does the wind travel, and how to attend to the tra­

jectories and transient forms of the aeolian debris? 

On a cold, sunli t day in February, a young Israeli 

art student begins to move a vast pile of empty blue 

or wh ite SO-litre translucent plastic conta iners from 

where they lie abandoned, at one corner of the 

goods yard in the now disused railway station in 

Jerusalem, to an equally derelict room inside the 

railway sheds. The sounds of each of her journeys, 

the physical effort of dragging a train of ten or 

more containers threaded together on a rope, across 

the yard and o\·cr the cobbled stone floor of the 

shed, arc recorded on a dictaphone in her coat 

pocket. This solitary cyclical work continues largely 

unobserved and unremarked throughout the 

morning. The derelict room gradually begins to fi ll 

with containers. At a certain point this part of the 

work stops. For those who now come across the 

work as spatial object, as suspended event, the 

room is left either half-filled or half~mptied- a 

train of containers abandoned either half-in or half­

out of the doorway. Indeterminate taped sounds 

emerge from deep within the pile of containers­

ambivalent, difficult to pinpoint spatially or 

descriptively. The openness of this work - the sim­

plicity and clarity of its structure and its process; 

the complexity and ambiguity of its associations ­

provides a marker of the articu lation of openness 

with which this present issue is concerned. 

T he philosopher Jean-Luc Nancy in The Gravity 

of Thought ( 1997) writes of meaning as opening, 

and invites us to think on the limit, to be ' passible' 

Perfo rma nc~ Research 5111. pp .in-tv () laylor & franc" 2000 
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(xvii) to the open character of the event of mean ing, 

its inap propria blc opening up at / ofthc limits of 

subjcClivity. Opening of meaning - meaning as 

opening. J\ leaning's ex posure at the limit s. 

Thought that is ex- posed to the irrccupcrahle 

excess of and in meanin g which Nam:y te rms 1 he 

'figure' : 'A figu re would be the entire weight of a 

thought: its way, not of"thinking" meaning (of 

elaborating its signification} but of letting it weigh, 

just as it comes, just as it passes away, heavy or 

light, and always at the same time heavy and ligh t ' 

(82). 

T he work of the American artist M organ O'Hara 

(pp. 41-2 below) provides us with two ' live trans­

missions'- traces of compassionate contemplations 

that disp lace the parameters of subjectivity by 

letti ng the clsew/hcre weigh, just as it comes, just 

as it passes away. The work is a small sample of an 

extensive and ongoing body of ' live t ransmissions' 

regis tering movement - particularly hand­

movements- in all sorts of different contexts and 

circumstances. This work places itself at that 

opening between the fixity of registration and the 

ephemerali ty of what it registers, at the limits of 

attention to the solidity of event and the fluidity of 

its passing. It is surrounded in this issue by an 

array of articulations and propositions with regard 

to openings: in and of meaning, identity, percep­

tion , the mapping of memory, the matcriality of 

writing and its processes, the textualiz ing of the 

ephemeral, of dis/appearance. Brian Catlin's 

' invisible shapeshi fting mass', the blur of truth and 

death on its forehead: the writing of sculpture as 

'an obstinate gift to the imagination, a curve from 

the seclusion of possession'. Anna Furse's desire to 

'make jargon sing', by inscribing embodied 

histories of resonances and associations lurking 

within the cinders of past events and experiences. 

L isa Lcwis's mapping of the volatile nexus of 

memory, place, identity, and of the thresholds 

between constituti ve space-times in 'Wclshness'. 

John Downie's discussion of a 'cinematographic 

theatre' practice in New Zealand, drawing on 

Deleuze's notion of cinema as affecting ' the visible 

with a fundamental disturbance, and the world with 

a suspension, wh ich contrad icts all natural percep­

tion', producing ' the unthought in thought , the 

birth of the visible which is sti ll hidden from view'_ 

Carlyle Reedy's ' museum of the process' in work 

tha t Alaric S umner celebrates as ' radically 

unccrrain, constantly changing, unknowing - open 

to referential seepage' _ Kocn T ache let's tracking of 

the inevitability of the ' mea ningful absences' in 

blindspots, the no-man's- lands they create, and of 

interactive dispbcement as ethica l responsibility. 

Valcntina Valcntini 's accou nt of the possible worlds 

in Heiner Mliller's feral dramawrgy, of theatre as 

' motion in a space studded with questions that have 

no answers'. The ambiguities and ell ipses of J osef 

Nadj 's work : the mysterious, the unfathomable, the 

labyrinth ine, the blind ness and in-sight of contem­

plation. Joshua Sofaer's analysis of positionality, the 

fi xi ty of meaning, and the continual reappraisal and 

reinvention of the role of the spectator (the winner 

of our annual Essay Competition entry). 

T he next issue of Performance Research - 'On 

Animals' (ed. Alan Read) - will extend these reflec­

tions t hrough materials which attempt to think (on) 

the limit of the 'human'. By way of a prefatory 

bridge towards th is next issue, a fragment ofRainer 

Maria Rilke's eigh th 'Duino Elegy': 

We know what is really oul there only from the animal's gaze: 

for we lake the very young child and force it around, so that it 

sees objects - not the Open. which is so deep in animals' 

faces. Free from death (Rilke, trans. Stephen Mitchell, 1987: 

193). 

For their invaluable help in the preparation of 

this issue, the issue ed itors would like to thank 

Clancy Pegg, Kevin Mount, Marta 13raun, the 

Musee Marey in Beaune. 

