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Koreogratisk Journal #6: Dressage

Within the fields of dance, choreography and dressage
we find concepts and practices that negotiates ques-
tions around control, discipline, intimacy, ethics, power,
communication, language, responsibility and agency.
To tame, foster, form, train, to dressage ourselves, as
dancers and artists, each other, the audience and the
field at large is all part of our common schooling, as is
our various critical responses to that. We dressage our
bodies, our thoughts and our aesthetic and ethical stand.
We look for form and control, we discipline ourselves
in relation to pre-formulated ideas around dance and
art in a continuous negotiation within us in relation to
the expectations, promises, ideas, demands and hopes
from institutions, authorities, co-workers, contexts and
communities we are part of, as well as society at large.

Through repetition, rigorous frameworks and regula-
tions, both in the dancer’s and choreographer’s educa-
tion, professional practice, artistic craft and vision,
bodies and works are produced to be a part of a cultural
exchange economy. These bodies and works in turn
continues to dressage the choreographic discourse and
context. Also horses are trained and formed to become
part of different economies; sports, cultures, recrea-
tional/tourism centers, shows and equestrian perfor-
mances and in therapeutic work. In riding, this i

s done by the rider’s aids, which shapes and trains the
horse through physical communication in a system of
pressure, suspension and release. The horse in turn re-
shapes the human being. In dance as well as in horse
dressage the idea of freedom as a result of the disci-
plined body still prevails.

The sixth issue of Koreografisk Journal publish con-
tributions by eleven writers, choreographers, riders,
dancers, artists and academics; addressing and using
dressage as a form and/or tool in text and imagery.

The release of Koreografisk Journal #6 will take place

as part of the curated event Manege at Marabouparken

art gallery the 30th of November 2019. Manege is cura-

ted by Marie Fahlin, PhD in performative and mediated
practices at Stockholm University of the Arts/Depart-
ment of Dance.

Koreografisk Journal #6is published without funding,
if you want to support this and upcoming issues, please
make a donation to Koreografiska Konstitutet through
Swish: 123 114 17 95.

Koreografiska Konstitutet
Rebecca Chentinell and Marie Fahlin



MOA FRANZEN

Proper speech

prapar spitf

‘arom ' 05 'hendz ov 00 ‘mavb.

'wen ‘a1 ‘spik, 'du: ‘a1 'fit 3o ‘'wordz 'in 'mar ‘mao0 or ‘du: ‘a1 'fit ‘'mar 'mao0 'in 85 ‘wordz?
'mar 'mao0 1z 'In 85 ‘haendz ov ‘prapor 'spi:tf.

'prapar 'spi:tf1z o ‘badoli: 'skil 'beist ‘on kon'formin to o 'sistom.
"It 1z o 'praektos 'zt ri:'laiz 'on 'disoplon ond kon'troul.
'ju: ‘bend, ‘stretf, ‘pufond 'pol jor ‘oral ‘masalz 'mn 'sorton 'paetornz to ‘'meik do 'seundz ‘et 'di:z ‘'mu:vmonts pro'du:s 'keont oz 'spi:tf.

to pro'neaeons 05 'wordz 'wi1d 'wonz 'vois 1z to 'badsli: sob'mit to (8)om.

kon'troul jor 'meeo6.

'ferp 'main.

'prapar 'spi:t[1'nskraibz 'its 'normz 'm 95 'badi: ov do ‘spi:kor.
30 'preektos ov 'praper ‘spi:tf 'heez 'its ‘ru:ts 'mn di: aidi:'alodzi: ov 'stve laizd dis'kors oz o'poovzd to do ‘s@undz ov di: ,on'sivo laizd, 3o ‘sob-

"hy{i-mon - di: 'wonz ‘0zt 'bark 'wid do 'dogz ond 'bli:t ‘wid do 'shép.
'sel: 's-e-1

to 'spi:k 'praperli: 1z to ‘maestor di: 'art ov ar tikjo'lerfon.
‘spi:kip 'praporli: 1z ta di: 'livor ‘wid ‘fog(k) ol ‘fluzensi:.
'vorbal ‘fluiansi: ond 'soufal 'fluionsi: ‘'mu:ivz ‘heend ' "hend. ds ‘badi: ov 35 'spitkor mos 'bi: ‘ed3s kertid to in'korps, rert ds ‘'mu:vmonts ov

lip'gwistik 'lo.

to pro'neaeons ka'rekli: 1z to ‘form 8o 'mav6 ko'rekli:, to 'ferp 8o 'badi: o'kordip to o 'sorton 'greemor ond 3o 'mu:vmonts 'dzt ‘1t di'meendz:

05 pa'zifonin ov ‘mal 'tan, 05 'r1dam ov 'mar 'bred, do ,;mad3o'lerfon ov ‘mar 'pitfond 05 ‘formin ov 'mar 'lips.

'lorniy 'haeo to 'spi:k 'beiginz ‘'wid 'ju: ‘sern ‘eftor ‘'mi::
'kansto, tu:tin di: ‘odar oz o 'sobdzikt 'bar 'dik, tertiy dor "spi:t[.
'nzeo ‘a1 'ser ‘aftor 'ju:

'wat 1z 5 'mzo6 ov 'wonz ‘oun?

‘ser "&ftor 'mi:: “More often than not, we each use a voice that speaks for us before we even find a way to speak.”

— PROPER SPEECH 4 —



Proper speech

I am in the hands of the mouth.
When I speak, do I fit the words in my mouth or do I fit my mouth in the words?
My mouth is in the hands of proper speech.

Proper speech is a bodily skill based on conforming to a system.
It is a practice that relies on discipline and control.
You bend, stretch, push and pull your oral muscles in certain patterns to make the sounds that these movements produce count as speech.

To pronounce the words with one's voice is to bodily submit to them.

Control your mouth.

Shape mine.

Proper speech inscribes its norms in the body of the speaker.
The practice of proper speech has its roots in the ideology of civilized discourse as opposed to the sounds of the uncivilized, the sub-
human - the ones that bark with the dogs and bleat with the sheep.

Say:s-a-y

To speak properly is to master the art of articulation.
Speaking properly is to deliver with functional fluency.
Verbal fluency and social fluency moves hand in hand. The body of the speaker must be educated to incorporate the movements of

linguistic law.

To pronounce correctly is to form the mouth correctly, to shape the body according to a certain grammar and the movements that it demands:

The positioning of my tongue, the rhythm of my breath, the modulation of my pitch and the forming of my lips.
Learning how to speak begins with you saying after me:

Constituting the other as a subject by dictating their speech.

Now I say after you:

What is a mouth of one's own?

Say after me: “More often than not, we each use a voice that speaks for us before we even find a way to speak.”

Moa Franzén

QUOTES

Caroline Bergvall, Say Parsley.

Tomas Gétselius, Sjdlens medium.

Proper speech was performed at MDT 2016 and has been pub-
lished in the magazines Kritiker (2016) and Paletten (2019).
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JESSIE BULLIVANT & ELLIOT LUNDEGARD

Horse, Under/standing

JEsSIE [wassorting through my apartment and
found a note on a scrap of paper with the words
PROPER COMMAND scribbled on it. I think I first
encountered the phrase in relation to being required
to have a certain proficiency with a language in order to
get a job or visa or something. I guess something struck
me about both the ‘proper’ (which sounds very man-
nered) and ‘command’ (which sounds very authorita-
tive) and the two words in combination. I am thinking
maybe this pairing of both culture and control is a nice
place to begin this discussion about horse~human rela-
tions...

eLLioT Ilike the place you chose as a starting point! I
find this discussion about proper control intriguing.
Especially when we look at a common (human) way to
single out humanity from animality, by looking at lan-
guage and communication skills.

I think horses are impressive in the way they adapt
to our ways of communication (saddles and reins, spurs
and voice commands, a whole new set of movements).
Now there are of course other ways of interacting with
horses (today and historically), but I was thinking of
the classic, controlled dressage, which has its roots in
the military. A lot of proper commands there....

If the human-horse interaction commands horses to
understand human ways rather than the opposite, are
humans really then the skilled ones when it comes to
language and communication? Or are we merely the
commanders? I'm wondering how we can be better at
acknowledging horses’ communication as language,
even if it’s not structured by words.

As always when pondering upon relations, this
makes me think of power. Is the human’s power over
the horse the reason why the horse has to learn the

human language and not the other way around?
The horse’s visa in a human world ...

JEssiE [ want to acknowledge our use of language
here. That we are coming together using English,
which is my first (and only) language, but not yours.
Thank you.

Even speaking my ‘native tongue’, words fail. Com-
munication of ideas is tentative, slippery and full of
association, misinterpretation and projection.

I remember when we first met, you talked about
English being a “power language”, which of course it is,
in the colonial sense. And this makes me think about
the “visa” metaphor, and how the human/animal
divide has a colonial flavour of “you speak my language
or you are an animal”. [ am thinking specifically about
how indigenous peoples have been classified as fauna
in the (scarily recent) past.

