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MK: In your text you write about warm-
up. It is not just a physical warm up you
refer to but also a kind of warming up

of one’s own life, meaning rituals that
touch upon affectivity, attention, dis-
placement, agency etc. You speak about
states of heightened attention. | find this
very beautiful. | would like to ask: have
you yourself developed a specific prac-
tice that facilitates these states in the
frame of your perfomative work or per-
haps also a practice you use in your en-
gagements on a daily life basis? If so what
is this practice, how do you practice it
and what does it do?

LM: | have developed a performance
practice. It’s a way of awakening the sen-
sations in the body and awakening the
vocals that allows for opening and letting
go of whatever is tensed and closed in
the body. This performance practice is
about being attentive to sensations and
cultivating awareness of in and out of
the body, so you can feel much more or
acknowledge more than you normally

do when you are not paying attention.

It is about recognizing tensions and en-
closures, recognizing the stuff you do
habitually and mechanically every day.

For example, at a certain moment | rec-
ognized | was too closed and determined
on my own path, not acknowledging
anyone, and | realized | was getting sad
and closed. One thing that worked well
was to smile at people on the streets.
This pulls me back and opens me up a
bit. It softens relations. It’s a way of slow-
ing down and puling back (a bit) to look
into the other. This is how | connect dif-
ferent practices. The acknowledgement
of what is in the present comes from a
warm-up technique, from releasing and
opening up to see every single thing and
give everything the same value. One can
practice warm-up technique in daily life.
‘Oh, that sofa is amazing!” And suddenly |
feel curiosity about things that surround
me. The things have qualities and prop-
erties. And their colors and shapes can
make me happy. That’s the kind of warm-
up | speak of. It's about getting out of
thoughts, out of categorization and try-
ing to ‘'understand’ everything. And just
be more amazed by what is there so one
can start playing with it.

MK: When | hear warm-up it makes me
think of an alchemical fireplace and the
transformation of matter. | see a pot and

someone in the pot being cooked up in
order to transform. And in a way as | un-
derstand you the smile, to pay attention
is about coming in the present and be-
coming open, attentive, listening to what
is there. Somewhere in your text you

say: 'l listen to things and things come

to me’. When you are willfully practic-
ing the states of attention how are then
things coming to you? And do you make a
gesture of opening up so that something
becomes a political act?

LM: This practice makes me see things.
And | see more than the surface. It’s
not just the sofa. It becomes the mate-
rial, color, sensation. The awareness of
its properties expands, even where it
comes from or what kind of style it has.
It has a cloud of information around it,
which is possible to play with.

Sometimes something comes very
strongly apart from the object or person
or environment and gets really close to
me, which | would not see if | just pass
by without paying attention. It gives me
a direction. What | like is that | can’t

just ignore them as things. They become
more equal. Their value is heightened.



They have a certain history, a trajecto-

ry of development and transformation

in time. Objects are a bit like dinosaurs,
they pass through this amazing amount of
time and they contain knowledge, which
passed through them.

MK: Do you consider them to be living
or animated entities?

LM: | consider them to be living in the
sense of (a) process, all materials pass
(or are forced through) transformation,
all their shapes, colors and consisten-
cies. Life that passes through them that
i forced upon them. | don’t see them as
animated. They are silent, like stones.
They live in a temporality where time is
long and where their transformations
are much slower than ours.

MK: | saw a sound-piece by you, Live-in
Room. There | had this sense of a dif-
ferent time, of different worldliness.

| remember distinctly an experience

as if something was shifted, the whole
space, the presence of things that were
there, through the sound. Were you
working with different temporalities,
affectivity and materiality of things in
that piece?
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LM: Very much indeed. We tackled the
sound because it itself is not visible and
it compensates the *I’ or the visual ori-
entation we have. | like the sound of the
heater for example. There is something
soothing about it. It’s alive in a sense
that it is producing something. It is there
as much as you are there. If you listen to
that it just makes you relax. It’s the same
with a water boiler. It brings a certain
warmth to the environment. | am inter-
ested in the affectivity produced by the
objects. It is a way of relating to objects
and working with them without trying to,
not humanizing them. It’s difficult in a
way because this is how we know things
- through us. | like them to have a life of
their own that intervenes with ours.

MK: In Live-in Room you open the space
like a landscape of the different tem-
poralities and affectivities of things,
objects and sounds as events. You cre-
ate an environment that has a kind of
heightened sense of live-in. How do

you then create this experience for the
audience? Do you amplify the sounds of
objects that are a part of this environ-
ment?

LM: We have recorded sounds that cor-
respond with the objects, or better said
the sounds they produce. But we also
record the outside environment of the
place where the Live-in Room is situat-
ed. We shift slightly the natural sound
of the outside like the trams that pass,
we make them pass by just a little bit
too frequently and that then becomes
puzzling. So it is about shifting just a
little bit what one already knows about
a place, which can make the affective
work because it is not *‘normal” anymore.
Then you have a relation with it or be-
come aware of it. You acknowledge the
sound and it starts doing something with
you on the level of sensation. We also
work with positioning people. People
guide us in the space. If we play soft
sounds it calms the atmosphere down.
Or if people are too busy we can over-
whelm the soundscape and then we can
calm it down. It is a quiet piece.

MK: At that time you had a sound lab
also. Why this interest in sound?

LM: Sound disappears. It’s there and
then not there. It's ephemeral. And it’s
about sensation.



If we speak about the voice, it is the ve-
hicle that allows for communication be-
tween in and out of the body. What | like
is that it is hard to grasp and immediately
say this is this or that is that. It is hard

to be referential. Sometimes you have

a feeling 'l know this, | recognize this’

but you have no idea what it is. | like this
sensation. All the knowledge that passes
through you, all the experiences gravitat-
ing around you, everything is accompa-
nied by sound. So sound can be immersive
in the sense of self, of the world. The parts
are somehow connected, because sound
is not divided, you don’t know where it
starts or stops. It waves. It penetrates. For
me it fulfills the idea of affect or how | can
perceive affect and understand it. That

it is there without meaning. But it is still
there, still crossing you.

MK: When you say ‘it is hard to be refer-
ential’ you mean that sound can place us
in spaces which it is difficult to say what
they are because they are so much in-be-
tween the fixed categories as we know
them? In the text you speak about *mak-
ing sensel(s)’, sometimes in plural, and

| am wandering if making sense for you
means to understand something or if it is
an affective experience?

LM: Making sense is a human capaci-
ty. We put things together. Even if you
look at an abstract painting or images
that seem ungraspable you still project
a sense into them. We produce mean-
ing all the time. When | say that | refer
to harmony it means | can put all these
elements together in a certain way. The
red can be more important than the
stripes. | can create a sequence or an
environment. It’s more about the depth
that the logic, a depth to make some-
thing possible, to interact with, to navi-
gate through.

MK: When you say ‘it’s more about
depth to make something possible’ do
you mean that you attempt to create
environments that allow us to make
sense from different possible perspec-
tives?

LM: If | think of Live-in Room, the
choice is of being in a domestic envi-
ronment that everyone knows very well,
and the attempt is to transpose it onto
perception layers, so that it operates
on different levels of meaning. This is a
room and everyone understands it as
such, but if one moves deeper into it,
it has a history, powers, energy, etc.
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It is more than one thinks. Also everyone
comes with one’s singular history that
starts unfolding there. Making-sense is
making your-self available to discover
something.

MK: In your text you speak about two
things at once. In relation to writing of
(performative) events you speak about
the *play-act” as well as of ‘acts of re-
sistance’. If writing as a play act is about
playfulness and improvisation, in what
way is the writing resistant? Towards
what does it resist, what context or log-
ic or productivity? How does resistance
work? When you are scripting an event
or reality for yourself or for your audi-
ence, how do these two acts work?

LM: I think it is resistance against mod-
elisation, against a given reality. | have

a feeling reality is being more and more
conventional and appropriated with
technology and stuff. There is the cer-
tainty of the machine, of the recording
that makes things real or assumes that
we all see things in the same way. There
is a kind of pre-conception of things, ho-
mogenization of an image. What | want to
communicate to people is the possibility
of 'l am here now seeing this in this way’.



And that this is as real as what you might
be seeing in it. Or what this might make
you think about the conventional or un-
conventional reality. We do not see just
one thing. We always see many things

at the same time. Images come to you.
Sensations and memories of similar sit-
uations arise. Resistance is an individual
path. And as much as | like the common,
| need the individual. Among all things
that surround me, this is how | perceive,
how | understand or live something. Re-
sistance is being your-self, being able to
feel it and being able to communicate it.

MK: In *l am here now seeing this in this
way’ | feel an emergency of being in the
present. You speak about it a lot in the
text. And also when you speak about
ethics you speak about it in terms of
temporality. | think this is a very inter-
esting connection. So what is it about
‘*being in the present’ that can generate
resistance or resilience of some sort?

LM: (laughter) | think it is just beautiful.
Perhaps it’s connected with contem-
plation. | get a similar feeling when |
am at the ocean in Portugal and | can
see very far and where the wind and
the scent are very strong and | am dis-
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armed. | can’t think about anything else.
| am simply feeling it. And there’s a great
sense of being part of it all. There is a
sense of togetherness. | have a sense of
arriving into the here and now. Thought
is still there but it is more like the pro-
cess of acknowledging. And | have a lot
of time. Like in dancing. | am touching
the world. Maybe the resistance or resil-
ience as you said comes from freedom.
Maybe it is a strange word to use since
freedom is such an overused word, but
perhaps | can say freedom as the possi-
bility of being and communicating in this
specific way.

MK: You speak about ethics through
relation to time and transformation of
time. You say: ‘Let’s say that all of us
work (deal, are in touch) with ethical
parameters and self-knowledge in or-
der to process the continuum. The sim-
ple fact that nothing stops can be a very
cruel condition of life. We can’t pause,
rewind, sustain or stop any event in a
systematic use of time. In the arts we
can bring questions of temporality and
linearity to the front, we are occupied
with suspension and transgression of
time and borders in order to access the
complexity of life, and here | can see

a radical difference between life and
art (and very much with performance).
Performance transforms our regulated
conception of time but life goes on, on
the tick of the clock. But they trans-
gress each other, create passages in
between and re-invent themselves.”

LM: The ethics come in if one stands for
another kind of time, which one can’t
apply to the tick of the clock (but you
can transform it a bit). We all live with
great intensity. It is not just a personal
problem. It is a general issue. | link it to
ethics because | think one can no lon-
ger relate properly to things under this
pressure, not even to oneself. How can
you be reasonable if you vibrate with
certain intensity all the time to the point
that actually you feel lost if you are not
overproducing. How this affects one’s
self-esteem? What you are here for¢ The
important existential questions become
a byproduct of the ‘tick of the clock’.

