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Declaration:

The following work draws on a field of enquiry into contemporary performance that | 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 | have held at Dartington College of Arts since 1992.
The work represeqpts 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, tex.tuality and performance started with
my undergraduate studies in theatre at Dartington (1976-80) 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 | was invoived 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 | have been a fractional
Senior Lecturer onr the Performance Writing course. This experlence has (particulariy since 1996)
enabled the research for a number of writings which directly address issues of performance and

textuality.

2. Research Fellowships at Dartington College of Arts.

My Research Fellowships at Dartington - firstly from 1994 - 96, and subsequently from 1997 to
the present - have enabled me t6 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 conferenc_es, 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
4
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refation to my editorial work as co-founding editor of *Performance Research’ from 1695 to the
present. This experlence 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 Editorship of ‘Performance Research’:

My work as co-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 Dartington 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 natlonal 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
chronologlcal 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 spatialised 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 pleces - see below] and
has not been submitted in whele 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 (2000) and | attach a letter from the editor of this article to
that effect [see p.6 below]. | declare that the 1996 ‘Introduction’ to The Connected Body? ed.
R.Allsopp & S.DelLahunta, Amsterdam: AHK [see Sectlon 3: Editorials] Is substantially my own
work; and similarly that the 2000 Editorial {(with David Williams) in ‘Openings’, Performange

Research Vol.g, No.1 London: Routledge is alse substantlally my own work.

Ric Allsopp, MA, BA (Hons). M S /)r_\/

Dartington College of Arts - July 2000
5
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Abstract:

Richard David Allsopp / 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 reslst easy definition or categorisation, and which may be further characterised as

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

Mare specifically the work bullds a sustained thesis on contemporary practice and addresses in a
number ways some of the central Issues surrounding the placing and practice of performance. It
focuses on refationships between performance, textuality, the body, and spatiality; 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 thesls that
contemporary performance is an unsettled yet always contextualised practice which resists

fixities and holds itself between a conditlon of fragmentatlon and Integration,

Contemporary performance Is consldered from a number of points of view:
« as performance: where the events and relationships which constitute performance
can be documented and mapped;
« as contextualised 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 interdependencies of performance can
be Identified;
« as a prablematic: 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 methodelogy 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 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 osclllates 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.

Lialssd
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‘Ephemera’ is to be published as * Dissertazione su tre lettere e tre ephemera’ by Bulzoni Editore:

Roma in Biblloteca Teatrale, ‘La crisi della critica teatrale’ ed. V.Valentini (2000).

UNIVERSITA" DECLI STUDI DELLA CALABRIA

FACOLTA' DI LETTERE E FILOSOFIA
DIPARTIMENTO DELLE ARTI

0703 ARCAVACATA D! RENDE (Cosemra) - Coba 12
TEL. (0984) 434318 (cerdralion) Segrel somm. 494315
{O%84} 494316 {Diresione) fax 494313 -

Cadice Fiacalc A000%05073)

lo. Valentina Valentini, curatrice del numero di Biblioteca Teatrale “La crisi della critica

teatrale” di prossima pubblicazione,

dichiaro che,

it saugio di Ric Allsopp, “Dissertazione su tre letiere e tre ephemera”, € stato acceliato per la
pubblicazione nel numero di Biblioteca Teatrale di cui sopra, che sara pubblicato entro I'anno
2000 per conto di Bulzoni Editore, Via dei Libumi 14 - 00185 Roma, Italia - Tel. +39 06
4455207.

il s d—

Roma, 17 lugtio 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, contextualised and knowingly problematic practice.

Mare 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. It
focuses on relationships between performance, textuality, the body, and spatiality; as well as
on issues of context, framing and the place of performance in contemporary cuiture. The work
engages with a number key terms applied to contemporary performance including ephemerality,
displacement, equivalence and ecology, which contribute to the centrél thesis that
contemporary performance is an unsettled yet always contextualised practice which resists

fixities 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 contextualised 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 boundarles of performance can be
examined;
« 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 methcdaology 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 underilying
conditions and methodologles 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.

88400
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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 dlverse 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 pastmodernist practice
‘no longer organised around the definition of a given medium on the grounds of material or
[...] the perception of materlal, 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 fixities of location and site, its unstable condition allowing it - or compelling
it - to migrate between a varlety of sites, surfaces and media, from page to body , from body to

wilderness.

More specifically the work bullds a sustained thesis on contemporary practice and addresses
some of the central issues surrounding the placing and practice of performance. It focuses on
relationshlps between performance, textuality, the body, and spatiality; and on issues of

’ 9
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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 generatedit.

Contemporary petrformance 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 contextualised 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 boundarles of performance can be
examined;
+ as ecology: where the internal and external interdependencies of performance can
be identified;
* as a probiematic: 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 multi-perspectival
and which recognises the interdependencles of contemporary performance practice . The thesis
as a whole proposes and draws upon a ‘'multiple practice’ - a term which | 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 modalitles 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

10
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‘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 vaiue. [....] 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.

(Olson,1952:12-13)

The course description (3) encapsulates two key Ideas for the thesis: firstly the recognition of an
ethical stance towards performance (Olson’s *disposition toward reality now ..."); and secondly
the search for a methodology which can disclose the dynamics of performance (Olson’s ‘kinetics
of experlence 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 nation 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 appralsal | 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 the

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

1"
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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 performancej
through initiating contexts for publication in particular as co-founding editor of the journal
Performance Research which *aims 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 continulng 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 fixities 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 | 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 glves

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’,
| have departed from the single and progressive chronologlcal presentation of the published

works which might conventionally demonstrate a progressive understanding and engagement in

12




Acts of Writing - Ric Alisopp (July 2000) Critical Appraisal

a field of research. instead | 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. | 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 llluminating a different but

complementary area of the field of contemporary performance practice.

Section 1: Essays and Papers

This sectlon provides a serles of coherent, discursively self-contalned essays / papers on aspects of
performance in relation to textuality, spatiality, ecology and ephemerality which constitute a
consistent line of enquiry and arqgument and a strong emerging thesls. This first section brings

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

'Creativity has no Frontiers' (1994) - an invited conference paper glven at the Strzeminskl
Anniversary conference in Lodz, Poland and published in INSEA News. it is a polemical

meditation on performance and the pedagogy of performance that maps out the directions that

13
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the following work will explore. It identifles 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 Iin 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 textuality and brings into play the key research
questions of an aesthetics of equivalence, the materiality 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 - Perfarmance’ (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 notlon of
‘betweenness’ in contemporary performance - the Idea of performance as ‘unstable catalyst’ - is
further taken up In an interview with Torill Braaten on ‘Dance, Writing 8 Unsettled Bodies’
(1998) for Tidsskrift for Teori og Teater (3t) which resulted from a public seminar for
Oktoberdans in ﬁergen, Norway. The influence of Olson is explicit here with reference to his
early work [ 'ABCs(2)’ in Archeologist of Marning, 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 Alaric
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 discusslon of
writerly work ‘beyond the page’, and the performativity of the text in its own terms. ‘Ephemera’
(1998/2000) was given as a Research Semlinar at Dartington College of Arts in response to an
invitation from Valentina Valentini to contribute to a conference an ‘The Function and
Languages of the Critic'. The paper will be published in Biblioteca Teatrale, ed. V. Valentini,
Roma: Bulzont 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,

14
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textuality, ecology, spatlality - and its representation of a ‘multiple practice’.

*On Immobility’ (199¢) was prepared for a conference an ‘iconoclastlc theatre’ at Chapter Arts in
Cardiff and subsequently published in the journal Frakcjja . 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
oppaositional terms such as body / environment; presence / representation and centre / 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 Disiocation of Theatre’ (2000)
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, refiexive and transforming practice.

Section 2: Review Pieces

The modality of my research shifts in this section which brings together a number of occasional
pleces including performance and archive reviews. The two short performance reviews ‘German
Volices' (1992) on the dance work of Eva Schmale published in the first issue of Hybrid, and
‘Zwitlinge: Episode 7' (1994) on the work of the Zwlllinge Project adopt a fragmented
phenomenclogical stance which refuses to place the texts, coming on them with unexpectedness
and incompleteness. The review - originally (and properly) titled ‘A House with Wings?’ (19094)
published by the Nederlands Theater Institut in Notes addresses among others things the issue of
context - educational, architectural and institutlonal - in relatlon 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 1) 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 / article of a production of * Tempest(s)’ In
Copenhagen - published by Reaktion Books in a collection on ‘The Tempest and Its Travels’
(2000) - for which | 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 (1996-2000) 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 (5) - 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 co-organiser of ‘The Connected Body?’ conference held in Amsterdam in
August 1994 and as co-founding editor of the Journal Performance Research plays a significant
part in the multiple practice that | argue for here. In both cases my involvement has been in part
motivated by a desire t6 understand the dynamics of performance through setting up
conditions and contexts wherein the processes of performance are enabled. The conslderation of
site - the locatlon and placing and contexts of performance - Is central to my research as it is to
the editorial policy of Performance Research. The editorlals that are brought together here
consist of five pleces, each of which maps a themed fleld 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 Body? published as a book In 1996 extends the
problematic of the body in perfermance in the categories used to propose an interdisciplinary
approach to the body and performance that structured the conference in 1994. | argue (as
elsewhere, for example in *On Immobility” -see p.88 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 culturai

construction.

The structured and thematic enquiry into contemporary performance Is continued with a
sequence of issues of Performance Research of which | was the Initiating or ‘lead’ editor and for
which | wrote editorials. These were 'On lllusion’ (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’ (2000)
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 X11’ - a Text for Machine Assisted Reading
Systems’ (1999) was commissioned for the third issue in the Lanquage alive series published by
Sound & 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 thelr language
materials are processed. In both cases the works Included here sit between conventional
categorles of either ‘performance’ or ‘wrlting’ . ‘Circulate |1’ (2000) was commissloned by Tomek
Wendland for the lnner Spaces exhibition in Katowlce and Posnan in Poland. Both these
perfaormance 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 serles since 1997 of performed installations exploring the
instability of the written word. The page work ‘Circulate I* 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
partictpate in the ‘circulation’ of the text, are questions which permeates in different ways the

whole of this thesis.

Section 5: 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 Funkenklange und Wasserzelichen, 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 |
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 said/written
about performance both participates In and becomes an aspect of the performance, For example,
in the final plece of ‘ephemera’ (In ‘The Dislocation and Locatlon 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 | as writer attempt to hold In tenslon ‘simple’ observation
Cthis is what happened”) with the knowledge that this ‘simplicity’ is also problematic and not
innocent, and where | 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
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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 phenomenological (7) - enables me as writer to take
responsibllity for the growing bodles 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 osclllating ontatogy
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 (B) which allow the critical, analytlcal and descriptive
elements of the work to be brought together in relationships which may be described as
comprising ‘spatialised’ rather than linear argument, and which allow for the osclllating and

destabllising play of meanings that characterlse contemporary perfarmance.

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 | will simply list the range;

- ephemerality / instability / temporariness
- immobility / materiality / site

- ecology / interdependence / equivalence
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- dynamics / kinetics / oscitlation
- betweenness / migration / catalysis
- displacement/ disturbance / difference
- frame / coherence/ fixity
- presence/ representation / image

- textuality /spatiality / physicality

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

To conclude | want to propose that what | have submitted here for the degree of Doctor of
Philosophy s evidence of a sustalned 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 envircnments more than ever calls into question the conventional and
famillar 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 universalising
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 | 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
modalities 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 a cultural catalyst. In this dynamic then lies the ethical
engagement with performance - the *d ispoﬁltion 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 co-
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’ (Olson, 1966:
61) (despite its universalising 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 | hope have and will enable an articulation and revisioning 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.

ottt

Notes:

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

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

3 See also ‘Performance Writing’ (1999) in Section 1, p.62 betow,

4 See for example Don Wellman'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.’ (Wellmanin
O.ARS/H, 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 &

George. E Marcus (eds) (1986) Writing Culture; the Poetjcs and Politics of Ethnography, Berkeley: U.California

Press.

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

phenomenological 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 ambiquously, a part’
{Garner, 1994:3) links closely with the methodologies which | am using in these ‘acts of writing’,

8 See for example Olson (1950); (Cage (1948); Gefin (1982); Ulmer (1987); Landow (1997).
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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 oppositional 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 Clty Tree image means - since It will
participate In many meanings depending on context - but rather, how to make images that
speak for our own time,and cultural and social circumstances. Wladyslaw Strzeminskl’s utopian
ideallsm - 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 Aristotellan to Cagean
aesthetics In a context where political, social, economic or religious certaintles are no longer

with us.

2. It 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 it is evident in wider social, political, economic and cultural realms. The shattering of

boundaries, political frontiers, 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 especialiy 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 20th 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 ‘junk 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 1960'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 galieries, 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 agaln in other newer cracks and lesions

In the cultural fabric - infinitely adaptable and resourceful.

I am pointing to a diaiectic here - a continuous tension between fragmentation and integration,
a tendency for the art work to fluctuate between the autonomous and the soclal, a tension that
provides the possibility of a 'new authenticity’ that embraces notions of integrated as well as

fragmentary experience.

3. This tenslon 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 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 aesthetlc principles which had, from his 1950'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 soclal 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 Qlson’s imperative and, as a representation of ‘tree’, might have provided
Wiladystaw Strzeminski 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 Cunningham or Deborah Hay? The
form of art and the art image itself - which term | will return to - Is never separated from other

processes of life as Strzeminski seems to have suggested.

Whilst | belleve that an image has life of Its own, formed by varied processes, this ‘life’, If we can
call it that, can never be entirely autonomous. any more than indlviduals 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 dlvision between body and mind,
between the cognltive and the sensorial. It has marginalised 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? It seems to me ‘creativity’ can serve materlalism and destruction,
28




Acts of Writing - Ric Allsopp (July 2000) Section 1: ‘Creatvity Has No Frontiers' (1994)

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, transformative, generative

- the 'golden calf' become an alchemical process.

4. The line that provides the opposition (in Strzeminski's constructivist 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 | will call *performance image’ leaves it
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 signifier of
difference. The line is no longer seen a simply divisive or as a formal boundary, an object in
which properties reside. It is seen as an uncertain and transforming set of relationships that find
sense and function on the basis of what one can do with it , how one can actively collaborate

with it, rather than passively observe it.

5. Last April, prompted by a moment In a dance work performed by students In
Amsterdam, | tried to write down what for me were the condlitions 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 essentlally epherneral, live and crossing boundaries of visual art, music, theatre, dance.
The text { 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 | 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 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, perspectival space of modernity, the space
of extension, the observational space of humanism

Performance image flows around the body of performance, (performer/ spectator/ site)
encountering reslstance, slowing down, speeding up, looping back in on Itself,
multi-perspectival

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 transforrmative over the imitative and
representational

Performance Imagbe 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 | hold. 1

would like to draw out one of them.

‘Performance image has its own life - like fire”. 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, It 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 It. 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 provlde 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. | feel committed an idea of

creativity in so far as | try to enable people to work with:
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the details of what is there, the materlal 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 operatlons’ - that imaginal/ physical actions can be

effective but not necessarily logical or raticnal 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, 8 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 imaglnative and
regeneratlve energy for people involved (as spectators / 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 it might begin to

mean for someone watching, it is something that requires a different set of ‘understandings’ to
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realise the instruction. It 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 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, sttting, 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 themsetves, find their own life, and engage in the inherent emptying and fitling

of meaning.

Such processes can only bring performance materlal 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 timaginative exchange (particularly in ‘llve’
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 schkiovsky 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 glve 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.

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 tandscape 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 Willlam Carlos Willlams 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.

Ll 2110 ]
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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 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 constancy of identity of the audience that

interprets it are two central assumptions on which the performance of occidental theatre is

based.
[*Aliteral' 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 writerly and the theatrical or performative consciousness that

are contained within the text continue to be the primary site where the redefinitions of theatre
and performance are played out. In 'The Theatre and Its Double' (1936) Antonin 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 reification 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 equlvatent 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 dramaturgicat or compositional strategies that informs much contemporary arts
practice - points towards a dramaturgy of interactive texts which must be predicated on fiuidity

and adaptability rather than constancy and conformity.

. The work of Gary Hill, Robert Frank, Marina Abramovic, 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 consclous 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 andperformance 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 iliusion of 'spontaneous speech' but on the ability of each spectator to interact with, and
therefore change and be changed by, a mute text of sufficlent eloquence and familliarity to hold

the interaction in tenslon.

[* Gary HIill ‘Tall Ships'; Robert Frank ‘Moving Pictures'; Marina Abramovic 'Night Sea

Crossing’; Paul Sermon ‘Telematic Dreaming’; |lya Kabakov ‘The Reading Room']

. For instance the silence that permeates the installation 'Tall Ships'(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 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 |s
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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indlvidual one. The spectator is drawn Into an individual 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 inhablit

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’. It 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,

‘et e
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Writing - Text - Performance

Ric Allsopp

in the introduction to his 1980 anthology of performance texts, Scenarlos: 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. | 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 Eclat
(1996) - a version of which was published in the last Issue of Performance Research ' On lllusion’

(Winter 1996).

As Bonnie Marranca has noted In her recent book Ecolagies of Theatre (1996:36) the Pulitzer
Prize board chose not to confer a prize for Robert Wilson's the CIVIL warS because no
conventlonal 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 - stili 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 tles to the page. | am thinking not only here of Robert Wilson and others of his generation,

but also of the range of performance work, installatlon work, electronic and live art work which
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has begun to open up the materiality of writing and to influence and reshape ways in which

contempaorary theatre writing can be thought.

The iltusionary 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 writerly and the theatrical or performative consciousness that are
contained within the text continue to be the primary site where the redefinitions of theatre and
performance are played out. In the First Manifesto, Antonin Artaud cailed 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 reification of the word that Artaud
imagined has inscribed Itself in much post-war theatre work (for example Richard Foreman or
Robert Wiison] 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'

(1990: 163).

What happens to 'writing’ as we move from modernlst practice based on Ideas of unity,
disciplinarity and authenticity? What happens to ‘writing' as we move towards postmodernist
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 reactualising art? The present situation is intensifled 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
instaltation 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 al! 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 cancerted 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, asa 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 atomlsation of literature, theatre, music and
so on. Performance writing 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 it writings role In new theatre still to
function as a quiding 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

infarmed by site, context, space, bady, time, object?
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Two Ideas are central here. Firstly the materiality 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 materlalisation 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 universallsing unified hierarchical system; for Cage they establish
a field of equivalence that is characterised by unimpededness and interpenetration *.The
contemporary idea of equivalence then finds it's roots in the aesthetics of John Cage, and implies
both the materiality 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 petformance, is given equal status as
an element in the overall construction of the art work/ performance to other elements which
have traditionally been pricritised. 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 | 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 Wilson, Forced
Entertainment, Bak-truppen and the work of many more marginal and ephemeral performance

makers and artists.
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It is perhaps no more than a coincldence 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 prioritised and from where a new
theatre, a theatre of Iimages, of equivalent elements can be read; a theatre in which we can see
the relationships between writing, text and performance that have characterlsed 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 wards, 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 because the written word was cut loose from
the communicative presence of speech. But this distance - the particularity of writing - is
embedded in theatre. Theatre as a set of interlinked and intertextual elements, writes itself in
specific space, specific time and constitutes a serles 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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“Dance, Writing and
Unsettled bodies”

Intervju med Ric Allsopp

Torill Braaten

Teatret har etter nasjonsbyggingen i stor grad ivaretatt tradi-
sjonen hvor kunsten er autonom og skjermet. | den grad det tar
opp samfunnsproblemer, som incest og vold og slike ting, er det
som noe som angar den enkelte og enkeltmennesker i mellom.

