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Foreword
Dr. Georg M. Blochmann

IDENTITY.MOVE! was conceived in the framework of the Culture 
programme of the European Union by the Goethe-Institut 
Warsaw, the Centre for Culture in Lublin, the State School of 
Dance in Athens and a consortium of Prague-based dance and 
performance institutions, consisting of Ponec Theatre, Tanec 
Praha, Alta and Alfred ve Dvoře. IDENTITY.MOVE! focused on 
dancers, choreographers and performers in what we called 
‘the Eastern Belt of the European Union’, a region stretching from 
the Baltic Sea to the Mediterranean. Thus, it gathered partners 
from 14 countries: Lithuania, Latvia, Poland, Germany, Slovakia, 
the Czech Republic, Hungary, Bulgaria, Romania, Slovenia, 
Croatia, Serbia, Bosnia and Herzegovina, and Greece. With the 
help of these partners and a curatorial team of performative arts 
experts, 24 artists were approached to join the project and work 
in pairs in a research process on ways to materialise an artistic 
identity linked to specific traces of this Eastern Belt, whether 
historical, social, political or aesthetic. The artists gathered for 
a symposium in Lublin in March 2014, then at four residencies in 
the summer of 2014 - at PACT Zollverein in Essen, Stary Browar 
in Poznań, as well as in Athens and Prague - to work on this issue 
autonomously.
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This artistic research was never meant to end in a final product 
like a stage production but to be used as an open space for 
thoughts, exchange and consideration: Who are we? Where 
do we come from? What do we have to say? How do we want 
to express it? Nevertheless, the audience has to be involved, 
as there is no performative art without an audience, without 
the public. This is why an interactive website was initiated, 
www.identitymove.eu, while a Facebook fan page spread 
whatever emerged from the artists group. In autumn and winter, 
the artists travelled to different regions, hosted by local partners, 
giving workshops and performance lectures or participating in 
festivals, thus reaching out with their experience to diverse local 
audiences.

The grand finale took place in Prague, a city situated in the very 
heart of Europe. Here, once again, all the artists met, working 
together on presenting the fruits of this research process, 
at last made tangible. This was an adventurous enterprise, 
a risky challenge for each of them – and, at the same time, 
a unique opportunity and gift for an audience willing to follow an 
international group of young artists along their creative path. It 
was called BAZAAR, a market place for colorful ideas and dynamic 
exchange, a week of workshops, lectures, discussions and 
performances, gathered together at a regional transdisciplinary 
festival.

This book is the last step of IDENTITY.MOVE!. It was always 
intended to be an e-book: immaterial and not for sale; 

http://www.identitymove.eu


an interjection more than a statement, thus mirroring the idea of 
the project. IDENTITY.MOVE! has come to an end. The question of 
whether identity can be ‘identified’ remains open – as it should, if 
we want to move on.
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Editor’s Note
Marta Keil

While thinking about notions of the ‘local’, the ‘regional’ and 
the ‘authentic’ in a social and economic context, one sees these 
terms becoming increasingly blurred. What remains when the 
‘local’ turns out to be a mere product? How does this constant shift 
between locations, contexts and cultures influence artists’ work? 
How do these artists elaborate their ways of communicating 
their practice, while challenging the status of mobility, instability, 
being-in-motion? Where are the centre and peripheries and how 
do they influence working conditions? Is the East still running after 
the West? And what does ‘the East’ mean, after all? 

These were the main questions we asked while creating 
IDENTITY.MOVE! - a temporary space for sharing knowledge, 
experience and intuitions for performing artists working in 
so-called ‘East Europe’ - a Europe which, for many, remains on the 
peripheries. The geopolitical situation definitely influences artistic 
practice, not necessarily always thematically, but mainly through 
accessible working conditions and artists’ position in society. 

The neoliberal system of artistic production in Europe has forced 
performing artists, dancers and choreographers to develop 
the skills of mobility, adjustment and flexibility, making them 



a group of precarious culture producers. Paradoxically, even if 
their attitude towards the system is critical, they do perfectly 
meet, willingly or not, the standards of the neoliberal, ‘westernised’ 
countries. Therefore, IDENTITY.MOVE! aimed to create the opposite 
- long-term, research-based residencies, which were not supposed 
to provide any ready product: no performance, no exhibition, no 
article; nothing which could be judged, rated or sold. The goal was 
to give artists time and space to do their own research: let them 
think, work, try out different directions and let them focus only on 
the process itself, to use the time as they want. 

This book draws the landscape we have all passed through over 
the last two years. The path of questioning different concepts, 
testifying about new conditions, challenging the usual ways of 
working, struggling with both stress and slackness, refusing the 
necessity to always be productive, creative, attractive. It consists 
of material we were working on at different phases of the project, 
as well as contextual materials concerning the crucial points of 
our common research: Identity, ‘Easterness’, Politics of Dance, 
Time and Process. 

Did we manage to make the IDENTITY.MOVE! process tangible? 
I don’t think so - it does not seem to be graspable. But maybe we 
could still inspire a reader to pursue her own research.
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IDENTITY.MOVE! was a transnational platform for theoretical and 
artistic research in the field of contemporary dance and related 
performing arts focusing on the ‘Eastern Belt’ of Europe: Bosnia 
and Hercegovina, Bulgaria, Croatia, Czech Republic, Germany, 
Greece, Hungary, Latvia, Lithuania, Poland, Romania, Serbia, 
Slovakia, Slovenia.

IDENTITY.MOVE! was aiming to challenge the notion of identity 
in the contemporary social, economic and political context of 
performing arts field. 24 dance artists were working on these 
topics with the support of coaches, tutors, theorists and other 
artists. 

IDENTITY.MOVE! consisted of 4 main phases, concluded with 4 
events: Kick-Off meeting in Athens (September 2013), Symposium 
in Lublin (March 2014), LAB residencies in Athens, Essen, Poznań 
and Prague (summer 2014) and Bazaar in Prague (March 2015).

IDENTITY.MOVE! was coordinated by Goethe-Institut Warsaw in 
cooperation with Centre for Culture Lublin, Obcanske sdruzeni 
Motus in Prague and the State School of Dance in Athens with 
the support of the Culture Programme of the European Union.
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Artists

Albena Baeva
Albena Baeva was born in 1983 in Sofia, Bulgaria. In 2010 she 
obtained a degree in the Digital Art master programme at the 
National Academy of Art in Sofia, Bulgaria. Since 2008 she has 
realized various workshops in Sofia, as well as one in Amsterdam 
and one in Berlin. They included workshops on “programming 
reactive live visuals”, multichannel audio installations, “re-
discovering sound and instrument building” and an animation 
workshop. Since 2008 she made different exhibitions in Bulgaria 
but also abroad – in Italy and Finland.

Baeva works in the fields of interactive design, experimental video, 
sound art and performance art. She is the co-organizer of Dorkbot 
Sofia and Ignite Sofia and is the co-founder of Reaktiv. She uses 
open source software and DIY practices for building new musical 
instruments and interactive installations for urban spaces and 
galleries. In 2009 Albena Baeva founded the Runabout project, 
which was a platform for communication and interaction between 
artists and musicians. Her work includes interactive videos and 
sound performances developed mostly as part of the Runabout 
project. In 2011 she won the international prize for contemporary 
art awarded by the Essl Museum, Vienna, Austria and the VIG 
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Special Invitation. Works of Albena Baeva were shown in Austria, 
Germany, Italy, Romania and Bulgaria. In 2012 she worked with 
Derida Dance Company and created interactive generative video 
environment for their dance performance ARTeFACT. In 2013 
the performance was nominated for the Ikar Award in Bulgaria. 
In 2013 Baeva created an interactive video for the theatrical 
performance “Eyes of The Others” directed by Mariy Rosen and written 
by the young Bulgarian playwright Ivan Dimitrov. The performance 
was nominated for the Bulgarian theatrical Asker awards in 2013.

Currently, she is working on Azamen, a large-scale project made 
within the framework of the Runabout project. It is an interactive 
dance performance that began in 2012. The two dancers in 
Azamen are equipped with a pair of wireless sensor costumes 
that connect their movements to a computer. Their bodies 
are thus turned into musical instruments that are capable of 
capturing sounds and words, playing them over and over again, 
modulating and transforming them until they create the perfect 
audio environment for their dance. For Baeva, contemporary art 
is by definition interactive. She uses play-like elements to involve 
audiences in her works. In these works, communication between 
the audience and the work of art, between performers, the music 
and visuals is central. Baeva participates actively in every stage 
of the creation of her works. Drawing, programming, soldering to 
the physical work of building different constructions and objects 
inspire her to find new and unconventional combinations of 
materials, media and functions. Through this process she creates 
multiple layers of meaning.

albenabaeva.com

http://albenabaeva.com/
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Mădălina Dan
Mădălina Dan is a Romanian dancer, performer, choreographer and 
a dance teacher. She has a degree in Playwrighting at the National 
University of Drama and Film in Bucharest. Since 1998 Mădălina 
has been a dancer in the Oleg Danovsky Ballet Theater, Constanţa, 
Romania. Later she was also a dance teacher, a participant in 
dance workshops, once more a contemporary dance teacher, for 
non-professionals, a performer and an assistant choreographer 
collaborating with various artists. In 2010 she was one of 
the initiators of the educational programme in dance In2grad 
based on practical and theoretical ateliers and a co-initiator of 
a programme on art in education. Mădălina then took part in 
international dance exchanges in New York and Postdam. She 
was an invited artist at the Arizona State University. Her work 
was presented at Sprindance Festival Utrecht, Tanzquartier 
Wien, Balkan Dance Platform Novi Sad, eXplore Dance Festival 
Bucharest, Temps d’Images Cluj, SouthBank Center& Chisenhale 
Dance Space London, Fabrik Potsdam, DTW New York. In 2012 
she initiated, together with Mihaela Dancs, Azuga Summer School, 
an annual arts education program for children.

Mădălina asks herself: “Who am I?” She sees herself as an artist, 
and this is getting more and more clear for her as her role in 
the society becomes blurred, marginal and vital in the same time. 
At least this what she feels from the Romanian perspective. When 
reading IDENTITY.MOVE!’s key questions from the application, 
the first thing that came into her mind, she says, was Dedublarea 
(Self division), an older work that she made as a response to 
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the dance education system in Romania. The piece’s title means 
being split between personalities. In Dedublarea she was playing 
with this identity crisis that nowadays she find herself in once 
again but in different circumstances. With animal costumes, with 
irony, humor and detachment, she was working with poor examples 
of choreographic conventions and rules, placing them lucidly 
in the middle of quotation, clichés, references, and stereotypes. 
Avoiding, dissimulating and hiding the true identity was her way of 
questioning dance taught in an unhealthy educational environment. 
Questions she also had when she was literally carrying a huge 
question mark on an intervention on the streets of Bucharest and 
placing the object on crucial historical spots where the revolution 
of 1989 took place. By walking with it around the city on a caravan 
she was trying to question the urban space, how the history is being 
erased and replaced by expensive and monstrous monuments and 
an aggressive consumerist propaganda.
madalinad1.tumblr.com

Ana Dubljević
Ana Dubljević was born in 1980 in Serbia. Dubljević has a B.A. 
degree in fine arts and a degree as a yoga instructor. She is 
a performer, dancer and a choreographer. She is an active 
member Station Service for contemporary dance in Belgrade.

Her educational and artistic development in contemporary 
dance and choreography was realised through different sorts 
of non-institutional platforms such as Fostering Creativity and 

http://madalinad1.tumblr.com/
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InteatroFestival Academy in 2006, DanceWEB/ImpulsTanz in 2007, 
the NOMAD Dance Academy in 2008, Enparts Campus in 2010. 
Dubljević is a supported artist within the APAP Network, took part 
in The Curatorial Project in 2011 and had residencies like Lifelong 
Burning with Workspace Brussels in 2013, Jardin d’Europe in 
Cullberg Theater in 2012 and in the Mogosoaia Center in 2008. 

As a performer Ana was working with choreographers and 
theater directors including Dalija Acin, Isidora Stanisic, Aleksandar 
Popovski and Andjelka Nikolic, and was part of different awarded 
performances. Some of her choreographic performances are It, 
Let’s start from the beginning, Performance that is not called pussies 
in dicks, Tell them about the dream and Temporaries. She is focused 
on collaborations and interested in exploring various ways of 
creating within non-hierarchical structures.

Her artistic interest dwells around “dancing” concepts, questions, 
relations, languages and bodies. The focus of her work is on 
the one hand on the “politicality” of art and art work, and on 
the other – the “politicality” of our everyday individual and collective 
lives, today. Looking from this perspective, questions about 
identity appear often. Specifically, Ana is interested in the issue of 
the self-construction of identity in relation with the society. Asked 
about identity, Ana replies that she would like it to be a research 
on love and other politics. A research on the anarchoqueer theory 
and practice as a form of resistance, something like: How do we 
relate to people emotionally and sexually? How have these types 
of relationships largely been determined by oppressive systems 
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such as patriarchy, heteronormativity, capitalism, families, 
culture, and the state – systems that we do not believe in, and 
which we are constantly rethinking and struggling to dismantle?

Florin Flueras
Florin Flueras studied choreography at UNATC Bucharest 
and psychology at the Targu Mures University. After working 
as a psychologist, he focused on artistic projects realised in 
Romania and abroad. In his work he often switches the contexts 
in which he activates – visual arts, contemporary dance, 
activism, theory. He is involved in projects including Unsorcery, 
Postspectacle, Presidential Candidacy, Bezna. Some of his 
projects were realised together with Alina Popa. His past projects 
are, among others, Dead Thinking and Second Body as well as End 
Pitin Istanbul in collaboration with Popa in 2013, in 2010 – Military 
Performance on discipline in modern dance and ballet,The Hammer 
without a Master as a part of The Romanian Dance History and a TV 
performance: The Last Apocalypse in 2009. 

He explores and problematises the political component of art and 
the aesthetic component of politics – mainly through practices 
and ideas around the concept of Postspectacle. Through 
concepts and practices like Second Body, Dead Thinking, Eternal 
Feeding Technique, he is currently developing performances and 
theory in the frame of Unsorcery. “Unsorcery is the embrace of 
an impossible cognition and a horrific affect, it is a ‘via negativa’ 
that starts where the hopes end and the remaining options are 
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rather negative, dark and dead.” In his projects he was interested 
in destabilising identity, assuming temporary identities like in 
the Presidential Candidate project. In one of his current projects, 
Dead Thinking, he is trying to construct a certain identity through 
developing a thinking less from this world and more oriented 
towards darkness and the unknown.

Florin also reflects upon the body: “[Since the 1960’s it has been] 
clear that it is not enough to try to oppose the economic and 
political order, that the problem is not just about how to bring 
more bodies to the streets to fight the power of the authorities 
and the obvious problems, but also about what kind of life 
powers those bodies. The bodies of the protesters and that of 
the rulers are not that different - in spite of the racial, sexual and 
class differences, at certain levels we share a degree of rigidity 
and limitations in our bodies, life capacities and potentiality. 
Intuitively, a lot of what happened at the end of the 60’s was very 
much about addressing this situation, and about a liberation of 
the body from all sorts of disciplinary constraints. Since then 
there was a lot of talk about capitalism that constructs our minds 
and bodies, about an imperative to follow our desires and to bring 
freedom to the body. And some experimentation with common 
living, sexuality, psychotropic substances and everything that can 
be done to bring freedom of the mind and body.

A good example for this attitude was the passing from 
a disciplinary regime to a sort of expressive regime of the body 
in the dance of that period. Improvisation was the keyword 
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and everything seemed to be possible, the body freed from 
the classical and modern dance discipline could finally express 
itself. The enthusiasm and the joy of the freedom lasted for 
a while but, after years and years of self-expression, a depressive 
moment arrived when the realization that there is no ‘itself’ to 
express couldn’t be postponed. The ‘authentic movements’ and 
the expressions of the ‘freedom of the body’ started to appear just 
as a bunch of clichés, stereotypes and patterns of movements - 
recombined remains from the trashed disciplinary dances.”
florinflueras.blogspot.ro 

László Fülöp
László Fülöp is a young Hungarian contemporary dance 
choreographer, performer and teacher, after one year residency 
program by L1 Association he joined the association’s work in 
2014. He was born in 1987 in Budapest as child of musician 
parents so he’s got a strong musical background and education 
in his childhood. Later his interest started to turn more and more 
towards dance and theater. He went to Budapest Contemporary 
Dance Academy and finished his studies in 2010. Since then as 
a freelancer he has cooperated with many different artists and 
dance companies and as an independent choreographer he has 
developed his own choreographic works as well. 

His main topic of research is the human being in its own 
completeness, without ideologies or prejudices: in a simple, pure 
and personal way. He focuses on the performers’ personalities 

http://florinflueras.blogspot.ro/
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and tries to avoid any generalizations, spectacular elements, 
classical aesthetics of dance, which diverts attention from 
the performers and simplifies the analyzed phenomena. He 
always centered his previous works on specific psychological 
topics: In his piece whatsupwithyou?!nothing?! (2010) he dealt 
with loneliness, personal rituals and being alone in society, while 
in emese&emil (2011) he investigated Eric Berne’s transaction 
analysis and game theory. In what does ‘iloveyou’ means? (2011) 
he was exploring whether there can ever be a personal, sincere 
and intimate relationship between performers and audiences in 
a theatrical framework, and in his latest piece, called there’s an 
elephant in every room… (2013) he was researching what degree 
we can objectively talk about self-determination and free will.

László’s interest in movement is focused on choreographing 
everyday movements and gestures into dance, experimenting 
with extreme size, distance and rhythms, movements so 
fast that they’re impossible for the brain to follow, isolation 
techniques, automatic connections within the body, being out of 
breath, resting, interdependence, defencelessness and different 
qualities of contact.
www.laszlofulop.com

Ingrida Gerbutavičiūtė
Ingrida Gerbutavičiūtė (1983) attended a supplementary school 
of classical and modern dance, studied Journalism at the Vilnius 
University and Lithuanian Journalism Centre, has a B.A. degree 

http://www.laszlofulop.com/
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in German Philology at the Vilnius University and M.A. degree 
in German Linguistics, Theatre Studies, Journalism and Media 
Studies at the Free University of Berlin. Ingrida is a member of 
the Expert Committee on Dance at the Lithuanian Ministry of 
Culture and a Head of Dance and Movement Department at 
the Lithuanian Academy of Music and Theatre. Her academic 
experience includes giving seminars on dance analysis at the 
Academy and also at the Lithuanian University of Educational 
Sciences. She is publishing reviews in German and Lithuanian for 
dance magazines and online dance journals.

Since 2011 she initiated a project called “Dance through word – 
not[new]criticism” with the aim to strengthen the dance criticism 
in Lithuania and to develop an innovative form of a dance review. 
The initiative is a subproject of the “keđja” dance platform in 
the Nordic and Baltic countries. Her other projects include “Critics 
vs. Choreographers”, aiming to support artistic collaboration 
between young dance critics and young choreographers where the 
critic takes a role of a dramaturge; and the Berlin Festival “Litauen 
tanzt contemporary”, aiming to present Lithuanian contemporary 
dance for German audience. As a speaker she attended several 
international dance conferences and took part in various seminars 
and workshops in Nordic and Baltic countries and in Germany.

Andis Geste
Andis Geste is a body therapist, a lecturer and a performer. He 
has a degree in Mechanical Engineering at the Latvian Technical 
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University in Riga, he received an education to be a veterinary 
surgeon at the Latvian Agricultural University and he was studying 
Body Psychotherapy at the Latvian School of Body Therapy in 
Riga, as well as Psychotherapy at the Ecole Française d’Analyse 
Psycho-Organique in Paris.

As a lecturer and a performer he recently participated in 
various cultural events, such as the Contemporary Art Festival 
‘Survival Kit’ and the Sand Sculpture Festival. After working as 
a veterinary surgeon until 2004, Andis was a psychotherapist 
where he conducted group therapy with HIV positive people and 
former drug addicts. Later he was the President of the Latvian 
Association of Body Psychotherapists. Since 2004 he has his 
private practice as a psychotherapist. For the last three years he 
has been participating in a private psychotherapy project working 
on new approaches in non-transference psychotherapy. He also 
likes to keep up with different traditions in massage and body 
therapy. Recently he published a novel Sestais atols.

Ivana Gojmerac
Ivana Gojmerac (1986). She studied in the High Music School 
in Sarajevo, Bosnia and Herzegovina and then at the Music 
Academy of Sarajevo at the University of Sarajevo. There she 
obtained an M.A. degree in Methodology of music teaching 
and Dance/movement therapy for children with disorders. She 
is currently doing doctoral studies in this field at the Faculty of 
Pedagogy. Gojmerac also works as a teacher of classic ballet at 
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the Elementary Ballet School. Gojmerac’ professional experience 
is focused on dance and music therapy in various schools and 
on teaching ballet, also to young children. Since 2008 she has 
published papers in various magazines, primarily on dance 
and music therapy. In 2014, her book, Dance-music therapy for 
children with special needs, is to be published in Bosnia and 
Herzegovina. Her artistic and professional interests include also 
singing and choreography.

Gojmerac says that she has many identities because of the 
several jobs that she has – a ballet teacher, contemporary 
dancer, dance therapist, and senior assistant at the Faculty of 
Social Sciences. She is a daughter, sister, wife, teacher, friend, 
pedagogue… A Bosnian, Balkan and a European girl. These are 
all her identities and this is who she is. She has conducted dance 
therapy with people with mental and physical disabilities who 
were expressing their identity by move or dance. She is currently 
working with blind and deaf people, whom she helps to express 
their identity through contemporary dance with professional 
dancers. She perceives our every move as a move towards our 
own identity. Every our feeling, memory and thought comes from 
the subconscious to our body and represents all our identities, 
which we express through movement. If every artist is a unique 
set of identities, the dance they perform is unique and very 
authentic. Artistic identity is also conditioned by the time and 
place from which it comes (it could also be in a local context), and 
in which it is at the moment, it produces movement. It creates 
artistic identity, which leads to movement.
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Leja Jurišić
Leja Jurišić (1978) is a graduate in The Science of Law. She 
trained sports gymnastics and won the title of National Champion 
of Yugoslavia in 1991. Jurišić created critically acclaimed solo 
R’z’R (2005). With Teja Reba she created Between Us (2009), 
Sofa (2010), and in 2013 The Second Freedom, The fountaine and 
Life after conceptual art. Her latest solo performance Ballet of 
Revolt was premiered in Tanzquartier Wien (2012). Debut solo 
R’z’Rhas won Jurišić special jury award at Festival Gibanica 
(2005). Between Us was selected for Slovenian biennale Gibanica 
(2011), festival Mladi levi (2011) and has until now gained 
more than 47.000 Vimeo plays. Ballet of Revolt was selected for 
Gibanica (2013) and received favorable review by the prominent 
Vienna based critic Helmut Ploebst. In tandem with Teja Reba 
she won Ksenija Hribar’s Award for Promising Choreographers 
in 2013, their work was presented at U3 Triennale of Slovenian 
Contemporary Art, the Biennale Online Artplus New York etc. 
Jurišić is one of the selected choreographers in the european 
project Modul-dance, coordinated by Mercat de les Flors. Beside 
working as a choreographer Jurišić as a dancer and performer 
collaborates with artists such as Forced Entertainment (The Last 
Adventures, 2013), Sebastijan Horvat (Utopija I and II, 2009), Janez 
Janša (Fake it!, 2008) and Meg Stuart (It’s not Funny, 2007).

Leja Jurišić understands making and presenting art as 
a response to repressed unconscious elements at individual 
and social level. Her works necessarily communicate through 
high physical and psychological intensities. It is an expression 
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of courage, going beyond the conventions, while simultaneously 
embodying sincerity and vulnerability.The body being the main 
expressive medium in her work the attention to the body 
and the corporal is understood as the issue of marginalized 
discourse in nowadays society. As choreographer she closely 
collaborates with visual artist Petra Veber where the questions 
of visual and performing art have an intense dialogue. As 
tandem she often works with performer and choreographer 
Teja Reba. The contents of their works are propositions usually 
concerned by the relationship between two physical, emotional 
and political bodies that always move up and down the edge. 
This edge is meant in an aesthetic and political sense in terms 
of implementation. By doing this, they also question feminisms, 
the feminine body and the relevant political and social issues. 

Pavlos Kountouriotis
Pavlos Kountouriotis is a performance artist, choreographer and 
performance theoretician. He is a Senior Lecturer at The University 
of Lincoln and a regular visiting Lectuer at SOZO-VIM. 

He has worked with seminal choreographers and live artists such 
as Trisha Brown, Ron Athey, Marten Spangberg, Boris Charmatz, 
Meg Stuart, Kirsten Debrock and many others and he is an artist 
of the Sweet and Tender Collective.

His own performance work has been presented in several 
countries including the UK, the US, Greece, the Netherlands, 
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Germany, France, Italy, Portugal, Spain, Poland and other. In 2008 
he was commissioned to choreograph a piece for Companhia 
Instavel and he presented his solo performance Lecture Regarding 
the Pain of Others in Live Art and Dance Festivals. In 2010 he 
became an artist-in-residence at Greenroom (Manchester).

Pavlos is a Ph.D. research student at Roehampton University 
under the Sacred Heart Scholarship. He is also a research 
associate at Performing Matters (Live Art Development Agency, 
Goldsmiths University, Roehampton University). Pavlos twice 
received the prestigious scholarship of DanceWEB Europe, 
the Onassis Foundation Scholarship, the Asian Europe Foundation 
Scholarship, the State Scholarship Foundation of Greece, 
the Fulbright Scholarship and others.