ELLIOT Ah, yes.Ifeel, as a writer, that it’s both inter-
esting, disturbing and a bit spurring (to use a horse
metaphor) to write in English instead of Swedish,
which is the language I have the proper-est command
of. And the overlapping area of possible misunder-
standings between us is inevitably bigger. Or is it just
more visible? Are we merely more inclined to see it and
acknowledge it?

Your sentence “you speak my language or you're an
animal” makes me think of the indeed slippery line
between human and animal, or, rather, human- and
non-human animal (because we’re all animals, right).
And of course about the hierarchy, where human is
seen as better than animal, so that animal is something
you risk becoming, if you fail to qualify as human.

— HORSE, UNDER/STANDING 6 —



JEssIE [am thinking now of this text we just read
together about animals as substitutes for certain
human interpersonal relationships.! For example, the
child in the childless family, the partner of a part-
ner-less person. It was interesting that the text talked
about this substitution as something commonly pro-
jected onto queer? households, i.e. that a “same-sex”
couple was having an inappropriately intense bond
with their cat, by treating it like a member of the fami-
ly. And this makes me think about the horrible, homo-
phobic public debates in Australia circa 2017, where
one of the publicised arguments against the not-yet-
legalised marriage equality, was that it would be a gate-
way (or, if [ remember correctly, a “slippery slope”) to
bestiality.

eLLioT Oh yes! I mean, the thought of companion
species, to build families consisting of more species
than humans, is still something that people are sus-
picious towards. To be around 30 years of age and live
alone with two cats... is really not as normal as living in
a heterosexual relationship with another human and
having a (human) baby.

At least in the Nordic countries there is a long
history of bestiality and homosexuality being bunched
together. The first male homosexuals being punished
for their sexual interactions in Sweden were sentenced
under the bestiality law. I think it had something to do
with the fear of what devilish creatures would be the
result of sex between human and animal or man and
man...

JESSIE Wow! It’s so interesting for me to think about
what queers have “produced” in an expanded sense.
That these forbidden relationships or identities can
produce things other than babies ... We can produce
culture.

Speaking of something a queer person produced,
participated in a LARP 3 in Helsinki recently called
Unicorn Season by Myrtti Lehtinen.# The use of the
term “unicorn” in the title, refers to its wide use in
online dating to describe a queer person who is sought
out by a curious heterosexual couple to fulfil their sexy,
threesome fantasies.

Unicorn Season was a beautifully choreographed
situation; A framework for a narrative to be interpret-

1. Ann-Sofie Lénngren, Following the Animal. Power, Agency and
Human-animal Transformations in Modern, Northern-European
Literature (Cambridge Scholars Publishing, 2015), 53.

2. We use the word “queer” in this text in an expanded sense, to
encompass LGBTQIA+ and more non-normative approaches

to gender, sexuality and living. We think that this is in line with

ed by the players, and a set of structures that deter-
mined how the actions of the participants would
unfold. To set the scene, the LARP took place in a
fictional cafe hosting several small groups of players
playing simultaneously. Each group consisted of a
“female” character, her “male” partner, and a third
person, the “unicorn.” The game evolved around the
“couple” initiating and negotiating a romantic (and
potentially sexual) interaction with the “unicorn.”

I think it's particularly fitting that the queer person
in this dynamic is likened to a mythical (horse-like)
animal. One that exists outside of the binary of ‘man
or woman'.

Anyway, the LARP took a bunch of clichés related
to gender and sexuality, specifically within this kind
of (common) online dating scenario, and turned them
into structures for the game play. For example, in one
aspect of the gameplay, there was a rule that characters
were only able to communicate with other characters
who were playing the same gender role as them. So
"men" could only communicate with other players cast
as "men", and "women" could only communicate with
other "women” characters.  understood that this part
of the game design was built to specifically reflect and
comment on the ingrained heteronormative concep-
tion that communication between people of different
genders is futile/impossible.

I guess this relates to what we are talking about
in terms of the “other” (not in terms of species in this
case), but in terms of the binary gender creating an
“other” that we cannot understand or communicate
with.

eLLIOT [love how you widened what certain rela-
tions/constellations can produce to something much
more than what kind of babies are produced from
what kind of sexual interactions — indeed, we can
create or produce culture.

I think it’s important to also point out that a rela-
tionship doesn’t have to include sex to be queer. Which
is also something to highlight when it comes to queer-
ing interspecial relationships. They can be something
more, something beyond either substitute or bestiality.
I think for example that the relationship between
horse queer (or hdsttjej/ héstgay as I like to call it in
Swedish) and horse can be that of companion species.

the origin of the word, as something that labels what can’t or
won’t be labelled, a word for the fluid and undefinable that distur-
bs and dislocates discourse.

3. LARP = Live Action Role Play.

4. Unicorn Season was held at the Museum of impossible Forms in

July 2019. www.myrtinlehti.com/unicorn-season-eng.html
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And that the subversive part of it lies in the longing to
connect over the presumed boundary between human/
animal, rather than in the “girl learns that she can
control a creature much bigger and stronger than
herself” (which is a “feminist” point I heard people
make when I was a young horse queer).

In this sense, I wonder if an interspecial relation-
ship is always, in a way, a queer relationship? > I mean
in the way it connects over boundaries and tries to find
other ways to relate than via the binary of “human-
animal”? In the ways it tries to undermine the hierar-
chies set by patriarchal anthropocentrism? I'd like to
put a quote by Donna Haraway out here:

My multi-species family is not about surrogacy and substi-
tutes; we are trying to live other tropes, other metaplasms.
We need other nouns and pronouns for the kin genres of
companion species, just as we did (and still do) for the
spectrum of genders.6

And I definitely think there is a connection between
the gender binary and the human/animal divide, that
they’re both results of the othering that constitutes so
much of modern, white, western society.

You're either man or woman, either animal or
human; to be or not to be. And what you are deter-
mines what power you possess in this shared reality
we're navigating through.

Interestingly enough though, and as we have
pointed out, this “what you are” is rather something
performative, something you qualify into, than some-
thing static and forever given.

JEssiE Now you mention it, performativity makes me
think about knowing (consciously or not) the tools
and the codes and being able to express them. That
gender, like language, is something you can have
“proper command” of?

I want to open up another term that came up at
the beginning of our discussion; the word “under-
standing.” I was thinking about how it relates to the
horse-human relationship when riding ... That a horse
is standing under you when you ride it. And also under-
standing you, when you ride it.

5. This idea is inspired by an article by Catarina Harjunen, “Queer
Perspectives on Erotic Human-Supernatural Encounters in Fin-
land-Swedish Folk Legends”, in Lambda Nordica, 1:2019, 46-66.

6. Donna J. Haraway, The Companion Species Manifesto. Dogs, People
and Significant Otherness (Chicago: Prickly Paradigm Press, 2003),
96.

What does this kind of language tell us about
communication and knowledge? That to understand is
to take a position under? I guess for me, this idea of
standing, which conjures images of stillness, stability,
and dare I say it - passivity (which I'm sure my friends
from the fields of dance or activism would strongly
disagree with) into an active attempt to receive, to
decode, to know what the “overstander” is communi-
cating ...

I'm thinking about this gesture of queer under-
standing happening between you and I as we write this
text, that it actually looks like sitting across a table
from you...

ELLIOT Sitting across a table and editing the same
document simultaneously, blurring our subject posi-
tions — looking up now and then to discuss something,
look something up.

Performativity as a way of controlling certain tools,
yes, but also something that lies very much in the eyes
of the beholder. One thing I like about being around
horses is that I don’t experience being gendered by
them. I don’t have to control or take command over
how I perform gender, since it’s not of importance in
the eyes of the horse (I think).

And talking about horse’s gazes: it’s crucial to
remember that also non-human animals have agency.
Because when we forget that, we reproduce the idea
that there’s an essential difference between human
and animal, and that it mirrors the relation of subject-
object, which in its turn gives humans the right to
control, break in, stand over, horses. Rather than
connect with.

sEssiE For me, this relates to my understanding of
empathy (which is a concept I feel deeply conflicted
about because it is so slippery with projection, and
heirarchy.)? But I will continue this thread, regardless,
because I recently came across a quote that relates
quite nicely to what we were talking about with the
visas:

7. At the Kuvataideakademia Research Day “If empathy is followed
by meaning”, Karina Griffith, spoke about the notion of empathy
sticking to white bodies, and fear sticking to black bodies. Karina
Griffith, PhD candidate, Cinema Studies Institute, University of
Toronto, “SEEING”, heard 10/12/2018, Exhibition Laboratory,
Helsinki.
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Empathy comes from the Greek empatheia - (“into”) and
pathos (“feeling”) - a penetration, a kind of travel. It
suggests you enter another person’s pain as you'd enter
another country, through immigration and customs,
border-crossing by way of query: What grows where you

are? What are the laws? What animals graze there?8

ELLIOT I've never thought of empathy in this way!
Thank you for making my brain spin. One thing I used
to say, because I heard someone else say it and it struck
me as “true”, is that horses are empathetic animals.
And now I see this in a new light, as a way of using
horses as “screens for the projection of human interests
and meaning”? - such a hopelessly human thing to do.

