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‘Laughter is an affection arising from sudden transformation of a strained expectation into nothing’
EMMANUEL KANT
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‘The “blackout” that covered the Northeastern states recently,
may be seen as a preview of such a future. Far from creating

a mood of dread, the power failure created a mood of euphoria.
An almost cosmic joy swept over all the darkened cities.

Why people felt that way may never be answered’

selected writings by ROBERT SMITHSON
‘Entropy And The New Monuments’

LAUGHING AS A SENSATION, AS A BODY EXPERIENCE

What happens to a body in a laughing experience?

Laughing is not just an action:

the body goes through several steps before arriving at the stage of laughter.
Laughter is directly related to a certain perspective,

away of seeing, perceiving and feeling things.

Laughter as a release and as a relief.

The starting point for this work is to consider the laughing body as a hypothetical
permanent body. The body passes through different states before arriving at the
laughing point. I use the phrase of Kant as the beginning of my analysis of these dif-
ferent states. The expectation the body creates is an expectation that suddenly dis-
perses into nothingness. It is the fact of falling into this state of incongruity, that
creates the laughing fit.

When I think about a body completely absorbed in laughter, I think about a body
out of control: the laughter takes possession of all the muscles, all the movements.
The body doesn’t arrive at controlling its movements, it falls into a state of no direc-
tion nor reference. The laughing body is a body lost in its movements, a body that
tries to control itself, but gets overpowered by the laughing. The body loses its con-
tours, and constructs a distorted image, an image troubled by the laughing it can
not control. It senses this distortion, but the ridiculous is completely ignored by the
addiction and the pleasure of laughing. The body permits itself doing movements it
normally would never allow.

IN RELATION TO ANOTHER BODY

A laughing body in relation to another laughing body is a body in contagious com-
plicity. The bodies laugh at each other, they laugh through each other, and they pro-
duce laughter out of laughing. By abolishing the reason for laughing, the laughing
state becomes its own reason: the laughing is the detonator of the laughing, it’s a
circle, a spiral of contagious action. These bodies touch each other, they support
each other, while at the same time drawing each other deeper and deeper into the
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THE LAUGHING BODY

uncontrollable laughing state. These bodies are invaded by images and sounds in a
constant loop (the one gets his own image mirrored while at the same time function-
ing as a mirror to the other), and this provokes their mutual laughter. These bodies
create a relation in which taboos are breached, they allow each other to touch upon
them in a way they would normally not allow. When caught in the laughing state, the
body tends to reach out for the extreme, for a total loss of control. A contagious state,
very close to the experience of pain, provoked by its incapacity to stop the laughing
spasms.

Iwould like to make an analogy between ‘the laughing-out-of control-movement’
and the loss of references of the contemporary body. The body and its relation to
‘le devenir, the ‘becoming’. What are the ideological and spiritual references of the
contemporary body? The body trapped in an in-between space where the possibili-
ties of ‘le devenir’ are blurred, the body with its impotence to prevent what is going
to happen, without access to what it is itself creating, this body finds itself in a place
where it does no longer find a frame of social references to cling to. The movement
of this body is strictly attached to a belief system that is permanently put at stake, in
a constant state of doubt. The laughing fit in this body can be seen as a survival tool:
as an answer to our bodily need to create sense, there where every kind of sense has
been displaced or discredited. This body’s relation to sense almost touches upon the
non-sensical.

IDENTITY

The identity of the laughing state is blurred.

Who am I'in a laughing state?

If there is no control of the self, my identity is blurred,
the body is lost in the laughter, and loses its will.
When it obliterates the very elements that define it,

it becomes pure laughter.

CONTROL AND OUT OF CONTROL

Contemporary society is frequently referred to as a control society. We live under
the constant threat of real or imaginary dangers. This state of permanent risk corre-
sponds to a state of permanent control, a preventive ‘preemptive strike-strategy’ that
is supposed to suppress the risk. A body that is all the time being controlled, is a body
that has come to look at itself in a very peculiar way. It is a body that has internalized
society’s gaze, in projecting both its own and the other one’s ‘regard’ on itself.

My proposal with laughter is directly related to this ‘regard’, to this control, to this
risk. The (individual and social) body has created a constant fear of running risks,
the risk being so present that it avoids any kind of risk-taking altogether. The body is
afraid to act, is continually in a state of prevention. The question now is how the body
can acquire a sense of liberty in, or better, out of its state of control?

For me, laughter proposes another look at this continuous state of fear of acting,
of doing, of proposing something new. Since it is exactly the sense of ‘the new’ that
seduced society into a permanent state of fear, it has become weary of ‘new’ propos-
als. The craving for the new is tinged nowadays with a sense of impending catastro-
phe, and the fear associated with it. In this context, how can we still believe in new
possibilities?



In my perspective, humor can play a very strong role in this particular situation.
Through laughter, the body expresses the need to create lightness, to turn around
the embodied freight, to bring itself into a laughing state as a strategy for survival,
to mirror our societal situation, by a subversive bodily experience. The laughter puts
our existential situation into perspective, and adds to it a sense of release and relief.

But:

What can the body create and generate in this continuous state of laughter?

What kind of movements does a body generate in this particular situation?