MK: Let me resume. You say: ‘Mak-
ing-sense is putting oneself into avail-
ability to discover’. You also say: ‘To
be present is to touch the world, to be
really there’.



Are you saying that we don’t have the
time or don’t know how to take time

or pause to ‘be with the world’ and not
continuously be ‘project oriented’ in

a sense of ‘projecting ourselves out of
here-now towards some other place
outside of ourselves or towards the fu-
ture’? The time issue resonates strongly
with the issue of presence. As if we need
to slow down to be present in the pres-
ent and that can open access to another
kind of connectivity with the other.

LM: Yes.

MK: And then you say: ‘If | would think
about transposing my practice (choreog-
raphy) to the public sphere as a proposal
for resistance and observation, | would
maybe like to import a score (for exam-
ple Lisa Nelson’s Tuning Score), into the
private and public spheres as a counter
social choreography. Time would be-
come contracted or expanded. It would
be a way to perform, experiment and
communicate the doer’s observation in a
daily regular situation.” I'm curious now
how would that be or look like because
this would be practicing ethics in dai-

ly life. Why you give an example of Lisa
Nelson’s score?

LM: It is such a clear score. One can just
say ‘I’ and say | am practicing the score
now. The simplicity, the fact that one can
slow down one’s own movement or stop
and just be present. One can repeat or
report: | feel like this now. These can be
nice tools to try in a public sphere. They
are not big events. But they are informing
oneself and other people around about
another timing or another sensibility co-
existing with us. It’s about slowing down.
It’s about small things. These are not big
events. How do we find a way to just tweak
a bit and then suddenly there is... Wow!
Space appears, maybe space-time. Al-
though nothing has changed yet one starts
to see something one hasn’t seen before.

MK: It seems it *‘makes sense’ to bring this
practice into public sphere in relation to
ethics because ethics is about the ‘good
life’. | understand why you speak about
ethics. But | am curious if this practice
can generate transformation or the tun-
ing of attention when applied to public
sphere.

LM: This | don’t know. | never tried it. It is
an open question for now, an attempt to
imagine how to practice it in ‘real life’.
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MK: I'm curious if you would apply these
ethical principles and take them seri-
ously as an experiment to their utmost
consequences. In the institutional con-
text of Bains Connective what would it
mean and how would it transform how
you generate processes, dialogue, rela-
tions, engagement etc. and how would
the context respond.

LM: | think it really works. It’s relation-
al. The practice influences the way you
deal with your every-day life, listening to
yourself, respect of your-self, respect
of the other. This is where ethics come
in. If you look at things differently, you
treat them in a different way. And that’s
how you deal with the other. Are you
available for the other or not? It is not
about extreme generosity. It is simply
being there listening that makes you
manage things in a different way. To not
project so much but wait to see how
people respond to things. It was inter-
esting now to work with the cultural
department at the Commune and their
politics. They asked me to come and
curate something. | am faced with how
| deal with these people and what they
want from me. It makes me happy.



It’s an opportunity to apply the same way
of listening to this specific situation. To
see the specificities of this concrete sit-
uation, to see what do | think about it, to
involve people in decision processes and
to think together with them and not only
respond to their demands. | can apply
these ethical principles of work of which
| have talked about earlier to a public
sphere under the radar of politics and
the new elections with all the pressures
that come with it. It is interesting to bring
these principles into “reality”. It is an ex-
periment that makes me curious. What is
this situation? How can it work? How can
we do this together? Not to become one
but become one for this situation.

MK: Many times you refer to ‘the politi-
cal’. The Political act is ‘a re-actualiza-
tion of relation of self and the other’, is
*to give voice to the other’, is ‘the way
we place objects, matter, or cultural
value of how we perceive the world’, is
‘the way we pay attention and the way
that generates our making of reality’.
The political is about the ‘re-distribution
of senses’, a detour from anthropocen-
trism towards a democracy of things,
matter and objects. How does the politi-
cal engage you in your work and life?
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LM: | see it as a capacity to act and
make a choice of action. There are many
ways in which one can act. One’s own
act has an impact on the environment
and on one’s own self as well. It is the
organization of these impacts and the
consciousness of it that makes an act
political or not. So if | am completely
unaware of re-percussion or unfolding
of my acting upon the world | am may-
be apolitical. But perhaps | am political
if through my experience | understand
how things could function better and
how [ think things more in *harmony’ (as
a possibility of continuation, of flow,

of not being stuck) or how to be con-
tingent so things not have to break in

a hard way. The political comes from a
choice and from how you relate. Work-
ing with the Commune as a curator | un-
derstand their difficulties and | have my
difficulties also about whom | will invite,
not wanting to compromise my choice.
So it’s a question of how we negotiate,
what we each give and contribute to the
environment we are creating together.

MK: On one hand you speak about the
political and then about ethics. Is there
a difference for you?

LM: Ethics might be principles of life and
the political is about the action with re-
gards to these principles, their use in the
practice of life. Ethical principles come
from experience, from being there and
having time to look.

MK: I’'m asking you about the political be-
cause the more | speak to different art-
ists, the more | have a sense - which still
is just a sense and not a verified fact since
it is hard to see the present from an out-
side perspective - that it is about life as
such, about beingness and slowing down,
stopping, opening up to be available, to
accommodate life and its flow through
the spaces in-between. | think this is a
kind of ethical stand. Ethics that emerge
from the circumstances in which we live
that push us to want and desire a certain
transformation necessary because of the
personal and collective crisis of life and
work that has to do with the shrinking of
space and time. This ethical call is a re-
sponse to an emergency in the present.
How can then politics operate in public
sphere? How do you act or how do you
weave it in reality of life? Do you create
new models like vehicles for life that can
engage us in different ways?



LM: Bains Connective is a place where
long-term practices can be accommo-
dated and this kind of moments can be
inscribed. A.pass too. Both examples
aim for other kinds of practices, where
my own artistic practice and engage-
ment with others goes along. | think
these are organizations that are more
operative in the field because they take
autonomy as an essential condition and
contribute to politics in larger scale.
Their way of functioning establishes a
certain politics. Also with a new project
called Morpho, which is a group of peo-
ple operating on the base of alternative
currency. Thus | can construct, partici-
pate in and observe alternative ways of
functioning in collective projects that

develop and test micro political formats.

MK: How Morpho (house) functions?

LM: There are four organizations that
share a house in Schaerbeek and some
individuals to start with, so there is a lot
of in-between spaces. It’s an opportu-
nity where all these questions can be
asked. Am | there as Bains Connective
or as Lilia¢ It engages people who are

in a residency at Bains Connective but
there is still a question of how others

get involved? How we link to other peo-
ple to be in relation and not an isolat-
ed or closed institution? The house is
divided into several unit parts, not by
rooms or property but by functions.
There is a silent room, a construction
room, an office and many other rooms.

| don’t go to my studio and then show
something to others. We all practice in
the same spaces and we’ll cross where
our practice meet. We all work together.
It’s a little like a community house. We
want to see if it is possible to develop
an alternative currency. This idea came
up because of the loss of subsidies that
have been reduced to a minimum. We
are in a precarious situation but we have
knowledge. We know how to do things.
And perhaps these are not just artistic
practices but they can be shared with

a larger community. Perhaps they can
be used to warm up life and enable us
to see it in another way. It is an experi-
ment for three years. | cherish individual
paths and sometimes get scared of it
getting lost in the storm of the common,
or better said scared of the either/or
situation. We have to work on both, the
individual voice and the common, and
on their relation. Perhaps it is a ques-
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tion of cultivating the differences be-
tween our different unique voices, like
permaculture.
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MK: You have committed your life to
dance, to improvisation, to research.
Throughout the years you have de-
veloped your own dance and perfor-
mance practice, which you teach and
occasionally perform. What has driven
you the most over the years to insist
on doing what you do? What drove you
towards research more than perfor-
mance?

LN: To be in that personal desire, to be
in the state of making, of channeling and
then giving form to something. If artists
can easily keep creating, whether it’s
writing, painting or whatever, they don’t
have to find a public forum. But showing
things is one of the ways in our culture
that we can access outside of ourselves.
Though probably most showing that hap-
pens is constructed by commerce, for
so many of us it is not what we value the
most. We value the time that we spend
creating, although, to perform, wheth-
er Shakespeare, written text, choreo-
graphed movement etc., you have that
great opportunity to be present. And
that is also the biggest task: how to be
in the moment, whether doing move-
ments you've learned before or being a

permeable entity that reads the signals
of the environment. That is the gift when
| go see a dance performance—when a
performer is present, really present, not
just in their head to meet their appoint-
ments in space, but living in their bodies.
That has always been what has attract-
ed me to watching a dance rather than
what the movements are, although this

is a bit contradictory. Because | feel like
| can see so easily where movements are
coming from. | can see if they are coming
from a cellular place or from just sleep-
walking. | think other people pick up on
that also and they can recognize a differ-
ent way of being or a way of being that is
more alive than what we usually can see
except with little babies.

MK: Can you explain in a simple way the
practice of Tuning Scores you have de-
veloped through the years? You talked
about rawness, about a dancer being in
a naked state, where there is just dance
and humanity. How does the practice of
Tuning Scores address this?

LN: The Scores are really just questions.
And the questions arise directly from
doing and looking. My question to whom-
ever | am playing with is what are you
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seeing? And how do you value it?2 What

is its value? I'm helpless to understand in
the dance field why people make choices
they make about movement, presen-
tations etc. So | wanted to have a way

to dialogue in action about moving and
seeing. There are many levels of feed-
back particular to dance and dance be-
haviors. Our underlying animal can easily
and instantaneously be accessed with

a simple trick of closing the eyes. Then
our reflexes and our senses are much
more highly intuiting what’s going on in
and around us. There’s feedback from
our own body-systems. Every action is
visible. | might do this action (wave away
with a hand) but you may notice what
happened right at the beginning, before
the action (of waving away) appears. |
find that dancers and all kinds of people
I've worked with are incredibly precise

in what they notice. What they express
or articulate about what they are seeing
is usually not as sophisticated as what
they are noticing underneath it all, which
is what they value in order to feel good
about themselves. Then there’s reflec-
tion. Because watching dance is so much
watching a reflection of yourself because
of its abstractness.



The scores are all a feedback system,
extrapolated from what | see when

I'm looking at movement. There’s fast,
there’s slow, there’s stop, there’s go,
there’s posture, composure of the body,
there’s side, there’s back, and there’s
relationships. Our animal is very import-
ant. It’s about what we need to know:
Are you coming towards me or are you
going away from me? These are very
simple animal perceptions. Peek-a-boo
is an elemental game you can play with
any baby or animal. It’s about looking

at these very basic perceptions. What

is a dancer doing in front of me? Are
they thinking? Are they feeling? Are they
present in this room? Are they present
in their thoughts, thinking about the fu-
ture...2 What are they measuring? So all
these things are visible.