His research interests are focused on the psychoanalytic 
perspective of violence and pain as the mode of the construction 
of subjectivity and on movement as a creator of feelings and 
emotions. He likes logical thinking and affection very much.
www.kountouriotis.org

Milan Marković Matthis
Milan Marković Matthis is a Malmö based dramaturge, playwright 
and performer, born 1978 in Belgrade. His plays have been 
staged in Serbia, Croatia and England and published in English, 
German and Slovenian and Serbian languages. He worked as 
a dramaturge in Croatian, Danish, German, Slovenian and Serbian 
theatre productions.

http://www.kountouriotis.org/
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Working in theater:
Since 2005 founder and main editor of www.nova-drama.org.rs, 
archive website dedicated to promotion of new playwriting.
2007–2010 project author and coordinator New Play at 
the Sterijino pozorje festival (Novi Sad, Serbia)
2008–2013 a member of the editorial board of theater magazine 
“Scena” (Novi Sad, Serbia)
2009 and 2010 takes part in deschooling project Raškolovanje 
znanje (Teorija koja Hoda, Beograd and Kontrapunkt, Skoplje).
Since 2012 a member of the Management board for Assitej 
Theatre Association (Belgrade, Serbia)
2008 dramaturge in Serbia and Denmark (Tiggeroperaen, direct. 
Nullo Fucchini, Cantabile2)
2010 performances We Are Too Many (co-author and performer, 
Bitef theatre, concept Dalija Aćin), Who Would Want a Mother Like 
Mine (real-time dramaturgical intervention, Duško Radović theater, 
concept and choreography Dalija Aćin) and Long Live Work! 
(dramaturge, Atelje 212, direct. Anđelka Nikolić)
2011 writes an adaptation for the Bereaved Family by Branislav 
Nušić (direct. Bojana Lazić, Šabac National Theatre)
2012 performances They Live (in search of text zero) (co-author 
and performer, with Maja Pelević), Performing Wedding (co-author 
and performer, with Nina Matthis - Per.Art, Novi Sad and 
KolektivKolektiv, Belgrade), The Performance (Not Called Bitter 
Cunts) (co-author, with Ana Dubljavić, Nina Matthis, Dalija Aćin and 
Bojana Lazić, Station for Contemporary Dance, Belgrade; Bitef, 
Belgrade and Cikada, Malmö) and Again, From the Top (co-author, 
with Ana Dubljević, Bitef, Belgrade)

http://www.nova-drama.org.rs/
http://milan-markovic.com/?p=58
http://milan-markovic.com/?p=67
http://theyliveonline.wordpress.com/
http://milan-markovic.com/?p=85
http://pksnzpk.wordpress.com/
http://pksnzpk.wordpress.com/
http://milan-markovic.com/?p=35
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2013 collaborator, performance Revolution Won’t Be Performed 
by Saša Asentić, Kampnagel, Hamburg
2013 stage text, dance performance This Is Not Gonna End Well by 
Alexandre Achour, Uferstudios, Berlin

Plays (produced and rewarded):
Bench (Klupa) (Beogradsko dramsko pozorište, direct. Goran 
Ruškuc; Josip Kulundžić reward, Faculty of Dramatic Arts, 
Belgrade), Green House (Zelena kuća) (wins the competition, 
Menchenbuehnetheatre, Wiena), Good Morning, Mister Rabbit 
(Dobro jutro, gospodine Zeko) (direct. Jelena Bogavac, Duško 
Radović theater, Belgrade; direct. Jelena Ćurčić Flying Fish 
Teatricks, London; radio play for Radio Beograd), Good Boy 
(Dobar dečak), (direct. Predrag Štrbac, Srpsko narodno pozorište; 
“Slobodan Selenić” reward, Faculty of Dramatic Arts, Belgrade), 
Long Live Work! (Da nam živi rad) (co-author with Anđelka Nikolić, 
Atelje 212, Belgrade), Znači Marko, kao Kraljević/Pazi vamo (Look 
Here)/Zagreb is Burning (Zagreb gori) (direct. Bojana Lazić, Boško 
Buha Theatre, Belgrade; direct. Saša Božić and Ksenija Zec, 
Dubrava Theatre, Zagreb), Fakebook (direct. Jelena Bogavac, Bitef 
theatre, Belgrade), Maja and Me and Maja (Maja i ja i Maja) (direct. 
Anja Suša, Bitef theatre, Belgrade; Saša Božić, Kazalište Dubrava, 
Zagreb), Cleaning Out the Idiot (direct. Aleksandra Kovačević, 
Kraljevačko pozorište, Kraljevo).

Published plays:
Cleaning Out the Idiot (Serbian, English – „Scena”, Novi Sad 2010), 
Good boy (Serbian, English and Slovenian – “Pre-Glej na glas!”, 

http://www.europeanpeoplesmovement.org/index.php/news/europe/item/82-sasa-asentic-revolution-will-not-be-performed
http://milan-markovic.com/?p=105
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Ljubljana 2007), Good morning, mister Rabbit (Serbian and English 
– “Scena”, Novi Sad, oct-dec 2005; “Tmalčart – New Serbian 
drama”, Mostar, Bosnia and Hercegovina, nov 2006.), Green House 
(“Teatron”, Belgrade 2004)
www.milan-markovic.com

Agata Maszkiewicz
Agata Maszkiewicz was born in 1981 in Poland, she is 
a choreographer, performer and dancer. In 2009 she graduated 
from the Institute of Dance Arts at the Anton Bruckner 
Privatuniversität in Linz, Austria (Master of Arts). Before starting 
professional education in the field of dance she was a student 
of Applied Social Sciences at the University of Warsaw. She is 
a recipient of the DanceWeb 2006 scholarship program. From 
January till June 2007 she continued her education in the Centre 
Choreoghraphique National (CCN) in Montpellier as a participant of 
the ex.e.r.ce program (under the guidance of Xavier Le Roy). She 
works, among others, with a collective Superamas (You dream, 
BIG3 happy/end, Casino), Ivana Muller (60 minutes of opportunism) 
and creates her own work (installation snowflakes, solo POLSKA, 
short performance From A to P, a dance duet Don Kiewicz & Sancho 
Waniec, performance Duel). She collaborated with Anne Juren, 
Marian Baillot and Alix Eynaudi on the piece Komposition. Together 
with Alix Eynaudi, she created a video performance The Visitants 
and later – a play Long long short long short. Her last production 
Duel had its premiere in November 2013 in TQW, Vienna. Since 
2012 Agata is supported by a modul dance program.

http://www.milan-markovic.com/
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Having a dance education, she focused her interest on the body, 
movement and choreography in a wide sense. She sees the latter 
generally as an organisation of thoughts, ideas, sounds, 
images, objects, bodies etc. in time and space. When working 
on physicality she always tries to refer to a wider, socio-political 
frame. What interests her are historical, economic and social 
conditions that shape the discourses the body is wrapped with, 
as she believes that it plays an important role in how we imagine 
ourselves and the communities we live in. She is trying to shake 
that imagination. In her artistic research she occupied herself 
with tracing social patterns and habits of thinking. First she 
wants to deconstruct them, breaking them down into pieces, and 
later puts them together in another constellation, often making 
unconventional connections. She does this to disturb the classic 
way of looking and dealing with things. By doing so, she wishes to 
challenge the audience proposing unconventional universes that 
are at the same time strongly linked to the everyday reality. And 
she tries not to give too many answers or guidelines.

Alina Popa
Alina Popa was born in 1982 in Romania. She has a degree in 
Photography and Cinematography at the Media University of 
Arts in Bucharest, Romania. She also studied at the Painting 
Department at the University of Arts in Bucharest, as well 
as Banks and Stock Exchange at the Academy of Economic 
Studies in Bucharest. She was taking classical ballet classes at 
a young age and in 2013 took part in several dance workshops. 
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Since 2009 she works with Irina Gheorghe in The Bureau 
of Melodramatic Research (BMR) which they founded. She 
co-initiated the ArtLeaks platform (artleaks.org) and co-founded 
Bezna zine in 2011.

She cooperated with Florin Flueras on several occasions. Since 
2012 she has worked on the Biosorcery project with Flueras, in 
the frame of which they develop practices and concepts including 
Second Body, Dead Thinking, Eternal Feeding Technique. She 
is contributing to other collective projects, such as Presidential 
Candidacy and Robin Hood Fund. Her other works include 
the Alpine Spectacle in Bucharest – a performance and archive 
illustrating the ties of nationalism and mountain climbing in 
20th-century Romania. She also realised the performance and 
book End Pit in Istanbul. In 2011 she took part in the realisation 
of the performance and booklet Cry-Baby. How to Win Hearts and 
Influence People in Zurich. In 2011 she was one of the artists who 
created the performance CCA Creativity Counseling for Artists in 
Warsaw. Also in Warsaw, in 2012 she took part in the realisation of 
the performance and educational film Protect Your Heart at Work. 

She states that “paradoxically, we experience an infinite 
openness of the real, we are overwhelmed by the vastness 
of the possible and at the same time the reality is more and 
more something to consume in predefined bits. Our bodies are 
shaped by our type of culture, nature, society, economy, politics, 
especially in the unconscious layers, in the unknown – at 
the level of reflexes, habits, perception automatisms, affective 

http://xn--artleaks-2m3d.org/
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circuits, etc. It’s not enough to deconstruct or to apply critical 
thinking to the tool-body or to the world. You need to reconstruct 
the body and that’s a different kind of work. We began to write 
about these issues and develop work, to touch these issues in 
practices and theory. Biosorcery is a bigger frame for all sorts of 
speculative concepts and practices which include the Second 
Body or Dead Thinking among others.”

Sonja Pregrad
Sonja Pregrad is an author and performer. She is currently living 
between Berlin and Zagreb, making a new work A dance in 2043/4 
with Willy Prager, teaching at the Zagreb Academy of Fine Arts, 
Department for Animated Film and New Media, SMASH program 
in Berlin and co-creating an international interactive dance 
publication/project TASK with TALA Dance Centre.

In her work she is exploring complexities of shifting 
performative modes between dance/installation/theatre/
lecture/documentary/performance art in order to create 
the dramaturgy of a parallel reciprocal tension within a position 
of self as a subject/object. Her work extends over re-inventing 
body based practices, re-appropriating performance formats, to 
cultural and political re-action.

She has acquired an MA in Solo/Dance/Authorship at Universitaet 
der Kunste Berlin as well as a BA at ArtEZ (ex - European Dance 
Development Centre) in Arnhem (the Netherlands). Her works 
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and collaborations include ‘Transformability’ by Willy Prager 
and with Willy Prager and Tian Roteweel, ‘Already made theater’ 
with Nina Kurtela and Igor Koruga, ‘Dishevelled’ with Johanna 
Chemnitz, solo works ‘Carnival tent rusts in the evening breeze’ 
and ‘Oh my body, if only you were here with me’,… and they 
were performed at Tanztage, EXplore Festival, San Francisco 
International Festival, Inteatro Festival, Stamsund International 
Festival, Platforma HR etc.

Since 2007 she is a co-founder and organizer of Improspections, 
an initiative for affirmation of improvisation as a performing art in 
Zagreb.

She received scholarships and residencies in Norway, Finland, 
Italy and Vienna among others. She has further worked with 
Isabelle Schad, Willi Dorner, Katie Duck (Magpie Cie), Keren Levi, 
Frederic Gies, Bad Company, Marjana Krajac, Aleksandra Janeva, 
and other artists, such as visual artist Sanja Ivekovic – performing 
her performance art work Practice makes a Master (from 1982) 
at MoMA/New York, AdK/Berlin, BAK/Utrecht, PSI International/
Zagreb and ZKM Karlsruhe.

In her 2011 project with Nives Sertić, RZBBKMLBZ, she is trying to 
deconstruct the one identity into different objectifications that 
her body can be escaping from within her living room, framed 
through the eye of the camera and by looking at the camera. 
This relation between the dancing body and the camera body 
as both being objects as well as subjects as well as two 
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women, artists and friends is what Nives and Sonja want to 
keep on exploring during their residency/project in the frame of 
Identity.Move!.

Teja Reba
Teja Reba was born in 1978, grew up in both Yugoslavia and 
France. She studied Arts at the Sorbonne University in Paris and 
at universities both in India and Japan. She is working in the field 
of performing arts. She collaborated and toured extensively 
with the theatre director Janez Janša and lately worked as 
a performer with Tim Etchels and Forced entertainment. Since 
2007, she has developed her own work in collaboration with 
the choreographer and performer Leja Jurišić with whom they 
gained public visibility and critical success. They won Ksenija 
Hribar’s Award for Promising Choreographers in 2013. Since 2010 
she has been working closely with Loup Abramovici, with whom 
they created the event 650 experiences, critically acclaimed as 
the most thrilling dance piece in 2012 in Slovenia, the puppet 
performance M.1.2. (2012) produced by Teatro de Ferro in Porto 
and the Antiproject EatArt (with Bara Kolenc), shown at the U3 
Trienale of Slovenian contemporary art (2013).

Since 2013 she is the president of the Association for 
contemporary dance in Slovenia.

Leja Jurišić and Teja started developing their creative relationship, 
when they kept meeting at various dance workshops. They have 
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created dance performances, experimental works and cross 
format situations. Their first performative action was a cycle 
of Interventions (2007), where they were intervening without 
prior notice in artistic, festival and conversational contexts by 
performing a critical response to their contents. Following was 
a guerrilla trash performance Pre-christmas dinner (2008), devoted 
to the incestuosity of the Slovene independent performance 
scene. The performance took place in Teja’s apartment, where 
the closeness with the spectators left a strong imprint on them, 
significant for their further work. In 2009 that they have created 
their first full-length performance Between us, highly acclaimed 
by audience and critics. One of the scenes was later developed 
into an autonomous piece named Sofa (2011). Sofa, always 
created anew for the specific context of hosting events, was until 
now performed more then 25 times on an incredible variety of 
occasions. The following years were extremely productive, they 
participated in different festivals and biennials such as the U3 
Triennale of Slovenian Contemporary Art, the Biennale Online 
Artplus New York, the Biennale of Slovenian dance Gibanica, 
the Performance space London, Tanzquartier Wien, Subsistances 
Lyon, Student center Zagreb, Task Zagreb, the International 
festival Mladi levi, City of women, Exodos and Spider, Performa 
Maribor, the National theatre of Kranj… They continued 
presenting experimental interventions and installations, some 
of them outstandingly powerful and convincingly clean, like 
the piece inspired by Mr.Mutt and having the same name and 
recently created a new full-length performance The Second 
Freedom (2013).
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Leja and Teja use the body as their basic medium, which allows 
them to work and communicate in the most tangible manner 
possible. Which is why instead of focusing on a dancing or 
a performing body, they prefer to pay much more attention to 
the body and the corporal as the issue of marginalized discourse 
in our society. By doing this, they also touch upon feminisms, 
the feminine body and the relevant political and social issues.

The contents of their works are propositions usually concerned 
by the relationship between two physical, emotional and 
political bodies that always move up and down the edge. 
This edge is meant in an aesthetic and political sense in 
terms of implementation. It is an expression of courage, going 
beyond the conventions when necessary, while simultaneously 
embodying sincerity and vulnerability.

Jurišič/Reba have a remarkable reactivity to the given situation and 
a special talent for the customs fee for moderation at the border 
crossing between the audience and the show. Faced with the 
certainty of an impermanent limit, they take the temperature of 
those limits. (Rok Vevar, 2011)

Ben J. Riepe
Ben J. Riepe studied dance and choreography at the Essen 
Folkwang University of Arts. As a dancer he worked with 
VA Wölfl/NEUER TANZ and as a guest with the ensemble of 
Pina Bausch. He then studied Choreography at the Folkwang 
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University of Arts. In 2004, Riepe founded his own company with 
which he realised numerous stage productions, performances, 
installations and video works. As a guest choreographer he 
created a dance production with Malaysian artists in Kuala 
Lumpur for the Goethe-Institut in 2007 and a production for 
the Folkwang Tanzstudio in 2009. In May 2008 he attended 
a congress for creative exchange among choreographers in 
Beijing within the framework of Chin-A-Moves. In 2009 he 
participated in an exchange program for choreographers by 
the World Dance Alliance in New Delhi. The same year he 
received the “Förderpreis des Landes NRW für junge Künstler 
und Künstlerinnen”, a prize awarded to young artists and their 
work in North Rhine Westphalia, as well as the Spitzenförderung, 
a three-year-funding-project as one of four choreographers. The 
Ben J. Riepe Company has been working with the tanzhaus nrw 
for several years and has co-produced their work with various 
German theatres such as PACT Zollverein and Künstlerhaus 
Mousonturm. Since 2013 Ben J. Riepe is an “affiliated artist” with 
the choreographic centre PACT Zollverein Essen.

In his artistic work, Ben J. Riepe focuses on the border between 
genres and has developed a personal, distinct artistic language 
in between dance, performance and visual arts, resulting from 
a quest for new aesthetic forms that is not afraid of being 
experimental in its means.

In dance and choreography, he is trying to find an adequate 
form of expression: speech, music, image, sound, experience, 
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body, movement, space, light, concepts, objects – each of these 
elements is in a unique, complex relationship with each other, 
which can be investigated and formed differently in each new 
project. Ever since their first choreographies, the Ben J. Riepe 
Company aimed at developing and opening up different aesthetics 
and approaches. For example, sculptures and photographic 
series were realised and shown in various galleries. Ben’s work is 
characterised by provocative poetics within which beauty always 
preserves its critical and ironic potential. Choreography is more 
than the arrangement of bodies in movement – his compositions 
result in dramatic images, in which self-reflecting aspects of 
the theatrical conditions are intertwined with the presentation.
www.benjriepe.com

Krišjānis Sants
Krišjānis Sants (1989). He has a degree in arts in the Department 
of Contemporary Dance at the Latvian Academy of Culture and is 
about to finish his studies in P.A.R.T.S. (Performing Art Research 
and Training Studio). Krišjānis’ dance experience encompasses 
teaching in dance schools since 2006 and later in the Latvian 
Academy of Culture. As a student, Krišjānis took part in various 
dance, composition and theatre workshops. Krišjānis’ work as 
a choreographer since 2009 includes solo and duet dances in Riga 
and Brussels, also video dances and recently dances for seven 
and for twenty. Since 2007 he has been a performer in student 
performances and one film, as well as repertory workshops, many 
of them in Brussels, Ostend and Antwerp. Krišjānis’ professional 

http://www.benjriepe.com/


40

and artistic experience outside the field of dance includes being 
the Artistic Director of the Latvian Dance Association since 2013, 
being head of the Student Parliament in the Latvian Academy of 
Culture, and a regular participant of the annual traditional Latvian 
culture and family drum-up 3x3. The international environment 
and the critical thinking of the school has made Krišjānis in his 
recent works focus on both international and on the contrary 
his own local identity. In his Circul Duet he was looking for 
a simple repetitive movement that where ever it was perceived 
it would still feel local. In his series of dances, titled Ornament 
works, Krišjānis was exploring compositional patterns present in 
Latvian traditional culture and looking for the ways to transmit 
the knowledge into contemporary dance.

Together with Andis Geste, Krišjānis is trying to create a common 
ground for identity surveillance. Krišjānis and Andis are 
interested in the phenomenon of transferring projections. 
This time, the artists propose the idea of projecting various 
identities on an audience. The shift in the spectators’ 
identities creates an emotional feedback which in turn impacts 
the artists. Now, it is time to observe the changes and notice 
the way the artists are performing for various audiences, who 
are being projected upon with various identities. Krišjānis and 
Andis are also interested in the new European identity which is 
still under construction and constantly shifting as new countries 
are joining the European Union.
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Nives Sertić
Nives Sertić was born in 1984 in Dubrovnik, Croatia where she 
graduated from the Luka Sorkočević Art High School. Nives 
graduated in 2009 from the Department of Animated Film 
and New Media at the Academy of Fine Arts in Zagreb. During 
and after her studies she has been intensively working on 
a multimedia and interdisciplinary approach to arts. Nives was 
the main coordinator of The Academy as a laboratory project on 
the Zagreb Academy of Fine Arts. She participated in a number 
of group exhibitions in Croatia and abroad. She realised many 
collaborations with the theatre and dance scene. Since 2010 she 
is a member of HDLU (The Croatian Association of Artists). In late 
2009 she started an ongoing work on the interdisciplinary project 
O MM, focused on history and the recent state of the MM center 
(Multimedia center) of the University of Zagreb Student Center. 
From 2009 to 2012 she and the artist Iva Cepanec designed 
and led the collaborative interdisciplinary platform for young 
artists and cultural workers Antibiotik at AKC Medika, where she 
also participated in many group exhibitions. In 2010 she was 
the coordinator of the Visura aperta festival in Momjan.

Her work can be divided into two main areas: interdisciplinary 
and research practices and short performative forms.

Within interdisciplinary and collaborative art practices she 
is interested in creating informal art communities that are 
functioning as an active group of authors. She takes a community 
in general as a “social plastic” form that can be re-shaped and 
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re-modeled or at least influenced by the active engagement of 
an artist or an artist community that takes the responsibility to 
react to certain community topics. For her, an artist is a person 
who assumes the role of a detector, researcher, mediator, initiator, 
live actor and a transformer rather than the one of an illustrator.

She also wants to transfer active engagement to the audience 
when she includes them directly in the process of artwork by 
creating/completing it. This way every participant becomes 
an artist, a co-creator and a transformer of the society.

It may be an opposite definition, but not mutually exclusive with 
the previous one, for Nives an artist is also a poet who influences 
their surroundings with poetic and ludic art works and methods 
that show different world perspectives. She also expresses 
interest in small, short, temporary forms and actions, which are 
happening in a given moment through intuitive and spontaneous 
gestures.

By saying that medium is of no importance to her, Nives wants 
to say that the medium comes from a situation that an artist is 
currently in and that it is the situation that governs the usage of 
materials or certain forms of action.

Agata Siniarska
agata, daughter of malgorzata (siniarska) an exceptional young 
woman with many talents and a criminal past.
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She works as a choreographer, dramaturg, performer, actress, 
film director, video maker with many exquisite adventures and 
her work was shown in many festivals around Europe. She was 
born not a princess since the blood of her father didn’t legitimize 
any social status, but in a little village, in central Poland, under 
the communist regime. From the beginning her conscious choices 
were pointed towards art that is connected with pain, agony, 
disease and love. She studied literature at Warsaw University 
as well as acting at Acting School. In the meantime she was 
trying many different kinds of theatrical forms. In 2009 she got 
a prestigious scholarship Dance WEB in Vienna and in the same 
year she ended up studying choreography in Amsterdam, which 
she stopped due to her political activitism that was strongly 
discouraged by the school. Before that she has already taken part 
in pieces by Deborah Hay, Ann Liv Young, Michele Rizzo.

Within these hard times her career inside the cinematic frame has 
started with Fritz Lang movie Metropolis where she created a role 
of Maria, the pure-at-heart teacher and the machine-version of 
her. After that Andrei Tarkovsky proposed her a role of Neutrina 
Girl in his Solaris claiming that this character was created only 
for her. At the Cannes Film Festival, Solaris won the Grand Prix 
Spécial du Jury and Siniarska was nominated for the Best Actress 
Award. From that moment her career started to bloom. In 2008 
she met Michelangelo Antonioni with whom she made three 
movies, L’Aventura, La Notte and L’eclisse. in the same year she 
started to be passionate weather reporter in a Dutch left wing 
radio station.
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In 2010 after news of the sudden death of Antonioni, 
Siniarska completely paralized by this terrible information, left 
the cinematic frame and she became a student of choreography 
in Hochschulübergreifendes Zentrum Tanz in Berlin. In that time 
it became obvious that siniarska suffers from strong addiction 
to fiction and compulsive lying. Her addiction became more and 
more dangerous to her and her surroundings.

In 2011 under the name of jean luc godard and created few 
movies, where she has also played main role, iter alia Une Femme 
est une femme, Pierrot le fou, Alphaville and Made in U.S.A. In 2012 
together with Diego Agullo, she started video series those three 
little words, and with roni katz and ana jelusic feminist collective 
“female trouble”. In 2013 she has received the scholarship of 
the Polish Ministry of Culture “Mloda Polska” and the residential 
programme Solo Project in Old Brewery New Dance where she 
created solo work death 24 frames per second or do it to me like in 
a real movie which she will contineu another many years. Agata, 
under cover, became a face of Tanzplatform Deutschland 2014.

Her artistic approach towards the project Identity.Move! comes 
from a question why “me/my identity” is associated with 
a skimpy bra. She asks herself - what does “me” have to do with 
skimpy and bra? And why they are always so touching, why do 
they become so personal and desirable? A desire. An identity as 
a desire. A desire in itself. I am not sure if I even have one, she 
says, and then immediately it becomes mine.
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Generally speaking, how she understands “me-identity-and others” 
is a certain mode of aestheticism. It is one way of seeing the world 
as an aesthetic phenomenon. That way, the way of identity is 
not in terms of beauty but in terms of the degree of artifice, of 
stylization. Not only is there an identity-vision. Identity is also 
a quality discoverable in objects and the behavior of persons.
cargocollective.com/agatasiniarska

Agnija Šeiko
Agnija Šeiko is a choreographer. She received dance training at 
the Klaipėda University in Lithuania and at the Rotterdam Dance 
Academy in the Netherlands. She is the author of more than 20 
choreography works – dance performances, sketches, dance 
installations and dance films. Her compositions were performed 
at various dance festivals and venues both in Lithuania and 
abroad.

Agnija successfully collaborates with creators of various art 
forms, which results in dance pieces, followed by the original 
music, sculpture installations and audiovisual art. Most of the 
recent pieces of the choreographer are created for theatre 
performances in a creative collaboration with the directors 
G. Padegimas, J. Vaitkus and A. Jankevičius.

Now based in Klaipėda, along with freelance choreographing, 
Agnija gives lectures at the Klaipėda University and is director of 
the dance theater PADI DAPI FISH.

http://cargocollective.com/agatasiniarska/
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In 2009 a creative team of mono-opera Izadora including 
Agnija won the award for Best Debut of 2008 with the “Golden 
Cross of the Stage”, a prestigious Lithuanian award for theatre 
achievements.

In 2012 Agnija won the award for Best Choreographer of the 
Year awarded by the Klaipėda city hall, and in 2013 – for Best 
Choreographer of the Year 2012 with the “Golden Cross of the 
Stage”, a prestigious Lithuanian award for theatre achievements.

In 2007 Agnija created the choreography for La Mariée, which 
focuses on the search for personal freedom in love and 
relationships. The choreographer creates a dialogue using 
symbols, images, associations as means to portray the lives of 
two people, which are pieced together as a puzzle. In the 2009 
dance performance she co-created the choreography for Parallel 
Fantasies, a dance about adults who often find themselves in 
unsafe and unpredictable situations such as in heavy rain. 
Then, their hidden memories and inner experiences from the 
childhood, especially the ones from fairy tales, come to their 
consciousness.

The dance was created by using storages of dancers’ memories 
– beloved heroes and motives from their childhood. The artists 
could interpret and re-read beloved tales of their childhood. 
The idea was to revive little parts of childhood in the present.
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Petra Tejnorová
Petra Tejnorová (1984). She is a theatre director and head 
of the creative czech cross-over group Sergeant Tejnorová 
& the Commando (formerly also known as Tejnorová & the 
Company –www.sgt.tejnorova.com). At the Theatre Faculty of 
the Academy of Performing Arts in Prague, Czech Republic, she 
studied Directing Alternative and Puppet Theater, where she is 
currently doing doctoral studies.

Since 2006, she has directed various plays in different theaters 
mainly in Prague, such as The Sufferings of Prince Sternenhoch, 
for which she was awarded, Hole in the Wall, Titus Andronicus_
The Flight of a Fly, the Czech-Polish project Memory of Landscape 
and Lanscape of Memory, Personal Anamnesis. In her original 
productions she emphasizes team work, devising methods and 
processuality – perceiving a performance as a unique event.

When Petra Tejnorová works with text she aims at loosening 
the structures of dramatic texts, at non-fabulative compositions 
such as montages, collages etc. She is also interested in 
so-called open texts: texts, which are not originally dramatic.

She has cooperated with the National Theatre New Stage, 
Dejvicke Theatre, Archa Theatre, Minor Theatre, Alfa, Ponec, 
Alfred ve Dvoře, Roxy/Nod and Disk. Her 2013 works are Edge 
and John Sinclair on Air. As stated on her homepage, Edge is 
“an international performance which examines the lives of people 
over 50 who worked in the theatre in various professions and 

http://www.sgt.tejnorova.com/
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roles. The performance will formally work on and blur the almost 
unexplored area on the border of theatrical and dance language. 
It will cross the borderline between a “documentary” style of 
narration, which is based on real-life stories of the participants, 
and a highly stylized theatrical form.”

In her project Jižák, City of Dreams in collaboration with youth 
from the district of Prague Jižní město (South City) she asks 
the following questions: “How do teenagers see the future of 
Jižní Město and their role within it? What can be changed in this 
space? What is the teenagers’ future on the periphery and what 
is the future of Jižák – the unexplored territory?”

