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fhAcELESSNESS, TROPES AnD TORPOLOGIES
 fhaTiAL ProZrems in BEADco.>s byork
|

oveRrR THE covRSE bF JSEvVEN YEARS AwD ovER A Do2EN
seRFoRMANnCES THAT BADco., HAS CREATED JSinceE SinvceE (TS
BEGinninGS, THE (SSOES oF SPACE AvD SPACELESSNESS HAVE

FPEEny RECORRENT conCcERNS - EITHER AS convCcERNS THAT HAVE

ConDIiTionED 60R WoRK oR ConCERNS THAT WERE THE SOuBRJTECT-
mATTER 0F THAT WoRK. HoWeEveER, iNSIiSTENCE 064 DEVELOPING
INTERNAL COMPLEXITIES OF MmOVEMENT AnvD PERFOIRMANCE,
WHicH WAS ALWAYS AT THE HEART oF 5ADco.,>’s mETHOoDoLoGY,
DIiDAN?T PROVIDE moc/ 6PPORTLNITY To TREAT THE SPACE AS A
FEPARATE PRoOBLEM, BT RATHER A PLANE WHERE DIFFERENT
ELS oF cowDiTioninG A~nD cREATIONn HAD To ComPETE FOR

exprESSion, Jo, tE€T 05 BEGinv FROM WHAT

LEV
THE SAMmE Roo»A FoR

COnSTITOTES THOSE DIFFERENT LevELS 6F conDiTioninG.,

ConDiTions 0F JPACELESSVESS

STARTIANG FRom THE (mmEDIATE FACT THAT 5AaDco, tACKS (TS oW~

WoRK SPACES, EXCERPT FoR INTERMITTENT COLLABORATIONS WiTH

rHE LAGRER-BASED THEATRE Hovse FT D o~ PRoDuvCTionNS OF
Hompan.CcHAIRY (2000), /DiDERIT?S HEPHEW, OR Sroop iS5 THIicKER
AN byaTER” (2001) 0R mEmoRiES ARE MADE OF THis.. 7
(200b), THE GROVP moSTLY SHARED THE PRECARIOLS DESTINY 0F

LsCAL nonN-inSTOTionNAL THEATRE AnvD DANCE SceneE, BETWEEN
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ATTEMPTS T SAUEE2E (NTO GUERFILLED SCHEDVLES 6F THEATRE
HovSES, TRANSITORY sCCOoPATIiONS O0F ABANDONED ivDOSTRIAL
SITES, PERFORMANCES AT CLOBRING O0R EXMHIBITIon VENVES,
OPPORTONITIES To HorD PERFORMANCES AT HomE CcomeE Aron G
RARELY. L\//—/AT’: moRE, THE OPPORTONITY To PERFORM AT HomeE
CETENTIMmES ComES AT A PRICE OF HAVIiAvG TO RENT THE THEATRE
VENLE AND inVVEST oWN EFFORT To GET THE SPACE READY FoRrR
SERFORMANCE - FROm FinDinG THE TECHNICAL ERUIPHENT
T CLEANING THE FLooRS., THE GRIm SiToATion 0F HAVING TO
IWVEST inTo HomE PERFOIRMANCES WHAT NEEDS To BE EARNVED
FomeE PLACE ELSE (S REFLECTED inv THE DISBALANCE HoW AANY
0PPORTOANITIES MmoRE DEMANDING PERFORMANCES GET To F&
SPRESENTED i CROATIA AnD [HoW MANY OPPORTLONITIES ABROAD
- FOR INSTANCE, LR PERFORMANCE "DerLETED MESSAGEST WAS

PERFORMED A MERE FivE TimeES in CROATIA AnD OVER TWENTY

TIimES ATZRSAD,

AnvD YET, WHiLE OPPORTONITIES To PERFORM, DEPENDING
THovG/H oOa (vDIVIDVAL AGIiLiTY, AVAILABLE RESovRCES A~ND
FELECTiON PREFERENCES 0F RARE FESTIVALS, Do com&E AronG
EVERY onvCE in AWMHILE, FOR WON NS TITOTIONAL ACTORS SPATIAL
LimiTATioONS PROVE To BE FAR moRE AGGRAVATIANG onvCE WE
ToRAn sOR VIEW FRoOM AVAILABILITY OF PERFORMING VENLVES TO
AVAILABILITY 0F PRoODuvCTIion SPACE, LyiTHooT An ExTITLEMENT

To REHEARSAL SLOTS inv THEATRE HOovIES, WiT/HooT A DA~NC

4 M

cENTRE, WIiTHOOT A CENTRE FOR INDEPENDENT COLTORE, |
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IS LEFT To STRuvGGLE WoRKinG in (NADERVCATE STPACES,
To CREATE WIiTHoOT SPATIAL AnD TECHNICAL conwDiTionS (T
Wite €mprLoY in PERFORMANCES, TO RELY own ITS SPACELESS
imAGIinATION, FoR EXAmPLE, BEADCO. HAS ENTOYED THE BEVNEFIT
6F HoOoSPITALITY 0F CENTER FOR CoLTORE AHovi LAGRER, WNHERE
T HAS ACCESS To ~o moRE THAN A SHALL, TECHMICALLY (LL-
EQRuiPPED REHEARIAL SPAcE WiTHovT A MARLEY DAnvCE
FrLooR, ALTHovGH IT ~vEVER SERFORMS in SPACES AVYWHERE

SimiLAR To THAT o~E.

LyiTiH THE OIS TITOTIONAL CONTEXT 0F 00R WoRK, tLACKInG
A PRoODuvCTIion SPACE AvD A PERFORMANCE VENLE O0F o00R oW,
bR PERFORMANCES COME To RELY o~ A KinD 0F PERFORMATIVE
Free FALL inTo THE ACToAL SPACE, wiHicH PRoDvCES
ConDiTioninGS OF CONCEPTOAL KinD, EXPERIMENTATION
TEenDS To BE SPATIALLY AGanoSTiC, REDVCED TO SPATIAL
ExXTENSionS ~VEEDED FOR ExPRESSion, RELATIONS BETWEEN
ACTORS A~D SPATIAL RELATIONS, A~vD RARELY HAviIivG Aw
oPPORTONITY To ExPERIMmENT WITH THE PERFORMATIVITY OF
PARTICOLAR SPACES. To SimpLIFY, PERFORMERS W/Ho ARE
WOT (wSTIToTionALLY rFiED Doha To THE PERFORMATIVITY
oF A PARTICOLAR SPACE, CREATORS WHoSE inDEPENDENCE
FRom THE INFRASTRUCTORE SETS THEM FREE FOR moBitiTY,
AvTHORS WHOSE SPATIAL CONCERPTS ARE ~oT DEFInED BY THE
IDENTITY 0F A PARTICOLAR VENVE, ciTHER HAVE THE o0PTiowN

o CREATE PERFOIRMANCES FOR THE GEomETRY 0F GEVERIC
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TPACE 0R THE O0PTion To CREATE PERFORMANCES FOR THE SiTe-
SPECIFIC LOoCALITY., THE PERFOIRMANCES oF 5ADco, AR moSTLY
SET WiTHinv THE GEVERIC SPACE, WHILE Some ARE EVEN (vTENT
v EXACERBATING THE GENERIC ASPECT o F SPACE, FOoR €xAmpLE
BY ERASING THE FowCTiowAL SEPARATION oF RESPECTIvVE
POSITIONS O0F AvDiEnCE AnD PERFoRMER.S (v SPACE AS (S THE
CASE oF "DeEreTED MmESSAGCESY (2004%) oR BY RECOMBPinint
SPACES WiT/H DIFFERENT THEATRICAL FoancTions AS is THE cASE

oF "memoRices ARE MmADE oF THIS...7,
JPAceEs Anvd TrRopes

THE CENTRAL FEATORE 0F GENERIC PERFORMATIVE SPACES IS
THEIR OVERCODING BY THE SYmBoric SPACE o SOBTECT-HATTER,
THE MATERIALITY o0F PERFORMIAG SPACE, ALTHOLGH ALWAYS
REMAINING PRESENT, RETREATS (nTo THE (VVISIBLE FoamcTionAL
BACKGROOVND 0F SYmBOLI2ATi oA - inTo THE mETARPHORIC SPACE
OF JSTAGE. ACCoRDINGLY, A CAnoaicCAL POST-CONVENTIOANAL
TSTRATEGY (v PERFORMIANG ARTS Woord Be To (NTERVENE WIiTH
PMATERIALITY (WTO THE SYmBoLi2ATION in ORDER To PREVENT (T

FROMm FORMInNG A COMPLETE (LrvSiona,

THE SPACE inv BADCO.’S WoRK iT FREGuENTLY mARKED BY THE
DIALECTICS 0F mATERIALITY AnD SYMBOoLi2ATion, in YRIiBCAGE
(2203), FoR inSTANvCE, THE WALK oF pPERFoRmeR.S Aron G THE

CiIRCOMFERENCE oF THE PERFORMATIVE JSPACE STAMDS iw
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FoR THE FREPRuENTLY DEPICTED PRISON WALK PRoOVIDING THE
(IVPATES WITH An O0PPORToANIiTY To TALK To EAC/H o6THER, BT
AT THE SAHE TimneE THIS WALK FoawcTionS AS An ACToAL FoR»
FOR PERFORMERS To6 STEP 00T 6F THE PLoT AnvD DiSCcoSS THE
PERFORMANCE AS (T vwFoLDS, in "FresHDAvCE? (200%) THE
DANCE (5 POoSHED (nTo THE SEA» BETWEEN THE FLooR AvD THE
WALL AnD PERFORMED AS (F THE GRAVITY WAS pPortiianG DoWw
To BoTH PLANES, ALLoWinG (T THoS To REVISIT THE SPECIFIC
DiIMENSIONALITY 0F SPACE in THE PAINTINGS 0F FRAnCIS BACO~N,
BoT ALSO ALiLoWinG (T To PRoDuvcCE A VERY SPECIFIC FoRm oF
DANnCE movEMENT, "DELETED MESSAGES! EMvLATES THE SPACE
OF A @UARANTINE, WHILE AT THE SAHE TimE vSES THE MmoDEL oF
ConTAG i O AS ORGANI2ATIONAL PRINCIPLE FOR THE vwFoLDIinG

OF PERFORMANCE,
JPpAceEs AnvD ToporLoGices

HonweveRr, THERE? SANOTHERLEVELTOITHERELATIONALITY BETNWEEN
METAPHORS AND SPACEWHERE THE 6RGANI2ATIONAL PRINVNCIPLE OF
PERFORMANCE COInNCIDES WITH THE 6RGANI2ATIONAL PRINCIPLES
OBSERVABLE in THE WORLD O0TSIDE O6F THE PERFORMAnNCE -~
WHERE A ToPoS in THE PERFOIRMANCE IS A STRoCTORE o0F THE

WoRLD BEYOAND THE CONFInNES 0F PERFORMANCE,

i "DereTED MESSAGCESY AGAIn THE SPACE (S 6RGA~NI2ED So

AS To FowCTion AS A SPACE OF SOFT ConTROL, (#DICATED BY
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WHITE cLoT/H CovERING THE RovG/H CONCRETE FLOooR AnvD THin,
ALMOST inViSIBLE ALtvomiavm POLES SoSPENDED i SPACE., THE
RuiLeEs /oW To moveE ARovwD AnD BEHAVE inSiDE THE micRo-
WoRLD o0F PERFoORMANCE ARE ~OT MmADE CLEAR, BoT owirYy Jo
SLiGHTLY (~wDICATED., THE tACK oF CreAR RuLES, (v ToRw,
FoRcES THE AvDIENCE SOUBTECTIVATE i~ ACCORDANCE WiTH
THEIR o6 WA PROTECTION 0F 0THER SOBRTECT?>S EXPECTATIoNS, AvD
WHATEVER THE RuvL&E THEY cHoSE (T iS THIS VERY PROTECTIioN
vE 0THER SvuBTECT’S EXPECTATIon THAT LocKS THEM™ iv (uTo

THE PERFORMANCE?S PROGRAM,

7T iy THRoovGH THIS ISOFT SOBTECTiIVATIion BY THE POWER oF
oW CHOICE DRIVEN BY THE PROTECTiON OF COnTROLLING 0THER
- THE cHoicE THAT LEAVES w9 cHoicE oTHER THA~N WHAT (S
PROGRAMMED in ADVANCE - THAT SOUBRTECTS ARE FoR»mED AwD

IWNFORMED i TODAY?S AGE oF CommoDIFIED DESIRE.