Ric Allsopp & Oavid Williams 
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Acts of Writing- Ric Allsopp (July :woo) Section 4: 'Fire Tables' (1999) 

(1999) 

'Firetables XII- Text for Machine Assisted Reading 

Systems' 

Language alive, No.3, ed. C.Bergvall 

Lowestoft: Sound & Language (:woo) 

ISBN 1 -899 -100 -u 1 

[pp. 180 - 186 following are un-numbered] 
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Fire Table XII 
A Text for Machine Assisted Reading Systems* 

.............................................. ............. ...... ............. .................... ...... V ....... V ........ V ....... V ....... V. 

•...... V ..... V ..... V ...•. V ..... V ..... V ... .. V ...... . V ........ V ....... V ....... V •.••... . V ..... V . .... V ..... V ..... V ..... V ..... V .... .. 

• V ... ... .. V ....... V ....... V ........ V .••.. V • .... V ..... V ... .. V ..... V ..... V ...... . V ........ V ... .... V .. ..... V ........ V ..... V ..... V .. 

... V ..... V ..... V ..... V ....... V ........ V ....... V ....... V . ....... V ..... V ..... V ..... V ..... V ..... V ..... V ...... . V ........ V ....... V .. 

..... V ........ V ..... V ..... V .. ... V ..... V ..... V ..... V •••.••• V ........ V ....... V ....... V ........ V ..... V ..... V .. ... V ... .. V .... . V ... .. 

V ....... V ........ V ....... V ....... V . ....... V .••.• V ..... V ..... V ..... V .... . V ..... V ...... vi ..... V.i .... V .. i ... V ... i.. V .... i. V .... .i 

v ..... i v .... i. v ... i.. v .. i. .. v.i. ... vi ..... vis .... vi.s ... vi .. s .. vi ... s. vi .... s. vi ... s. vi..s .. vi.s ... vis .... visi ... vis.i .. . 

vis .. i. vis ... i vis .. i. vis.i.. visi ... visib .. visi.b. visi..b visi.b. visib .. visibl. visib.l visibl. visible m ...... m .. .. 

.. m ...... m ...... m . ..... m .... m .... m .... m .... m .... m ..... m ..... me .... m.e ... m .. e .. m ... e. m .... e m .... e. m .. e .. 

m.e ... me .... mem ... me.m .. me .. m. me ... m me .. m. me.m .. mem ... memo .. mem.o. mem .. o mem.o. memo .. 

memor. memo.r memor. memory memory memory memory memory memory memory memor. memo.r 

memor. memo .. mcm.o. mcm .. o mem.o. memo .. mem ... me.m .. me .. m. me ... m me .. m. me.m .. mem ... 

me .... m.e ... m .. e .. m ... e. m .... e m .... e. m .. e .. m.e ... me .... m ..... . m ...... m ...... m ...... m . ..... m .... m .... m .. 

.. m .... m .... m ..... m ..... visible visibl. visib.l visibl. visib .. visi.b. visi..b visi.b. visib .. visi. .. vis.i. .. vis .. i. 

vis .. .i vis .. i. vis.i .. visi ... vis .... vi.s ... vi .. s .. vi ... s. vi .... s. vi ... s. vi .. s .. vi.s ... vis .... vi ..... v.i.. .. v .. i ... v .. .i .. v .... i. 

V ..... i V ..... i V .... i. V ... i .. V .. i ... V.i .... vi. .... V ....... V ........ V ....... V .. ..... V . ....... V ..... V .•••• V ..... V ..... V ..... V .... . 

V ...... V ....... V . ....... V ....... V ....... V ........ V ..... V ..... V ..... V ..... V .... . V .•..• V ...... V ....... V .... . .. . V ....... V ....... V. 

....... V ..... V ..... V ..... V ..... V ..... V ..... V ...... V ....... V ........ V ....... V ....... V . ....... V ..... V ..... V ..... V ..... V ..... V .... . 

V ...... V ....... V ........ V ....... V ....... V ........ V ..... V . •... V ..... V ..... V .... . V ..... V ............................................ . 

.................................................... ..... ........ V ....... V ..... .. .'1 ... .... V .. ..... V . ....... V ..... V ..... V ..... V ..... V .... 

.v ..... v ...... vi ..... v.i .... v .. i ... v ... i .. v .... i. v ..... i v ..... i v .... i. v .. . i .. v .. i ... v.i. ... vi ..... vis .... vi .s ... vi .. s .. vi. .. s. 

vi .... s. vi ... s. vi .. s .. vi.s ... vis .... visi ... vis.i ... vis .. i. vis .. .i vis .. i. vis.i .. visi. .. visib .. visibl. visible f ... visible 
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fi .. visible fir. visible fire .ire .. re ... e ..................... 1. The active principle operative in combustion; 

popularly conceived as a substance visible in the form of a flame or of ruddy glow or incandescence. 

[ .... ]12. Fever, inflammation; disease as a consuming agency ME. 13. fig. (sense 1). a. Ardour of 

passion, esp. of love or rage ME. b. Ardour of temperament; courage, zeal, enthusiasm, spirit. [ .... ] 2. 

Table [- L. tabula plank, tablet, list .... ) I. A flat slab or board. [ .... )2. spec. a. A tablet bearing or 

intended for an inscription or device. [ .... ) t3. A board or other flat surface on which a picture is 

painted; hence the picture itself - 1700. ( .... ) 11. A raised board at which persons may sit. 1. An article 

of furniture consisting of a flat top ( ... ) and used to place things on for various purpose, as for meals, 

for some work or occupation, or for ornament. [ .... ] Tabulary [- L. tabularium recond-<Jffice, 

archives, f. tabula TABLE] [ ... ) A place where the public records were kept [ .... ] ric allsopp b c d e f g 

h i j k I m n o physical data e f g h i j k I m n o p q r s t u v w x y z a b c d e f g h i j k I m normal heart 

rate: 84 beats per minute o p q r s tu v w x y z a blood pressure: 150/80 mmHg c de f g height 1.70 