10

Perfarmance art og performance relaterte forestillinger har i
sterre grad befattet seg med samfunnsinstitusjonene og sam-
funnet som system. De samme tendensene kan vi se innen
dans. Nar dans ikke lenger forholder seg ene og alene til sin
egen tradisjon, hvitke strategier kan man da bruke for 4 defi-
nere samtidens dans? Hvilke kompositoriske og estetiske kilder
benytter dagens koreografer og skapere av dans seg av?

Dy nevuer den franske forfatteren Maurice Blan-
chot; hans kommentar at ingenting kan vises
uten sprak, og at “skrift foruigdr cthvert feno-
men". Leser du Blanchot’s kommentar som et
Jorsok pd & viderefore og fomye en ren kunst-
nerisk tradisjon, eller er det et angrep pd tradi-
sjonen?

Mange av de sentrale akterene innen kunst
og filosofi i det tyvende irhundre har vaert
politisk aktive eller hatt et politisk engasje-
ment. Men deres filosofiske eller kunstne-
riske arbeider er blitt lukket inne i et eget
system for 4 holde kunsten ren.

Jeg er ikke s 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 som er dens szrpreg. Hva han sier, er

at det er umulig 3 oppnd siillbet, men han
forholder seg likevel til begjeret eteer still-
heten. Og ogsd  problemet med inskrip-
sjonen. | det perspektivet ser jeg letingen
etter form. Danseren innskriver rommet,
men i samme gyeblikk som inskripsjonen
skjer, er den opgsd borte. Men begjzret er
der selvfolgelig etter 4 bevare denne in-
skripsjonen som idealisert dans.

Jeg har bruke usagnet i forhold til arbei-
der av blant annet William Forsythe, som
helt klart kan settes inn i et historisk per-
spektiv, som sporer denne interessen i vaa-
skelighetene med dans som en type inskrip-
sjon.

Meg Stuarts samarbeid med Gary Hill
befatter seg ogsd med begjxret etter 3 holde
noe fast og samtidig det umulige i det. Be-
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gizret etter innskriften som et kjennetegn
for det spesifike historiske eller individuclle
eller hva det nd mitte vere. Og det proble-
matiske med dette eller det umulige. En kan
spore denne interessen tilbake il Incdental
Catastraphe, en video basert pd Thomas de
Obsaue av Blanchot, om ¢n mann som blir
besatt av spiket, av lesning. Forholdet mel-
lom ordet, det talte og kroppen.

[ videoen ligger Gary Hill naken p3 en
steand og han blir s3 skyllet i land, inn pd et
bad hvor boksidene er projisert opp pi veg-
gen, [ videoen Splayed Mind Ont “skriver”
Meg Stuarc ord p3 ryggen med sin venstre
hind. Deue blir tatt opp pi video og vist pi
veggen bak. limens kammer det en annen
danser, aktor inn pi scenen og forsvinner i
skjermen pd en mite sam jeg ikke er helt
sikker pd hvordan de har Gt al. Hun kom-
mer alisi inn 1 skjermen og si forsvinner
hun bare. Si her har vi hele problematikken
med undersokelsen av inskripsjonen i form
av 3 ctterlate et spor pi en overflate og pi en
skjerm og bestemmelsen av en overflate
hvor inskripsjonen kan foregd. Ogsi det
problematiske mellom begjaret ewer taus-
het og umuligheten i i fi tilfredsscile detce
begjzret.

Det er kanskje wmulig & oppnd stillhet, enten
man ser det som e slutipunkt eller noe man an-
sker & jobbe ut fra. Men jeg har oppfatter Meg
Stuarts arbeider slile at hun arbeider i ruinene,
alle posisjoner er knust. lkke bare posisjonen til
ballerinaen, men ogsd posisjonen til betrakieren.
Det blir en slags omvendt minimalisme. Men
hun konstruerer ikke nye posisjoner i disse rui-
nene, kun forholder seg til feltet ag undersoker det
gicunom kroppens bevegelser.

Ja, det er ogsd pd denne miten jeg bruker
termen “ecology”. Ikke som en leting etter
det essensielle eller noe universielt, en til-
bakevenden til “det rene”. Jeg anvender det
heller ikke i retning av “green-peace” direk-
te politiske aksjoner. | England skjer det
interessante ting mellom performance og
“ecology”, mellom kunstneriske arbeider
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og direkte aksjoner, strategier for § morstd
det som blir benevnt som inngripen pi
demokratiets vegne pi felles grunn, slik som
bygging av broer, tunneler.

Min andre store inspirasjonskilde er
anterikaneren Chades Olsson, dikeer og
skribent. Han ledet Black Mountain Col-
lege i perioden da Rauschenberg var stu-
dent og Cunningham underviste der. Cage
var ogsd innom der
en tid. Olsson samar-
beidet bide med
Cunningham og
andre dansere og jeg
tror ogsi han sam-
arbeidec fysisk i noen
av det en i ettercid
kan kalle happenings
som ble arrangert ved Black Mountain
under sommerskolene i 1949 og 1950
Aksjoner hvor Cage og Rauschenberg var
involvert, sammen med Cunningham, Ols-
son og andre diktere, som Robert Duncan.
Olsson utviklet det han kalte for “field
composition” eller “projecting verse” og
han var en av de farste til 4 bruke en slags
idé om det postmoderne, runde 1950, s3
dette er lenge for de fleste andre begynte 3
tenke pi denne type anlipgender eller pd
denne tilstanden. Han bruker begrepet bide
som en idé om en periode ctter det
moderne, men ogsi
som ¢n idé om hvor-
dan de ulike elemen-
tene innen et felt
forholder seg il
hverandre, pd en
mite som er ganske
parallell ul det en
kan kalle Cage’s este-
tikk. Han har ¢n slags sitkuler forstielse av
vir konseptualisering av verden og virt
behov for i representere denne som er
basert p3 forstielse, ikke bare en konseptuell
forstielse, men gjennom hvordan vi er i
verden, med Merleau-Ponty's ord “our
being in the world™.

coiled er unflown/

And the boat./

yelping rocks/

of who they are who lie/

in the marrow of the bone/

where the tidal river rushes
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what we do nol know of ourselves/

n

how he sweweé it to avoid the




Acts of writing - Ric Allsopp (July 2000)

12

Section 1: *Dance, Writing & Unsettled Bodies’ (1998)

or 1o find in a might who itis

Denne tenkningen har haw
stor betyduing for mit eget
arbeide; en komposisjon som
er dpen, “ficld composition”, 3
prove op bevege seg ut av en
tlnerming  hvor  teori og,
praksis, performance og teater,
blir sctt pd som motsetninger.
Jeg har forsoke 3 bevege meg
ut i et mer fpent fele, som ikke
bare bestir av tenkoing, men
tenkning om praksiser og jeg
har ogst onsket 3 involvere
mieg, L praksis. Olsson var den
som hegynte 5 Kartlegge dec
for Hans
Maximus Pocms har hele klare

territoriet ey,

inspirasjonskilder. Men Olsson
har en blekere visjon kan en si

dwells in that wood where
shapes hide/
who is this woman er this man
whose face we give name to,
whose shoulder/
we bite, what landscape/
figures ride small horses over,

what bloody stumps/

the golden cloak/

iasjoner fra dewe bescemte
punktet Gloster. Om hans ar-
beide som kunstner virkelig
lyktes vet jeg ikke, men lans
idéer er interessante. Og de har
hate stor inmnflytelse pi visse
omrider. Innen poesicn selv-
folgelig, men ogsd som vilkir
for stratepier for hivordan en
kan tenke innen scenekunst,
Enda mer i dag, hvor vi har s§
mye tilgjengelig, hvordan kan
vi bringe materialet sammen
uten J gi cilbake tl noen uni-
versell eller essensiell forstielse.

Eller pd den annen side forbin-

these dogs have, how they tear delser som oppstir mellom ting

plassert innen en ramme. Ols-
son forseker 3 finne forbindel-

con Ezm Pound, som ¢r en av
disse “fedrene™ som han omtaler dem som
selv. Olsson mener Pound mislyktes i sitt
forsok pi i holde ting sammen. Men Pound
s forisaw pd den vestlige sivilisagjonen som
en mulighet, ikke pd samme mite som T.S.
Eliot gjorde ved 3 vende tilbake til visse
verdier, men som en mulighet for 3 holde
dec hele sammen. Olsson, pi grunn av det
som skjedde fra 1933 og fremover, ser den
vestlige sivilisasjon, hele dette prosjekeet fra
grekerne av, som noc han omtaler som “the
junk of history”™. Pi liknende mdte som
Walter Benjamin, “the rubbish has been
blown™. 83 han begynner decfor i tenke pd
hvordan vi kan forholde oss til denne
verden nir det ikke finnes noen konstruk-
sjoner 3 forholde seg til lenger. Hvilke
strategier er det mulig § bringe inn, som
kan ha nocn verdi? 83 han beveger seg inn i
“field composition”, noe som er et forsek
pd 3 bringe sammen forskjellige typer stoff,
historisk, arkeologisk, ut fra havnebyen
Gloster i Massachusetts, hvor han bodde.
Han si p3 Gloster som en inngangsport for
en mengde med idéer, ikke bare fra det sek-
stende drhundrede, men ogsi fra vikingene
og tidligere. Han bygger opp et felt av assos-
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ser pd en mite som kan minne
om Pounds arbeide, men som er noe han
har funnet i den pre-sokratiske filosofien.
Han har influerc min mice 3 tenke pi, men
opsd hvardan jeg ensker 4 presentere stoffer;
hvordan jeg legger ut materialet. Jeg synes
det er interessant § tenke pi historien pi
den miten han ger. Han sier “junk of
history”, men i virkeligheten har han brukt
enornit mye tid pt 4 sjekke den opp! Igjen
er det snakk om en inskripsjon, det er en
oppfattelse av hva som har foregitt som be-
vares i inskripsjonen. Det forsvinner ikke
bare p4 grunn av en holdning som er her-
skende i samtiden. Det finnes faktisk der og
det er viktig 3 gjore bruk av det. Det finnes
ikke lenger et linezrt syn pi historien, nien
det er absolutt noe som finnes rundt oss pd
den miten act en kan plukke opp og bruke
hva en vil. Raimund Hoghe's forestillinger
er et godt eksempel hvor han trekker
forbindclser 6l historien og til de
argumenter som ligger der.

Det blir et skifte fra avantgardebevegeisen som
blir antatt & veere i front av en lineer utvikling 1il
kunstnere som tenker kontelst. Men det er ogsd
kommet inn et skifte i hva som kreves av pub-
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fikewm. Rainmund Hoghe's forestilling hver han la
stor vekt pd det ritucile, men ogsd deance kon-
trasten metlom dent beinharde vidkeligheien som
ble prescutert i tekstmaterialet eg denue kvali-
tetenn, som han selv beneruer det, § slageruc av
Doris Day, Marlene Dictrich og andre som kom-
ner som perler pa en swar gicumam forestillingen.
Jeg tenker opsé pd forestillingen som  Zer®
Visibility viste flere steder i Narge; except thar |
would like ta be rid of it, lnor publikrny ilkee kan
sitte ag velge fokus, men blir dradd inn o nt av
Jorestillingen. Ln md lese av flere lag samtidig og
det blir wmer det cn kau kalle ef ambicat forlold.

Jeg synes det er interessant hvordan Mer-
leau-Ponty gir inn i den transcendentale
fenomenologien, i denne idéen om at en
kan gi tlbake 1il en slags umiddelbar over-
fort kommunikasjon mellom tilskuer og det
som skal oppfattes, og jeg mener han foran-
drer dette i noen grad. Han jafser nerimest
inn i dewe og driver det hele mer i retning
av det dynamiske og det interaktive. Det in-
teraktive er vanskelig 4 snakke om ni. Men
diskusjonen om tilstedevzrelse er gjort mer
kompleks.

En kan snakke om dette ut {ra begrepet
om “the unsexled body”. Hvordan kroppen
blir fragmentert i miten den blir distribuert
pi, pi forskjellig vis. P4 en eller annen mite
mi vi forholde oss til denne mangelen pi
forstielse for helhet eller sammenheng og
hvordan dewte henger sammen med ned-
brytelsen av perspektivet. | sterstedelen av
den estetiske dansen, for 4 kategorisere det,
er forholdet mellom utaver og tilskuer
utrolig tradigjonelt. Dex er statisk, bygget pd
en visuell konstruksjon som har 4 gjere med
utviklingen av hele det tredimensjonale
linezere perspektivet. Forholdet mellom til-
skueren og bildet er standard vertikalt, s3
hvis vi ikke stir og ser dans, kanskje vi skul-
le, he-he, er vi fortsaet i det forholdet. Det
var ogsd grunnen til at jeg nevnte Rausch-
enberg. Hans idé 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
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fra en hvilken som helst retning. S5 umid-
delbart m3 en tenke pi hva som skjer nir en
rokker ved det tradisjonelle bildet, den vel-
kjente og normative miten 4 se p3 dans pa.
Hva skjer nir det forsvinner? Hva du sier
om tekno og ambi-

ent influert scene- “The Praises”
kunst hvor en mi in-
volvere seg pd alle to dream takes no effort/

andre miter enn den
rene visuelle | er klare
en  rewming.  Andre
retninger er de ting-
ene som Steve Pax-
ton gjor eller Judson
Church og den type

10 think is easy/

to act is more difficulty

eksperimenter  som he has taken thought, this!/
foregir der, hvor dis-
tinksjonen  mellom is the most diflicult thing of all.

den som observerer

og det som blir observert, tilskuer og utover
eller danser og ikke-danser, fullstendig for-
svinner. Der er faktisk ingenting 3 se, bare
ting 3 erfare og du forholder deg til en
aktivitet som det 3 g3 eller det § lofte. Si pi
en mite hva som blir viktig er ikke hvordan
det blir konstruert innen en tradisjonell
visuell amme, men det blir helt enkelt fore-
slitt som en aktivitet som har 1 gjore med
vekt og tyngde og overraskende handlinger.
Detre konstrueres ikke utfra et visuelt syns-
punkt, men det konstrueres utfra et fysisk
punkt, en annen innfallsvinkel.

Det er gjennom kroppen, for 3 folge
Merleau-Ponty, at vi har opphold i verden,
“our being in the world”. Og det er ogsi en
gradvis forstielse for kroppen som et sted
for flere ulike typer av informasjon, flere
subjektiviteter, flere tckster, flere slags rom.

Selvfolgelig kan vi se posisjoner, vi kan se

det statiske, men vi ser det pi en mite som
tilharer fotografiet, en bevegelse tatt ut av
en sammenheng. Si for 1 forstd den posi-
sjonen, ma en se pi den spesielle prosessen
som higger bak og hvordan det er konstruert
ut fra kroppen, kulturelle holdninger, tilhor-
ighet, det spesifikke som finnes runde. En

but for a man to act after

Section 1: ‘Dance, Writing & Unsettled Bodies’ (1998)
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Lan ikke sc pi disse forholdene som noe ad-
skilt lenger. Bildet som interesserer meg, er
denne idéen om en performance som nee
konstant skiftende. Det er noe ikke-etablert
som beveger seg i en kulwur. Og den beve-
ger seg ikke rundt som en lukket boks, men
gier linker utad i alle sine bevegelser, i kul-
turen.

Mo ilelee sd mye som en motrealssjon lengre, ni
er det mer ot forsok pd & gfore noe § rincne. 84
det mant ser er kanskje at etier cn lang periede
hwor teatet har tant opp strategicr fra perfor-
manee, har ud pedformanie forestillinger begynt 4
skjcle til teatret?

Ja, jeg har nettopp vart p3 en konferanse i
Hamburg hvor nettopp dette ble diskutert.
Igjen mi jeg si noe om konteksten fordi
dette var et morte for et nettverk bestdende
av primert tyske, sveitsiske, og osterrikske
performance kunstnere. Det foregikk i
Hamburg, det var en ganske kontinental
forsamling, den delen av Europa. Men
diskusjonen gikk mwve pi distinksjonene
mellom performance og teatcalitet. Og det
som ble vist var helt fra det som absolutt
fornekrer det teatrale, fordi det blir sett p&
som en innflytelse som forstener, alts3 i trid
med Michael Frieds beromte essay, til det
som absolutt undersokte rommet mellom
det teatrale og performance art eller hva det
ni mite vere. Og dewe er veldig interessant
i forhold til Paul McCartys arbeide, han
arbeider hovedsaklig med video ni. Jeg har
sett hans arbeider i Kobenhavn. Lousiana
har ikke det en kan kalle en samling; men
flere enkeltverk, som alle omhandler mis-
bruk av barn. Saken jeg si pi Kampnagel
hadde mer & gjore med kunsthistorien. Han
ser tydeligvis pd den som junk som han sab-
ler ned pi alle mulige miter, men han gjer
det innen en hoyst teatral konstruksjon.
Han bygger et sect med en rollefigur. Denne
har store gummihansker, store erer, parykk
og arbeider med kunstobjekter som lerreter
og pensler som alle er enorme. S4 dec er liu

tegnesericaktig, men det blir virkelig
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forstyrrende ctter hvere. P4 den ene siden er
det en slags cool performance, hans arbeide
er innen performance som medium. Pi
samme tid er han til de grader teatral.

Han sitter ved bordet og begynner 3
stabbe en kniv ned mellom fingrene, du
kjenner sikkert til Marina Abramovic’s per-
formance hvor hun gjor deue. Blodet
spruter ut og det er veldig morsomt. Du fir
referanser,
action painting og tlidlige perforinance arc
og det er veldig underholdende fordi du tir
disse referansene i spill med denne tegne-
seriefipuren. Men etter en stund begynner
han med denne store kjottkniven og hakker
los. Og selviolgelig pi grunn av disse en-
ormt tykke gummihanskene, tar det ir og
dag. Men han bare fortsetter og mer og mer
blod tyter ut. Han spiller virkelig, du ver ac
dece er en illusjon, men likevel blir det
veldig plagsomt etter hvert. Og folk gir. Det
gir denne dype reaksjonen, enda du vet at
han bare hakker las pd tykk gummi og ac
hanskene et fulle av tomat saus eller hva det
nd er. Men etter som tiden gir, forandrer
dette bildet seg fra en slags parodi til at selve
aksjonen blir veldig forstyrrende i seg selv,
Han er veldig interessant i miten han plas-
serer seg sclv mellom teater og teatralitet og
performance.