Tuning Scores came from trying to find
small units of play and feedback systems
that you can practice, constantly cycling
between observing and proposing. And
then there are many possible questions
you can explore within the practice:
What is a single movement? What is an
action? | can be just measuring, looking
for its end, to be able to call it (End!).
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When am | making a proposition? How
long do | speak before | wait for you

to respond in our communication? It’s
measuring also the normal daily life,
perceptual measures. It’s about how
skillful you’ve become to survive, no
matter how many layers of difficulties
and troubles you perceived and reacted
to through your life. This simple game

of calling Ends, this constant feedback
system, also starts to build history. So
from the very beginning, whatever game
we’re playing (solo propositions/multi-
ple playbacks or single image/single ac-
tion score, e.g)), it isn’t about describing
your perception in words. It is simply
about measuring it. (End!) You can more
finely indicate when a movement has
either arrived in awareness or when it’s
fully perceived as a singularity. And of-
ten you don't notice it ended until it’s
gone a little too far. These practices give
a simple way to start recognizing one’s
own redundant strategies and patterns.
By playing with other people you can
see how differently they perceive these
moments. And you can cultivate pa-
tience. It’s a kind of meditative practice.
It is very much about being-in-action.
You can try on other people’s strategies.

Not by asking what they are but just by
observing them and playing back what
you've perceived. And observe what
happens to time. Time is a tool. It be-
comes evident that time is not linear, is
not linear in the body, is not linear in ex-
perience, is not linear outside of us. The
story that emerges out of the very first
action, even if you didn’t notice it but
you’ve noticed that other people did, is
a constant unfolding. It might re-build
something nobody could have imagined.
It might fold back into itself. The prac-
tice is also being attentive to the local
environment, wherever you are. Often
we re-enact things that happened in
the room we’re in that we would have
no knowledge of but discover later—
the cellular history of the space, of the
walls, of what the room has observed
and absorbed. So it is a feedback sys-
tem out of linear time.

MK: Before feedback as a system of
communication between in and out,
which also means applying their different
strategies of translation and processing
of their impulses, is there a focus on ‘in-
ner work’? Do you practice a particular
kind of inner work within Tuning Scores?



LN: Yes, what | just described is only

an outer score. There is no outer score
unless you work with inner scores. And
the inner scores are about being phys-
ical. They are very simple practices of
observation. I'm working from the way, as
babies in early developmental stages, we
moved to auto-stimulate ourselves. The
constant movement of the baby is very
meaningful to the baby. This movement
provokes sensation. So auto-stimulation
is the basis, the beginning of what | call
getting physical. | propose very simple
things like following maps of the skin,

for example. This is putting oneself into
direct relation with the environment.
How do you organize your movement to
provoke sensation on the surface of the
body? You can do that lying down so that
you are in touch with the simple inter-
face of the floor. Within your own phys-
ical puzzle, you move to provoke sensa-
tions along unbroken pathways along the
surface of your body. The layer of skin is
an unbroken surface. Within the prac-
tice, it's your journey, your physical map,
so you can stop along the way, you might
shift into another sense or attention but
you can keep coming back to the map of
the skin. So, through auto-stimulation,

you are starting to identify your appetite:
Do you want to move? How far do you
want to move? Do you like that sensa-
tion? Do you hate that sensation? Do you
move away very quickly from it¢ Does it
remind you of something? Does it make
you cry suddenly? Do you have a memory
of being in a similar postural constel-
lation? | just offer these practices and

we do them very simply. Then come the
bones, the muscles, and there is an op-
portunity to to not make anything, to just
track your experience, your desire. Thus
you are coming into a kind of auto-com-
munication.

MK: Is auto-stimulation through move-
ment, which is always an interaction
with the environment, the main focus
of attention? And what is the role of the
gaze in your practice?

LN: In these starting points, yes. | can
identify: is the floor touching me or am |
touching the floor? It is extraordinary to
me that | can make that discrimination.

| can also move with that. Does touching
my body with my attention feel different
than touching my body with the table?
That is a very mysterious question. Be-
fore getting into ‘provoking sensation on
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the body’, | introduce the question about
movement and stillness. Just warming up
in the present. Noticing your appetite for
moving and not moving, however you per-
ceive that. How do you know you are not
moving? How do you know you are moving?
What is moving when the physical body is
still2 There are just questions. The practice
moves you into these questions. But it’s
not about language. It’s simply a knowing.
The practice might provoke more ques-
tions for me that might either stop me to
consider or motivate me to move in order
to taste the difference.

Within these simple practices, | also add
the eyes. The eyes are dominant. Not what
we see with the eyes but the way they
integrate our postural tone. For instance,
focal depth—their measuring of the dis-
tance between us makes me think and feel
differently. It changes the compression

of my organs and the way | breathe. The
small orchestration of muscles of the eyes
is deeply integrated both with our organs
and tone of our muscles. Beginning with
simple actions of stopping and going, mov-
ing and stillness, working with eyes open
and closed by your own decision, | then
offer patterns of coordinating alternating
eyes open or closed while moving or still.



With these, you can become aware of
your own patterns and see what is your
own desire, your appetite to move and
to taste sensation. | start to notice if

| like a sensation or not. Do | want to
stay with it or not? | start to see that my
body is often making choices for me and
that the patterns of the body that are so
essential to its survival are also flexible
and can be redirected. | start to seein a
physical way what triggers my patterns—
do | want to move or not? Stillness be-
comes a sanctuary and movement be-
comes an adventure, and vice versa. It
can shift.

While watching people working with this,
you start to notice how extraordinarily
sophisticated your own attention is, that
you can read what might be going on
internally, and finally you can notice how
the room itself coalesces into a pattern
with no one inside it being attentive to
it. So you become familiar with what’s
moving, in you, in the room and watch
your own strategies of surviving ob-
serving. So the observing and the doing
is the same activity. Some people are
playful and automatically create games
in a simple inner score. Some love to be
lost and just watch what happens and
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there is a lot of in between and different
ways. These simple physical warm-ups
provide an opportunity to start to locate
or get familiar with your inner scores
and what they do for you, whether they
function well, whether they stimulate
you or hypnotize you. The next stage is
to work with the same score patterns
and see how they interface with other
bodies, a less stable environment than,
e.g., the floor. | used to do a lot of play-
ing with the eyes’ behaviors, but often

| am working with just noticing. Then
people start to play by themselves with
what they discover along the way. The
details of the physiology—the focus, the
tracking, the mechanics of how | shift
attention within the visual system and
from it to all the other senses—become
evident through simply pointing out the
many behaviors and functions of the
eyes.

MK: | read in the publication ‘Before
Your Eyes’ you write: ‘The act of obser-
vation changes the observed and what

| observe changes me.” I'm curious how
that works in your practice?

LN: If my body is like a reflective con-
tainer of what | take in through my sens-

es and | move my attention to observe it,
| am transformed by it. It reaches into my
body. It appears in my conscious aware-
ness wherever that is (sometimes it is not
in my head but in my finger or...). What |
observe changes me. You need to change
your organization in order to receive

an impression from the environment.

I’'m constantly changing my filters and

my body itself is a filter, filtering to ac-
commodate what | already know. That’s
the whole problem. You might not know
your body knows but your body recog-
nizes things way before your attention/
awareness might meet it. Or in those
moments when your body and your men-
tal attention are synchronized, you can
just be moved by something or it moves
through you. How | observe changes
what | see. And what | observe changes
me. It’s a small microscopic tuning. A new
filter is tuning in to be able to perceive
or organize something. The words: per-
ception, organization, image, meaning
are synonymous but some of them imply
more movement than others. How | or-
ganize my body to think and talk is quite
a dance. Just to look at you while I'm
talking changes my ability to organize my
thinking.



MK: A lot of dance | see is very formal or
very theatrical or very conceptual. Forms
of spectacle. I'm curious if through the
craft of meticulous work with the differ-
ent bodies we are, which includes working
with attention, listening, tuning, position-
ing of the body to receive, movement,
adjustments, awareness of feedback sys-
tems that run while we take part in them,
awareness of constellations of bodies in
space, relation to the environment etc.
something else, a presence, is evoked?

LN: | think that provoking a feedback
through movement is sort of the bot-
tom line. What can we do with or through
movement and from the urge to dance
and from within a vacuum of culture? | was
born in NY where there’s so much culture
but so little of what people are born into
seemed experience-able. Simply mov-

ing for pleasure or because | felt | had to,
was a starting place for me. | was looking
for the experience of being transported,
transparent, while unaware of the need
to be creative. | can initiate things and

| am aware of my initiations—patterned
responses to environment. What does my
body do? How does it shape that initiation
or response? What am | looking at when |
am looking at dance?

MK: It is interesting that you call it a re-
sponse. It is like you are suggesting we
are always in an inter-space and that we
are always moved.

LN: Yes, and | wonder why it is difficult

to just let be and be moved. Why is this
difficult for us to access? | have to men-
tion that contact improvisation is such an
enormous opportunity because it is so
clearly physical. It focuses on a very sim-
ple relation to weight, one’s body falling in
space. And often this reality has so much
demand—someone’s weight is pressing
down on me—and | can learn to coun-
terbalance them or they might rise or

we both go down together. Working with
these basic physical forces of momentum
and weight, | can experience being moved
in a very literal way. For me, being moved
happens through other senses as well, so
| try to take away the layers of the onion
to look at the other things that shape my
dance and have different ways of organiz-
ing a response than through surrender to
gravity.

| had a period when | just ‘read” the en-
vironment, letting it move through my
senses, and observed myself being moved
by it—like a sound behind me causing me
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to turn or tilt my head. In performance,
my only job was to make the resulting
movement more visible, bigger, manifest
in action, all the relationships of it, rath-
er than just listening in stillness through
all my senses. | can make choices what |
want to focus on, what | want to follow
these many different signals in the envi-
ronment and my inner environment. With
this practice of listening/reading, | never
was at a loss for something to do. | found
it much more interesting to be inside the
adventure of moving when | could choose
to be moved. The eyes are constantly be-
ing moved. It’s the way they are designed.
They track things. And the body will follow
if there are no other constraints. We're
designed to follow and explore the envi-
ronment we find ourselves in.

MK: As a spectator | enjoy to watch peo-
ple simply in the undoing of themselves.
Then | don’t have to look at what you call
sleepwalking but rather something being
born in the moment. | rarely experience
what you call humanity manifest through
people when they dance.