metres i j k I m no p q r s tu v weight:74.7 kilograms x y z ab c d e f g h i j k I m no p q r skinfold 

measurement: tricep:12 mm u v w x y z ab c de f g h i j k I m no p q r subscapular: 20.2 mm tu v w 

x y z a bicep: 6.2 mm c d e f g h i j k I m n o p q r suprill iac: 16.2 m m total: 54.6 mm u v w x y z a b c 

de figure measurement: g hi j k I m no p q r shoulders: 115 cm tu v w x y z ab chest 98 cm d e f g 

h i j k I m no p q r s tu v waist: 93 cm x y z ab c de f g hips: 101 cm ric allsopp b c de r g hi j k I m 

n o physical data e f g h i j k I m n o p q r s t u v w x y z a b c d e f g h i j k I m normal heart rate: 84 

beats per minute o p q r s t u v w x y z a blood pressure: 150/80 mmHg c d e f g height:1.70 metres i j 

k I m no p q r s tu v weight74.7 kilograms x y z ab c de f g hi j k I m no p q r skinfold 

measurement: tricep:12 mm u v w x y 2 a b c d e f g h i j k I m n o p q r subscapular: 20.2 mm t u v w 

x y 2 a bicep: 6.2 mm c d e f g h i j k I m n o p q r suprilliac: 16.2 mm total: 54.6 mm u v w x y z a b c 

d e figure measurement: g h i j k I m n o p q r shoulders: 115 cm t u v w x y z a b chest 98 cm d e f g 
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h i j k I m n o p q r s t u v waist: 93 cm x y z a b c d e f g hips: 101 cm memory erased memory erased 

memory erased 

keep your lips still keep your eyes still keep your lips still keep your eyes still keep your lips still keep 

your eyes still keep your lips still keep your eyes still keep your lips still keep your eyes still keep your 

lips still keep your eyes still keep your lips still keep your eyes still keep your lips still keep your eyes 

still storage is externalised keep your lips still keep your eyes still keep your lips still storage is 

externalised keep your eyes still keep your lips still keep your eyes still keep your lips still keep your 

eyes still keep your lips still keep your eyes 

still 

still 

still 

b ....... b ....... b ....... b ....... b ....... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.c ..... b.co .... b.co ... . 

b.co .... b.co .... b.co .... b.co .... b.co .... b.co .. n. b.co .. n. b.co .. n. b.co .. n. b.co .. n. b.co .. n. b.co .. n. beco .. n. 

beco .. n. beco .. n. beco .. n. beco .. n. beco .. n. beco .. n. beco .. ng beco .. ng beco .. ng beco .. ng beco .. ng 

beco .. ng beco .. ng beco.ing beco.ing beco.ing beco.ing beco.ing beco.ing beco.ing becoming becoming 

becoming becoming becoming becoming becoming .. v ........ v ........ v ........ v ........ v ........ v ........ v ...... 

.. vi ........ vi ....... vi ....... vi ....... vi ....... vi ....... vi ....... vi.i .. ... vi .i ... .. vi.i ... .. vi.i ..... vU ..... vi.i ... .. vi.i ... .. vi.ib .. 

.. vi.ib .. .. vi.ib .... vi.ib .... vi.ib .... vi.ib .... vi.ib ... nvi.ib .. . nvi.ib ... nvi.ib ... nvi.ib ... nvi.ib ... nvi.ib ... nvi.ib .. 

. nvi.ib.e .nvi.ib.e .nvi.ib.e .nvi .ib.e .nvi.ib.e .nvi.ib.e .nvi.ib.e .nvisib.e .nvisib.e .nvisib.e .nvisib.e .nvisib.e 

. nvisib.e .nvisib.e invisib.e invisib.e invisib.e invisib.e invisib.e invisib.e invisib.e invisible invisible 
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fire under fire on fire under fire on fire under fire on fire under fire on fire under fire on fire under fire 

on fire under fire on fire under fire on fire under fire on fi re under fire on fire under fire on fire under 

fire on fire under fire on fire under fire on fire under fire on fire under fire on fi re under fire on fire 

under fire on fire under fire on fire under fire on fire under fire on fire under fire between the eye and 

its object? between hand and mouth? between an action and its consequence? between a kiss and a 

betrayal? between touch and remembering? between a footfall and fear? between a knock and 

silence? between writing and its inscription? between the table and the chair? 

Keep the eye still. The tongue silent. The ear closed. The lips sealed. The wing clipped. 

The writing is on the screen. 

Oxidation of wri ting . 
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letters burned burned burned burned buried buried burned banned banned banned banned burned 

buried on the skin tongue fire eye mouth lips oxidation of writing, swollen letters crumble like memory 

swollen letters crumble like memory swollen letters crumble like memory swollen letters crumble like 

memory swollen letters crumble like memory swollen letters crumble like memory swollen letters 

crumble like memory swollen letters crumble like memory swollen letters crumble like memory swollen 

letters oxidation of writing crumble like memory swollen letters crumble like memory 

letters burned on the skin 

oxidation of writing 

oxid.tion of writing oxid.tion of writing oxid.tion of writing oxid.tion of writing ox.d.Lon of wr.t.ng 

ox.d.t.on of wr.t.ng ox.d.t.on of wr.t.ng ox.d.t.on of wr.t.ng ox.d.Lon of wr.t.ng ox.d.ton of wr.t.ng 

ox.d.t.on of wr.t.ng ox.d.t.on of wr.t.ng ox.d.t.on of wr.t.ng .x.d.t..n .f wr.tng .x.d.t..n .f wr.t.ng .x.d.t.n .f 

wr.t.ng .x.d.t..n .f wr.t.ng .x.d.t.n .f wr.t.ng .x.d.t.n .f wr.t.ng .x.d.t.n .f wr.t.ng .x.d.t.n .f wr.t.ng .x.d.t..n 

.f wr.t.ng .x.d.t..n .f wr.t.ng .x.d.t .. n .f wr.t.ng .x.d.t..n .f wr.t.ng .x.d.t... .f wr.t.g .x.d.t.. . .f wr.t..g .x.d.t... 