When the sense of catastrophe is so extremely present, can the laughter indeed func-
tion as an antidote to administer at a time of tragic awareness, and how?

THE RELATION SENSE AND NON-SENSE

The body is continuously in the act of creating sense, of constructing meaning. And
it is this sense-making body that interests, in as far as I'd like to place it in a context
where especially this act of constructing meaning becomes impossible to fulfill. For
me, the field of possible interpretations today has become so huge that it started to
resemble a black hole of meaning, which I find a very interesting concept. The black
hole for me is a place I'd describe as a container full of energy, a place full of potenti-
ality and possibility, that nevertheless doesn’t allow for these possibilities to be real-
ized or perceived. I don’t consider the black hole as a negative space, since for me it
is a place of mystery. A place we don’t know, of which we cannot know where it leads
to, but which is nonetheless full of unrealizable potential. For me the laughing body
functions in a very similar way as the black hole. If we imagine the hypothetical situa-
tion of a body completely absorbed in laughter, for me this body is a container full of
energy (a container generated from the tension deriving from the risk-avoiding con-
trol mechanisms of the body). This body is in a continuous spiral movement, gen-
erated by these opposing energies, by a dense gravity from which it tries to liberate
itself.

The continuous presence of non-sense in this space generates the continuous
laughter, while the body at the same time unremittingly keeps trying to restore sense
and create form. The form of this space is in a permanent state of expansion.

BLACK HOLE

Black hole: a region of space with a gravitational field so intense that no matter or
radiation can escape.

Black holes are probably formed when a massive star exhausts its nuclear fuel
and collapses under its own gravity. If the star is massive enough, no known force
can counteract the increasing gravity, and it will collapse to a point of infinite den-
sity. Before this state is reached, within a certain radius (the event zotizon), light itself
becomes trapped and the object becomes invisible.

Singularity (physics & mathematics): a point at which a function takes an infinite
value: Especially in space-time when matter is infinitely dense, as at the center of a
black hole.

I would like to make remark on and accentuate the analogy between this space
and creation. Creation is for me a space where the body deals with mystery, with the
unknown and by consequence with non-sense in its strict relation towards sense.
It is a place full of possibilities, where the form, the sense is not yet pre-dictated,
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‘The museum of the void’
by ROBERT SMITHSON

so creation is still possible, new associations can be generated, new logics can be
revealed. Singularity (as at the center of the black hole), is the point where the body
needs to be, where creation can appear and be revealed. With laughter my intention
is to show this field, to put the body in this point of potentiality. Revealing the body
absorbed by laughter, by this spiral movement where the non-sense is very present.
I would like to show the body in relation to the non-sense, the movements it gener-
ates in this field. Movements that are built up through sensations. I can only define a
body absorbed in its laughter state, in pure hypothetical form and consequently only
defined by sensation.

SENSATION

Sensation:

+ Aphysical feeling or perception resulting from something
that happens to or comes into contact with the body

+ Aninexplicable awareness or impression

Origin: early 17% century: from Medieval Latin sensatio (n-) from Latin sensus (sense)

Laughter starts with sensation. To make this sensation visible, its intensity has to
become so present that the body itself becomes this ‘sensorial space’. I have to throw
myself into this sensorial space to be able to work from and on it. The intensity of this
sensation is stretched, exaggerated to the extreme that the body confronts itself in a
space that blurs every kind of sense-making. The body is challenged by this unknown



‘Je suis le peintre de ’espace. Soyons honnétes,
pour peindre lespace, je dois me rendre sur place,
dans cette espace méme.’ - YVES KLEIN

space, in which it becomes unrepresentable. Everything becomes an exaggeration.
By laughing, I throw myself in the void, in the not-knowing of what is there. A place
where language is uncertain, language is confronted by non-knowledge, by a non-
space, to a place where knowledge and space are not defined. The body becomes sen-
sation. The object (body) is dragged in by the subject (sensation/laughter). For me
singularity is the point where all these occurrences can happen, where creation can
succeed. Taking the above-mentioned definition of singularity, in which singular-
ity is defined as the point where a function takes on an infinite value, for me this is
analogous to the starting point of creation, in which the artist has to find himself, in
which possibility acquires an infinite value too. The artist is dragged out by the black
hole, out of this point, where he doesn’t know what he will engender, and he just lets
himself be carried out, dragged into creation by the non-space, by non-knowledge,
by sensation.
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THE BODY IN RELATION TO THE vVOID

My proposal with ‘the laughing body’ is an attempt to represent the body in its rela-
tion to the void. Maybe I could replace the word ‘void’ by ‘nothing’, but even though I
feel tempted to do so, this substitution seems particularly delicate. For me, the void
and nothingness are strictly related. They become the same or, maybe better, they
interlace themselves until the point of almost overlapping through sensation. The
body in its relation to the void is directly associated to nothingness, but this nothing-
ness and this void are at the same time not empty spaces, they are spaces full of move-
ment, full of happenings. Only these movements in some way seem to be non-sensi-
cal movements. In these terms I can name them void, emptiness and nothingness.

The body in relation to the absence of sense.