THiS cCcomprETES THE OVERVIEW OF THREE LEVELS oF
conDiTioninG AnD PRODULCTIVITY THAT ARE TOXTAPOSED i THE
WoRK oF BADCO.. SPACELESSNESS AvD SPATIAL MmO BILITY, TOPICAL
OVERCODING 0F PERFORMATIVE SPACE AvD MATERIAL inCLRSIONS,
ropoLoGicAL [HomoroGY BETWEEN GRGANI2ATIONAL PRINCIPLES
OF PERFORMATIVE SPACE Aw~D bRGANIZATIONAL PRINCIPLES OF

THE WoRLD BEYonD THE PERFORMATIVE SPACE.

TomisLAy mMEDAK, BADco.
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S %y Y ¥ Ny Mo 17 1
PRI EY GIVE ME A PROBLEM!
A BADCo. 2007
NI EEN S
g Ny

3 1 S Y g L,‘ x 0 3" “The ant understood thet
NN I the producer could overtake power
N X >N 1 4 0 I I
NS n I V 1 N only if he oceupies
° RO BRI Q 5 the site of the parasite.” !
NN 3 ~ * < Y

& N
n N n q % : 0 .
SRR S remember meeting badeo, in 200! confused
2 % 7 1 iy .
2 LY 42 S all I considered being matters of concern
¥yl e gy 7 , . .
© Ny NN 3w performance  then. The situation

M N .

E\ 1y 3PN contemporary dance ond theater n Europe ot
¥ ox . . : e
neom § v s @ the time was gravely invested in polemics, in o

3 3 X7 9 5o I ’
NEE TN O AR polities of polarization forlagainst spectocle
S hmy S 3oy 9 O}
Mo My Rt T w * non-acting, choreography  as opposed to
5 2 . ‘ _
7 Ty v | dance, transparency of a self-referential oct,
~y \V n .
& po R b 73 n and other protestant gestures of renouncing
N RY N
K 3% * o Q 2 1 representation. I came fto 2agreb  armed
NI “o< . . . . .
09 SNV R with imperative gquestions like: how con dance

make one think, how to subvert the need for recognition wn o 19™
century audience, how to produce nothing so that “they must produce

everything... Seeing Diderot's Nephew revealed that there was more
than one difference in position. Or, that bodeo, was o grou of

Text £rom Ahe performance (Promiene) b bacdeo. 2007 “Morolue ahout world"
P o»yem Vi r}u

maruscript.

'
|
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dancers, dramaturges Plus o Philosopher, who neither sow urgency
in siding by o paradigmatically Western modernist claim for medium-
contemporareity vor loomed as a ludic self-absorbed face from/of
the fost. Somehow, they knew better To be nomadic means staywng
home to explore one's own foreign territories, ‘countries of work.
One of them was the performance art from thel980s in Croatio. By
reworking Man.chour by Damir Bartol Indog into o reconstruction with
dance variationé in 2000, bodao, were appropriating a history which
opened o possibility for avother future in Croatian performance.
A “manifesto of co-belonging to be misrecognized both home and
abroad! ? Misrecognition home, L.e. lack of a substantial support from
the aity that rejects that which does not represent o, finally proves
to be an advantage. It propels movement's autonomy, as movement
needs continuity and duration for transformation.

Speaking about badeo, today, it wouldn't suffice to focus on o few
preferred performances-exampzles. fourteen performances and six
projects in seven years - even if they evdence o considerable opus
—only form an open, fragmentary whole. éoch of the “worké emerges
with an entirely different set of relations between space, problematic,
and people involved, in one word: situation. from Confessions (Ispovjedi

2 Man-Choir (E_avjek-sfolm> is o performance by D. B. Indo3 that took Place n
1982. In 2000, it was reconstructed under the title Man.chair or Covjek.Stolae
wn Croation.

Booklet.i
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the situations shift to the degree
the sense that no one lends on
or working method badeo. should

1999> to Changes (Promjene 2007,
of being incomparably different - i
image of an aestheties, or polities,
be identified with. Every performance, simlarly to on element in
performance, appears os on exppression that modifies the whole that
we thought badeo. was. That makes it rather diffieult for all those
monagug business, marketung or represented Polities n the arts: whot
is badeo, like? where to Place it? what to compare it with? how to
compare it with its non-cowmeiding varyung self?

Speaking about badeo. means tracing the heterogeneous movements
os forces of expression that erystallize n singular pounts. The issues
I will recise here are less themes, and more nodes through which ideas
qua. problems [poss. Problems quo. problems are the real objects of
ideas, for having deas entails posing, L.&. wventing or constructing
problems as both a. category of knowledge and o cotegory of being.’
To grosp something wbout how badeo, ‘doeé , one has to seek not
“thought$ i their content, but to understond the situations bodeo.
oreate which foree one to think. Because, thinking is not a noctured
possibility, but a ereation, and coneepts ore not evidences of common
sense, but are products of imagnation, even fiction. Let's begin:

3 (Cf. cilles Deleuze,
London and New York, 129-167.

“The Image of Thought” in Difference and Repetition, Continuum,
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“GIVE Mé A ProBLEM!”

It always turns out problematic to make an account of what badeo,'s
performances are “‘about’. In Diderot's Nep>hew, Or Blood is Thieker
than Water (Diderotov necak, ili krv nije voda) trusting that there
is o text, and even more so, o reference to two Plays, “Rameous
nephew (by D. Dideroty and “The Death of Scerated (which exists
only in the synopsis for a “perfect philosophy Ploy by the same
authory is betrayed: a narratwve s hollowed into an empty shell.
Rather than voided, the [performance teems with parallel worlds,
whereby each performer evolves the whole of the performance like
o Physical and emotional automaton. Systems of uimprovised octions,
around impossible or paradoxical movements, or extreme Physical
or emotional situations for each performer, compose o (model of a)
world of compossible worlds without a vantage-ount (viewounts beung
multy>le que. pperformers).

The gquestion of thematizing one problem or issue is rot just a
misleading shorteut, it is like cutting out o multylicity of components,
and then trying to unfold relations, connections, encounters in which
these components merged forming zones of indiscernablity, leaving
simple linear cousality between ideas and performung actions or
macterials behind. Memories are made of this (2007) is thus a joke
of o title when reversed: “this (Jperformance) is made of memories.
This performance is subtitled “performance notes, following from
Notes by f. Scott Ffitzgerald, where the author produced o toxonomy
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of his writer's notes accumulated over yeors: «observations, “ldeas,

«C onversations and thungs overheard”, “feelngs

“Seenes and situations,
“Description of pPlaces where l've beeyi,

and emotions, “Anecdotes,
“Things I should remember ete.

An open-enaéeaf strng of conversations, stories, statements, movements,
radio volees, evergreen and jozz tunes, aetons, fim scenes, imaguory
scenes, images ond SPaces. extend, and rotes shuffle, exchange
performers, subjects ond predicotes. what does F Scott Fitzgerald,
the Americon writer of the jazz age with “The Crack=-Up, the story he
wrote in 1936, near the end of his life as an utumote confession of his
temotiona) bankruptey have to do with Dean Martin? No matter what he
was doing, his biographer says, Dino hod never hod much interest in this
world; he was ‘a. menefreghisto. - one who simply did vot give o fuck”. He
would never finish the songs he song at his eoncerts. He'd sing the song
hafwey through and soy: “No point in sing [sic 1 the whole thing, you might
not buy the record. Put your hond on ny shoulder.. But this is not Dino,
this is Elis. While ENis is with us always, Dino returns only at Christma.s

tume.

who was it, wees it Provdon Deviehovie who sauid it (first)? L don't remember.
What I remember is that at o certaun point I wosn't oy longer sure
whether words or images were cireuating for real, or that I hod o dream
about them which now strikes me as a kind of déja. wu or prevision, the

awareness of something before you see it and the ability to see something

‘ ‘ Booklet.indd 11 @
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4 0f course, this sensotion might

from the past in full technicolour glory
o procedure thot both defines

have been evoked by substitutions,
metonymy and o Kind of confusion of categories in dreams where o

house con become two legs con become o word can become yellow.
Unlike metonymy wn [Poetry that still leads to o metaphor or a symbol,
the memory construed by a dream is conerete, which makes it all the

more virtual, real but not actuclized.

I will donee Uived ( shop) (strol) so that every movement (JPoyment)
(step) I perform wollo, I never really perform (we) (pay) to the full,
but interrupt with another movement (poyment). L will ot attenmpt to
comect these interruptions. With ports of my moving body (arortment)
(shop's architecture) (path) L won't form lines ond Planes, I will imagine

that lines and planes have perpetualy existed in this space (ParlO.
I will work Uive) (shop) with (i) multile (shop deportments) parts of
my body (ajportment) simultoneously. I will rot give in to inerfia, but will
impede it. L will not expPlore construction, but deconstruction of space
into geometrical forms that strike me, speaking with eontingency, from
the exterior and motorise my body (habitation (shopping). I will donce
(pack my goods) (stroll) along left-right-front-baek directions, and in

o)l combinations of those directions.

K The notion of prevision L owe 1o Liom Gilliek,
past? see T TP WIWLUNITEDNATIONSPLAZ A orelREADINGROOM/ GILLICK -

5 This text is the result of overlaying several t

Pe eVISIOoN PDF

Prevision: Should the future help the

exts performed in Memories... where

‘ ‘ Booklet.indd 12 @
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Substitutions begon already in the entrance, where the performers were
leading the audience wto the theater space. foch one was deseribing
another space with radically different architecture oaccording to the
function of the space the audience wos supposed to see, that is,
imagine: o shopping mall, a cultural center, an underground radwey, o
housing Jproject. Not arqung, they were compzlementing each other, or
deviating in a conjunctive way of adding “this... and then that...” despite
often funny matehes or mismatehes among their visions, or between these
visions and the actual theater hall we were standng in. By the end of
this foreplay, the space had been overwritten and transcoded so many
times that the audience could only have o generic memory of it. Maybe
the result was the kind of simultaneity or synchrony of images that new
generic cities mobilize, what Rem Koolhaas calls “memories of memories:
if not all memories at the same time, then at least an abstroct, token
memory.”” The same applies to a Dean Martin song, or a diclogue from
Tarkovsky's Stadker, or an album of intimate hotos of strangers. The
memory or even nostalgio. we might feel is the nostalgia. for nostalgia,
which isn't the same as recollecting the sensation of having a sensation
n the past, when you were affected by something. It's not a matter of
loss, of the viectimhood of ephemarality pPerformance takes pride in. In
memory time can sl wnto a future-past. films and musie, or some of
their historical genres but also the home-medio like TV, home-video,

words in brackets substitute each other for each text.
6 Quotes from the projection in Memories..
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and Photos, exercize this Power of prevision, Portaking wn a sensorial
becoming with no reference to the lived and the personal. I have never
Leen in the 1960s or to the trand Canyon, but I con evoke how it feels
like. Did you read Karl Moy as o child?