.f wr.l.g .x.d ..... .f wr. ... g .x.d ..... .f wr .... g .x.d ..... .f wr .... g .x.d ..... .f wr .... g .x.d ..... .f wr .... g .x.d ..•.. .f 

wr .... g .x.d ..... .f wr .... g .x.d ...... f wr .... g .x.d ..... .f wr .... g .x.d ..... .f wr .... g .x.d ..... .f wr .... g .x.d ..... .f 

wr. ... g .x.d ... .. .f wr .... g .x.d ..... .f wr .... g .x.d ..... .f wr .. .. g .x.d ..... .f wr .... g .x.d ..... .f wr .... g .x.d ..... .f 

w ..... g .x.d ..... .f w ..... g .x.d ...... f w ..... g .x.d ..... .f w ..... g .x.d ..... .f w ..... g .x.d ..... .f w ..... g .x.d ..... .f w ..... g 

.x.d ..... .f w ..... g .x.d ...... f w ..... g .x.d ..... .f w ..... g ... d .•... .f w ...•. g ... d ..... .f w ..... g ... d ..... .f w ..... g ... d ..... .f 

w ..... g ... d ..... .f 
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w ..... g ... d ...... f w ..... g ... d ..... .f w .... . g ... d ..... .f w ..... g ... d ...... f w ..... g ... d ..... .f w ..... g ... d ..... .f w ..... g 

... d ..... .f w ..... g ... d ..... .f w ..... g ... d ..... .f w ..... g w ..... g w ..... g w ..... g w ..... g w ..... g wo .... g wo .... g wo .... g 

wo .... g wo .... g wo ... . g wo .... g wor ... g wor ... g wor ... g wor. .. g wor ... g wor ... g wor ... g wor ... g wor ... g 

wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor .. ng wor.ing wor.ing 

wor.ing wor.ing wor.ing wor.ing wor.ing wor.ing wor.ing wording wording wording wording wording 

wording. Keep the mouth still. The tongue silent. The ear closed. The li ps sealed. Keep the mouth still . 

The tongue silent. The ear closed. The lips sealed. Keep the mouth sti ll. The tongue silent. The ear closed. 

The lips sealed. 

The writing is on the screen. 

a print-room. a concrete floor parrrlcd grey·nlue 
large sliding wrndows Jll along one srde. whrle fl;r~:ng 
plaster walls. an enamelled srnk. il (l.;r,r.'llay at ,n~ 

end. a large wooden table. three glass··~ ;r des~-lrqrrt 

a wooden stool. a stack of whrte pap~ r .r d1p-pcn Hid 

a bottle of red liqurd With J dropper. a rnetal 11,:·;, a 
small metal rod. a box of matches. a ~IJss 1119 !r1l' of 
clear liquid. a tape record~r. J 2 mt>ll'r lonu 1111'1al 
gu11er suspended 1 meter from the florr the gu:t.•r rs 
filled wrth clear lrqurc1. i1 ~hect of tenwered stcl't Nrth 
23 w1ne glasses frllcd w1th clear lrqur<l .m iilmo$1 de­
size photograpll of'' naked man. h1s tnr~.o rs obs::urod 
by a metal sheet. a mon1tor standrng on ·I ped•!~l.1 1 1 5 
meters h1gh.smell ol mcthylatcs. oris ano r~opropyl.tll!S 
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• Note: 

Fir.-r.Lrd.nt ch.mic.ls function by th.ir .bility to "so.k up" r.dic.Js, thus trmin.ting th. ch.in r .. ction . 
. xtr.m.ly r.pid combustion is c. ll.d .n .xplosion. This can occur if th. production of r.dic.ls gr . .tly .xc .. ds th. 

r.t. of ch.in t. rmin.tion. or if h .. t buildup is gr .. t .nough to .cc.l.r.t. th. r .. clions of v.ry r.pid r.l s.[ .... ]12. 
F.v.r, infl.mm.tion; dis .. s .. s. consuming .g.ncy M .. 13. fig. (s.ns. 1) .... rdour of p.ssion, .sp. of lov. or r.g. 

M .. b .. rdour of t.mp.r.m.nt; cour.g., z .. l, .nthusi.sm, spirit. [ .... ] th. sound.d word is .n .ction which f.st 
dis.pp .. rs 2. Tab!. [- L. tabula plank, tabl.l list .... ) I. A fl at slab or board. [ .... )2. sp.c. a. A tabl.t b.aring 

or int.nd.d for an inscription or d.vice. [ .... ) t3. A board or other flat surface on which a picture is 
painted; hence the picture itself- 1700. ( .... ] stil l keep sti ll keep still keep still keep still keep 11. A raised 
board at which persons may sit. 1. An article of furniture consisting of a flat top [ ... ) and used to place 

things on for various purpose, as for meals, for some work or occupation, or for ornament. [ .... ) Tabulary 
[- L. tabularium record-office, archives, f. tabula TABLE] [ ... ] 

A place where the public records were kept 

.'· :. 

·.· 

(END) 

• This performance text should be read at 451 words per minute. 

Fire Table XII was performed by Ric Allsopp for 'Crossing Time' at Dartington Arts Gallery, Devon, UK 

on 27 February 1998 as part of a continuing series (1989 - 1999) of live performance/ imstallations 

involving fire as a metaphoric and actual material. 