When the body is dragged out by the laughter,

it carries these same characteristics in somehow,

this loss of references,

these out-of-control movements with no concrete direction,
this presence of two opposite forces like gravity and lightness,
the voice that just emits a sound with a particular vibration
but no particular language,

this presence of incongruity, distortion and the blurred,
this expression of the faces with no particular references

to what they mean,

etc, etc....

The laughing body proposes another way of reading

and looking at the body.
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he lavohing works

PUNCH LINE (DECISAO/DECISION) ‘ LAUGHINGDRAWINGS ‘ LAUGHINGWALK | LAUGHINGAME

PUNCH LINE (DECISAO/DECISION)

Punch line: the final phrase of a joke, providing the humorous or dramatic point.

“L’essence de ce comique (comique absolu) est de
paraitre s’ignorer lui-meme et de developper chez le
spectateur, ou plutot chez le lecteur, la joie de sa pro-
pre supériorité et la joie de la supériorité de ’homme
surla nature. Les artistes créent le comique; ayant
etudié et rassemblé les éléments du comique, ils savent
que tel étre est comique, et qu’il n’est qu’a la condition
d’ignorer sa nature; de méme que par une loi inverse,
lartiste n’est artiste qu’a la condition d’étre double et
d’ignorer aucun phénomene de sa double nature.”
BAUDELAIRE ‘L’essence du rire’

A joke can be defined as a structure, that guides the
listener into a certain story or action that seems

to make sense, until the moment the punch line
arrives and the sense is completely inverted. The
punch line breaks up the sense of the structure
opening up a completely non-sensical space. The
punch line is the line upon which sense and non-
sense meet each other, provoking the appearance
of laughter.

I am especially interested in the punch line ef-
fect, in the meeting point where sense is complete-
ly subverted into non-sense. Where logic falls into
the absurd, into nothingness, and as a reaction
towards this switch the body ejects the laughter.
The perspective is completely switched around,
the logic is turned upside down.

Punch line (decisao/decision) is a video-sound-
installation in which the body falls into laughter
after being hit by the punch line. The body of the
artist and his relation with laughter. Why does this
body fall into laughter? Where is the punch line
situated? What is the relation between laughter
and art?

The body of the artist is a split body, a body that

is at the same time one and another. The comic
always springs from a dual relation: the one who
makes laugh and the spectator that laughs at. The
body of an artist is at the same time the body that
initiates the laughing, and the body (the spectator)
that laughs. The body of an artist is the body that
exists in an in-between space, in the singularity
space, which is the place of the contemporary body
and the political body, the place of the fracture.
What is this fracture place? This place where the
body deals with the space of possibilities, the space
of non-sense, non-knowledge, non-language. The
space of creation, where the body deals with other
kinds of knowledge. The laughable logics in a cer-
tain sense. The game space.

Robert Smithson defined this space as the “haha”-
dimension (the fourth dimension), when he makes
an analogy between the different types of laughter
and geometrical forms.

‘Fuller was told by certain scientists that the fourth
dimension was “ha-ha,” in other words, that it is
laughter. Perhaps it is. It is well to remember that the
seemingly topsy-turvy world revealed by Lewis Carroll
did spring from a well-ordered mathematical mind.
Martin Gardner in his “The Annotated Alice,” notes
that in science fiction story “Mimsy were the Boro-
goves”, the author Lewis Padgett presents the Jabber-
wocky as a secret language from the future, and that if
rightly understood, it would explain a way of entering
the fourth dimension. The highly ordered non-sense of
Carroll, suggests that there might be a similar way to
treat laughter. Laughter is in a sense a kind of entropic
“verbalization.” How could artists translate this ver-
bal entropy, that is “ha-ha,” into “solid models”?
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Let us now define the different types of Generalized
Laughter, according to the six main crystal systems:
the ordinary laugh is cubic or square (Isometric), the
chuckle is a triangle or pyramid (Tetragonal), the gig-
gle is a hexagon or rhomboid (Hexagonal), the titter
is prismatic (Orthorhombic), the snicker is oblique
(Monoclinic), the guffaw is asymmetric (Triclinic). ¢
ROBERT SMITHSON

Contemporary body / Singularity / Punch line

Contemporary: existing or occuring at the present time.

Giorgio Agamben in ‘Qu’est ce que le contempo-
rain?’ puts the question, ‘from who and from what
are we contemporary? And what means to be con-
temporary?’

Giorgio Agamben situates the contemporary
in the rupture, in the fragment, or to be more con-
crete, in the ‘déphasage’ between the ‘actuel’ and
the ‘inactuel’, between the light and the obscure.
Defining someone as contemporary, is saying
that he doesn’t totally belong to his time, that he
stands in this fracture, from where he’s more able
to understand his time. The fracture is the place
to take a distance from your time. This fracture is
the point where past and future meet each other,
where the ‘visible’ and the ‘invisible’ touch upon
each other. Agamben defines the invisible as a
place full of activity, the eye activity, the off-cells
activity (the activity of the eyes in absence of light),
from which he brings a certain light, visibilty that

Are we still able to generate these solid models,
is this body still capable of new propositions?
My work questions this proposal. What kind of
work am I producing? What kind of work can I
produce through laughter? The relation to the
laughter as a waste of energy, discharged energy
that normally falls into the void. How can I use
this energy to create work?

is located in this obscure space. This obscure space
is for me the center of the black hole, the point
where a function takes on an infinite value.