“Cive me o probler spells outt ‘give me o concept, then!”, precisely
because the concep>t is not given, like o regulate wdea. or a pProposition
of the state of affairs or of possibilities of knowing. for wistance, no
pursuit of whot memory s, or of what we are capable of inferring
about memory. “The concept is the contour, the configuration, the
constellation of an event to come’, as Deleuze ond Guattare wrote
(WP 32), because it extracts an event from the existing situation ot
the same time as it sets upP> o new event: a cross-ecutting for o new
situation. Coneceptual methodology in choreographic Proctice usually
assumes working out certawmn concets thet hawve been borrowed from a
metalinguistic discourse of theory (ef. “language’, “text’, ‘deconstruction,
“becoming, “body without organs ete. But bodeo., concepts are
never represented, they are the events of problems, hence, expressive
concepts. Construction amounts o wvisible procedures providing
cecasions for the spectator to make connections. Procedures ore
never demonstrated as a knowledge awore of itself. for instance, when
Kregmir Mikic and Sergej Pristad in Memories... perform a refrocted
dialogue of answers which act as guestions to generate new questons,
we don't know that they aren't talking to each other, that the gquestions are
nvented on the spot as a consequence to the answers from a previously
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stalke wn the
s or strokes
te from or

“fisjunctive synthesis us probably ot
erformers pull out oppositte Fount
Movement doesn't se[7ara
delayed trocking volume of the

held wnterview. This

movements as well: 7
of lines in often contrary motion.

beyond the body but glues to if, oS &
cads The test of a first-rote

body in space. A text on the screen r
intelligence is the ability to hold two opposed ideas in the mind ot the
<ame time, and still retain the ability to funetion.

pass  through offections and
d isn't the chain of many causes
f analysis/exegests of
| to the power of
“Give me o

These connections necessardy

pereePtions, but what is expresse
the destination of which should be the target o
the spectator, but i is the power of thinkng equa
existing of the spectator thot is renewed or expressed.

concept’ sereams for:

«G1vE e AN AUDIENCE!”
A new text could be begun here, one that would concentrate solely

on how space and audence are constitutive for bodeo., or maybe
i+ is the reverse? According to the Ancients, theater s the show
constituted by having o witness the audience (teatron. The role
of ‘reception has been widely stretched nowa.doys to the notons of
uspectatorshif?, which emphasizes the scopie regume of perception,
and of “particiPotion +that overstates the social port 10 be rehearsed.
[ wouldn't exaggerate in cloimng that in bodeo. it isn't e motter of
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“Darticiation nor “activation (however, vitalism Ploys o certan role
n audience Plugging senses in often synaesthetic environmentsy, The
audience is being constituted, or rather implicated. Solo Me (2003), a
virtuad duet of two actual wtertwining solos, folds in o square arena of
audience. The auditorium isn't just o frame, it's a tactile springboord
for movement, o mirror of glances to exchange, o recorder of ears
to be whispered in. Nikolina Pristad and Pravdan Devahovic develop o
manner of approaching the audience by offering them something they
didn't ask for. Nikolinae stops before any spectator whatever and storts
snapping her fingers:

“What does it mean?”
Without Nikoline. stopping to sna> her fungers, the woman replies:
“I don't know.”
Nikolinee retorts by snapping once again her fingers from an opposite
durection:
“I don't know either, but here it comes agoun.

Address dissolves from being an act to eynically provoke or hjoek the
audience. It hints ot impPlicating them wn a Kind of co-composition. In

Fleshdonee (2005), they are sitting ot an ntimidatingly close distance
from a wide white wall. Watehing three dancers hinge the horizontal
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(floory and the vertical surfoce (wally by movement can dismantle the
organism n favor of the body, flesh and nerve only if the gaze acts as
o camera’ literally framing and deframing a composition of figures, body
parts, or wave-flows traversing the tension between the bone and the
flesh.

A careful elaboration of spaces, their uses and spatialization in bodeo,'s
projects would be needed. I have suggested only a conditioning between
audience and the space set-ups so far However, o Princizle can be
asserted: partly due to the conditions of not having o regular hosting
theater, badeo, is alwoys migrating in its own eity. This deprivation forees
guite an affirmative - o proactive approoch. Instead of getting bored
(and boring others) with a eritical routine of the question: “what is the
readymade dispositif of the situation we are wvited to?" “how should the
territory be deterritorialized (and reterritoriclized)?” badeo, ntegrated
space as the first component in o situation where transformation should
issue from.

Deleted Messoges (2005) Plays upP the wvolvement of the audience in
o space to an extreme [projportion: nothing to thematize, everything to
include! A discreetly delineated territory is inhabited by both performers
and the audience, o simulation of a guarantine (the performance is
usually performed in abandoned 7orts or factories). The system where
the performers are each performing their material within a Pregiven
framework of fwe parameters (the genetic matrix was imported from

Booklet.indd 17 @ 7.12.2008 14:32:38
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Funktionen by Thomas Lehmen, which designate type of movement,
space, maner, image and relation towards People ond object in
space), develops an exchange and mutual infections among materials/
performers. The particular meets the singular: while performers who
started off with theur own partieuar movement/action materwals are
heading towards o genesis of a shared code (all five Parameters
shared by oll performers) - as Nikles Lubmounn would hawve it, that only
complexity (of mutations) can reduce complexity (lead to o new code)-
the audience is organizing itself i moving about the space at their will.
out of the interaction between self -orgoniz ation(operationtobservation
of the audience) and “soft” control (surveillance through sereenng oll
movements like the collective behavior of swarm intelligence) suinguler
contaets emerge. Approaching audience here means an wvestgation
of collectvelsingulor behovior in regard to attention. A political
sense looms from equating attention with response: f to ‘attend” is
transduced to “respond”, responsibility is less of a duty, and more of
an ability to respond. If badeo. engages o [Polities of attention, then it
equates attention to a degree of power expressed in one's cazactity/
disposition to be affected (acted uron) n great many woys.

¥ ¥ ¥

Meeting badeo, every so often doesn't only answer my curiosity about
the whereabouts of the grou>'s developments. It invigorates questionng
precepts of a performance world I'm subseribing to.
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Are the performing arts in the West capable of detecting thew polities
now (in 2007)?

When will the artists in éurope assume 1o exercize their power (and
their right to think structurelly, and not yust individucdlly?

Doesn't insisting on medium-specificity in regard to choreograzhy,
theater or performonce reinforee the modernist conon?

Has our conee>tucl imagunotion woned?

(The gquestions L left 2agreb with after seeing Memories... )

Deviatfions and their obviousness ®
Goram Sergej Pristad, BADco.

l

What's the Wurmg? You want to flee?" - 81Aesﬁms T wis

nsKed bﬂg Marin Bia%evié in an interview for the Mpcc)mmg
book “Tadks on Croation New Theatre

.2

“The nomnds are tiose wiro dott move on, er«g become
nomads becanse ’rlmug refuse to disappaa'#([)eiefuga (995: 128).



®

A e arfists (Nikolina Bujas - Pristas, Pravdan
Deviahovié, Tvana SejKo and me) wiro established BADco. in
2000, have found the collaborative frame as o passibiﬂi’rﬂg
for devintion, s’m’riwarﬂg escape, S M WW(‘I to structure
some prag%aﬁ’r moments of (F)laws of emergies and
interests, or curds of performance - examples wiich come
into bemg throvgh o cowriwui’rﬂg of their complex arfistic
and personal relations. The aampﬂaxi’rﬂ(j of those relations
® developed through the wmbma’rarﬂg dﬂgaamics of nearmness
and remoteness, ’rmwgh the w.paci’rﬂg to be affected bﬂg ®
each other and to produce a ng of co-balm«gi»ng.
From the external, focad point of view the combination was
aﬁreadﬂg deviational - two dancers + two dmma’eris’rs
(one of them primariﬁﬂg n pﬁmgwrigln’r). However, from our
perspective the orammgaﬁowﬂ platform was clenr: to
create cireumstances for the common work with arfistic
differemtintion throvgh the projects proposed aiwmgs
by one of the authors within the group and domne in
collaboration with others who want +o be included. So if

‘ ‘ Booklet.indd 20 @
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te what was the assamblmg artistic

we try to arficulo
conal Hrust

fion thhe onl derivative wonld be onr per

posi
ideas will come out in

Foant non-filtrated invested
e Form of Filfrating performance machines, properlg

mbled, but taxken out of their proper ways) out o
n and proper. After Five

£ our prgjaM's alwmgs had
4 that all of thewm

which the common of the
Frerent.

asse
ditberemces between commo
ﬂgews T realige ot eachh 0
n possibili’rﬂg to be whatever an
constitute the face of work in

zrmAp and the individual of the prgj&c’r are indi

2=l
First devintion: Pe
to find sow’,’rhifma in common

P&Y“FOYVWVM‘/& art in Croafin. W
artist Dowmir Bartol - Tndos fo collaborate with us on

the ‘covel version of his 198l P&Y‘POY‘WAMO& art piece Man.
Clir, now p&rlpormed bﬂﬁ im ’roze’rher withh Nikolina and
Provdan. Waat coame out of this encounter was a piece

Hart was innetual as o historical nccount (becanse it

rFormance Man Chnir wrs an attempt
with the Live Mis’rorﬂg of

e invited P&Y“POYWW&M(‘/&

7.12.2008 14:32:38 ‘ ‘
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was too resemblant to “third theatre ’recbmiﬁ«as) but

also because it transiated some rebellious eneryy of

the SP&Oim&M‘P&Y‘POFMOL%&& wirich didadt refer to uwg
identifinble objective mwgmore. The biz Fun and the
ng of f£or afl of s whho were worKing on taat piece was
Hant it was operating in the slippage between KMOWQ&AZ&,
interpret aion and understandin and that ITndos's
origi»ml piece was referentinl in a very fimited context,
but since it was renewed, pimged out alive, it ‘Pigwed as

@ n anrantee for the illusion of rootedmess of the group

in an avar’riﬂg denditarian eulture. At the same time, (O}
emptied out of any identifiable progress, fine production

of the mnew from the his’rorﬂg of mew theatre was then
ondy about the production as such, Taking place as such

- in the same place and within the Known markers = but
deviaﬁﬂa adL the possible courses in the fime to come. T
like to think about the piece Diderot’s Nephew in the same
wocl: That piece was made as a Hizh’r through multiple
Siz%i%i’mz regimes, aiwmgs without a vwn’mge—pom’r , but
alwmgs almost there, aiwmgs in the regime reproduction,

‘ ‘ Booklet.indd 22 @
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but mever in the content. S’ra’ﬁwarﬂg ‘Pligu’r
and the riZWr to be irrespw»sibie Lor thhe world of
dendifies and necessifies, the counter-mock-heroic.

2.1l
ces of Man.Chair

T reeadd two pamdizma’ric P&Y‘POYVIW.M
ects of pure exemplariness of that

Fraat show the eff
what we could

piece, its bama ofmﬁﬂg in o manmer of

do, its bemz a piece and entfivety at
beside itself, pwdﬂg li%guis’ﬁc being, e performance
@

®
whhich taKes pﬁace cm!lﬂg in ﬁmwg'm«ge.

the same time,

Man .Clhariy was deveﬁoped AS A WOrK im pragmss. Since we
lﬂg\jfuﬂ' s’mr’ri'ng we neither

for relearsals.

were R cmpawg whhichh was on
had b«dze’r for production nor place
hat we'll per'POYvn it as & work in

Therefore we mzread +
roaress ot several smaller festivals in Crontin, where

we wonld be able to spe%d come fime im Some room and

show the work afterwards, as passersbﬂg. One of those
Loctvals was the First Platform for Youny Choreographers,

@ 7.12.2008 14:32:39 ‘ ‘
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4 6%1’& ’MM&XP&c’fadlﬂﬁ nS AN
doncers from Zagreb. Sinee
al pieces mode

n prgjec’r which appeare
inifintive of two ’501'1445
bock Hhen there was aa’maﬂ«ﬁ 10 ve

bﬂg 4501,1448 cuoreoampbwrs the pV‘OZYamm&YS
two chare()gmphies doanced bﬂﬁ tudents of the Hizu-

for leg’rlam and Dance from Zazr&b whhich were
heir Teachers. Whhat was wmore Hhon

obvious in thnat context was an ymnmsual appearance

of biopoli’ricaﬁ 450«44@44&33. T that wilien Tmndos’s
_ristorieal act as he was mppar&a’rlﬂﬁ

older, different and stramge. His par?ormamce crented
pmensiness because the represea’m’ricmaﬁ Prome was
distributed Wm%uow the bodﬂﬁ of common 1501,1%344&33
of Crontinn dance sceme, howevey Fine whole Festival
wast swying o\wg’rl/»ma about the 4501,144844&33 of that
doance scemne except 1 ot there are some 4601,1448 Zirls in

the process of formation For dance.

pr&sam’rad

school
choreozmplwd bﬂﬁ t

act became o bio

Lormance of Mo .Clasir wies i Taﬁgﬁuarﬁer

The last per
do¥ (who started to work in

wWien. Man.Chaiv in which In

‘ ‘ Booklet.indd 24 @
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20-ie<) collaborated witih Nikolina and Pravéan (who started
to work in 90-ies) was presented in a double-bill program with
performances bﬂg Tomislav Gotovae (who started to work in
S0-ies) wiho collaborated with Aleksandar Tlicé and Tvann
Keser (who started to work in 90-ies) and Raimund Hoghe (who
started +o work in 80-ies) Puilip Gelmacher (wiho started to
work in the end of 90-ies). That (disleonnection produced
e appearance of a common fold of prasa%’rabiﬁi’rﬂﬁ for

all of the three performances in which Man.Claaiv, bamg
prami%efn’riﬂg in the langrage of spectacular uis’rorici’rﬂg
whtich doesdt reveal M*V%'ﬂ/ti'ng anymore, was sharing with
the other works 044146 Hris bio-historical context, which
turmed it into a represemtation of o still-Liveness of

Tndod’s workK.