Language alive (3) Lowestoft: Sound & Language (2000) 



Acts of Writing - Ric Allsopp (July .2.000) 

(2000) 

'Circulate 11' 

in 

Inner Spaces, ed. Tomek Wend land 

Posnan: Inner Spaces Multimedia 

Section 4: 'Circulate 11' (:woo) 

[pp. 188- 191 following are un-numbered] 
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\ NORMAL HEART RATE: 84 BEATS PER MINUTE ~) !) 0 t~ ) : U V vv :< / Z l~ 
LOOD PRESSURE: 150j8o MM HG C D E: F ( HEIGHT: 1.70 METRES 1 1 :< L tv\ N 
P ,) :<. S r u V WEIGHT74.7 KILOGRAMS .X '( Z .-!.\ G - ~ 0 f ::: ::~ H l j i< L ;v\ r·-1 0 !) 

P, SKINFOLD MEASUREMENT: TRICEP:12 MM U ,, '·N X ''( Z. ,!\ l3 CD E F G H 1 J 

L M i',l 0 P 0 ;-:', SUBSCAPULAR: 20.2 MM TU V \N X Y Z A BICEP: 6.2 MM CD 
F G H i J I< L f\,\ : I Q P Q R SUPRILLIAC: 16.2 MM TOTAL: 54.6 MM U V VV )( Y Z 
G C 0 E FIGURE MEASUREMENT: G H I l I< L tv\ ; i , ) P 0 f~ SHOULDERS: 115 

T U \/ VV .x. Y Z l\ !3 CH EST: 98 CM D E F C H I J 1<. 1_ :' .' \ !'-I () P 0 R S T U 'J WAIST: 
CM X Y Z A B C D E F G HIPS: 101 CM ARCHIVE G ( D E F G H i J I< 1_ 1\J\ N 0 

HYSICAL DATA E F C H : I !< L lV\ 11 0 P Q 1<. ·:: f U V ·N l. '( 2 A l3 C D E F G H ! J 

L /v\ NORMAL HEART RATE: .84 BEATS PER MINUTE 0 P 0 l<. S TU V \11../ X Y Z 
BLOOD PRESSURE: 150j8o MMHG CD E F Ci HEIGHT:1.70 METRES ! J I< L t\i\ ll 
P Q 1<- 5 TU V WEIGHT:74.7 KILOGRAMS X Y Z ,1\ BC D E F G H I J I< L tv\ f\1 0 P 
R SKINFOLD MEASUREMENT: TRICEP:12 MM U V 'vV X Y Z. ,1\ B C D E F G H ! J 
L /V\ N 0 P Q 1<- SUBSCAPULAR: 20.2 MM TU \1 V'l X Y Z A BICEP: 6 .2 MM C D 
F G H I .J I< L IV\ i'-1 0 P Q 1<. SUPRILLIAC: 16.2 MM TOTAL: 54.6 MM U V W X Y Z 
GC CJ t FIGURE MEASUREMENT: G HI J I< L iV\ N C P Q R SHOULDERS: 115 CM 
U V ·vv X ( Z A !3 CH EST: 98 CM D E F C H i i !< L :"';\ !'·! 0 P Q !<. 5 T lJ \i WAIST: 

3 CM 7 A i3 1._ 0 c ;- G HI PS: 101 CM. 
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Acts of Writinq - Ric Allsopp (July 2000) Section 5: 'Interiors - Exteriors - Turnarounds' (1996) 

'Interiors- Exteriors- Turnarounds' 

in 

Funkenklange und Wasserzeichen, ed . K-0. Kahrmann, 

Keil: LAG, pp.149 -154 

ISBN 3 -9802588 -5-8 
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Rick Alfsopp 

INTERIORS - EXTERIORS -TURN-AROUNDS 

Unsere Arbeilsmelhode wird sein, Material a us der Korpererfahrung, a us szenischen Vorgaben und a us 
Melaphern zu gewinnen und dieses un/er Verwendung des Collage- bzw. Montageprinzips zu bearbei­
len. 
Dieser Prozess der symbolischen Spiegelungen - den Bildern Leben zu geben- konnte z. B. mit Uberle­
gungen zur Korperhafligkeit oder mit schriftlichen Ausarbeitungen beginnen. Auch abstraktere oder 
lhemenbezogenere Ansatze waren moglich. 
Wir werden zwei verwandte Performance-lnstallationen entwickeln - eine im lnnenraum und eine andere, 
die durch das Auf3engelande definiert wird. 
lnnen: ambiente Klange, Abwesenheit oder zumindest nur minimale Spuren der Darsteller/Darstellerin­
nen; Auflosung (naiUrliche Prozesse, z.B. schmelzendes Eis) uber einen langeren Zeitraum; Ruckkehr 
zum ursprunglichen Zustand, aber trolzdem eine Spur von Anwesenheit hinterlassend. 
Au!Jen: Verwandlung, Auflosung (naiUrliche Prozesse, z. B. Feuer) uber einen relativ kurzen Zeitraum; 
Pfade, die durch die Anwesenheit der Performer animiert werden. 
Zum Thema .. TURN-AROUNDS" werden wir uns von der Idee zur Aktion (Performance/Installa tion) be­
wegen, uber die Prozesse des Schreibens, der physischen Performance, der Konstruktion und der 
Gelandeforschung. Wir werden personliche und gemeinsame Erfahrungen in Form von Bildern aufsu­
chen, um performance- und geliindespezifische Strukturen zu schaffen. 
Ubergange - Ubersetzungen - Verwandlungen - Umkehrungen - lnversionen - Konvertierungen - Verla­
gerungen - Umwalzungen - Auflosung- Verbindungen - Wiederholungen - Gegensatze - Brucken - Durch­
gange - Pfade - Orpheus und Eurydike - Geisterhiiuser- Anwesenheit- Abwesenheit - lebendig- statisch 
- innen - auf3en - Eis - Feuer - Morgendammerung - Abenddammerung - Spielen - Schleifen -
Zyklen ... "TURN-AROUNDS". 