The point of fracture where the contemporary
body is situated marks the point for creation.
In other words: Singularity?

Is singularity not the same thing as the punch line?
Singularity as the point where the sense and non-sense
meet each other, and the laughter as the black hole.

Singularity and the punch line are both points
where the paradox, the incongruity appears. They
hityou in a such a way that everything becomes
blurred. Until a new sense appears. The moment
a certain way of thinking, of functioning breaks
down, obliging you to see things differently. A mis-
take that appears in order to make a new under-
standing appear. The element of trouble.

LAUGHINGDRAWINGS

Laughter and its relation to work/praxis (from
Greek prattein: “to do” in the sense of acting),
and poiesis (from Greek poiein: “to produce”
in the sense of bringing into being).

The laughing drawings are drawings made within
the energy of laughter: for a period of more or less
3 months I made a laughing drawing each day. The
laughter is the motor for the drawing, the laughter
makes the drawing appear. I force myself to me-
chanically produce laughter, which at the same
time creates a drawing.

Iuse the situation of laughter as an intimate situ-
ation. I'm alone while I'm doing these drawings.
The results do not have a logical form (formless),

10 THE LAUGHING BODY

they look like sketches with no apparent sense.
While I'm doing the drawings, I record myself and
I show the result in front of the camera. What are
these laughable drawings? What kind of product
are these drawings? The laughter as an energy to
practice, as energy for producing. But what kind
of product?

The failure element. The result as a failure, in the
strict sense of the product. The failure is accentu-
ated in the fact that this product has no apparent
function, nor even a sense of beauty. The proposal,
the motor that brings me into the realization of this
daily activity is questioning the product as a result.
The fact that this proposal is a questionable prod-
uct, reinforces the question. In this way the paradox



of the meaning of failure became visible: the prod-
uct as failure, the fact that the work exactly brings
this evidence to the surface, that this question has
been made visible, exactly provides the evidence for
the work not being a failure in itself at all.
Presenting the work, a certain number of draw-
ings are put together, to create another drawing.
What kind of pattern shows up in the combina-

tion? Is there a sense appearing out of the puzzling
of several drawings? Does the recombination of
different ‘non-sensical’ drawings add a kind of
sense to them? These are the questions that I'm
playing with. The question of sense being con-
structed through simple daily labour, through a
daily constancy in the producing of these drawings.

LAUGHINGWALK

Laughingwalk was a proposition for Istanbul. Start-
ing out from an intimate and closed situation, I
made this proposition for a public space. The propo-
sition consists of a walk of more or less 2 hours.
Walking and laughing in the streets of Istanbul.
This proposition came to my mind for several differ-
ent reasons. But the one that was crucial to me, was
the fact that I make this walk in a different culture,
with different religious and political references, and
a completetly different language than mine.

The proposition relies on the question: how do
I'laugh in a public space like Istanbul’s? What kind
of relations can be created? And how can these
relations through laughter create a certain path?

Where does the laughter bring me? Which kind of
contacts, meetings will occur, if they occur at all?

If the laughter can be a tool for communication, in
which way can that be? (The fact that the language,
social and cutural barriers are broken up through
laughter?). How does the body act, with the laugh-
ter as a motor to move through the city? The laugh-
ter as the energy, the reason for taking up the act of
walking.

The body is in constant activity through laugh-
ter. I'm not interested in a certain statement, but in
a certain way of acting, in doing. The body in action
states at the same time that the environment af-
fects and provokes this constant activity.

LAUGHINGAME

The idea of a game structure for and as a perform-
ance came up as a solution to the problem of rep-
resentation. I was struggling all the time with this
idea. Instead I wanted a structure wherein the body
would have the liberty to act, to reveal itself in a
laughing situation. A situation in which a certain
relationality between all the people involved would
appear through the laughing.

I also wanted to put the concepts of ‘authorship’
and ‘director’ into question. The picture I've
chosen for the presentation of the Laughingame
(picture at the cover) has as intention to reflect and
accentuate this idea of relationality, of the shar-
ing of this experience. The picture is a video frame
extracted from an interview we made for another
proposal. All the time we were trying to record the
interview, we got caught into irrepressible fits of
laughter.

The idea is to create a working methodology out
of laughter, of the laughing body, in which the
body acts and interacts with itself, with the other
performer, the sound developer, and the public
(how could the spectator be part of the game?).
Throughout this structure our relation with laugh-
ter is revealed.