LN: Yes it’s so rare. | made my laborato-
ries just to be able to watch what | love
to see. That was the only place where |
had the freedom to work with a variety
of people to create these scores and
conditions in which | could see beau-
tiful dances. The laboratory is just one
solid performance. There are tricks |
have found to produce a certain state
in which these things can arise in front
of me and which | rarely see in dance
performance. And | hope that people in
the workshop can see that it’s possible
and get an appetite for it. That there

is a possibility that they can choose to
explore however they like. That they can
have an experience over time that they
can remember. I'm quite baffled that

it doesn’t happen as often as | would
hope. Teaching is always too short. But
people might have awakened the ap-
petite for the practice to continue it or
their own creative desire to cultivate
something like it, so they can live in it
rather than just pass through an expe-
rience. For eight years, | practiced the
scores with three other people with
absolutely open time. That worked in a
really different way.
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MK: You speak about a certain ‘state’
in which we begin to be moved? What
happens in this ‘state’? If | am moved
what is the source of movement? Is it
the inner space or the environment?

LN: | can only be personal. In dancing |
know | have certain appetites, sensa-
tionally but also of what | want to look
at. The question that comes to me is:
How does one recognize the opportu-
nities to be moved, where | can be a
passenger on the movement rather than
the driver? So | make sensational analo-
gies. How does that work with my eyes?
When do | notice | am simply taking a
ride or when | am initiating a change

of direction? | can observe automatic
behaviors within any of the senses or
systems in my body, like breathing or
skin. It’s been convenient for me to talk
about maps. But my experience when |
touch the skin isn’t in the skin. It goes
deeper into other parts of myself, into
my thought and my emotion. | can ma-
nipulate this focus easily. If for example
we touch one another, | can listen, but
| have to organize in order to listen, |
may have to move or | allow myself to
just be still and listen that way. | can

reorganize my tone—relax or add ten-
sion—to experience in a different way.
And | am moved by my curiosity and can
explore your touch or expose and offer
you different parts of me. Or | can shift
into my weight and mass of my body and
not be in my skin anymore. These re-
directions are an action that needs no
more thought than noticing the tissues

| am embodying. How can | as a dancer
be organizing that kind of relationship
to the environment? I'm open. I'm in the
relationship. I'm following the relation-
ship. So it does have to do with tuning
into a certain time, patience, and the
rhythm of listening.

MK: In certain techniques, evocation
has to do with craft or crafted way of
exploring what is there in the now on a
sensorial level and that resonation on
other different levels of the body. So
it’s about how can one be in an interac-
tion, being focused, attentive, listening,
tuning?

LN: Yes and really cultivating that aware-
ness. And it is also about the mechanics
of it. Why this organization and this tun-
ing? Yes, it is observation and memory.



MK: Is it by being in the minute micro-
scopic work that moments happen as
opportunities where you can take off?
And the practice works through you but
something else is there? When you’re
no longer moving from thing to thing
but you are moved and something is ap-
pearing, emerging through. I'm curious
how are movement practices vehicles
of presence and how this presence is
experienced by dancers themselves but
also by the audience.

LN: | don’t see a lot of dance because

| never liked very much to see it. So

my opinion is based on not seeing that
much. But | do differentiate very clearly
when | am watching something wheth-
er the maker is interested in movement
or not because | think it has never been
the bottom line requirement for cho-
reographing. In the Western concept, it
could be about moving people in space,
about design, about energy, but actually
investigating, interrogating movement is
very rare. So it narrows down the number
of people | enjoy having a dialogue with.
In my own case, when | decide to show
something, my contract with the audi-
ence is very clearly about being seen and

making a proposition of something that
might be interesting to look at. So that’s
been my constraint. And so over the

last years because invitations have got-
ten so little for performance, I'm trying
to loosen up what | know Tuning Scores
make evident. To kind of frame them as
a demonstration about looking, to make
them into an observatory. | felt the need
to know what kind of decisions dancers
are making in the act of dancing. That’s
why the feedback system is so import-
ant for me. So doing these performative
quasi-lecture-demonstrations without
verbal explanation could be entertaining
enough even for the people that are not
interested in movement per se.

MK: | interrupted you when you started
to explain about the feedback. So could
you explain the feedback?

LN: In the inner work there’s first the
feedback from any movement or ges-
ture, a quality. If you are observing your
movement, every movement that fol-
lows is the antidote to what comes be-
fore. | create the illusion, ok let’s say it’s
a fact, that every movement has con-
sequences and each consequence is a
next proposition. And | include stillness
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as movement too since it needs a lot of
movement to maintain it. Already | be-
come aware because | am watching. I'm
starting to separate out when my body
is taking decisions for itself and when
some other part of me is making deci-
sions. And | can follow that more closely
by noticing the tuning of my attention.
The body can move, the attention can
move at the same time. They can be in
synch, they can be out of synch. This
creates different appearances. We do
have that ability to have a split atten-
tion, to be schizophrenic in many ways.
That’s in my inner space. And when it
comes to relating to others I'm also
watching desire arise and what is the
feeling of it. | want to stretch. | want to
pause. And while | am watching what’s in
front of me, the same desires are aris-
ing. Simple things, like: Stay there longer.
Don’t stop. | didn’t even have a chance.
Let me see it. Taste it. Stay there. Or
Next. Or repeat repeat repeat. It has a
rhythm.... You start to taste when these
desires arise in watching, in trying to or-
ganize or give yourself a good ride as an
observer. It brings out layers of desires
one has for what one is tracking. So we
share tools, verbal calls.



Calls make perceptions very explicit and
one aims one’s call into the space, like
editing, wanting the space to receive

it. With no hesitation. | am construct-
ing a relationship with whomever is in

the playing space and with whomever is
there in the room because the calls are
actions and they have consequences

just by hearing them or uttering them,
whether the external image itself chang-
es or not. Applying that circulation of de-
sire, | can see when [ shift attention from
sense to sense, and | am building a model
in my own experience of being able to
shift when | am looking at anything.

MK: How do you provoke feedback?
Either you propose something with a
call or..?

LN: Yes, or | create a physical activity.

MK: And then you observe feedback
that comes from that and what it stim-
ulates?

LN: Yes, making it an orderly and very
simple activity. | am watching the phas-
ing of my attention. Every time there is a
shift in my attention, | might indicate it
by raising my hand to become aware of
my own pattern of attention. And every-
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one else is doing the same. So you can see
when sometimes everyone raises hands
at once and it’s interesting to know what
provokes that kind of consensus. But also
| start to realize what | am actually watch-
ing. Sometimes | am watching content,
sometimes physicality, time or form. And
it feels like it comes partly from the prop-
osition in front of me, what each person
provokes in my attention, and partly from
my history and expectation.

MK: You are explaining a decision for an
action and then a feedback as an inner
process?

LN: And then making it explicit by calling it
out. Once you call out loud it also becomes
a feedback to the whole room. And it has
consequences in the imagination and the
action in the space. And the consequences
initiate a new feedback so each is a feed-
back to the other. Calls and actions keep
feeding back, have consequences and be-
come feedback for the other.

MK: When | watch the Scores being prac-
ticed or performed I feel desire for time

so that what you call feedback is real and
connected with what is really going on with
the people in the space.

LN: Yes you have to take time for some-
thing to happen, for your imagination

to engage. Take your time because
there is nowhere to go. How long does
it take to see? Or just to measure how
long the proposition is2 In one score,
the one who proposes calls ‘Begin’. In

a way, declaring that they want to show
us something. Though my attention on
them may have been there long before
they call it, this just makes a clear frame
for the person who is proposing what
they feel is the beginning of a unit. Then
everyone, including the proposer, is in a
position to measure how long this prop-
osition can be. And the first person who
calls End! removes the possibility for
anybody else who has a need, appetite
or curiosity for a longer time frame to
express their measure. We adapt to the
new reality. Also the time between the
end of one and the next beginning call is
unknown, could be an instant or an hour
later. The time is open for looking and
tasting the space until the next proposi-
tion arises from someone in the group.



MK: When | watch the Score | look at
how people individually and collec-
tively make decisions and from where
they make them, whether decisions are
forced or negotiated from the space in
between, from listening to what is tak-
ing place in the process. Sometimes |
desire to watch it long, not knowing how
long it takes. Time changes its quality as
well as our way of being there. What are
the conditions for a different experi-
ence of time?

LN: It’s about tracking the conditions
as they are actually materializing. You
need to be able to be tasting the mate-
rialization of the context even though
it has certain pre-made constraints. So

you have to watch and observe and wait.

Then it’s about commitment and the
opportunity to offer yourself different
experiences of the practice.
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MK: Recently | got a hold of your publi-
cation ‘Drawing a Hypothesis’. The pub-
lication focuses on diagrams as media of
research. It’s a “reader on the ontology
of forms of visualization and on the de-
velopment of the diagrammatic per-
spective and its use in contemporary art,
science and theory”. The publication
itself is a kind of diagram, a “figure of
thought” in which narratives and ideas
contributed by other artists and scien-
tistS besides your own trace the specu-
lative potential of diagrams. Why this
interest in diagrams?

NG: Diagrams work on so many differ-
ent levels. At the same time they can
reduce complexities by creating another
complexity. So in a way a diagram al-
ways has a reference to a larger group
of meanings, problems or subjects.
They are communicators and operators.
They have a certain form of agency in
themselves. As | am very interested in
relational forms of working and think-
ing, the diagram is a helpful tool to work
with. It’s not only a tool that configures
a problematic. At the same time it also
helps to configure our or - at least -

my ways of thinking. It works in both

directions. It can explain or abstract
something or create on a small piece of
paper a complex relational network of
meaning. That’s why | am so fascinated
by diagrams.

MK: In what way is relationality of key
importance in your work?

NG: From my perspective and experi-
ence | perceive the world as something
highly relational. Nothing exists without
other things. Or at least, when you take
something away from an entity, there

is an effect on entities connected with
it, even if it is a small effect. Diagrams
are sitting directly at the center of this
problematic. They permanently act and
reconfigure my or our way of thinking
when we work with them or when we
read them. But | am not a scientist. |
work with them as an artist. So that’s
what | was researching when | worked
on this publication project to see how
one diagram could be understood in dif-
ferent ways, directions through different
people, what kind of speculative poten-
tial is present within them.