" Imagination is always considered to be the faculty of forming images. But it is rather the faculty of 
deforming the images offered by perception, of freeing ourselves from the immediate images: it is especially 
the faculty of changing images." 
(Gaston Bachelard) 

1. DESCRIPTION 

The Theatre Workshop was made in two parts with 14 participants from Germany, Poland and Lithuania. 
Part I (Days 1-4) was concerned with generating material and providing exercises and models of processes 
that lead to performance. Part 11 (Days 5-8) was concerned with making two linked performance/ 
installations, one interior and one exterior. 

DAY I 

Bodywork: 
A sequence of stretches/ isolations based in Release Technique combined with walking/ running and 
spatial awareness exercises. The body in relation to itself and the space/ time it occupies. 

Image I - Journey 
Making an individual representation in 2-dimensions of the journey to Scheersberg using paper, colour, 
found objects. In pairs extending this individual representation/ map/ trace through speech · not describing 
what is already present, but extending it in other ways. 

Image 11 - Home 
Making an individual representation (ideal/symbolic/literal) in 3-dimensions of Home, using card, string, 
paper, wood, colour, found objects etc. In pairs extending this image through speech. 

Finding a Site 
In small groups (3-4) finding an (exterior) site in which to make an action with object (the 3-D representation 
of home). Considering edges, corners, openings, voids etc. 

Making an Action: 
To make a short simple action involving the obj ~ct 
a) in relation to site; 
b) in relation to other objects; and 
c) in relation to performer. For example the object might be placed, suspended, ignited, flown, eaten, 

buried, given, etc. 
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DAY 11 

Bodywork 
Sequence of stretches/isolations as Day 1: rolling, crawling, standing, walking, running: spatial awareness 
(speed, dynamic, edges, centre, gaps, openings); the body in relation to others in time/space: sensation 
and the back -'grandma's footsteps' - vulnerability (individual/group). 

Image Ill - Fear 
Making an individual representation (symbol/container) in 3-dimensions for Fear using card, string, paper, 
wood, colour, found objects etc .. In pairs/groups extending this image through speech. The object as 
focus of attraction/mediator of meanings. 

Working with Objects 
Find a place/site for the object (interior). 
Find individual action in relation to your object. 
Consider where the action begins and where it ends - what is its shape and detail. 
Try to repeat the action. 
Enlarge the action in space/time/dynamic/gesture/movement. 
Reduce the action to its essential elements. 
Remove the object and repeat the action. 
In pairs teach your action(s) to each other - this makes you think about what is essential. 
Learn the combinations (AA-BB, AB-BA etc. ). 

Making an Action (Collage) 
In 3-4 pairs (half the group) show actions simultaneously. Repeat considering listening to time/timing -
the relationship of everything that is happening within the action. When to make a move, to begin, to stop, 
to pause etc. Returning to the memory/experience of the object, let this inform your actions. The way in 
which actions/objects fill with and empty themselves of meaning. 

Dias/ Slides 
Selection of 37 dias/slides on the Western European representation of landscape; Land Art, representations 
of home and body; UK performance/installations with commentary and questions. 

DAY Ill 

Bodywork 
Sequence of stretches/isoloations as Day 1: rolling, crawling, standing, walking, running: spatial awareness 
(speed, dynamic, loss of balance/control, circling); the body in contact/touch with others. Interactions 
based on touch - release of tension/giving weight. 

Simple Actions 
In pairs working with simple actions: for example dancing, washing, embracing, carrying. Two individuals 
standing apart in space; they turn/move and meet in a simple action/interaction; they part. Consider 
entrances and exits - where the action begins, where it ends, how it meets with another. The central idea 
here is to try and focus· on the simplicity of the present moment, the action of doing something in the 
present (giving, taking, touching), rather than 'acting out' an image of the present moment - the thing 
itself rather than the thought about the thing. As with Day 11 - repeat, extend, enlarge/reduce the actions; 
learn combinations: show in pairs. 

Image IV - Pathways 
Extending the image of 'journey': In small groups find an exterior site an make a clear pathway for an 
audience that leads over/across a boundary/threshold and changes in some way (for example the pathway 
might lead from an enclose landscape to an open one; from flat to hilly; from light to dark; from outside to 
inside etc.). The morning's 'simple actions' should be used in relation to the pathway. The image of a 
Journey to another world. 

Making an Action 
An audience is lead (in various ways) along a pathway. A beginning - a change -an end. Questions arise 
- how is the spectator supported - coaxed/ embraced/coerced/mislead/celebrated? How is the space of 
performance (and thus the audience's vision) structured? What images are presented to the audience 
and how? The 'pathways' exercise provides stimulus for discussion and feedback. 

DAY IV: 

Bodywork 
Sequence of stretches/isolations as Day 1: rolling, crawling, standing, walking, running: spatial awareness 
(speed, dynamic, loss of balance/control, circling) , tag & group tag; the body in contact/touch with another 
- taking/giving responsibility. These 'trust' exercises in pairs responded to the Day Ill discussion on 'audience' 
and pathways: With a partner -
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a) one person on the floor (eyes shut) being moved/pulled through space; 
b) lifting person on floor to standing - this is a literal problem of shifting weight; 
c) person standing falling backwards/ forwards - catching/supporting weight; 
d) leading standing person through space - different dynamics. The partner then swap roles and repeat. 

Discussion of imagery involved - considering actual situations in which t11is type of interaction is seen. 