Elements of Laughingame:
expectation

surprise

control/out of control
no language
contagion

no direction

noise

memory

looping

sense/no sense

11
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amagzing
beautiful

so nice
fantastic
incredible
great
impressive
unbelievable
megda, super
i'm so amazed
it’s fucking brilliant
1love it

it’s good
extraordinary
stupendous
sensational
refreshing
500 funny
wonderful
exciting

fabulous



horrible
ugly
disgusting
terrible
looser
boring
nothing
annoying
megda shit
i'm so bored
it’s fucking shit
ihate it

it’s bad
dumb
stupid
awful

it’s bullshit
500 sad

it’s nasty
abominablé
atrocious

Punch line (decisao/decision) 13
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LAUGHINGDRAWINGS

Brussels 15.02.09 20:650, Brussels 16.02.09 08:26, Brussels 17.02.09 08:46, Brussels 18.02.09
08:48, Brussels 20.02.09 00:47, Brussels 20.02.09 09:53, Brussels 21.02.09 10:00, Brussels
23.02.09 10:23, Brussels 24.02.09 01:21, Brussels 24.02.09 10:23, Brussels 25.02.09 09:27,
Brussels 26.02.09 10:08, Brussels 87.02.09 17:36, Brussels 28.02.09 10:28, Brussels 02.03.09
01:26, Brussels 02.03.09 10:47, Brussels 04.03.09 00:05, Brussels 05.03.09 21:42, Brussels
08.03.09 21:46, Brussels 06.03.09 10:13, Brussels 07.03.09 20:19, Brussels 08.03.09 20:30,
Brussels 09.03.09 16:57, Brussels 10.03.09 16:69, Brussels 11.03.09 21:27, Brussels 12.03.09
21:20, Brussels 14.03.09 12:15, Brussels 14.03.09 22:23, Brussels 15.03.09 20:47, Brussels
16.03.09 16:68, Brussels 17.03.09 17:39, Brussels 18.03.09 13:28, Brussels 20.03.09 11:08,
Brussels 21.03.09 20:16, Brussels 22.03.09 22:47, Brussels 23.03.09 10:16, Brussels 23.03.09
23:34, Brussels 24.03.09 17:26, Brussels 25.03.09 14:38, Istanbul 87.03.09 00:07, Istanbul
27.03.09 1821, Istanbul 28.08.09 19:68, Istanbul 30.03.09 10:41, Istanbul 30.03.09 16:01,
Istanbul 31.03.09 14:07, Istanbul 02.04.09 09:06, Brussels 02.04.09 23:28, Brussels 04.04.09
10:19, Brussels 04.04.09 21:25, Brussels 05.04.09 10:39, Brussels 06.04.09 08:50, Brussels
07.04.09 09:08, Brussels 08.04.09 08:57, Brussels 10.04.09 08:37, Brussels 11.04.09 10:18,
Brussels 16.04.09 0O1:15, Brussels 16.04.09 09.06, Brussels 16.04.09 17:45, Brussels 17.04.09
01:21, Brussels 17.04.09 09:00 ...

20 THE LAUGHING BODY






22 THE LAUGHING BODY



Laughingdrawings 23



24 THE LAUGHING BODY



e ey e ———————————eeeeeeeee -




LAUGHINGWALK

o

ey

il .Hflmw:;
i

26 THE LAUGHING BODY



~
[
=
&
-5
<
Ky
<
~_







l'{i !.i

-

29



AVAWANW Ay SOACIA



s

| 4pe ¢ LoTeggs A1)
¥ puch
= Lk,

. |
SEARTIHING PLACES TOR THE PE(OPR NG
iN Tae SINGEL Anp Tn TTTAVRUL |

—

e fundaz

.—T ' >
) S TAET The (Auging Wik (fups)

2TIN0S U X3




1007 08

| WANE 10 1k AbOUt @ Mmoment. an instant where Ma things clash. that has a
BOUNC. Wherd you traneposa da image. The instant of posaibilition

fm ¥ying 10 work with the notion of atrwaching, whors the tansion gets in a cortain
way, 1o s axtrema kit Whave It gt 50 strmtes
iomeet whase oL 01 50 stretched and tensa that that I in this very

| CONTNWY 10 work, with exagoetated it

facas.
Rottures. where the Image is not recogninabia anymore. In thia sense af the
Oossitwiition e opan it can ransform in whatever the feld of possitylitien 1a open

| WAS oxDafimonting alno with the sound of a big papee, that virates somathing

hat vidraton
L | Mok o abolst Bash cokrs

10U ¥ 019025 11n dn S IV SUIUS e M-ﬁnm

32

mmmm,”wm
m-ammummummnomnﬁw

:

anm.wmwvmmw

ey
g oo Datwna the 2'3; : % g %
) st T §g§ N i
Imnm;mmmwmmmw | ggé g g :
|
‘ ::x:-ﬂ«vmmm g 5 E
5 5
35 §3

| 3
% :

[ contay "ﬂ"'""‘“— pressid g

1 30 UORINARUGD BUE UY SIUBWIG 943 S58008 Sn
10 J6URIU0D Y| SOUBI0JI SUD JOVEID O B
I 51 “0ansa Bus 81 ApOQ B e 19043000 0F 6CULIRIRI B W ADoa M

01 SN B3NP [P SULISIeL Bug [0 ADOq #is WBnoiy)

\

|
|
2
i

§

S

BECOMNG COLOR %!