But do you think then, that empathy is also connec-
ted to the concept of othering? That we need to some-
how draw a line between the I and the other to be able
to perform that act of travel and border-crossing?

JESSIE Aah, yes. You make an interesting point. As a
kind of closing/aside, the use of the term ‘penetration’
brings me back to the ideas we began this discussion
with, of ‘command’. Because of the interrelationship
between agency, intention, and action, but also be-
cause of a kind of libidinal energy I associate with both
words ... But maybe that’s a discussion for another

page...

Jessie Bullivant & Elliot Lundegdrd

8. Leslie Jamison, “The Empathy Exams”, The Believer,1/02/2014.
www.believermag.com/the-empathy-exams/

9. Philip Armstrong, What Animals Mean in the Fiction of
Modernity (London, New York: Routledge, 2008), 2.
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LENA OJA

Det1scensatta allvaret

Kanske gér det inte att forsté ridning i det utdkade fal-
tet utan att férst vara Sverens om var vi ir; detta ir inte
en kombination av estetik, etik och atletisk férmaga
utan en performativ handling som bara kan ske nér
histen och ménniskan ror sig i sin gemensamma ener-
gis fulla skala. Nir histen sjilv springer dressyren in-
ifrén.

Jag férstod sjilv ridningens krav pa allvar nir jag red
frén Norrtilje till Konstfack och skulle passera Stock-
sundsbron. Jag hade inte kontrollerat vigen till
Stockholm i detalj innan jag red ivig utan glatt pa-
borjat ritten och 13st problem varefter de uppstod.

Jag insdg utmaningen nir jag kommit fram till
bron. Det var inte en gdngbro som jag trott (men inte
kontrollerat i f6rvig) utan det var bara en bro med en
sexfilig bilvig och en géng- och cykelvigsdel vid
sidorna med ett, i mina 6gon, mycket 13gt staket
emellan. Jag hoppade av histen och valde gdngbanan.
Jag vandrade rakt fram med tyglarnai ett jarngrepp.
Histen var tveksam men d3 trafiken kom bakifran pa
andra sidan staketet sd gick han framat. Jag har aldrig
lagt mitt hjérta s& 1angt fram pa vigen och det héll.
Bade hjirtat och projektet.

Fram till Stocksundsbron hade jag och histen litat pa
varandra och litat pa vigen framét. Vi tappade blicken
och tanken bakom oss redan forsta dagen och vand-
rade enbart fram, vi inte bara rérde oss fram, vi gick
framat.

Men pa bron vacklade min tilltro fér forsta gdngen
pé djupet. Och da tvekade hasten. Och jag insag hur
allvaret hade burit oss fram dagarna innan pa lands-
vigen. Vi kom éver bron och det gick bra. Men hade
jag tappat histen pa bron sa hade jag troligtvis klarat

mig helskinnad men min hist hade antagligen orsakat
skada pa andra minniskor i eller utanfér nagot fordon.
Den konsekvensen slog mig forst p& mitten av bron,
detta fullstindiga allvar. Den aterstiende delen av bron
var en forstielse som tog flera ar att bearbeta.

Risk behover inte innebira fysisk fara. Ett allvar i rid-
ningens fundament kan manifestera sig pa olika sitt.
Men om jag ska leta i den nu existerande ridvirlden gér
det inte att bortse frin tydligheten i den beridna tjur-
faktningen. Av en anledning; det &r den vita kuben
kondenserad till en cirkel, ett tvingande fokus och en
handling. Histen och ryttaren gér sig beroende av sin
gemensamma trining och skolning. Om det handlade
om dressyr vet vi inte om de skulle 6verleva, ingen har
dnnu provat. Och gar det att dressera fram lekandets
allvar?

En av Spaniens mest kiinda rejoneadores, Pablo Hermo-
so de Mendoza, visar denna ridning pa ett ojamférbart
sitt; pa arenan gor ekipaget rorelser som dndras i varje
given hundradels sekund, allt beroende pa vad tjuren
gor. Hasten &r inte bara samlad, den r samlad och gor
vindningar i 360 grader pé ett samlat bakben med sitt
och ryttarens liv som insats.

Prestationerna har bdde en helt annan nivé i det tek-
niska genomférandet 4n ndgot annat ridsammanhang
kan uppvisa, och platsen dr hemsk, rent arkaisk och
samtidigt sd vacker. Det finns sdklart flera ingdngar till
dessa ridsekvenser i tjurfiktningsdramat. Sporten som
en brygga mellan det iscensatta allvaret och lekens
allvar. Att iscensitta en fara som ska klaras av med en
sadan skicklighet och det virde som handlingen da far
- det kiinner jag igen; ett konstprojekt skulle kunna
vara ett iscensatt allvar. Men tjurfiktning dr en av de
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tydligaste lekarna med hist och méanniska som be-
héver detta allvar.

Tjurfaktningen har ett stort etiskt problem i och med
att man avrittar ett djur pa ett pldgsamt sitt infér en
stor publik, men det dr ett annat samtal. Tjurfiktning-
en har dven ett allvar inbyggt i iscenséttningen; bade
minniska, men framférallt hiisten, tar en inte férsum-
bar risk att bli skadad eller dédas av tjuren. Men just
den verkliga risken att skadas visar upp en slags géran-
dets insats som ger handlingen ett virde, eller sitter ett
villkor fér betraktaren; du maste tro pa leken och med
denna insats dr det svart att inte géra det. Ibland 4r den
vita kuben en formell uppmaning till tro; en uppma-
ning som har en exkluderande kvalitet som kan vara
svarsmilt. Men en tjurfiktning 4r en 6vertygelse som
fa kan st8 emot oavsett vad man sjilv tycker om verk-
samheten.

Tjurfaktningshasten har trinats varje dag i 6ver tio
ar, dess muskler och dess nervsystem har i denna tra-
dition gett denna hist en sjil, en stolthet, en férmaga.
S4 i ett och samma skadespel ser vi en kropp som fér
visa upp en sjil, en sjil som foérlorar en kropp och alla
minniskor som vill se detta. Och vore det inte fér
denna tradition &r det tveksamt om ridningens skol-
ning skulle 6verlevt i Europa.

Jag har aldrig varit p en tjurfiktning men enligt
vinner som varit det s3 pagér det plagsamt linge da hela
skadespelet bygger pa att tjuren vill kimpa, men oftast
orkar den inte och det hela blir en ganska langdragen
tillstallning dar djuret plagas ihjil. Manniskan far ta
till alla medel f6r att pressa djuret att delta i denna fore-
stillning om allvaret, kunskapen och modet. S egent-
ligen &r det sjilva beréttelsen om tjurfiktningen som
lever vidare. Det dr i den som allvaret och dramat dr
som mest tydligt. De korta klippen pa Youtube ir oftast
berittelsens mest drofyllda stund.

S& som jag laser tjurfiktarens ridning sa viljer ryttaren
en vig dir ryttarens sjil maste méta histens, dér rytta-
rens nervsystem maste mdota histens och forst da far en
gemensam kropp fri att fullgéra en uppgift, att uppné
ett syfte. Men det finns ytterligare en koppling till all-
varets betydelse i det utférda; tjurfiktningen utspelar
sig p& en manege som ar rund. Helt rund. Och all skol-
ning till hist férhaller sig till den bsjda linjen, delen av
en cirkel, storleken av cirkeln, det bojda sparet.

En hist kan férvalta sin kraft — men det kréver att
den héller sin muskelkedja funktionell. Kraften frén ett
bakben ska hanteras och anvindas genom hela kroppen,
energin ska vara intakt frdn munnen till bakhoven. Det
kriver att histen méste hitta sin egen inre linje, arbeta
i enlighet med den och aldrig tappa kraften bortom
det funktionella. I tjurfiktningen #r det extra tydligt.

Om histen inte kan géra det av ndgon anledning
tappar den snabbhet, kraft och precision och riskerar
att skadas av tjuren. Ryttaren ir beroende av att skol-
ningen ir ritt utférd och histen ir beroende av en
ryttare som &r sd kunnig att den har fatt histen att
trina pa ritt sitt. Det dr deras enda livférsikring. For
histar dér varje &r i tjurfiktningar.

Skolningens liturgi kanske kréver en tro, en tilltro,
for att vara anvindbar.

Jag kan tala om dressyr eller jag kan tala om skolning.
Men nir jag ser en hist 6verleva pé en tjurfiaktnings-
arena sd ser jag ett djur springa dressyren och visa upp
en skolning dér djuret har anvént begrinsningen till
att vinda den ut och in; histen tror ocksa pa allvaret;
skulle den bara vara ridd eller tvingad eller hallen
mellan olika begransningar skulle den antagligen inte
6verleva. Den maste tinka; ta, och framforallt, fd ta,
egna beslut. Och 1angt bort fran en ridvirld som nir-
mast skryter och premierar begrinsningens verktyg ser
jag i manniskan och histens gemensamma allvar tyst-
naden efter fallet.