2.0.2

“Our recommended approach folfows a practice that
Liberntes sedimented practices of their historicist
weight, and a certain vocabfuﬁamg defined b«g Hellenic
and aurlﬂg Christion experience becomes a siibbofetih

@ 7.12.2008 14:32:39 ‘ ‘
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of a ’rmfnsi’rorﬂg, minimal, human existence. Whether we
todk about Hellenic ’recumﬁues of subjectivisation of the
self (parrinesia) or o fensed Christion awniting of the
second coming of Christ (parousia), the Kety is to think of
the world g e space of activities Sim’lAﬁ‘f()VVL&O’MSﬁU ns the
object of K%Gwiadze and as well as the Zro%nds whhere the
subject is tested by way of truti, which is the subject
imsel £ (Petar Milat: Introduction to Diderot’s Nephew)

2.2.
®
Second deviation: To biutf, or +o be in-between the plane &

of possibiliﬁes and the plane of orgmaiga’ricm. Racem’rl:g

we started a research on the orgwnigm’riow«ﬂ aspects o
BADco. Airaadg the first poll amongy pecple wio are sharing
BADeo.’s mmima list had shown that adwost evw«gbodﬂg
(imcluding the founders of the 3roup) have somewhat
different personal stafistics on the lagaﬂ status, decision-
maKing sUs’rem, membersinip etc. At the same time, BADco.

is not pradom%aaﬂﬂﬁ visible as a constant di#em%ﬁaﬂi’rﬂg
we cald BADco. Wiat influenced intrinsic developments and

‘ ‘ Booklet.indd 26 @
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Peeﬁi%as of co—belofngi/mg was the i»ni’erfnali&aﬁo»n
of s’rm’regic ditLerentinfion in the Local context.
The modalities of inclusion/exclusion are somehow
constant 215 reinterpret ed. One is sometimes on the
forefront, sometimes def&cﬁﬂg.

T 2001 the grotp was Joined bﬂ(j one wmore dancer,
Aleksandra Janeva. She was not invited as a
performer but to choreograph her First piece
Fogether with Pravdan and Nikolina who were also
Just s’rmr’ﬁﬂg to shape their anthorin, cl/uoermpMic
positions - the production was calded 2trik and i

was dome in the form of a dance triptych. Separate
pieces bﬂg Aleksandra and Nikolina brmAZWr the first

international visibi!li’rﬂg of the grovp. That same
parﬁarmer in Diderot’s Nephew,

ear, mma part as o
plilosopher Tomicloav Medak became o member of the

core of BADco. by his own claim. His participation was

decisive For the Future of the grovp for the reasons
oot he diddt have interest in automatic participation
in aﬁwmgs e same setup of authorial processuafli’rﬂg.

‘ ‘ Booklet.indd 27 @
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Therefore, throughout the process of staging Tvana
Sjko’s plmg RimeZe T decided to ‘abdicate From the
posifion of the director of the piece and went to s’ruze

’roze’rhu with other performers (pilosopher, dnncer,

theatre divector and architect) which Turned the piece

into a diaﬂoaua on the mechanisms of the pﬂmg instead

of m’rerpra’r ation.

2.2..

@ ‘T wias 61Ai’re Mﬁhappﬂg withh our walk-diseus
Miah’f’. T+ diddt work well because Emzlish ﬁa%g’uage @
crented swortmess of artiewlation, but then T also LiKed
Hant bioc}(age ‘PiUifng. Whhile we were t aﬂ}(i%g about the
deadness of our perlpormamc& T felt the presence of
deatin of articulation, collapse of desive for speaking,

a transfer of meaning which was too direct and much
what T ’mcmzla’r a lot about

Massazes whiclh

sions that

laa}(iﬂg of sense. This is
wihile T was mm}(i'ng oUr mew piece Deleted

is too complex to be promounced, is Wer—gbs’remaﬁged, it
- and then Hou Ze}r

creates an idusion of communication

‘ ‘ Booklet.indd 28 @
7.12.2008 14:32:39 ‘ ‘



®

the audience that takes part. We Felt Like Livmg Theatre
in 68 (which 044115 (0 montirs ngo T would hate and now T
Like.)" (from "”(T communication withe Marten Spo”w%bara on

the par‘Pormmw,a of RibCaae)

Per#ormi'ng in Rimeaa waS uiwmgs a Kind of multiple
defection. The piece was set in an emp’rﬂg room surrounded
bﬂg the audience with 044115 one source of KigM' -0
bowZaois fomp with decorative famp-shade. The situntion
® was defined bﬂ(j severnd points - the pﬁmg Sugaesf S
thot averﬂg’rhmg happens in two rooms - a prison cell
and iiva yoom of the writer of the pimg (or at Least
smebodﬂg wiho dirac’rl«g approaches the characters
througih the stage divections in her first case.) The
per‘Porma'nca incduded five Fixed module scenes which
are then ’ru&mu’ricaliﬂg manipwlated bﬂg our 3iSCUSSIons
which happened in-between the scemnes. Act 'Maﬁbg,
the discussions were s’mged Like prisa/n—ﬁi}(a wolKS in
civele and for each p&rlparmwmce we weve JOi%&d bﬂg n

Z/Mesi' Prom the audience - this was a Kind of escape

‘ ‘ Booklet.indd 29 @ 7.12.2008 ‘
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Prom the closure of the set-up scemes to e
cw-face of communication. The (‘,Ovn,pﬁ&)(i)r’b' of
relations of Hhose wino are i% the Langunge
(phifosopher) Amwm’rwzis’r) , Hhose who are i
e preseripfions (architect-activist) radical
Freatre divector) and those who are in the
e (dancers) created n new closure

per{lorma
cecond dezma

which was an open field for the
of posiﬁve escape - esciape into silence of those

@& Uiterate in speech. But awywiy) Flnose walKing

eenes were & Kind of nchrument to measure ®

the e‘P‘PiciaMMﬁ of the per
vests (Theorists, dancers
divectors, AnKnown) were redefi
of communicabilit of wihat was umknown for
Frem. But the closure aﬁwmgs 34Amm«’reed the
third dezree of escape - back o the par#ormmmce
chh or acting ont from the
but mlwmgs per‘POrma’ﬁVi’f“g

Lormance . The included
visuad artists, theatre
fmifmz +re fevel

- per%’orma%w of spee
serets of Spontaneous,
p p

brcmZWr iNn.
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2.2.2.
Tre similar situation we had with the piece Sofo Me
when NiKolina and Pravéan started to work om fwo
separate solos but in the process ’rhaﬂg turned it
into o duet which seems ‘that it isin the Zes’rwaﬁ
texture of one of the two dancers that the other
ome. inseribes is/er footnotes or that it isin the
one’s text/thonght that are e%gmved the footnotes
of the other collocutor, without bema clear at all
wht the so-called main text” is as opposed 1o the
® ‘womments below tie Liné." (Cvej it - Milonié) ®

The pleasure of that uncleareness between the
woin text” and ‘comments below the Liné is o
Peature of what is in common in Faaialifﬂg of the
BADeo.’s omvre even in the most individuated pieces
fike Walk Tiis Wy bﬂg Pravdan Deviahovié and Mass
for glection Day Silemce by Tvana SpKo. Iunstend
of EooKifmZ for ’;}he pMMc’rMmii’ﬂ'es of the main and
of the below, we tend to Keep on the Line.

‘ ‘ Booklet.indd 31 @
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2.2l
“In a Line of wri’rmg the ductus of the hand passes

ca%’rifwuaﬂn from the common form of the fetters to the
parficudar marks that ida%ﬁ#ﬂg its singular presence, and o
one, even Using the serupwlous rigor of 3»”@[&010516, could ever
trace tie read division between those two sphreres'. (Agamba%)

-~
Third deviation: Titerate and iaﬁom%’r performers.
Performers such as dmvm’nges, piifosophers, theatre
® directors, architects - wiose presa%’mbiﬁi’rﬂg was aﬁwmgs ®
displaced into others - are cOmi'na onto the si’aga and
are thus now juxtaposed to representatives. The deviation

happens as a result of openness townrds the unknown,
ot thought yet b«g us. The Limits of an illiterate
performer emerge aS ignorance for the deseriptive
character of dramafurgv/presa%’mbiﬁi’rﬂg of tie work.
The illiterate performance functions at tie level of
"localized preseription, and not a deseriptiost (Badiou).
TIliterate performance is not the one which, hrougih
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tie wastership of the author, tramsfers the
Underst omdi'ng, but whose Kfnowﬂedge SUrrenders
in confrontation with geweric power of
differemce in performance. Therefore smauiar
piece is mever an wltimate representation of

the state of things, wot even of the plane of
oraaw&aﬁom but it exists cmiﬂg in ccm’rm’ui’rn

of adl owr performances, but also performances in

3&%&)’0& .

2.3.l.
"Mﬂg almoraoampw(ﬁ/par#ama%ca/clmacma is aiwmgs

on e reversible path from thought, decision, iden
towards their realizgafions, and backwards. On this
paﬂn there are drops into the unknown, flashes of
no-control, surprises. So there is mot only o bod

that dances but also a badﬂg that wmelts in movement,
Hrat evaporates and that) as such, can become a bodﬂg
which de-materialiges dancé. (NikoLina Bujns-Pristas)

7.12.2008 14:32:39 ‘ ‘
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2.3.2.
However, there is uiwmgs a decisive point in g; g 3 % gg
each of our prgjac’rs. gven if it migh’r hawve % & % i 5 Bl
come out of the unclear, even if it doesnt z g@g‘g }3: §;:
represeﬁi’ tie descriptive clearness of where g -§ i § §)§ g
it came From, each project has its aftermath = : 5 g f_t
in retrospective _justification. First you act ;;&; ;:; § 5
and then, in the new ﬂiZWr of this action, S fé =%
ou reconstruct the circumstances thot g - %Qg
fed wou to act This process is prescriptive g ?%Qi g
issue, in the ;:(% ®

® because 1601,4 are PorcmZ “re
absence of any auam%h&a." (Haldward). And

that’s, exac’rlﬂg, where this wri’rifma should end.

ARTVAcY TN AccoRDANCE WIE
YNEMORTES ARE MADE OF HIS....

et Ormance /ssues idertfication, at least i wo ways. My fask
as an avchence member 1S 40 imterfret a seres of utHerances,
a frocess 1hat Produces and consoldates ety i relaton
1O work. Work and /s ernvirorment Sirmuttanecushy rmvrte +he
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sPectator 10 Particiate in Processes of dentfication. heatre,
which /s more or less any actiity +a/<//79> Place on é%age) 1S
therefore aways Porular. T+s address s commrunal and s
Aroduction homogen/z'na Vet there are nmoments when theatre
cracks ofen, when it é/xﬁé‘ away from the abysral fravelng

o defths and also From the covering of distances that are
exPlored along sufaces: moments when the theatre Play-cut
of iterest /5 nothing else +han materal and energetie agerncy,
manfesting tselt inside and cutside of s assernblaces. Sueh
theatre may at /e st Garce be all +oo easily nvsurderstood
aS an exPression Of eaotism Or NnarcisSIsm, a self-referental
Production that tirns its mterest away from the exPressed

+o +he exPressing, yet rermams within an dertrtarian, 7%@1/9/7
sometimmes reversed regime, bt +hat would mean OVerlooKg
S central concerrn: moving anay from the Polties of
Aertfrcation 0 +he Processes of indivivation, defarting from
all comverntional Strata of interfretation and fowards those
SHuatHoNS i which the sfectator is Permitted 1o engace in
affectval Production, ie. away from 1he pairtenance of Polee,
or of Polities, towards a Possible energence of “he rliteal.