BECOMING COLOOO0O000000000A000000C000R! 3

COOEOO0OLLLLLLLLLLLOO0GOCO000000000000000000A! 3
B COMNG

WHAT DO | WANNA SAY?7
POTENCY, IMPOTENCY, POTENCY, IMFOTENCY, POTENCY, IMPOTENCY

EELEVE, | BEUEVE. | DONT BELIEVE. | BEUEVE | DONT
m&&g&mth%m%w |
] mlmv& BEUE DONT
‘mma?JM woggtgr: %ﬁ':s&mum. aeusve: BELIEVE, |
oomaa‘ﬁ?ébevzuwnaéusv&-mmmomm1

BEUEVE | DONT BEUEVE. | BEUEVE | DONT BELIEVE

e —————

adAs mau Aiow00 © U DulmUe 05 Apoa e jo

QIEKING LY "0u0 BuRAUS A10A © Ul POULOSURL 0Q AN0DPNS UEd anso0.88u Lan

o 9 Agsue Moy puy 0uo Aped Adduy pojeied e Oy PUY BUO RO s eyl



ln-nmumdmammm.mwm"‘"

100k Impoositie 10 Da reproduce

ot do e

Tun_ and crash sgainst tha wal
Just g0 a4

mbum”mmnmu

don't be afred, just 0o 1L
mmbo’:\nmu.um-ﬂw.namwnﬂ
o Mb" fun, you wii ses 1

ar 10 have fun, you
zuhr"mnomnonnumwmmw
ake from ml
ww‘m,mmud-m.mmmwmmd
m—nm.m.mmmmwtu

mmmmmmmmm

m:nmyouxwﬂnnwmwmdnpwﬂmmpo
wmmnmmnnmnﬂm

THE BODY SWALLOWS
THE BODY SWALLOWS, AND GETS WET BY HIS OWN SWALLOW
NECMSTOPSWALUNOW"L’GGTGWYWWNBV"

THE SWALLED BODY BY HIS OWN SWALLOW
THE BODY 15 DRAWNED BY HIS OWN SWALLOW UKE THE OTHER ONE
WITH NUMBERS

AFTER BEEING DRAWN, THIS BODY HAS AFRAID OF SWALLING. EVEN IF HE
HAVE TO HE COMPLETLY REJECTS THE IDEA JUST THE IDEA, GETS HIM
INTO THE DRAWN STORY  1SWALLOW/, 28WALLOW, ASWALLOW.
2SWALLOWS BUT HE CANT GOL LONGUER

HE OET'S INTO THE DRAWN STORY
mmswm.mmuvmmm.uom

SWALLOWS
swmosmwovmvmommwnsvmnﬁmvmm
DRAWING KEEP HIM THINKING ABOUT THE THE SWALLOW THAT HE DOESN'T

NMW&MTEVENWMNOYSMCMSAWM

DRAWNING. mm.mmmm.mnemmuﬁnmA | CAN
NOT DO IT UKE THE RSHES, WHO'S BODY CAN SWALLOW WITHOUT BEEING
DRAWN BY IT,

posEdilny

Tho concat of possitility ( unspecified
u:y ‘:onlonu : Qualtion of & promising nature. potenaal), i
£0tena 10 Geconsiruct the CoNCent of possitity in fus Aferant eleme
m-m«wm-nmmnmu:q“:m
physically and metaphysical 7 how 0265 8 body deals wah & wale of becoming?
mumummummmmnm-cw
oo ! Bk & g 4t PIRRLRY R

Up & space of pare potentiakity? wivich ace the felation of
?mmmmq‘nmwnwummnmn’;:
POSEONIty nd the lenson that exlsts I this refation. Tris lension as the definer
ocumupmmmmmmmma
:Mwm:;mmm.»';nmmmmamwnm
'odun m. axamgie) he intent 1o CommMUMICAle A WILANoN and not

DiOU MIUOTUOY BY) s 03U ASe0s Cyul B DUNILAGMN LOGEXOALBID UM
Jomy u) ebenBur 0 10 UoHEII LSeD

Qi ol SO0 MOM JO O pensa

S Y OB 0l 0L B B1s Baum
od Sunans A o oum

LORE BN SUOGEIONCHE

s0una Buiop Buslis Lo dees ||

1001 | use0p

Aipugoos ‘Uomiuswtey serdus
funumus o mecor seco woy pue
Sus

G PRINUOO B Lod Sutang
1R 119 9 MO Duy mww»m-mmw

¥ oW W s
Butednd noEw s

D OF LS | ey

TS SOUAS 1 1994 91 01 PIDOLL0D 1t 8 Bung Bunns oy
W00 wiol Bugans el uew A

03 A3muguos aad 1 op moy puR Lo 104 $cU00 ) 56D 0U0um TUI0d BUlseS B
o 10 Buiduw

AW 1040 14 DILVIS e\
U WOy BUN S DU U
dung

10R01 PUITS O 0BLOS Bl U) INLOZ O
‘ofenbuu| BUOTUK LW
UOGUOIMILALIOD JRIUOZ L0y

§oeeds [NOZLOY U S £5RD0WIND

A | SMOM WK BAIOT ) JUGR 0K MOUY | LM (0K e L pen| |
£OI0QUIT LEIRIOW LEUMNEA L BA0| £ 0810 BulUUY Ul jMad) LUOD | Jugoasap ey

THINK JUST DO 11
TRY. TRY. TRy, TRy
[2e] Youm”‘&xm

0 R0 64

33



METAMORFOSES DO CORPO

e

»