Her 2012 interactive production LIFEshow “demonstrates new 
possibilities of combining theatrical language and modern 
technology. The project focuses on finding the borderline between 
actors and performers, between being in a role and being oneself, 
on examining the borderline between reality and show, between 
documentary and acting, truth and lie.”

Since 2006, Petra has taken part in several workshops, where 
she did movement collaborations. Petra Tejnorová’s productions 
and original projects have been presented in several prestigious 
festivals abroad, where they were appreciated both by professional 
and non-professional audiences. (Poland – Wroclaw and Warsaw, 
Slovakia – Bratislava and Žilina, Italy – Rome, Hungary – Budapest, 
Sweden – Stockholm, Portugal – Lisabon, Great Britain – London). 
Beside directing and original productions, she has issued two 
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publications at AMU publishing. They are the anthology Memory 
of Landscape – Landscape of Memory: the Perception Shape 
Depends on the Viewpoint and Ias On Me De A (Myth, Material, 
Discourse, Dialogue). She wrote several texts including publishing 
in the magazine Amatérská scéna (Amateur Stage). At the festivals 
Loutkářská Chrudim (The Puppeteer’s Chrudim Festival) in Chrudim 
and Oblastní loutková přehlídka v Plzni (The Regional Puppet 
Festival in Pilsen) Petra was a jury member. Her recent awards 
are, among others, the Prize of Josef Hlávka awarded to the most 
successful students and graduates from Prague universities 
and the Dean’s Award at the Theatre Dept. of the Academy of 
Performing Arts in 2009, in 2008 she was nominated for the Alfred 
Radok Award in the Talent Category. She is also a teacher at 
the Department of Alternative and Puppet Theatre of the Academy 
of Performing Arts – Theatre Faculty (KALD DAMU) at present.
sgt.tejnorova.com 
www.facebook.com/tejnorovaspring 

Halka Třešňáková
Halka Třešňáková graduated from the Department of Non-verbal 
and Comedy Theater at The Prague Academy of Music (HAMU). 
Later she taught at HAMU and JAMU. She has worked with 
artists from various countries and has been a co-creator of 
an entire range of projects including: Hanging Man (Ctibor Turba); 
Strangeness / Divnosti, The Life of Franta Zije, Talkmen (Jednoka); 
I Dressed and Ate; Cat (Petr Krušelnický); On His Couch; and Mezzo, 
Už muž, and Money Transformance with Second Hand Women. In 
the recent years she performed as an actress for example in 

http://sgt.tejnorova.com/
https://www.facebook.com/tejnorovaspring
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Uranium, Stud Fee and Oil by Miroslav Bambušek. Currently you 
can see her in the performance Mrs. Rabbi at the Slovak National 
Theater or at the Czech National Theater in the play Enron, for 
which she also created the movement choreography. Her current 
work includes the performance of Brass Band by Vosto 5 theater 
about the post-war massacre on Germans done by Czechs in 
a small town near Jihlava. Currently she is working as movement 
choreographer at City Theater Brno on the performance 
The Curious Incident of the Dog in the Night-time, where she explores 
new ways to find a stage language for the movement of an autistic 
boy and the reactions towards him from the outside world.

Many of her projects toured around the world. She likes to 
provoke, experiment, unearth taboos, and always surprise. Halka 
Třešňáková is an actress, choreographer, and a pedagogue, but 
above all – an artist.

Třešňáková is particularly interested in identity because of 
her background. At a young age, she left the communist 
Czechoslovakia for West Germany and in 1990 she was able to 
return. On top of that, as she says, her family and upbringing 
were Jewish, and thus for her identity is an interesting 
and ambiguous topic. Among others, she wants to focus 
on the identities of refugees who were forced to find their 
new identities in new states and languages. She examines 
the attitudes of the society towards such people. Třešňáková is 
interested in body as a means of expression.
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Jaro Viňarský
Jaro Viňarský was born in 1978 in Slovakia. He studied 
Choreography of Ballet at the Academy of Performing Arts 
in Bratislava, Slovakia and Choreography at the Academy of 
Performing Arts in Prague, Czech Republic. Since 1998 he has 
collaborated as a dancer and performer, as well as choreographer 
with various artists from Slovakia and from abroad (e.g. making 
a dance movie) as well as with the Grotowski Institute in Poland. 
He also gives dance workshops, mainly to non-professional 
dancers. Jaro received several awards including the 2nd award 
of the Jarmila Jeřábková Award in Prague in 2001 and 2003 for 
Sorton and Tea Never Brewed, respectively. In 2004 he received The 
Audience Award at the Czech Dance Platform and the Award of 
Sazka for “Discovery in Dance” in 2006, both for his work The Last 
Step Before. In 2011 Jaro founded a non-profit organization SKOK! 
working for the development of contemporary dance and physical 
theatre in Slovakia. The themes of the workshops that he did in 
collaboration with other artists included group work, partnering, 
dance and space, dance and its dynamics, form and content 
in movement, dance and circus in performance, Alexander and 
Feldenkrais technique, movement and voice, Merce Cunningham 
– composition techniques, improvisation and composition, light 
design in dance performances.

In his last two pieces, Jaro was exploring identity and 
the human body. In the 2013 duet dance performance XIRA 
he asks the question „If your awareness can be visualised 
as a spectrum from an internal or private consciousness to 
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an external spatially expansive consciousness, where are the 
possibilities to form relationships to others?” For him, XIRA is 
“a moment in the complex memory register, shared by two people, 
brought back to reexamine the corporeality of their first meeting, 
a documentation of an uncommon intimacy, the identity of a human 
being who has not been gendered by society”. His 2012 physical 
performance, ANIMALINSIDE, explores “body language painting 
called forth by the apocalyptic battle with memory thoughts 
ideas and imaginations on human kind on power on God 
on senses on beauty on dreaming on love wolves and other 
animal forms inside us the howling in bodies in the space of 
cruel time. Physical images from fine arts and a textual world 
of the unspeakable emotional states of mind languages and 
bodies pushed over the borders of their own comprehension 
the game of arresting the audience’s nervous system.” 

Last year Jaro received The Bessies 2013, The New York Dance 
and Performance Awards in category Outstanding Performance 
in Pavel Zustiak Palissimo’s Bastard at La MaMa Moves! Dance 
Festival. “A coiled bolt of energy capable of captivating stillness 
and explosive physicality, he made every moment harrowing, 
sharp and urgent.”
www.facebook.com/tejnorovaspring

Georgia Voudouri
Georgia Voudouri is an architect and an installation art curator 
based in Athens, Greece. After studying Architecture at the National 

http://www.behance.net/gvoudouri
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Technical University of Athens (2007) she specialized in Parametric 
Design and Digital Fabrication Techniques at the Institute for 
Advanced Architecture of Catalonia in Spain (2008). During 
her studies there, she had the opportunity to apply high-end 
digital design and construction techniques in the production 
of small-scale pavilions, integrating adaptive and interactive 
technologies. Through the implementation of sensorial systems 
embedded in each construction that can respond to external data 
and changes, she started recognizing space as an ever-changing, 
performative interface. Following that, she took an MSc in Cultural 
Management from the Panteion University, Athens (2013), 
where she expanded her vision of spatial and artistic creation as 
a continuum with socio-economical and cultural aspects. In 2013 
she co-founded the creative team medianeras, offering concept, 
curation and communication services.

In the past years she has curated various artistic projects such 
as Ypo Kataskevi (2012), Art-A Topografies (2012), RoomstoArt 
(2012) and apomechanes: nonlinear design strategies (2011). 
She has participated in international research projects and 
installations in the field of digital space and form production 
(Hyperhabitat, Venice Biennale of Architecture, 2008, Parametric 
Synthesis Workshop, Istanbul, 2010), and has contributed in 
conferences concerning the contemporary mediatic character 
of material culture [The New Sensorium-(2012), Hybrid City 
(2013)].Her research interests include the Performative Spatial 
Analysis of Installation Art, the experimental use of Digital 
Tools in Architecture and Art and Site-Specific creation. Being 



an amateur dancer herself, she is interested in the corporeal 
cognition of space and the use of qualitative data as space design 
parameters [Meeting point of Architecture and Dance Workshop 
(2004), Infornation Pavillion System (2008), Ypo Kataskevi (2012)].

The idea of “actors” [human or material] shaping through 
time and carrying with them their own “roots” which can be 
expressed in their every form of creation or interaction is central 
in her latest research; that exactly is the definition of Identity 
for her, and the point she wants to focus on throughout the 
Identity!Move project: movement, spontaneity, site-specificity 
and interactive space. A system of “actors” performing as 
individual entities and as a whole, placing emphasis more on 
the definition and differentiation of their patterns of action, 
than in one specific end-result formation. Voudouri believes that 
a very interesting and direct way of experiencing localities is to 
explore the interaction between the body [the ultimate medium 
of expression for personal and social identity] and spatial 
structures that are able to “change” according to the locus they 
are placed at.
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Partners

ALT@RT (Prague, Czech Republic)
Activities generated by ALT@RT cover three principal categories. 
The most visible one is an open platform theatre that presents 
original projects of well-known artists, new talents and amateur 
groups. ALT@RT provides rehearsal space for work and research 
long-term residencies or short arrangements for independent 
artists, rehearsals, regular trainings of amateur groups, etc. There 
are also educational activities and courses dedicated to dance 
and alternative theatre professionals, as well as open movement 
classes and workshops for broad public. ALT@RT organizes 
festivals, seminars and movement courses.

ALT@RT aims to facilitate artists’ professional development, to 
offer a platform merging professional art with leisure activities, 
to link artists from the movement and alternative theatre and 
contemporary dance companies and to present their works to the 
public. ALT@RT inspires cultural activity and creativity. Providing 
professional support educates young people and stimulates their 
motivation to create their own cultural and social events. The 
main activity of the organisation is to run Studio ALTA.
www.altart.cz

http://www.altart.cz/
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Art Stations Foundation by Grażyna Kulczyk 
(Poznań, Poland)
Art Stations Foundation by Grażyna Kulczyk is a project initiated 
by the famous businesswoman and art collector. The Foundation 
carries out two major key programmes, one focused on 
exhibitions and the other on live performances. The starting point 
for the exhibitions presented in the Art Stations gallery are works 
from the Grażyna Kulczyk Collection, which over the years has 
inspired various innovative curatorial strategies.

The performance program dedicated to promotion and 
presentation of contemporary dance, carried out under the name 
Old Brewery New Dance is a multi-level project whose primary 
mission is to popularize contemporary choreography and to 
support professional development of young Polish artists. All 
projects established by the Foundation are focused on education.

Art Stations Foundation is located in the heart of the Old Brewery 
(one of the most renowned commercial and cultural centres in 
Europe) according to the innovative 50/50 formula – Grażyna 
Kulczyk’s innovative philosophy of the harmonious coexistence of 
commercial and cultural activity.
www.artstationsfoundation5050.com 
www.starybrowarnowytaniec.pl

Bunker (Ljubljana, Slovenia)
Bunker is a non-profit organization that produces and presents 
contemporary theatre and dance performances, organizes 

http://www.artstationsfoundation5050.com/
http://www.starybrowarnowytaniec.pl/
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different workshops and educational programmes, carries on 
various research methods in the field of culture and brings 
together one of the most recognizable international festivals, 
the Mladi levi festival.

The aim of Bunker is to freshen up and invigorate Slovenian 
cultural activities by introducing innovative approach, encouraging 
mobility of artists and their works and linking different art 
disciplines. One of the main Bunker’s goals is to create space for 
exchange of experience, knowledge and interests between artists 
and various audiences. Bunker tries to create artistic programmes 
and events to stimulate discussions on current social, ecological, 
political and cultural issues.

Since 2004 Bunker has been managing the Stara mestna 
elektrarna – Elektro Ljubljana with its program focused on theatre 
and dance performance productions and educational projects. 
Furthermore, the Stara elektrarna is a place hosting other 
festivals, concerts and various interdisciplinary events. Bunker 
actively collaborates with numerous artists, theatres, festivals and 
networks, both in Slovenia and abroad.
www.bunker.si

ColectivA (Cluj, Romania)
ColectivA is a cultural non-governmental organization, located 
in The Paintbrush Factory in Cluj, Romania. It is one of 
the associations that actively encourage dynamic development of 
Romanian culture by initiating several cultural projects.

http://www.bunker.si/eng/
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ColectivA promotes contemporary performing arts throughout 
projects involving both professionals and audience. The projects 
are meant, among others, to support new artistic productions in 
Romania and abroad. CollectivA focuses mainly on developing 
local cultural scene and carries on research laboratories, 
workshops of contemporary dance, interdisciplinary performance 
productions and artistic residencies.

ColectivA is a member of TEMPS D’IMAGES Festivals, Eastern 
European Performing Arts Platform and IETM international 
network for contemporary performing arts.
www.colectiva.ro

Derida Dance Centre (Sofia, Bulgaria)
Derida Dance Centre is an independent cultural unit established 
in 2010, located in Sofia. It is the only organization in Bulgaria 
that provides opportunity and space for representatives of 
the independent art sector in the fields of contemporary dance, 
theatre and interdisciplinary arts to improve their professional 
development, to carry out production activities through 
the program of residencies and to present their productions.

Derida Dance Centre is one of the few organizations that 
implement a coherent long-term strategy to promote 
contemporary art and culture and develop mechanisms to attract 
spectators. The Bulgarian company presents its productions 
on several European stages and collaborates with cultural 

http://www.colectiva.ro/
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organizations from other countries to strengthen long-term 
cultural interactions between the Bulgarian artists and their 
counterparts in Europe and Asia.
www.derida-dance.com

Fish Eye (Klaipėda, Lithuania)
The artists group Fish Eye (Zuvies akis) was established in 2002, 
and has united professional choreographers, dancers, designers 
and art critics of Klaipėda.

The group focuses mainly on initiating and setting up various 
cultural events (especially contemporary dance performances and 
open-air projects), organizing the annual International Festival 
of Contemporary Arts PLArTFORMA and providing professional 
trainings, as well as educational activities.

Fish Eye aims to link professional artists and to support their 
development by collaborating with contemporary artists from 
Lithuania and foreign countries, by promoting individual and 
collective talents and competencies, by enhancing the mobility of 
artistic ideas. Providing opportunities for creative and interactive 
approach, cross-disciplinary exploration and non-traditional 
venues are fundamental targets set the group leaders. Their 
audience is supplied with conditions to get acquainted with 
contemporary art and emphasis is put on professional training 
and education.

http://www.derida-dance.com/
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The group has carried out more than 50 various art projects 
and actions, including production of contemporary dance 
performances, international festival, exhibitions and public art 
projects.

The dance studio has been open since 2009 and in 2013 
a professional dance theatre PADI DAPI Fish was established.
www.zuviesakis.lt

The Association of the Professional Contemporary 
Dance Choreographers of Latvia (HA) (Riga, Latvia)
Founded in 2003, the Association of the Professional 
Contemporary Dance Choreographers in Latvia (HA) has been 
run by Latvian contemporary dance choreographers, dancers and 
teachers.

In 2011 the online magazine “DANCE.LV Journal” 
(www.journal.dance.lv) was established as a platform for 
information, analysis and discussion about professional dance 
events in Latvia and neighbouring countries. It is the one and 
only publication in Latvia dedicated to dance. “DANCE.LV Journal” 
is the affiliated partner of a Baltic-Nordic network “Writing 
Movement”.

HA collaborates with international partners and keeps on seeking 
for new fields in interdisciplinary cooperation. HA was a partner in 
“E-motional bodies & cities”, the project supported by EU.

http://www.zuviesakis.lt/
http://www.journal.dance.lv/
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The association organizes contemporary dance events (e.g. 
Time To Dance International Festival, International Dance Day) 
including workshops, lectures and dance performances and less 
formal Time To Dance improvisations and sketchesallowing 
space for experiments and JAM sessions. HA offers performances 
at schools and elders’ houses, workshops and education 
programs for professionals and amateurs, both in Riga and 
other places. Being, until 2007, the only company developing 
professional dance in Latvia, HA has become the producer of 
“Olga Zitluhina Dance Company”. The association serves as 
the supporting and consulting body for its members and closely 
cooperates with the Latvian Academy of Culture (www.lka.edu.lv).
www.dance.lv

L1 Association (Budapest, Hungary)
Founded in 1998 (officially 2002), as an alliance of independent 
Hungarian dancers, L1 Association from the very beginning 
has been promoting on contemporary dance by supporting 
the productions and presenting the works of talented Hungarian 
and foreign artists.

L1 Contemporary Dance Festival (L1danceFest), considered 
being the most important annual event of the Association, has 
gradually developed into a carefully selected European muster of 
unique contemporary dance and theatre projects. Its general aim 
is to import new creative thinking and progressive art practices 
to Hungary. L1danceFest since 2002 is widely recognized as 

http://www.lka.edu.lv/
http://www.dance.lv/
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a significant annual platform of international artists who posses 
strong desire to preserve diversity and to recast the role of 
creativity, arts and culture in contemporary societies. In 2011 L1 
Association refreshed itself and invited visual artists, fine artists, 
musicians and art managers as well to join the association’s 
work. The Association’s primary goal is to support innovative, 
unconventionally thinking and courageously experimenting 
artists.

L1 Association is interested in creating circumstances for high 
quality performances (visual arts, performing arts and dance), 
managing the career of the association’s members as well 
as supporting freelance artists. The association considers its 
educative activity of significant importance therefore it puts 
special emphasis on the funding of national and international 
study tours and festival visits, residency programs for early stage 
artists and on the organization of various workshops, discussions 
and forums.

On the long run L1 Association aims at operating a contemporary 
dance and art centre in a welcoming, open environment.

With the artistic leadership of Márta Ladjánszki the Association 
cooperate in EU projects as well as Visegrad projects since 
the beginning.
www.L1.hu 
l1dancefestival.blogspot.hu

http://www.l1.hu/
http://l1dancefestival.blogspot.hu/
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PACT Zollverein (Essen, Germany)
Founded in 2002, PACT Zollverein has positioned itself from the 
beginning as an initiator, catalyst and a lab venue for development 
in the fields of dance, performance, theatre, media and fine arts.

There are three key areas of activity addressing regional, national 
and international social and cultural interests, which all contribute 
to the standing and appreciation of dance and performance as 
independent art forms.

PACT Zollverein offers a residency program for artists from 
around the world, operates as an artists’ centre offering space for 
working processes. To promote critical dialogue and reflection 
on artistic methodologies and findings PACT Zollverein initiates 
exchanges between artists, academics and students from diverse 
disciplines. The third main activity focuses on presenting an 
innovative and high calibre stage programme featuring premieres, 
co-productions and guest performances.

It is characteristic of PACT’s concept that all three of the areas of 
activity are closely linked and mutually enriching, creating a space 
for lively encounters and exchange between actions, experience 
and theoretical discourse.

Being an international venue for contemporary arts, PACT 
Zollverein also produces and co-produces dance and 
performance productions. In addition to this, PACT Zollverein 
presents outstanding regional and international guest 
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performances on its two stages and frequently uses all kinds 
of alternative niches and spaces throughout the building for 
performances, exhibitions and installations. In this way, and 
by consistently showing works by younger as well as major 
established names, PACT Zollverein presents its audience with 
the widest possible range of artistic signatures.

PACT Zollverein’s research and development formats offer 
students, artists, researchers, practitioners and academics 
chance to involve themselves in temporary working and learning 
communities and situations.
www.pact-zollverein.de

Nová síť (Prague, Czech Republic)
Nová síť is an independent association connecting people and 
organizations in order to facilitate networking in the Czech 
Republic and abroad.

Nová síť works closely with several cultural 55 organizations, 
production houses and companies. The organization focuses on 
development of contemporary art and supports creativity.

Nová síť was established in 2004 and has supported more 
than 80 projects consisting all together of more than 390 
performances and involving nearly 200 artists and artistic 
groups in the Czech Republic and abroad. Since 2004 
the organisation has been increasingly involved in art promotion, 

http://www.pact-zollverein.de/
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educational and artistic residencies, workshops, seminars, 
discussions and consultancy.

Nová síť organizes Mala Inventura Festival of New Theatre 
with, the Czech Theatre DNA Awards for support contribution to 
the development of new theatre. The association also coordinates 
the European network and project Development of New Art (DNA), 
Czech cultural network Nova sit and co-organizes the Czech 
Dance Show Case in Edinburgh Festival Fringe.
www.novasit.cz

SE.S.TA (Prague, Czech Republic)
SE.S.TA was initially founded in 1999 and since 2010 it has been 
operating as the first Centre for Choreographic Development in 
the Czech Republic. SE.S.TA’s objective is to foster development 
of professional contemporary dance in the Czech Republic in 
an international context.

SE.S.TA offers diverse forms of professional development, one of 
which is confrontation with different ways of thinking and creating. 
Performers, pedagogues and theoreticians representing different 
artistic fields and cultures exchange their ideas during professional 
encounters. There are four main fields of activity carried out by 
SE.S.TA; educational and research workshops, seminars and 
residencies for dance professionals (choreographers, dancers, 
pedagogues, critics and theoreticians) in the Czech Republic and 
abroad, production and co-production of new contemporary dance 

http://www.novasit.cz/
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performances in cooperation with Czech and foreign artists and 
institutions and distribution of contemporary dance productions in 
the Czech Republic and abroad. Last but not least SE.S.TA’s activity 
is educating theaudience by organizing open lectures, exhibitions, 
presentations and discussions.

Additionally SE.S.TA initiates debates between culture 
professionals, politicians and representatives of public sector to 
stimulate discussion on relations between art and society.
www.se-s-ta.cz

Station Service for contemporary dance 
(Belgrade, Serbia)
Established in 2005, STATION is a grassroots initiative of 
the contemporary dance and performing arts community in 
Serbia. STATION’s main goal is to strengthened the community 
and make it recognizable by cultural and educational decision-
makers, state institutions, cultural operators, Balkan and 
European partners and by broad audience.

STATION aims to provide professional and reasonable working 
conditions to all active parties on the Serbian and Balkan Region 
art scene by introducing educational programs and supporting 
professional development, production, promotion and cultural 
policy. To successfully deal with this wide range of activities 
STATION has developed an extensive network of national and 
international partners.

http://www.se-s-ta.cz/
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STATION is a co-founder and member of Nomad Dance 
Academy, regional platform for development of contemporary 
performing arts placing strong emphasis on education. 
(www.nomaddanceacademy.org).

In 2006 STATION became a co-founder of druga scena (other 
scene), the Belgrade platform for independent art and culture 
and, in 2011, of the Association of Independent Cultural Scene of 
(www.nezavisnakultura.net).

STATION promotes internationally Serbian and Balkan 
contemporary dance artists through the networks and 
international projects, produces new works and encourages 
interdisciplinary projects and research.

Since 2007 STATION’s office, exhibition space and a small studio 
have been located in the independent cultural centre Magacin.
www.dancestation.org 

Stanica Žilina-Záriečie (Žilina, Slovakia)
Stanica, established by a non-governmental organization for 
contemporary arts and culture “Truc sphérique” combines the role 
of independent venue, artistic lab and activists’ collective. Since 
2003, Stanica Cultural Centre has occupied the old train station 
building, still operating. The centre acts as a culture hub - creative, 
educative and critical, continuing the story of a small train station, 
where people stop as they’re passing by, to share news and 

http://www.nomaddanceacademy.org/
http://www.nezavisnakultura.net/
http://www.dancestation.org/
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experiences from their travels. Stanica offers a gallery, workshop 
and residency space, a cafe, a waiting room, and a multifunctional 
presentation venue for theatre, dance, concerts, discussions and 
screenings.

Stanica is not the usual cultural centre in the town or region, 
but the platform for information, research, and realization of 
experimental art, cultural and community projects along with 
international and inter-sector communication. The centre 
cooperates with other institutions and European networks, 
including the European network of independent cultural centres 
“Trans Europe Halles”.
www.stanica.sk

Tala Dance Centre (Zagreb, Croatia)
Tala Dance Centre is a non-profit art organization, established 
on February 2000, founded by Tamara Curić and Larisa 
Navojec, successful artists, active in the world of modern dance; 
professional dancers, choreographers and dance pedagogues for 
many years.

Tala Dance Centre aims to popularize contemporary dance 
among children, youth and adults and therefore offers various 
cultural, educational and promotional programs related to 
contemporary dance. It has also produced over 20 professional 
performances independently or with guest choreographers.

http://www.stanica.sk/
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Tala Dance Centre focuses also on cooperation with foreign 
dancers, choreographers, theatres, festivals, cultural institutions, 
centres and organizations in Europe and worldwide. The organization 
implements a regional program through a network of partners.

Tala Dance Centre is the initiator and organizer of Platforma 
HR, an international gathering of choreographers, dance artists 
and groups which, through a wide range of various formats 
(performances, workshops, lectures, discussions), exchange 
ideas, experiences, and reflections on dance, while at the same 
time presenting their creative work. The aim of Platforma HR is to 
establish, develop and promote local, regional and international 
cultural cooperation through networking, exchanging and 
implementing various programs and projects.

Tala Dance Center is organizer of Project TASK. TASK is 
an interactive project and a publication for the performative 
art of dance. The project entails the explorative, performative, 
educational, documentary and graphical aspect. TASK’s idea is 
to question and transpose knowledge and methods, and also 
educate young choreographers.

The organisation is a member of a network developing and 
strengthening contemporary dance scene in Balkans – 
the Nomad Dance Academy network, Les Reperages network, in 
Lille, France, NDA CROATIA network, KLIKER network and LONG LIFE 
BURNING – EU project.
www.tala.hr

http://www.tala.hr/
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Tanec Praha / Ponec Theatre 
(Prague, Czech Republic)
Tanec Praha is a non-governmental, non-profit organisation 
established in 1991 to support international and national 
cultural exchange in the field of contemporary dance and 
other art forms connected to dance. Tanec Praha organizes 
annually the International Festival of Contemporary Dance and 
Movement Theatre TANEC PRAHA that takes place organisation 
in Prague and other cities of the Czech Republic. Another, no less 
significant annual project organized by Tanec Praha organisation 
is the Czech Dance Platform festival, that introduces the best 
projects created in the Czech Republic or with the participation of 
Czech artists.

Tanec Praha runs Ponec theatre, the scene dedicated to 
contemporary dance. The theatre hosts different kinds of 
performances, workshops, discussions, educational programmes, 
and residencies.

Tanec Praha also coordinates dance and movement activities for 
children, both in Ponec theatre and in selected primary schools in 
Prague. Festival TANEC PRAHA FOR CHILDREN is the prologue for 
festival TANEC PRAHA.

An important goal of Tanec Praha organisation is focused on 
improving legislative and organizational changes for financing 
NGOs in the Czech Republic.
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Tanec Praha is a member of IETM (Informal European Theatre 
Meeting – performing arts network) and Aerowaves network.
www.tanecpraha.cz

Tanzelarija (Sarajevo, Bosnia and Herzegovina)
Tanzelarija is a non-profit cultural association aiming to promote 
contemporary dance and its artistic and educational aspects in 
Bosnia and Herzegovina, where this form of art and expression 
is hard to be found. Its’ aim is to include contemporary dance in 
formal dance educational institutions, develop a contemporary 
dance scene in Bosnia and Herzegovina and at the same time 
to terminate cultural isolation in the field of dance by promoting 
cultural exchange with artists from different countries and 
establishing partnerships with other organisation in the Balkan 
region.