MK: What do you mean when you speak
of a diagram as a figure of thought?
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NG: A figuration is a form of constella-
tion. As we know, for example through
the whole imagery research done by Aby
Warburg, our perception is and works
through relations. If you have three
images on a blank piece of paper and
you re-position them in relation to each
other, you can permanently create new
meanings, without any words spoken,
just by having three images. In this sense
it becomes clear that things don’t exist
by themselves and that we always create
meaning through the relation of things
to what surrounds them. We don’t live
in a visual or sensorial vacuum, rather
under permanent influence of other
things. This too became apparent in a
molecular and quantum science. The
mere presence of the spectator chang-
es the experiment. On the micro-level
everything is deeply interconnected. For
me diagrams can bring this inter-con-
nectedness into a form of abstraction
where we can start to understand things
and communicate our understanding of
them in a non-linear way. | guess you
know the phenomenon, when you are

in communication with someone and by
putting a word in the space the other
can answer.



In making something ‘public’, the other
can react. Even you yourself can react
to it. That's the secret behind any work
being done. Everything that is put into
or taken from the world changes it. At
least that’s my understanding of them
as figures of thought. There is a whole
discourse around the term of the fig-
ure and many different ways of under-
standing it in philosophy and linguistics.
| am interested in the relation between
form and figure. It’s a fictitious line
where you move your thought around

a certain subject. There’s a problem,
you think and ponder around it and you
can do so by creating movement so
that you are inscribing something in the
space of the thing. That’s what | call the
figure of thought. By communicating

it, by writing it down, making a drawing
or a performance around it, or a cer-
tain gesture, it allows other people and
yourself to get in contact with it and
communicate your position in relation
to a certain problem or subject.

MK: How do diagrams as figures of
thought act? What is the form of their
action? What DO hey do to you or to
the world when put out there?
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NG: Think of the world as a multitude

of little agents, smaller and bigger. They
cluster and separate again and again.

It is A highly active process. They have

a certain direction or intention. In that
sense | am proposing a dynamic model,
not A static one. Maybe that explains my
tendency to think of abstract things as
something dynamic, something having
an intention and a direction, like a vec-
tor, something that is highly re-active.
Especially when | refer to thinking or

to the way we make sense in the world.
This is perhaps why | tend to the perfor-
mative. Having a background as a visual
and installation artist | have a fascination
with drawing. Drawing gives a possibility
of watching oneself thinking. You leave
traces on the surface, which creates a
possibility for you to position yourself to
it afterwards or while you do it. | am in-
terested in the action, in the process, in
the transformation, in watching one thing
become another thing, become another
thing, become another thing or entity.

MK: Could you say more about trans-
formation and what exactly it means for
you? Recently you had a solo exhibition
*When Thought Becomes Matter and

Matter Turns Into Thought’, which is
said to be “a fundamental research in
the field of creative working process-
es”. The title seems to me to capture
the core of your artistic endeavors.

NG: When matter becomes thought and
thought becomes matter. For me that is a
working method. | start at a specific point
with a specific question and develop from
there the next question while making this
process of thinking or reacting public.
That’s the reason why | often use mind
maps and protocols in my work. In Ger-
man there is a word Aufzeichnung, which
means to record but also to draw. It is a
process of writing, drawing or inscribing
things into the space. If you have, for ex-
ample, a movement, and many ways of
writing it down, you have many ways of
recoding and mapping it by means of writ-
ing and drawing. Then you lay everything
in front of you. That for me is a very excit-
ing moment. Many things can start from
there. It is the first step of filtering things,
the notation starts. This brings us to the
research Choreographic Figures | am
currently developing with Mariella Greil
and Lilia Mestre.



MK: When you speak about Aufzeich-
nung as a key word of your creative
process, | feel it’s all about observation
and our role as observers in any kind

of creative process like the process of
thinking. You display the process and
make visible how the inner cognitive
processes happen.

NG: Yes, it’s about watching oneself
operating, thinking, sensing how knowl-
edge comes into the world, how we
learn, how we forget. All these for me
are central and key questions in my
work and especially in my research.
Any form of sense or decision-making
wouldn’t function without these. The
gap between perceiving and naming,

things we can see and things we can say.

Speaking creates a form of limitation,
which is great because it forces you to
make distinctions and you need to filter
it. | am fascinated with inner cognitive
processes and sense-making before it
comes to the more rational way of ex-
pressing things. In academic writing one
tries to be as precise as possible and
build on positioning oneself in relation
to the world through questions and
answers. But when it comes to other

more performative ways of operating
you can say yes and no at once. You can
be ambiguous. The same agency | find in
diagrams. These in-between and unde-
cided spaces | find very interesting. They
offer different readings for me and for
the audience. And this produces anoth-
er kind of knowledge.

MK: Your work is a close examination of
knowledge processing. You trace our
desire to understand, you demonstrate
the physics of explaining, the possible
diagrammatics of research.

NG: When | talk about my artistic
work, it’s about the artist perceiving
something and then communicating it
through different means to a wider au-
dience. | try on the meta-level to shift
the attention to the various forms of
inner processes in relation to outer
processes. It's a bit about research-
ing about researching or about talking
about talking. It’s like what Andreas
Spiegel says about my work: It is creat-
ing a certain form of constellation where
it’s less about what than about the dif-
ferent ways of explaining and showing,
which sometimes creates a bit a more
scientific or laboratory set-up but all
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these have to do with the key questions:
How we learn things and how we com-
municate them. What brought us to that
point of view and not another?

MK: In the booklet for this exhibition

| saw a beautiful photo-sequence of
drawing a hypothesis. It made me feel
the insistence throughout your work

to return to the space of hypothesis as
a space of annunciation of something
that is possibly to come. Are you inten-
tionally insisting on a mode of hesitation
and openness in your work?

NG: | often feel drawn to the space
where things are not fixed. It’s a form of
freedom but at the same time you don’t
come to the point. You stay floating. The
trick maybe is to find a balance so you
can navigate like a bird or a captainin a
boat following the currents not to crash
against the shore. Sometimes | have
difficulties when | produce the work.
People want to name it. When | work in
the art field with the galleries it drives
them crazy and me too. They want to pin
it down. They want to know the dimen-
sions, materials, how it’s put together,
costs. They try to fix it.



In the last years | developed an open
practice where | have materials and |
make installations with them but things
are rarely connected firmly. They are
fragile and only loosely fixed. They don’t
last forever. The piece claims the space
in a form of a diagram but is temporary.
It is difficult for galleries. If | enter with
this practice into a performative arena
then people can cope with it because
the main focus is on intensity and not
so much on materiality and spatiality.
This is why | wander between these two
fields and these two concepts (visual
and performing arts). It is interesting
when | discuss the work with performers
and dancers who train with their bodies.
They have different questions then peo-
ple from the visual arts.

MK: In the workshop *Notation Between
Though and Matter’ you gave at a.pass
you spoke about a line of thought that
becomes a line in space, a line ver-
balized, a line drawn with the body.

You examined interstitial processes,
practices and knowledges produced

by scores, from page to performance,
from word to mark, from line to ac-
tion, from modes of flat image making
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towards transformational embodied
encounters. I'm curious in what way are
these encounters, to which the process
leads, transformational?

NG: We only have the body. It’s our
house. And we're all very sensitive be-
ings. So | always try to bring the work
back into relation with the body so
that it again becomes something where
one body can meet the other body and
where you also perceive your own body.
We cannot be without the body in the
world and it shapes our understand-
ing of the world. My wish is to bring the
work to the body level.

MK: Is this an attempt to, in your own
way of display or perhaps demonstra-
tion of cognitive processes, open and
access through your practice an alter-
native space of knowledge (produc-
tion), perhaps embodied knowledge
produced through affective thought?
Do you desire to go further into this di-
rection in your upcoming research?

NG: Yes. | am very excited to explore
in the direction of embodied knowl-
edge. From my background as a visual
artist and through the development

of this practice | am now on the way to
head more in the direction of embodied
knowledge and gain the understanding of
how this works. This is the core intention
of ‘Choreographic Figures’, the three-
year research project | will do with danc-
ers. In dance there is a lot of knowledge
about how this works. Often | experience
that when you enter with your concepts
from one field into another field to see
how they work in it, you can actually
learn a lot. That’s how social anthropolo-
gy works. As a foreigner you learn a lot by
being a foreigner in an unknown context.
So for me it is a way of pushing myself

in a place where | don’t have that much
knowledge. | have to find the words, the
language, and through that the process
of understanding starts to unfold.

MK: You say that the hypothesis *‘marks
the threshold between the known and the
unknown’. It seems to me that you are
building your practices on these thresh-
olds.

NG: Yes. Threshold is the gray area where
suddenly you have no more means and
you are no longer secure and then it be-
comes intense for yourself and interesting.



Suddenly you have to be very active to
understand things. It’s simple but it’s
what we had to do in the workshop. You
have your habits and a way you walk
the city. But when you step out of that
space where everything runs automat-
ically and there is an obstacle so you
have to make a detour, suddenly there
is something unexpected and you are in
an unknown territory. From here it gets
interesting. Sometimes it’s good to pro-
voke or push our-selves in a new and so
uncomfortable situation so you can feel
happy to discover something else.

MK: So you intentionally set up contexts
of work that are resistant to habits or
the comfort zone and which can offer
the obstacles for you to push against?
Do you apply this to life also?

GN: Maybe on a daily life basis it is dif-
ferent than in the artistic research pro-
cess, where you create a frame and then
step back and look at it. If at the same
time you are also changing parameters
of your life it can be quite exhausting.

MK: We spoke about the role of transfor-
mation in your work. Do your practices
trigger transformational processes not

only in the context of your artistic re-
search but also in you as a person?

NG: Absolutely. | think I'm one of the old
school artists that think that you can grow
through your work also on a personal
level. We're cultural workers. We do work
to survive so on one hand it is business.
But on the other hand it is so beautiful

if the work can bring you forward in your
personal development. | am interested

in that. | am not Jeff Koons who thinks: it
has to be the most expensive and | want
to have a good life. Maybe because | come
from a Catholic background and some-
where | think that art has nearly a pseu-
do-religious role in my life.

MK: Yes, but maybe your idea of a good
life differs from Koons’. Can you give an
example how your practice has a trans-
formational effect on you?

NG: Well | gain an understanding of how
humans function. That’s on a basic re-
search level. Yesterday | had an interesting
conversation with a friend and she said
what would happen if you would go into
an exhibition and find the work you have
done fifteen years ago. Then we talked
about how much we transform. When |
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was 20 | wasn’t making good art but it was
important for me to make it and through
that articulate myself and proceed. So |
hope that | don’t stop at a certain mo-
ment with the process and get lazy saying:
ok, this is my vocabulary, I'm in it. It’s legit-
imate to do that but it’s not so interesting.

MK: Yes, but why not laziness. Why always
work and self-improve through work?
Why not accept what is? Can what is, be
enough?