Vi skulle kunna diskutera om det &r vi som later
histen springa dressyren. Men det behéver vi inte.

I en buren situation ir vi inte ménniskor som har den
makten att vélja. Nir dressyren spriangs av histen sjilv
sd dr det som om seendet av en rérelse gor energin
forklarad.

Forklarad; det dr det histen gér; histen gér rorelsen
forklarad. Det ségs att det finns de som hoér musik i
firger. Jag tror att ryttare hor en rorelse, och nir mén-
niskan och histen lyssnar pd samma ton sd mots vi, ror
vi oss. Vi ror oss.

Lena Oja
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JOSEFIN GLADH

Dressera det osagbara

Nir forfattaren Roland Barthes mor dér den 26 okto-
ber 1977 bérjar han dagen dérpé att féra en sorgedag-
bok.! Han anvinder ett liknande tillvigagdngssitt som
isina tidigare litteréra projekt; en strukturerad metod
av korta anteckningar pa noteskort, oftast ett kort dag-
ligen. Ett férs6k att disciplinera (koreografera) sorgen
genom skrivandet?

Nagonstans har han uttryckt: det enda siikra som finns
hos mig dr mitt starka motstdnd mot varje reducerande
system. Barthes vill vara flytande, men #nd3 bemistra.
Detta 4r utmaningen.

Kontrollens riktning gér inat. Jag ligger inte mina pen-
nor i ordning pa skrivbordet. Jag petar inte bort andra
minniskors tappade harstran pa kappan. Jag skriver inte
allting i min kalender i olika tematiska fargkoder. Kon-
trollbehovet yttrar sig inte i riktning mot virlden utan
i riktning mot mig sjélv. Mot kroppen, dess diffust av-
gransande konturer som blir invaderade, gdng pa géng.
Kroppen som lingtar efter kontrollférlust och finner
den i invasionen, i vildet, i vinet. Att slippa taget bety-
der bara att ndgot annat maste rycka in och uppritthalla.
Det giller for allt; skelett, muskler, relationer. Du har en
mittlinje och allting faller omkring den. Faller nedat, i
bista fall faller men oftare uppritthélls, tvistas, vrids
och héller sig, 18ser sig. Olika 18sningar omférhandlar
strukturen, omfordelar vikten. Rérligt och obalanserat
vinglar du lings med livet, trottoaren, slinger skripet,
sorterar, faller inte, gr hem och skriver: jag faller inte

1. Barthes, Roland, Sorgedagbok: 26 oktober 1977-15 september 1979,

Pequod Press, Malmé, 2018.

men omfordelar, skilver av klddan frdin manga sma
knutar, knytnivar.

Liser i Sorgedagbok.

1 augusti 1978 (kanske redan noterat)

Stindigt (smartsamt) férvanad 6ver att - till slut — kunna
leva med min sorg, vilket betyder att den i bokstavlig be-
mirkelse dr tolerabel. Men det beror — utan tvekan - pa att
jag kan, efter bista formaga (det vill siga med kéinslan av
att inte riktigt lyckas) uttala den, formulera den. Min bild-
ning, min smak for skrivandet skinker mig denna makt
som ir apotropeisk, eller till integration, jag integrerar”,

genom spraket.

Min sorg dr outtrycklig men #nda sigbar. Sjilva det faktum
att spraket tillhandhaller ordet "intolerabel” tillhandahal-

ler omedelbart en viss tolerans.

*férain i ett ssmmanhang - federera - socialisera — kom-

munalisera — kollektivisera.2

Nir s8 hosten har gatt, den 4 december 1978, drygt ett
ar efter moderns déd skriver Barthes: ”Allt mindre
skriver jag min sorg men i en mening ir den starkare,
har forflyttats till evighetens led, allt sedan jag inte
skriver den lingre”.3

Att skriva kan vara att avvipna. Ett sitt att organisera
det gytter av kroppsliga férnimmelser som rér sig

2. Barthes, Roland, Sorgedagbok, s. 181.
3. Ibid, s. 221.
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grumligt i olika skikt av mitt medvetande. | motsats
till en vanlig uppfattning om skriftens outplénliga
karaktir dr det for Barthes férst nar han slutar skriva
sin sorg som den blir evig. Férsker han skola sin sorg
genom att skriva den? Han har en metod, fyller sitt
skrivbord med klippta papperslappar. Ett ramverk som
héller honom fran fallandet. Det osdgbara maste inte-
greras, via spraket. Sorgen blir tolerabel, det vill siga
uthirdlig, det vill siga méjlig att leva med forst nér den
formuleras. Som om skrivandet alltid maste innebira en
organiserande process, en oskadliggérande forflyttning
fran kropp till intellekt. Ar skrivandet alltid s&dant?

Clarice Lispectors bok Levande vatten bestér i en text
som vill vara sitt "dr”. "Det jag berittar bor ldsas snabbt
som nir man tittar”, skriver hon och vinder sig till ett
Du som hon férséker skriva till "med hela kroppen”.*
Detta till synes oordnade skrivande blir ett svepande
rum, jag rusar over sidorna och stannar aldrig linge.
Liser: det stumma ordet kan finnas inneboende i musi-
kens ljud. Nir jaget i Lispectors text lyssnar pd musik
lagger hon handen litt pé skivspelaren s att handen
vibrerar. Hon upplever da hur virlden skilver i hennes
hinder.5 Att lyssna ir att inte styra utan fora. Leda vid
handen. Lyssnande férutsitter nirhet. Dominans for-
utsitter avstand. Disciplin maste innebira &tskillnad,
mellan den som sitter reglerna och den som féljer. Att
anamma ett sddant férhallningssitt till kroppen sam-
manfaller pd ett uppenbart sitt med den i véra vister-
lindska sinnen djupt férankrade dualistiska forestill-
ningen om kropp och sjil. - Slappna av i hela kroppen,
siger yogaldraren och strax direfter — Slappna av i sin-
net. Jag talar till min kropp, i hat eller kirlek. Kropps-
positivism innebér andra uttryck men vidmakthéller
distansen, det strukturella férhéllandet mellan jaget och
kroppen. JAG ir stolt OVER min kropp, jag later den
vara (trots dess icke-normativa utformning, valkarna).

Sitter helt stilla och férnimmer orons férflyttning till
olika delar av kroppen. Hur reser den? Var fastnar den?
"Du kinner efter f6r mycket”.  ménga av livets sam-
manhang ir det jag skolats in i inte virt ndgonting.
Kontroll kan vara: ett f6rsok till besvirjelse, att inte
Svermannas av virlden. Jag trinade gymnastik fran sex
ars lder. Kontroll var absolut nédvindigt fér att inte
skada sig, inte falla. Jag gick manga &r i dansskola och
lirde mig att behandla mig sjilv som en hist. Men allt
som oftast inte med den smeksamma omtanke jag
skulle dgna en verklig hist, istéllet ett destillat av de

4. Lispector, Clarice, Levande vatten, Tranan, Stockholm, 2007, s. 11.

5. Ibid, s. 10.

mest maktfullkomliga och dominanta uttrycken.
Dumma kropp som inte lyder! Skolades in i aggres-
sivitet mot kroppen.

Yogaklass, jag undervisar. Vi ska géra positionen med
ett bsjt ben, det andra strickt bakat och éverkroppen
vilandes framétbéjd, kind som "déende duvan”. Andas
in séger jag. Andas ut och fall framéat. "Hjalp!” utbrister
d& kvinnan lingst fram och 4r plétsligt ovintat upprik-
tig: "om jag sldpper taget kommer jag drunkna in i mig
sjalv.” Att vakta och uppritthélla avstdndet mellan det
vi uppfattar som vart jag och det vi uppfattar som var
kropp ir inldrt sedan vi blev till som individer. Sedan
spadbarnets smirtsamma insikt att den 4r en avgrinsad
varelse, att den inte 4r detsamma som virlden, som
modern. Att nirma sig denna férsprakliga tillvaro skulle
kunna upplevas/beskrivas som ett fallande.

Performance innebir "sparloshet”, skriver konstpro-
fessorn Peggy Phelan i antologin Koreografier.5 Hon
menar; synliga spar. Mina dansade danser lagras som
tunga skikt och mirks inte, annat 4n som en vetskap
och fértrogenhet med mitt férflutna, ibland som sorger
av pdminnelse om vad som stillnat. Rumsliga figurer,
kroppsliga inskriptioner, alla lagrade, vissa redo att ater-
aktiveras. Att tillfilligt glomma dem #r inte detsamma
som att bli en oskolad kropp. Jag bar med mig denna
stindiga tyngd av danser och odanser, ritualer och sned-
steg. Min vinstra armbage bir minnet av histdansen i
Képenhamn 2013. Samma dag jag fyllde 25 visade vi en
forestillning dir vi bar stora histmasker i latex pd hu-
vudet. Tre histkvinnor pa scen, en brun, en vit och en
enhorning. Nir vi drog maskerna 6ver huvudet begrin-
sandes vart synfilt till hilen som var histens bada nis-
borrar. Vi tumlade runt pa scen i ett rérelsematerial
som till stora delar bestod i fallande, i kombination med
rorelser nira golvet. Jag sitter pd huk och bir hela min
kropps vikt pd min vinstra armbage nir den bruna his-
ten faller med hela sin kropps vikt pd armbégen fran
fel hall. Armbégsleden kan bara béjas at ett hall. Smir-
tan gér mig yr och stum, tar éver allt. Jag faller av sce-
nen, ut i korridoren och hyperventilerar. Néra sju ar
senare gor armbégen sig mer och mer pdmind, har bli-
vit 16s, knakar och flyttar sig.