Tanzelarija perceives dance as a tool available to everyone, 
serving to discover, develop and express oneís needs, to 
connect with the environment and with the others, to improve 
communication and co-operation, build up self-confidence 
and creativity, and foster positive change and healing. 
Contemporary dance connects, heals and inspires. In that context, 
the association also promotes dance as an informal educational 
and self-development tool for children and adults alike, and in 
mixability groups.
www.tanzelarija.org

http://www.tanecpraha.cz/
http://www.tanzelarija.org/


YOLKSTUDIO (Athens, Greece)
Since 1996 YOLKSTUDIO, the Greek design office and art lab has 
been operating in the field of architectural design, spatial/stage 
design, performance design and construction project supervision.

In YOLKSTUDIO emphasis is put on creative spatial design in 
problem solving of construction details. The synthesis principles 
of design are determined afresh on the basis of the requirements 
of each project. The exploration of performance-making practices 
for theatrical and dance pieces where spatial design is central 
to the audience experience is part of YOLKSTUDIO’s activity. 
Implemented studies in architectural design include projects for 
commercial and private spaces.

YOLKSTUDIO’s collaborators represent the fields of architecture, 
interior and graphic design, dance/choreography, fine arts, 
photography and video art.
www.yolkstudio.gr

http://www.yolkstudio.gr/
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Consortium

Motus o.s. / Alfred ve dvoře (Prague, Czech Republic)
Motus provides a home for the living arts both in the Alfred ve 
dvoře Theatre and outside of it, a place for the public to gather 
and encounter the work of innovating artists. It is dedicated 
to independent performance creators who wish to surprise 
and engage audiences on new levels. Every year it provides 
space and support for creation of four to six works, selected 
from submissions to an annual open call. In addition to helping 
create and to present new performances, live art works and 
other creative acts, Motus presents selected projects from other 
Czech cities, European and international projects, runs debates 
and workshops, and initiates events beyond theatre: cultural 
development activities for an open, democratic society.

Motus keeps on working to strengthen ties with independent 
artist and independent production houses in the countries of 
the “Eastern Belt”. Its new goal is to help create a small network 
for the co-production of Central and East European performing 
artworks of the highest standard.
www.alfredvedvore.cz

http://www.alfredvedvore.cz/
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The National School of Dance (Athens, Greece)
The Greek National School of Dance offers the exciting world of 
movement, where art is a way of life. The school adheres to values, 
which has permitted to establish a 40-year tradition in training 
professionals in contemporary dance in Greece. Great emphasis 
has been always placed on welcoming and accommodating all 
on-site visitors, who might be tomorrow’s enthusiasts in the art of 
dance and potential students in the school.

Fascinated by a vision for developing a continuous search for 
non-still new forms and dynamics, the school has formed an 
open art-community, always ready to respond to the challenges 
of today’s world by staying devoted to the highly artistic 
nature of its mission; to provide Greek cultural scene with 
well-educated dancers, choreographers and dance instructors, 
able to both perceive and incorporate new things at the 
pace set by today’s world. At the National School of Dance 
discipline and hard work – both of which are fundamental 
principles in conquering the art of dance – are also the elements 
helping students free their creativity within an environment of 
enthusiasm and cooperation.
www.ksot.gr

The Goethe-Institut (Warsaw, Poland)
The Goethe-Institute is the Federal Republic of Germany’s cultural 
institution operating worldwide.

http://www.ksot.gr/
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Acting on behalf of the Federal Republic of Germany 
Goethe-Institute promotes various issues of foreign cultural and 
educational policy, promotes the study of German language 
abroad and encourages international cultural exchange. 
It also expands knowledge about Germany by providing 
various information on German culture, society and politics. 
Institute’s educational and training products enable mobility in 
an international learning community.

With the network of Goethe-Institute agencies, Goethe Centres, 
cultural societies, reading rooms and exam and language learning 
centres Goethe-Institute has played a principal role in the cultural 
and educational policy of Germany for over 60 years.
www.goethe.de/polen

The Centre for Culture (Lublin, Poland)
The Centre for Culture in Lublin is one of the most active cultural 
institutions in the Lublin region. A wide range of its activities 
focused on spreading culture covers preparation and presentation 
of artistic projects, workshops and several educational activities.

The Centre aims to create a broad and interesting cultural offer 
for everyone who either lives in Lublin or visits the city.

Theatre in the Centre for Culture: several theatre groups 
gathered in the Central Theatre offer an interesting alternative to 
the repertoire theatres that perform in Lublin. Provisory Theatre, 

http://www.goethe.de/polen/
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Kompania “Theatre”, Lublin Dance Theatre, MAAT Project Theatre, 
InVitro Preview Stage and neTTheatre form together the Central 
Theatre. Lublin’s Artistic Salon (also operating within the Centre 
for Culture) invites and presents the most recognized Polish and 
international theatre artists.

Film in the Centre for Culture: Cinematheatre Project shows 
numerous screenings, reviews and presentations of various 
series of independent films. The Centre‘s goal, among others, is 
to animate the independent cinema movement in the city and 
region.

Visual arts in the Centre for Culture: the Biała Gallery has active 
since 1985 presenting different phenomena and trends in 
contemporary art.

Education in the Centre for Culture: the Department of Cultural 
Education promotes education for culture and through culture. 
It gathers youngsters, students and adults. The main goal is to 
introduce young audience to active and conscious participation 
in cultural activities. It’s implemented through the workshops, 
meetings and projects. There is also another educational unit, 
Dance Group “Rhythm”, working in the Centre

Socio-artistic activities in the Centre for Culture: the Studio of 
Socially Engaged Art “Rewiry” aims to convince that culture 
and art may become mechanism of social change and have 
feasible impact on people’s lives. The Studio of Cultural Heritage 
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Promotion propagates chosen cultural phenomena among 
the residents of Lublin and promotes Lublin, the region and Poland 
abroad.

Festivals in the Centre for Culture: the most significant Lublin’s 
theatre, film, music and educational festivals are organized in 
the Centre, among them: Theatre Confrontations, Bitter-Sweet 
Theatre Festival, International Dance Theatre Meetings, Lublin 
Jazz Festival, Lublin Gala of Independent Film “Golden Anteaters” 
and Freaked Out Films Festival, Young Stage, Multicultural Lublin 
and many more.
www.ck.lublin.pl

East European Performing Arts Platform (EEPAP) 
(Warsaw-Lublin, Poland)
East European Performing Arts Platform is a project supporting 
further development of performing arts (dance and theatre) 
in Central and Eastern Europe. The project has been designed 
in particular for makers, curators, people running independent 
artistic centres and festivals and for theorists from 19 countries, 
including the Balkan and Eastern Partnership countries.

The aim of EEPAP is to support international exchange among 
artists and activists and facilitate development of educational 
programs focused on performing arts. The project’s main 
activities are:

http://www.ck.lublin.pl/


• running a platform – website serving as a tool for exchange 
of knowledge, contacts and experiences of the platform’s 
members (workshops, seminars, labs)

• an educational program Desant focussing on the social and 
political context of contemporary art in Eastern Europe

• a varied offer of residency programs for theatre makers, 
choreographers, young managers and producers organized in 
partnership with major centres and festivals;

• research projects in contemporary performing arts (dictionary 
of terms, reports on performing arts organization).

EEPAP cooperates closely with the leading dance and theatre 
centres in Europe.
www.eepap.org

http://www.eepap.org/
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Curators

Jana Bohutínská, Czech Republic
Theatre and dance critic, Jana is also a freelance journalist 
focusing on art, culture and business, a theatrologist and a coach. 
She teaches dance and theatre criticism. She is an former editor 
of the magazine “Taneční Zóna” and the cultural biweekly “A2”, she 
cooperated also with magazines; “Svět a divadlo”, “A2”, “Literární 
noviny”, “Divadelní noviny”.

She studied theatre science and aesthetics at the Faculty of Arts 
of the Charles University in Prague and marketing at the Czech 
Institute of Marketing. She has also attended several workshops 
on theatre criticism, creative writing and copywriting, as well as 
coach training courses.

Kattrin Deufert, Germany
Completed theatre, film and media studies in Frankfurt, London 
and Brussels. She wrote her Ph.D. thesis on John Cage’s Theatre of 
Presence. Since 2001 she has been working with Thomas Plischke 
as artist twin deufert&plischke. deufert&plischke have been 
teaching composition, training research and applied dramaturgy 
among others at Dasarts Amsterdam, KhiB Bergen, P.A.R.T.S 
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Brussels and Academy of Media Arts Cologne. In 2006 they were 
guest professors at the Performance Studies department of 
the University of Hamburg, and in 2008 at the Institute for Applied 
Theatre Studies of the Justus Liebig University Giessen. Since July 
2010, they have been guest professors at the HZT Berlin Dance, 
Context, Choreography study program.

Their productions include: “As you like it” (2002), “Inexhaustible” 
(2003), “Sofia Sp – science is fiction” (2004), “As if (it was 
beautiful)” (2004), the Directory Trilogy (2003-6), “Reportable 
Portraits” (2007), “Anarchiv: I am not a Zombie” (2009) and 
“Anarchiv: second hand”.

Natasha Hassiotis, Greece
Dance critic and a scholar. She studied law in Athens and obtained 
her MA in Dance Studies (1991) at the University of Surrey. She 
taught Dance History at the Greek Department of the Laban 
Centre for Movement & Dance (Athens), the Isadora & Raymond 
Duncan Research Centre (Athens) and currently teaches at 
the State School of Dance. Her theoretical interests as a scholar 
and a lecturer cover education and new technologies, dance and 
politics, gender issues, psychoanalysis and folk culture.

She has worked as a free-lance dance critic and contributed to 
various newspapers and magazines. She has written numerous 
program texts for Athens Concert Hall, Kalamata International 
Dance Festival, Athens Festival. She directed a documentary 
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film “Contemporary Dance in Greece in the 20th Century” (2001) 
and presented her own TV program on dance (“Simple Steps” on 
Channel Seven X), she also runs two radio shows, on dance (“Do 
you dance?” at Pharos) and politics (“Power Games” at En Lefko 
Radio). Natasha is an author of video-dance short films.
highvoltagepress.blogspot.com

Marta Keil, Poland
performing arts curator and researcher based in Warsaw, Poland. 
Since 2014 works as curator at Teatr Polski in Bydgoszcz 
(http://www.teatrpolski.pl). Together with Grzegorz Reske she 
also curates the international theater festival Konfrontacje 
(www.19.konfrontacje.pl) in Lublin. She cooperated also with 
i.e. Schauspielhaus Bochum, Institute of Contemporary Arts 
in Yerevan and Goethe Institute in Warszawa. She created and 
curated (2011-2014) the East European Performing Arts Platform 
(www.eepap.org). Worked as performing arts curator at the 
Adam Mickiewicz Institute (www.culture.pl, www.iam.pl) and 
Reminiscences festival in Krakow. Co-founder of the MicaMoca.
Project Berlin: temporary performing art center in Berlin (2011). 
PhD candidate at the Polish Academy of Science’s Art Institute, 
where she prepares a thesis about curatorship in performing arts. 
Writes a blog www.fraukeil.wordpress.com.

She has published several essays and reviews for magazines 
dedicated to performing arts: “Maska”, “Howlround”, “Dialog”, 
“Didaskalia”, “Teatr”, “Dwutygodnik”, “Pro Arte”

http://highvoltagepress.blogspot.com/
http://www.teatrpolski.pl
http://www.19.konfrontacje.pl
http://www.eepap.org
http://www.culture.pl
http://www.iam.pl
http://www.fraukeil.wordpress.com
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Iris Karayan, Greece
Currently a choreography teacher at the Greek State School 
of Dance, Iris is a dancer and a choreographer. She studied 
dance at the Greek State School of Dance and completed her 
MA in Performance and Culture: interdisciplinary perspectives 
(Goldsmiths College) in the UK. She is the founding member and 
choreographer of ZITA (2002). Her works: “The Forest” (2003), 
“Self portrait” (2005-09), “Domestic animals” (2008), “A time to 
mourn” (2009), “LEG ACY” (2010), “CRACK” (2010), “Mothers” (2012) 
have been shown in Athens, Thessaloniki, Bucharest, London, 
Poland, Serbia, France (Pau), Italy (Bologna), Switzerland (Zurich), 
Kalamata.

In 2010 she was awarded the 1st prize of the Jarmila Jeřábková 
Award in NEW EUROPE FESTIVAL 2010, for her works “A time 
to mourn” and “LEG ACY”. In 2013 ZITA and Iris Karayan, with 
the work Mothers, were selected as a priority company for 
the international dance network Aerowaves.
www.iriskarayan.com

Ewan McLaren, Czech Republic
Currently artistic director of the Alfred ve dvoře Theatre, Ewan 
McLaren is a live arts curator, producer and director. Originally 
from Calgary, Canada, Ewan has contributed to developing the 
Czech independent live arts scene. Following eight years as 
a freelance director in many different Prague repertory theatres, 
Ewan worked as apprentice producer with Daniel MacIvor’s dada 

http://www.iriskarayan.com/
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kamera company in Toronto and the One Yellow Rabbit company 
in Calgary and produced Calgary’s High Performance Rodeo 
Festival of Innovative Performance for two years.

He has produced and co-organized many independent 
performance projects and events in Prague, ranging from work 
for the Prague Quadrennial and Tanec Praha to Motus, producers 
of the Alfred ve dvoře Theatre. With Miroslav Bambušek he 
is co-creator of the Energy Pathways cycle of site-specific 
works on the history of Central Europeans working with energy 
resources, including Miner’s Day (Zdař Bůh!) at the Michal Mine in 
Ostrava (2009), for which he and co-director Bambušek received 
the Czech Theatre News Award.

Thomas Plischke, Germany
Studied at the Ludwig Maximilian University of Munich and at 
P.A.R.T.S. in Brussels. He is a founding member of B.D.C., for 
which he choreographed and directed several works between 
1999 and 2001. Since 1997 he has choreographed several 
internationally shown solo works. In 1998 he was awarded 
the “Philip Morris Dance Scholarship” as the most outstanding 
performer and in 2000 he received the “dance support prize” of 
the city of Munich. The same year he became elected the most 
important new coming choreographer by the annual critics review 
of the publication “Ballett International/Tanz Aktuell”. Since 2001 
he has been working together with Kattrin Deufert as artist twin 
deufert&plischke.
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deufert&plischke have been teaching composition, training 
research and applied dramaturgy among others at Dasarts 
Amsterdam, KhiB Bergen, P.A.R.T.S Brussels, and Academy 
of Media Arts Cologne. In 2006 they were guest professors 
at the Performance Studies department of the University of 
Hamburg, and in 2008 at the Institute for Applied Theatre Studies 
at the Justus Liebig University Giessen. Since July 2010 they 
have been guest professors at the HZT Berlin “Dance, Context, 
Choreography” study programme. Stage works: “As you like it” 
(2002), “Inexhaustible” (2003), “Sofia Sp – science is fiction” 
(2004), “As if (it was beautiful)” (2004), the Directory Trilogy 
(2003-6), “Reportable Portraits” (2007), “Anarchiv: I am not 
a Zombie” (2009) and “Anarchiv: second hand”.
www.entropischesinstitut.net

Weronika Szczawińska, Poland
Theatre director, a dramaturgist and a playwright, a cultural 
studies expert. In her research she has dealt with issues 
of relation between theatre and collective memory, gender 
representation, revisions of theatre tradition and canon, political 
theatre. She has directed among others: “Provincial Artists” 
inspired by Agnieszka Holland’s movie (Powszechny Theatre in 
Łódź), “How To Be Loved” inspired by a short story by Kazimierz 
Brandys and a movie by Wojciech Jerzy Has (Juliusz Słowacki 
Baltic Theatre in Koszalin). Author of the series of lectures and 
workshops “The Stage of After-Images. Memory in Theatre”. 
Dramaturgist of “Komornicka. The Ostensible Biography” 

http://www.entropischesinstitut.net/
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directed by Bartosz Frąckowiak (HOBO Art Foundation, In Vitro 
Pre-Premiere Stage in Lublin, Polish Theatre in Bydgoszcz) and 
performing lectures meant for close collaboration between artists 
and scholars “Book of the Debt and User-friendly. The Bot and His 
Actor” also directed by Bartosz Frąckowiak.

Since 2002 she has published several essays and reviews for 
magazines dedicated to art and culture (“Didaskalia”, “Dialog”, 
“ResPublica Nowa”, “Teatr”, “Ha!Art”, “Dramatika”, “Widok”).



ColectivA

Fish Eye

Bunker

PACT Zollverein

L1 Association

Centre for Choreographic Developement SE.S.TA

Art Stations Foundation

Centrum Kultury w Lublinie

Motus o.s. / Alfred ve dvoře

Goethe-Institut

National School of Dance

East European Performing Arts Platform

Tanec Praha / Ponec Theatre

Stanica Žilina-Záriečie

Station Service for contemporary dance

Derida Dance Centre

Tala Dance Centre

The Association of the Professional Contemporary 
Dance Choreographers of Latvia (HA)

YOLK STUDIO

Tanzelarija

Nová síť

ALT@RT / Studio ALTA





88

The Participatory Politics of Dance
Bojana Kunst

Dance today is deeply related to the current political need 
to develop means of mobilization: at the centre of many 
performances is exactly the interrelated, mediated and social 
aspect of movement. Through dance, we can challenge the ways 
in which bodies assemble and participate, since dance takes 
place precisely through the becoming of an assembly: it happens 
through the becoming of the many and not as a representation of 
the many.

Historically, the communal and participatory identity of society 
has often been represented through dance, especially with 
the help of the choreographic arrangement of bodies. Bodies 
danced together mainly to disclose the harmonic relation between 
the individual and the collective, through which the specific 
political formation of society was affirmed. Very often this was 
explained as dance imitating aesthetically the political and social 
order. As the theoretician of social choreography Andrew Hewitt 
claims, however, this can also be seen differently: social order 
is produced at the level of the everyday body and in this way 
ideology already operates through the ways in which bodies 
walk, move and relate. This means that dance does not so much 
imitate society as it is the opening up of the continuity between 
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everyday bodies and their aesthetic articulation, showing how 
social order derives its ideal from the aesthetic realm.

It is in this sense that we can interpret the famous description in 
a letter of Friedrich Schiller, who wrote that he knew “of no more 
fitting image of the ideal of beautiful social intercourse than 
a well-danced English dance consisting of many complicated 
figures”. Dance does not imitate society, but rather through 
dancing a social order is installed directly at the level of 
the body. Bodies behave socially in a specific way because they 
move in that way. Such a reading enables us to understand 
dance in another way: not only as an aesthetic imitation, but 
also as an active and generative force of establishing embodied 
social and political arrangements, protocols and procedures 
of movement, which at the same time are also entangled in 
ideological operations. In this sense choreography opens itself 
into the social and political field, not because its operations 
reflect the ways in which society is constructed, but because 
it is deeply embedded in the social and political articulation of 
bodies in general.

Dance and mobilization
This observation is especially pertinent at the present time, which 
is characterized by the strong desire to create new political forms 
and the search for different forms of political mobilizations. 
This desire can be described as the response to the overall feeling 
of exhaustion with our current political forms and contests 
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the governance of our bodies originating in the interests of 
financial capital and the flow of economic power. It is also related 
to the current crisis of democracy, which in conjunction with 
capitalism transforms itself into the procedural arrangement of 
political interests and bureaucratic management of participation, 
without taking into account a constitutive dissent at the core of 
every democratic enterprise. Differently put, the attentiveness 
to the forces of mobilization that sets bodies in motion could 
disclose a great deal about the political dimension of society and 
the time in which we live.

Not that dance alone can bring about a change in the social arena; 
this of course would be too hasty a conclusion. In his influential 
book about the relation between politics and dance, Randy Martin 
states that dance itself has the possibility, especially when it is 
performed and watched, of making reflexively available the means 
through which mobilization is accomplished. Dance then is seen 
not only as a rehearsal and establishment of ideological relations 
between bodies, but also as an opening of the tangible, precarious 
and emerging political forces of mobilization. Through dance we 
can challenge the ways in which bodies assemble and participate, 
since dance takes place precisely through the becoming of 
an assembly: it happens through the becoming of the many 
and not as a representation of the many. In that sense “what is 
situated in the world, what people contest in many forms can also 
be found in dance”. (Randy Martin)
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The public and the common
Today many with political movements very often want to 
contest a paralysis of political activity. They want to affirm 
the need for political mobilization that would open alternative 
possibilities of living together and invent another understanding 
of the public and the common. This search for new means 
of political mobilization often results in the demand for 
more situated embodied experiences, for an organization 
of bodies and assemblies that would challenge the current 
fetishization of flexibility and continuous movement, and at 
the same time develop the corporeal practices of political 
participation and solidarity. This is then not so much a search 
for new political community or the arrangement of the new 
identity as the search for multiple forms of political, cultural 
and social mobilization, through which democracy can be put 
into practice in a challenging way. Many of the explorations in 
recent choreographic practice, which focus on participation 
and collaborative experiences, could be related to this renewed 
interest in the force of mobilization in general: especially 
the explorations of how these forces are intertwined with 
choreographic arrangement of bodies and the formation of 
assemblies. The recent interest in more collaborative modes 
of working and participatory modes of attention could then 
be closely connected to the new search for inventive modes 
of political mobilization. Collaborative modes of working are 
challenging the hierarchical ways in which dance is performed 
and so replacing the traditional division of labour in performance.
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There is, however, something additional at work in the interest 
in more collaborative forms. This is not only the interest 
in diminishing power and authorial gesture, but also in 
the exploration of the means through which collaboration is 
mobilized and how these collaborative means and ways enable 
new sets of arrangements, interrelations and relations between 
the those that are variously implemented in performance (in 
creating or watching it). The performance can arise from the sum 
of invitations, or can take place as an assembly of various 
authorial interventions or negotiations, or it can happen as 
a collection of approaches and traces of what it could yet become. 
In this way, performances explore how assemblies are constituted 
and how they open up the new broader apprehension of 
choreography. We can say that dance in this case is deeply related 
to the current political need to develop means of mobilization: 
at the centre of many performances is exactly the interrelated, 
mediated and social aspect of movement. At the same time, 
choreographic practice discloses itself not as a practice of 
ordering and arranging of bodies, or as a repetitive rehearsal of 
social behaviors of the body, but rather as a laboratory of possible 
means and ways of emerging, as a disclosure of the ways in which 
arrangements can influence actions.

Democracy in choreography
If choreography can be read as an active force supporting social 
and political arrangements, as proposed at the beginning of this 
essay, then a different approach to the issue of participation is 



needed. The need to mobilize participation is closely related to 
the fact that democracy happens because there is no common 
ground, which is also why democracy has to be continually 
negotiated. This understanding of democracy is especially 
important today when participation has become a celebrated 
notion in art, but often with very different political goals different 
from those put forth here and problematic aesthetic outcomes. 
Choreographic approaches to participation today can actually 
show us that participation is not an individualistic responsibility 
of everyone for harmonious togetherness and so does not 
have much to do with the participatory totality of procedures. 
Participation primarily arises from an antagonistic activity 
of the many and contests in this way the administrative and 
procedural expansion of inclusion, which produces no change in 
the ways in which power relations are created and maintained. 
Rather than staging communities, choreography produces 
communities in the making, disclosing manifold and contradictory 
mobilizations of bodies and aesthetic experiences, and so 
challenging our current democratic and political practice.

This essay was produced for the German Dance Platform 2014 and was published 
in the catalogue of the Dance Platform.

German Dance Platform 2014

27.02–02.03.2014, Kampnagel, Hamburg
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The Politics of Expression 
(excerpts)
Mark Franko

Until recently, dance historians have been reluctant to reevaluate 
the modernist spirit of historical modern dance. Paradoxically, 
the modern-dance master narrative is so inherently, that is, so 
“blindly” modernist that critical distancing from its tenets appears 
at first unconscionable, a betrayal of the art itself.

First come the expressivist individuals, typified by Isadora 
Duncan. Then come the makers of expressivist systems, 
typified by Wigman and Graham… Then, in reaction, comes 
Merce Cunningham… rejecting style and expression as 
generating a set of preferred movement and ways of 
combining movement, and substituting for it a method of 
making movement into dance. 

In this and various similar genealogical synopses, one easily 
imagines Isadora Duncan expressing herself, Martha Graham 
formalizing emotional expression into a set of movement procedures, 
Merce Cunningham organizing bodily movement into new 
configurations without expressive intent. The most salient trait of the 
modernist narrative is its progress from expression as spontaneity to 
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expression as semiological system to the marginalizing of expressive 
intent. The Duncan-Graham-Cunningham cycloid, in particular, 
proceeds through a narrowing range of options that refine away 
each imminent precursor’s stakes. Modernist accounts of modern 
dance history thus perform the telos of aesthetic modernism itself: 
a continuous reduction of essentials culminating in irreducible 
“qualities”.

Recent reevaluations of aesthetic modernism, notably in new 
art history, expose the modernist narrative’s omission of politics, 
mass culture, and sexual difference. Although clearly present, 
these areas have been systematically refused critical treatment. 
Various positions on sexual politics have been undertaken 
within (thanks to but also in spite of) modernism, that is, within 
ideological constraints countered by expressive strategies. 

In place of master narratives, I propose methodologies for 
opening the canon to theories of spectatorship. I juxtapose 
canonical figures – Isadora Duncan, Martha Graham, and 
Merce Cunningham – with their until recently lesser-known 
contemporaries – Valentine de Saint-Point, left wing “revolutionary” 
dancers of the thirties, and Douglas Dunn, respectively. I am 
drawn particularly to contrasts through which noncanonical 
work suggests radical alternatives and deconstructing readings. 
Moreover, alternatives obscured by the canon reveal conditions 
under which canonical work itself was originally shaped. In the 
course of such comparative studies the relation of modern 
dance to sexual, class, and modernist cultural politics emerges, 
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initially through expression theory analysis. My starting point is 
the affect trinity: stimulus – feeling impact – expression. I argue 
that Isadora Duncan’s two dominant genres – the lyrical and the 
Dionysian – correspond to a pre-expressive and a post-expressive 
level. Expression theory analysis reveals that when she avoided 
the culmination of affective process in her performance, Duncan 
was not expressive, strictly speaking. I argue on this basis that 
the pre- and post-expressive levels were important for Duncan’s 
staging of feminine subjectivity, that is, ultimately, for her dance 
as sexual politics.

As discussed by M. H. Abrahms, expression is a phenomenon of 
“‘overflow’ [that] signifies the internal made external”, an inherently 
Romantic concept. Abrahms cities Friedrich Schlegel for 
the meaning of the term expression: “The word expression 
(Ausdruck) is very strikingly chosen for this: the inner is pressed 
out as though by a force alien to us.” This concept of expression 
as the outwarding of inwardness, as Abrahms goes on to show, 
is inseparable from affect as stimulus and the experience 
of emotion. I invoke this straightforwardly physical sense of 
expression and the possibilities of troping upon it to uncover 
political dimension in performance.