ATASTROPHES == FRANGOIS WALTER

' nvnnt-propos

S (de Lewis Carroll aux stoiciens)
wonil, de lo coone ot de D'eficr. Clont Je Jangnge
mites (pur cxemple, le moment ol commence
Cert bl s Qui cutrepesse lex limites ot
équivdlence infinie d'un devends (limisé ([« pe

someset roage Mop Jongremps, il vous brille

Dupe: pa feop profondément, cela vous fersit
Od Jes resvencments qui constiruen! Jes sves
Renversemnent du grandiz et du renetisser
ene, desn guel sem 7 o demande Alice pre
e toajoury Gans fex doux semw b Is fom, m
une ton clie reste égale, par un effer dopt
ment de s velle ot du lendemain Je podaent
| eauive o conkiture Jo vellle o e Jende
mas esjourdbal. » Renversement du pln &
mg it sont cog foin plus cheudes Qu'une
cley devrment doe suan cng fois plas froudes
masce » De Vsl o1 du passld - « enteo
mangent ke Cuuvessouris ) » veut « eice

L'ocuvre de Lewis Carroll a tout pour plaire 2u Jecteus
actuel © des livres pour enfants, de prélérence pour pertiter
filles ; des mots splendides insolites, &sotériques ; des grilles,
des codes et décodages ; des dessing et photos ; un coateny
psychanalytique profond, un formalisme logique et linguis
tique exemplaire. Et par deli le plaisir actuel quelque chose
d'sutre, up jeu du sens et du Doa-sens, un chaos cosmos
Mais Jes n‘\'r'%d” angage et de TinconseTam forest A4
nouées ct oflébrées de tant de manidres qu'll faut chercher

s ?:ﬁh': ::.:. ;Er;uT: : ) ce qu'elles furent précisément ches Lewis Carroll, avee quoi

rv:d:;‘-r b sy elles ont renoud et ce qu'elles ont célébré cher lui, grice

-~ Vi il ¢ dase —~ i !u‘l.

e Ont Gae mme contesianc - . Nous présentons des séries de paradoxes qui forment la
& propire trd théorie du sens Que cette théorie ne soit pas séparable de

paradoxes s'explique facilement bﬁlg'r, pe_entité non
cxistante, il 3 méme avec le non-sens des 2 umearu-

3. La place pelvileg vient de ce
qu'l fait le premier grand compte, la premidre grande mise
en scenc des paradoxes du sens, tantdt les recueillant,
tantde les renouvelant, tantde les inveatant, tantde les pee
parant. La place privilégide des Stoiciens vient de ce qu'ils
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c_langage de événements, toute idestif s | furent initiateurs d'une nouvelle image du philosophe, en
Sl i @ Dies. Tewe_Tipieuve da s tupture avec les présocratiques, avee le socrutisme et le
 feCatos, S8 K3 00 vieonent de tigven, Phxonnmc, €t cette nouvelle image est déa étroitement

ife 3 la constitution paradoxale de la théorie du sens. A
chaque série correspondent donc des figures qui sont non
sculement historiques, mais topiques et logiques, Comme suz
une surfae pure, certains points de telle figure dans une
sétic renvoient & d'autres points de telle autre I'ensemble
des constellations-problémes avec les coups de dés corres-
pondants, les histoires et les lieux, un lieu complexe, une
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Call this substance. and it is the traesformition of sutmtsnce that b

| 1Ry concern (= 271, rather than the traditional sesthetx understaading

of beastiful uppearances. If creatmary erbstes to the tranaformatior
‘ change. and Sevelopeent of substance then it can be appled to
l cveryung in the workd, 3a0d s no Jonget restricied 10 et

In the same way Sography means more than just 2 persorsl

thang It means e interrelabonahy of all processes and

splating of life into separate compartments 2 wholeness. §
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Mythologles

Mythologies

que la boxe est un sport janséniste, fondé sur la démonstration

on peut parier sur 1'issue d'un combat Je
2 n'surall avcun sens. Le matc h de boxe est
Cdu spectateur ; au
Jut ol intelli

d'une excellence
boxe : au catch, cel
une_histoire qui se construil sous les youx
catch, bicn au contraire, ¢'est chaque moment «
gible, non la durée. Le spectatcur ne 3 Intéresse pas 3 la montée

J'une Tortune, 11 auend Timage momentance de_Certuines, pas

<ions. Le catch exige done une lecture immédiaie (e SEAN jux-
lieg. L."avenir ratidanel

e

taposés, sans qu'il soit nécessare de les
qu combat n'intéresse pas amatens de catch, alogs quiau
contrsire un match de boxe impligue toujours une scicnee_du

futur. Autrement dit, le catch est une somme de ;[w(mkhdum
aucun n'est ung 1opgtion © chagque moment Impose la_connais

sance (otale d'uns. passion qui_surgte drofte et scule, sans

o “tendre jamais vers le couronoement d'une issue

Alnsi lu_lumlmn_:_hn5‘_4;(!;;11:, ge n'est pas de gagner Clest
d'm‘(unup\it exactement les gestes quion attend de tul. On dit
ent uno part scrdte de symbolique méme
dans 'efficionce, 1l x'agit de gestes relenus, précis mais courts,
dessinés juste mais d'un tralt sans volwpe, Le catch_ap
contrairg _propose des gestes excessily, "}t_“_‘:‘fﬁ..l“;“l‘!;‘“
paroxysme de our_ signilication, P € Judd A