GN: Yes. Lately | have been thinking more
about the whole concept of work because
in the last 10 years | have been constantly
working on one project after the other,
defining myself through this articulation.
Art creates my identity but at the same
time it is crazy, exhausting and can turn
self-destructive. But it still gives me the
feeling that | live intensely and that | am
somehow closer to the world by creating
another mode of being in the world. May-
be | don’t go on a vacation but rather do
a project in a foreign country and meet
new people that | like a lot, to get in touch
with people. But this whole work ethos is
in fact very questionable, that we define
ourselves so much through work.
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MK: It seems transiency and flow char-
acterize not only your work but also
your life. Everything is in a kind of state
of becoming, a movement, of discovery
perhaps, through spaces, through dia-
grams, between different perspectives
and interpretations.

NG: | think in the new research project
Choreo-graphic Figures many things

of earlier work will melt into it on a

new level. It will go into the direction

of embodiment, towards a more holis-
tic understanding of the body and the
body thinking. We’ll work with what we
call states of thinking-feeling-knowing
through the body that are permanently
intertwined. At the moment | still lack
the right vocabulary to explain what it
actually is. It is more like dancing around
an empty circle. It will be filled with ex-
perience, dialogues, colors and feelings.
We will develop a glossary of figures of
expanded choreo-graphies. Then | will
know what it actually is and will be able
to talk about it further. Now we’re at a
point of moving into the unknown in the
research.






LINE 17

Act 1- A play
Part 2 - An experimental list
Chapter 3 - A short story

For an experimental writing score, | decided
to take the 17th line (counting from the
bottom) of each page in the chronological
score. | ended up (of course) with a large
quantity of partial sentences that | tried to
make sense of. Each exercise consists of
three sessions of the ‘Writing Score”.

| used three different strategies to bring the
material together. The first is a play between
A and B, the second an experimental list, and
the third a short story.



Act 1
of a Play

Session1,2and 3

In this part you can read what | deleted from the
original text (indicated by strike-through) and the
words | added (indicated in bold). I linked sentences
with each other in order to create a possible dialogue
between two colleagues in a post-graduate research
program on performance and scenography studies.
They are sitting in a working studio in Brussels.
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A: During the Chinese Whispers workshop (based on circuits of
interpretation) ef-an

Nor-does-it-did we easily reached firm formulations and universally
applicable laws. 2

B: That’s sometimes logical, and intriguing to me, Here is where-
stops the picturing and-opens up into something else, and
functions in order to deliver the wanted outcome of the play.

A: Disharmony and visitors take over of the system. While to-
dealing with more complex and mostly latent emotional and
mental rubbish. It’s totally understandable that they also desire us.

B: Resonance ... Does it stage a kind of re-enactment rebellion?

A: (This has maybe to be discussed with-around an object or
surface by-to enhance its characteristics and associations, you
spoke to me about some place else.

B: Yes. Someone has left an apple last week on the trash and the
flies remain there, like perpetrators and which deprives them of
their names and faces - in some way they kill...

A: (Thinking) Interesting. | wait and while waiting, | see him
doubting, trying and thinking about Persona-is as different from
the co-authorship. The bureaucrat “persona” is rather a Your
‘normal’ life practices, and-proposing another way of dealing with
time.-and
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B: Relations there are not linear, they are from different natures
and belong also to death. For example relations are also tools for
a community to engage themselves in the process, constructing
places out of something we cannot see, and so the perception
would...

A: The story line can be linear or chronological, as is the case for
most historiographies. They answer processes...As an idea to be
formulated/performed anti-hypocritically or otherwise, btit as a...

B: (Reading) Deleuze Gilles. The Deleuze reader. Ed. Constantin
Boundas. New York: Columbia University Interweaves between
personal experience and both: intimate and interactive practices.
| remember when | read: “Le rire de la meduse” By Helene Cixous.
| think the main...

A: I'm often trapped participating in a very concise role - the
conservative approach of the bricoleur - the taming of the
materials - and the Important in my work is the digestion of this
‘it". 1 cook, boil, blend, stir fry,...

B: Importantly that would represent the relation to the world being
at the same time one of the soldiers who agreed that one of them
will be killing mothers and the others-their

that go to a place, connect with these states personally; How does

this affect you?Howdoes-itaffectyour



A: The Device that could be appropriated in order to expose the
author’s committed critique of the Relational map of an event or of
a thought in becoming. It's a way for the reader to process Thought
by opening up spaces of thought and experience.

The writer Understands knowledge is always situated -placed
within a context and conditioned Aboeut by how forms relate, how
they attract each other, how they fit. When | may-+ open a space ©f
the other is situated and conditioned. | dream it through a specific
prism that is my Fragility = chaos (=) crisis?

B: I'm Occupied all the time. In response to this feeling of loss of
control, Bureau d’Espoir has agency. Where your grandmother

is sewing the dress for you, | feel my struggle between the
Characteristics of the wedding that were maintained like
temporality and performativity of and the Movement on itself that
and-proposes a frame where affect appears as the generator of
movement.

A: Dear Anna, the way we spoke about burocracy and burocrats,
during our...

B: (Thinking) Fhe This weather can take the rest of the day;

A: ...sometimes is a five minutes conversation...
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B: (Thinking) It’s about Philosophy and religion.
A: But-the two friends remain above all still real city birds, offiee In
my hears it is appealing to the abstract archives of sensual memory
- as people. (Remembering)
1-  Amhed Sarah. Queer Phenomenology: Orientations
objects others. Buke

B: It’s about Political discourse that is often complex, and quite
boring actually!

A: Doing the dreaming, the imagining of what the dreaming is or
could be. The fact that

Was with God, and the word was God. The word is the spark of
creation, and the word

Fhis-is how | read your dream inspired by your interest to know a
bit more about dreaming.

The Present only as a potential of what is to come. And the dream
does not make sense.

Dreams unfold out of each other. They are simultaneous and
connected since they are

to Be replaced by a text or object or a movement sequence, etc.



B: thatistreated-in the Conduction is inhibited and thus
participants of the experiment can report on the Homunculus

And abstract the problem as | started to call it. They start to

pay Attention te, to consider elaborately and-to act on some
dimensions of their life that

Through the-©f writing-that seemed to bring to the fore the issue of
truth in a critical way.

A: The text doesn’t Matter anymore. It is after all, just like the
stories we tell ourselves and live by.
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Experimental
List Part 2

Sessions 3, 4, and 5

The first page of session 3 disappeared under my nose. It’s page 68
on the first ever printed score. | had the page in my hands and then
suddenly it was gone. It had the number 3 indicating the number of
the session, written in black on an orange Post-It.

This page started like any other first page at the beginning of a
session. First, there is the deadline (date and time) to determine the
questions followed by the date and time of the next meeting followed
by the location of the next meeting. | imagine it to be at Philippine’s
in the centre of Brussels. And at the end there is the list of the names
of the participants written in red, often in capital letters.

| accept the fact that I'm missing a page and | start with SILENCE. |
take the opportunity to call for SILENCE each time there is nothing
written on line 17. Apart from that, | changed the punctuation within
and between the sentences in order to create full sentences.



1.SILENCE.

2.Performance.

3."Moving you”.

4.We know the rules but we don’t know the shape. Things are us. Is
made to trigger and 5.seduce us into fantasizing. | think it's away of
dispossession.

6.Place.

7The question in front of my forehead has an intention.

8.1 address my intuition. Or my...

9.Cases are complex, and meeting people over presentations or
workshops, you may not...

10.6. None of the collaborations so far have been disappointing in
any way. So | am not.

11."Thank you for your interest in the Department of Burocrazy our
main storage space Miami and | even had it open for six office hours
and an old flower shop.

12.SILENCE.

13.SILENCE.

14,The frailty of finiteness of that original.

15.Unfinished note from Morelli: “| can not ever give up the feeling
that there, glued to my...”. Self- effacing. (...) But our notebooks
give us away. For however dutifully, we record what?

16.Version of himself?

17.Time and space, or a space of time, have intervened. It is that
space?

18.54 Damla to Victoria represent moments of bending, or fracture
lines of development. Everyday life -is not.

20.SILENCE.
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21.Deleuze. So, although he was not my departure point, | can have
recourse to be performed at the level of everyday, more beautifully
and strongly than at ideological moment. Instead of just tying one to
the past and through which past can be lived.

22.ldea.

23.How to answer it?

24.When | used the word synesthesia | was referring to the feeling.
25.SILENCE.

27.A picture of a nice small man, that goes with his surname (but still
not sure if it is). 28.SILENCE.

29.More precisely, sense is build through out the story. It reinvents
the present. It made SILENCE.

30.Man

31.1 had a different thought regarding this possibility. | saw it as a
double layered...

32.1 was following you today. | chose you because you flap your right
foot whist you walk. SILENCE.

33SILENCE.

34.SILENCE.

35.Which disaster are you? That is actually a dilemma for me, and in
the beginning | did not want to present the SILENCE, revocability of
public disengagement.

36.Conversations with people who live them to performance.
37.What are the threats?

38.That operation. Different from the one that mass media performs
everyday? Been a spectacle of hunger and suffering (much in line
with feminist performances.)

40.SILENCE.



41.Gate keepers of the work / research.

42.How is the dragon getting along with your disengagement
syndrome? Found to be severely suffering from the syndrome.
43.Books were about...which makes them even more of an object
to me.

44.This is. | think. A.

45....simultaneous... to English by a professional and.... were
installed something that looks...

46.We briefly touched upon this subject in our conversation and
| would like to ask what gesture into a curse of imposed multi-
accomplishments that enslaves? people in a a frame, a double
frame?

47.Dear Samah.

48.Produce.

49.What is their specific modus operandi, and in what way it relates
to SILENCE?

50.56 Gaja to Julia.

51.1 think you are right, that in martial law, there is a Kierkegaard
“Either” “or”.

52.The leaders give orders. The others move synchronously in the
rhythm.
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Chapter 3
of a short story

Session 6,7 and 8

This story takes place in PAF (Performing Arts Forum) in St. Erme,
France. The bolded text has been added to the original score.



They ended up sitting in the long table of the library. She asks him
“Do you consider that you have a method? If yes, what it is, and if
not why?”

It took them some time to think about it. It was very silent around,
a bit cold and they both had a small blanket around their shoulders.

He answers: “Sometimes | initiate a possible relation between
onlookers and me by filming a series of long shots. So long that
reality becomes embedded in the images. Then | make a rough cut
of the material that tells me something, makes me feel part of things
and makes me Therefore, be like, grasping the world in a certain
manner, that would produce not only a crude documentary but a
poetic impression of reality. Alimost ghostly as if one is present but,
changing constantly in relation to the surroundings.

At this point they go back to the discussion about the sequence 'S7
Sara to Hans'.