The Romantic notion of expression forcibly conflicts with 
aesthetic modernism’s absolute: the reduction of art to 
the essence of its own formal means. Early twentieth-century 
primitivist choreography initiated claims to universal authenticity 
through purging subjectivism (emotion) and privileging 
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the moving body’s “presence” (expression). Thus, aesthetic 
modernism instituted a split between emotion and expression. 
The split was productive of theatrical impersonality. Consider 
Jacques Rivière’s analysis of Vaslav Nijinsky’s Rite of Spring 
(1913), the first modernist ballet and famous example of 
the primitivism that marked early modernism. Rivière identifies 
Nijinsky’s Rite as an exemplar of absolute dance: ”our only 
expressions were to come from the body’s own movements 
and from the clearly visible and distinctly outlined figure 
drawn by the dancer by his arms and legs.” Rivière’s analysis 
establishes a dichotomy between emotion and expression, which 
is the performative realization of modernism’s split between 
subjectivism and subjectivity:

On this undefined road on which the dancer sets out, the 
emotions find a too easy outlet and spend themselves 
in vain. Instead of the emotion being the object that the 
movement tries to describe and make visible, it becomes 
a mere pretext for erupting into movement... By breaking 
up movement and bringing it back to the simple gesture, 
Nijinsky caused expression to return to the dance. All the 
angles, all the breaks in his choreography, are aimed only at 
preventing the escape of emotion.

Rivière describes Rite as the perfect realization of desubjectified 
emotion, calling the result “expression”. His analysis contains 
the key motifs of dance modernism: a defamiliarization of bodily 
emotion through the primitive mechanical, or futuristic sources of 
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movement innovation and the return of expression, once emotion 
is expunged, as a depersonalized (“universal”) embodiment of 
subjectivity. Choreography is thought to organize movement as 
an absolute “self-speaking” material. Movement itself becomes 
a modernist object. 

Historically, movement as a modernist object is tied to 1920s 
experiments with labor efficiency. In Mechanization Takes 
Command, Siegfried Giedion demonstrates that scientific 
management and contemporary art joined concerns in 
movement studies. “Motion acquires a form of it’s own and 
a life of it’s own,” particularly in Frank B. Gilbreth’s light curves 
and wire models. The attempt to represent human motion in 
it’s “pure path” and visualized time frame is directly related to 
concerns for the autonomy of modern dance. If personal affect 
could be eliminated from dance, bodily movement would obtain 
an autonomous significance: It would appear aesthetically 
absolute in it’s physical self-delineation. Although apparently 
in conflict with the fact that modern dance was created and 
performed in many instances by strong-willed and charismatic 
individuals, modernist impersonality could nevertheless draw on 
personal charisma to project its vision of universal subjectivity. 
On the other hand, the politics of an overtly emotional and 
personal body belong principally to the antimodernist, left-wing 
branch of American modern dance that did not survive beyond 
the 1930s but whose influence continues to be felt confusedly, 
and without adequate historical perspective. 
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Rather than imagine aesthetic change as progress 
(modernization), I argue that new stylistic practices result from 
internal critiques of expression theory. The “internality” of these 
critiques displaces modernist scenarios of rejection and purist 
reformation because new positions regarding emotion were 
being manipulated but not reduced beyond recognition. They 
were altered as if from within, critically restylized. The notion of 
internal critique pertains to what Remo Guidieri and Francesco 
Pellizzi have called “the definition of an old identity in a ‘modern’ 
context. The recourse to innovation sets in motion a new 
becoming at the same time that it permits the preservation of that 
which, by its very permanence, continues to particularize and to 
define culture.” The issue of change is no longer uniquely one of 
progress, but partially one of return. That is, aesthetic innovation 
is no longer considered the product of “abstract confrontation”, 
which is the way Lukacs described the supplanting of one school 
by another in aesthetic modernism. Rather, manipulations 
of expression theory leading to new aesthetic choices are 
reconceptualized here for covert political value. 

Internal critiques resituate aesthetic innovation as a poetics of 
politics. For example, internal critique in the thirties can signal 
the response of a sexual politics under pressure from class 
politics. I argue that Martha Graham’s lack of personal emotion 
in her early concert appearances can be linked to a critical 
perception that Duncan’s emotionalism was a “feminine” 
weakness. I interpret Graham’s intensely impassive visage at this 
time as a feminist response to a disparaging image of Duncan. 
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I argue further that Graham’s impassivity exposed her to pressure 
from a largely left-wing audience wanting to perceive solidarity 
of modern dance with the working class through a more evident 
realism. What made Graham’s early work modernist was her 
rejection of subjectivism at a time when much of her audience 
wanted to bring bodies and emotions together in an immediate 
synthesis. Graham’s situation during the thirties thus became 
a complex site of tension between sexual and class politics. 

In the different social climate of the mid-fifties, Merce 
Cunningham’s aesthetics of indifference appeared to carry 
modernist reduction to a new stage. Yet I suggest that his 
neutrality be considered for its reassertion of inwardness as 
inviolable privacy. This has been identified by one commentator 
as a covert gay position. Thus, the social conditions that 
Isadora Duncan struggled against – the containment of woman 
in the private sphere – became the telos of male-generated 
performance abjuring emotional display and commitment to 
appearances. Viewed from this politico-expressive rather than 
apolitically aestheticist perspective, dance history spirals back on 
itself rather than progressing inexorably forward. 

To posit a formative role for the spectatorship – contradicts 
presuppositions about the body’s purity and autonomy of 
presence, the tenets of modernist dance history. My view is that 
concert dance is glued to expectations, delusions and agendas 
projected by spectators. Only under such collaborative and even 
conflicted positions are public spaces of movement constituted. 
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I call for a dance history that will discuss the construction of such 
spaces called performances. Movement’s “object” is movement’s 
purpose – it’s agency, if you prefer – but also it’s materiality as 
culture, it’s crystallization as experienced event. 

Modern dance was a politically resistant and, in this regard, 
an asymmetrical or non illustrative practice. But an equally 
important need for complexity hinges on asking how much of 
dance practice materializes as visible, or should be understood in 
visual terms alone. “There remains a vague concept of the image,” 
writes Norman Bryson of art history and criticism, “as an area of 
resistance to meaning, in the name of a certain mythical idea of 
life.” Similarly, dance history has been marooned in tautological 
contextualizations whereby the visibility of dance assures 
minimal interpretation (realized as description) and maximal 
inevitability (confirming the genesis of, or promoting, success). 
Although these essays recognize and celebrate the visual impact 
of dancing, they call, too, for new ways of considering how bodies 
mold social space and are molded by it. My use of expression 
theory avoids, in this respect, reifying outmoded ideas of “inside” 
and “outside” as insuperable walls between the individual and 
culture. The flexibility of expression theory’s manipulation in 
modern dance blurs such rigid boundaries. And interpretative 
ambiguities raised by such blurring introduce, in turn, a politics of 
expression in dance. 

To counter what could be called the visual fallacy of dance 
history, I apply Michael de Certeau’s “practice of deviation”, that 



is, historiographic procedures in which “qualitative (structural) 
differences” are measured with respect to “current formal 
constructs”. The qualitative differences this book sets to work 
are those of expression theory manipulated in response to 
particular historical pressures. The current formal constructs 
are drawn primarily from performance studies and art historical 
reevaluation of aesthetic modernism. Yet, although elaborated 
from neighboring disciplines in the humanities, theory does not 
herald the relinquishing of performance as a uniquely kinetic 
event. Theory identifies critical tools to address the politics of 
expressivity.

Excerpts from: Mark Franko, “The Politics of Expression”, Dancing Modernism/
Performing Politics, Indiana University Press, Bloomington and Indianapolis 1995, 
pp. IX-XIII
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Art, technologies of the self and 
the acceleration of the civilisatorial 
process. Sketches to Foucault’s 
aesthetics of existence1

Ulas Aktas

Hyperpolitics… deconstruction… the global financial crisis …
asymmetric wars… gender depression… superpositivism… climate 
change… the global slum crisis… investor blackmail… the spread of 
AIDS… budgetary collapse… biopolitics… neoracism… etc. etc.

It would not be difficult to come up with yet more terms with 
which to continue this series. Terms describing the general state 
of crisis are in themselves so inflationary that merely in describing 
the crises one attains a critical state oneself. The term crisis is 
a medical one, suggesting that an organism will either recover or 

1. The concept of a cultural immune system is related to Gilles Deleuze’s and Felix 
Guattari’s concept of a body without organs. Deleuze/Guattari: “It is a question of 
making a body without organs upon which intensities pass, self and other – not 
in the name of a higher level of generality or a broader extension, but by virtue 
of singularities that can no longer be said to be personal, and intensities that 
can no longer be said to be extensive.” Gilles Deleuze, Félix Guattari, A Thousand 
Plateaus (Minneapolis, London: University of Minnesota Press, 1987), p. 156.
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die. While in the current formation of civilisation neither of these 
options can be expected, it would appear more accurate to follow 
Paul Virilio’s profound diagnosis and assume a state of “raging 
standstill”2.

Can anything consistent even be said about the development of 
this hyperaccelerated civilisational standstill? Perhaps not, yet it 
would seem that an attempt must be made.

Taking Foucault’s and Deleuze’ expectations of a further radical 
transformation in the supporting axes of civilisational force 
formations and Hans Peter Weber’s concisely clarifying insights 
into the mode of operation of a cultural screen (the immunitary 
conditions of the culturality of human existence) as my point of 
departure, a certain virulence seems to me to be present. It is the 
virulence of an inquiry into an as yet unqualified cultural screen 
for the future constitution of civilisation. That the current cultural 
screen, by which I mean the balance of forces within the cultural 
immune systems, is in a state of disintegration, would seem 
apparent.3 My perspective is the one of a cultural anthropologist. 
I will therefore proceed as follows:

1. First of all I shall attempt to clarify the Foucauldian-Deleuzian 
expectations of a further radical transformation within 

2. See Paul Virilio, Rasender Stillstand (München: Hanser, 1992) and his 
Revolutionen der Geschwindigkeit (Berlin: Merve Verlag, 1993).

3. Clearly, this tableau will form the background to 
a considerable reform in the field of dance.
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the supporting axes of the basic formations of civilisational 
forces. 2. My next step is to outline the creatural conditions of 
cultural screening within an anthropic community as described 
by Hans Peter Weber. 3. Finally I should like to delineate the effect 
of dance on cultural screening at issue here as a search for 
the poetic elementary particles of an aesthetics of existence.

The collapsing civilising forces: the age of axes
When we speak of dance and politics today, it is self-evident that 
the state no longer formulates the new civilising forces. Rather, 
these are created by a tuning of forces on every organic and 
organisational level. The state is merely expected to join and lend 
its legitimising support to these forces, which have established 
themselves globally in the radical research and recovery 
industries.4 State policies no longer act but only assist, and often 
enough not even that – the new forces establish them- selves 
beyond the classic forces, the new forces exerting control over 
the old. Showing no preference for the body, i.e. biotic organs, 
as the site at which to exert their influence, they are unlimited 
and impinge on everything that is physically attainable, following 
the slogan: Brains first!! (AI, robotics etc.)

4. Hans Peter Weber on the term third nature: “That which is called the third 
nature is therefore a) not a third (but rather an unlimited extension of 
radicalised and applied knowledge concerning conditioning and upgrading, 
pure scientism) nor is it b) nature (but rather the ultimate civilisational project, 
‘mendeling’ itself into the programme of generic programming at every 
level.” Hans Peter Weber, Essays 3 (Berlin: sine causa Verlag, 2008), p. 194.
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Deleuze was not the first to realise that these civilisational 
changes were not merely superficial phenomena but the cause 
of fundamental transformative processes within the creation 
of the self. In agreement with Foucault’s finely differentiated 
analysis of the modern age in The Order of Things5 he proceeds 
from the assumption that every epochal formation stems from 
a combination of force relations, the forces of the inside and 
forces of the outside. The forces of the inside are the forces of 
the self or of human beings, for example imagination, memory, 
insight and will power.6 Forces of the outside or civilisational 
achievements are artefactural techniques and control techniques 
as secondary creative forces. I don’t want to go into too much 
detail at this point. The important question for our purposes is 
the one Deleuze poses concerning the change in the formation 
of forces, namely: “If the forces within man compose a form only 
by entering into a relation with forms from the outside, with what 

5. Michel Foucault: “It is no longer possible to think in our day other than 
in the void left by man’s disappearance. For this void does not create 
a deficiency; it does not constitute a lacuna that must be filled. It is 
nothing more, and nothing less, than the unfolding of a space in which 
it is once more possible to think.” Michel Foucault, The Order Of Things – 
An Archaeology Of The Human Sciences, London: Vintage, 2002, p. 341.

6. Gilles Deleuze in his treatise on Foucault: “Foucault’s general principle is that 
every form is a compound of relations between forces. […] the force to imagine, 
remember, conceive, wish, and so on. One might object that such forces 
already presuppose man; but in terms of form this is not true. The forces 
within man presuppose only places, points of industry, a region of the existent. 
In the same way, forces within an animal (mobility, irritability, and so on) do 
not presuppose any determined form. One needs to know with what other 
forces the forces within man enter a relation, in a given historical formation 
and what form is created as a result from this compound of forces.” Gilles 
Deleuze, Foucault (Minneapolis: University of Minnesota Press, 1988), p. 124.
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new forms do they now risk entering into a relation, and what 
new form will emerge […]?”7

With this question Deleuze refers to a transformation of 
a transformation, a shift in the quality of the transformation or 
retrograde evolution. What was not yet visible to him, what he did 
not or could not yet write about in the 1980s, is the question of 
where this change might occur within the civilisational sphere. 
Concerning the transformation of the human form and the social 
form in this final stage of the retrograde evolution he considers 
only the incremental form which results from the final dis-
covery of the noietic physique: the superman form. The analysis 
of the cultural conditions which are also transformed under 
the pressure of post-historical impulses, intertwining relations 
such as human diversification8, civil war, population growth 
towards the forces of the outside, silicium (cybernetics) and the 
genetic components (genetics), remain largely unconsidered.9

7. Deleuze, Foucault, p. 124.

8. Human diversification can, according to Hans Peter Weber, be seen as the 
transformation process of state formations and forces through a new 
prospect of human leagues, geared towards diversification: Hans Peter 
Weber, “Wie spät ist es?”, Menschenformen (Marburg: Tectum Verlag, 2000).

9. I subscribe in particular to the objections of Hans Peter Weber, namely that 
under the Superman-form life, labour and language would only be liberated 
cynically, insofar as that life would be set free by the manufacturing 
competence of machines of the third kind, of robots and automata, and language 
by the programming of the operating/generating codes of computation, while 
a considerable part of the human population will be dismissed from labour 
into a newly formed enormous field of decadence (into the proliferating 
redundant or even obsolete service industry and occupational custody). 
See Hans Peter Weber, KreaturDenken (Berlin: sine causa, 2006), p. 523.
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The tectonic shift of the human, civilisational and cultural axis 
permeates and radically transforms the inner fabric of human 
and social forms. This is what I call the second age of axes.10 
This situation is similar to the Nietzschean image of building 
a ship while sailing on the high seas, an image which foregrounds 
a decisive point not taken into consideration in anticipating 
the superman structure: that of the preservative screening 
forces which are also subject to change, are also at the point of 
disintegration and which therefore must be created anew. These 
processes of disintegration are particularly apparent in the current 
inflation of crises.

The profound changes that can be expected as a result of 
the post-historic civilisational impulses operate at every level: 
ecological, political, economic, social, mental, cultural etc. 
The fact that the age of axes will also transform concepts and 
the understanding of what constitutes the self-conception of 
the present cannot be overlooked. What do the conditions of 
a future constitution of the human-nature-culture relational 
field look like? At this point I should like to draw attention to 
the immunitary conditions, to the transformation of the screening 
forces within the epochal form formations.

10. Karl Jaspers coined the term the age of axes to describe the period 
from 800 to 200 BC, during this period “the spiritual foundations of 
humanity were laid simultaneously and independently in China, India, 
Persia, Judea, and Greece. And these are the foundations upon which 
humanity still subsists today.” Karl Jaspers (2003). The Way to Wisdom: 
An Introduction to Philosophy (New Haven, CT: Yale University Press), p. 98
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The cultural screen
The chaotic processes of ruin (“chaosmatische 
Abwirtschaftungsprozesse”) on an ecological, political, economic, 
social, and cultural level are not only evidence of the cracks 
appearing in the world edifice of modernity which allow one 
to glimpse the advance of a highly accelerated and mobilised 
civilisational formation with its superman structures. They are 
above all evidence of the structural change within the screening 
force relations: the age makes explicit its own immunitary 
conditions, the working conditions for a humane life aboard 
the spaceship earth.

I would like to briefly sketch a) the screening forces’ mode of 
operation b) the reasons for their coming into being and c) their 
positioning within the formation of forces.

1. Foucault’s technologies of the self – inner politics
With the term technologies of the self Michel Foucault examined 
the process of the constitution of the “self” within the context of 
its underlying historical formations of power. The constitution 
of the self can accordingly neither be understood completely 
through psychological nor through sociological analyses. 
Foucault uncovers a force field in which different forces are in 
effect. As examples for these forces he cites, among others, 
administrative and organisational forces as well personal forces: 
the force to imagine or to will. In the field of personal forces he 
also sees counterforces at work. These forces cannot be situated 
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unilaterally, neither within a person nor within society. They 
act automorphously, i.e. they only organise themselves within 
the tension field of the intrinsic organisation of the mind and 
the autonomous sphere of contact.

The intrinsic structuring of the mind and the sphere of contact 
act upon each other alternately and the forces that operate within 
them are not only similarly differentiated, they are also present 
in a similarly disrupted fashion and act in a similarly complex 
manner. Within this process some forces and potentials are 
favoured, in other words a drift sets in, commonly known as 
civilisational evolution.

2. Cultural sense
Where and how are the screening forces generated? As is known, 
not only felicitous forces act within the mental structures of 
human existence. These structures are actually prone to crisis 
and firmly connected to notorious stress factors. The screening 
forces occur retroactively and in opposition to these stress forces. 
There is a “cultural sense” as defined by Hans Peter Weber: a sense 
similar to the sense of hearing or sight, which is geared towards 
moments of recovery (moments of presentification), seeking 
the chance to temporarily diminish these notorious stress factors.

There are at least three causes for their occurring, three stress 
factors which contribute to the mental situation of human beings’ 
disposition towards crisis.
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1. One cause is the “eccentric positionality of the human being”11 
(Plessner). Due to their mental constitution humans are capable 
of referring to themselves and positioning themselves outside 
themselves. They are self-reflective. Mentally, therefore, people 
are in a certain sense never in the present, i.e. they are always 
also absent. This absence12 is connected to a lack of restraint 
within consciousness, which is thrown back upon itself. This 
being thrown back upon oneself is an infliction. The French term 
for this is ennui which I would translate as a corrosive feeling of 
emptiness.

2. A second cause is the advancing “consciousness towards 
death” (Heidegger).13 This consciousness is also the price we pay 
for the selfreflective abilities of cognition and is also connected 
to an extremely frightening consciousness. The horror of being 
conscious of death needs no further explanation.

3. The third cause I would like to refer to here is “the shame of being 
human” (Deleuze)14. This shame does not refer here to the human 
form but rather to the knowledge of the pitiful state of one’s own 

11. Helmuth Plessner, The Levels of the Organic and Man. 
Introduction to Philosophical Anthropology (unpublished).

12. Concerning the dimensionality of absence in dance see: Gerald Siegmund, 
Abwesenheit – Eine performative Ästhetik des Tanzes. William Forsythe, 
Jérôme Bel, Xavier Le Roy, Meg Stuart” (Bielefeld: transcript Verlag, 2006).

13. Martin Heidegger, Being and Time, trans. by Joan Stambaugh, revised by 
Dennis J. Schmidt (Albany: State University of New York Press, 2010).

14. Gilles Deleuze, Unterhandlungen (Frankfurt: Suhrkamp, 1993), pp. 243–253.
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mental constitution. The shame of being what one is or, to phrase it 
in a more Heideggerian mode, what one has been thrown into.

Counter to these three instances of crisis of the neuro-mental 
constitution, the screening forces come into play. The recording 
agencies of mental states are “full of longing for something that 
has been lost”15. They are not directed forwards. They do not 
advance the civilising front. Jean-Luc Godard has called them 
the avantgarde’s arrièregarde.16 The processes of civilisational 
transformation are naturally also driven by this consciousness of 
a deficiency within the mental state. The screening forces act in 
opposition to the growth of cognitive fitness. But both are to be 
understood as a reaction to the deficiency within the mental state, 
which is a constitutive lack of (existential) integrity.

15.  Elias Canetti, Die Fliegenpein, Aufzeichnungen (Frankfurt: Suhrkamp, 1995), 
p. 81. Cannetti writes about the Australian Arandi term Eraritjaritjaka 
which expresses precisely this longing. Heiner Goebbels, among 
others, made this term the basis of a musical drama in 2004.

16. Bazon Brock, in reference to Jean-Luc Godard, discusses the avantgarde’s 
arrière-garde. This arrièregarde’s aim is to prevent certain potential futures. 
This occurs through the speculative forestalling of potential futures. He 
calls this positioning an avant-gardism of refusal, whose espousal demands 
the greatest powers of persuasion and the most immense stamina: Bazon 
Brock: “We call those artists, who oppose and resist the apocalyptic 
prognoses of the future and the futile-seeming develoments, arrière-gardists.” 
These proponents of the arrière-garde, according to Brock, work with 
the supply of eschatological claims and confront them in the present with 
future pasts. Pasts are to be conceived as former futures and the present 
regarded as tomorrow’s past. The future would then be an imaginative 
space in which the interplay of time forms is set in motion imaginatively, 
that is with the goal of creating as many options as possible. Bazon Brock, 
Lustmarsch durchs Theoriegelände (Köln: Dumont, 2008). Translation mine.
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3. The civilisatorial process – phantasmatic 
organisation
The process of civilisatory transformation as described by 
Deleuze is driven by the phantasm that all the oppressive and 
depressing qualities of the real can be dispelled by technical 
progress. The modern subject is a constitutive factor of this 
process, and is understood, as Peter Sloterdijk has pointed out, 
mainly as an entrepreneurial imperative. Below the sublimity 
of subjectivity, the release of entrepreneurial energies is more 
vehement than morals or ethics. To be a subject, as stated by 
Sloterdijk, is to “participate in the experiments of modernity in 
the mental formatting of entrepreneurial energies”17. The point of 
power, which is concentrated within the subject, is subordinate 
above all to the “dynamics of world history” in the “organisation 
of disinhibition”18, according to Sloterdijk, with which Europe 
embarks upon the subjection of the unlegislated exterior 
(the farflung coasts of the Caribbean).19

How, then, are the screening forces transformed within 
the present epochal force formation?

Seen historically, it becomes evident that with the beginnings 
of modernism as a social formation, art becomes linked to 
the expression of the subject and with terms such as freedom, 

17. Peter Sloterdijk, Weltinnenraum des Kapitals (Frankfurt: Suhrkamp, 2001), p. 94.

18. See Peter Sloterdijk, Sphären II. Globen (Frankfurt: Suhrkamp, 1999).

19. Sloterdijk, Weltinnenraum, p. 94.
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autonomy, truth etc. This is where the social figure of the artist 
is invented. It is clear that the nuclear family arises at the same 
time as the industrial revolution and that art forms are subject to 
the same changes as mass society and mass civilisations. One 
excellent example for this is the bourgeois opera and theatre. 
In the course of the 20th century the 19th century art forms are 
split up once again. The opera and the theatre continue to exist 
but after two world wars society has changed. Television appears 
with its own formats, such as talk shows, soap-operas etc., 
taking the place of much of what the opera once stood for. Later 
phenomena which I – rather idealistically – choose to call art are 
perceived by society as being both radical and abstract and are 
not easily accessible to the majority: Schönberg, Webern, Cage, 
Cunningham, Beckett, Giacometti, Beuys etc. 

The radicalisation of the process of civilisation is a challenge to 
art, even an overwhelming one. High-modernist art, with its claims 
to understanding and expressing the world, positioned within 
a world that has become highly complex, is challenged by itself.

How is one to dance against Auschwitz or Hiroshima?

The sheer attempt to “dance against” anything would be naïve! Art 
after modernism – and I think the date 1945 would serve very well 
as a point of reference – had to and must now relinquish its own 
irresolvable complexity and retreat. It becomes in a sense truly 
radical but it would be more accurate to say it becomes nuclear, 
focussing on the core. Beckett’s plays are destilled cores – their 
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greatness lies in their smallness. Absolute music, absolute art – 
Merce Cunningham’s dance could well be termed absolute dance 
in this sense – cristallises something from out of the cultural 
forms of bourgeois art, something which can also be found in 
older art forms, for me most discernably in Bach. Art becoming 
absolute means it dispels its surrogates, its representational 
function, its worldliness and becomes nuclear. In reference 
to Foucault Deleuze mentions three ordering civilisational 
strategies to describe the historical evolution of society in the last 
centuries. These are: the god-dispositve, the human-dispositive 
and the superhuman-dispositive. Below these formations there 
are, however, by all means some things that persist throughout. 
Some things remain over the different ages and cultures, 
things referred to by the moment of absolute art, that which 
can be found over and over again, from classical antiquity, 
the Renaissance to contemporary absolute music and art, as an 
elemental force within the formation of forces. In accordance with 
Hans Peter Weber20, I shall call these forces melos. The melos 
survives the strata of various civilisational strategies for it is 
anthropomorphically deep-seated! The melos is as deeply rooted 
as the logos or nomos. It is an anthropomorphic elementary 
force. The melos is a constitutive desire for self-cultivation within 
the human mental constitution, a desire to become present, for 
presentification and mental integrity. It is a sensory organ, a sense 
directed towards primary cultural gratification.

20. Hans Peter Weber, Orphisch (Berlin: sine causa Verlag, 2007).
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Gratification through art is familiar to us. The testimonies of the 
arts still posess a residual actuality for us and are still perceived 
as small refuges within society. There are still people who sense 
that there is something in the arts, that, in exposing oneself to 
works of art, reactivates something within themselves. And these 
people want to be reactivated culturally. They do not want to be 
entertained, in the sense of killing time, which basically means 
anaesthetising or killing the sense of nihilism. They do not want 
anaesthetics, they still want reactivation even though this is 
barely possible today for those inhabiting the higher reaches of 
civilisation through the medium of art. It is not feasible in the 
sense of having a public effect. It cannot create a public being, 
that is over now, dissolved.21

The cultural sense, the desire for reactivation, for the 
non-annihilation of the present has disappeared from the public 
sphere and in part from the private sphere as well.

The disappearance of this culture of presentification in society 
has been active in the form of an organised movement for 

21. Following Walter Benjamin it is necessary to assert that art in the age of industrial 
mass production can only be effective in society as an aestheticisation of politics 
(for Benjamin the experience of fascism: the aestheticisation or militarism, 
nowadays we must add the experience of the “supermarket”: the aestheticisation 
of hyperconsumption), but also as a politicisation of the arts (communism, and 
accordingly representational art) and no longer as l’art pour l’art. The demands 
of the political economy, the agents of social organisation and communication 
have become irreconcilably separated from those of art, a phenomenon that 
Benjamin attempts to assert as the loss of “aura”. Walter Benjamin, Das Kunstwerk 
im Zeitalter seiner technischen Reproduzierbarkeit (Frankfurt: Suhrkamp 1980). 
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a long time.22 These are discrete manoeuvres that have 
worked in the past. For instance it occurs through educational 
institutions for masses of people who have been lead in 
a one-dimensional direction, namely in that of patented 
knowledge. The result is masses of people as living resources 
of knowledge in a decidedly civilised form of productivity! These 
are technologies of self-adjustment, of self-manipulation, of 
self-conditioning, the “civilisational self-breeding selection 
which has already overstepped the biotic level and has attained 
the neuro-sensationary level.”23 The public is still unaware that 
civilisation is engaged in self-breeding selection.