Simple Actions 
Developing Day Ill 's work with emphasis on carrying/ taking weight: trying to (re)find tile physical immediacy 
of t11e tasks undertaken above (l ifting/carrying/ catching) in a more formalised/ prepared performance 
situation. Trying to form/give shape to a simple of an image. The relationship of risk and control. Introducing 
interruptions/obstacle/repetitions in the actions. 

Image V - Pathways 
Repeating Day Ill 's assignment and building on experience and additional work on 'trust' and 'simple 
action'. To extend tile possibilities for imagery and relationsilip to audience. Emphasis on the moment of 
transformation/change within each piece. 

Making an Action 
An audience is lead (in various ways) along a pathway. A beginning- a change- an end. The elements of 
the piece begin to shift - different solutions to the problems of choice of space, use of objects, treatment 
of audience, use of action etc. emerge. The evening is spent reviewing the first four days work and 
proposing a framework for building a performance during second four-day period. 

DAYS V-VII 

Part 2 of the workshop consisted in developing the following elements towards two linked performance 
installations. The days were less formally structured as the shape and dynamic of the performances 
became clearer and started to determine what needed to be done. 

Materials 
To work with 'natural' elements and their transformations: the body/fire/ice/salt! steel/wood/light (artificial/ 
natural)/interior space, exterior space, ambient sound. 

Bodywork 
Each day started with a sequence of stretches/isolations as Days I-IV: rolling, crawling, standing, walking, 
running: spalial awareness (speed, dynamic, loss of balance/control, circling); the body as individual; in 
relation to others etc. 

Portraits 
Exploring the ways in which an image/action takes up meanings - the process of 'thickening towards 
image'- the relation between a physical action and a verbal/ written caption: task - a) to write a caption 
beginning 'I am .. .'or 'A man/woman who .. .'; b) to find an action or photographic pose that extends/ 
contradicts/ subverts the meaning of the caption. The idea here is to move beyond the descriptive, the 
first idea, the familiar relationship between what is seen and what is 'said' - towards making the familiar 
unfamiliar. 

Group Work 
This work extends the individual/paired attentions of bodywork into group work: the group as both a 
collection of individuals and as a single 'organism'. lt also starts to deal with the discrepancies between 
the experience of the performer in making an action/ image and the experience of the audience 'reading' 
the action/ image. Using 9 performers seated close together on stools in a square formation: for example 
a sequence of actions -

a) 'emptiness' - the individual involved with his/ her own sensations; 
b) awareness of others - using eyes, heads to make contact with others; 
c) touching others using heads/hands; 
d) passing a glass of water through the group - trying to sense the group as a whole; 
e) speaking memories, trains of thought prompted by sensation of drinking water; 
f) speaking to others or to audience; 
g) eating a piece of fruit; 
h) standing, sitting, leaving the square or returning to the square; 
i) returning to emptiness etc. 
The main idea here is to sense the dynamic of the individual/group as it moves and develops through 
time; to work towards a collective image that is determined by a simple set of instructions/ actions; to be 
both inside and outside the action at the same time - a kind of 'double inscription' - to feel what is 
happening within the group and to give it shape and dynamic as performance image - eg. how do you 
decide when to move. to speak, to stand. to exit etc. - the relationship between individual and collective 
action. 
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Simple Actions - Pairs 
Working on simple actions in pairs and developing these into a series of repeatable and formalised 
images in relation to a built objec!lstructure ('spirit houses'). This develops the technique of collage/ 
montage composition - placing materials in relationship to one another (actions/ objects) to see what 
images begin to take shape. 

Spirit Houses 
Extending the images of 'home' a number of 'spirit houses' were build, each free standing on four 2 metre 
bamboo legs. The intention here was for each pair of performers to make a representation that could in 
some way contain hopes, fears aspirations, doubts and that could be seen in relation to 'simple actions'. 
Pathways 
Exterior: constructing a pathway of cut wood that leads the audience to the site of the 'spiri t houses'. 
Interior: constructing a pathway of salt connecting the various formal elements used. 

DAY VIII : P ERFORMANCE 

Interior: (9.30-1 0.15 pm) 
The audience (in groups of 20 for 5-10 minutes) was invited to see three types of process: a 'natural' 
process (ice converting to steam); a behavioural process (a group of 12 people negotiating a set of 
performance rules); a metaphor or image of process (a pathway of salt). A darkened room. Three square 
steel plates raised slightly above a wooden floor and connected by a line of salt. The first plate is lit from 
underneath. The line of salt crossing its surface pours from/or into a drinking glass. Above the second 
plate hangs a block of ice, lit from above, in which are frozen signs of human presence. 11 melts onto the 
steel plate which is heated by fire from underneath. The water boils off into steam. The salt line passes 
underneath the plate which is surrounded with drinking glasses. The third plate, lit from above, holds a 
ripped burlap sack from/into which the line of salt pours. Near the block of ice, in a corner of the darkened 
room, sit 12 people on stools (four rows of three). They are still , they talk, they touch each other, they 
stand, they exit through a doorway in the corner behind them from which comes a bright glowing light. 
They eat, they talk, they are still. 

Exterior: (1 0.30-10.45 pm) 
At dusk a pathway of cut wood leads to a flat grassy area backed with linden trees. Six 'spirit houses' 
stand supported by bamboo poles. Couples appear at different times from different directions. They 
stand near their 'houses'. They move towards each other, taking each other in a dance step, a lift, an 
embrace, striking each other, breaking away, back to stillness. One by one the 'spirit houses' are set on 
fire whilst couples dance, embrace, fight, argue, hate, care for each other. The couples disappear- the 
houses smoulder in the growing darkness. 