Teater har p3 en mite forsvunnet som
noc interessant i England, det er ikke der
ting skjer. Det som er interessant ut fra en
konseptuell synsvinkel, skjer innen installa-
sjonskunst, live art, og tidsbaserte arbeider.
Men som du sier, det er en okende interesse
for teatrale virkemidler. Dette skifter. Der er
visse typer koder hvor det er absolutt umu-
lig 4 snakke om teater p noen meningsfull
mite og si plutselig er det fullt mulig igjen.
Jeg tror det er der vi befinner oss, enten i
muséet eller som Rauschenberg foreslo, for-
flyeer du deg konstant mellom meninger
eller mellom konstruksjoner, mellom iden-
titeter og mellom representasjoner. S disse
klisjeene som navigasjon fir akende betyd-
ning som strategier. Hvordan er du i stand

referansene,  kunsthistoriske
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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. Writerly work that extends beyond the page has found
itself either marginalized or ignored in terms of its exploration of relatiocns between writing and
performance. Yet at the latter end of the twentieth century we are surrounded by examples and
models of such writerly performance work. In short the conventionalised (and therefore often
unquestioned) relations between writing and performance are proving Increasingly inadequate
as Interdiscipiinary 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 mid-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 strategles 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. It 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 problematizes and
widens the discourse that surrocunds the textuality 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 limlits 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 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
writerly performance work within and across many disciplines and media. But it 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 performance,

has in one way or another been a consistent and integral feature of Its academic programme
6o
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since the mid-1970s 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 playwrighting
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' expertmental 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 assoclated with conventional theatre
and theatre spaces during the 1970s and 1980s, was reflected in the continuing and unresolvable
debate around which preposition or connective would best characterise the relation between
writing and performance: writing for performance, which began to suggest a sense of writing

in the service of performance, writing and performance, or writing as 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 Coilege. In 1952 the poet and then
Dean of Black Mountain College, Charles Olson, wrote a course description entitled The Act of
Wrliting in the Context of Post-Modern Man' which incidentally might not only have contalned
one of the earllest sustained usages of the term ‘post-modern’, but also provided a marker from

which an idea of performance writing <ould 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.(5)

There are two key ideas here - i) 'acts of writing' which clearly places writing as performative, as
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engaged in physical process, which leads to ) 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 itseif, all the way over to, the reader' (6). The sense of the materlality of writing and the
essentially performative quality of the materials of writing, Olson describes as [belng]"...
handled as a series of objects in field tn 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 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 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 Dartington in 1996,
emphasised the materiality of writing and Introduced performance writing as it presented

itself at that time:

The fleld 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 writerly 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 saundworks 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 It take place? become
once again fundamental questions when aspects of sonic writing, of visual writing, of
installed writing, of physical writing or even durational writing are practices defined
alongside the linguistic and the literary. If pen and paper are stlll 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 performativity of the text -
writing as it performs itself within its own terms, within its own field. As Patrice Pavis 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 interactivity , the transformative play of text as performance.

Notes:

1. Caroline Bergvall (1996) Key Note Paper for Performance Writing Symposium, Dartington, UK.

2. heraided for example by McLuhan in the early 1960s and approached from philosophical (Derrida), structurat
(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 utepian community for rural regeneration and the promotion of the arts by the
American heiress Dorothy Elmhirst and her husband Leonard Elmhirst in 1925.

5. Charles Olson (1952) The Act of Writing in the Context of Post-Modern 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)

7. ibid.

8. Caroline Bergvall (1996) Key Note Paper for Performance Writing Symposium, Dartington, UK.

9. The Ssymposium was co-organised by Ric Allsopp and Caroline Bergvall, writer and present

Subject Director of the Performance Writing degree course at Dartingten College of Arts)

10. in Performance Texts ed. Michael Issacharoff & Robin fones, Pennsylvania UP, 1998. p.86.

Ric Allsoppis a founding partner of Writing Research Assodates 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 April 1999. <http://huizen.dds.nl/~sdelafwra/iETo8>
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Ephemera

A Paper in Three Letters and Four Ephemera

Ric Allsopp

Like winter snow on a summer lawn,
time past is time gone.

(Random Selection, Murphy's Laws of Computing - May 7th 1998)

Ephemera I:

This paper from which | now begin to read takes the form of an ephemeris : a calendar or table
of daily positions of the constellations. In this case | am imagining these constellations as some
of the projects that | have been involved with over the last few months as a Research Fellow and
as edltor of Performance Research. | 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 | find | am engaged with in the field of

performance research.

The word ephemera refers to some thing or event of short duration: certain small flylng Insects
which appear at this time of year as imagos (in their final or perfect form) and live only for one
day ; certaln forms of printed text or visual materials. The term is also applied to an Iintense 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 soul/ But felt the fever of the mad, and play'd/ Some tricks of desperation [Tempest |, i1].
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 preservaticn
and residue of its own inscription on a surface. As such it is static, unmaving, 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, It remains
fixed, immobile. Only by being bounded is Ariel’s freedom (as language/ writing) something

rather than nothing as Terry Eagleton observes.

It 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 it
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
Ariel : ... 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 | am co-
organising at present (with Caroline Bergvall) a second internaticnal performance writing
symposium to be held in August this year in Utrecht. The symposium, which is called 'In the
Event of Text: Ephemeralities 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 refation to ideas of the disappearing text - erasure, silence; to the
amblvalent 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 mobite writing; and In relation to electronic writings, cybertexts and hypertexts.

At this point | 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, |
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 I:

Dear Valentina Valentini,

If clrcumstances had been a little different, | would have just returned to Dartington from the
congress at the University of Calabria on 'Functions and Languages aof the Critics’ which you
kindly Invited me to contribute to. | am very sorry that | was unable to come. What follows s

what | would have talked about in response to your questions. You sent me the following text:

Anatoly Vasslliev (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 Russlan tradition,
wrote: 'We don't live in a woarld of unlimited original possibilities. A long neo-medleval
period has begun. Or better, if we search for equal histories, maybe neo-Hellenistic. It
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, Ideclogical 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 critlcism. For example the anthropologlcal (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 Patrice Pavis.
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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. It 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.

| note five points here. The apparent absence of *points of reference’ - the now familiar sense of
post-modern vertigo; the sectoring 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 ! take you to mean writings and
documentation from artists concerning their own processes; the interruption of cultural
experience and memory. | 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. | would like also to come at It from the polnt 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 aiso 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 | know
from your writings elsewhere on the disruptions between institutional, dissident and radical
theatre in Eastern Europe, that you cannot imagine the possibllity of such a return. You are
right however, when you say 'it is as though the continuity of experiences and cultural
memories have been interrupted'. Perhaps this provides the conditions for the upsurga in art
and critical work around issues of memory - Arnold Dreyblatt’s ‘Memory Arena’ which raises
issues of cultural identity and historlcal erasure as does the work of Christlan Boltanski; the
proximities of memory and landscape in the work of Simon 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. It Is no longer a focus of Innovation, or radical opposition as it was perhaps
twenty years ago; (Raymond Willlams was already signalling the demise of the dramatic - or at
least its displacement - in the 1970s in *Drama in a Dramatised Soclety’ ) but then nelther 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. 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’. 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 wel! as literary or textuat 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-70s in the face of the Increasing availability of affordable cars and improved
public transport. It took the invention of the mountain bike - a rethinking of the gearings
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: Grotowski’s

Mountain Project, Robert Wilson's Ka Mountain, Isherwood and Auden’s The Ascent of F¢,
Pinter’s Mountain People.

Perhaps theatre/ live performance Is awalting its equivalent of the mountain bike. My more
serlous 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 1970-80s was brought about by
a wide varlety of factors: economic, aesthetic, technological, ideologlical. 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 problematising 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 remaln a
central means of cultural representation - if indeed it has been one at all in the second half of
the 20th 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
homologisation of all forms of information - genetic, electronic, demographic - as code, The
privileging 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 | begin to drift in the

direction of Anatoly Vassiliev who stated his position vis-a-vis theatre (1992) as follows:

in the 1960s (in Russia) ... the theatre examined itself, L.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 | stopped examining life outside the theatre. | have been
concentrating on studying only life in the theatre, life in the artworld. That means | 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, | 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 soclal ideas, or the philosophy or state of art.’ (Theatre as

Monastic Community)

I no longer believe (If | ever did) that such monasticism (the equivalent of Eugenio Barba's 1970s
notlon of a a self-sustalning ‘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. Vassillev 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. Thisis 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 unimpeded. Perhaps monasticism is a way
forward in the nec-medieval condition that Schechner envisages. Anatoly Vassiliev provides one

perspective on this.

The idea of ‘ambient theatre’ as proposed by Edgar Jager In ‘Ambient@temporary/ 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 articificial surroundings, a redefiniing 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 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 barrio.

As Terry Eagleton sees it Shakespeare’s utoplan 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. | too see an oscillation - an unstable catalyst where the
terms at play - body and language; body and space - remain unresolvable. Perhaps | 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 reductive
physicality, or by the Idealism of a transparent shared experlence but a way where there is a

recognition that theatre/ performance is a shifting dynamic of idea , activity, place.
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Ephemera Ii: 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 pegple.

it is the end of August. The day is hot and sunny. | am walking through streets of Posnan In
Poland close to the central square searching for a shop that sells artist's materials. | 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 | am
hoping to see around the next corner, continually fails to materialise. At moments such as these
| begin to regret my choice of shoes, and subsequently my lack of linguistic competence in
phoning for a taxl in Polish. As | walk | am trying to determine the text that | should write on
the stack of paper that lles on the table | have prepared at the Jesuit Gallery. 1 imagine words as
the shells of missing bodies; | play with the idea that the ‘I' that writes Is not the ‘You' that reads.
| think of myself sitting at the table writing and that as | write | am also observing an almost life
size photograph of 'myself’ pinned to another table. How can | 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 | walk | repeat In time with my footsteps the phrase ‘what stands between’: what stands
between a word and its intentlon, 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 it. He argues that a unity of
body and language is unattainable since the body can never be fully present in discourse because
it 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 levet of signification, not

with material objects themselves. (Eagleton)

The shop that | 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| 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 | 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 lylng on
his back, eyes closed, who no longer looks llke | feel. | 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, | listen to the German performance artist Johannes Lorbeer harangue and Insult the

audience from a lectern. | 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 stralght 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 li:

Dear Valentina Valentini,

What is it that we are trying to do with Performance Research? | 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 Ritsaert's view of the interrelatedness
of theatre and performance - individual flames connected by circultous stems . | 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, bodtes of research and practice
both in Europe and elsewhere which Is trans forming ideas of ‘theatre’ of ‘dance’, of
‘performance work’ and we feel that if we can bring these conversations together, its
particlpants (readers / speakers) may translate the themes with which we are dealing into the
terms of their own practices. Ritsaert ten Cate was not | 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 problematics and contexts of performance work, to
bulld an archive. The ' languages’ that you refer to will be ‘languages’ in keeping with the
diversity of approaches and strategles in use within an expanded field of performance - no longer
a limited language of criticism focusing attentlon on production, but analytical, visual, literary,

scholarly, structural, poetic and oblique languages - a range of resources that contribute to the
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thematics we choose to address and which extend and reflect the ways In which the

convetsation 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 paqge, 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 performativity of the photographic image
the problems of documentation

the idea of the archive

the contexts of particular performance practice

contemporary debates around presence, liveness, mediatisation 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 marglns 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 fleld 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 Fresnais, Steve Rodgers and Gray Watson of Performance Magazine, David
Hughes of the short lived Hybrid, Clive Barker of NTQ, Bonnie Marranca and Gautam Dasgupta

of PAJ, Richard Schechner of TDR and Marianne van Kerkhoven of Theatreschrift) .
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Theaterschrift claimed in its first (1092) issue that its aim was ‘the study in-depth of
dramaturgicat 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 Theaterschrift was to provide statements
and interviews more or less exclusively from practising dlrectors, performers and artists
concerning approaches and attitudes to the work of theatre making with minimal commentary
from the the edlitors. In her opening editorlai Marianne van Kerkhoven was still able to affirm
‘there is a great qulf between the theory and the practice of theatre' and to argue for ‘theory as
a consclousness of the practice’. Qur own trajectory has been considerably different - though we
too would espouse as an aim the publication of materlal that llluminates the creative strategies
of performers and artists. Our starting point, and a starting point that reflects our broadly
Anglo-American atignment and background, has not been to bridge some irredeemable qulif
between theory and practice, but to recognise that the praxis of performance work and the
cultural and aesthetic sources of performance work manlfest themselves in an Increasingly wide
variety of quises. For us it has been more a sense of how we place certain types of material in
refation 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 insights and connections emerging

from the thematic fields of material that we present.

The question of readership (actual/ notional) Is important too. We align with Theaterschrift,
PAJ, TDR in so far as we are a journal with comparatively small specialist readership (in the
order of 1000-2000 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 lll: A Circle in Brittany

I am walking through the 18th century landscape of the Domaine de Kerguéhennec In southern
Brittany. The weather is overcast with occasional raln, the temperature moderate. | 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 Dartington, 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, 1 am walking.
The mediaeval manor at the centre of Dartington with its fater and 20th century accretions as
surety determines the nature of the landscape of which it is a part as does the chateau at
Kerguéhennec designed for the Swiss banker Hoggeur by the architect Olivier Delourme in 1710.
The parklands of both Dartington and Kerguéhennec 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.

| say that | am walking through an18th century landscape, but what exactly does this mean? The
landscapes that | 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 denslities of rock and soil. The landscape through
which | am walking is constructed quite literally on this geofogy - on a red sandstone
sedimentation laid down In the Devonian and Carboniferous periods. Landscape then, as | 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 imaginings 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 | move through the landscape.

The two places that | 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 alsc 'working* landscapes that
support agricultural Innovation and experiment. Since 1986 Kerguéhennec has alse 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'.

| am walking through woodland above the chateau. My map - which could be a little better
drawn, a little more informative - tells me that t am approaching number 19, a key on the map
for a work in the landscape by the British artist Richard Long. | have already happened across
Marcus Taylor's 'Silver Elevator Distortlon' (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 Keith Sonnier's ' Porte-Vue' (1987) as a perfect place fora
grand Ovidian metamorphosis whe_re each of them transforms into the other as they appear to
walk through the scuipture. | am still approaching number 19 - 'A Circle in Brittany' (1986) and

it slowly comes into view as | move up the sloping grass.

I am thinking that it would be interesting not simply to describe my walk through a landscape
in Brittany te you, but tc 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 atlow us to
participate remotely in particular landscapes. Indeed these 'portable' landscape fragments,
memnorles, 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 s it
though that we carry ourselves to through these frégments, these images which we agree to
understand as representations of particular places, of particular landscapes? The landscape that |
am walking through begins to oscillate, to become unsettled, undecided - to be both itself and

somewhere other as | experience it.

I walk up to the very edge of number 19 - * A Circle in Brittany' by Richard Long. It is the sort of

work that has a edge - though as | 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) - it becomes less clear where
this edge starts and where It finishes. A circle - rather a horizontal disc - made of darkish red
pleces of sandstone, the whole perhaps 20 feet in diameter - each piece of sandstone fitted
closely to the pieces placed next to It, a surface of nothing but sandstone until it defines its
clrcumference, that intanglble edge where it becomes the sea of grass that surroundsit, a red

surface made more so by the light, by the rain.

| am standing now near the middle of this 'Circle in Brittany' and | determine to take a small
piece of this sandstone - which at this moment from where | stand is also an 'art-work’ - to
show you something of this landscape. But as | think this | also know that the very act of taking
this stone fragment also transforms it: it already begins to become something else, its
particularity shifts and changes in relatlon to my abllity to take it. It begins tc become *not-
stone', 'not-landscape’ (where landscape means determined by a particular set of precise
contexts) as | select it, lift and carry It away from its 'site’, from its context; in the same way that
it becomes ‘art work' as it underwent another process of lifting, selecting, positioning by
Richard Long. The stone that | 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 | ralse this small piece of red stone from the circle, It too ralses 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 It 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 it stlil part of a sculpture
by Richard Long when it 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 it begin and end as a constellation of ideas, Images, actions, intentions
in time and space? These are questions perhaps particularly relevant to the idea of theatre and

landscape. Can a slte-specific work move? Does it thereby lose its specificity, 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 it
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 temporat 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 fetishised ( think of the line of the dramatic

text from Shakespeare, Racine to Ibsen, Beckett, Pinter, Mamet).

Perhaps ) should explain here why | felt that taking this piece of stone was an action | 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
culturai attitudes to the fixity of the art work as a potentially universalising 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 soll 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 artlst or as a resldue 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 | returned here to Dartington | go to the Library to see what more | can find out about

this work of Richard Long, part of which | carry with me in my coat pocket . In 'Walking in
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Circles' | read the following:

All Long's sculptures are In a sense stopping polnts 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. [Derrida - supplement?]
So the remainder is the germ and material cause for what subsists. It is the concrete

reality of a thing®. [Stella Kramrisch)

My actlons as a transgressor, as a catalyst, partictpate 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 overviewed from a particular point of view.

A Conference in Calabria: Letter 1|

Dear Valentina Valentini,

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 chorecgraphy). 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 anather perspective it was the theatrical

tendencies of minimalism (or 'literalism’ as he called it) in its construction of the relation
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between object and spectator that so upset Michael Fried’s view of the modernist work as

suspending both duration and abjecthood.

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: feminisms, tdeologies, identity politics, literary theory, deconstruction, In some
respects carried over from theatre's vulnerability as a form. This ability to utillse other
discourses, other poetics, began to destabilise theatre to such an extent that theatre as 'seeing
place’ - as a means of structuring the vision of the audlence, 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 locatlon 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 problematics of mark making - a problematic that
perhaps went into abeyance during the main era of print, a problgmatic that begins with

cuneiform, with those originary clay objects strangely reminiscent of Anthony Gormliey’s ‘Field’.

To paraphrase Howard Becker, in art historical terms the primary modes of criticism (within thls
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. It is inevitable that the critical and aesthetic ideas
that surround say the work of Rachel Whiteread 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 Whiteread 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 ldeas and things. We
cannot unthink nor separate images from concepts. |deas 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 -
yellds a flux, 3 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 inciude a range of such critical Janguages and responses - psychoanalytic, formalist,
structural, phenomenological , historicist, in its issues. Whilst its field of research Is not as wide

as the performativity of the everyday (as in TDR) it focuses on the performativity of the elements
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that comprise performance arts which of course Includes the contexts of the everyday. It ls an
expanded aesthetics of equivalence - expanded to incfude thearetical and critical languages as

equivalent elements withln a poetics of performance making.