Det ligger en enorm press pa performancekonsten att
den ska underordna sig den reproduktiva ekonomins
lagar, skriver Phelan.” Skrivandet diremot, &r for Phelan
en aktivitet som just férlitar sig p& reproduktion (av
tecken) for meningsskapande.® En sidan (skrivande)

6. Caprioli, Cristina & Wallenstein, Sven-Olov (red.), Koreografier,
Raster, Stockholm, 2008, s. 214.

7. Ibid, s. 209.

8. Ibid, s. 213.
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praktik kan dock aldrig imitera en konst som dr icke-
reproduktiv, verkar Phelan mena. P4 s8 vis skulle de
(performancekonsten och skrivandet) vara varandras
motsatser. Men det dr mer komplext #n sa.

Rorelsen bor i ett férsvinnande rum. Nir jag rér mig
bemistrar jag kontrollen genom att tillimpa den. Nir
jag inte rdr mig tar den sig andra uttryck. Fastnar som
slagg i lederna, i andetagen.

Barthes organiserar alltsd sorgen, vill skriva den i ett for-
sok att ge den mening. Men i ett annat fragment i Sorge-
dagbok tvekar han att tala om den, eftersom han ar
"radd att géra litteratur av det”, dven om det, vilket han
indsta mening papekar, faktiskt ir dessa sanningar som
utgor ursprunget till litteraturen.® Clarice Lispectors
irende i boken Levande vatten verkar uttryckligen vara
just detta: att imitera den icke-reproduktiva konsten.
Hon vill skriva ett fléde som alltid flédar och aldrig stel-
nar. Hon skriver s att jag tvingas slippa kontrollen.
Later mig sldppa ldsandets tyglar och falla in i texten.

Liser kapitlet "Tyngdens rum” i Koreografier dir Paul
Virilio samtalar med David Dobbels. Samtalet glider in
i en diskussion om den fallande erfarenheten och spra-
kets stillning i denna.

Dobbels: ... man far intrycket att man ocksa far spra-
ket att falla d& man faller”.1°

Att varaiden fallande erfarenheten &r att inte tala med
ord. Barthes skriver (talar om) sin sorg stindigt "med
kinslan av att inte riktigt lyckas”. Nagra f8 ar tidigare
har han i ett liknande format i boken Kdrlekens samtal
velat behandla kirleken p3 samma sitt. En bok som en-
ligt min mening faktiskt lyckas uttala det osiigbara i
ett antal olika, som Barthes kallar dem, figurer.!! I Sorge-
dagbok verkar dock sorgen 6ver modern évermanna
honom pa ett sddant sitt att hans vanliga verktyg blir
obrukbara. Han séger sjilv att hans bildning 4r en makt,
makten att integrera. Och &r det kanske just hans for-
sok att intellektualisera det osidgbara som #r den spinda
stringen i alla hans verk. Diri ligger den briljans som
frammanar lasarens andléshet. En omedelbar kénsla av
"javisst det dr just sa!” Detta jag upplevt men inte kun-
nat formulera. Men Modersorgen later sig inte forstés,

9. Barthes, Roland, Sorgedagbok, s. 29.

10. Caprioli, Cristina & Wallenstein, Sven-Olov (red.), Koreografier,
Raster, Stockholm, 2008, s. 126.

11. Barthes, Roland, Kdrlekens samtal: fragment, Korpen, Géteborg,

1983.

den ir ett "4r” — det levande (otyglade) vatten som
Lispector vill skriva fram.

I det nedskrivna samtalet i "Tyngdens rum” leker de
med franskans "trajet” som betyder fardstricka, dis-
tans, resa frdn en punkt till en annan, tillsammans med
"dit” — siga. En omskrivning dir ordet trage-di plétsligt
blir att betyda: att uttala den fallande erfarenheten.?

Paul Virilio uppmirksammar sedan lisaren pé att
perspektiv som sddant hos minniskan ir knutet till
tyngd. Dobbels fragar sig: ir det betecknande upphévt
i den fallande erfarenheten? Ar kroppen nir den faller
(t.ex. helt konkret i fallskirmshoppande eller bungy-
jump) som ett kadaver, ett grinstillstdnd?

Sorgens fardstricka. Jag tillats félja Barthes in i hans
sorg och undrar: dr den fallande kroppen frankopplad
spraket eftersom den frikopplas relationer? Han skri-
ver att det finns manga som dlskar honom, men att
frdn och med nu (efter moderns déd), och det dr detta
som ir skillnaden, skulle hans egen dod inte ta livet av
ndgon.!3 Utan modern faller han fritt.

Att skolas in i dansen innebér destruktiv kontroll
men dir finns ocksd ndgot oerhort i att lira sig bemastra
de livsristningar som oavsett maste ske. Kroppens levda
erfarenheter och hur de med tiden visar sig - att kinna
dem, syna dem och stindigt omférhandla. Och det jag
inte kan formulera méste jag 13ta vara rérelse.

Tragedi kan med ovan kreativa tolkning betyda: att
uttala den fallande erfarenheten. Det stimmer egent-
ligen fint med tragedins ursprungliga funktion. Mest
tanker vi kanske pé den iscensatta tragedin som en re-
ningsakt. Ett sitt att betvinga och sila, avskilja. Via ett
ramverk — text eller scen. Det 4r detta Barthes gor.
Iscenséttandet later oss 6va fallande. Att dressera det
osigbara dr dirfor ett sitt att dva, att dverleva?

Den sista daterade anteckningen i Sorgedagbok ir frén
15 september 1979. Ett halvér senare, den 26 mars 1980,
gar Roland Barthes ut i gatan i Paris, blir pdkérd av en
lastbil och avlider kort efterat av skadorna. Var det sor-
gen som skymde sikten? Lit han sig falla?

Josefin Gladh

—
N

. Ordet betyder ursprungligen "bocksang” och hirleds fran de
grekiska orden tragos (bock) och oide (sdng).
13. Barthes, Roland, Sorgedagbok: 26 oktober 197715 september 1979,

Pequod Press, Malmd, 2018, s. 28.
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MARIE FAHLIN

She’s a good exercise /
Hon ar bra att triana pa

She’s a good exercise'

it’ s not the exercise itself
it’s how you work her

We have weak sides

one is order and one is the unsaid

what we see is: walls, leather, letters

(maybe we mean like Wittgenstein, kind of)

I have contact disturbances
Takt-wise incorrectness’s
weak sided up I legs many left necks

and
she’s that way
she is a step that stays (on)

she has letters that tames tight
she’s a very good exercise

1. Title taken from Caroline Bergvall’'s poem Ride.

Hon dir bra att trina pa

det #r inte dvningen i sig
det 4r hur du arbetar henne

Vi har svaga sidor
en helt i oordning och en outsagd
vi ser: lider viggar bokstiver

(som Wittgenstein, typ, fast tvirtom)

Jag har kontaktstérningar
Takt-aktiga felaktigheter

svagsidan upp benar jag om 1anga vinsternackar

4 s4n dr hon -

ett steg som hinger (pa)
bokstidverna hennes timjer tajt
hon ér en bra triningsgrej

— SHE’S A GOOD EXERCISE/HON AR BRA ATT TRANA PA 15 —
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LINA SELANDER

Still from Diagram of Transfer No. 1.



Still from The Offspring Resembles the Parent.
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OFELIA JARL ORTEGA

"I'he bubble

In order to describe the landscape we're in [ use the
metaphor of the masochist fantasy. It's a place dictat-
ed by the masochist, by the one who is tortured. The
torturer is invited to the party on the grounds of the
masochist, following a strict set of rules. Welcome to
the masochist fantasy. Obviously, we're talking about
the performer as the masochist and the audience as the
torturer. The choreographic piece is the place to write
contracts and rules, where we negotiate (our) power
and desire through the choreography of the gaze.

The meeting is on the grounds of the tortured, the
performer, the masochist, who draws up the contract,
which the torturer, the audience, signs in order to see
where the piece will go, so as to be able to execute the
specific rituals that are part of the game, part of the
masochist fantasy. [t’s a rewriting, not a direct transla-
tion. I use it as a scheme to look at power relations, and
amethod through which I work and make sense of the
abstract. As we know, the sado and maso aren’t compat-
ible. They are rather opposites on two different scales:
they will never meet. The masochist needs a masochist
gaze, a masochist witness, trained in that specific set of
rules, in order to pursue the piece in the manner of the
masochist fantasy. The masochist fantasy exists be-
cause the masochist needs another masochist.