These are tendencies towards a feralisation, towards a civilisatory 
wilderness. Civilisation itself becomes a wilderness, it is 
a wilderness of a different kind: a civil-derness, which could also be 
called a selfwilderness. Civilisation has fallen not only from a natural 
state, but from a cultural state as well. This is the reason why cultural 
screens develop: the desire to create mental and cultural integrity. 

22. The result of this disappearance of a culture of presentification leads to what 
Guy Debord has attempted to describe in “The Society of the Spectacle”. 
As the world becomes a product and thereby a commodity and people 
learn to see themselves in the dominant images of need, “man loses 
his understanding of his own existence and desires.” […] “The unbridled 
fulfillment of the will of the commodity rationale has shown quickly 
and without exception that the fake’s becoming worldly has lead to 
the world’s becoming fake.” Guy Debord, Die Gesellschaft des Spektakels 
(Berlin, Edition Tiamat 1996) p. 26 and p. 201. Translation mine. The 20th 
century artists of the Arrière-garde were given the task of conserving 
the magic of the world’s transformation, above and beyond its associations 
with the spectacle, be they technological, economic or political.

23. See Hans Peter Weber, Vom KreaturDenken (Berlin: sine causa Verlag, 2006).



118

And that is what I would like to call cultural immune systems, this 
neuromental constitutional force. The current transformation in 
the epochal force formation leads, as I have mentioned above, to 
the disintegration of existing cultural immune systems. Cultural 
screens are situated within processes of disintegration. New forms 
of cultural immunisation must be created by the agents of cultural 
sensation out of art’s remaining topicality.

An aesthetics of existence
In my previous remarks I have pointed out a differentiation – 
that between the cultural and the civilisational. I did this in order 
to describe the quality of existence in the present. I believe that 
existence always has a quality. Before it becomes objective or 
subjective, existence is intensity.24 The world is approached 
foremost in a qualitative fashion. In fact, access to the world is 
not even access. There is only quality or intensity and everything 
else comes later.

Why do I point this out? I think there is a certain difficulty we 
undergo when we try to develop an emotional relation to our 
own existence. This development of a relationship to one’s own 
existence is the basis upon which all of philosophy is grounded. 

24. I would also subscribe to the connection between the body without organs 
and intensity as described by Deleuze/Guattari in A Thousand Plateaus: 
“That is why we treat the BwO as the full egg before the extension of 
the organism and the organisation of the organs […]; as the intense egg 
defined by axes and vectors, by gradients and thresholds, by dynamic 
tendencies involving energy transformation.” Deleuze, Guattari, 1987, p. 153.
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We wake up to a world full of difference. This awakening is what 
in philosophy is known as the experience of contingency. This 
experience is the boundary of thought but not of existence. 
There is a quality of being beyond the experience of contingency. 
When we no longer know anything for certain and everything 
seems to be mere convention, then that is a condition that can 
be frightening (for philosophers it is exhilarating). Therefore, for 
pragmatic reasons, I shall differentiate between the quality of 
existence and the world of linguistic differences.

In other words, there is an aesthetics of difference. Jacques 
Rancière calls this the “first aesthetics”25 which organises 
the world into a system of differences, separating those who can 
speak from those who cannot. And then there is an aesthetics of 
existence, which I claim is not primarily about difference but about 
intensities, or rather not about différance but about coherence.

In the aesthetics of existence there is no objective knowledge, but 
rather something which I would like to refer to as Anmutung (seeming). 
Subject and world are not separated from one another, which makes 
knowing something impossible. But existence prior to difference does 
not simply take the form of indifference. It is not indifferent, counter 
to what has been repeated over and over again in philosophy. It is 
the site of the cultural. There really is something there!

Differences exist as qualities of existence. Qualities do not  
express themselves. This means that differences do not create 

25. See Jacques Rancière, Ist Kunst widerständig? (Berlin: Merve, 2008).
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qualities. Differences are definitely relevant to political aesthetics 
and existence naturally depends on these “first aesthetics” of 
the political. But existence reaches much farther than these 
aesthetics! We must remember this. It is a danger of philosophy to 
think that there is only thought as differentiation and nothing else as 
if there were nothing but communication and nothing behind it.

Why do I insist on this differentiation? It is quite simple. There 
is no truth on the basis of thought. Political differentiation must 
be understood via an aesthetics of existence. This means that 
the aesthetics of political differentiation should not simply 
appropriate the aesthetics of existence. In other words, it is not 
about dissecting dance into its political components but rather 
extending political distinctions using the experience of dance, 
dance being about existential gratification.26

26. Gernot Böhme and Sabine Huschka state: ”Dance always follows 
a choreography. The Greek chorós, the Latin chorus (from whence we have 
the word ‘choir’) originally meant: place of dance, meaning a separate area 
where the cult dance for the gods took place. A further classification is 
added at the moment of situation: the chorós is a ‘conceded‘, framed site of 
the performance and viewing of ‘bodies in motion’. Choreography also includes 
the Greek graphós, graphein, to write or rather to etch and writing. To dance is to 
write into space, spatial etching, the drawing and textualisation of space – not 
in letters but in the ephemeral, invisible traces and figures that are produced 
by the dancers’ motion – appearing and disappearing.” – Hartmut Böhme, 
Sabine Huschka, ”Prolog”, Wissenskultur Tanz, ed. Sabine Huschka (Bielefeld: 
transcript, 2009), p. 13. Stefan Hölscher corrects this negligent reduction of 
dance to a formal language belonging to the regime of knowledge (we cannot 
call it a culture of knowledge). In accordance with Negri he refers to Spinoza’s 
distinction between potestas (formations of power) and potentia (facility) in 
classifying the body. If the body, as Spinoza implies, is understood as the 
potential of a facility, then there is a shift in the relation between “constitution and 
constitutionality.” Stefan Hölscher, unpublished dissertation, December 2010.



I have said much about the post-historic changes in civilisation 
and about the virulence of a cultural screen of the future.27 I would 
like to end with an internal image for a possible form such a future 
cultural screen might take. A few lines by an existential romantic 
delineate this form. Hölderlin writes:

Man has learned much since morning, 
For we are a conversation, and we can listen 
To one another. Soon we’ll be song.28

Text was published in:  
Stefan Hölscher, Gerald Sigmund (eds.), Dance, Politics and Co-Immunity, Diaphanes, 
Berlin 2013, pp. 97-108

27. The cultural screens work along the same lines as arrière-garde art, as 
a conserv- ing moment within the anthropic field, which opposes nervous 
changes and softens them, makes them easier to assimilate. They are magic 
and transformation. Their experience lies beneath linguistic difference, i.e. 
the are not based on the experience of difference but that of intensity.  
In keeping with Deleuze, this turn towards the experience of intensity must be 
understood in relation to a turning away from the attempts of classical thinking 
to unify thought within a highest, incontrovertible reason and intepreted as 
a turning towards the fragmentary and towards metamorphosis. 
In contrast to Deleuze, who understands intensities as an exposing, explosive 
ele- ment (the volcano metaphor) of a “being towards becoming” – and thereby 
towards a permanent state of departure and mobilisation – here becoming is 
brought into a paradoxical state: “revealing” as “harbouring”. 
In the understanding of art’s arrière-garde the deleuzian intensities are directed 
towards people’s culturality. Thinking culturality is only possible with a rejection 
of civilisational fitness-enhancement, neuro-enhancement and body-building.

28. Friedrich Hölderlin,Celebration of Peace (1801–1802), 
translated by James Mitchell (http://rickrozoff.wordpress.
com/2011/08/03/friedrich-holderlin-celebration- of-peace/).

http://rickrozoff.wordpress.com/2011/08/03/friedrich-holderlin-celebration-
http://rickrozoff.wordpress.com/2011/08/03/friedrich-holderlin-celebration-
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Arachnophilia – who’s afraid 
of the female artist?
Lecture by deufert&plischke

One can create many things out of thread and - beyond what can 
become of it – thread itself always also stands for the making 
and marking of connections; an activity equally important for 
generating, composing and articulating artistic material.

Take the practice of knitting, for example: connecting holes 
with holes, in all directions. This topology of knots, slopes and 
crossings leaves open spaces in between. The materiality of 
the net, allows for the immateriality of the hole, even if a quite 
stable fabric is established. The space for the hole is a place for 
what is ‚not yet‘ and ‚not the same‘. Thus the fabric can be seen as 
a facilitator for the contact of difference, to avoid and transgress 
conformism, homogeneity and balance.

I still think of my grandmother, a knitting machine that 
permanently knitted clothes for her grandchildren. When the 
clothes were too small to wear she undid the knitwork and knitted 
something new out of it. Whether we like knitted clothes or not is 
not relevant here; one has to acknowledge that thread always also 
stands for the potential for reformulation, for what can become of 
it, for potentiality and actuality at the same time.
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Following the media theorist Gunnar Schmidt, the connection of 
women and thread can be called the beginning of culture, if you 
look at it from the perspective that thread is the basis for the act 
of weaving texture, and texture derives from the Latin texere - 
weaving - that is related to text. Text in itself being a fabric, being 
diaphanous, permeable.

So we can think of the act of writing as a relative of weaving and 
knitting, and if writing was strictly reserved for men for most 
part of the past millennium, women have always also created 
textures, texts and fabrics less oriented to the occult, divine and 
supernatural, instead focusing on human concerns; humanist 
and realist.

Arachne, the spider, which we would like to refer to in this lecture 
as the first realist artist, needs neither illusion nor charm. She 
lives and works in this world and addresses its precarious 
foundations.

The story of Arachne
Arachne is a figure that we know well from Greek mythology. She 
can be read as one of the first famous female artists mentioned 
in sources of occidental mythology. Arachne is connected 
to practices of threading and weaving. She is an autodidact; 
she learns by doing and creates her own form of autonomous 
self-production. She risks everything that she has, even her life, 
for art. For several years, we have strongly connected her myth 
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to our work; we weave and knit with it. One of our projects - 
the Emergence Room - was mainly built/knit through and with 
the myth of Arachne.

As antique sources tell us, Arachne is a young weaver from 
a simple background. Her father was a dyer who colored textiles. 
Her mother passed away early. The young Arachne is well known 
in her region. Not only do people admire her pieces of carpets 
but also enjoy watching how she produces them. So she is – 
as we would say today - a public figure and process-based 
artist; the doing in the here-and-now is as much her art work as 
the result, the production of carpets.

When the rumour spreads that Arachne learned all this from 
the Goddess Athene, from Pallas Athene the Goddess of craft, 
wisdom, technique and justice, Arachne denies it and insists 
that she has learned everything by herself. She even challenges 
the Goddess in a competition in order to demonstrate her unique 
skills in public.

When you follow the description of this competition - most 
complete in Ovid‘s Metamorphosis Book 6 - you learn about 
the basic oppositions between doing experimental life art and 
mainstream representational art.

It is fascinating how sharply the myth opposes idealism of the divine 
glory (similar to our pop culture/consumer-oriented politics) and 
headless realism: the presence/production of the human 
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artist as the very critique of this hegemonic power. An opposition 
that is at the core of modern art.

It also opposes art as craft and art as assertion of form (the need 
to give form to what previously remained formless). The myth 
questions the need for ‘good’ education and confronts tradition 
with the possibility of self-learning by doing, the possibility to 
question the fundamental tradition of technique/ craft/power 
through artistic means of self-invention, transformation and de/
re-composition of our reality.

The competition between Arachne and Athene
It is important to mention that it was a public competition of 
both – the Goddess Athene and the human Arachne - weaving 
one carpet each, with the audience as final judge.

Right in the centre of her carpet, Athene weaves herself 
surrounded by her divine colleagues in an imaginary landscape. 
Each of the gods is easily recognisable by typical props and 
features. They appear huge and powerful. In the four corners 
of the carpet, Athene places several human creatures: generic 
representations of people who tried to defy divine power. Thus, 
on her carpet Athene clearly distinguishes humans and gods. 
The gods are spotlighted in the centre, featured with symbolic 
objects that represent their identity, power, glory and position. 
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The humans remain small, featureless, squeezed into the corners 
and partly unrecognisable due to their transformation, caused by 
the gods in order to punish them for their deeds.

Arachne weaves scenes that present women that have 
been abused by the gods. She shows quite plainly how gods 
deliberately use their power of sudden self-transformation in 
order to dominate, violate and humiliate humans. Arachne shows 
Europe seduced by Zeus in the guise of a bull. We see Asterie in 
the grip of a struggling eagle; Leda captured under the wings of 
the swan. 

All the scenes were given, as Ovid says, “authentic settings, 
the persons their natural likeness.” In the movement of 
the weaving, the crime scenes are unveiled and become real, as if 
they were happening right in front of our eyes.

Reading the text, one clearly gets an idea of how skillfully Arachne 
unveils reality and depicts the power of sudden transformation, 
the brutal crimes and random betrayals. Arachne uses her art to 
unveil reality.

After both women finish, the public choose Arachne as 
the winner, as her carpet is “convincingly real”. Athene is furious 
and immediately seeks to destroy Arachne‘s carpet, acting like 
an angry child that destroys the object of desire in order to fully 
and finally possess it.
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She violently destroys the carpet and acts out the same 
unreflected rage and censorship that is critically shown on 
the carpet she destroys and depicted as symbolic rule in 
her own work. She repeats and doubles her own gesture of 
representational violence, which turns her carpet even more 
into a folder of simple propaganda. She acts like every agent of 
hegemonic power, who simply claims to be right by being right 
in an existing system that knows no outside critique, which is 
stronger and more powerful simply by tradition.

But Arachne bravely continues her ‚action art‘ and starts to hang 
herself publicly in front of her own carpet. She acts out a real 
crime scene in front of a woven crime scene using the same 
material - a thread - which is not a repetition of representation but 
a new life production of the presence of her work. With this public 
hanging scene, Arachne - as Belgian art historian Barbara Baert 
states - thus stays fully in her artistic medium: she continues 
threading. 

She takes a rope and puts it around her neck, she connects 
a thread with the body part that is in itself a physical tube, a thin 
and fragile connection between head and torso, a life cord that 
can easily be disconnected. 

Athene reacts again with rage and envy. She does not accept 
this heroic end: she sprinkles a magic liquid over Arachne that 
transforms the woman bit by bit into a spider. So she remains 
a spinner and weaver but in the shape of an animal.
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Let’s look into how Ovid tells of this slow transformation. It shows 
a clear opposition to the abrupt transformation of the Gods 
in order to blindside and betray humans. In this specific case, 
Athene uses poison in order to humiliate the great artist. This 
transformation happens slowly, step by step, as if also to abuse 
time. It is a public act of divine violence.

This is how Ovid narrates this transformation
„As soon as the poison had touched Arachne, her hair fell away, 
and so did the ears and the nose. The head now changed to a tiny 
ball and her whole frame shrank in proportion. Instead of her legs, 
there are spindly fingers attached to her sides. The rest is merely 
abdomen, from which she continues to spin her thread and 
practice her former art in the web of a spider.“

Arachne unifies characteristics and qualities that render her 
an activist and critical artist. A figure we need in a humanist 
and modern society. She produces and thinks her practice: her 
weaving is thinking the future. Arachne has a mission: her aim 
is to unveil reality in her art work. She weaves reality as it is 
becoming, she deciphers our world as a web of facts with holes 
and threads that have no stable ground, no single truth. She dares 
to fight against regulative powers and norms that always try to 
enter, control and determine artistic production. She produces 
her art in public and also radically publishes her art: she becomes 
her own public display; she is a performance artist. She does not 
hide in her workspace and weave alone; she opens her practice as 
process-based social work.
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Arachnophobia
According to a number of studies, the spider is among the top 
four or five most feared animals. It is obvious, however, that 
arachnophobia has few rational causes. Recent investigations 
have shown that people in Europe show less fear of being stung 
by a bee or a wasp (whose stings produce almost a hundred 
deaths by allergic reaction in Europe every year) than of being 
stung or bitten by a spider. The latter being a very rare occurrence. 
It might thus be considered that arachnophobia is foremost 
an irrational attitude, referring to dangers unknown.

Let’s recall an experience we all know:
When you walk through the woods or climb down the cellar stairs. 
When a spider-thread suddenly touches your face and you flail 
your arms in order to get rid of this invisible enemy. The Greek 
theoria originally means nothing other than seeing and in this 
sudden reaction to get rid of the cobweb, object and reaction 
come before visual recognition. One could read these incidents 
as an interruption and distortion of theory. On the other hand, it 
is this singular thread that also represents the visual domain of 
perspective of argumentation, lines of flight, statics, geometry, 
thus theory. Let’s twist this image:

As Barbara Baert mentioned in her lecture in the Emergence 
Room Berlin in August 2011, by ‚drawing the thread‘ of course is 
meant the suggestive dance of hand and spindle. This suggestive 
dance of the spindle, the rotating motion of the spindle, is in 
medieval iconography strongly related to the act of conception, 
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the spindle being a sign for the uterus. But then isn’t perspective 
and gaze in our actual understanding something rather phallic 
than uterine? Aren’t we still separating the gender in the regime of 
the visual, where vision is male and the object of the gaze female.

Then again, we capture images, an interior procedure of light 
on the fine net that is the mesh of the retina. There are no light 
beams coming out of our eyes; we catch light, we conceive and 
capture it much like the spider captures her prey in the net.

We would like to claim here that the artist is much like a spider 
creating material and immateriality with it. Their movements 
towards the unknown/the future is unforeseeable, as the artist 
has to assert form even before it exists. In this respect, 
composition could be seen as a female activity for a change, as 
the artistic act is conceptive and conceptual rather than creative. 
Thus, it is as an act of embodiment, uterine rather than phallic, 
and the artists’ dance is the one of hand and spindle, creating 
the thread of potentiality. 

I think I spider – Ich glaub ich spinn… 
We used this slogan for a folder of the Emergence Room Berlin 
in 2011; it is a funny expression because the verb ‚to spider‘ 
does not exist in the English language but in German ‚spinnen‘, 
to spider - means to become crazy, mad, and also self-aware, 
suddenly self-conscious. The spindle associates this movement 
of rotation, the sudden loss of direction.
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Let us stay for a moment with this idea of spinning and spidering 
and how the opposition of animality and humanity is connected 
with the process of transformation. What can spiders do that 
humans cannot and what makes us afraid of them and why do we 
from time to time really think we spider, we lose our head?

Arachne is decapitated (her head shrinks to a tiny ball), but 
she does not die. Step by step, she slowly changes shape so 
that the change can be seen and witnessed in time and space. 
She changes in resistance to what she will become. A physical 
transformance is publicly performed.

She has to remain an animal and animals do not create art, as 
we know. But animals have other qualities we fear and admire, 
that we adapt and translate. Arachne turns into a survivalist 
(Überlebenskünstlerin) because spiders are mainly characterised 
by their extreme purpose-oriented way of life.

Spiders belong to the group of animals that have most 
successfully spread throughout the world. They live nearly 
everywhere and they have existed for millions of years and 
populated all biotopes. All spiders are hijackers. They set traps, 
they take cover, they hunt and rob like pirates the goods of other 
animals; they even set on other spiders in their nets.

The spider’s most important sense is the sense of touch. Many 
species depend on the fact that their alarm threads indicate 
the entanglement of a prey in the net with tiny movements and 
also in complete darkness. 



132

Therefore, thousands of hairs are distributed on the spider’s body. 
Special hairs that are responsive to sounds cover their legs. They 
react to air streams and sonic waves.

So what is the special Arachnid skill of this hairy and thin animal, 
which both scares and seduces us?

The spider is able to produce threads from her own abdomen; it 
embodies an ultimate autonomous metabolism. It produces and 
reproduces its territory. That is its weapon to catch other animals. 
It sucks empty the captured animals and thus makes them 
disappear by devouring them in order to produce new webs. 

Spiders produce neither surplus value nor remains. The spider is 
the perfect substitutional economist, which barely exists anymore 
in the human world of globalisation and turbo capitalism.

Arachne is body, tool, place of production, weapon in one.

Of course, all these characteristics together anticipate already 
the phobia and disgust that we associate with these animals 
because they seem to be perfect autonomous machines, 
functioning in-and-of themselves. 

And the spider net - the web - becomes the threat to all sorts of 
wrong moves that you can possibly make. This is why in dystopian 
science fiction films the web, the labyrinth, and spider-shaped 
aliens, appear as symbols of a horrifying form of society.
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But we also desire and copy spider behaviour (not only in art).

I think the fascination of spiders is mostly our human fascination 
for webs and nets as a clear metaphor of strong interconnectivity, 
beauty and potency, a mutual interrelation within the world 
that I constructed and a functional, semi-transparent sharing 
of powers – and, of course, the obsession of total control and 
functional surveillance (I can sense what happens around me): 
the spider web is solid and fragile at the same time, visible and 
invisible; it easily reacts to environmental changes.

One recent example of a global Arachnid practice is - as you 
all know and experience - the creation of the worldwide web as 
a frequently used tool of time and spaceless communication and 
relation: it at least symbolises universal interconnectivity and 
endless exchange of all possible digital bits and bytes.

We also use more and more international networking as a new 
collaborative practice; cultural and artistic work that was before 
more strongly connected to individual people and places now 
appear distributed and partly dislocated because production 
means have to be shared or generated together; art processes are 
not locally bound any longer; they move inside already established 
networks. Like this, new maps and realities coexist like large thin 
spider webs. 

It is too soon to fully overview this development but I want to end 
here with the various meanings of the Latin word for net: capax. 
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It means not only web or net, but also capacity and capture at 
the same time. So the potential of every net - be it digital, cultural, 
political or social - is not only enabling new connections; it is not 
only linking people together, but also binding and keeping them 
inside a web that the user of the net can never fully overview. You 
can sense neither edge nor centre. 

The myth of Arachne (again)
Myths always speak of time, of appearance and disappearance, 
of destruction and of junctions, of transformation and sudden 
changes. They point to a permanent crisis in the friction of nature and 
culture, the human and the animal, work and industry, life and survival. 

The same frictions that provoke, stimulate and enable us 
to think differently about art, and in our case are a motor to 
think differently about choreography and composition, about 
the physiological experience, the living experience of time and 
space, to think of art and composition as a theatre of presence 
and not of presentation. 

In our work we want to point out that in order to experience 
choreography, one has to actively take part in it, to experience 
movement one has to fill choreography with life, which means to 
become involved with all the senses. 

The experience of passively watching movement - almost as 
image - is no longer enough in our vision of theatre as a complex 
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living environment. Our artistic aim is to invite an audience into 
a living environment and to create a theatre to spend time in 
together. So we are interested in the metabolic and generative 
potential of choreography and mythology, regarding them both as 
ever changing constellations of ideas, metabolic like a body and 
inviting for physical reformulation. At that point, it is not news that 
our artistic practice is connected to the practice of knitting. Not 
only the idea of it, not as a metaphor, but in the practice of knitting 
choreographies with and through others, to knit difference, 
to knit with several threads and several needles at the same 
time. Life always still needs to be knitted from the intentions of 
others or as an obligation to others to transgress narcissistic 
self-entanglement. This practice needs to develop from a shared 
and open source, not from an obscure labyrinth.

Knitting stands for life and complexity. It stands for text and 
texture; it stands for taking care, taking initiative, and not for 
the fear of difference. It is clear that difference is necessary in 
order that exchange happens. And difference does not exclude 
sharing, does not mean not to have things in common. Difference 
needs communication and thus community. And this might 
enable us to emancipate ourselves from the mere visual domain 
and from an actual understanding of theatre and choreography as 
a permanent producer of images.

“I dream of a theatre that invites mankind to go out with their 
bodies”, writes Antonin Artaud. 



And if we can spin an Arachnid concept of the future, we want 
to pick up his thread to invite an audience into the physiological 
experience of artistic environments; to create a theatre to spend 
time in, to explore the metabolic and generative potential of 
choreography. To work towards a future by demanding from 
choreography that it be unconditionally part of a theatre that 
requires partaking, production and responsibility from all involved.
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Map of questions
Marta Keil, Weronika Szczawińska

There is no concept of identity as such. When talking about identity, 
one should always specify and name the context; identities tend 
to be tricky when treated in general. Distinctions seem to be 
crucial in the process of framing possible areas of our work. It is 
always important to ask: what kind of identity are we discussing at 
the moment? For example – the identity of dance as an art form? 
The myth of national identities? The much-cherished dream of 
a private, authentic self? Are we discussing the various manifestations 
of this notion or the way they are performed by our societies?

What about the notion of the East and West or the former East 
and former West? It is definitely visible in the political, social and 
economic context of art production: the political and economic 
history of Europe greatly influenced the system of producing art in 
different countries. But does it refer in any way to artistic work – 
except its production context?

What is the link between the notion of identity and the concept 
of the past? How does it work in different cultural contexts?
Is it possible to redirect the connection towards the future? Or, 
rather, see identity in the perspective of the past, the present and 
the future?



How to cooperate in a group consisting of people from different 
backgrounds and avoid both superficial intercultural contact and 
a colonialist view?
How to help the artists establish the frame of their work without 
being intrusive?

What does it mean to be an Eastern, a former Eastern, a Western, 
a former Western artist? Is the concept of Eastern and Western 
Europe worth referring to in one’s artistic work? Is the notion 
of East and West applicable to the current situation in European 
performing arts? What does East and West actually mean? 
What is the local context of artistic work in these nomadic 
contemporary times?
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Notes on queer performance
Keith Hennessy 

Queer is a political and aesthetic tactic. It is a perspective, 
an identity and a tool. Queer is most problematic as an identity but 
still it works (occasionally) to inspire fresh practices of solidarity, 
resistance, mutual aid and love. Politically self-conscious LGBT/
queers mobilise their experiences as dissident fuckers and 
de-classed citizens to re-imagine and manifest the not-yet said 
and done. Failure can be generative. 

Queer failure is active resistance to hegemonic norms (gender, 
class, race, sexuality, body, fashion/drag). We all fail at being 
normal. Simultaneously, structural norms also fail to completely 
control or eliminate that which is queer. Queers delight in this 
failure or, to survive violent segregation, use this failure as 
material to reconstruct a life worth living (Halberstam).

“The state is a condition, a certain relationship between human 
beings, a mode of behavior; we destroy it by contracting other 
relationships, by behaving differently toward one another.” When 
early anarchist Gustav Landauer (1870-1919) wrote those words 
he could not have imagined the imaginal practices, 100 years 
later, of post-colonial feminists and anti-racist queers. The work 
continues – in the streets, in the studios, in performance.
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Queer performance is not really a genre. It’s more of an attitude, 
an attitude towards the body, especially its sex and gender, and 
how that body is or is not resonant with social norms and rules. 

Queer performance is also a historical marker, describing a wave 
of theatrical action, on stage and off, that emerged symbiotically 
with the massive action – visibility; struggle; celebration of 
queerness – during the first wave of the AIDS pandemic, aka the 
gay male AIDS times, from the mid-1980s to mid-90’s. Queer is 
also a weave of historical performance legacy, with no beginning 
and no end.