2. COMMENT 

From my point of view the workshop set out to do two things: to examine a) some processes of making 
performance (a live interactive event) and b) ways in which an audience's vision can be structured by 
performance. Some of the main approaches taken to try and achieve this were as follows: 

To enable people to work with 
- the details of what is there, the material to hand, rather than with abstractions, with already formed 

images 
- the 'action' of doing something in performance circumstances rather than 'acting' 
- the traces and images that such action generates 
- attention to physical presence, to object and to site 
- the possibility of 'magical operations'- that imaginal/physical actions can be causal but not necessarily 

logical in their effect, can begin to realise the 'unseen', the 'unspoken' 
- compositional strategies that allows material to move towards form rather than be determined by structure 
- an attention, a movement that goes from idea to action/ from body to image 
- the possibility of using creative means to re-enchan!lre-ctaim the alienated realities that surround us 

What is important is trying to make something together, a 'something' that in this instance might be called 
performance - that involves the creative efforts of a group of people in a particular time and place - that 
invokes something that cannot be totally predicted in advance - that in some sense or other is given its 
own life, a 'life' that can and does provide an imaginative and regenerative energy for people involved (as 
spectators/participants or performers); a 'life' that is not entirely divorced from larger cultural , social, 
political or environmental realities. 

The first problem that such a workshop encounters is one of nomination -what is this work? Expectations 
ar set up by the word 'theatre' - a sense that we might know in advance what 'theatre' is, even what a 
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' theatre workshop' is, what kind of strategies, approaches it might employ, what kind of vocabulary, what 
range of references are going to be used, and already therefore, that we might be missing the moment of 
'theatre', the moment of vision. lt is difficult to generalise about these expectations. The workshop was 
not primarily concerned with skills associated with 'drama'- skills of acting, of 'restored behaviour', with 
the playing out ol roles, the re-presentation of familiar narrative or image fragments determined by culturally 
conditioned views of what constitutes 'drama' or 'theatre'. The broader problems of making performance 
- what is it that we are doing, who is it for, how does an image take form - are never far from the surface. 

The workshop was centrally concerned with the experience of moment, in what is happening as people 
come together physically, imaginatively, socially, as individuals or as groups, to do something, to make 
performance images together. The workshop 'described' above always resists description in the sense 
that much of its activity is happening as a live event, the thing itself, rather than a reflection about, a 
description of the thing. For example, asking a person to lift another person from the floor is an instruction 
that is easily grasped in the mind. As an action that engages you in the present problem of how it is done, 
or indeed what it might begin to mean for someone watching, it is something that requires a different set 
of 'understandings' to realise the instruction. Or for example, extending the image of 'home' out of yourself, 
into a collective, public space, also requires a shifted set of attentions. lt is this different set of 'unterstandings' 
- this shift in attention, an ability to engage with what is in front of us, that is important. 

The insistence on an attention to the 'dimension of the present moment' (as Miroslav Holub calls it) - at 
least as an approach to making performance - finds an expression in the way that materials as well as 
'time' are used- salt, matal, fire etc. This is not a reductivist approach to 'things as they are'. or a belief in 
some 'absolute' nature or quality, but rather a recognition that 'things as they are' (simple actions, materials) 
are already complex enough without the imposition or overlay of additional meanings. Octavio Paz, with 
reference to the work of Duchamp, describes the art work as a 'macl1ine for producing meanings'. In 
trying to strip away assumptions, expectations, conditioned responses in order to arrive at the material 
itself, we hope to arrive at where the work begins; letting things speak for themselves, find their own life, 
and engage in the inherent emptying an filling of meaning. 

Such a workshop can only bring performance material to a point of contact - things are put in relationship, 
images are starting to occur, to deepen, but the broader sense of (radical) coherence or 'living connections' 
is only hinted at. Thus any 'performance' will be pitched at this point of first recognition of material -
essaying: trying things out to see how they/if they fit. The 'life' that begins to inhabit the reality that is 
formed between the intention of the performance maker(s) and the perception of the spectator(s) - what 
Marcel Duchamp refers to as the 'difference' that is the work itself- makes its first meanings here. 

As a workshop leader the hardest aspect is balancing the individual desires and enthusiasms of paricipants 
(coming from all sorts of different experiences and backgrounds), with an element of direction. 1t is my 
belief that the best learning about performance an how it is made occurs in the moment of performance 
- and that to provide an experience of performance is valuable because of this; but that this approach (in 
such a time scale) will always involve a level of imposition of ideas from the leader. 

I am grateful for the opportunity to work at the Scheersberg, not only to extend and broaden the range of 
my own work, but as an opportunity to see this work in relation to other approaches wi thin an internatio­
nal perspective; to be able to learn from the cultural view point of others, both participants and leaders. 
Support for art work as a form of gift-giving, of imaginative exchange (particularly in 'live' media) is 
particularly important in a cultural atmosphere dominated by consumerism and materialist values. Art 
work provides us with a means of re-imagining and re-forming our individual and collective futures that 
can be freed from conventional expectations and values. The opportunities to engage as participants 
(rather than as consumers) in this type of work are increasingly few. Scheersberg provides an ideal 
setting and an administrative structure that enables creative work to happen in a relaxed and effective 
atmosphere. The work and the involvement of participants from many countries and many backgrounds 
does not only begin and end in the relative isolation and intensity of Scheersberg. 1t is precisely this 
concentration, this focus, which gives a 'life' to creative work, an energy that enables it to return to the 
cities, to disseminate itself into other, perhaps more demanding situations, to find appropriate forms for 
giving shape to the future . 

.,Art exists to help us to recover the sensation of fife, to make the stone stony the end of art is to give a 
sensation of the object as seen, not as recognised. The technique of art is to make things 'unfamiliar', to 
make forms obscure, so as to increase the difficulty and the duration of perception. The act of perception 
in art is an end in itself and must be prolonged. In art, it is our experience of the process of construction 
that counts, not the finished product." (Viktor Schklovsky) 
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