Sara: “What about filming in room with the Infinite number of
hexagonal galleries, with vast air shafts between, surrounded by
for example the library of Babel, Jorge Luis Borges. What have you
written?

It is interchangeable and just a notebook? Or it is an extension of
your-self, which is treasured in there?
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Hans: It's a way of drawing for me. All the drawings | am making
are quite clean and composed... That’s not so interesting maybe...
Do you understand what I'm playing with? In my research | am
dedicated to taking care of my relating environment: how does my
work transforms in relation... Making process. Of course there is a
sense of urgency shared, although | doubt if it must be an opposition
to what we could say a well regulated life.

She sensed that He was always so discreet, but that for him this very
vague message send On the 07 March 2014, at 17:46, by Kristien Van
den Brande was quite disturbing:

...Food, baking bread, would unconsciously suit and calm down the
wound of ....... Eyes for a sec, for a glimpse, to take a short glance
of that..... the word - or let’s say the “state”......... Outsourced jobs
(privatisation) or it could force it under its wings, by make it one of
its....... Perspective changes.... The opposite is no longer searched
in the other but in itself. There........ Experience of self produced
identities, from scratch at first, which derive, although.... site.....

Sara: This is not just a trouble shooting evidence between people
who live very far from each other but rather a traumatic experience
this one.

Remember Elke in the workshop General Intellect? You wrote you
are starting to mistrust collectivity and started to draw.

Hans: Yes And then (it), the desire, will be gone for the rest of the day
and night. Perhaps until tomorrow.



| decided to start the movie by trying to write to Novus. Over and over
again What is left on the ruins? And without waiting for an answer |
supposed some graffiti would say:

“Lovers left alive. The end is near. Perhaps. But lovers are nr. 6. And 6 in
dreaming

means to reconstruct the horror of war.”

Sara was impressed by the eloquent emptiness of those simple sentences
Hans came up with:

“Slip into its scars,
Surrounded, taken by force, by machines rolling over us, others, they can
overpower us, they...”

Hans goes on explaining his project: The character P. in one of my videos
expresses his group concerns about others. He works on the Propagation
of the symbolized ideology. But it is possible, in a game or play that by
Ridiculing the character in my movies, | try to show the fragilities in their
striving, in...

Sara interrupts the long monologue; it looked like he has taken off and
was in a kind of hypnosis. She tries to bring him back to reality. “Do you
mean Images or how do you intervene in some narrative elements like
music, or the Space of emptiness?

Hans continues while wondering in the room:

“under the shadowy drapes of night your words pierce me in a new way.
Most of the times, she works just with one book, she loves nineteen
century The FELLOW TRAVELER and THE FETISHISTIC SELF
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They move nervously in their sits and he stands up. Sara asks Hans
why would he be standing instead of sitting down and relax?¢ But
Kristien question brings her to a memory and she wonders off not
paying attention any longer.

Social choreography (I like this idea too and she smiles). Time would
become contracted, Meaning my parents could live in the now.

This tensed situation reaches the peak and is left aside never to be
completed... they ignore each other’s presence for a moment.
Perhaps a romance is only possible between lovers, best friends, or
children. My relation with poetry is vague, Sara thinks.

“On est artistes a ce prix que ce que les non-artistes appellent
form, on I'éprouve en tant que contenu, en tant...” Forgotten he too
riddles in his head.

They come back to a uncertain dialogue: Your question is quite
similar or as | understand is in the same direction as Being in and
out at the same time, like an un-escapable condition, tiredness is
concrete, battery full, battery empty... He puts the radio on and the
song is: Dear Cecilia by Simon and Garfunkel.

Sara goes on with her questioning around space: “In this same Room,
which spatialize my lead for anonymous intimacy to immediate
environment, | was surprised by the sentence in your last answer;” a
performance practice that is raw.”
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Hans replies: "I think the question about the arte povera and the
question about the matrixThat came up Last night when we began
a conversation regarding your therapy sessions as a bureaucrat...

Sara: “No I'm not speaking about that issue.

as | was moving from letter to space, Every single time, | was
occupying a new letter of the tissue. stories about what | am and
who he/she is in this totality image came about.

you use in this particular project strong statements”

Hans: “The other is the ending that could be called death. Or to be
less dramatic: The existence of another version.”
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JONS
In
STIONS



How do you construct the dramaturgy of your work with a spread o
Can you tell me how you make your artistic research communi
you find that you use certain key terms? Who is maybe a ﬁgur
ity whom you quote? Any notable artists that worked in a si
you use little experiential devices to make people unders
are doing? What science or research frame do you base
when it is artistic research? Do you use more present
point or experimental set ups? Have you communica
a general audience as artistic research or mainly wit
for beginning/end block? What is the potential of
ments for community building? How do different
audiences of reenactments get involved in the
does the troublesome theme of the reenact
ly war, affect the quality of the communiti
and in what way, is the tension between
productive in your research? And coul
trigger a process of change? What rol
Could the research itself be transla



s or practices, which translate your
nto patterns or punctual decisions on
dramaturgy? Would you give an exam-
rstood as a tool for control? Does it stage
on”? In which way could confrontation be
nnection to the score and how does it relate
would you relate Foucault’s idea of “internal-
search? How do you want to engage audiences
th these narratives; how might context affect the
e this connection between your practice and your
ts operating? How does one inform, illustrate or guide
ould be the character for yours? In how far do you feel
ct your authorship by masking it through role-playing (the
e Ministry) or pseudonyms (the shared author), in order to
me to a more profound sharing of your research? And how
nction for you? Do you think that sustaining practice is the time
on of habits? Or is it more the time and space measured by the
n, and does not intend to transcend the threshold of experience ?



But if it does, is the transcendence creating a space for a subje
abject of the practice? Could you elaborate on scores as ‘colle
positives’ that allow for or enable the emergence of ‘new’ kno
what way are scores relational and how is relationality of th
factor in production or rather processing of knowledge?
portance of accident in the process of emergence of kno
or processed in/by the score? What do you think art
try at war or in conflict; what is the need of art and
the people and the situation, and is it different fro
After seeing your sound installation | would like
relation you want to develop between physical
And in what way this affective relation to spa
the individual experience to the collective
artistic practice of painting and other, use
stand the new °‘rules of the game’? Co
selves in immediate re/interactions to
logical order of these different pro
do you relate to traditional/extern






How does an object speaks about a work? Can you elaborate on the
tiple dimensions of bureaucratic machine, how you approach t
the double bind destining it to failure? How do you feel abou
potential of persona to rather inscribe the operations of the
machine on its audience within performative instances? H
should the ways ”to play with that control, levels of com
and trust/distrust” go, in your opinion? So the question i
the ‘naive’ quality you use in your work, protects it from
Do you see naivety as a liberating gesture? Is this stri
“would grasp a world in a certain manner that w
representation through extrinsic discourse but, i
a certain practice of relation with and of the w
objective idealism of Plato or even neo-Hegeli
other “instrumentalized” lens of critical theo
ate a being from the circumstances that e
critical mind? Isn’t critical theory somet
of relation to the world? Don’t you thin
proaches of analysis/practices enric
world rather than alienate us from i



he reenactment without terms en-
they are essential and how they stay
f the self of a living history player? Can
you connect with these states personal-
w does it affect your relationship with the
ic that is affecting you or you are affecting
two states, or is this a sympathetic sensibili-
etween you? How do you resolve this apparent
any? Or, differently said, what is, for you, the rel-
esthetically a critical/political issue? Or, different-
der working in a field of tension framed by two po-
d aesthetics? If yes, why? If not, can you qualify the
hich underlie your project? Do you think it is possible to
rammatic writing a kind of “visual/artistic value” as in some
ation? How can ‘thinking’ be a real creation and not a re-
of thought? How can it be light and playful and yet consistent
g its integrity? How does it work for you free association in di-
atic writing? Besides Tarot, is there any other method do you use?



Can | undo myself as the author of my thought and as a owner or k
my knowledge? To what extent can | not know and linger or hesit
non-space of not knowing? To what extent can | pause in silenc
myself of myself, undo myself as a figure of knowing and bec
for dreaming the other (the case), a clear transparent mirror?
| become that can | just watch what | see in the mirror, wi
and just be totally present to it? Can | then see it - its fo
ments, direction, rhythm, patterns, and the question or i
What are the conditions for productive fragilities? Fi
(which is, in fact, a very powerful mechanism of co
power) become an artistic practice? And how doe
artist while displaying/displacing her in the spa
the meaning of the experience? Second, regar
see the exercise of control operating in the
a loss of control (and one could even argu
the description are also forms of Anorexi
experience? In a world where it has be
think that it runs the risk of becomin
when it is set up inside an arts galle



m the one that the mass media per-
research -the way you develop and
freeing ritual, or maybe the other way
? In order to create this shift in how we
tarian) object around us, in which way do
ift? You mention spiritual practice, which is
d maybe you did not mean it in relation to how
did you? Could you maybe describe that transi-
uncanny appear? Also, do you find your work po-
h way? How can this burocrazy inspire the political
tem we are actually living in? | am intrigued by your
re, it seems to come up a few times in the last few con-
your observation of the shoemakers’ not-quite-so-good
els, and how in some way you felt connected with his work,
dering if lack of success is an awareness that is present from
g of the process, so perhaps this allows you a sense of freedom
in process? Or is it a determination to overcome failure become
force for the process? Or is it something else?



As you are appealing to these sound spaces as connection we m
previous experiences ... in order to establish bonds with the
| wonder to what extent are you opening your work for the
of synesthetic shuffle — as synesthesia is known for strengt
ry. Hearing your text on ‘conditions for productive fragiliti
about what kind of entities fragilities are? Are they mat
al, hypothetical or actual? Once when conditions are t
what do they themselves produce? What is their spe
di and in what way it relates to inconsistency, whi
ty? Or are there many? How they relate to them
And how they affect the other? Is your Shado
fragility? And if so how does (/could) it oper
it produce in relation to the context that c
gilities act while remaining fragile? And s
ile? | would be interested to know how
very much interested in which strategi
tigating and what do you think the
these manifold multilayered dreami



ions or to underline already existing
in the sense that Lisa Nelson suggests
habits of perception and to expand at-
king with phantom sensations are there
ou’ve already used in this way, or can you
of practices to introduce phantom sensation
interested if your research of civil/social dis-
pleted or better said added with a score/ritual
rtial solution of this “disease”? And by solution |
reveals it and assists its recognition. Could you give
hese strategies be also applicable in smaller collec-
s, artist groups, etc.? If this is the case, what do | reveal
work? | am curious how you combine the scripted with
€ unexpected, how to be both prepared and unprepared
o be unprepared) and how to know where the opportunity
lement lies? | wonder how is dreaming different from creative
nd/or fantasy for you and what kind of relationship it has with
? How does that work for you?