Queer is an alchemical détournement of insult and slander, 
of violence and rejection. That means queer is a magical 
transformation and recycling of the master’s tools. To perform 
queer is to embody, shamelessly, the shadows of a culture so 
colonised it can’t recognise its own losses and failures.

Queer embraces social disruption in favor of sexual liberation and 
that includes in the theatre, as well as in the streets, the family, 
the school and beyond.

A re-imagination of social relations is crucial to a life beyond 
the current financial dictatorship (Berardi). Value, worth, 
investment, spending, selling… the language of finance dominates 
the language of social relations and everyday life as the primary 
dialect for discourses of time, space, friendship, family, pleasure, 
leisure, art, play. Queer is a practice of economic resistance and 
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alternative imagination. A perspective that rejects hierarchical 
binaries and heteronormative economies reveals the depth, 
complexity and sheer banality of our role in the ideology and 
practice of global finance. Queering social relations, we attempt to 
dance, improvise, and choreograph outside, against, alongside, or 
underneath, neoliberal capitalism.

My work is queer because I found my performance voice in 
the 1980s and was deeply influenced and inspired by the cultural 
explosion of that gay old time. My work continues to be queer 
because it celebrates and/or investigates genderqueer and trans 
theory and practice, faggotry, lesbian theory, camp, desire, shame, 
abjection, loss, LGBTIQ solidarity, and is always on the lookout to 
eradicate images of misogyny, heterosexism, white supremacy, and 
other deeply embedded and embodied shit that makes us less free.

My project Turbulence (since 2011) is a laboratory for 
anti-capitalist and non-capitalist, queered social relations. We 
accept our failure as a political theatre collective. We produce 
and reproduce while critiquing both production and reproduction. 
We play within economies of queer friendship using gifts, fake 
healing, shared dancing-singing-reading, improvisation, heart 
circles, direct action and representation, cheap costumes, and 
mutual witness. We nurture social relations we have previously 
neither experienced nor envisioned.

Queer performance is a utopian fantasia. It fails, but it fails 
fabulously.



Drawing: 
queer – utopia – failure (institutional critique / undercommons)
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Identity in Greece in the 
context of economic, social 
and political crisis 
Natasha Hassiotis

The most recent history of modern Greece has known many 
points of disillusionment. There are many reasons, which 
are not to be examined here, but at least one of them can be 
mentioned. It has to do with internal politics and the perception of 
the country by its politicians and inhabitants alike in the collective 
imagination. In its post-colonial, post liberation times from 
the Ottoman empire1, Greece strove to find an appropriate 
identity – and this was not too hard to decide upon, as there was 
ancient Greece as well as the Byzantine empire to draw upon; 
the most difficult element was to create appropriate structures 
in order to live up to the standards of a supposedly modern 
state. Greece turned to military campaigns against its former 
aggressor, Turkey, while other campaigns took place in order 
to liberate parts of Greece from neighboring countries, such as 

1. (Most) Historians and political scientists argue against the idea of 
the Ottoman Empire being a colonial power, but I would insist on this 
mainly based on the effects on life in this country, which have a lot 
in common with other ex-colonised countries around the globe.
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Bulgaria. The country dangerously lost opportunities to create the 
infrastructure necessary to face challenges that, if successfully 
met, could have elevated quality of life and secured its position 
in a fast-changing world. Not to forget that external factors and 
the two World Wars took their toll on the precarious economy and 
path to development of a new state which, in the course of its first 
100 years of independence, faced bankruptcy, control by the 19th 
Century equivalent of what today is the IMF, two victorious Balkan 
wars, two catastrophic defeats in campaigns against the Turks 
(1897 and 1922), the influx of 1,500,000 refugees from Asia Minor 
and numerous dictatorships.

With all this in mind, let us now examine the issues that arose 
during the outbreak of the economic crisis. Since December 
2009, when the amount of debt that Greece reached was 
publicly admitted by its (then) socialist government, and with the 
economic crisis spreading and affecting countries renowned for 
their strong economies, things changed rapidly in the country, 
causing, among other problems, a crisis in identity. To better 
phrase it, one could say that the economic crisis shook previously 
acquired identities that were established after WWII and the civil 
war that followed (1946-1949). It prompted a new rhetoric of 
violence and political irredentism by the Left, which had not been 
articulated as such before, counterbalanced by a violent (openly 
or not) rhetoric of the extreme Right, focusing on a Greek identity 
filled with appealing heroic characteristics that the ‘Hellenic race’ 
had shown as inherent traits, in all the difficult moments of its 
long history. 
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In a way, it can be argued that the crisis opened up extremist 
discourses that had been silenced for decades, and which tore 
at the country and public opinion for years (and in a way they 
still do) with their debatable logic. On the one hand, the media 
of the Left would speak about the failure of the capitalist system 
and the deep corruption of Greek politicians, calling for reforms, 
but for reforms that would be ‘hellenicised’ at their core, made 
to bear distinct features relevant to the deeply democratic and 
humanitarian nature of any Greek, away from the austere, hostile 
measures imposed by the West; the West as evil and personified 
by Germany. According to conspiracy theories, abundant during all 
those terrible years, the austerity measures, which were equivalent 
to the measures during Occupation in WWII, were deliberately 
devised by ‘dark minds’ in German ministries. An effort was made 
to equate both eras, that of the 1940s and of today, especially as 
poverty struck after heavy taxation and austerity measures taken 
by the IMF intervening in order to bail Greece out, the latter having 
signed two memorandums in which the country guaranteed 
structural reforms and the paying back of loans with interest. 
An outbreak of violence was not only tolerated, but indirectly 
advised by the Left, as the only and final measure against 
oppressors, whether foreign or their Greek collaborators. 

Surprisingly so, the rhetoric of the extreme Right did find refuge 
in similar ideas and images of Greek people as enslaved by 
the shameful Westerners/Germans. Traditional heroic and 
nationalistic imaging prevailed here, and despite similarities in 
the choice of the ‘enemy’, or the justification of violent practices, 
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the dividing lines between the two ideologies did not cease 
to exist. Nonetheless, both sides embraced the discourse 
of the need for an uprising against the treacherous West. 

The rhetoric of the Left was mainly represented by 
the Communist Party, which remained faithful to its long-standing, 
repetitive strategy of total negation and no acceptance of 
capitalist practices and the need of the ‘people’ to get rid of its 
bourgeois government. The political party that mainly expressed 
these ideas of the Left was Syriza, a combination of various 
political components, from Green party members and extremist 
leftists to ex-Pasok (Socialist Party) members. In its wide 
spectrum, many found refuge and an opportunity to express ideas 
that would never have been tolerated before. The extreme Right 
was represented (and still is today, although most of its members 
are imprisoned and awaiting trial) by the Popular Association 
Golden Dawn, a political party which aspired to the rebirth 
of a clean, Orthodox Greece, with an austere immigration policy 
and a nationalistic-patriotic-militaristic agenda. 

The rhetoric on both sides strove to uplift the spirits of a country 
in recession, self-doubt and depression, brought about by political 
and economic failure, ugly exposure and coverage by international 
media, poverty, austerity measures and over-taxation. They both 
turned to Greek history, recent or antique, to find examples that 
could act as role models to follow. The Left turned to defeat, 
the Right turned to victory, in order to create a feasible scenario 
for acting under pressure. Thus, the Left opened up the floodgates 
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and gave voice to its rage of decades after the end of the civil war 
- a term, it should be noted, that was never admitted by the Left, 
which called this period the ‘Second Partisan period’. The extreme 
Right resorted to a nationalistic narrative, which was the core 
of its ideology. It is therefore the cohesion and unity of Greek 
society and its multi-layered identities that were at stake under 
all these powerful discourses, which appeared with the economic 
crisis, while they showed that assimilation and integration 
of opposing political forces within modern Greek society had not 
taken place as successfully as previously thought. It is therefore 
worth observing that two opposing ideologies with a long 
history of polemics between them were the main paths through 
which narratives aiming at consoling the nation for its present 
hardships were those which articulated more strongly the voices 
‘of the oppressed citizens’; ‘of the oppressed Greeks’. 

Within the maelstrom of the current crisis it is difficult to 
historicise our experience and hope for a more objective opinion 
on the reasons behind this rhetoric and the agendas of specific 
social groups that expressed (and still express) such rhetoric. 
Syriza is a coalition of forces and groups with different identities, 
means, practices and political agenda, with the majority of its 
components coming from Pasok (the socialist party); these 
members who left Pasok for Syriza were among the hard-core 
members of old Pasok, tied to views of a protective state, 
syndicalism and an untouchable public sector. It would be 
interesting to see what Syriza would do if these party members 
left it for another association and what type of identity they would 



propose, or what rhetoric would be adequate in a future that has 
become a little better. As for the Golden Dawn political party, its 
parliamentary members are currently imprisoned for committing 
violent acts, and its voters are laying low at the moment. Both 
strove to uplift the spirits, projecting an agenda that could be 
named reformed patriotism – Syriza; and ‘militarist patriotism’ 
– Golden Dawn. Both embraced the heroic as it is perceived in 
the collective unconscious, via narratives of courage and deeds 
‘suitable to a Greek.’ It was left to the imagination to fill in what 
was missing from the two powerful discourses that prescribed 
actions, seen by many Greeks as ‘the path to discord via rhetoric 
of hatred not only towards the Other, but towards Greeks alike’.
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European identity and the politics 
of remembrance (excerpts)
Chiara Bottici

1. An identity without memory?
The topic of European identity has been the object of a lively 
debate in the last decades. Whilst some advocated the need 
to consider the political identity as one of the conditions 
of legitimacy of the European institutions,1 others have rejected 
the concept altogether as a vague and unclear notion invented 
to induce a sense of community that is missing.2 The critics 
of the concept are right in pointing out that the notion has been 
coined in order to problematize something that was perceived as 
missing, or at least as too week. Indeed, the very notion of identity 
denotes more of a problem than a reality.3 It is in modern times, 
characterized by the transition from communities based on 
face-to-face interaction to bigger societies based on abstract 

1. F. Cerutti, ‘A Political Identity of the Europeans?’ Thesis Eleven 72 (2003) 26-45.

2. B. Strath ‘Methodological and substantive remarks on myth, memory and 
history in the construction of a European Community’, German Law Journal 
Special Issue vol. 6/2, (2005) 261. I have analysed this debate and argued for 
the need to use the concept of European identity more extensively in C. Bottici 
‘Europa, edentità e legittimità’, Annali del Dipartimento di Filosofia (2006) 5-23.

3. C. Bottici, Philosophy of Political Myth, Cambridge 2007, 227-245
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relationships among individuals who are mutual strangers, that 
the notion started to emerge.4

If this is the case, than we should agree with Eder that, for 
a supranational and complex polity such as the European one, 
we need more collective identity rather than less. As he observes, 
the notion of collective identity is helpful for analysing social forms 
no longer based on direct social interaction, but on cultural (and 
I would add political) techniques that establish sociality beyond 
direct social interaction.5 The more complex societies are – and 
the society emerging within the EU is certainly much more complex 
than the national societies of which it is composed – the more 
a collective identity that compensates for the lack of direct 
relationships among people is needed.6 In a society of monkeys, 
there is no need for collective identity because social interaction, 
and nothing but social interaction, is what creates the unity of this 

4. On this point see C. J. Calhoun, ‘The infrastructure of modernity. Indirect 
social relationships, information technology and social technology’ in: 
H. and N.J.S. Haferkamp (eds.), Social Change and Modernity, Berkley CA 992, 
205-236, as well as Calhoun, ‘Social Theory and the Politics of Identity’ in: 
Calhoun (ed.), Social Theory and the Politics of Identity, Oxford 1994, 9-36

5. K. Eder ‘Remembering National Memories together: the Formation 
of a Transnational Identity in Europe’ in: K. Eder and W. Spohn (eds.), 
Collective Memory and European Identity, Aldershot 2005, 204

6. Ibid. 197. In this sense it is not an illusion as Eder argues later on (Ibidem 
204). It is certainly a product of imagination in the sense of Anderson’s 
Imagined Communities (1983), but not, properly speaking an illusory 
one, at least as far as we do not dispose of experiments to falsify it. 
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group.7 In the case of Europe, where there is not even a common 
language as medium within which a social interaction can take 
place, a collective identity is needed even more. 

Eder is mainly interested in collective identities in general. 
The focus of this work is on political identity in particular, as 
distinguished from cultural identity. However much the two can 
at times overlap (as it is the case in the model of the nation-state) 
we should nevertheless keep the distinction at the analytical 
level.8 This is necessary in order to avoid the culturalist fallacy, 
the attempts to reduce the identity of the members of a polity 
to their cultural commonalities. Such a fallacy is not only 
misleading, because it can be the case that a group shares 
a feeling of attachment to a given polity notwithstanding their 
cultural radical differences, but is also problematic because it 
may suggest policies of cultural homogenisation as a necessary 
condition for the pursuit of a collective identity. This, however, 
does not mean that the cultural and political identities are in 
reality separated. As we will see, it is rather the case that most 
of the times they are so intermingled as to make it impossible to 
say where one ends and the other begins. 

What are possible routes for the creation of a political identity 
in the case of a sui generis polity such as the European one? 

7. K. Eder ‘Remembering National Memories together’ in: 
Collective Memory and European Identity 203

8. C. Bottici ‘Europa, edentità e legittimità’, Annali del 
Dipartimento di Filosofia (2006) 5-23
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Conceptually speaking, we can distinguish between two 
possibilities. The first is a political identity without a collective 
memory. It means sharing a feeling of belonging to a given polity 
without needing to share a narrative of the past. The emerging and 
widening range of European interest is provoked by and provokes 
institution building that, in turn, affects European citizens’ sense 
of belonging.9 The later includes not only a sense of belonging based 
on a commonality of interests, but also a process of identifications 
with certain political values and principles. As Cerutti put it, 
political identity is a set of political values and principles in which 
the members of a polity recognise themselves as ‘we’.10

The second possibility is a political identity rooted in a collective 
memory, here understood, formally speaking, as an act occurring 
as soon as two people share a memory.11 Those who share this 
collective memory might range from those who have experienced 
the past personally to those who share a sense of relevance 
regarding this past for themselves. A core group can then try to 
impose this definition on others as well as exclude others from 
taking part in this memory, whilst other groups may contest it. 
In this case, the political identity is based on a (at least partially) 
shared narrative of the past.

9. European citizenship is currently defined by Article 8 
of the Treaty of Maastricht which defines a European citizen 
as being a full citizen of one of its member states.

10. F. Cerutti, ‘A Political Identity of the Europeans?’ Thesis Eleven 72 (2003) 28

11. K. Eder ‘Remembering National Memories together’ in: 
Collective Memory and European Identity 205
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At this stage of the argument, the question may arise as to 
whether the two above-mentioned models are really separated. 
In other words, is it really possible to have an identity without 
memory? Doubts may arise on two levels: conceptual and 
empirical. Conceptually speaking, it seems very difficult to define 
identity without considering the concept of narrative12. If we 
define political identity as a set of political values and principles in 
which the members of a polity recognise themselves as ‘we’13 one 
may always ask what constitutes the same (or idem) out of a set 
of otherwise dispersed acts of recognition. The most obvious 
answer is to say that political identity is the result of series 
of recognitions by relevant others as well as by ourselves. There 
must be a sort of act of recognition in a given narrative that 
unifies all the individual acts of recognition. As Pizzorno noticed, 
identity is a story of recognitions.14 Thus the set of elements, 
values, principles, symbols, and so on, in which we recognize 
ourselves as a ‘we’ can only constitute a political identity on 
the basis of a given narrative, which is also the basis on which we 
are recognised by others. 

This narrative can either be all turned towards the past or 
projected towards the future. This distinction obtains at 

12. On the conceptual relationship between identity and 
narrative, see also M.R. Somers ‘The narrative constitution 
of identity’, Theory and Society, 23, (1994) 605-649

13. F. Cerutti, ‘A Political Identity of the Europeans?’ Thesis Eleven 28

14. A. Pizzorno ‘Risposte e Proposte’, in: D. Della Porta, M. Greco, and A. Szakolczai 
(eds.) Identità, scambio, riconoscimento. Saggi in onore di Alessandro Pizzorno. Con 
una risposta e un saggio autobiografico di Allessandro Pizzorno, Bari 2000, 197-246
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the conceptual level, but in fact political identities are always in 
between the two. Not only the reconstruction of a relevant past 
is subordinated to the construction of an identity in the future, 
but also the vision of the future is dependent on a certain view 
of the past. There cannot be a narrative of the future which has 
the power to uphold a specific political identity which is not 
based on a certain view of the past. In other words, the answer to 
the question ‘where do we want to go?’ presupposes the question 
‘where are we going to?’ which is based, in its turn, on a certain 
answer to the question ‘where are we from?’.

Furthermore, on the empirical level, to keep the two models 
separated means overlooking the important fact that once 
people start interacting within political space they are led to raise 
the question ‘who are we?’ and ‘who have we been?’. Even people 
interacting in a market space – let us admit for a moment that 
Europe can be reduced to this – are induced to raise such questions, 
in particular when facing people who do not speak the same 
language and that appear to be different. As we will see in more 
detail, it is in the most salient political moments of the European 
construction that Europeans are let to go back to their past and 
mobilise it in order to provide meaning to their present.

If Europeans look at their past, how do they recognise 
themselves? Europeans can not but recognise themselves 
aa former enemies. The image of the European wars, and in 
particular the Second World War, is extremely strong in perception 
of the past by European citizens. The Europeans’ perception 
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of the past cannot simply reproduce the national triumphal 
models of collective learning. The proportions of the catastrophe 
represented by the Second World War are such that the European 
collective memory cannot directly build on a triumph, but has to 
start from a catastrophe.15

2. From collective memory to collective 
remembrance.
Different authors have criticized the very idea of a collective 
memory as a spurious notion. For instance, the historian 
Reinhart Koselleck observed that only individual human beings 
can have memories, so that every use of the term ‘memory’ 
beyond the limits of the individual mind should be rejected as 
misleading metaphor and replaced by more appropriate terms 
such as tradition or historical consciousness.16 The concept 
of collective memory is suspected of a primordialist connotation, 
of presupposing a sort of collective soul or spirit of a nation.17 
Individuals, not nations or societies, remember. 

Yet, the sustainers of the concept of collective memory, starting 
with Maurice Halbwachs, never meant ‘collective memory’ to 

15. B. Giesen, Triumph and Trauma, Boulder 2004

16. R. Koselleck, ‘Gebrochene Erinnungen? Deutsche un polnishe 
Vergangenheiten’. Jahrbuch der Deutschen Academie fuer 
Sprache und Dichtung, Göttigen 2000, 19, 20

17. K. L. Klein ‘On the Emergence of Memory in the Historical 
Discourse’, Representations 69, (2000) 127-150, 135
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be a metaphor or the reified memory of the collective – be it 
the nation or the race. With the term mémoire collective Halbwechs 
wanted to point to something which phenomenologically happens 
when we remember, the fact that when we remember we always 
recall the view point of a given social group through whose eyes we 
see the event.18 By criticising Bergson’s individualism, Halbwechs 
wanted to emphasize the fact that all individual memories are 
socially framed. Collective memory is not simply the sum of 
the individual memories, not is it independent from them. Memory 
does not exist outside of individuals, but it is never completely 
‘individual’ in its character. It encompasses the individual 
memories but remains at the same time distinct from them.19

The critics of the concept of collective memory are right in 
reminding us that it is ultimately individual human beings who 
remember. We live in the epoch of a ‘memory boom’. Not only do 
we have days to celebrate events of the past but we even have 
a day (27 January) to remind us to remember. The memory boom 
may have led to a variety of abuses of the concept, particularly as 
related to societies and collectives: social memory and collective 
memory are indeed said to be everywhere, from politics to food. 
Yet the use of the concept of collective memory can be defended 
on three levels: empirical, philosophical and epistemological. 
From an empirical perspective, the critics of collective memory 

18. M. Halbwachs, The Collective Memory, New York 
1980, (La mèmoire collective Paris 1997)

19. Ibid. 51
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neglect the performative impact of the act of remembering. 
When someone remembers something and expresses it through 
language she has an impact on her audience which can in turn be 
the subject of other acts of remembering. This can be a person 
who shares the same experience of the past, or simply agrees 
on its relevance, and is therefore willing to frame it in the same 
way. This is a sufficient condition, formally speaking, to talk about 
a collective memory. As a consequence, the term ‘collective’ does 
not presuppose any sort of collectivist or nationalist connotation, 
but simply indicates a collection of individuals. 

Second, on the philosophical level, the concept can be defended 
by recovering Ludwig Wittgenstein’s famous argument against 
the possibility of a private language (see section 243 of his 
Philosophical Investigations).20 By ‘private language’, Wittgenstein 
meant a language that a person could use to give expression to 
his own immediate inner experience without it being possible 
for another person to understand it. Let us suppose, with 
Wittgenstein, that for example, I want to remember the recurrence 
of a certain sensation and I decide that I will write the sign ‘S’ each 
time this sensation recurs (section 258). 

But how can I discern this sensation? Of course, Wittgenstein 
replies, I can give an ostensive definition of it: concentrate my 
attention and point to it inwardly. But what, he goes on to ask, can 

20. L. Wittgenstein, Philosophical Investigations, (1975) Oxford 
Blackwell, (1995 Philosophische Untersuchungen, in Werkausgabe, 
Frankfurt am Main, Suhrkamp, Bd. I 225-581)
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guarantee that I will recognize it it the future? This is not to say 
that I cannot have a memory of this sensation. It means that I can 
have no criteria for the correct association of that sign ‘S’ with 
this particular sensation, so that whatever association appears as 
right to me can be defined as ‘right’ (section 258). It is a situation 
similar to that of someone saying ‘I know how tall I am’, and, by 
putting his hand on top of his head, believes that he has proved it 
(section 279). The point is that a measure has to be independent 
from that which measures it,21 and therefore it is impossible 
to control the association of ‘S’ with a certain object if it is not 
inserted in a (public) language.

By criticizing the idea of a private language, Wittgenstein did not 
mean to deny the possibility of individual memories or of their 
communication. Inasmuch as we are, have been, and will be 
engaged in language games in which the expressions of our 
inner experience and memories are at stake, we also learn how 
to express them. I can certainly have my own personal memory 
about a given event, based on the memory traces registered by 
my brain, but once these traces are encoded, that is, translated 
into a series of words, they are given a meaning, and meaning, 
to put it in Wittgenstein’s words, is always the result of a series 
of collective language games. 

Third, on an epistemological level, there is another problem 
with the critics of collective memory. As Paul Ricoeur recently 

21. On this point, see also Wittgenstein, Ibid., 265
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observed, the notion of collective memory can be placed 
under the category of metaphor of analogy only through 
a fallacious approach to the concept of memory that focuses on 
the question ‘who’ (‘qui’) instead of ‘what’ (‘quoi’). The Western 
philosophical tradition has privileged the ‘egologic’ side (côté 
égologique) of the experience of remembering and, for this 
reason, has at best considered the concept of collective memory 
as an analogical notion.22 On the contrary, as he has shown 
in his work, a much more promising approach is that which 
focuses first of the questions of ‘what’ is remembered and 
only thereafter turns to the question of ‘who’. The underlying 
assumption is the insight that Ricoeur derives from Husserl’s 
phenomenology according to which a consciousness is always 
a consciousness of something. 

The question of ‘what’ is remembered is directly associated 
to that of ‘how’ we remember. A crucial result of Riceour’s 
inquiry is the distinction between an active and a passive act 
of remembering, that is, what Greeks used to call anamnesi 
and mneme, respectively. To remember something can be 
a completely passive act, as when we say that ‘something 
came to my mind’, but it can also be the result of an active act 
of research. To remember can be to ‘have’ memories or to look for 
memories.23 And, as we will see, it is this active side of memory 
that is important when it comes to the construction of a political 

22. P. Ricoeur, La mémoire, l’histoire, l’oubli, Paris 2005, 3ff

23. Ibid. 6.
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identity in the present – and it is this active side that critics of 
collective memory overlook when they see in it a metaphysical 
hypostatisation.

As a way to avoid the misunderstandings generated by the 
concept of collective memory and to insist on this active side, 
I propose to follow Winter and Sivan and use the concept 
of collective remembrance. They focus on remembrance 
precisely to avoid the shortcomings of the concept of collective 
memory and to emphasize activity and agency in its place.24 They 
consider collective remembrance as the product of individuals 
and groups who come together not necessarily at the behest 
of the state or any of its subsidiary organisations, but because 
they have to speak out. In other words, whilst memory can 
be understood as denoting an object, remembrance always 
designates a process. 

Within the contemporary European context, the concept has also 
the further advantage of not assuming as given any relationship 
between the acts of collective remembrance and the dominant 
forces of a given polity. Whilst the term of collective memory can 
come to suggest the idea of an entity that is already given, be it the 
ideology of political institutions or the mental furniture of a given 
population (what the French could call mentalités), the term 
remembrance always denotes a process rather than an object. 

24. J. Winter and E. Sivan (eds.), War and Remembrance in 
the Twentieth Century, Cambridge, 1999, 9ff
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The question remains therefore open as to what role these acts of 
remembrance play within a given social and political context. And 
this is the question that I want to address by analysing what I will 
call ‘the politics of remembrance’.25

With respect to a traumatic past event, as the Second World 
War certainly is, there can be either a need to remove it or to 
speak up about it. It is with the passage of time, when trauma is 
decoupled from its psychological foundations, that the events 
of a traumatic past can become an issue on the public agenda.26 
This is the reason why, according to many, it is in subsequent 
generations (starting from that of grandchildren) that a traumatic 
past has more chances to be elaborated. This holds not only 
for the victims’ community, but also for its complement, 
the community of perpetrators from previous generations27. There 
certainly is an ethical side to engaging in acts of remembrance 
of the victims of war. This is what Margalit tried to convey 
with his idea of an ‘ethics of memory’.28 However, what I want 
to emphasize in this work is the political role that these acts 

25. I am using here the term ‘politics’ in the wide sense of whatever pertains 
to the polis, to the life of a community (N. Bobbio ‘Politica’ N. Matteucci 
and G. Pasquino (eds.) Dizionario di Politica, Torino 200, 800-809)

26. On the relationship between trauma and collective identity 
from a sociological perspective, see J. Alexander et al., 
Cultural Trauma and Collective Identity, Berkeley 2004

27. B. Giesen and K. Junge ‘Historical Memory’, in G. Delanty and E. Isin 
(eds.) Handbook of Historical Sociology, London 2003, 35

28. A. Margalit, The Etics of Memory, Cambridge MA 2002



of remembrance play in the context of European integration, 
and, in particular, the role they play within the process of identity 
building. 