What is it to be in the piece, to work with it, to put
yourself at risk, take a chance? What is it not to work
with irony, but with humor, minimize the distance?
That is a masochist move, a kink. What’s the image in
front of us burning our eyes? The lens of the bubble is
your retina burning your eyes. That’s what we’re look-
ing at, ourselves. From inside and outside, looking at
oneself.

To indulge in confession of desires, of weakness, vuln-
erability, although shameful, is bittersweet. In the
masochist fantasy I'm making the others do what I
want. I'm choreographing them, ascribing them iden-
tities, friction, functions, ideas, desires ... Assuming
them to be what I need them to be. Forcefully I create
the room for them to exist in, trap them, corner them,
lure them in to my universe, my fantasy. But who fol-
lows the rules I set? Who might not?

It’s like a bubble. You're in it, and people see you, and
you can look through it, and see them. Looking through
it, seeing someone, but knowing you're seen from the
other side at the same time. In the bubble you're closed
in, like in small spaces, and I'm only saying this because
it's hot, not because closed in equals being cut off. No,
someone needs to be the witness ... Exhibiting oneself
in the masochist fantasy requires a witness. Gazing
through the bubble requires being gazed upon, both
ways. It’s a waste of erotics, the abundance of it is in
every breath, everywhere. The space is limited. It’s like
the scene in Scream when the girl gets stuck in the cat
flap of the garage door, while trying to escape the killer.
The killer takes a step back, activates the garage door,
and watches. I'm not going to ask who created this
desire in me (us). I don’t mind using the cliché here.
I'm happy to make it clear. Admit you like the cat flap
scene.

I build a cliché¢, build expectation and play it out. Or I
play with it, build suspense. Like the cat flap. I want to be
overwhelmed by the image and oversaturated in it. I'm
not reinventing, just repurposing, feeling, not represent-
ing, doing, not explaining. Opening up that platform
from which we can take a step further in the fantasy.
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What is the gaze? To flirt with the expected, to build
suspense. What is a cliché? There is suspense and then
it actually happens.

I move the audience and let them move me. I let them,
in the masochist fantasy. We get used to the gaze
through repetition, dilute it. If one resists the gaze the
contract is rewritten.

It’s a special thing to watch and know you're being
watched at the same time. But actually this is to be in
parallel times, knowing that you don’t always know
when you're being watched, knowing that your experi-
ences will never coincide ... The exhibitionist in me
thinks of this while on stage (performing, dancing)
and wants to move those thoughts to the viewer, the
one witnessing. The witness is needed in order for
everyone to follow through the trauma of the piece, or
else it would not happen, and we couldn’t share the
uncomfortable feelings circling around this splitting
up of experience.

What's the image in front of us burning our eyes? May-
be not the image itself, but what we’re doing with it in
our heads. That is what [ want you to be doing, drool
over it. I train your gaze on me and it’s burning your
retinas. To see oneself through others: what parts in
me are opened up by the other? When I see the other?
What do they remind me of, what do they awaken in
me? What in me do they remind me about when I see
them? And what do I remind them of? Willingly. Pur-
posely. The cliché.

The cliché, the bold moves, in order for the poetics to
appear, the intertext. There is something that feels very
sweet in it: the clarity, the communication. It’s the spe-
cific limitation, the specific limited communication,
that in the (silent) fantasy promises everything, but in
fact only does what it can do, which at the same time is
even more than what it promised (that fantasy has no
limits). Speech has its limitations, text too. Language
as well. And in silence we still communicate.

On the seventh floor of an eleven storey high aquarium
in Vienna there is a circular window through which you
can see a huge tank filled with marine life. It’s possible
to climb into the window, or at least on to the rim, to
get a closer look of the aquarium on the other side of
the glass. Three boys have stopped there, one of them
is wearing a t-shirt that says “good asshole”, and there’s
a hand doing the OK sign on it. The two bigger ones
are pushing the little one into the cavity. I see the boys
through a keyhole, in their keyhole-asshole-window,
that is also a window, a scene, a stage. All gazes are now

manifested, everywhere at the same time, embodied in
this consensual power play; they are (in) the masochist
fantasy! The gaze has become their bodies. The gaze is
now their bodies. The cavity is a window and a surface,
but there is no audience, they are the audience and

the performer, here the window is just another cavity.
The two tall ones have squeezed the little one into that
small asshole-cavity. He also did it to himself. Every-
thing doesn’t fit in the hole. Arms and legs are sprawl-
ing out, his body is folded, bent, a hand is pressing his
head down to fit better, and he sort of fills the whole
window, covers the whole window. All three of them
laughing, it doesn’t look like fun, but I think they’re
having a good time, feeling pleasure.

On the seventh floor of the aquarium in Vienna there
is a bubble. You crawl into a hole in the wall, into the
aquarium. An adult would have just enough space in
order to turn themselves around, on their knees, legs
under them. You need to squat once you're in there, at
the same time stretch yourself a bit if you're little, you
stretch your body and stick your head into that convex
glass above you, so that you can see the fish, circling
around your head. But you also turn around in order to
see the people outside, on the other side of the aquari-
um, in front of you. You're in front of them. First you
crawl in, then you flip, turn yourself around but quickly,
you don’t want to admit that you like that as much as
the fish. Quickly you turn because you don’t want to
be caught, exposed.

But the whole time, the hole I crawled into is revealing
my legs, ass, and boobs, where I'm squatting and reach-
ing up at the same time in order to see the fish circling
around my head. Those on the other side of the glass
don’t take notice of me. Those on the other side of the
glass do take notice of me.

Outside of the bubble, the audience is still there, in my
masochist fantasy. They see a woman, crawling around
on the floor to look at fishes. But she likes it, so they sit
down and continue to watch.

Inside of the bubble it’s shoals of turquoise, yellow, yel-
low, pink, green, blue, turquoise, orange. Water snakes,
worms that are halfway buried in the sand, like a little
unison choir standing there waiting, the water is flow-
ing, it's enough for them to just open their mouths,
eventually they'll catch something passing by. Hundreds
of jellyfish are stuck in a loop further away, juicy, puls-
ing around and around. Fruit-shaped anemones are tick-
ling the striped fish within them, but I can’t see what'’s
behind. Coral reefs. Mid-sized leopard fish and big-lips
fish swim by. A small starfish has landed on the glass
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and two pink swimmers are there sniffing it with their
pointy noses, as if they were trying to carve it, dig it up.
Next to the dark red-brownish stones a huge yellow
hairy bush grows. A shoal of silvery ones, and three gen-
erations of seahorses: embryo, tiny, and fully-grown,
mini-sized. On level with my mouth, a big flat vacuum-
fish spits out tiny stones around itself, then eats them
again. One with claws and antennas hides under a rock.
In along tube around the aquarium big ants crawl, car-
rying other bugs ... Three fish-leaves glide past me,
heads pointed downwards, they just follow the current.
They’ve come from the hole at the other end of the
aquarium that leads straight to the ocean.

Ofelia Jarl Ortega
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JOAO DA SILVA

Languaging Dancing #1

[¢]

Stefan Hélscher convincingly claims that already in
the second half of the 18" century there was the emer-
gence of a fundamental change in how one understood
choreography. A change that brings debates concern-
ing the boundaries between dance and non-dance and
dance and choreography into a different light. Holscher
pleads for an indeterminate understanding of both
choreography and dance in which choreography and
dance no “longer are” (37, my translation and empha-
sis). Through blurring of boundaries—of form and acti-
vity, choreography and dance—the generative capacity
of the [dancing] body comes to the foreground in such
a way that, on the one hand, anything can be an object
of dance and, on the other, form no longer precedes
the activity of [dancing]. In fact, form arises from
[dancing]. Thus, dance is no longer the sum of rhyth-
mic, prescribed, fairly known, structured and written
movement steps arising out of an already existing cata-
logue, such as in the time of Thoinot Arbeau and
Raoul-Auger Feuillet. Consequently, dancers are not
mere instruments in the hands of a choreographer or
the product of her calculation. Though choreography
in-forms and conditions the dancer, the dancer is not
determined by it. Neither is the dance. The dance in
fact can be said to transcend both dancer, choreogra-
pher and choreography, though dance necessitates
[dancing]. Never the same, but always simultaneously
open and close, known and unknown, [dancing] thus is
that which connects dancer, dance, choreographer and
choreography.