Mencries.. in Partular, but also +he ertire body of work
created and Pertormed by BALCO., are close 1o berng a turring
Point in the context of Present-day Performance; they are
a Shift away From serotic agency towards +he calacrties

®
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oFf exPerience. s Z.acyreb-based arouf afPears 10 have
consoldated rether #5 form of P}erﬁomwance 1O AS realnn
of content, or even #s node of Araduetion. e assued,
CONSCICUS 1G0rance of +he context donvnated by regimes
of disPlay, combined with an internal exeaes:s, or rather
an Claborate care of the self. has rade thern develof an
ermancifated set of +eahnoloces of contenforanedy. However,
the fact that +hey are not acticated within any declod of
aesthetios is dve 4o a deterrmined mastery of a set of SKils
i relaton 0 the Gien declocieal rrachinery. e Practice of
BALCO., which Hranstorms His nown into a verb, largely cwing
to the way in which they are constarth reconé‘/dem‘/g ther

@ colaboration, /s a constant frocess of cod/ng ard recod’/’ng. ®
TS, +he Practicng of BADO., which is in no resfect vold of
or free from aesthetic vales, ideologes, form ete., but /s
nevertheless ermancifated, consists oF e/abomﬁ'ng a system
of ethies: sPecific in exfression o medim, yet general Wara)
resfect 1o s alPheabirty.

BADCO. oferates Hhrouah and within a Paradox, between
the technoloaies of contferforanety and the elaboration of
ethes, necessarly irtindating classical theatre whie crerating
as an agerncy of creative actions, which do not Simbly break o
obey +7{e rues (SimruHancousiy cozrﬁ'rmmg them by +he very act
of +mn§9r€é‘é/om) but c/vange +he gmmmaﬁca/ systerm tselt,
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oferating within, as well as vPon, a sface Or a sitvaton where
these grammaﬁca/ rwles cannct be d/é%/ngws/ved from the

event.

T s classical and cortenPorary Sense, theatre enPloys
a rodel Hhat /s based on faciitatin of dertfication,
£or exarrPle, o the ofPortwnites 02 iterPretation, and 1S
therefore essertually statie and imrmrobile, oferatig %rcug/v
sets of rues +hat abolsh any Possibirty for strafeae or
structural franstormation or disPlacer~ent. Due 40O gfvaﬁ both
differenciation ar A differentiation necesstate a Adistributed
decision that cannot be referred o by normatie rues.
—he alPloation of rules escales deternvnation, yet Precisely
hecause OF 1hat i enables action. WHhin a Kartarn regine,
representation would Pl +he very extination of éucfvj actons
_ whioh would make A Perfectly agreeable 10 certam /deo/cg/ca/
ardl cconomical contexts - Placing Aself butside’ the action.
I+ is only Possible 0 arteulate he meaning of an action/
<Avation i relation o the action that has Been undertaken 1O
transtorm A An art, or activation that has an aim of setting
orcative actons in moton, asfires redher 1o a truth (ethies) rnor
+0 a statement (declogyy i+ 1S aays (bueé+/c/7@d and therefore

amays Polireal.
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e et artioviatcn of Partiaifation, or Perhals mare
adtequately of atterntion which is Profosed in " Merores are
maQPG of Hhis.." imPles rew modes of subjectifioaton, which
are both Political and existental. T1 S a kind of attention
at Shfhs the ParsPective from defensie tendencies of
Struotural allocation 10 a benevolernt, hetercaencous allocation
in dyrare rescurees, erPhasizing +he oPPortunrty for a
ruttiPlierty of new modes of éugecﬁﬁca-h@?, which rmay afPly
to every ejgagea” subject, indeferdently of s herarchical
Posion, Hhroigh equty rather +han equalty (which /s a
COM O WGHLC/?WOKd ) +heatre).

@ s difberentated mode of attertion, combined with +he
insistence on multiPlety of exPerence i +he vsed Framenork, @
acldresses cur understancing of Privacy ard its produetion/
procvetisty, a Pricacy Hhat Ean be understood both iterally

and metalhorcally.

Aiacy 1S erdher oferative nor Procedural, and prust
Hherefre be abstracted from the inmfulse of locating.
Gecccre consists of a aeneral and identfable, refeatable,
Erite, and descriptive £Crmula that Fossesses conternt, but
a cortent that s subordimate 10 s Potentalty as a formula
of Produetion. OPeration, on the other hand, s a sPecifre,
seral (non-refeatable, infrite, and non-descriftie Production
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Dresoribed for a certan set of Procedures, and s effectie
adure cculd rot be arasfed in and For tseH in a ge/fm/ form
oF s Process. The SPPortunty +o artculate a notcn of Pricacy
as ermancibated not only from all ormal, serrante content,
bt also from the metalhysies of +he everyday, defends on

+his twofold directionalty.

Aoceduwre s PerPetually afFiiated to a set of cferations and
vioe versa. OPeration is immmmanesthy muHPle, since it éaﬁeguards
s artoulation from endanaering Potertal oPernesSs.
Artoulation of a set of oferatons Fnctions as a means 1o
combrehend: not what a Partcular Priacy 1may commrunkate,

® b what hat conmuncation iS. It s a roton of Privacy

Hhad s imolined 4o decisions or decrsion-rmaking, rather than
Stratrfieation, and /s CO/?é’@(bUC’ﬂJF/y Pri OdUC/779 %ﬁﬁ@/ ertiation

an actie and erPonering constrution.

A Pure discowrse of oferations O which irterPretation

couid be correlated /s inconmensirable, as any cPeration S

contincent 1o a é'/n?(/f/ar/‘hj that s relevant +o a defined Practice

/s imredately refre Lended Hhrcuch interPretation. OPerations
are ndeternvnable 1o a Single imterfretative governaee arnd
ef¥ectie in conguty 10 ﬂzmwésy'on /k7;+eadj of heense, whereby
Per rSSIOn differs £rom leense in terms of’ direction: keense
condrtions cs'om@%mg 9@7@/0/ +owards Csome%mg sPecire,
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Whereas Permission acts from +he sPectie +o the general.
DPerations SuPPort idertfication sclel) in 4he copunetion
between diveraent interfretations, relating 10 the way in which

a frocecre consistently develors a coorination of nuile
PCArINgS, wih clermerts 4hat are inseribed in a Process of

AL erErtiation constAutie +o the nairtenance of reconaidabity,
or SiPly Form. A Sinaular Orcoedue can be utilized, interfreted,
a@&éﬁ‘@d, ard adlaPted +o ﬂtﬁ/?dam@/ﬁa//tj differet imtentions,
whereas an oferation, or a set of oferations, 1S Perfetually
sincplar, indeferdently of what regire i mray refer o.

“emrcries.. do not set cut 4o define Privacy, o O cafture
s ortodenesss; a Privacy +hat would be conmensurate with
+he +eo/7jn/’(bues ard techroloces of sunveillarce, econtrol and
Consumer-motiation. ey engage in the Frocuetion of Privacy
(O Privacies) that s nedher seH-evidert nor é‘v‘ra/g/#ﬁomard, a
Privacy +hat /s constarthy contested and COMCS'G(DUC’/WL/U Polteal.
“their Chjeatie is 40 ivent a radically cifferemt £orm of Prisacy,
o il itervere ito and work with +he sitvation of Privacy
rather +han SirmPly reacting +o .

ercres... intally indieate a tensicn between +he
conpnetie faycut (HHerenciation and +he dispnctive lad cut
(ALt erertation, inclned 1o contest Hhe mechanisms by whieh
the analysis of c/vange has been de/egﬁed +o ﬂéyc/vo/ogg,
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scebloqy, and even technoledy, a Process that has enPtied
scentife research of avery 4/70/0%@#&/ dalectical concelt,
without which we are wrnable 4o understand anything at all. 1+
re-exanines the enmfies beyord research et/ cloges
that Standardize Privacy as a freld of cbjects rues, but
engages the movenernt of continaences +hat is inherent +o
anence and 4o Processes of subjectiation.

T+ s Precusely the Fleeting conditions of Privacy +hat
must be uraenthy ma/’/#a/ned,j secured, and accunulated. he
an 1S, ﬁ/régy, 1o avod the exclusion of Partcular rodes of
conduveting e, or certan modes of existence, from 1he
COPVINON u/vdercsmnd/ng of Privacy. Notions of Privacy rust
nsist on being non-diSewrsive, ie. they must furction as an
expPression of Practice as it SubSIStS in exPerience; hence
they should rot be reduaible 16 a grarrar o 10 a whole
field of vision. Secondly, Privacy must rernam ofen, resist
inStAutionalization, and insist on being understcod as an
O@an/zaﬁcn. A normative Privacy 1S Simfly no Privacy at all.

considering all Possible endanaermernts of Privacy (Oor
the Private sPhere imPlhes +hat i /s Possible +o detect
an agerncy that conditions s existence. Essentially, +/at
agerncy oug/ﬁ +o comnade with the state, in most cases a
ﬁajrﬁ'c/ﬂﬁory der~ceracy. Accord/ng/y, Privacy is conditioned
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by the Pubiic, by the Fechle or indivicuals 1o whom Privacy s
gven, which imPles that Privacy 1S PSo facto a Pubiic domam,
asswrina +had he Sstate can Gan aceess 1o A4S imtrinsie and
extrinsi erdeavcuws. A Strond demoeratic State /s therefore
predisPosed 40 conditon a Privacy +hat s Precionnately
instiutonalzed, /e. a Privacy that s Inear, fransfarent,

and herarahical, which innPhes s cwn obliteration. Aiacy
conditoned by +he state rust be recocyzed as a apen,
Structural matter, govemed by a set o%‘j rules 1hat %{jjm Privacy
O an Mision. These res offer 1o the atizens rights, mg/#s
that can be exeraised but never exoreised, Precisely because
they are nstigated by +he state. Less drarmatically, crne could
say +hat i Privacy /s agoverned by the state, it becornes
chsolete 10 crteism, simae the State is the entrty +hat also
governs QrrteiSm.

“his could be wderstood as i Plying that the crises of
Private and Public sPheres are Siopficant indieators of a
dissohing state, a demrocratic alParatus that has lost frack
of #s timre. e condromn s +hat +hese rdications can
only address dencaracy ether From within +he denocracy
Hself o rom a reactive starza hat in is furn confims
the reconstruction of a derocratic alParatus which /s
akeady i erisis. Gut then agaun, it 15 precisely owing o s
crisis, and Precisely becavse s SO corflex and imPossible
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+o define, +hat we can today engage n A/SCUSSIONS O
Privacy, Publc sface, and derceracy. Crisis, albert with
/7€9a+/V@ connotations, constiutes a Adissohed or dissohin
cranar - a de—terriorabsation - +hat ofens uf towards Fhe
2 ccluotion of disccurse. e crux, however, is 1o avord those
revisionist Stratecies +hat tend o attack concelts with +he
very argwnrests +%7a+ they have intally cPPosed, rather +han
artouldting eritical or reflexive Practices. we can certarly
resort 4o aolieative ncurring, but the battle s already being
Frucht and we must insist on not fa///kvg back Yo serrartic
legybirty o Lmmal rhetora as a resPonse 0o +he ancmnes of
Clr contenPorary Condition. T nstead, we nust arteulate new
e thods with resfect +o the comtestation of Privacy, +he

public sPhere, and uttimately derrocracy.

e orisis of the Private sphere and its weakered mstiution
results i a franstormation, a ShifF anay £rom seriote
siorbiaation and towards affectual Production. Notions of
privacy, securrty, ete. can 110 longer be described, but are Still

oﬂemﬁ'ng +/7K009/7 modes of ermergence.

Orises are Sionals writhout sobioation, Siopals +hat contest
the whole £ield of vision. T+ a sigpal rggers, actiation
follows, Prolongg the stvaticn along 7%]@ Ines of Flicht.
Actiation ﬂr@c@déé action and s cunvlatie, wlke ac%/on, whieh
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ufolds Progressiely, stef -by-stef. Actiation consists of
irtations and acts 1Hrouch rtensities of exPeriernce rather
Hhan s comtent. Actiation caltures +he bcdg /i a way,
cance////;ﬁ Al seParation between he body arnd s ernvirorment.
T ts exferience /s 1he erisis. ExPerence 1S a dtjnam/c /)7907‘/7@(//79
of activation, asswing 1he continty of s serial unf g
and roving the realfy of the sitvation, whioh has an affectie

(bua/r'fy.