Richard Serra argued in his 1990 Yale Lecture that if sculpture has any potentiai at all, then it is
its potential ‘to work in contradiction to the places and spaces where it is created’. This ‘in-
betweenness’ (though contradiction is never precisely in-between) Is analogous to the idea of
performance as a unstable catalyst that | 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 devetoped relations between sculpture and context. A new.
behavioural and perceptual grientation to a site demand’s a new critical adjustmern
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.

| am aware throughout what | 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 osclliation as | 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 possibliities
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

| run to get my camera. | have to ask the quard to let me Into the room where | have left my
case and the material for my performance. It 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. | 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 |
had a film. The two hens in thelr 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 barrios. Even though the barrio skirts Cafio Amarillo and the old art
nouveau presidentlal palace that lies close to Sefior 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. | push the shutter release, A satisfyingly audible click. No,
there was pienty of light. No, it didn‘t need a flash. It 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 §old? 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. | didn't think it would look as good as this. I'm very happy, very happy.
It looks great, Carlos. We would llke 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, |s this art? It looks good - it looks good for Christmas too. Let’s go and dance. Yes,
later - we have to clear our things. It begins to rain . Sefior Hernandez stands in his doorway
smiling.

EX I XL L]
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On Immobility

Ric Allsopp

Tram Tracks I:

| am sitting at a table in the cafe of the newly completed Tanzhaus in Dilsseldorf. It is raining. |
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 occuples 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 | sit remarks that itis
only ever one or two ideas that really alter things for the individual, that open up new
fandscapes; the rest disappear without trace. Qutside 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.

lconoclasm:

The three companies that | 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', | am interested In the relations between
presence and representation, between periphery and centre, between body and environment. |
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 | 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 sensibllity - a sensibility which is no longer located In

the urban centres of europe and america 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 conditlons - or where it is, it 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 ‘amblent 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 abject 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. It Is not at the level of ‘theatre' though, but on the wider level of developments In
new technologles, in cultural or political alignments, that our views of 'the real’, the ‘virtval',
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. It 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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defocussing, of distribution, of refusal or resistance; on a more profound shift of values, of
attitudes towards visuality, textuality, /dentity 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 deconstructive - recognising the
ideologles and assumptions that make up both text and image: the textuality of images, the
visuality 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.

Heiner Muller noted that 'theatre has to find its zero degree again and again' and in their
differences the three companles are primarily concerned with an exploration of the basic
conditions of theatre - representation, physicality, identlty, 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 Sanzio - it is because ‘theatre'asa
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 Valentina Valentini has described It
(1998 ) of Heiner Miiller's work already steps outside the boundarles 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 conventlonal 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, osclllation, indeterminacy, ephemerality. The
elements of performance move through a non-hierarchical equivalence to collapse into slippage,

resonance, virtuality, vulnerability.

| 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 | 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.
Heiner Miiller 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.' Valentini writes that:

The dramaturgy of Heiner Muller must always be destabilised, 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 reconclliation 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 vlew 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 conditlon for its absence.

Immobility:

The critic Jean-Louis Baudry has seen the immobility of the spectator as an essential condition
of both 'cinematic pleasure' and cinematic illusion. He has compared cinematic spectatorship 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 thelr chains will not let them turn their heads' (quoted In Walsh, 1997:40-45) . By
analogy immobllity 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. Jmmobility has several aspects : the immobility of the image (Raffaelto
Sanzio propose the creation of a timeless theatre ' walled in and immoblle' - 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 immability 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. It 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)

Helner Miiller talks of ‘the destructlon of the prison that is society, history and ideology' - the
immobilising accretions of ideologies and conventions. In the second act of Hamletmachine,
Ophella declares 'l 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 suqgests the
possibility of breaking with form, of breaking therefore with that which Is Immoblile, and of
creating a theatre which takes on discontinulty, mabllity and a play of equivalence. Both Goat
Island and Raffaello Sanzio choose precisely an immability of spectatorship, and an immability
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 physicality of

the actor.

In contrast to the cinema and the conventionallsed theatre, interactive virtual realities establish a

new refation 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?' | 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. 1 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 biclogical presence [a notion of a transparent
and immanent presentness]. The body In twentieth century performance becomes an
amblvalent site which offers modalities of presence and reference, of physical activity

and image. (Allsopp, 1996: 6)

Such a view proposes the unsettled or unstable body and the unsettied or unstable image as a
condition of contemporary performance and theatre work. The deconstruction of the image as a
potential carrier of ideclogies and the questions that surround the representational functions of
theatre and performance are | belleve opened up by readings of the performance body in

relation to image which treat those elements as both equivalent and inseparabie.
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In Raffaello Sanzio'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 hermetically 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 achleve 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 hermetically sealed box of the set containing an almost sealed body; the sealed fluids
of the batterles encased and immobilised - the flow of fluids from the braken light bulbs, the
leaky body, the cupboard, the fingers that protrude from the metal slit in the metal ‘mother'.
The leaky body of Horatio, 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 ' wailed-in and Immobile, eternal as an inscription on a tombstone' as Valentini has
put it (1997: 58) - erased to a single letter A which homophonically reads as an Italicised & : 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 anarchlc machine of his theatre linking him to his
determining and 'originary’ text. The theatre of Raffaello Sanzio challenges the process of
representation itself even though it has to do so through representation. Philltp 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 1sland we watch ocurselves 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.It is a theatre that constantly reexamines the moments of immobility between
risk and contral, which is constantly forcing itself and us as complicit spectators back those the
points of immobility through which the moral and ethical dimensions of our lives begin to
open. In this sense | 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 Goulish's (continuing) series of ‘Microlectures': '

[A producer named Rollo went to see 'It's Shifting Hank']
Rolio said: ‘What Is the reason for all this repetition?'
And | said: 'What repetition?' (1997: 95)

The concern with repetition (with immaobility 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 &

Impossiblility' Matthew Goulish writes that:
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...[1]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 drlll 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 - ane 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, 'l am
always waking up. | 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 Becker called

in relation to their work, the 'physicality of ideas' - finding a form to 'accommaodate 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 polnts. For Baktruppen step across the boundaries of
expectation in dictating and gesturing to the play of everyday life - the performativity of the
real. Or rather Baktruppen come closet to an 'amblent theatre’, to creating temporary zones of
performance, temporary shelters and accommeodations. As has often been pointed out there is no
attempt to seduce the audlence into any kind of Illuslon - what you see Is what you get, and as
such what we get is a another perspective on immobllity - the zero degree of the the space and
time of the performance constantly brought into question. Edgér 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 dérive - the drift and slippage of imagery that challenges our
expectations and ideas of spectatorship and Immobllity, of image and immobility, and in doing
so maps a psychageography of ambient performance or ambulant performance based around

embodied and decentered subjectivities. Amelia Jones speaks of ‘the new experience of

96



Acts of Writing - Ric Allsopp (July 2000) Section 1:'On Immobility' (1999)

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 seif.' (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 originary text of 'Hamlet' has become mute: the possibilities of text as (say)
dialogue, as a means of communicatlon 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 monosyllablic 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 reveai itself on

rather than jn 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 acters 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. Textuality and physicality 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 Ii:

| 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 | will make for an audience of perhaps
80 people. | 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 ralny 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.

*+Be2 e

This paper was written for the lconoclastic 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 Gther as the Same, is

not assured. (Phelan 1993: 3 quoted in irit Rogoff, 1998: 130)

Frames:

In what follows | argue that it is necessary to look at and to reposition theatre not simply within
its conventional framings but increasingly in terms of the contexts and locations within which It
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, visuallty)
but beyond them. It also refers to an expanded ldea 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' dimenslon of theatre is not entirely ‘contalned’ in its
representations (as is suggested by conventional views of theatre) but lles 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 Iin rethinking the possibilities of theatre
that might loosen attitudes towards the place and importance of theatre that operates on the
margins and peripheties 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 assumpticn that ‘how' theatre or 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 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] . 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

boundaries, that are the focus of this paper.

Last November | was invited to present a paper for the 'iconoclastic Theatre Symposium' at
Chapter Arts In Cardiff, wales. ‘lconoclasm’ - the breaking of assumptions and conventions -
suggests that the question of 'how' we see theatre (in this case the work of Baktruppen , Societas
Raffaello Sanzio, and Goat Island ) is in itself central to the wark. 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 | spoke about 'the immobllity' 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 taclt 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 dislocqted
and fractured. This implies the possibility of a continuing shift from 'looking' or 'viewing' to
‘participating’. How do we particlpate in acts of theatre that locate themselves In the public
sphere without reducing or normalising those acts to famillar and thus cuiturally undisturbing

frames?
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| am sitting at a table in the cafe of the newly completed Tanzhaus in Disseldorf. It is raining. |
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 | 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, sociat or political catalyst.
The disappearing tracks also invoke an image of rupture or dislocation between the ‘work' of art
asa cqltural practice and the economy and context within which it chooses to locate itself, tts
very dislocation marginalises It in relation to the necessities of those people who wait outside in
the rain. It also ralses the question of what constitutes ‘centre' and 'periphery’ and the location

of theatre or art within that question.

As Jean 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' (Baudrillard, 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 It 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
103



Acts of Writing - Ric Allsopp (July 2000) Section 1: 'Location 8 Dislocation of Theatre' (2000)

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. It 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 visuality, 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 amblence, oscillatlon, 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 vislon of possible worlds for use; on the other hand ‘theatre’ opens up a landscape, a
vision of possible worlds, 2 zone of temporary coherence. Heiner Miiller felt that 'theatre
[was] necessary when history is stalled, because It foresees that which is missing; and that which

should be aimed towards; whereas revoiution has no more need of theatre.'

| 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 smalt performance that | will make for an audience of perhaps.
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80 people. | 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.

Earlier we watched Boris Nieslony dressed in a grey sult standing in the gap between a piliar
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, chlidren. 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 sult. We witness through the
performance an array of our own emotlonal 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 it In front of his face, smashes It with his forehead. He turns and leaves
the space. The silence in the gallery extends out Iinto street. Nobody moves. Nothing passes

outslde_.
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This moment of speechlessness, of trauma (‘the suspension of language, the blocking of
meaning' as Barthes puts it) 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 In context but as context.

Ecology:

In his discussions of the simultaneous proliferation and disappearance of art, Jean Baudrillard
compares art to a currency which may no longer be exchanged: 'it can anly float, its only
reference Itsetf, impossible to convert into real value or wealth' (Baudritlard, 1994:15). He
contrasts the apparent demateriallsation of art (as something of worth) with the materlalisation
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; | understand ‘ecology' as a set of interdependencies between
conceptual, social and environmental factors; and | understand ‘performance’ (as a time-based
art) as an unstable element or catalyst operating within an Iinclusive 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 equlilibrlum/ balance/ sustainabillity.

In his recent book Performance: A critical Introduction Marvin Carlson speaks of the popularity
of performance as a metaphor or anaiytical tool. The definition | have Just given - performance
as an unstable dynamic - refers to the act of performance, the performance object itself as a
praxls (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, to how it 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 ptaxis moves out of
traditional or conventional sites and relationships and sets up temporary sites of exchange and
interaction, not only as sources of informatlon, 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 'ecol;)gy' of process without the closures often associated with conventional art.
This is not just art referencing itsetf but emphasising the contexts of artwork, and not just its

commodity value as object (whether performance object/ sculptural object/ textual cbject).

The sculptor Robert Morris has written 'Here Is the issue stated so long ago by Duchamp: art
making has to be based on terms other than those of the arbitrary, formalistic, tasteful
arrangement of static forms' This was a plea to let the world in on terms gther than image
depiction’ . We 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 strategles that resist 'image depiction’,
concern Ing Itself increasingly with its 'ecology' in the sense of its interdependencies as a cuitural
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 implictions of a multicultural
context? The curator Maria Lind points to cultural hybridity in the form of 'an arts practice
where local experiences and global outiooks 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.

It is a warm July evening. | 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 tand is now part of an oil refinery owned by
Petrofina . The church is being used as a focal point and café 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 <limb up a curving narrow
stone stalrway into the tower of the church. At top of the stairs | 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. | 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 ta 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 / 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 impartant 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 1970-80s was brought about by a wide varlety of factors: economic,
aesthetic, technologlcal, ideologlical. The questions of whose theatre, and theatre for whom
(with their attendant notions of space, time, ownership, view polint etc.) seem to be particularly
efficacious in problematising and undermining views of theatre as a fixed and unchanging form.
Problems of authority, of hlerarchy, 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.
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We see an Increasing localisation of agendas and aesthetic choices. Anatoly Vassiliev stated his

position yis-a-vis theatre {1992) as follows:

During the past few years the process is such that | stopped examining life outside the
theatre. | have been concentrating on studying only life in the theatre, life in the
artworld. That means | 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, | 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 soclal ideas, or the philosophy

ar state of art.” (Vassiliev, 1992: 49)

I no longer believe (if | ever did) that such monasticism (the equivalent of Eugenio 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 thematlic that opens the
questlon 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 |s 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 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, 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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German Voices

Ric Allsopp

Mary Wigman abserved that ‘without ecstasy there is no dance’. For her, to dance meant to
manlfest the dancer’s spirit. The echo of expressionism lay behind Leibliches 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 propaoses 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 uyse 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 plece. These ambiguities were distilled In 2
beautifully controlled solo danced by Adriana Kocijan - speaking of memory, of sensuality, of

the anquish 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 {Brith Gof) entitled The Bound Man , improvisations inspired by the expressionist
Austrian writer lIse Alchinger. The imagery explored the extremes of physical experience with 3

sensibllity that was the antithesis of Leibliches Theater.
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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 'Sixtles
on her return to Holland from the United States where she had studled 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 <ollaborative, 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 1960's
members of which the SNDD stlll 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 & Simone Fortl, 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 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 & Ria Higler) and distinguished by its International perspective
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and its multicultural 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 intercultural and
Interdisciplinary information as a means of communication and expression. It 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 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 increasingly speciatised 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 criticlsm in dance, This view of
performance and dance has been developing over the course of thls 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 recognlition 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 locatlon 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 glven area as a focus for study and
explores it from a number of assoclated 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 (bullding in reaction to established forms) - a network tends to
foster an ‘originary" 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, Dartington College, the SNDD) a place where ways of creative thinking
and practice can grow and have an impact on the wider field of performance? It is often the
unreconcilable tension between two positions, contexts or structures that provide the key to
creativity. The continuing influence and international reputation of the SNDD as a ‘laboratory’
for the development of practice and thinking in new dance, may well be ascribed to such
tenstons. Firstly, the tension between essentialist views of the body and identity - the idea of the
natural, authentic, coherent, consistent and integrated body; and the constructionist view of
the body and identity as a process of constant refashioning determined by contexts of gender,
class, ethnicity, abllity. There Is also an Interesting tenslon between creative work and the

institutional structures that surround it and support it (or In some cases stifle it).

For reasons of scale the SNDD has been able to make very good use of the relationship 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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distributien 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 unlified
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, improvisatory structures, problems of
figure, 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 history of the body’ (2) -the history of flesh and blood, the territorles 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. It 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 (particutarly ‘fine art’ performance and new dance performance) to
explore the creative tenslons that underlle essentialist and constructionist 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 dlverse 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 essentlal 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 Ulster-based
performance artist Alastair MaclLennan 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
simpte 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 arcadian 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
cansumption. They have become one amongst a plethora of possible ‘life-styles choices’ to be
made in pursult 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 undecidability 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 difficuit 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’ inta being. This
image can also embrace both essentialist 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 of a
house that is immanent and built from a particular context, by a particular people, that becomes

a collaborative vision and takes flight.

L 22Xl 1]
Notes:

(1) Henry M. Sayre (1989) The Object 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) Karl Marx & Friedrich Engels The Rise of Bourgeois Rute

(4) 1 am indebted to Cyrus Seif 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 DartingtonCollege of Arts, UK.
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(1994)

'The Zwillinge Project: Episode 7'

in

Zwillinge Project, ed. Kirsten Lavers

Cambridge: Object Books (1998), pp.33-34.




Acts of Writing - Ric Allsopp (July 2000) Section 2: 'Zwlllinge Project: Episode 7'

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 onte 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 Zwlillinge
collaboration, the drawings of the artist's model (which in itself indicates the complex set of
references outwards, where no relationship is entlrely 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 Mode! , 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
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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: ‘| 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.

*ttb e
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The performances of 'The Only Leon' - the 'most successful female impersonator in nineteenth-
century blackface minstrelsy' are re-read by Annemarie Bean, in her article Presenting the Prima
Donna, as constructing and securing , through gender transgression, both the identity of the
dominant white male and black femate sexuality. Such uses of illusion to mediate social desires
through a 'performed cultural imaginary' are then taken up from a psychological perspective in
Etzel Cardefa's Truthful Trickery: Shamanism, Acting and Reality. The analogies between forms
of shamanic performance and the methods of the western acting tradition allow us to question
the usual distinctions between pretence and reality , appearance and substance. IHusion 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 André stitt 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 lllusion and reality of
performance. The question of art and artifice - a debate resurrected by the impact and
insistence of new media technologles - is Identifled by Baudrillard, In terms that evoke the work

of André Stitt:

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 alters reality. The distinction Is in trying to understand the uses
of illusion rather than the meanings of illusion. As Michael Mangan points out in his article on
Elizabethan uses of ‘jugling 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 Caroline 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
deconstruction 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 spatializes
the illusionary is echoed In the writings of Caroline 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
instailation Eclat; Occupation des Lieyx, 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 spatiality
in the text, and the reading and consequent perception of the actual space of performance.

The trompe I'cell as 'an Imitation of nature which conjurs up a world woven through with
features of the real’' as Exe Christoffersen puts it 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'. Thelr work since 1986 has explored not only the formai
aspects of iflusion, but also the status of marginality and ambiguity In audience - performer
relationships. Christoffersen also reads the work through a notion of a 'nomadic' dramaturgy: 2

'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 Baudrillard’s terms the intensity and ubiquity of aesthetlcs produce a 'profusion of

images’ in which there is nothing to see but the grand illuston of the spectacle.

André Lepecki's reading of Kantor's ‘room of memory* and his discusslon of the invisibility of the
dance is an example of recent work that is pointing towards the dematerialisation 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 dematerialised
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’

Retations between the sonic and the visual occupy Nicholas Till in his review of the 1994
performances of Varése's Déserts with accompanyling film by Bill viola; and Schubert's
"Winterreise' staged by Boltanskl and Kalman. The conversation |s extended through Emil
Hvratim's exploration of the uses of the 'the scream' in the work of the Belglan artist Jan Fabre
who ‘spatialises 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 llluslon 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 Microlectures, through attention to the ‘clearly
shifting detail' of accumulating moments that begin to constitute a ‘recognizable pattern'.
John Hall, in his continuing series on grammar and performance, 'Performed through', marks

the actualisation of writing and speech as perfomative events thraugh the ways in which
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grammar acts as a means of actualising language In writing, speech and thought.

Ideas of articfice and fabrication, and how they allow us to visuallse and construct our cultural
imaginaries characterise the artist's pages we have commissioned for this issue. Rod Dickinson'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 Giovanni
Sagatini in *Caduta Massi'. The visual artists Wendy Kirkup and Pat Naldi 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 Crux (1983-1987) conslsting 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, pleced together by the body's limbs, is presented
on the monitors' (5tedelik 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 *vitrines'. Moving further into
the gallery you will reach the darkened entrance to Tall Ships (1992) . This oracular instaltation,
consists of 'a comptetely dark, ninety-foot lang 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 silent 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 itisa
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, 3 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 Stedelijk. And so with
‘nimble conveyance' | 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, alf 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.