1

Inspired by Harney’s and Moten’s book The Undercom-
mons: Fugitive Planning and Black Study and drawing on
Hannah Arendt, Giorgio Agamben and Jacques
Ranciére, Andre Lepecki sees the dancer and her im-
personal devotion to the dance as a relevant site in and
by means of which one can address and rehearse free-
dom politically. Contrary to the police cop (or choreo-
grapher), who imposes circumscribed spaces of circu-
lation, he sees the dancer as a “political subject that
transforms spaces of circulation into spaces of free-
dom” (Choreopolice and Choreopolitics: or the Task of the
Dancer 20) from within, that is from within [dancing]
itself. Freedom thus entails a kind of movement that is
not circulation?. It is rather a movement of resistance,
one that halts, deviates or at the very least slows down
the demand placed on the dancer to keep on circulat-
ing, moving in circles, ultimately leading her (and the
dance) nowhere. Moreover, Lepecki sees the dancer as a
political subject firstly because he finds it crucial that
we look into the conditions for “the enactment of free-
dom in today’s control societies” (15), and secondly in
order to shed light on how the concept and practice of
choreography has consistently been perceived as an
“art of command” (16), which for Lepecki implies that
choreography is also an art that “implements, needs,
produces and reproduces systems of obedience” (idem).
What happens to this idea of choreography when one
turns it, as Holscher suggests, indeterminate, when
[dancing] takes center stage?

1. Here I refer to how the police tends to address those who are

‘stationary’ or ‘still’ in places they allegedly should not be.
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II

To unsettle this conception of choreography as a sys-
tem of obedience and command—the choreographer as
the police cop and the dancer as the one who diligently
obeys the cop’s command—as well as to empower the
position of the dancer, Lepecki proposes a notion,
namely the choreopolitical, inspired by how Harney
and Moten differentiate policy-making from fugitive
planning. For Harney and Moten, policy-making isa
corrective and prescriptive operation from above, de-
signed primarily for the increase of economic profit
and fugitive planning is that which enables an escape
from this from within, which the authors seem to refer
to as involving a kind of improvisation such as one can
find in Jazz music. Moten and Harney do not really
write about choreography as such, but do seem to
loosely associate it with order and improvisation with
dis-order (7,11, 79).

I1I

Thus, a planning that is fugitive, following the exam-
ple of Jazz music, seems to account for a movement

(a dis-order) from within order, a kind of escape. One
could perhaps name this escape within as what artist
and theorist Michelangelo Pistoletto called ‘inodus’2
that is, an exodus that is not a movement elsewhere or
outside, but rather a movement here and now, with-in.
What does such movement look like? How is this dif-
ferent than circulation? How can such movement be
written about and how can its writing be made to
move (and not simply circulate)? How to persist with-
in and not feel locked? Could this be thought of as im-
provisation? If so, would it entail freedom? Please re-
hearse answering these questions by [dancing].

v

Elsewhere, Lepecki proposes choreography as both a
“political practice and as a theoretical frame that maps,
incisively, performances of mobility and mobilization
in urban scenarios of dissent” (Coreopolitica e Coreo-
policia 42). Lepecki follows Ranciére here in his under-
standing of dissent, namely as that which connects art
and politics, producing “ruptures in habits and behav-
ior” (43, my translation). For Lepecki, choreography
that is political, thus choreopolitical, “reveal[s] how
body, place and movement are interlaced” (55, idem),
“transforming a space of circulation into a space in
which the subject, political, can appear and exercise

2. Cited in Corsten and Gielen, Being an Artist, 66.

[her] capacity for dissent” (56, idem). I propose that an
engagement with the choreopolitical (and thus with
planning as understood by Harney and Moten) is what
dancers do when they exercise their capacity to move
passionately but impersonally, devoting attention to
the dance, not to the choreography or the choreogra-
pher, by [dancing].

\%

Planning here, fugitive, is thus never individual or pri-
vate; it must be set in motion in relation to others who
are always to an extent or another spatiotemporally
conditioned. Individuals and their sense of self are im-
portant in this, but these are not the primary condition
or cause of a dance or [dancing]; individuals are rather a
result; they become individuals through the dance,
through [dancing]. In Lepecki’s terms, this means that
planning “must be dared, collectively, into existence.
Once in existence, it must be learned, sustained, and
experimented with, again and again” (Choreopolice 22).
Therefore, a planning that is fugitive (choreopolitical)
becomes, through the repetitive process of being learnt
and experimented with, a mode of moving that en-
hances the potency of both the individual and the col-
lective3.

VI

Differently said, planning becomes a way to rehearse
sharing insecurity and uncertainty, a way to extrapo-
late the plan itself, to seize it tactically and modify it in
the seizing. Not to embellish any possible failure in its
workings, but rather as an acknowledgement of how
one can create space for transformation (more range
of movement, more freedom) within, micro-politically,
moment by moment, step by step, together with others,
as in improvisation. Such a planning becomes a more
nuanced proposal for doing what one wants, ‘now’ and
in the future, with others. With planning, fugitive,
[dancing] becomes a dynamic force, a condition for
rehearsing transformation beyond the individual self,
not as outside of the present, outside of language, but
on the contrary, as profoundly imbricated in both the
present and language.

o

Wonderful. Now, if you feel like, read the text once
again and replace, mentally or in writing, [dancing]
with control(ing), relate(ing), trust(ing) and/or

3. See da Silva, Jodo. Reflections on Improvisation, Choreography and
Risk-Taking in Advanced Capitalism. Helsinki: University of the

Arts Helsinki, 2017. Kinesis Series.
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fail(ing). What does doing this do to your understand-
ing of [dancing] and its relationship to choreography?
What does doing this do to this text? Should you want
to share your thoughts send me a message at
joaodasilva@t-online.de.

Jodo da Silva
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CRISTINA CAPRIOLI

'11ngen och han

Under inga omstindigheter, sades, fick han berdra
tingen omkring. Varken ytor eller bruk skulle han ta
del av medan konturer och bruksanvisningar skulle
han kunna ange utantill. Tingen skulle f6rbli opaver-
kade men genomskédade. S3 att virlden kunde 6ver-
vaka sitt 6vertag 6ver de liv som hade kunnat bli.

Emellertid hade inget ting férfragats om ett godkén-
nande av detta férfarande, men oberérda och oanvinda
som de var, fanns det inget att tilligga. S var det sagt,
sades: inget ting skulle han in-kénna eller med-kinna.
Inte heller fick han delta i nigra som helst beslut
gillande framstilld formation. Dock avkrivdes hans
nirvaro vid samtliga personalméten under vilka ting-
ens tillstdnd skulle omprévas och genom varierande
andringsforslag lamnas of6riandrade. Nagot han for-
vintades bekrifta med oberérd entusiasm, mer s, bor-
de han med stdrsta glidje bidra till en 8kning av det
motstdndsldsa 6verflod som antogs nodvindig for all-
minnyttans fram-géng.

Nyttoavkrivd och handlingsférlamad, vek han sig sam-
man och bérjade springa mitt i det 6verflodiga nédvin-
diga utan att stéta pd ndgot ting. Och blev snart expert
iavvikandestaktik. Dessutom, eftersom han inte fick
beréra, slutade han dven att tala, s3 att springet emel-
lan kunde dgnas all uppmirksamhet. Utantill och med
oférklarlig noggrannhet sprang han hit o dit och tyckte
att det var ganska solklart vilka spér som skulle dansas
for att kringgd patvingat sinnesférbud. Alltsé hindrade
o-berdringsplikten ingalunda dansen. Numera speci-
fikt emellan. Aven det, ins3g han, var ett ménster vird
uppmirksamhet, minst lika spdnnande som det fér-
bjudna. Allts3 sprang han emellan, optimism i behall
och r3gat matt och snart blev ett och annat spréng

ombdijligt att bortforklara, inte minst det kliv som drev
hans hand ett snépp &t sydvist.

D4 sades, hur mar du egentligen? Varvid hans rést 1am-
nade svalget och pep ett otydligt pip vars mening ingen
forstod men samtliga upplevde som hotfull. Huruvida
hotbilden var allmin eller bara hans ville sig inte avgs-
ras, darfér sades att pipet inte kunde antas som redigt
svar. Igen stilldes frgan, vad vill du oss? har du férféljt
din hand hela vigen upp till vira antaganden eller
fladdrar din hud fortfarande utanpa?

S stilld forefoll honom frigan som oanstindig. Var-
pa ett nytt lite rullade fram, denna gdng bagformat,
svingigt och vilférankrat, som en hingmatta i varbris.
Vfhuufs, sades nir det skulle hirmas, foljt av ett efter-
slapande Sshgghhgff vars orediga tyngdférskjutning
upprorde formationen. Dessutom. Att tingen inte
skulle beroras var redan uppfattat. Och de rordes inte.
Men av ndgon anledning flyttade de &nda p4 sig, antag-
ligen av eget bevag. Flyttandet var smidigt, effektivt,
och i takt med Sshgghhbffets efterslip, kom flera av
tingen néra inpa hans numera sydvistinriktade hand,
sa till den grad att det hela nu gott kunde klassas som
beréring. Inte av tingen utan av honom.