“hat /s 1O Say that disccurse on Privacy m Crisis /may offer

only an actiatonal outine: a varation the rtensrty of
T+ adchresses the iritabirty of bodes

feeling over timme. 1
(PosSHre or /7@9a+/\'/e> rather than +he cc?ﬂ/‘h'on of subjects.

Actiational outhnes are Perochtual cves Fhat d/reo%/g actiate +he
esPonsieress of the body, rather than refroducing a form or

transpitting definite content.

Aot atonal cutines can exPlot cPPoAuntes of both Postie
arcl necative character. A susfended affectual State, a state
el M/?/Cg +he éUl\D/@C+ s incafable, or wnable e /d@/ﬁ/'fﬂtj e.g.
a arisis, offers an ofPortunty of maniulating that subject,
puttiflicrty, O ormmunty o searching for an exd, an escare
ot would be indeferdent of thei Politieal, declocical, o ethical
oharacteristios. In that conditon, +he subject will instinetiely
acquire caracities L escabe in order 40 overcome he sitvation

®
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ardl enter into a reflexie mood, but as /0/79 as all hnes of
Fcht are susPended, delberately o not, A4 will rermarm i a state
of fear o anxety. A susperded Hhreat to the Private sPhere, in
other words, can be used 40 Pacfly a subject o a convrty,
and to comPartrmertalze i, SO 10 say, 1akng A+ wnable 1O
Aistinawnsh good Fom bad covernance. A subject under
#Y@ag o a communty subect 1O the Possibirty of terror will
e Permission 40 Hhe state 4o cirewrvent demceracy or 1O
dxék@gard e, the ceneva Comertion.

arises of Privacy and +he Public sPhere suddenly afPear as an

teresting terram £or recires that cannot of fer a relevant

® rohey +o e exPlored. arisSis becores a ool for modulating @
coleative individuation. rovch mass meda, it addresses The
PoPulation from 1he ang/@ OF s Potential o re-individvate
differentally. As Iong as a regyne can keef +he erisis at arrn-
lercith s distance, 5 ihabrtants will rernam Ioyal, +/7co9/7 only
as /o/? as Hhe actization renans comtlative and does not
transE o o actons, Since these would, instead of crerating
Hhrouch Processual dinmensions, have cramnnatical rules, and
ot T e Poimt in which arisis would becorne 4he content of
exrPerience.

o a corforate Persfective, a ersis +hat concerns Priacy
/S genem//g Positie, a/v%cug/u A4S Ot aton 1S an oSclation
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hetween activation and action, a Pusating, yet exﬂand/ng
potion of territoral coagulation. A structural and state-
coverned Privacy functions as a ouw-de-sac for corforate
CONOIES, which buld vPorn 4 anSEOrmatons i relatior WP
+6 dermand. arisis s conditioned by movenent. Corforate
CCONOMES é‘ync/vron/ca//y SUPPort comtinnty and ﬁragme/ﬁaﬁc/v,
overert and A4S breaks, as a rmeans of cortinioushy re-
contexdualzim derard. 1 NSt o our P rote sPhere s
eviderthy LaSurable, but A would be 400 hasty 40 \/'ua"ge +hat
ocorforate eeonomes are terested in transfarency or i1
abolishing He Private sPhere. I nstead, corforate forees are
terested in a Prvate sPhere that /s as pruHPle and dynare as
possible, conditioned by the Possibirty of statistic aPPheation
or +he ofPortunty of meastrenent. e Private sPhere will
alvays be subjeet 10 pavenent, mdefendertly of ts degree
oFf hstAutoralzaton, which renders +he benevolent relaton
+6 oo Porate eccnomies favouable. he Friacy erunciated

by corforate eeornomes 1S SinrvHancoush @ﬂa/ﬁ/ng and
cortracting, mobile ardl imrobile. Hence cur interest aue
the way L ol Yhencres.. fonation as a dalectieal immage
does not concern +he question whether Particiation exsts
o rot, but what kind of Particiation i is. I+ cur Poltical
rearty has lost s dissertiernt or a/rfagcn/’é%/c furdlan-ent,
+hen corterforary corforate COCOIES must necessarily

engage afﬁagon/éﬁ%’c cisecurse Production and strateges, #
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Lov 1o other reasons, Hhen in order 40 increase custornrers'
dermands. Suoh Particlation coud be vrderstood as subversive
afbmation, or rather affirmative albrmation, re. a set of
Poltioal +acties that allows or Particlaton i eertam SOCO-
Doitoal o cocromical discourse, and af¥irm o consime thermn
while Simuttarnccushy wvderm//w’ng ther. 11 sueh disccurse,
subversive atfimation is characterzed by the idea +hat
atEimation simuianecusly Produces a secondary trajeetary,
whioh reveals what s beina affimed. Affimatice affimation
argues +Hhat deliberate construations of secondary frajeetores
ae i fact counter-etfeative, Precisel) because 1hey feed on
an akeady assumred falwe of the enemy’. he Font nstead
S b to acknowledae the Potertaltes of corforate
terests and 4o reflace +he current Hrend of celebratin
eSS Hrouch Pro-actie mercing and cooferation, aHZ@Ug/?,
ard s 1S mw;cﬂranﬁ ot on the lvel of exfression, but
+/7roo9/7 processes of Structuralzation.

—he Private sPhere is nedher a sPace nor a coneeft
of consensus, but a confiquration of dissensus. 1+ s
a ruHPlety of sPheres, sPaces, and ereatie cafacrties,
conficured by its ranent imPossibilty, rec/hrocal to the
fact Fhat the socety, as a totalty, s imPossible. “he Private
sPhere, however, is Possible Precisely becavse the socety s
IrPassible. AterPts 1o nevtralize 1hese imherent conmflexities,
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i Partouar +he PerPetual Production

of dissensus, the Presence

of o bodes in one, cond/ﬁon;? an a/#ago/wéjr/c Political

reality, hinges on actvalization ar

st not e overlooked, sinee it eldes

' ontocenetie force that

he self-cenerative,

irational modes of collective i dvation we call £ascis.

A Private sPhere aoverned by Loar s one emPted

of content, since s govemed by
Orocducton, a tactc as meons

sustaned affectual

derate as i s Poltically decisie.

corceftions of the Private sphere nust be 9eﬁem+/\'/e of
Lootion instead of pdeUCJ?'?g 4 QONSCNSUS With recowrse

+0o rational ar

' Procedural meta ~Granar. “hs resuts i a

® coreeftion of the Private Phere as a non-refresestational

oPerabirty, conficured by s i
pPerfetual ﬂroduc%j
discard Privacy.

sherent imPossibility arnd a
) of dissensus, ofen £or oPPortunites 10
T+ /s a Private sPhere conﬁgwed 7%@095

struetural confinernents and /775+/9a+ed oS an inStriution,
At also wnderstood as an agercy of creative actions that
are rot SimfPly a pratter of Breaking o obeyind the rules

(simuttanccusly at ¥iring +hern in
it actons Hhat cha
oferating within, and vPon, a S
cannot be

e act Of Franscyessiom,

c +he grammaﬁ'ca/ system 7 self,
Dace where arannatieal rules

Aistinaushed from the enfical event. Anacy

unclerstood as a areatie action S the reversed correlatie 1O

the state of excePtion.
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e rovation, as offosed 1o Formally indifFerent
odifcaton of the conodity (dhe stroctured notion
of Pricacip, imohes a Aistrbuted decrision that cannct
be referred +o any normatie cornditon or aPPlication of
Cranmatioal rles. s is i aceord with WiHoenstern S
A hservatbon +hat rules can never Stifulate 1her cwn alPheation.
Seen that way, exPerence Lrotons as a aenerative Princifle of
dissensus, in +he creation of differentiation of Pricacy and its

sPheres.

BADCO. S i action an uneondtional escafe from whadt;
a geod question i order 4o discover an essence o locate an
Aa re. construetie of an end of Polties and of dissensus,
in favour of guestions characterized by who?, how nuch?,
where?, in which case?, which areate Particular SPaces ancl
timmes, deternvining 1he dovble asfect of differenciation
(Quaktatie and differentation (Quarttatie andl cuthring
A roverent of drammatisation. For BALCO., Fhere is avays
<opmething bencath refresertation, a drama’ beneath all loges,
a Privacy without bownds, an attention becorng a subject.

®
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From: Mikohna Pristag

To: Iva Metina Sibila

=ent: Friday, Decemnber 05, 2008 5:05 PI

subject: Anointerview wa e-mail with MNikolina Pristag, by Iva MNerina Sibila *

ILMN.5 I saw Charges twice. First time in a large auditorum, sitting
somewhere in the middle, when unfortunately I wasn't able to see a good
pottion of the performance because it takes place almeost entirely in the dark.
At the same time, on the right side of the stage there was a small stand, which
at first seetned to be a part of the set, but dunng the petformance I realized that
one can watch the performance from this posttion, much closer to the
petformers. Zecond tune I watched it from there and the expenence was
cotnpletely diferent. From this perspective, [ was allowed to see what really
happens with the performers, thetr concentration, tension; [ was able to
percerve how movements tmigrate from one body to another, to see all the tiny
gestures,

It seems to me that choreographers of the younger generation and of the sinilar
geopolitical context (MManuel Pelmus and Dalija Acin, for exarmple) ke to worlk
with the 1dea of reduced wsibility that brings the petformers’ presence in
question, st as it does with the position of the audience. Could wou descrbe
the function of semudarkness 1e. selective wstbidity in Changes?
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P Ineszence Changes goes through three light enwronments coming out of
three ideas of space; open field (in which sources of light make thew way mto
space through open entrances), cleared space — a desert (space homogemzed
by purple light) and altenng — actrvating space (it by sensor activated lamps
that react to movement). However, generally, the idea of space as desert (this
1z why we cut the number of spectators m half with regards to the number of
seats and why all of the entrances rematn open during the entire petformance)
15 th conmection with the main theme of the performance: relation between
parasites and the environment. I found it very interesting to read that Michel
werres, the author of the book The Parasite, states that if a parasite wants to
seize power it always has to elirinate of all other parasites i order to take
control over the whole space, it needs to eradicate all noise; the message of
order needs to pass through silence. I see an analogy between that claim and
John Cage's 4'33" composition. Cage's decision to evacuate music from the
concert hall in turn makes possible for other nodses to crawl mto it. There 15 no
space without a parastte, you simply cannot ehminate the parasite and I was
keenly mterested to work with the productive walue of it

But returtung to the question, selective wisibality in each of these hght
environments has a different dramaturgical function, but it 15 always m one way
ot atother guided by the logic of the relation between a parasite / notze and the
environtnent. In the mitial sitiation the mtensity and source of ight constantly,
slowly shift and thus change the wsible and mwsible areas of space and
dancers’ bodies—this 15 as if someone constantly opens and closes the
entrances wnto the space so the ight happens upon events talung place there.
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The choice of this type of ighting was primarily led by the 1dea of dispersing the
spectators’ monolithic gaze i an activating relationship toward offered points
of intensity and informmation appeanng i the space, stunulating the spectators to
pay attention, to mobiize other senses with which they percerve the space—
first and foremost thew hearing—and to enhance the unpression of porousness,
vastness of the space, of the stage as a space through which one paszes. The
full purple light talces over this environment and thus the space becomes
hoetnegenous—a unidgue volume containing both vou and us. It takes a couple
of seconds for the eve to get used to this new condition and to distingush
dancers” bodies from the environment. The function of this change 12 to change
the inpression of materiaty of the space and the bodies; everything remains
the same, but 1z seen diferently. And the last hght ensronment 15 made of
sensor larmps arranged over the stage which are motion activated and whose
function 1s to mscribe the logic of highting the space mto the texture of
choresgraphy, or i other words, to become one of it agents. The cotnposition
of choreography in this last part of the performance 13 almost entirely
condiioned by the unpredictable reactions of the highting objects.