‘etette
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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 |
live. We planted flve 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 it is carried out - investing a set of personal or
public memories within the act - attaching a significance beyond the purely functional. |
thought of the memorials that this issue contains - to the dead of Ulster and to the Catalan artist
Esteve Graset 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 | visited in Amsterdam (Montevideo)
and Cologne (Deutsches Tanzarchiv)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. LHijana Sedlar's Letter from Serbia
discussing her reaction to what she describes as the institutional legitimisation and promotion

of particular forms of performance work is a case in point. | 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 Kleic 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 sociceconomic picture, of
elaborating a linkage between culture and cultural industry, of recognising mutual dependencies
and benefits. Ideas of performance fall beyond the differences of anguage with which we
habitually refer to them. | 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 aﬁd | asked how he might make a light and sound work for the page. | 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
flnaiity 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 displacements 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-Thies Lehmann's view that

If theatre used to be defined as a kind of fictive 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 | re-read these Letters from Europe now much of the issue seems to be concerned with the

place of the text (fluld or solid) as, in, through performance . John Hall, in his continuing series
on grammar and performance, marks the placing of writing and speech as performatlve events in

themselves through the ways in which grammar acts as a means of actualising tanguage 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 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 individual

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 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 chalienge, undercut in its transitory but

effective discharges.

et b s
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Editorial: On Line

Ric Allsopp

Utterance Zero:

Almost 40 years ago at the beginnings of the 'new electric age' Marshall 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
technologles and 'the forms of experlence 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 avallable in the mass
market and ‘interiorized' in our general consclousness. 'When technology extends one of our
senses, a new translation of culture occurs as swiftly as the new technology is interiorized'
(McLuhan,1962:41). The domain of performance arts [reflective, explorative, confrontatlonal] Is
both absorbed and transformed by the impact of new medla technologies. The relationship

however remains symbiotic: performance and technology interpret and challenge each other.

The ‘constellation of events' which make up thls issue were chasen from a flood of high quality
submissions. We wanted in particular to point towards the less familiar registers and sensibllities

of european performance research , for example the constellation of work from artists and

172



Acts of Writing - Ric Allso_pp (July 2000) Section 3:‘On Line’ (1999)

scholars in Slovenia {Bojana Kunst, Marina Grzinic 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 geograph ically 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 Cozzi 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,

Ivan lllich, another commentator on the impact of print culture on consciousness has arqued
that ‘memory is a child of the alphabet’ (tllich, 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]. 1 would like to thank ali who have contributed to this issue of
Performance Research, in particular Clancy Pegg, Ros Spry, Huw Williams at Broadcast Solutions,

and my Indefatigable co-editor and colleague Scott deLahunta .

+edtbre
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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 directicnalities of time, visuality and expectation - seemed
to be an appropriate fix for how performance work is presently being framed, discussed,
rethought, contextualised, practised. Openings that is, as fluid, Indeterminate, undecided,
ambiguous fields for performance.The openness of performance, the increasing difficuities of
positioning or defining or delimiting performance in old terms. Or perhaps opening 2 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. Asthe
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 fraglle, 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 overflowings.
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 debrls?

On a cold, sunlit day in February, a young Israeli art student beglns to move a vast pile of empty

blue or white 5o 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 ambiquity 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 inappropriable 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
irrecuperable excess of and in meaning which Nancy terms the 'figure'; ‘A figure would be the
entlre 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 elsew/here 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. It Is
surrounded in this issue by an array of articulations and propositions with regard to openings: in
and of meaning, Identity, perceptlon, the mapping of memory, the materiality of writing and its
processes, the textualising of the ephemeral, of disfappearance. Brian 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 Zéaland, 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 Valentini's account of the possible worids in
Heiner Miiller's feral dramaturgy, of theatre as 'motion in a space studded with questions that
have no answers'. The ambiguities and ellipses of Josef Nad]'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 reinvention 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 ai:tempt 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 Musée Marey in Beaune.
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A Text for Machine Assisted Reading Systems*
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fi.. visible fir. visible fire .ire .re ..e ... ... .. . .... ... ... . 1. The activa principle operative in combustion;
popularty conceived as a substance visible in the form of a lame or of ruddy glow or incandescence.
[---]12. Fever, inftammation; disease as & 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 ....] 1. A fiat slab or board. [....) 2. spec. a. A tablet bearing or
intended for an inscription or device. [....] 13. A board or other fiat surface on which a picture is
painied; hence the picture itself - 1700. [....] 1. A raised board al which persons may sit. 1. An article
of fumiture consisling of a flat top [...] and used to place things on for various purpose, as lor meals,
for some work or occupation, or for aramenl. [....] ¥abulary [- L. tabularium record-office,
archives, f. labula TABLE] [...] A place where the public records were kept [....] ric allsoppbcdefqg
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memory erased
keep your lips still keep your eyes still keep your fips still kesp your eyes still keep your lips sfill keep
your eyes still keap your lips still kesp your eyes still keap your fips still keep your eyes still keep your
lips still keep your eyes stil! keep your lips still keep your eyes stilt keep your lips stil! keep your eyes
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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 undar
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 an fire under fire on fire under fire on fire under fire on fire ender fire betwsen the eye and
its object? between hand and mouth? between an action and its consequence? betwsen a kiss and a

batrayai? between louch and remembering? between a footfall and fear? between a knock and

| ?
S | I e n C e s between writing and its inscriplion? between the table and the chair?

Keep the eye still. The tongue silent. The ear closed. Tha lips sealed. The wing clipped.

The writing is on the screen.

Oxidatlon of writing,
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letters burned bumed bumed burned buried buried bumed banned banned banned banred burned
buried on tha skin tongue fire eye mouth fips oxidation of writing, swollen letters crumbla like memory
swollen letters crumble like mamary swollen letters crumbla like memory swollen letters crumbfe like
memory swollen letters crumble like memaory swollen letters crumble fike memory swaollen fetters
crumble like memory swollen letters crumble like memory swollen letiers crumble fike memory swollen
letters oxidation of writing crumble like memory swollen letlers crumble fike memory
letters burmed or the skin

oxidation of writing

oxid.tion of wriling oxiddion of writing oxid.tion of writing oxid tion of writing ox.d.Lon of wr.t.ng
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wrtng xdl.n fwring xdt.n fwring xdt.n fwrtng xdt.n fwrtng xdt.n fwrtng xdtn
fwrtng xdtn fwrtng xdt.n fwrtng xdt.n fwring xdt. fwrtg xdt. fwrl g xdt.
fwrtg xd.. fwr..gxd.. fwe.g xd.. fer.gxd.. few.. g xd.. fw.gxd...f

wr..g xd.. fwr.gxd.. fer.g xd.. fer.gxd.. fw..g xd.. few..gxd..f

w..g ..d..f

Language aLive (3) Lowestoft: Sound & Language (2000)




weg.d. fw.g.d. fw.g.d..fw.g . d..f wo.g.d.. fw.g .d. fw.g
vl fWeg e g b W W g W... O W....0 W.....d W.....J WO....0 WD....J WO...q
WO....q WO....g WO....g WO....Q WOT...Q WOT....q WOT...Q WOT...) WOT...Q WOT...g WOr...q WOT... WOr...q
WOT..AQ WOr..Ng WOT..Ng WOT..NG WOT..NQ WOT..RG WOT..NQ WOT..NQ WY..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 torgue 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 silenl. The ear closed.
The lips sealed,

The writing is on the screen.

a pnnt-ropin. 3 concrete floor painted grey-blue.
iarye sliding windows all along onc side. white flaking
plaster walls. an ¢namnelled sink. a doorway al one
end. a large wooden lable. three glasses. a desk-ligh.
4 wooden stool. a stack ol white paper. a dip-pen and
2 haltle of red liquid with a dropper. 3 melal Nlask. a
small metal rod. a box of malches. a glass jug fult of
clear liquid. a fape recorder. a 2 meter long melal
quller suspended 1 meter from the {loor. the gutier is
filled with clear liguid. a sheet of tempered steel wilh
23 wine giasses filled with clear liquid. an almost life-
size phalagraph of a naked man. his lorso is abscured
by a melal sheet. a monilor standing on a pedestal 1.5
meters high.smell of nelhylates, oils and isopropylates

Language aLive (3) Lowestoft: Sound & Language (2000)
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‘Interiors - Exteriors - Turnarounds’
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Keil: LAG, pp.149 -154
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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 |1 (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 | - Journey:

Making an individual representation in 2-dimensions of the journey to Scheersberg using paper,
colour, found objects. In palrs extending this individual representation/ map/ trace through
speech - not describing what is already present, but extending It in other ways.

Image 1l - Home:

Making a individual representation (ideal/ symbolic/ literal) in 3-dimensions of Home, using card,
string, paper, wood, colour, found objects etc.. In palrs extending this Image thraugh 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, volds 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 ) in relation to performer. For example the object might be placed, suspended,

ignited, flown, eaten, buried, given, etc.

Day Hl:
Bodywork:
Sequence of stretches/ isolatlons as Day I: rolling, crawling, standing, walking, runring: spatiai
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 |l - 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 essentlal 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 simultanecusly. Repeat considering listening to time/
timing - the relationship of everything that is happening within the action. When to make a

move, to beqin, to stop, to pause etc. Returning to the memory/ experience of the object, let
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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/ instailations with commentary and

questions.

Day IlI:

Bodywork:

Sequence of stretches/ isolations as Day I: 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 Il - 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 fiat 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 audlence’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 [: rolling, crawling, standing, walking, running: spatial
awareness (speed, dynamlc, loss of balance/ cantrol, circling), tag 8 group tag; the body in
contact/ touch with another - taking/ giving responsibility. These ‘trust’ exercises in paits
responded to the Day Il discussion on ‘audience’ and pathways: With a partner - a) one person on
the floor (eyes shut) being moved/ pulied through space; b) lifting person on floor to standing -
this is a literal problem of shifting weight; ¢) 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 this type of interaction is seen.

Simple Actions:

Developing Day MI's work with emphasis on carrylng/ taking welight: trying to (re)find the
physical immediacy of the tasks undertaken above (lifting/ carrying/ catching) in a more
formalised/ prepared performance sltuation. Trying to form/ give shape to a simple performance
action by moving from actlon to image rather than finding the physical description of an image.
The relatlonship of risk and control. Introducing interruptions/ obstacle/ repetitions in the
actions.

Image V - Pathways:

Repeating Day II's assignment and building on experience and additional work on ‘trust’ and
‘simple action’. To extend the possibilitles for imagery and relationship to audience. Emphasis on
the moment of transformation/ change within each plece.

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 cholce 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 bullding 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/
ltight (artificial/ natural)/ interior space, exterior space, ambient sound.

Bodywork:

Each day started with a sequence of stretches/ isolations as Days I-tV: 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 refation between a physical action and a verbal/ written caption: task - a) to
write a caption beginning 'l 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 ‘sald’ - towards making the familiar unfamilliar.

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’. It 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 ¢ 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; ¢) touching others using heads/ hands; d) passing a glass of water through the
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group - trying to sense the group as a whole; €) 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 glve 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 *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 contaln hopes, fears, aspirations, doubts and that

could be seen in relation to 'simple actions'.

Pathways:

Exterlor: constructing a pathway of cut wood that leads the audlence to the site of the ‘spirit

houses'. Interior: constructing a pathway of salt connecting the various formal elements used.

Day VIII: Performance.

Interlor: (9.30-10.15 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
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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. It 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 stilt.

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 otherin a
dance step, a lift, an embrace, striking each other, breaking away, back to stiliness. 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 llve interactive event) and b) ways in which an audlence’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 materlal 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 possiblility 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 possibllity 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 strategles, approaches it might
employ, what kind of vocabulary, what range of references are golng to be used, and already
therefore, that we might be missing the moment of ‘theatre’, the moment of vision. It 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 mement, In what is
happening as people come together physically, imaginatively, socially, as Indlviduats or as
groups, toe 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. It is this
different set of 'understandings’ - this shift in attentlon, 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, 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. Octavio Paz, with reference to the work of
Duchamp, describes the art work as a ‘'machine for producing meanlings’. 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 Iintention 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 indlvidual desires and enthusiasms 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 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.

| 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 paint 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 Iincreasingly 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. It 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.
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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)

444 a4+
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Wykiad wygtoszony podczas seminarium:
L Tworczo$é nie ma granic’™ tod;, listopad 1993

Seminar Paper:
»Creativity Has No Frontiers” Lodz Poland - Nov.1993

Ric

Allsop

1.

Linie tworzace zaprezentowany obraz (,Drzewo w.mie-
écie” - Flo Fox; 1983) wchodzg w okreslong ilo$¢ mozliwych
zwigzkow i intemretacji zachodzgcych migdzy koncepcjami
podziatu i integraciji: dla przykladu, linie te odczytywaé mozna
jako sily uwalniajgce podzial spod przytlaczajacej hierarchicz-
nej kontroli, ktbre rozrywajg przestarzale struktury i przekra-
czajg formalne bariery hamujace dziatanie sil twdrczych. Obraz
len méglby sta¢ sie wizerunkiem rewolucji dokonujgcych sie
w Eurcpie Wschodniej w czesci spowodowanych opozycyjng
dziatalnoécig artystow i ludzi teatru. Linie te odczytywaé moz-
na takze'jako spos6b uzdrawiania i integracji, jako sily tworzg-
ce, ,zywe laczniki“na gruzach podzielonego $wiata - na przy-
kiad wydarzenia kulturalne crganizowane sg w Sarajewie, gdzie
odczuwa sig potrzebeg ,dzialan magicznych” na réwni z ko-
nieczno$cig racjonalnej pomocy w szczegolnych warunkach,
ktore, zdawaloby sig, spychajg dziatania estetyczne na margi-
nes.

Jednak nie znaczenie ,Drzewa w miescie” interesuje mnie w
spos6b szczeg6iny, gdyz obraz ten znajdzie swoje odniesienie
do wielu kontekstow znaczeniowych. Frapuje raczej kwestia jak
stworzy¢ obraz wyrazajgcy nasze czasy i okolicznosci socjo-kul-
turowe.

Utopijny idealizm Wtadystawa Strzemiriskiego wyrazajg-
cy sie formula, ze ,celem sztuki jest jednos¢ kompozycji"lub
tez parafrazg Gregory Bateson'a o ,wzorze, ktéry taczy” - z
trudem trafia do naszej wyobraZni poruszajgcej sie w.obrgbie
systemdw estetyki arystotelesowskiej i kegejskiej w warunkach,
ktore pozbawily nas oparcia w pewnikach politycznych, socjo-
logicznych, ekonomicznych i religijnych.

P’ - .

Ten podzial najlepiej charakteryzuje postmodernistyczne
warunki epoki postindustrialnej, w ktérej Zyjemy. Odnosi sie
on zardwno do tradycyjnej materii sfery estetyki, jak i do szer-
szych obszaréw polityki, kultury i zycia spotecznego, Zburze-
nie barier, granic politycznych, autorytetdw Swiata kultury, tea-
tralno$¢ i udramatyzowanie codziennego zycia szczegdlnie wi-
doczne w konsumpcyjnych spoleczeistwach Zachodu, pro-
blemy tozsamo$ci kulturowej i jednostkowej, nacjonalizmy i su-
biektywizm - to znaki i symptomy uznawane za normy Zycia
pod koniec 20 wieku. Aby odnaleZ¢ sens - jesli to w ogdle
moiliwe - musimy poszukiwaé¢ nowych form wspélzaleznosci
nie odwolujgcych sie do modeli historycznych i kulturowych
zaczerpnigtych z minionych dwéch tysiecy lat - owego Smiet-
nika historii”, ktéry zawiddt nas - aby osiagngé nowy sens obra-
" nego kierunku i integraciji. Na'przestrzeni ostatnich 25 lat. wie-
le form sztuk plastycznych zwraca sie ku tealrowi i performan-
ce jako Srodkom radykalnego przedstawienia zwanego czy
Ljednplitego” obiektu sztuki. Od poczatku lat 1960-tych nasila-
jace sig usuwanie.w cien obiektow sztuki i ich stopniowy zanik
pozostawil tylko Slady, plamy, peknigcia na tym, co wydawato
sie by¢ zwarlq materig-spoleczng, kulturowy i estetyczng.

Muzea, galerie czyli tradycyjne skupiska dziet sztuki Swia-
towej koncentruja naszg uwage na strukturach i kontekstach
budowli, w ktorych gromadzi sie sztuke, a nie na niej samej.
NaroZniki pelne tluszczu, walajacy sig na podtogach ryz,
podziurawione $ciany pokryte $ladami rak, drzwi zabile de-
skami, okna z szybami-zwierciadlami. Gdy tylko obiekt sztuki
zdemalerializuje sie i zniknie z jednego znajomego miejsca,
wydaje sie pojawiaé ponownie ze $wiezymi pgknigciami i uszko-
dzeniami w warstwie kulturowej - 2rédlo nieskoficzonej inwen-
cji | przystosowania sig. :

L

6 insea

1.
The lines that form this:image (City Tree - Fio 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 lorces that help to bring about the
Iragmentation of oppressive, hierarchical control - breaking up
deadening structures, fransgressing formal boundaries that li-
mit crealivily - the image could be an icon for the recent social
and political revalutions in Eastern Europe brought about. par-
tially by the oppositional work 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 worid - for example the
recent materialisation of cultural events.in Sarajevo that see
the culturalnecessity 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 sa 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.
Wiladyslaw 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:
fting from Aristotelian to Cagean aesthetics in a context where
political, social, economic or religious certainties are no longer
with us.

2.

It is fragmentation that best characterises the post-mo-
dern, post-industrial condition that we live in. A fragmentation
that ruptures the traditional fabric ol 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-
malisation of everyday life especially in the consumer cultures
of the West; problems of cultural identity, nationalism, the iden-
tity of the self; subjectivity - all these signs and'symptoms po-
int-to a condition of late 20th-century life that coming nommati-
ve. 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 tum 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 five years many forms of visual art have
turned towards the:processes of theatre and performance as
a means of radically reconceiving the sel-contained or ,unita-
ty” 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 aesthetic fabric.

Museums and galleries, traditional siles of the art world,
increasingly bring our attention to the stnictures and contexts
of the ediflice 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, deors 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.

| am pointing 'to a dialectic here - a conlinuous tension
between:fragmentation and integration, a tendency lor the ar
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Odwoluije sig w.tym momencie do dialektyki - stale napig-
cia miedzy podziatem:i jedno$cig, sklonnoscia dzieta sztuki
do.oscylowania miedzy tym, co autonomiczne i tym, co spo-
leczne, napigcia rodzgce mozliwosci - ,nowej autentycznosci”,
ki6ra obejmuje pojecia potgczonych i fragmentarycznych do-
Swiadczen,

3.