., un homme
(erre y est A peine, il roule sur lui-n

que le judo conti

wme, 11 se dérobe, 1l esquive

Ln défaite, ou, si elle est dvidente, i) sort immédiatement du jeu
terme y est exagérément, emplissant

dans fe catch, up honmune
fu spectacie intolérable de

jusau st bout la vue des spectateurns, (
SO0 IMPUISSAnce
L nhace okt bien s méme que celle do
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Cest pourqoul I’aoi est un autre soi, un heteros autos. Dans sa traduction latine —alter ego .
- ... le grec comme le latin -, dispose de deux termes poutr dire 1'alterité: allos (en latin
allius) est 1'alterité générique, heteros (en latin. alter) 'alterité comme opposition entre
deux. 1'hétérogénéité. En outre, le latin ego ne correspond pas exactement A autos, que formes podei
. . oo = . S 5 : ST il ques, comme un « R
signifie “soi-meme”. L"ami n est pas un autre moi, mais une altérité immanente dans la it par apologues et e U savani qui parle Une idole ch
5 ent ~ - : . < ner, s vo X 1€ idale chinoise,
memeté. un devenir autre du meme. Au point ou je per¢ois mon existence comme douce, ﬁ__.:.ma._% de :_,...ﬂa,ﬁﬂ.:_ ened m_:..___r. le “_,_n_:........ ne ...SH.”
- . Ca < . » . 2 S - de dig & - ., oméchen atter n m ise
ma sensation est traversée par un con-sentir qui la disloque et la déporte vers I’ami. vers Brumibill, Co .;..H”_......._.p danw L i A pous h_m“n“
|'autre meme. L amitie est cetie désubjectivation au coeur meme de la sensation la plus tempa de Persormalid, o ange de femps en €t toutes cen définition
L al : ) < z _ S Piva, 3 26 déels 8 + e, sous le nom de Giglio eral remarquer
intime de sol. b e e & retrouve lidée domine,
Wapper: | et .?a:._ il com: AT
.- L. k. o nen, il déverse le p) €5t prince asay- mique absolu comme ¢
- mépry Plus profond et le plus roy, canf, ainsi .
- a Eprm sur I royal Ggue
3 o son nval au 4 jue je s, 1
o= prés de la & .
o - < un misérable histrion princesse, sur 32. explqué ; - que. :
= - S @ dit, Giglio Fava qui sappelle, A ce quon Mz...fb..: aa;ﬁ.!x.l.ﬁo
— = = g : de comique, il fane oo
m ~ m ml.m :._ma.._nn.::u outer quun des signes trés parti mhml.lh_%@g
et e - comig - 3 csl s
0 =.2 0 e = lut-méme. ﬁn_.:: Me absolu est de s'wenorer” o le -mxﬂﬁnmw,-lmm
- = 50 " L 1‘0‘.!"&51--7—&. non va.:_ uo ¢ E ».’L..&-:.—H.
S e (] T ertains anmmaux do ¢ Soeas cane . -J.—b.:c.n:an:-y
=% & T =5 a gravité fait partie omique desquels |
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Let us now define the different type of Generalized Laughter, according to the sixmain Crystal
systems. the ordinary laugh is cubic or square (Isometric), the chuckle is a triangle or pyramjd
(Tetragonal), the giggle is a hexagon or rhomboid (Hexagonal), the titter is prismatic

[ (Orthorhombic), the snicker Is oblique (Monoclinic), the guffaw is asymmetric (Triclinic). To be

sure this definition only scratches the surface, but J’OL' k

I think it will do for the present. If we apply this “ha-ha-crystal" concept to the monumental / 250
models being produced by some of the artists in the Park Place group, we might begin to M)
understand the fourth-dimensional nature of their work, From here on In, we must not think of
Laughter as a laughing matter, but rather as the “matter-of-laughs.* [\1 14 \
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of The Laughing Body 100 copies were printed.
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The Laughing Body was developed within the context
of the research programme a.pass a.pt.

a.pass is a post-master artistic research environment
containing two study programmes: a.pt and a.s.

a.pt (advanced performance training) is mainly
aimed at artists and theoreticians with proven expe-
rience in developing work in the performance field
who want to question their own work, re-evaluate
their trajectory, or explore a fascination that doesn’t
fit institutional standards.

a.s (advanced scenography) welcomes artists and
theoreticians who want to investigate the notion of
scenography on and off the stage. The programme
offers practice-based artistic and theoretical input
to professionals and newcomers in the field who
wish to expand their thinking about scenography.

a.pass welcomes participants with a master’s
degree in either a practical or theoretical study
programme and invites them to develop a personal
practice-based research project, using the princi-
ples of self-organization and collaboration.

The a.pass training programme of both a.pt and
a.s, takes 12 months and is organized in a rotating
system of three blocks of three months each. At the
start of each block new participants are admitted
on the basis of their research proposals. At the end
of the programme the participants present the
results of their research to the public.

Based on the same principles of transdisci-
plinarity a.pass operates an autonomous research
platform that can be used in the development of
a PhD in the Arts.

For up-to-date information on the projects,
please visit our website: www.apass.be
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