Thus I see differences in authonal optings for selective wsibiity. In both Dalya’s
and IManuel’s worke we see a reduction procedure at work although for
cotnpletely diferent purpose and with different effects. “While Ianuel
choresgraphs using speech and puts the spectators in the situation where they
tnagine motion based on his descoiption of the choreography, Dalija’s dancers
we can hardly make out in the darkness, we see two gures melted with the
object, as f'm an optical dusion. Both authors reduce the wsibality in order to
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talce advantage of the power of theatre dlusion, as well as direct the spectators’
attention where they want. In Charges the intensities and relations between
four basic modes of the petformance—hght, choreography, text and sound—
are constantly interchanging, the spectators’ attention 15 more dispersed, it
trawels along those layers of the performance, 1t 15 left to its own dewices to
direct different pomts of mtensity which can attract thewr attention at any
moment. Changes disappomts the spectator whose attention 15 automatized.

LM 5. The spectator, depending on the posttion in the anditornim, gets
completely diferent mformation about the performance. Personally, T found the
petformance much more interesting from a closer wew. I understand the
authot’ s stand not to serve the spectator with an unambigueus product, but I
atn still wornied by the fact that certain wiews unable the spectator to see
wnportant segments of the performance. Would you care to commment this?

P Tl try to answer this metaphorically: & group of people sits at the table
having a conversation. Someone’s cell phone goes off The ringmg of the cell
phone interrupts the conversation for a moment, the nodse mterrupts the
circulation of messages, creates a disturbance in the systern. At the morment the
person answers the cell phone two communication systems are created. To the
person talking on the phone the conversation at the takle becomes noize m the
channel If she nears the table and depending on her attention, the conversation
at the table will from nodse slowly agatn turn mte a message. The same 13 walid
for the group of people at the table. The noise and messages constantly change
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roles depending on the posttion of the spectators and thetr attention. In this
regard Changes are m the continuty of precccupations of BADCo s waorl,
espectally when it comes to the problem of audience’s attention. Ifost of our
wotl 12 more concerned with the conditions of wewing than showing After the
Bethn petformance I participated in the project fepersonation SGame by
Mette Ingvartsen and Alice Chauchat This project 15 a game it which three
artists who saw the performance answer the author’s questions as if they are
the authors of the petformance. To my question why to overlap planes of the
petformance, why to saturate it with mformation and signals, Alice gave a very
sttmple answer: “The important theme of the performance 13 the problem of

wotls and lamness m art, we wantt to tty to produce the audience that will worlke
— thinl: parallel with us.”

LM% It seems to me that the text, etther spoken live or recorded, leads the
dramaturgy of this petformance. The topics you are mterested i are expressed
very explicitly and it 18 very playful m the form m which it 15 presented wath
regards to the mowernent. With this T have in mind a hve reading, recordings m
English and there 15 also some sound, noise even music at one moment. On the
other hand, the movement 12 very precisely defined. If I were to describe t, I'd
say it’ s an energy which powerfully starts from the center of the body, breaks
the body mto lines, a sequence which s purposefully and almost agoressively
arrested. With regards to the form, there are a lot of knees on the floor, tight
feet, large qumnps which begin and end in themselves. We also see clear
gestures: listening, quisting down, holding the wolin, wawving at someone. .. The
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very sequence of movements, it seems, 15 given to the moment, while posttion i
space and communication have been arranged and discussed in advance. There
are two exts from this code of movement: one 15 completely still lying on the
floor, and another 15 an atternpt of continual spanning — both are connected with
the recording of Cage’ s silent composttion.

What 1z the relationship between gesture and movement? It seemed to me that
by usthg recognizable gestures you are trying to assigh a meahing to a
cotnpletely abstract movement.

MNP The dancing in Charges 15 treated as noise—imnmediate,
mcommumcable and untranslatable expression of the body. The dancing thus
does not communicate anything but the very gesture of dancing. This 1z
wnpottant for the following reasons: La Fontaine’ s fable ends with the Ant
asking the Grasshopper “How spent vou the summer? The Grasshopper’s
answer was:  ight and day to each comer [ sang if wou please.” “¥ou sang! I
arn at easze: For 'tis plam at a glance, Mow ma'am, you must dance.” The
paradox 1z that dance, even though it recquires a lot of physical effort, 12 not
seen as sertons worle This 15 worlt without a purpose, it doesn’t produce
atything bt ttself’ and that 15 its purpose. Further, thernatizing dance as constant
production by working, presenting it as a sequence that continuoushy
regenerates itself and mutates, condibioned the decision for horzontal
arrangement of the choreography, the decision not to arrange the choreography
cotnpostiionally with itz climasxes, condensations and dissipations. And fnally,
the saturation with dance (as well as with specific acoustics it creates) functions
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as a counterpart to Cage’ s notsy silence. Comtminication gestures are thus
needed because, as all gestural material in the petformance, they stand in
opposition to dancing However, they too went through the choreographic
process, they were undone, hidden, twisted, dismantled, broken, They also
float on the bordetline between being a message and being just noize.

LM 5. Chorecgraphy, with the dancers dressed in black, with the heawy
“traffic” of powerful, “untidy” movements, towards the end condensesin a
more nervous, clumsy, hurried and more constrained variant, “Tnwvited” by a
whistle, they answer by reentering the same code of movement. I saw this as an
“anthill” i which an indindual can't exactly make choices. Could you, please,
cornment on this? And at the begmning vou make an atternpt to take the wohn
and play it, but yvou give up. The violn bow from the source of music becomes
a stick that’s used to threaten. Where do vou see the possibility of change,
which ywou call for in your text? I3 the only ext from this anthill (whose
choreographic structure 15, by the way, excellent) staying still, not doing
anything? Lying on the floor wath one’s face down? I always saw the movement
as a powerful means which enables us, bevond words, to cross the border of
mtellectual and social framework, and touch upon some simpler and mote
powerfil level of exstence. I don't see this as one of MMarta Graham’s
“pritrutrve tovstenes”, but as a start of sotme new energy that leads mto
mndividuality, autonomy. .. Quite the contrary, I see the bodwimovement as an
evidence of social restriction, the dying of art. .
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MNP "When it cotnes to the “anthill” scene (the last scene), the paradox i3 i the
fact that i order to perform this scene we don't need to rehearse the elements
of choreography but the speed of reaction and imagmation in combinations.
Each dancer decides on the spot in relation to other dancers and that, if we
mclude a relative unpredictability of sensor lamps going on and off, constitutes a
very cotnplex and unpredictable system of relations between us. Everything 15 a
free chodce, but this free choice involves awareness that we are part of the
same system and that every mdividual decision triggers a senes of other
decisions, which are i essence part of a chain-reaction. With regards to other
scenes i the performance, the “anthill” 13 the most free when it comes to
dancingperfortming, and the fact that the soundtrack, which anthropomorphizes
the ants, creates the need to nterpret this explicitly dance scene through a
discursive envirotment, in my opiion, signals the lack of trust m the dance.
Instead of observing how the dance operates with regards to the environmment
atd the system of relations in which it 13 set, it 13 mterpreted wa only one
element of this scene—the soundtrack. The question 13 (and the petformance
wants to ask this question arnong others): why don’t we have the same
problem with music smce music represents the same mterpretative and rhythrme
dictate to the dance as does the text? MMusic affects the way we percewve dance
to the potnt that it alimost conditions that same perception, doesn't it7 Andm
this scene none of the dancing 15 conditioned by the soundtrack, except its
mterpretation, and this 1s no longer up to me. The parasite that 15 taking over
the environment (). Besides, 1sn't it interesting that in societies i which dancing
1z ot considered real worle, dance 1z considered enslaved at that moment when
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it 15 brought in prozmity to labor? From my perspectrve, I don’t question the
expressive potential of the dance, on the contrary.

Bottorm hine, Changes 15 a performance with clearly expressed conceptual
direction but 1t vou'll find dancing from the first to the last minute. As
opposed to Fleshdance, dance im Charnges 15 matrumentalized. [ am interested
i different creative problems while choreography 15 the field of my thinking and

acting.

LIN5: Youworked with a team of excellent dancers. I am interested in the
process of making this petformance, the relationship between mprowisation
and choresgraphy which here, it seems, 15 completely permeated. How do you
EEpENENCE your co-performers?

I.E.: "When vou have a privilege to work: with such a teatn—the one which vou
den’t have to seduce, talk them into working with you—the only thing vou have
to worty about 15 how to cotne to a rehearsal with an 1dea, a problem that will
be challenmng for all of wou when it comes to thinking about it and performing
it. Practically the biggest question that stood before all of us at the begimung of
the process was whether we, who are so different, can dance together within
the same systemn. Each dancer’s style, 1 e that what truly makes her that
dancing singularity, was sotnething [ by no means wanted to erase, on the
contrary. I think that the very differences between us contnbute to the
performing nchness of the piece. What we share i the petformance, and the
petformance 12 always a decalgus of the process, 15 a certain collection of
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choreograph_ic decisions, structural potnts and attentions, everytlung else 15 a
sum of decisions of dancers who combine, thinls, dance, worle and thus create

the texture of Charges.

Transiated by Tomisiav Kuzmanovic

*Thiz interview was published in the magazine “Eretarga”, no. 8f9|

OPERATION, RE-ENACTMENT, RECO NSTRUCTION

1945. German a nol

Heve e o reconstruction wmodel: Z.ngveb, earlyy May
m the city. several filmumakers, wmostly

atian film, participate tn the action of saving the fllming
whieh the oceupation forces intend to take with
it hos been transported from the former builoing
hones, but it Ls Limpossible to hide everything.
e camerns and come out bnko the
ha convoy from Z.agreb.
f the comeras behind

ustasha troops ave retreating fro

ploneers of Cro
equipment and material,
them. A part of the equipme
of state production into private
Therefore, the cameramen have grabbed th
streets, filming the retreat of German and ustas
in order to avold suspiclon, they camouflage some o
the windowpanes or behave as if they were fleeing themselves. Sometlmes
they even ask the vetreating soldiers to help them transport the equipment
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to a filming location. The whole action is coordlinated by film director Branio
Marjanovié, who is based in the city centre and plans the locations. On €
May, the partisan forces enter the clty), but the filming goes on. Mistrustful
partisans oceasionally stop cvilians carrying camerns, but the cameramen
tell them the predefined password: “Flovtjan knows everything!” Bven though
Florijan does not exist and the cameramen have nvented the password, o name
behind the action helps regulate the situation. The cameramen are left alone.
In this way, a historical document is created that is known in present-day
literature as the “Clberation of Zagreb.”

Sp what s theve to be reconstructed? Evergtmw@ has been filmed, documented;
the object of cameraman’s attention is permanently available, evidencing the
fact of a vupture, a vevolution, an “event’ of truth (Badiow), a breakthrough
from the situation, from the way things are. The filme, savne as the con password
naming some Florijan, resituates anod names the event, de-constituting the
community in decline and establiching another on the vise. Still, the story
narvated above Ls indispensable for the “truthfubness” of the fibmed wmaterial.
The film (s apparently newtral, void of all action. The main difference between the
shots made before € May 1945 and the later ones is the fact that the documents
about the vetreat of troops from Zagreb are voyeur-Like, filmed from behind the
windowpanes, clandestinely or with great caution: they have beem waole bxd
cavmeramen with @ mission. The shots of partisans entering the city indicate
uncertainty, but also show the enthusiasm of the comeramen, thelr camera

1 Cf o Skeabalo: zmedu publike { drzave [Between the Public and the statel, Zagreb:

Zwnanje, 1984, p. 109.
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running with the momentum, the filming operation having become an action.
The shots weve presented in the flrst issue of Filmske novosti, cinema journal
created by our flbmmakers. Prior to € May 1945, they were employed in the
production sector of Hrvatski slikopls, an institute prodlucing propaganda film
Journals for the puppet regime of Croatin. The day of the Liberation of Zagyreb
also brought changes in the production staff. The material wmade by the staff
of Hrvatskel slikopis became the material of Filmske novostt, first released on
21 May 1945. The ioea behind the documentary operation became the “thought
of a founding fictlon, or a foundation by fiction.”* in this way, our story has
been transformed tnto a myth, since that fiction is the operation as such. To
say Lt more clearly: the operation Ls no fiction, but its fiction (the way our story
goes, the notes on the making of the first post-war film wmaterial tn Croatia,
the history of Croatian film that bncludes it, or the narative tn the margins
of the film) is an operation. The story about the operation accompanyjing the
documentary has transformed its own fictlon tnto the “foundation or into the
inauguration of meantng itself.”