Na napigcia te wskazat Charies Olson - pierwszy $wiado-
mie post-modernistyczny poeta amerykanski. W latach 1950-
tych napisat, Ze naszym zadaniem w probie tworzenia Judz-
kiego wszechswiata” - czyli miejsca, w ktdrym mozemy mie-
szka¢ w przyjaznym i konstruktywnym zwigzku z cala gamg
procesdw kulturowych i emocjonalnych ksztaltujgcych nas -
jest , spojrze¢ na podzielony Swiat i odszukaé zywa tkanke
scalajgca”. Mys!ta stanowi kluczowy punkt odniesienia niniej-
szeqo referatu.

Jaki byl zamyst-Charles'a Olson'a? Z pewnoscig nie bylo
jego zamiarem posklejanie peknietej calosci wedtug racjonali-
stycznych, historycznych regul czy zasad estetycznych, kiore,
z perspektywy lat 1950-tych, wyrainie zawiodly w tworzeniu
ludzkiego wszechswiata. Jego post-modemistyczne poglady
spowodowaty, 7e zaczat poszukiwaé radykalnej spoisto$ci tam,
gdzie dzieto sztuki (literackie, plaslyczne, muzyczne czy per-
formance) jest obiektem spotecznym o wielorakich zwigzkach
podzielonych matenatow wigzgcych nas ze swiatem, i jedno-
czesnie spelnia funkcje projekcyjne, integracyjne i krytyczne.

Cho¢ ,Drzewo w miescie” powstalo w innym czasie i kon-
tekscie, stanowi ono dla minie ilustracie imperatywu Olson'a i
jako obraz .drzewa” mogloby ukaza¢ Wiadystawowi Strzemin-
skiemu to, czym sztuka-nie jest, gdyz procesy ksztaltujace for-
me¢ drzewa (rozmnazanie komérek, czynniki $rodowiskowe) nie
znajdowaly, wedlug niego, swego miejsca w sztuce.

. Jak przyjglby muzyke John'a Cage'a, taniec Merce Cun-
ningham czy Deborah Hay? Forma sztuki i obraz sztuki - poje-

cia, do ktérych bede wracaé - nigdy nie istnieja poza innymi

procesami 2ycia, co Strzemirski wydawat sig sugerowac.

Cho€ uwazam, Ze obraz Zyje swoim Zyciem formowanym
przez rbzne procesy, to owo ,2ycie”, jesli mozna uzyt tu takie-
go slowa, nigdy nie jest-autonomiczne, podobnie jak jednostki
nie mozna wyrwac z jej kontekstu kulturowego. Koncepcja ra-
cjonalistyczna spowodowata nasze oddzielenie od Srodowi-
ska i nasz stosunek do.wiasnego ciala - rozdzial migdzy cia-
lem.i duchem, miedzy poznaniem i czuciem. Zepchngla na
marginesto, co magiczne, zblorowe i poetyckie na rzecz teqo,
co racjonalne, indywidualne i prozaiczne.

Bibliing opowiest o ,zlotym cietcu” odnoszacy sig do ,bat-
wochwalstwa” odczytaé mozna jako metafore arogancii-racjo-
nalizmu uzurpujgcego sobie tworzenie rzeczy bez wplywu in-
nych proceséw -rzeczy rozumianych jako autonomiczne, ist-
niejace same w scbie. Jestlo granica, na kidrej sita tworcza
moglaby zatrzymac si¢, za$ my zadaliby$my nastepujace py-
tania: .Sila twdrcza w stuzbie czego?" Czy kreatywnos¢” jest
wolna od kontekstu? Odnoszg wraZenie; Ze moZe ona stuzyc
zaréwno materializmowi i destrukcji, jak i wzajemnej wymianie
ilintegracii, za§ my musimy przejaé odpowiedzialnosé.

Jednak ten sposdb myélenia mégtby juz byé uznany za
przestarzaly, szermujacy starymi formami, dawnymi metalo-
rami - kreatywnosci nie okredla sie ze wzgledu na jej efekt
korcowy, nie jest to kategoria bgdZ zamknigty proces ocenia-
ny wedlug rezultatu, rozstrzygajgcego i jednolitego.

Proces twdrczy nie jest juz celowy badz przyczynowy .w
rozumieniu arystotelesowskimlecz swawo!ny, pelen sprzecz-
nosci i niepewnosci, transformacyjny i generatywny - to ,zloty
cielec” przeksztalcony w proces alchemiczny.

x
Linia tworzaca przeciwstawno$¢ (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 (o by the poet:Charles Olson -
the first self-consciously post-modern American poet - when
he wrate in the 1950»s that our task in attempling to create a
-human universe” - a place where'we 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, andifind its living connections"and this
provides-a key reference point forthis paper.

What did Charles.Qlson mean? He cerainly had no inte-
rest in trying to stick things back together according to raticna-
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, perior-
mative or-musical) is both a social object - a complex relation-
ship of fragmentary materials that involve us in the world - and
perlorms at the-same time an.projective, |ntegrahve and eriti-
cal function.

The ,City Tree", though coming from a dilferent context
and time, provides me with a visualisation of Olson’s imperati-
ve and, as a representation of .tree", might have provided Wia-
dyslaw Strzeminski with a demonstration of what art is not,
since the processes that give form 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 form of art and the artima-
ge itself - which temm | 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. file", if we can call.it that, can never
be entirely autonomous, any. more than individuals can be se-
parated from their cultural context. 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.

It 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.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-auto-
nomous, sell-contained. This is a Irontier that creativity might
pause at, where we might ask the question of ,creativity in
service of what?" Is .creativity” free-of contexts? It-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 old:thinking, 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, determinate and unitied. The creative process, is sim-
ply that::a process - not purposeful or causal in a Aristotelian
sense - but playful, contradictory, uncertain, transformative,
genarative - 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 Strzeminskiego) pomigdzy kierunkiem iiwymia-
rem, ktara - podobnie jak rylm - odrzucat ze wzgledu na posia-
dane:przez nig cechy powodujace podzial, na rzecz unizmu,
stala sig w estetyce post-modernistycznej sferg badan, ob-
szarem dociekan, miejscem gdzie to, co okreslam mianem
~obrazuispektakiu® pozostawia slad, zaznacza swoje istnienie.

Linia (w sposéb metaforyczny widziana jako peknigcie, rysa
lub rozdarcie w materii kulturowo-estetycznej} staje sie:sfera
rozpatrywania ulotnych, burzgcych aspektow wydarzenia ar-
tystycznego, miejscem ponownego pojawienia si¢ definityw-
nie {nieodwracalnie) przeniesionego .obiektu sztuki, znamie-
niem zroznicowania. Linia przestaje spetnia¢ prostg funkcje
dzielgca'lub formalnie granicznga, staje sie obiektem, w ktorym
tkwig okreslone witasciwosci. Postrzega sie linie jako niesta-
bilny i-ulegajacy przeksztatceniom zestaw zwigzkdw, ktorych
funkcje i'sens wynikajq z ich przydatnosci, z tego, jak mozna
je spozytkowad, a nie pasywnie obserwowad.

5.

W kwietniu poprzedniego roku, bedgc pod wrazeniem stu-
dentow éwiczacych uklad tafica, usilowalem spisaé jakie, moim
zdaniem, warunki musi spelnia¢ dzielo sztuki - co dawato mi
motywacje do nauczania i robienia performance, co powodo-
walo, Zze inleresowal mnie ten rodzaj estetyki, Chwila tafica,
kitdra'stata si¢ dla:mnie bodZcem, to symboliczny lot - tancerz
skaczacy w ramiona drugiego, uchwycenie energii w podobny
sposob jak francuski fotograf Lartigue realizowat swoje studia
cial w locie. Nie bylo nic wyjgtkowego w tym ruchu poza szcze-
gbinym obrazem, ktdry utkwit mi:w pamigci - swoboda i pew-
no$é, z jakg ludzkie cialo pofrurigto w powietrzu, a nastepnie
zostato uchwycone,

Zapisane stowa przeksztalcily sie w esej - probe nowego
spojrzenia na obiekt sztuki jako ,obraz spektakiu™ - juz nie au-
tonomiczny, zwarty obiekt lecz zdarzenie ulotne, ozywione,
przekraczajgce granice oddzielajgce sztukg wizualng, teatr i
taniec. Tekst 6w zatytulowatem W chwili lotu”. Sktadajg sig
naii polemiczne stwierdzenia dotyczace .obrazu spektakiu® -
tekst sam w sobie jest sformutowaniem problematycznym, przy-
pomina bardziej cgnisko, energie narodzong z dodwiadczenia
. estetycznego.

W Chwili Lotu

.Co performance wnosi do 2ycia? Co powoduije, Ze pozo-
staje nam w pamigci? Jaki osad, plama, §lad bigka.sig i:nie
daje' namspokoju? Owe falujgce cbrazy, kiérych pragniemy,
ktérych 'z chciwoscig poszukujemy, Kidre stale:nas zaskakuijg,
ktdre pojawiajq sig¢ w zbiorowej $wiadomosci chwili obecnej, w
bezposredniosci widowiska - najbardziej przemijajgce ze zjaw.

‘Obraz spekiaklu ma swéj wlasny zar - jak ogien.

Obraz spektaklu poznajemy” poprzez uczestnictwo w zbio-
rowej przestrzeni, ktora nadaje mu ksztalt.

Obraz spektaklu zrywa z obiektywna perspektywiczng
przestrzenig nowoczesnosci, przestrzeniq rozwiniecia, obser-
wacyjng przestrzeniq humanizmu.

Obraz spektakiu oplywa wszystko to, co je otacza i tworzy
(aktora/widza/otoczenie). Gdy napotyka przeszkode zwalnia,
potem znéw przyspiesza, wiruje tworzac petle, z wieloscig per-
spektyw.

Obraz spektaklu,powstaje we wzajemnych relacjach, po-
rusza sig¢ wzdluz Sciezek, kidre wylaniajg si¢ z procesow [i-
zycznych, poznawczych, emocjonalnych wykonawcy i widza.

Obraz spektaklu ksztalluje sig sam jako rzeczywistosé
wirtualna (Swiat z wyobraZni wydobywajgcy sie spod powierzch-
ni czucia), $wiat w wielu punktach perceptualny. )

Cbraz spektakiu jest odporny - przeksztalca to, co subiek-
tywne, wydobywa to, coistnieje poza nim, tworzy zwigzki poza
samym soba3.

Obraz widowiska przedklada kreowanie i transformacje
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stigation, the site where what | will call ,performance image”
leaves it trace, -its;presence. The line (metaphorically seen as
a.crack or'tear in the cultural/ aestheticifabric) becomes .the
site of an exploration of the.ephemeral and disruptive aspects
of the art event, the site of the reappearance-ol a radically
shifted art object, a signifier of difference. The line is no longer
seen a simply divisive or as a lormal boundary, an object in
which.properties reside. It is seen as an uncertain-and trans-

forming set of ralationships thal find sense andlunction on the
basis of what.one can do with it, how one can aclively 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,|.tried lo write down what for
me were the conditions of the art work - what.it was that provi-
ded me with the -motivation to keep teaching and making per-
formance, what kept.me interested in this field of aesthetics.
The momentiin the dance that provoked me was a-moment of
{light - a manjumping into the arms of another, capturing ener-
gy in.the same way asthe French photographer Larigue had
done in his studies of bodies in flight. Nothing unusual in this
mavement except the pamcu_lar image that remained with-me
- the freedom andtrust with which his bady moved through the
air and was caught. The writing became an attempt-o 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 | call ,in‘a Moment of Flight® and it consistsof
a number ot polemical statements concerning ,performance
image” - itsell a problematic formulation, but something that 'l
take fo be the fire at the centre, the energy of aesthetic expe-
rience.

In a Moment of F]jght

~Whatis 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 fluid images,
which we desire, which we avidly seek, which constantly sur-
prise us - occurring in the colleclive present, taking place in
the immediacy of perfonnance remain the most transitory of
ghosts.

Petformance.image has its own lile - 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 modemity, the space ol extension, the cbserva-
tional space of humanism

Performance image flows around the body of peforman-
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
lhat breaks through the surfaces of the sensory/ perceptual
world at many points

Perlormance image resists/ transforms the subjective,
generates something beyond itself, making connections outsi-
de itsell

Performance image emphasises the generative and trans-
formative over the'imilative and representational

Performance image is-exchanged as gift, not as commo-
dity .

Perlormance image exists in an act of trust,

a leap into open space,

a moment of flight
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wlasnie chwili formowany malerial sam zaczyna wylwarzac i

przeksztaicaé nabierajace ksztattu «2ywe lgczniki”. Obraz spek-
taklu zaczyna przyjmowaé wlasne znaczenia, nabieraé wia-
snych wymiaréw nierozdzielnych. od procesu, kidry go stwo-
rzyt i staje sie jego przeditzeniem. Tym samym arlysta nie
odrzuca odpowiedzialnosdi, ale uswiadamia sobie, ze ,dzieto
szluki” uczestniczy w znaczeniach, kidre nie s3 i nie mogq byé
calkowicie przez niego zdeterminowane.

Zycie nie jest tormg dokonang, zamknigty lecz cigglym
dynamicznym procesem zmierzajacym do odzwierciedlenia
kruchego zwigzku migdzy tym, co racjonalne i emocjonalne.
,Zycie" obrazu jest, w pewnym sensie, elektem tej magicznej
operacii polegajgcej na tym, 2e czesci kazdego procesu opie-
rajgce sig temu, co racjonalne, zbadane, umozliwiajgce spoj-
rzenie w giab, lamiace bariery techniki czy umiejetnosci, po-
wodujgce, ze dziatania urojone/ fizyczne dajg rezultaty - nie-
koniecznie logiczne - moga realizowaé to, co. niewidzialne®,
.niewypowiadalne” lecz stale krgzgce na obrzezach naszego
dosdwiadczenia.

6.

Obraz spektaklu, jako sita tworcza, nie poddaje sie defi-
niowaniu. W tym sensie jego granice ulegajg zmianom i prze-
ksztatceniom. Jestem zwolennikiem idei kreatywnosci o ile
probuje umozliwi¢ innym-prace z:

- istniejgcymi juz szczegdtami, konkretnym materiatem,
nie za$ z pojeciami abstrakcyjnymi badi uksztaltowa
nymi obrazami
.Kreowaniem"” czego$ w warunkach spektakiu, a nie .gra
aklorskg"
$ladami i obrazami rodzacymi takie dziatanie
lizyczng obecnoicig obiektu w danym miejscu
mozliwosciami ,operacji magicznych” - urojone/ fizycz
ne dzialania mogg odnosi¢ skutek, ale nie musza byé
logiczne czy racjonalne, to za$ powoduje zaistnienie -
~niewidzialnego” czy niewypowiadalnego”
strategiami kompozycyjnymi, ktdre umozliwiajg ksztal
towanie formy z danego materialu, a nie dominacje
struktury
koncentracja, ruchem skierowanym od idei ku dziata
niw/ od ciata do obrazu
zastosowaniem Srodkéw twoérczych do ,odczarowania™
odzyskania wyalienowanych bytéw otaczajacych nas.

Wazne jest, aby zrobi¢ co$ razem, ,co$™ co w danej chwili
mozna okre$li¢' mianem perormance, spektaklu angazujgce-
go twbrczy wysitek grupy ludzi.w danym miejscu i.czasie, wy-
zwalajacego-co$, czego nie mozna przewidzie¢ wczesniej, co
w jakim$ sensie posiada wiasne ,zycie", kiére napelnia ener-
gig oZzywczg, rozmachem wszystkich zaangazowanych (wi-
dzéw/ uczestnikdw/ tworcow); 2ycie”, kidre nie pozostaje w
oddaleniu od szerzej pojetego Srodowiska kulturowego, spo-
lecznego, politycznego.

Procesy te koncentrujg sig woké! doSwiadczenia chwm
wokdt tego, co dzieje sie, gdy ludzie gromadza sig - fizycznie,
poprzez wyobrainie czy ukiad spoleczny - jako jednostki czy
grupy, aby zrohi¢ co$, aby wspdinie zrealizowaé obraz spek-
taklu. Doswiadczenie to umyka opisom w tym sensie, Ze dzie-
je sie ono ,na zywo", ono samo, nie zas refleksja o nim czy
jego opis. Dla przykladu, gdy prosimy jedng osobg o podnie-
sienie drugiej z podlegi, to takie polecenie rozum z fatwosciq
rejestruje. Jako dzialanie angazujace cig w nasz problem jak
to sig dzieje, lub tez co mogloby to oznaczac dla kogo$ pa-
trzacego, staje sie ono czyms$ wymagajacym innego zestawu

Jozumier", aby wykonacé takie polecenie. To wlasnie inny ze-
slaw ,rozumien” jest wazny - owe przesunigcie uwagi, umie-
jetnos¢ angazowania sie w to, co dzieje si¢ na przeciw nas.

Przywigzywanie wagi do .wymiaru chwili obecnej” (wedtug
Miroslava Holuba) - choéby w odniesieniu do performance -
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«art work™ is participating in meanings that:are not and.cannot
be completely determined by the arlist. This life is not a com-
pletion, a closure, but.a constant process of mavingitowards
form that recognises the uncertain relationship between the
rational'and the emolional. This life" of 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 imaginal/ physical actions to be
effective but not necessarily logical, that can begin to realise

.Ihe ,unseen”, the ,unspcken” that is constantly hovers aro-

und the margins ol our experience.

G.

Perfonnance image, like creativity, tends to resist and per-
haps should resist definitions. In that sense its frontiers are
constantly mutable and transtorming. | leel committed an idea
of creativity in so far as-| try to enable people to work with

- the details of what is there, the material io 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, 1o object and to site

- the possibility of ,magical operations” - that imaginal/

physical and that can begin 1o realise the ,unseen”, the
Lunspoken” .

- 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.

Whatis 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
paricular 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 ,-,ije"that provides an imaginative and.re-
genarative energy for people involved (as spectators/ partici-
panis or performers);.a lite” that is not divorced from larger
cultural, social, political, or environmental realities. .

These processes are centrally concermned with the expe-
rience of the moment, in what is happening as'people come
together physically, imaginatively, socially, as-individuals or as
groups, to do semething, 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 te lift ancther person from the
fioor 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. It 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 aftention to the ,dimension of the
present moment” (as Miroslav Holub calls it} - at least as an
approach to making perfermance - finds an expression in the
way that materials as well as time" are used

This is not a reductivist approach lo 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 postugujemy sig materiala-
mi, jak réwniez czasem. Nie jest to reduktywistyczne podej-
Scie do .rzeczy takimi jakie s3"bad? wiara w jakgs absolutng
naturg czy ceche, ale stwierdzenie faklu, ze .rzeczy sq takie
jakie-sg" (proste czynnosci - chodzenie, siedzenie, stanie czy
surowce - sol, metal) sq i tak wystarczajaco ztozone bez na-
rzucania czy dokiadania dodatkowych znaczen.