Hur skall detta hanteras? sades i darrande diskant.
Kan det rorda anklagas for beréring? Och vad gor vi 8t
detta Sshgghhbff som utan att berdra ror om i tingens
ordrliga ordning? Pip, svarade han. Det ir pipet fore
Vfhuufshet som riknas, ser ni inte det? Va? Utropades
gillt, hur kan pipet synas i denna numera upprérda
o-ordning? Dessutom, hur ska man éverhuvudtaget
kunna tyda ett pip nir det som hinder fore endast kan
uppfattas efter, bojt emellan, mitt i detta obegripliga
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o-hyfs. Vad vill du oss? Ar detta bérjan av en subversiv
omplacering?

Omedelbar tystnad spred sig at alla hall. Inget ting inget
svalg ingen hand ingen matta inget matt inga liten eller
ndgot framfusigt o-hyfs vigade sviinga en enda ansats
itu varvid det osagda fortjocknade till blst lera, klump-
vist utspridd. Inget sades men alla visste att nu var spin-
ning tillhanda. Nu kommer nigot att sindas, oavsett
riktning. Snett in i mellanskiktet. Varfor huvudfragan
inte lingre kunde f6rbli beroring, utan den leraktiga
omdisponeringen. Den som nu méaste hindras.

Insatsstyrkor kallades in och &tgirdsingslan vidtog med
kraftiga tag. Under en hel vecka av febril mitningshys-
teri genomskadades langd, tyngd, firg, kon, temperatur,
utstrackningsanlag, bolan, antal kusiner, antal viskor, in-
redningssmak, IQ, topologi, ontologi, samt psykiatriska
journaler etc., varpa godtyckliga grinsvirden fastslogs
och en rad skrimmande prognoser spyddes fram. Stress-
nivén steg 6verbord. Krisen var ett faktum. Kontroll-
rummet gick i viggen.

DA passade pipet pa att smita till en flick utan personal-
moten, hack i hil med en nyanlind Vgffhuusshybrid.

Och i den flicken bérjades det att sjungas. Utan ett
enda pip och i allméinrddande sleepmode. Pip och liten
ur spel, tappade atgirdsfrenesin sin spets och of6rméga
vindes till offerkoftor varpd ombudsminnen skyndade
sig att ansvarsbefria varandra. Krisen hade fértringts
och hotet kunde avskrivas utan betydande konsekven-
ser, férutom sé klart, en forhojd niva av misstinksam
intighet.

Misstro och inkompetens funkar bra ihop. Likas3 kla-
gande och ansvarsldshet. Perfekta par fér effektiv ddmp-
ning. S4 att livet kan fortga. Radet, ursinnigt illaméen-
de och fafingt, dtervinde till att vinda papper som om
det vore virldsavgérande. Specialstyrkorna tog en fika.
Hingmattan 13g o solade, tingen satt lugna pé plats me-
dan han, den olydige underkastade gled alldeles tyst,
obetydlig i lergeggan. Ordningen verkade aterstilld.

Detta sagt, tanken om att fordndring skulle kunna upp-
std hade ind3 smugit sig in mellan hjirnhalvorna. I sin
tur dven innanf6r sceneriet, sd som den beskrevs. Nagot
skevt till vinster om tingen fanns nu en reva som an-
tydde att sammansvirjning kunde skrapas fram, mer s
vars ansprakslosa matt upprorde hela synfiltet. Skade-
kontroll maste vidtas, sades. Ett underhallningsméte
kallades in. Men redan fére start havererade ansatsen.
Fér det forsta, revor emellan kraver hoghastighet. Detta
var inget som radet var bekant med. Fér det andra, om-
placering férutsitter hypersensibel navigering, dven

det ett f6r radet frimmande koncept. For det tredje, i
brist pé ineffektivitet och féregivna bedémningsrutor
uteblev regelriktig planering varpa dagordningen fram-
stod som obegriplig och dirfér kom rediga beslut inte
ensifraga. Aldrig tidigare hade ett odugligare mote
sammankallats.

Han, underkastelseerfaren som han var, satt redan ly-
digt i stolen, underben och tummar i perfekt symme-
tri. Ndmndeminnen 4 sin sida hittade inte ens fram till
stolarna, pldgade som de var av den o-hyfs som dagord-
ningen inte férmadde tygla. S§, istillet for att styra sam-
talet, vacklade de, nervtradar utanpé och fick inget sagt.
Hit o dit vacklade de bland tingen som trots att de stod
dir de kommenderats infinnas, fér dem var oméjliga
att uppticka. Strunt samma Svervaka.

Tingen, alltmer milda, iakttog det hela och bedémde
det som komiskt, dirfér som ndgot 16sare, nu kanske
lampligt att hud-navigeras. Varpa de vecklade ihop sig
till en koér varifrdn de kunde snudda vid hans hand.
Och varandra.

Tingens ihop-veckling, planerad handhudssnudd
och nu dven inbérdesberéring, adderad till lerklump-
spridningen, hingmattaliten och detta indamals-
tringda rddshaveri vixte snabbt till ett nytt, okontrol-
lerbart scenario. Med en avgérande konsekvens. Métet
fanns inte lingre pa kartan.

Han, stilla symmetriskt medan allt annat flyttade, sig
sin chans. Han tog fram sin urkopplade klang, reste sig
pa td och sade: Hirmed faststills allmén berdringsritt.
Under inga omstindigheter skall tingen omkring hind-
ras att berdras, eller att berdra. Dessutom, tillade han,
frén och med nu skall ingen beréring férbli oberérd i
respons!

Och som avslutning sjong han ett magnifikt pip i
obestiamd gratflack.

Fran alla horn dir de raddlésa rdidsmedlemmarna hade
hamnat kom ett skalv av olust. Aldrig tidigare hade
virlden tvingats bevittna sddana ord. Och vad var den-
na antydan till grat? Vad har tirar med sakernas till-
stdnd att gora? Frigan var klart ostyrig. Radets redan
anstriangda hjarnhalvor {6l isér varfér alla lade sig platt
ned pd magen och eftersom navelskddningen #nda
maste uppritthallas, fick samtliga kronisk nackspérr.

Frén detta bakat-bdgande horisontala lige, tva nya
huvudirenden kom att dominera siktet, nimligen fré-
gan om vilken instans skulle protokollféra detta upp-
rorande externutldtande, samt i vilken ordning denna
stérande o-hyfs skulle avaktiveras. Varpa berérings-
rittsdeklarationen kom undan maktordningsblicken,

— TINGEN OCH HAN 28 —



darmed ledig att avleda sig dnda bort till det tidigare
spridda lerkladdet. Och medan myndighetspedanteri
pagick i det platta, parade sig tingen med mellan-
springet varpa nya revor angav en ovanligt rérande
uppstillning. Vars avstdnd till rAdande féreskrifter inte
kunde vara stérre.

Detta dr en mirkvirdig formation kanske i behov av
omprdvning sjéng tingen i sin i berdringssyfte uppstll-
da kér och mitt i tredje refringen bad den nyanlidnda
Vgffhuusshybriden, in- och utsmitexperten, om en
omvig. Han, envis realist, instimde i att omstindig-
heten var ytterst ovanlig men dven klart logisk och de-
klarerade: Icke-beréringsplikt i dvervakad ordning ir
en utmattande férestillning, i grunden respektlos, dir-
for domd att misslyckas. Rad16s uppstillning i ohyfsad
oordning diremot dr bade rimlig och framgéngsrik,
dessutom utdtvind, dirfor tillvixtbenigen. Vaket i sin-
net, till och med vacker, férvixer den sig vilt i takt med
den dmsesidiga virldsaktning som knyter den an till
virlden och virlden till den. Med bibehaillen integritet,
frén det avsides franvinda.

Omsorg liksom respekt kriver nimligen en avvikande
blick som vidmakthéller ett avstdndets patos dir vixel-
verkan kan ske utan intréng. Med andra ord. Villkoren
for det gemensamma bista dr oriktat avstdnd. Alltsa.
Hart 6vervakade forestillningar foresprakar ingalunda
allminnytta, inte heller betecknar de ndgon fram-géng.
Snuddvinliga uppstillningar béljandes fran avstand
daremot bekriftar det gemensamma singulédra och sik-
rar allmin kring-gang. Dérfor féreslar jag 6kad sjalv-
omdisponering och émsesidig beréring fran lingre
hall. Med bortvind blick. Aktsamt vaket. I svajbagar.
Sydvist lutandes. Oavsett patvingad karta.

Och s blev det. [ detta land med berdringsritt kom
hogt och 13gt att bekrifta allt mojligt i alla riktningar.

Och nir kansliet befann sig hos naprapaten, vixte
avstandet emellan, varpa tingen grit en dissonant 14t
medan hingmattan svingde alla spar. Alltmedan en
hirva otydliga pip viixte inuti kladdet och allman for-
tjusning tringde under varje hud. Varpa alla larde sig
att lyssna, medan de dansade med stor omsorg, virdiga
och tysta. S8 att virlden inte gick miste om alla de liv
som blir. Oavsett vad sigs. Eller skrivs.

Cristina Caprioli

— TINGEN OCH HAN
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