Paradoxically, the film ooes not document the story about the operation, but
the very embeddedness of that story in the film, that s, before it has become
0 warrative, presents the “living heart of the logos.” The rayth of an operation
being the operation is lived and Living because it was created on the very spot
of the event, at the site of its originating. It was created at the site where one

2 Jean-Luc Nancy): The moperative Community, Liniversity of Minnesota, 1990, p. 52,
2 tbldem, italics are Nancy's.
4 totd., p. 49, italics are Nancy's.
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cinematography was declining and another emerging, at the site of birth, of

Lanovation - both soctal anol aesthetic.

However, what wakes this operation interesting is also the fact that it was

an operation of saving one's bare Life. But saving one's Life diot not consist

in retreating or hiding - vather, it meant tnvesting one's Life tnto an action

that was tdeological and corvesponded with the mimetic aspect of the film.

If o political decision werged the docuumentation of the operation of retreat

with the action of saving the equipment, it was ldeology that homogenizeo

the enthusiasm of the cameramen and the actlon of saving one's Life with the

entry of partisans into the city. ltwas the toleology of the codename (Florijan),

of situating the whole thing in vagueness, that homogenized the two social
choreographies:® the organization of the fllming plan according to the flow
of refugee comvoys and the enthusiasm of confronting the new in the flow of
history.

Butwearestillpreoccupied with a gquestion containing theword “reconstruction:
why reconstruct? The third stage of Liberation in the story of our cameramen
(e thelr vehabilitation with respect to ideology. Thus, if we wish to help them
and leave them in the fleld of the aesthetic, we will have to take the action
upon. ourselves, to accept that our action, the one that would reconstruct the
whole thing in the mode of a repeated performance, will be a representation of
the bumanently political tn the narvative of Operation Florian. Let us assume
that we have production facilities that enable us to engnge a sufficient number
of performers, venicles, weapons, and oldl equipment - the opevation will still

5 of Andrew Hewitt, Social Choreography, Dulke University Press, 2005,
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fail. The best we can accomplish is a re-enactment or staging of the adapteo
warvative, vather thaw its reconstruction. Why s that so? Because the situated
narrative such as that of Operation Florijan requires a previous intervuption
of myth, a sort of Brechtian Literarization, an tntroduction of the originating
speech, of mythological operation before the interruption, of communication that
no Longer establishes a community, but polnts to the performers that now have
nothing tn common with those tn the situation of having to flght for their bare
Lives, however aestheticized thelr soctal choreography may be:

“This Literarization of the theater, as tnoleed the Literarization of all public affairs,
must be developed to the greatest possible extent. Literavization means putting
across Loeas through actions; interspersing the ‘performed’ with the formulated.”
(...) Sofar as the communication of the subjeat matter s concerned, the spectator
must not be misled along the path of empathy; instead, a form of intercourse
takes ploce between the spectator and the actor, and basically, tn spite of all
the strangeness and detachment, the actor addresses himself directly to the
spectator.

The Lliterarized theatve is a theatre in which footnotes and observations help
us look left or right, beyond the situation or narvative by which the aesthetic
Ldeology homogenizes.” n this respect, we must distingulsh the reconstruction

& Bertolt Brecht Ln Breeht on Theatre, New York: Hill § wang, 1964, p. 44.

7 Ontheliterarized thentre, the theatre of intervupted myth, Naney has written:
“This odoes not mean that theve is no theater - as though there could be Literature without
theater. But theater, here, no longer means the scene of vepresentation: it means the extreme
edoe of this scene, the dividing line where singular belngs ave exposed to one another.
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of performance from the re-gnactment of action, which we receive in the form
of myth or narrative. The narvativized action presupposes that our film on the
Liberation of Zagreb can substitute Operation Florijan or serve s its metaphor.
The fact that | have called it Operation Florijan means that it s posstble to use the
narvative about shooting the first post-war fillm tn ordler to derive a blueprint for
the performance of a soctal narvative on an wndercover agent. Therefore, the ve-
enactment of such an actlon has its recognizable performative scheme, its soctal
choreography, tn which Operation Flortjan s only a wmetaphor for the birth of
new cinematography. The reconstruction of performance, Nowever, presuUpposes
that the artistic performance Ls a possible “olueprink for thinking and effecting
modern soctal organization: it Ls ot only a secondary representation but also
a primary performance of that order.”

Thic wmeans that we have two possible procedures anol a single goal: 1. Creating
an artistic performance as g mise-en-scdne of the narrative (Operation
Flortjan) or a re-enactment of the action; 2. Reconstructing such a performance
ne Literavization or tnterruption of myth, even if the performance has never
existed, sinee its operation (s its fletion; =. Reconstrueting the situation, that
is, acting retrospectively in the field of political action and seeking to re-enact

what i shared on this extreme and oifficult Limit is not communion, not the completed
tdentity of all tn one, nor any keind of completed Loentity). what is chared therefore ls not the
anulment of sharing, but sharing itself, and consequently everyone's nonidentity, each
one’s nonidentity to himself and to others, and the nontdentity of the work to ttself, and

finally the nonidentity of Literature to Literature itself.” Jean-Lue Nancy: The noperative

Community, p. <.
©  Awndrew Hewitt, Soctal Choreography, p. 14
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ttuation of the Liberation of Zagreb (whereby) one should at Least apply
ving stalin of his revolution).

o will remain in the flelol of reconstruction,
des vestarting the wechanism of the
O PrESUPPOSES 1 NEW approach to
v the volce of those who speak non-

the s
another type of situating, depri
The interest of this artistic pla
primarily because ve-enactment tnelu
aesthetic tdeology of action. Reconstructl

comstruction, tn which we will find a place fo
comstitutively, at the brink of muteness, at the brink of becoming Literature:

“On this Limit, the one who exposes himself and to whow - if we listen, if we
vead, if our ethical ancd political condition is one of listening or reading -
we expose ourselves, dogs not deliver a founding speech. Ow the contrary, he
suspends this speech, he interrupts it and he says that he Ls interrupting it.”

The practice of re-enactment often comes close to the practice of veconstitution,
namely bn the case of ve-enactment to which the author or performer of the
original performance (s nvited. instead of de-mythologization and non-
{dlentitarian presentation, such re-gnactment mythologizes the performance by
placing it operatively) tn non-tine, on the Level of permanently possible rather
than potential. sSuch practices never reach the brink of presemtation tn non-
Loentity, since they are {dentitavian and establish thelr origin and Ldentity in

time - falling into the utopian trap of aesthetic tdeology.

Therefore, reconstruction will open up the possibility of bringing mythologized

9 Jean-Luc Namcy: The tnoperative Community, p. &€
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performance back, into the fleld of affirmation, of the politics of ema neipation
vather than Ldentification - by Literarizing it, as Emil Hrvatin has done
on the basis of Pupilija, papa Pupilo pa Pupilitien, a mythical Slovenian
performance from the &0s. Whereas originally it was performed by artists
that were “illiterate” in terms of acting and dance - poets, musielans, ano
ctudente - Hvatin re-enacted it with a teane of performers that weve too Literate
for that - which genernted an entirely knew relational frame anol created o
new performance, while tts contextual and referential aspect was transferred
to the presentation machinery of Power-Polnt, running tn the background.
The reconstruction consisted of a complex set of questions, suppositions, ve-
enactments, footnotes, quotations, ortginal shots, ete. HOWEVEY, there was o
polnt tn which the entire performance reopened into the fielol of myth, and that
was the mise-en-scene of the Law, the scene that the reconstruction owed to the
sacrifice as o constitutive act of Western society. The original performance of
Pupitija endled by slaughtering one of the seven hens that were freely roaming
around the scene. With no ritual whatsoever, the end of the performance ended
the Life of the hen - the Gallus sacer. BY tnterpreting performance as a state of
exception, a state of tllusion, the act of subversive affirmation took the Life of
someone whose tdentity haol been erased completely, by which e obtained a new
Lolentity, the identity of a performer. Until the monment of death, the moment of
restarting the veality. And in that reality), the Reconstruction of Pupilija endls
With o mise-en-scéne of the Law: the version that | have seen ends with a video
elip bn which a Lawyer explains the legal repercussions of Rilling an antmal in
public place. tn another version, the audience votes for or against killing the
hewn. Eventually, the hen (s not killed, since legal consequences are drastie,
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while the fictional velationship between the law and violence gives a new
fundamental power to Hrvatin's reconstruction, power of the community of
those who, deprived of thelr identity, expose themselves to one another at the
brink of the scene, on the margins of the Law.

However, if we understand politics as the brink of the scene (rather than
mere obscenity), the place where the subject is radicalised in performance,
the procedures of reconstruction will open up numerous other tssues - from
the redundancy in art to the metaphor of art as a state of exception to the
constitutive role of artistic experiment in the community or the problem of

soctal nvention tn post-vanguard art.

n the performing arts, the wmajority of referential investigations or
reconstructions focused on the cos and ow those authors whose work,
among other things, did not set a disciplinary framework to their own
artistic practices, but rather offereol a possibility of participation to those
who were illiterate in art, and even a possibility of becoming illiterate in the
process, e.g. Yvone Relner, Steve Paxton, Trisha Brown, ete. (€ Ls diffieult
to say whether it is the tmmanent politicality of social choreography, or the
bmpression that all artistic practice in the e0s was steeped nto the political
tensions of the thme, that has beew so attractive to vesearchers interested
in the political aspect of performance, but it Ls certain that the mythology
of the cos did deeply steep the performing arts of the thme into the myth
of politicality, which tndirectly corvesponds to the aestheticized policies of
today. For this venson we find tnterest in the performance of Majskl ¢ ostall

vituali. [Rituals of May and Other Rituals] from 1970 (which was actually
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interrupteo by Lowering the curtain and never performent completely), in which
a group of filbmmalkers gathered wnder the name of PAN &9, among thew the
now Famous visual artist Mladen Stilinovie, re-enncted somee selected events
of that historical wonth, such as: the celebration of L May - workers’ DAY,
the Youth Batow, Tito’s birthday, the student protests, the speech of President
Tito addressing the students, the expulsion from the Party, adwittance to the
Party, ete. These events are just as interesting as those from 1945, since the
student protests of 1968 remain equally wareadable from toolay's perspective.
It is generally known that there were protests and that they were an echo of
those happening all over Europe, as well as that they occurved after the student
demonstrations tn Belarade. it is known that they were organized and even
the names of the Leaders are known. However, very few people lnow the veal
proportions of the protests, whether the organizers of Operation 1968 fought
purposefully, with the abm of achieving more communisim, less soctalism, or
whatever. Thus, what we know about 1968 tn Zagreb Ls a myth and we should
veconstruct @ whole series of events n ordler to obtain a veal pieture of the polities
behind the protests, since many among the particlpants were Later sttuated tn
the Croatian national movement of 1971, which had a significantly different
teology from what we know about the myjth of19¢&8.

Seen from today's perspective, the events of 1962 have, unlike Operation
Florijan, thelr own construction tn the performative body of the happening of
Majski ¢ ostall rituali, which opens up space for investigating the blueprint of
soclo-political velations tn the artistic community of Zagreb in the &0s.
Majskl { ostall rituall ic a vather wiknown happening and there is very few
evidence that it has ever been actually performed. ALl that we may discover
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or state about it today s actually constitutive and basic for the group that
performed it and for the community in which it was created, as well as
for the community that takes tnterest in historicizing a living artistic
act. Someone might observe that these are only historieal facts, just like
any other facts in today's art of archivable data. However, that (s not quite
correct. What distinguishes a mythologized performance from an article
about that performance, photographs from the past, or remnd nts of the action
is precisely the fact that a performance, since performed Live, is o specific and
divectly political or coclal intervention that establishes a new potential set
of relations, a system that we may not wunderstand at first, but if it offers
the joy of prodluction, it will cevtainly open up the possibility of a new social
or communal organization. Here we must 9o beyond the framework of the
production of meaning or context, beyond all interpretations indicating that
it {s possible to read what we call our present from those performances. It is
precisely) such interpretations that mythologize performance and Lolentify

Lnvention with foundation.
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