Octavio Paz, odnoszac sie do dziela Duchamp'a, opisuje
dziefo sztuki jako .maching do tworzenia znaczefi". Usuwajgc
przypuszczenia, oczekiwania, uwarunkowane reakcje docie-
ramy do samego materialu, a zatem do punktu rozpoczgcia
pracy, pozwalamy rzeczom mdwic za siebie, odnaleié wlasne
zycie i zaangazowacé w nieodlaczne opdinianie i wypetnianie
znaczen. Taki proces moze wylacznie doprowadzi¢ materig
performance do punkiu kontaktowego - do tworzenia. wzajem-
nych relacji. Wowczas zaczynajg pojawiac si¢ i poglebiaé obra-
zy oraz ledwie przeczuwany szerszy sens {radykalnej) spoi-
stosci, czyli .zywych lgcznikdw". Diatego kazdy spektakl be-
~ dzia przesadzony w momencie pierwszego rozpoznania ma-
terialu - sprawdzania, jak poszczegéine elementy do siebie
pasujg. Lycie", ktdre zaczyna wypelniaé rzeczywistos¢, two-
rzone migdzy zamystem tworcy speklakiu a percepcjg widzdw
- ¢co Marcel Duchamp okre$la jako rdznice"(wynik) czyli samo
dzielo - dyktuje tutaj pierwsze znaczenia.

Wsparcie dla dzieta sztuki jako formy wreczania podarun-
ku, cbdarzonej wyobraZznig wymiany {szczegdlnie w 2ywych”
Srodkach wyrazu) jest niezmiernie istotne w kulturowej atmo-
slerze zdominowanej przez wartosci materialistyczne i kon-
sumpcyjne. Dzieto szluki dostarcza nam $rodkéw do ponow-
nego wyobrazenia sobie i sformutowania naszych jednostko-
wych i kolektywnych przysziosci wolnych od konwencjonal-
nych oczekiwan i warlosci. Victor Schklowsky wyrazit to w na-
slepujgcy spos6b:

«Sztuka istnieje po to, by pomdc nam odzyskaé poczucie
doznawania Zycia, by kamien uczyni¢ kamiennym. Celem sztuki
jest przekazanie doznania obiektu takim jakim go postrzega-
my a nie rozpoznajemy. Technika sziuki polega na czynieniu
rzeczy .nieznajomymi”, na wykonaniu ,niewyrazistych” form,
aby przediuzy€ i utrudni¢ percepcje. Akt percepcji w sztuce
jest celem samym w sobie i nalezy go przedluzaé. W sztuce
liczy sig doswiadczanie procesu konstrukciji, nie za$ efekt kon-
cowy.”

Obiekt nigdy nie jest ,ukonczony'lecz wlgczony w zmie-
niajgcq sie recepcje znaczen wynikajaca z kontekstu. Jesli jest
to prawda, 10 my - arty$ci zmuszeni jeste$Smy do zaangazowa-
nia w procesy obejmujace nasze emocjonalne i fizyczne egzy-
stencje oraz skionnosci racjonalne, porzadkujgce.

7.

Na-zakonczenie mozna przywotaé mys! wynikajaca z pra-
cy w i z krajobrazem - stajerny-tutaj wobec braku poczatku'i
korica, jest to teren, na ktdry wkraczamy w dowolnym punkcie,
za$ granice zacierajq sie. Praca w krajobrazie stanowi wyzwa-
nie dla pojecia ramy oraz umiejeinosci widza objecia jej, ob-
wieszczenia wlasnej niedoskonatoscii spowodowania by rama
sltala sie ,ramg umyslu”.

Inny amerykanski poeta William Carlos Williams przypu-

szczal, w tym kontekscie, ktory jest zardwno metaforyczny jak
i realistyczny, Ze to, co bliskie staje sie uniwersalne -.my za$
dajemy zycie temu, co znajduje si¢ na wprost nas.

Ric Allsopp, listopad 1993.
Przekiad
Agnieszka Grochuiska
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Octavio Paz, with relerence 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 1o
arrive at where the work begins; letting things speak for them-
selves, lind their own life, and engage in the inherentemptying
andfilling of meaning.

Such processes can only bring performance material to a
point of contact - things are put in relationship, images are
slarting lo occur, to deepen, but the broader sense of (radical)
coherence or fiving connections” is only hinted at. Thus any
«performance”will be pitched at this point of first recognition of
material - essaying: irying things out ¢ see how they/ if they
lit. The life” that begins to inhabit the reality that is formed
between the intention of the perdormance 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 Jive” media).is particularty imporiant
in a cultural almosphere dominated by consumerism and ma-*
lerialist values. Art work provides us with a means of re-imagi-
ning and re-forming our individual and collective {utures that
can be freed from conventional expectations and values, Vic-
tor Schklovsky put is as follows:

At 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-ar, 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, dissclving
borders. The process of working inlandscape thus challenges
the notion of the frame and the viewers ability to contain it,
announcing its own incompletion and forcing the frame 1o 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.

Ric Allsopp
November, 1993
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that this is the case given much contemporary
artwork which plays uself out onithe edge of this
final divide — Damicn Hirst or Ron Athey: for
example — but also.given the fact that art has alwayvs
returned to the fascination of death as the absolute
determining point of hife.

What 1s the role of dramaturgy in relation to such
idcas of writing? Does it simply cnable us, like.Dr
Nicelas Tulp, to-anatomize the teat, 1o open up the
cadaverous word {of writing), 10 understand and
conjoin the parts and the clements of performance;
or docs it enable us to reanimate the text, once again
1o ‘sec 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 inte 2 dramaturgy that understands
writing as a sonic, visual, graphic and physical act?
And are the texts that emerge from such an under-
standing, texts that are played out, realized-as
much in time as they are in space, as much
cphemeral and transforming as they are preserving
and passive? [s the theatre text only a means of the
preservation of speech, of stage direction, of scenic
plot, of narrative that through dramaturgical
means can;be 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 caughrt 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 accept-
ance speech that:novelsare ‘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

1s mediated not by che page but by an array of
clemients in which “writing’ 1s variously inscribed,
the texture or textuality of the elements being
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 strategics that
informs much contemporary arts practice — points
towards a dramaturgy of intcractive texts, which
must be predicated on fluidity and adaptability
rather than constancy and conformity.

The work of such 2 widely diverse and different
group of artists as Gary Hull, Rebert Frank, Marina

Abramovic, Paul

* In particular: Gary Hill, Tail Ships;
Robert Frank, Maving Piclures; Marina
Abramovic/ Ulay, Night Sea Crossing;
Paul Sermon, Telemalic Dreaming,
[1ya Kabakov, The Reading Room.

Sermon and Ilya
Kabakov® cannot be
placed under the
category of theatre,
but is (in part at least) concerned with the con-
ditions of performance and the possibilitics
(spatial/ temporal/emotional) that a-performative
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 thatarises from the
various ways in which text is placed in relation to
the grain of the work. This mighvbe identified as a
conscious absence (an.eloquent void} that is delin-
cated by text, or by silence. This peints first
towards a kind of text~performance relationship
qualitatively different from the relationship.of text
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’ predicatedinot on the transcription of speech
or the illusion of ‘spontaneous speech’ but on'the
ability of cach:spectator to interact with, and
therefore change and be changed by, a mute.text of
sufficient eloquence and familiarity to hold the
interaction in renston.

The space of Gary:Hill's Tall Ships is cnllirel_\' a
‘theatre’ in-the sensc of being a peopled place
wherc one is cnabled “to see', a place where the
unseen {the psychic speech that Dernida refers o)
1s revealed and animated once again.
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Down a complelely dark. ninely-toot long corridor-like
space, sixleen black and white images ol people, varying
in ethnic origin, age and gender, are projected directly
onto the walls. Ro border of light delines the Irame of Ihe
images: only the figures (hemselves give off light into the
space. The last projection is on the back wall, at 1he end of
the corridor. From slanding or seated posilions ranging
from one to two Ieel high. ihe figuras are first seen in the
distance al approximalely eye-level. As the viewer walks
through the [otherwise silent] space electronic swilches
are tnggered, and (he ligures walk forward until they are
approximately lilesize. They remain in (he foreground,
wavering sfightly, until the viewer leaves lhe immediale
area. Singe all ihe projections are independently interac-
tive, any number of figures can be in the dislance, waiking
loward or away from a viewer, or slanding 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-
tancous specch, or the sense of a writing that is prior

You've decided to follow on through. (Well done).
Leave ther....

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 a big
cracked wall doing a small Beckett to your left. A
frame at th end of the by the main-door is catching
your atlention. You may wan {to haveal k. Then
again. The staircase. Now there's a. Lets go upstairs.

Siopewily. One. viep. ot tha, bme, Vond 2ond Land.

A fustese @ e clovaton deves berestns .thoe @ an which i sow L
ooen b on. acouste escaisty Thar's good. connug
dand Sand  fund.
III
! T Whie walls. & regulss spaal svangoment b it prssage Where a4 you Rt wha
.I{ You'ws reached tha bt landing Sid Beyorwd hat Who bves here Wit & wster 5 mstey,
lll’ What speara o b beee A couple of doors Feims mof tuins. What you o L what you  t
I. Ehow Canatam, Ze clorh dors make re mork.
'Ii YHRRIFACHU G UEININOUTOF GROUND
bjits
LM B
Caomacanmteyol
L S L T D T B 71V

* Caratine Bergvall, Eclaf, 1996 (detail}

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 poctic silences that are at the centre of 7all Ships
— a suspended writing that communicates the
mtensity of a text whose poctic nucleus is sifent.

The silence that permeates the installation (in
contrast to many other of Gary Hill's installations,
which include sound) renders e¢loquent the indi-
vidual interactions between spectator and the
ghostly projections that filt the long darkened
corridor which frames the experience. Itis an
essentially theatrical experience in so far as it
conjures apparent presence from absence. The text
as such is nowherc revealed — the installation isan
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 onc. The spectator is drawn inte a network
of intertextuality: drawing on the history of similar
interactions with familiar pcople as a scries of
behavioural texts; drawing on the virtual dialogues
that seem to take place with cach 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 Iis Double has
in a sense been replaced by the rethinking of
writing not only as phonetic speech, bur 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 yct been pacified into words’ (1978:
240). Tail Skips finds precisely the speech before
words which has not been scparated 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
‘oursclves’ that occurs.

By contrast Caroline Bergvall’s performance
installation Eefar — which means, as it moves between
languages, both ‘dazzling effect’ and ‘a burst of
shrapnel’ - constructs a clamorous stage, where
writing and text are continuatly present as sound and
as visual sign. The work loosens the relationship of
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text to space, allowing a text which is literally carried
in the cars of each individual 1o invoke the absent
performer-as much.as it invokes and demandsa
constant rercading of the space:of performance.

Unlike Tall Ships, whichis installed and focused:in
the formal and minimal space of the gallery (and
which resists rephcation. through other media), the
writng of Lelat (like shrapnel) is dispersed as teit in
a number of linked forms: as a serics of graphic 1exts
within a 23-minute performance in a domestic and
suburban house in London (the Institution of Rat);
as a sound tape that is played for cach interactive
performer.in which the writings form a ‘guided
tour’ of the actualand imaginary spaces of the
house; and as a text for the page which evokes wleas
of migration between the various ‘surfaces’ on
which writing can 1ake place. The *surfaces’ are
both ephemeral (the speaking voice of the writer,
the performance duration of the domestic spaces
where the performance took place last May) or
crasable (the magnetic audiotape of the voice, the
computer disk on which the text was written) and
preserved (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 pointingto the frequent
ruptures between the play of illusory spatiality in
the text, and the

. ® For a version of Eclal 'for the page’
reading and conse-

see Performance Research 1(3), ‘Oa
[ltusign’ (1996): 70-). A third and
extended version of Caraline Bergvall's
Eclai has been published in book form
(1996) by cris cheek at Lowestoft,
UK: Sound & Language, ISBN 1 899
100046 7.

quent 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, poini towards new ways of
utilizing and thinking how text might operate within
theatre and the more general rélationship between
writing, text and performance. By. destabilizing and
displacing our assumptions about the role of writing
and the texes 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 possibilitics of the intertextual and the inter-

subjective and open new, unseen, forgouen, veiled,

mdden readings from the interplay of texts at itg
disposal.
The performance of writing, the wxture and

matertality of writing; its contemporary migrations

across surfaces, across media, however it is ‘placed’

within, beside, underncath the performance work
as a whole, this is a central consideration in the
development of any new performance and dra-
maturgic strategics. The recognition of writing not
simply as an a priors of theatre, the means of pre-
scrving the hidden.text of performance, but as a
present and equivalent dynamic may further open
up the possibilities of theatre.
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“Dance, Writing and
Unsettled bodies”

Intervju med Ric Allsopp

Torill Braaten

Teatret har etter nasjonsbyggingen i stor grad ivaretatt tradi-
sjionen hvor kunsten er autonem og skjermet. I den grad det tar
opp samfunnsproblemer, som incest og vold oq slike ting, er det
som noe som angar den enkelte og enkeltmennesker i mellom.
Performance arl og performance relaterte forestillinger har i
sterre grad befattet seg med samfunnsinstitusjonene og sam-
funnet som system. De samme tendensene kan vi se innen
dans. Nar dans ikke lenger forholder seg ene og alene til sin
egen tradisjon, hvilke strategier kan man da bruke for & defi-
nere samtidens dans? Hvilke kompositoriske og estetiske kilder
benytier dagens koreografer og skapere av dans seq av?

Du nevier den franske forfatteren Mavirice Blan-
chot; hans Lommentar at ingenting kan vises
uten sprak, og at “skrift forutgdr cthvert feno-
men". Leser du Blanchot'’s kommentar som et
Jorsok pd a viderefore og fornye en ren kunst-
nerisk tradisjon, eller er det et angrep pd wradi-
sjonen?

Mange av de sentrale akterene innen kunst
og filosofi i det tyvende drhundre har vart
politisk aktive eller hatt et politisk engasje-
ment. Men deres filosofiske eller kunstne-
riske arbeider er blite lukket inne i et eget
system for 3 holde kunsten ren.

Jeg er ikke s§ kjent med Blanchots bio-
grali. Vanligvis er det bare skrevet — Blan-
chot, forfatter o kritiker, fodt i 1907, hans
liv er i sin helhet viet litteraturen og til den
stillhet som er dens szrpreg. Hva han sier, er

at det er umulig 4 oppni stillhet, men han
focholder seg likevel til begjeret cter still-
heten. Og ogsi problemet med inskrip-
sjonen. [ det perspektivet ser jeg letingen
etter form. Danseren innskriver rommet,
men i samme oyeblikk som inskripsjonen
skjer, er den ogs borte. Men begjzret er
der selvfolgelig etter 3 bevare denne in-
skripsjonen som idealisert dans.

Jeg har brukt utsagnet i forhold til arbei-
der av blant annet William Forsythe, som
hele klart kan settes inn i et historisk per-
spektiv, som sporer denne interessen i van-
skelighetene med dans som en type inskrip-
sjon.

Meg Stuarts samarbeid med Gary Hill
befatter seg ogsd med begjzret euer 3 holde
noe fast og samtidig det umulipge i det. Be-




gixret cuer innskriften som ct kjennetegn
for det spesifike historiske eller individuelle
eller hva det nd mitte vare. Og det proble-
matiske med dette eller det umulige. En kan
spore denne interessen tilbake til Inaderntal
Catasirophe, en vidco basert pid Themas de
Obseure av Blanchot, om en mann som blir
besatt av spriket, av lesning. Forholdet mcl-
lom ordet, det talte og kroppen.

I videoen ligger Gary Hill naken pi en
strand og han blir s3 skyllet i land, inn pi ct
bad hvor boksidene er projisert opp pi veg-
gen. I videoen Splayed Mind Our *skriver”
Meg Stvart ord p3 ryggen med sin venstre
hind. Dette blir watt opp pi video og vist pi
veggen bak. lmens kommer det en annen
danser, aktor inn pi scenen og forsvinner §
skjermen pi en mite som jeg ikke er helt
sikker pi hvordan de har e til. Hun kom-
mer alisd inn i skjermen og si forsvinner
hun bare. 54 her har vi hele problematikken
med undersokelsen av inskripsjonen i form
av § etterlate et spor pi en overflate og pi en
skjerm og bestemmelsen av en overflate
hvor inskripsionen kan foregi. Ogsi det
problematiske mellom begjaret etter taus-
het og umuligheten i 4 3 tilfredsstilt dette
begjret.