Looking at the picture and then, immediately after, re-reading your
to the question from last week in a form of a very performative text,
could you please narrate the space of Burocrazy in order to ill
Burocrazy is displaced? Can you think of any mechanism for ta
from yourself when being part of a performative work? Is that
possible in any other kind of creative work? What is the di
“being present” through a work of art where you are n
sent(ed) but still there, and become yourself “the obje
work? Do you think it is possible to achieve through
vision of your work as a performer? How would yo
“object”? Could the others as an audience, work
that “solve” the problem of your own auto-perc
the exercise of these “details” at your perfor
way for something? Is the ritual the litmus of
for you to research the context of everyd
relation between ritual and everyday life?
I’'ve sorted out “desecration” (as the alt
tion, exposure for revelation of the hi
do you consider, think of, or imagin



earch are very connected, right? And
clinic fit into this as a performative ac-
ng or addressing political perfomativity?
st at all? And what would be the place of
with? If you put yourself into an imaginary
sible present how would u use synesthesia as
ork on building/developing sound scenography?
of sound be built? By which principles they would
ould they develop in time? How would they affect
exactly is a synesthetic event and how does it occur
? How would you define briefly the Western canon of
if there is any for you? And which media/methodologies
if you had to omit that canon in your research? How would
ate the topics that interest you to the public? But | remember
rimented with the position of listener in one of your projects (or
how did you experience the listening from the place where you
ted to “talk”? What is your participation to the apass program ben-
ou in terms of new knowledge (or maybe shifts in old knowledge),
hat kind of long term changes is this New likely to generate (if any)?



Do you search for these “you(s)” left behind that would maybe co
to confront you in your practice? Are you concerned with keeping
with some people you used to be? If you feel like, could you elabor
your idea of victory over death in relation to your practice? Ho
the term “choreography”? | am wondering however, if the ter
phy” introduces a special order of relations between these
entiates the weight of things? How does your practice rei
of choreography? What is the status of the written word
dered) for your work? Where lies its strength/weakne
be clothed/dressed in words? So, my question will be
explain me about your research without using wor
this version of your piece is in comparison to ot
in other contexts, and how does this version r
sions of the performance as they occurred in
corner and on TV? My questions are: what
And how does it operate? What are the
starting points for exploring this on a p
ing if you have, or would consider taki
the phantom sensation, or is that no



ded to propose this kind of physical
was not the case for your installation,
the audience with particular physicality
n general? Are you or would you be inter-
n audio and kinesthetic memory? First, how
t, a very powerful mechanism of control and
me an artistic practice? And how does framing
le displaying/displacing her in the space of an arts
ing of the experience? Second, regarding Anorexia,
exercise of control operating in the practice? If An-
oss of control (and one could even argue that the prac-
the description are also forms of Anorexia) how do you
its experience? In a world where it has become a widely
, do you think that it runs the risk of becoming “fashionable”
r “stylish” when it is set up inside an arts gallery? And how is
ion different from the one that the mass media performs every
is the dragon getting along with your hippos? We would need a
f your day to day activity; how, when and where are you disengage
e clinical parameters of your operation?



Do we need to order uniforms and identification cards for you? If
color, shape and size do you find most suitable? How could this
on language (but also “academic”, non-fiction writing) inform
new ways? Do you experience this as a loss, is it a significan
and in general) or is it only nominal? Can this loss be avoi
want to avoid it)? Instead, | am specifically curious about
rious about food or food demonstrations OR what you
through them? (depending on which one is your appr
radicalize these risks, within your research metho
know if through her therapy, you diagnose the
chine, or if the therapy is only for the ‘character’
words, what is the therapy dealing with: the ps
the worker? Or the constipation of the whole
like to know how do you perceive this wor
you could describe the reenactment with
ponder on why they are essential and
construction of the self of a living hist
satisfying for you and your audienc



ou agree to, on the decision mak-
r films? Do you plan ahead the whole
ocess? Or are you following your intu-
at you have a method? If yes what is it,
borate on how u understand and practice
ctice in relation with the world? When you
r present self, what happens to that self, how
out you? Is it with you as a spectator whilst you
Ives, maybe future or unidentified selves? Or is it
erhaps no sense in speaking about ‘spending time
simply is or is not? If this notion of various selves be-
research and artistic production, with what words and
s could it be handled? So, | wonder how responsible are
on of images that evoke a certain content, and how some-
r existence of images-messages-content can turn into a kind
toxicity, or even worse, can turn into nothing else but a vague
(like the outer space waste that floats forever with no gravity
ely hoping to bump into something)?



So....what are we doing with our stories? Is it the notion of “order
sequence or is it the generator of the system? In which ways cla
and categorization feed the system? What kind of intimate op
plies a system of classification? Is it possible to imagine an
driven by the disorganization? Is the chaos a possible ord
you place the concept of apparatus/ dispositif into your
it interchangeable and just a notebook? or is it an ex
which is treasured is there a certain kind of sketchboo
cils ... you prefer or do you use whatever is at han
sonal, sensitive, graphic, analog approach end up i
and (online) questionnaires? How do aesthetics
describes as the political need for a matrix for
thoughts, ways and solutions getting born in
is the role of aesthetics in your work, in rela
do you see your aesthetics affected by t
that emerge in a collaborative environ
this violence as a political one: the ex
deprives you (in this case literally) o



bjective character of this experience
on liberating and restful)? What is then
olitical’? what kinds of violence are ‘al-
ment, and to what end? And again, how
ties? Can you take me through how the im-
-days relates to this video, as | find it hard to
rough which to build an understanding of them
position, and how this is connecting to the nar-
? How to work at the point of desire? How do you
having lost the card to buy the bread in the former
toddler, which lead you to go through all the process
alistic” consequences of a shameful act and an eventual
rooted guilt, could have potentialized your declared ten-
tro-sexual artistic practice, so many years later? Did gay and
ecome somehow related since then, and if working with food
ad, would unconsciously sooth and calm down the wound of dis-
t emerged from having lost the card of acceptance to have access
a primary basic urge, as the fact of being homosexually oriented?



In other words, could your dedication to gastronomy, with all your
rainbow colored breads, be a practice which is still paying off ad
in the sexual education of the erstwhile political system? Do you
tronomy, its chemical and shape transformative virtues and i
science of taste, is related to sexual orientation in your practi
the over-mannerisms of acting camp could have emerge
find an impertinent theatrical expression to challenge
grabbing attention to deliver updated knowledge, ma
formative practice of today? How are things in the
How is the day-to-day work going? In the Depart
Stockholm we wonder if we spend too much tim
mental health and too little time is spent thinki
the people? What do we want mental health t
thoughts on the matter? It is obvious to me,
project is very ‘vertigo-ously’ performativ
mativity is entering the different zones
and practice? What would then be an
monality and how it can potentially
ethics, of what constitutes work, a



you think: are we only able to create
organize themselves? To what extent
ork? Related with your films: How does
ms since this landscape it is not occupied
ssed from its wounds, from its footprints?
scape after the battle” but within a fake rec-
memory that resides on the landscape? How
those how are already in a pose of a pose? How
he idea of a camera as an instrument that can steal
ething similar nowadays with the obsession for con-
ge? How would you apply this sentence to your films?
n with the “making” of the characters and with the edit-
d how do you place the images or how do you intervene in
elements like music, or the disposition of the fragments or
sion of which fragments are in the film and which are not in?
you the time of writing? Or when is the time for which writing?
er you saying that you attempt to resist a masculine writing - is it
siteoppo that you set out to grasp, a feminine writing? And if | read
| know about you?



What ‘strategies’ - if that’s the right word - do you use to reach great ti
plateaus - if that’s what you reach for - in-between day-night, masc
inine, work-life...? Could you elaborate on the specificities of “
What is a ‘mode of engagement’ with scores and how could
‘mode of engagement’ be induced for the realization of the p
scores you mentioned? If every image tells a story, how d
images that you edit? How do you choose those that, in
you frame, hang on the wall or put on your mantelpiec
piece, that would mean 1-5 of lasting presence in the
shift many mantelpieces of a fleeting presence? Do
Or do they stay cold while central heating is ins
How do you avoid that your house gets on fire or
the fact that you made that “hard cut” to com
follow the a.pass program, is something sy
and as an artist? Is it something that you d
feeds you? Or is it something that happe
idea that you want to investigate by e
if there is anything that lives beyond



u, but no longer does the trick? What
d to fulfill its promise? What moves you
n engaged way, etcetera? And could you
ars when you feel moved by circumstanc-
ive research project that resulted in the book
and the KITCHAIN project participation (just
e profession of the dramaturge)? How does your
rtain horror vacui of history, which is contained in
ges you surround yourself with, place yourself and
as an artist in this incredulous society? How is this
u maybe also sketch the way the development of your
rs has influenced your life choices? How the way you dealt
d to change the way you dealt with life (politics, work, rela-
mininity, whatever fits...)? What does this paragraph mean to
frame of your research question? Why did Panero interest you?
omes the question on how to be part of society? Where does one
t upon? Create? Is this a problem of knowledge or is it about the
r lack of it) for something in a particular universe?



What does the gesture of submitting one power to another do to the
department as a persona and as a project? How do you think the mo
affect the potential applicant’s image of the process? Do you beli
have the same kind of power and do you still believe in what yo
something like the Head of Department’s retiring plan? How do
Ms. Sérenson? Your camera is retelling their stories...but w
And | don’t mean in your private life, more your personal
for your generation? Are you looking at marriage as a
strange ritual that soon will be forgotten in our moder
ing for hidden cultural meanings in the Ukrainian m
litical meanings in marriages across borders? Do
difference between violence and cruelty, betw
presentation of your research, between the
Or how do you relate your research to the
poses it (I am asking like this because | kn
of Cruelty)? If we assume that getting m
and preparation - is both my dream an
for me in any form? How do you me
all? Is this a solution to your proble
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BEHIND
THE SCORE

In this part of the Scores Publication we take a look
behind the curtain of the Scores Writing process,
and enter into the curatorial field. Mala Kline inter-
viewed Lilia Mestre on her choice to work on scoring
and how this resounds through the research and
the artistic work. She also talked to choreographer
Lisa Nelson and visual artist Nikolaus Gansterer on
the concepts and ideas that were explored in their
workshops in a.pass.

Next to these interviews there are some visual and
textual interpretations crossing the whole working
and writing process. You'll find Line 17 and the Ques-
tions in Questions in this section, as well as the free-
floating extras: the Glossary, intricate Maps and the
info leaflet of the Public Disengagement Clinic. These
texts weave their threads through the Scores mate-
rial to make unexpected patterns appear.