Det er kanskje umulig & oppna stillhet, enten
mant ser det som et slutipunkt eller noe man on-
sker & jobbe wt fra. Men jeg har oppfattet Meg
Stuarts arbeider slik at hun arbeider i ruinene,
alle posisjoner er knust.tkke bare posisjonen til
ballerinaen, men ogsd posisjonen til betrakieren.
Det blir en slags omvendt minimalisine. Men
hun kotistrucrer ikke uye posisjouer i disse rui-
neric, hun farlalder seg til feltet og undersaker det
Ziennom krappens bevegelser,

Ja, det er ogsd pi denne miten jeg bruker
termen “ecology”. Ikke som en leting etter
det essensiclle eller noe universielt, en til-
bakevenden til “det rene”, Jeg anvender det
heller ikke i retning av “green-peace” direk-
te politiske aksjoner. I England skjer det
interessante ting mellom performance og
“ecology”, mellom kunstneriske arbeider

og dirckte aksjoner, strategier for & motsts
det som blir benevnt som inngripen p3
demokratiets vegne p3 felles 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 opsi innom der
en tid. Olsson samar-
beidet bide med
Cunningham og
andre dansere og jeg
tror ogsd han san-
arbeidet fysisk i noen
av det en i ettertid
kan kalle happenings
som ble arrangert ved Black Mountain
under sommerskolene i 1949 og 1950.
Aksjoner hvor Cage og Rauschenberg var
involvert, sammen med Cunningham, Qls-
son og andre diktere, som Robert Duncan.
Olsson utviklet det han kalte for “field
composition” eller “projecting verse” og
han var en av de forste til 3 bruke en slags
idé om det posunoderne, crundt 1950, s
dette er lenge for de fleste andre begynte 3
tenke pi denne type anliggender eller p3
denne tilstanden. Han bruker begrepet bide
som en idé om en periode etter det
moderne, men ogsi
som en idé om hvor-
dan de ulike elemen-
tene innen et felt
forholder seg ul
hverandre, p% en
mite som er ganske
parallell il det en
kan kalle Cage’s este-
tikk. Han har en slags sickulzr forstielse av
vir konseptualisering av verden og virt
behov for i representere denne som er
basert pi forstielse, ikke bare en konseptuell
forsticlse, men gjennom hvordan vi er i
verden, med Merleau-Pontys ord “our
being in the world”.

coiled or unflown/

And the boat/

yelping rocks/

of who they are who lie/

in the marrow of the bang/

where the tidal river rushes

what we da not know of ourselves/

"

how he swerves it to avoid the
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or to find in a night who it is

Denne tenkningen har hact
stor betydning for mite eget
atbeide; en komposisjon som
er dpen, “field composition”, i

dwells in that wood where

shapes hide/

iasjoner fra  dette  bestemice
punktet Gloster. Om hans ar-
beide som  kunstner virkelig
lyktes vet jeg ikke, men hans

prave og bevege seg ut av en who is this woman or this man  idéer er interessante. Og de har

tileerming  hvor  wori o

haw stor innflycelse pi visse

praksis, performance oy teater,  whose face we give name 10,  omrider. Innen pocsien selv-

blir sete pd som motsetinger.
Jeg har forsokt 3 bevege meyg
uci e mer ipent felt, sony ikke
bare bestir av tenkning, men

tenkning om praksiser og jeg

whaose shoulder/

we bite, what landscape/

folgelig, men ogsd som vilkir
for strategicr for hvordan en
kan tenke innen scenckunse,
Enda mer @ dag, hvor vi har s§
mye tilgjengelig, hvordan kan

har omid onsket § invalvere figures ride small horses over,  vi bringe materialet sanunen

micg 1 priksis, Olsson var den
sam begynre 3 kartlegge det
territorice  for  meg,  Hans

what bloody stumps/

uten 3 ¢f dilbake 6l naen uni-
versell eller essensicll forstielse,

Eller pd den annen side forbin-

Maximms Pocws har hele klare these dogs have, how they tear  delser som oppstir nicllom ting

inspiragjonskilder. Men Qlsson
har en blekere visjon kan en si

the golden cloak/

plassert innen en ranme. Ols-
son forsaker 3 finne forbindel-

enn Ezra Pound, som er en av
disse “fedrene” som han omtaler dem som
selv. Olsson mener Pound mislykees i siee
forsok pi 3 holde ting sunmen. Men Pound
sit fortsatt pi den vestlige sivilisasjonen som
cn mulighet, ikke pd samume mdte som T.S.
Eliot gjorde ved 3 vende tilbake til visse
verdier, men som en mulighet for 3 holde
det hele sammen. Olsson, pi grunn av det
som skjedde fra 1933 og fremover, ser den
vestlige sivilisasjon, hele dette prosjekeet fra
grekerne av, som noe han omualer som “the
junk of history”. Pi liknende mite som
Walter Benjamin, “the rubbish has been
blown™. 54 han begynner derfor 3 tenke pi
hvordan vi kan forholde oss til denne
verden nir det ikke finnes noen konstruk-
sjoner 3 forholde sepg til tenger. Hvilke
strategier er det mulig 4 bringe inn, som
kan ha noen verdi? S han beveger seg inn i
“ficld composition”, noe som er et forsok
pa 4 bringe sammen forskjellige typer stoff,
historisk, arkeologisk, ut fra havnebyen
Gloster i Massachusetts, hvor han bodde.
Han s3 pi Gloster som en inngangsport for
en mengde med idécr, ikke bare fra det sek-
stende drhundrede, men ogsi fra vikingene
og tidligere. Han bygger opp et felt av assos-

ser pi en mite som kan minne
om Pounds arbeide, men som er noe han
har funnet i den pre-sokratiske filosofien.
Han har influere min mite 3 tenke p, men
ogsd hvordan jeg ensker 3 presentere stoffer;
hvordan jeg legger ut materialet. Jeg synes
det er interessant 3 tenke p3 historien p3
den miften han gjer. Han sier “junk of
history™, men i virkeligheten har han bruke
enormt mye tid pi i sjckke den opp! Igjen
er det snakk om en inskripsjon, det er en
oppfattelse av hva som har foregitt som be-
vares i inskripsjonen. Det forsvinner ikke
bare pi grunn av en holdning som er her-
skende i samtiden. Det finnes faktisk der og
det er viktig 4 gjere bruk av det. Det finnes
ikke lenger et linezrt syn pi historien, men
det er absolutt noe som finnes rundt oss ps
den miten at en kan plukke opp og bruke
hva en vil. Raimund Hoghe's forestillinger
er et godt eksempel hvor han trekker
forbindelser il historien og til de
argumenter som ligger der.

Det blir et skifie fra avantgardebevegelsen som
blir antatt & veere § front av en linecr utvikling til
kunstnere som tenker kontekst. Men det er ogsd
kommet inn et skifte i hva som kreves av pub-
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lilewmn. Raimund Hoghe's forestilling hvor han la
stor vekt pd der vituclle, men ogsd denne kon-
trastenr wellom den beinharde vitkeligheten som
ble presentert § telstmaierialer og deune bvali-
teten, soimt han selv henevner det, i slagerne av
Doris Day, Marleue Dictrich ag andre som fom-
mer som perler pd en swar giermon forestillingen.
Jeg tenker ogsd pd farestillingen som  Zer
Visibility viste flere steder i Norge; except thar |
would like to be rid of it, hvor publitaon ikke kan
sitte og velee fokus, men blir dradd ine o ut av

0

Jorestitlingen, Est wid lese av flere lag samiidig op
det blir mer det e kan Lalle et ambient forheld.
Jeg synes det er interessane hvordan Mer-
leau-Ponty gir inn i den transcendentale
fenomenologien, i denne idéen om at en
kan gi tilbake ul en slags wmiddelbar aver-
fort kommunikasjon mellom tilskuer og det
som skal oppfattes, og jeg mener han foran-
drer dette i noen grad, Han jafser nxrimest
inn i dette og driver det hele mer i retning
av det dynamiske og det interaktive. Det in-
teraktive er vanskelig 3 snakke om ni. Men
diskusjonen om tilstedevarelse er gjort mer
kompleks.

En kan snakke om dette ut fra begrepet
om “the unsettled body”. Hvordan kroppen
blir fragmentert i miten den blir distribuert
pé, p4 forskjellig vis. P3 en eller annen mite
mi vj forholde oss til denne mangelen pi
forstielse for hethet cller sammenheng og
hvordan dette henger sammen med ned-
brytelsen av perspekdivet. | storstedelen av
den estetiske dansen, for 3 kategorisere det,
er forholder mellom wiover og tilskuer
utrolig tradisjonelt. Det er statisk, bygget pi
en visuell konstruksjon som har 3 gjore med
utviklingen av hele det tredimensjonale
linexre perspektivet. Forholdet mellom til-
skueren og bildet er standard vertikalt, s3
hvis vi ikke stir og ser dans, kanskje vi skul-
le, he-he, er vi fortsatt i det forholdet, Det
var ogsd grunnen til at jeg nevnte Rausch-
enberg. Hans idé 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 som helst retning. S3 umid-
delbart mi en tenke pi hva som skjer nir en
rokker ved det tradisjonelle bildet, den vel-
kjente og normative miten i se pi dans pi.
Hva skjer ndr det forsvinner? Hva du sier
om tckna og ambi-
ent influert scene- “The Praises”
kunst hver en 3 in-
volvere seg pi alle
andre miter enn den
rence visuelle | er klarc 1o think is easy/
en  retning.  Andre
retninger er de ting- to act is more diflicult/
ene som Steve Pax-
ton gjor eller Judson
Church og den type
eksperimenter  som
foregdr der, hvor dis-

tinksjonen

mellom
den som observerer
og det som blir observert, tilskuer og utover
eller danser og ikke-danser, fullstendig for-
svinner. Der er fzktisk ingenting i se, bare
ting i etfare og du forholder deg til en
aktivitet som det 3 g eller dec § lofte. S pi
en mite hva som blir vikeig er ikke hvordan
det blir konstruert innen en tradisjonell
visuell ramme, men der blir helt enkelr fore-
slitt som en aktivitet som har i gjere med
vekt og tyngde og overraskende handlinger.
Dette konstrueres ikke utfra et visuelt syns-
punke, men det konstrueres utfra et fysisk
punkt, en annen innfallsvinkel.

Det er gjennom kroppen, for 3 folge
Merleau-Ponty, at vi har opphald i verden,
“our being in the world”. Og det er ogsi en
gradvis forstielse for kroppen som et sted
for flere ulike typer av informasjon, flere
subjektiviteter, flere tekster, flere slags rom.
Selvfolgelig kan vi se posisjoner, vi kan se
det statiske, men vi ser det pd en mite som
titherer fotografiet, en bevegelse tatt uc av
en sammenheng. 53 for 3 forstd den posi-
sjonen, md en se pd den spesielle prosessen
som ligger bak og hvordan det er konstruert
ut fra kroppen, kulturelle holdninger, tilhor-
ighet, det spesifikke som finnes rundt. En
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to dream takes ng effort/

but for a man 1o act after
he has taken thought. this!/

is the most difficull thing of all.
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kan ikke se pd disse forholdene som noe ad-
skilt lenger, Bildet som interesserer meg, er
denne idéen om en performance som noe
konstant skiftende.Det er noc ikke-ctablert
som beveger seg i en kubtar. Og den beve-
ger sep tkke rundt som en lukket boks, men
gjor linker utad 1 alle sine bevegelser,1 kul-

wren.

Mot ikdee <& myie som en motreealesfon leugre, nd
er det mer et forsok pd i gore noc i nduene. 84
det e ser er kanskje ot etter en lang periode
Iwor tcatret har tane oppi stearegier fra perfor-
mantee, e nd performance forestdlinger begynt d
slejele ol 1eatret?

Ja, jeg har netopp vart pi en konferanse i
Hamburg hvor nettapp dette ble diskutert.
Igen mi jeg si noe om konteksten fordi
dette var et mote for et netwverk bestiende
av primart tyske, sveitsiske, og osterrikske
performiance kunstnere. Dec foregikk 1
Hamburg, det var en ganske kontinental
forsamling, den de¢len av Europa. Men
diskusjonen gikk mwve pi distinksjonene
mellom performance og teatralitet. Og det
som ble vist var helt fra det som absolutt
fornékter det teatrale, fordi det blir sett pd
som en innflytelse som forstener, alisd i trid
med Michael Frieds beromte essay, til det
somn. absolutt undersokte rommet mellom
det teatrale og performance art cller hva det
nd mitte vere. Og dette er veldig interessant
i forhold til Paul McCartys arbeide, han
arbeider ‘hovedsaklig nied video ni. Jeg har
sett hans arbeider 1 Kobenhavn. Lousiana
har ikke det en kan kalle en samling; men
fiere enkeleverk, som alle omhandler mis-
bruk av barn. Saken jeg si pi Kampnagel
hadde nier 4:gjore med kunsthistorien. Han
ser tydeligvis pi den som junk som han sab-

ler ned pi alle mulige miter, men han gjer

det innen en hoyst teatral konstruksjon:
Han bygger et sett nied en rollefigur. Denne
har store gummihansker, store orer, parykk
og arbeider med kunstobjekter som lerreter
og pensler som alle er enorme. Si det er litt
tegnesericakeig, men det blic  virkelig
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forstyrrende eteer hvert. PA den ene siden er
det en slags cool perdormance, hans arbeide
ec annen perdormance som medium. 3
sammie tid er han til de grader teawal.

Han sitter ved bordet og begynner 3
stabbe en kniv ned mellom fingrene, du
kjenner sikkert il Marina Abramovic’s per-
formance ‘hvor hun pjor dewe. Bloder
spruter ut op det er veldig morsomt. Du {ar
referansene,  kunsthistoriske  referanser,
action painting og tidlige performance art
og det er veldig underholdende fordi du fir
disse referansene i spill med denne tegne-
seriefiguren. Men etter en stund begynner
han med denne store kjotckniven og hakker
les. Og selvfelgelig pi grunn av disse en-
ormt tykke gummihanskene, tar det ir og
dag. Men han bare fortsetter og mer og mer
blod tyter ut. Han spiller virkelig, du ver at
dette er en illusjon, men likevel blir det
veldig plagsome ecter hvert. Og folk gar. Det
gir denne dype reaksjonen, enda du vet at
han bare hakker las pd cykk gumimi og at
hanskene er fulle av tomat saus eller hva det
ni er. Men etter som tiden g3r, forandrer
dette bildet seg fra en slags parodi til at selve
aksjonen blir veldig forstyrrende i seg selv.
Han er veldig interessant i miten han plas-
sérer seg selv mellom teater og teatraliter og
performance.

Teater har pd en mite forsvunnet som
noc interessant i England; det er ikke der
ting skjer. Det som er interessant ut fra en
konseptuell: syisvinkel, skjer innen. installa-
sjonskunst, live art, og tdsbaserte arbeider.
Men. som-du sier, det et en ekende interesse
for teatrale vitkemidler. Detee skifter. Der er
visse typer koder hvor det er absolutt umu-
lig & snakke om teater pd noen meningsfull
mite og si plutselig er det fullt mulig igjen.
Jeg tror det er der vi befinner oss, enten i
muséet eller som Rauschenberg foreslo, for-
flyceer du deg konstant mellom meninger
eller mellom konstruksjoner, mellom iden-
titeter og mellom represeritasjoner. Si disse
*klisjéene som navigasjon {3r ekende betyd-
ning som strategier. Hvordan er du i stand
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PERFORMANCE WRITING

Ric Allsopp

he relacionship berween writing and performance—the uses and applica-

tions of various writing practices for performance within the historical

classifications of theatre, music, poetry, literature—has traditionally re-
solved itself in a variety of conventiomalized (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 marcriality of writing deriving from deconstructive philosophy and
literary theory has largely confined itself to the space of the page. Writerly work thac
extends beyond the page has found itself either marginalized or ignored in terms of
its exploration of relations between writing and performance. Yer at the lateer end of
the twentieth century we are surrounded by examples and models of such wricerly
performance work. In short the conventionalized (and thercfore often unques-
tioned) relations between writing and performance are proving increasingly inad-
equate as interdisciplinary and cross-disciplinary arts practices emerge in response
to rapidly shifting cultures. Whacever the ambivalent indications of digital media,
writing will certainly continue to devclop as a technological medium, and as such, as
performance—performance (in whatever form) will continuc to be an increasingly
complex interaction of signifying systems.

Since the mid-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 Caroline Bergvall has noted:

Performance Writing explores relationships between textual and texc-based
work when developed in conjunction with other media and discourses.
Performance Writing opens the investigation of formal and ideological
strategics which writers and artists develop textually in response or in
reaction to their own time and their own ficlds.’

Both theoreical interest in “writing” itscif as a subject;? its placing as a distincrive
feature within modernist avant-gparde practice;' the increasingly cross-disciplinary

P B }
and fragmentary condition of the arts; and the pervasiveness of the 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 itscll, while inevitably evolving into
yet another catcgory thar refers to an increasingly fixed body of work, is—at least

now—still an unstable and exploratory term thar attempts to hold in tension both
writing and its performance, performance and its writing. It is a frame through
which a range of writing and performance practices are brought into view—the
texualities of sonic, visual, graphic and mavement performances; the perfermance 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 mute
in the face of more traditional ways of looking and reading. Performance writing
effectively both problematizes and widens the discourse that surrounds the texruality
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
Dartington, 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 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 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 thar time) on the uses of writing for performance that
emphasized 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 (art least in terms of experimental theatre work in
the U.K.) from the norms of playwriting and the forms of drama associated with
conventional theatre and theatre spaces during the 1970s and 1980s, was reflected in
the continuing and unresalvable debate around which preposition or connective
would best characterize the relation between writing and performance: writing for
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performance, which began to suggest a sense of writing In the service of |>crr0rm—
ance, writing, pcrfornmncc. or wrining as pcrﬂ)rnmncc.

During the 1970s the cheatre course ar Dartington had looked back for inspiracion
to the writerly models and examples of work ac Black Mounwin College in North
Carolina. In 1952, the poet and then dean of Black Mounwin College, Charles
Olson, wrotc a course descripuion entiled “The Ace of Wriding in the Contexe of
Post-Modern Man,” which incidendally might not only have contained one of the
carliest sustained usages of the term “post-maodern,” 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
cach 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 chey have 1o work on,

and by.?

There are (at least) two key ideas here: (i) “acts of writing” which clearly places
writing as performative, as engaged in physical process, which leads to (i} a “kinetics
of experience”—the literal “movement of marerial” or “performance of writing” thac
is found and materialized. As Olson saw it elsewhere: kinetics as a direcc transfer of
energy from “where the poet got it . . . by way of the poem itself, all the way over 1o
the reader.™ The sense of the materiality of writing and the essentially performative
quality of the macerials 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 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.™

Forty-five years later Olson’s course outline still has a contemporary resonance 1o its
vision and its “placing” of the act of writing. [ts conceptual inheritor, performance
writing is now only able to locate itself as part 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 experimentaliy.”® The first

Performance Writing Symposium, an international gathering held ac Dartington in
1996, emphasized the marerialicy of writing and introduced performance writing as
it presented itself ac chat time:

The held 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 syncactical and semantic exploration of language
buc also chrough the impact of its material treatments, Performance Writing is
highlighting the great diversity of ardstc and writerly practices, both wichin and
autside established literary traditions, which rely on the use of text and textual
clements. Forms of theatre, of poctry, of installation ar, of video are, of animation,
of soundworks and bookworks and clectronic arts that share and forward an interest
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in experimenting with language arts thus become part of onc and the same debare.
What is writing? where does it take place? become once again fundamenial
questions when aspects of sonic writing, of visual writing, of instatled writing, of
physical writing or even durational writing are practices defined alongside the
linguistic and the licerary. If pen and paper are still considered the abe of writing, its
full alphabet has long since exploded into an array of surprising permurations.”

IF performance writing marks the terminal points in berween which a ficld of work
crackles and sparks into life, then this is not primarily duc to the framewaork, 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 performativity of the text: writing as ic
performs itself within ies own terms, within its own field. As Patrice Pavis has noted,
it is the interaction of signifying systems within performance, and not their history,
thac is offered to the spectator and that produces meaning.'® The term performance
writing brings into focus that interactivity, the transformative play of text as
performance.

NOTES
1. Caroline Bergvall, Key Note Paper for Performance Writing Symposium, Dartington,
U.K., 1996.

2. Heralded by Marshall McLuhan in the carly 1960s and approached from philosophi-
cal (Jacques Derrida), structural {Roland Barthes), culiural (Walter Ong), feminist (Héléne
Cixous), and technological (McLuhan) perspectives.

3. For example, in the work of Marcel Duchamp, Antonin 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
Elmhirsc in 1925.

5. Charles Olson, “The Act of Writing in the Context of Post-Modern Man” (1952) in
Obson: The Journal of the Charles Olson Archives, ed. George Butterick (Univ. of Connecticut
Press), No. 2 Autumn 1974, p. 28.

6. Charles Olson, “Projective Verse” (1950) in Selected Writings, ed. R. Creeley (New
Directions, 1966).

7. Ibid.
8. Bergvall, op. cit.

9. The Symposium was co-orgaﬁized by Ric Allsopp, writer, and Caroline Bergvall,
present Subject Dircctor of the Perlormance Writing degree course at Dantington College of
Arts.

10. Sce Performance Texts, eds. Michael Issacharoff and Robin Jones (Univ. of Pennsylva-
nia Press, 1998), p. 86.
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Tempest(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 Phillip Mackenzie, and co-ordinated by Antonio Cots Macia, with scenography by
Luca Ruzza. This account is by Ric Allsopp, the production’s dramaturg, with photo-
graphs by Jan 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 tabte 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 identit ¥ papers and photographs
of each figure. The man does not speak. A small gesture — a2 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 of Tempest(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 intercultural social
cxperience; 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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