Excerpts from: Chiara Bottici, “European identity and the politics of remembrance”, 
in: Karin Tilmans, Frank van Vree, J. M. Winter (eds), Performing the Past: Memory, 
History, and Identity in Modern Europe, Amsterdam 2010, pp. 337-344
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Cooking a Bosnian Pot 
(recipe not included)
Nevena Planinšek, Bosnia and Herzegovina

There is a traditional dish called ‘Bosnian pot’ which is nicely 
described in Wikipedia: ‘Bosnian Pot (Bosanski Lonac) is 
an authentic Bosnian culinary specialty, appreciated for its 
rich taste and flexibility. It is impossible to define the recipe 
for Bosanski lonac, as there are many variations, but the main 
ingredients are mostly the same.’1 

My family roots are from a geographical area which is today 
inside the borders of what is called Bosnia and Herzegovina. I was 
raised with a Yugoslavian identity, ‘in brotherhood and unity’, as 
the country’s motto read, and was taught to appreciate everybody 
on a human level, regardless of status. After the war in the 1990s, 
I became a member of that minority group called ‘Others’ (with no 
constitutional rights), as there is no specific name for a product 
of the Bosnian pot - although, once, during high school, I was 
for some time a self-proclaimed Tomato. We had to say which 
precise ingredient of the Bosnian pot we were so that they could, 
when they figured out the percentages of ingredients, in the same 

1. http://en.wikipedia.org/wiki/Bosnian_Pot, visited: 10.10.2014.
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percentages put the writers of different groups in our school 
books. As we have a wonderful writer from B&H who is a Tomato 
and as there are not many Tomatoes, I thought about proclaiming 
myself one, so as to help future generations have the opportunity 
to read his valuable works. I was also a proclaimed Pepper for 
some time, as I could gain substantial administrative benefits 
for being a Pepper. In my brotherhood and unity mindset, being 
a Tomato or a Potato doesn’t matter, as long as we respect each 
other. So in protest against this whole pot thing, for some time 
I was also a proclaimed Avocado, though Avocados obviously 
don’t grow in B&H and anybody could see that I’m lying.

Having said a little bit about the author, who has been working in 
contemporary dance for the past seven years, just a year or two 
after this art form came to B&H, let’s look at the general context in 
which contemporary dance exists today in B&H.

From the social point of view
B&H is a traditional, rather closed country, which had a major 
demographic change brought by the war in the 1990s, when 
many intellectuals left the country and cities became populated 
by people from villages. It is a country where in 1994 it was 
shameful for a man to have long hair (my brother was in constant 
danger of being beaten up), where in 2004 it was shameful for 
a woman to dance in the street (there was a dance video being 
filmed, and the female dancer cancelled at the last moment, 
fearing the reactions of family and friends), where in 2014 it is still 
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shameful for anyone to be too different. It is a small, poor country, 
with the population a large city (around 4 million), where within 
a few minutes of talking to somebody one can realise that they 
are related or at least a friend of a friend. Bosnians are known for 
their warm hearts and hospitality, living in a small place which 
feels like a big family. Every coin has two sides, family as well – it 
sometimes sticks its nose where it shouldn’t, so the country can 
be a frustrating, judgmental environment: ‘blood and honey’, as 
the translation of the word Balkan says.

Political landscape
Political parties are mainly concerned with positions (the same 
people taking turns in different government bodies), good salaries 
(in the last few elections, the first law which every new government 
passed was for pay rises for themselves), nepotism and fighting 
for national identities. The rest comes in the service of these 
four. So B&H is a place where nothing is possible and anything 
is possible – provided you have the right number to call. You 
can have a university diploma overnight, get an appointment for 
an operation in half an hour (while others wait several months, 
if they survive), get a good job with a good salary in the best 
company, get a driving license, even if you don’t know how to drive. 

Arts and culture, like many other even more vital issues, are not 
a priority for political parties. We don’t have cultural policies, only 
several laws inherited from Yugoslavia. Culture is not supported 
properly (in the past few years, the National Museum, National 
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Gallery, National Library and others have closed). Crucially, 
a complex administrative system costs 2 billion euros per year 
(several times higher than the European average), for more than 
60,000 employees (compared to around 30,000 employed by 
European Union bodies2). 

Public vs. independent
Frankly, public institutions in the performing arts (which are few) 
mostly don’t really support contemporary dance. My interaction 
with leading artists and managers from this field has been quite 
interesting, from ignoring important events (even if they are 
happening in their own venue), to forbidding members of these 
institutions from attending contemporary dance events, so as to 
squeeze out financial gain or some other intellectual or artistic 
property. The rules of a capitalist society are operating and my 
somewhat idealistic approach of enthusiastically trying to develop 
something refreshing and exciting didn’t really work. I wouldn’t 
blame everything on the system and surroundings, but they 
definitely influenced the development of my work in contemporary 
dance. The independent scene was the only alternative.

Question of national and religious identity
This is a touchy one and many different opinions exist. Here is 

2. http://ec.europa.eu/commission_2010-2014/sefcovic/
administration/index_en.htm, visited: 5.10.2014.
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mine. B&H was over the centuries, due to its specific geographical 
position, a crossroads for many different cultures: Illyrians, Celts, 
Romans, Alans, Huns, Slavs, Turks, to name but a few. They mixed 
and fought, and then again mixed and fought, and again mixed 
and fought. The land has seen many borders moving around, as 
well as many empires going through and over it. The result is that 
people from this area have a very pure genetic code - at least, 
that was what we were taught during our biology classes. More 
or less, it is a people of very similar origin, and after the splitting 
of Yugoslavia and during the war of the 1990s, again certain 
identities emerged, fuelling torture, rape, killing and hatred toward 
those who lived next door. We have to admit, it is not an easy 
task to determine or comfortably live one’s identity in such 
a complicated setting. Remember the Bosnian pot – impossible 
to define the recipe.

Financing in arts and culture
Why is the question of national identity so important? At 
the moment, in B&H it is popular to be a member of a certain 
group. According to a source from one of the Ministries which 
support arts and culture, who would prefer to stay anonymous, 
there are four names on the list of artists whose projects have to 
be supported. This source informed me that these four people get 
the majority of the money; the rest is divided among many who 
apply (who then have to have that important number to call), so 
that the leading group can have their own prominent, successful, 
mainstream artists. Not big news – if you look at the results 
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of public calls for financial support, this division can easily be 
calculated. The only surprise was that it is an unofficial order to 
be that way. Mainstream art and cultural institutions do not really 
let contemporary dance in, so the only option is the independent 
scene which, on the other side, can’t gain substantial financial 
support. No support for running and operational costs, only some 
small-scale funds (few thousand euros at most) for a project 
which can happen once a year. Independent donors are rare and 
there are brilliant examples in this category, but still – they are 
really few and their support is also mostly project-based.

Education
This one is short – there is no education in contemporary dance 
at any level. There are a few subjects in primary and secondary 
ballet schools that touch the surface and workshops organised 
rarely by the independent scene - and that’s it.

Human side
People from B&H are very warm and friendly - and sometimes 
a little bit too nosy. They like good humour and good food, and 
are ready to party at the drop of a hat. Their motto: ‘life is one, live 
it.’ As we have had so many wars, some say it’s in our blood that 
we don’t plan too far ahead, don’t hope too much for the future. 
This can be a great impetus to live life at its fullest, with passion, 
and surrender to its adventure, so it is a great place for artistic 
exploration. 
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On the other hand, it can produce a chronic short-sightedness, in 
some cases apathy and undue sentimentality. Short-sightedness 
in the sense of a saying: a bird in the hand is worth two in 
the bush, though those two in the bush are often 1,000 times 
more valuable. Apathy of a country which ranks high in suicide 
rates at the global level, with increasing rates every year. Undue 
sentimentality, when the ability to open the heart becomes a well 
without bottom.

As a result, we produce artists who have to go outside B&H 
for an education, if they have enough money; who have to 
have additional jobs and create their art in their free time, who 
sometimes turn down art projects because their other job doesn’t 
allow it. Artists who have to be fund-raisers, managers and artists 
at the same time; who have to fit conditions and requests from 
the donors’ side to gain such support, even if these conditions are 
the complete antithesis of their human or artistic interests. Artists 
who have to divide their attention, time, resources and energy 
between their art work and basic existential needs. 

Much more could be said about all these topics, but the priority 
list is quite clear:

1. have the right number
2. have a proper Bosnian pot identity
3. on account of that, try to get into a public institution and
4. survive.



If you are not interested in survival mode alone, try the other 
priority list and explore the diversity of experiences available 
and – good luck in pioneering this youngest art form in B&H!
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The Theatricality of Dance – 
Local Case Syndrome
Asen Terziev, Bulgaria

There is an issue that has remained unchanged throughout the 
last few decades and which I have come to think is specific to 
my country, Bulgaria. It is connected with the post-communist 
era: the years after the changes of 1989, when society began its 
long and continuous shift towards democracy and tried to break 
free from its totalitarian past and habits. Change abounded in 
the arts as a whole and in the performing arts in particular. As far 
as theatre is concerned, the 1990s remain widely considered by 
many in the theatre as the most exciting and fervent period of all: 
years full of innovation, unorthodoxy and daring experimentation 
with the exotic and forbidden fruits of the stage that came from 
the West. 

During this period, something new began to take shape on the stage. 
It was focused on the performing body and expressed itself through 
movement and the body’s sheer physicality. It looked like some form 
of modern ballet but was not; it sometimes used text and dialogue 
but was not drama. It was inspired by experience acquired from 
workshops abroad and private VHS copies of the works of Pina 
Bausch and DV8. It also crossed the border between what was 
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normally separated into theatre and dance. The works of some 
of the pioneering choreographers and dancers of that period 
(Mila Iskrenova, Gallina Borissova, Rossen Mihaylov and Tatyana 
Sokolova among others) began to be labelled ‘contemporary 
dance’, ‘tanztheater’, ‘movement theatre’, or ‘physical theatre’, but 
these same terms were also used to describe the works of people 
who came from the theatre – like those of theatre directors such 
as Vazkressia Viharova, Lilia Abadzhieva, Elena Panayotova and 
Dessislava Shpatova. No matter what artists, either from ballet 
or from theatre, stood behind and performed in them, all these 
performances were seen at theatre venues and theatre festivals – 
among them, the International Theatre Festival Varna Summer, 
which after 20 years is still one of the most popular contemporary 
dance events in Bulgaria. The move from classical ballet to modern 
dance to contemporary dance and performance, in all their variety, 
is typical of the European and North American stage in the second 
half of the 20th Century. Belatedly, it came to countries of the Eastern 
bloc as well. For Bulgaria, this phenomenon is unthinkable outside 
of its theatrical context. New dance and theatre in Bulgaria have 
become inseparably intertwined. Around 25 years later, when 
the form has developed so much and numerous new artists have 
emerged, the bond between dance and theatre exists as some sort 
of umbilical cord which, although severed, has left a birthmark. 

I cannot think of a single significant Bulgarian artist in 
the domain of new dance who has not been somehow 
connected to the theatre. The most familiar example would be 
the internationally acclaimed physical artist Ivo Dimchev, who 
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made notable appearances as an actor in several Bulgarian 
theatrical performances at the beginning of his career. His 
work is still marked by a strong sense for the theatrical, 
playfully exaggerating the face and voice, with the use of wigs, 
make-up and costumes. In his performances, Dimchev often 
takes theatricality to the very edge of the representational – as 
when he actually cuts himself and bleeds - but it still remains 
the predominant mode of his stage presence, even when the idea 
is to subvert it. A humorous example: when Dimchev performed in 
Sofia, his provocative and much talked about performance The P 
Project reached the point where two members of the audience 
had to go on stage and have sex in order for the performance to 
continue. One of them, suddenly aware of what he was getting 
involved in, meekly asked: “But do you mean for real?” Dimchev 
fired back immediately: “Now, don’t you see where we are? This is 
a theatre!” and the whole audience broke into laughter. 

A great deal of work by more established choreographers 
was characterised by the use of text, combined with a variety 
of costumes, props and role-play – for example, the plush animals 
from Gallina Borissova’s performances. The newcomers in dance 
(I have in mind those who emerged in the late noughties) are 
also not far away from theatre. The self-conscious and informed 
conceptual works of Iva Sveshtarova and Willy Prager from Brain 
Store Project explore theatricality and performativity by fusing 
representational modes and quotations from contemporary 
dance performances and installations. Zhivko Zhelyazkov (artistic 
director and co-founder with Atanas Maev of Bulgaria’s first centre 
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for contemporary dance – Derida Dance Centre) originally trained 
as an actor at the National Academy for Theatre and Film Art 
in Sofia. In his most successful choreographic works, such as 
Monocrossing and Mayday, dance dominates and is expressed 
through choreography which is physically very demanding for 
the performers. Yet, theatricality seeps into movement when 
words are spoken or when dancers start to resemble fictional 
characters for the audience to relate to. The same is valid for 
the work of the other two most critically acclaimed young 
dancers and choreographers from Bulgaria: Stanislav Genadiev 
and Violeta Vitanova’s work is also characterised by physical 
perfection, mastery of movement and various dance techniques. 
It also displays many theatrical motifs; last year, the duo received 
an award for their choreography in a theatre production which 
stood on its own – Hamlet at the National Theatre, where they 
staged the infamous Mousetrap as a dance performance.

Whether theatricality is a boon or burden to dance is a question 
often raised in theoretical discussions and forms of conceptual 
dance performances. What is undisputable, at least in Bulgaria, 
is that the one still cannot do without the other. The notion 
of theatricality brought into classical ballet and modern 
dance the desire for experimentation and a search for new 
means of expression. It could be said that the shifting ideas 
of theatricality created what we presently recognise and label 
as contemporary dance practices in Bulgaria. The difficult part 
is to envision what will come afterwards. What will appear 
nowadays, when theatricality itself is constantly under question 



as an artificial form of power relations between body and 
meaning, signifier and signified? The marriage between dance 
and theatre created interesting fluctuations of mutual attraction 
and repulsion and always posed a question of identity – where 
does theatre end and dance begin, and vice versa? Contemporary 
dance in Bulgaria is still weak in that identity point for serious 
reasons: lack of tradition, lack of substantial institutional support, 
and last but not least, lack of critical understanding. Therefore, 
I believe it is extremely important that events like the opening 
of the Derida Dance Centre (with its focus on training and 
residency programmes) and new festivals such as One Dance 
Week and Antistatic, as well as online theoretical platforms 
like New Dramaturgies, have appeared. Their role is to keep 
developing the two crucial sides of the dance equation: on one 
side the professionalism of the performers and on the other - 
the awareness of dance in society. 
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Contemporary Dance in Croatia
Iva Nerina Sibila, Croatia

Writing about Croatian contemporary dance with a focus on 
local socio-political support, in the context of the ‘Eastern Belt’, 
might seem a boring subject, if compared to similar topics in 
Macedonia or Bosnia; between the clear blue Adriatic Sea and 
the heroic city of Vukovar in the north east, there is a lively and 
strong dance scene. Most of it, naturally, is in Zagreb but looking 
at smaller scenes in Pula, Rijeka, Split Varaždin and Karlovac, 
the decentralisation tendency is visible. 

Dance artists have accomplished a great deal artistically and 
structurally over the last 20 years, in the time of post-war 
Croatian history. Today, we have continuous funding for dance 
at the state level, with a supportive Ministry of Culture, some 
local funding, freelance status that allows professionalism, 
two companies that provide minimum pay for dancers on 
a permanent basis, several dance festivals, publishing and 
a critical scene. The fact that, after many years of struggle, 
the first generation of students finally enrolled in the Dance 
Department of the Academy of Dramatic Arts in September 2014 
is of great importance. This ambitious BA programme introduced 
dance at the university level, making the dance profession equal 
to acting, music or painting in the eyes of academia.
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Sounds great – and if you visit Zagreb, there will be a lot of 
dance to see. Small scale productions, experimental bigger-scale 
symposiums, radio broadcasts, workshops: the place to be. 

In spite of many real achievements, Croatian dance and 
performing independent artists are mostly on the verge of 
collapse. The ongoing ‘shrinking funding’ issue is the most 
obvious reason, since in Croatia the economic crisis is nowhere 
near its end, with GDP constantly falling and funding for the arts 
with it. Shrinking funding is limiting the production scope to less 
than minimal conditions, shortening the life of each work, forcing 
everyone in the field to merge or transform projects, to balance 
the impossible, or to seek refuge in EU projects that have their 
pros, but a lot of cons as well. Our dance scene has been moving 
backwards for years, moving from developing professionalism 
to bitter DIY roots. Many artists are again self-producers, 
auto-managers, PRs, costume, set and light designers.

Looking at the brighter side again (and there is always one!), 
the new generations of dancers, coming mostly from SEAD and 
some from PARTS, are bringing new energy, fresh information 
and transforming – as children of each era do – existing frames 
further. 

Let’s leave for now the obvious problems and focus on more 
specific themes: on the so-called Croatian mentality or context, 
our mixture of Balkan melancholy, a touch of Austro-Hungarian 
efficiency, a lot of Mediterranean siesta, the war in the 1990s and 
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current brutal Capitalism. Considering dance art, one puzzling 
issue arises: for some reason, dancers and choreographers 
cannot achieve recognition and validation in the wider national 
artistic or cultural context. As if dance itself is the obstacle to 
its own validation. Even when choreographers are addressing 
relevant issues, even if their formats and aesthetic is coherent 
and lucid, even if ideas are provocative and strong, if it’s dance it 
stays on the edge of the cultural circle. 

Why is that? How can the same ideas in literature, visual arts or 
music be accepted as part of ‘Croatian culture’, attract public 
visibility and generate discussion in cultural and intellectual 
circles, while dance remains something that needs to ‘grow 
up’? Modern and contemporary dance have been present in this 
region from the beginning of the 20th Century. Between the two 
World Wars, there was an active educational and performance 
movement linked to Laban, Dalcroze and Duncan’s teaching; 
the School of Contemporary Dance based on Laban’s teaching 
opened back in 1954. In 1962, two professional dance groups 
were founded, one of them, still active. So I refuse to accept 
the argument that this field is ‘new’ and needs time to ‘mature’. 

The truth is that dance is often met with resistance or plain 
disinterest and described with Too much of (concept, movement, 
text, fun…) or Lack of (concept, movement, text, fun…). It can never 
hit the target and be appreciated and accepted as a work of art. It 
is always – dance. One of the reasons that contemporary dance 
is positioned on the edge of the arts scene, I suggest, is the lack 
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of appropriate conditions for professionalism in the ‘outer circle’ 
of the field: production, programming and expert discourse. 

There is a clear need for a stronger and more refined approach 
to curating and presenting performances at the national level. 
In Croatia, there are several dance festivals: the 30-year-old 
Dance Week festival, the innovative Platforma HR, the festival 
of dance and non-verbal theatre in Svetvincenat in Istria, and 
several smaller emerging local dance-fairs. All of them struggle, 
to varying degrees, with a lack of funding, with the pressure to 
present as many local artists as possible, with balancing their 
international connections, and with something rather vague – 
the expectations of the audience. This means compromising 
the final selection. Outside these few festivals, the opportunities 
for performing are scarce. The main venue for presenting 
dance, the Zagreb Dance Centre, has only one small and fairly 
inadequate performing space, so it can host only small scale and 
technically undemanding performances. Bigger-scale productions 
are guesting in different venues, melting into their repertory. 
Without a proper venue with clear programming, the visibility 
of contemporary dance will never come even close to the verbal 
theatre or music scene. 

The next issue that needs to be addressed is lack of professional 
conditions for dance theory and research scholarship. Again, 
there is the continuity of professional criticism inside dance 
circles and small publishing projects that are slowly plowing 
through the historical and archiving abysses. This is a firm 
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basis for further development, but that ‘development’ is still 
in the utopian future. In comparison to the academic fields 
of literary theory, visual arts theory or musicology, which produce 
an army of theoretical and analytical support, too many dance 
performances are left to describe, present and defend their 
aesthetics and poetics by themselves. 

In a recent roundtable titled Does the media like dance? in 
Zagreb, several influential cultural journalists, dance critics, 
festival producers and artists were present. The answer, almost 
the verdict, was obvious, even before the beginning: No, the public 
media doesn’t like contemporary dance. This was not a joke. 
The journalists argued that contemporary dance is too particular 
to be of interest to a wider audience and not communicative 
enough. They admitted lack of knowledge to properly present 
dance or translate the ‘language’ of dance for a wider audience, 
so they avoid it, rather than dig into the subject. Their suggestion 
was a pretty shocking one: that “dance artists themselves should 
be more articulate (and fun, charming, communicative…) in 
explaining, presenting and sharing their work”. 

Isn’t this precisely the job of critics, theoreticians, experts, 
intellectual ‘advocates’ of a certain art field? The suggested shift 
of this responsibility to artists themselves is rather a viscous one: 
the art speaks for itself, I agree, but art should be spoken about 
with expertise, versatility and passion. Otherwise, art works stay 
within a small insider circle, without the chance to reach further. 



What we face now in Croatia is a strong artistic scene that has 
to be protected, presented, analysed, criticised and documented 
in a much more complex way. To create conditions for a new 
generation of critics, scholars, programmers and producers, 
which can move in parallel to the artists. In other words, to invent 
new professional structures for this ‘outer circle’ of contemporary 
dance, in a time of on-going budget cuts, is crucial.
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Identity and Professionalism in the 
Czech Independent Dance Scene
Jana Návratová, Czech Republic

There’s a story that circulates amongst dancers. Two passengers 
on a train strike up a conversation. One asks the other: 
“And what do you do?”
“I’m a dancer.”
“I see. And how do you make a living?”

This may seem like a funny story, but it’s not a happy one. It 
attests to a serious problem in the Czech dance community – 
the shaky professional status of dancers in society. It shows that 
dance is not generally viewed as a job that a person can make 
a living doing, but rather as something voluntary and inessential. 
While this is a very old story, and much has occurred over time, 
the unstable status of professional dancers is unfortunately still 
a fact. How does this instability manifest itself? What are its 
effects? And is there any solution? 

Professionalism is a powerful concept in today’s world. It 
signifies something solid, an area of excellence, and presumes 
quality results. It is automatically associated with financial 
compensation and above all suggests a solid social status. 
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These are all attributes with which Czech dance, especially 
independent dance, is struggling. 

What is it that makes it so precarious? The first thing I can 
think of is the continuity problem. The performing arts are 
a field in which operating and personnel costs are high, a field 
that cannot be pursued in the privacy of the home in the way 
that literature or painting can. Investment in creative work in 
this country is provided in the form of arts grants, and these 
possess their own regular and ponderously arduous rhythm. 
Once a year, applicants are called to account and required again 
to demonstrate that there is an artistic vision and economic 
rationale to their work. Multi-year subsidies are virtually 
non-existent (except in Prague). 

For some dance companies, venues, and festivals, this repetitive 
regime is stultifying. Meanwhile, for new applicants the conditions 
may be an obstacle, too difficult to satisfy, and off-putting. 
Subsidies usually only cover a portion of a project’s needs, so 
only a minimum of people can be employed to work on a project. 
Working on a subsidised project (along with many others) is thus 
a task that absorbs all of their time. Consequently, they have 
little strength left to prepare and perform administrative work for 
the next project to ensure it is fresh, innovative and artistically 
meaningful. This is why even an established arts subject can 
submit a very poor project, which suddenly undermines its entire 
stability. Going through this routine, however, is essential in order 
to keep the subject ‘in the market’ and to ensure its continuous 
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development. It is necessary to undergo it and to fight even on 
an administrative level for future opportunities. 

The current concept of cultural and creative industries places 
art in a virtual relationship with other branches of the economy 
and business. Artists enjoy pointing out their economic 
profitability and its multiplying effects and highlighting art as 
a good investment. The big question: who rates and assesses 
it? Professionalism in ‘powerful’ sectors, in trade and services, is 
cultivated by competition and by the interest of customers - in 
short, by market conditions. In most cases, people in business 
have to work to sustain their business or company every single 
day and any mistake or shortcoming has the potential to be fatal. 
One might object that art is not business. But it can no longer be 
denied that art today is indeed subject to the laws of business. 
If we want it to be an emancipated part of life so that it is ‘taken 
seriously’, it needs to be run professionally and seriously at every 
level – from the art itself through to marketing. Its quality needs 
to be considered. 

Many dance subjects have already come to understand this fact, 
have taken responsibility for their professional status and have 
become structured firms, with separate artistic, administrative, 
media and other duties. They have ceased to complain about 
conditions and to preoccupy themselves with the fragility of their 
artistic existence and have instead begun to create and operate 
as businesses. The results speak for themselves – and here it’s 
mainly artistic results, not marketing, that we’re talking about. 
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On the other hand, it has to be acknowledged that the state’s 
administrative instruments do nothing to address the problem 
of the professional status of artists. And not just dancers. When 
we look at the official documents that define the profession 
of a dancer in a dance company, we find it is in the same category 
as menial occupations. Moreover, this definition only applies 
to dancers in theatre ensembles and does not encompass 
the independent sector. 

Continuity as discipline
In a recent discussion on the issue of dance as a career, 
mention was made of the lack of any permanence or continuity 
in the professional life of dancers in the independent scene. 
The subconscious imperative of everyday training that is 
instilled in dancers over years of demanding training, usually 
at a conservatory, is severely tested in the case of dancers in 
the independent scene. It is an aspect of their work that is evidently 
usually neglected and dancers are frustrated by this. Most 
often, the substitute for daily dance training is the dancer’s own 
work as a teacher, but this is far from good enough, if a dancer’s 
creative and interpretive skills are to improve. The question is 
what prevents them from going to the dance hall every day? 
Again, it largely has to do with the concept of the professional 
‘self’. A dance professional is someone who works every day; 
and without systematically training their instrument, their body, 
the dancer loses the sense of this status, and so it is also lost in 
the eyes of others, in the view of those around them. 
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As far as I know, only one independent company in the Czech 
Republic has thus far instituted a major decision on working every 
day, including daily training, and that company is Farm in the Cave 
(Farma v jeskyni). While this company operates on a project basis, 
its members work every day and for as long as 10–12 hours per 
day. The results and the quality, however, are obvious. This is 
an example of good practice, albeit an extremely demanding one. 

Continuity as memory
An important role in self-conception and self-evaluation is 
played by memory. The historical memory tied to contemporary 
dance in the Czech Republic has dark periods and serious 
fissures within it. The history of expressive dance, from which 
contemporary dance emerged, is a history of artistic dissent 
against the two totalitarianisms of the 20th Century: Fascism 
and Communism. Many dance artists took a stance in those 
times that Czechs should rightly be proud of. Unfortunately, 
this history is not very well known or accessible, because 
for some reason dance history is more attracted to the eras 
of the Baroque or Romanticism.

More than by domestic tradition, the contemporary dance 
generation that took shape in the 1990s was influenced by what 
was going on abroad. That is where they looked for inspiration, 
method, aesthetics, and where they found their models. Dance 
is a global art, its forms, styles and techniques spread all over 
the world, yet the singularity of dance derives from the singularity 



of the artistic individual, which takes its integrity, artistic freedom 
and courage from its deep and conscious roots. 

A formative feature of both individuals and groups is 
an awareness of their own history. The dance community is 
no exception. The process of moulding the Czech dance scene 
into a professional, confident sector of the arts is premised 
on it developing an interest in its own ‘guild’. For dance, this 
means developing a consciousness of professional honour and 
an understanding of its significance in a wider socio-economic 
context. Dance needs to formulate its needs and interests and lay 
out strategies with which to achieve them. 

Simultaneously, the confidence of dance as a field of the arts 
must also manifest itself in the form of civic initiatives and artistic 
activism. Civic engagement and taking responsibility into one’s 
own hands is a visible trend right across Czech society. 

The quality of internal infrastructure as a whole, of course, is 
a never-ending task and in some areas the results can already be 
seen. Nevertheless, for dance to firmly establish its professional 
status it needs not just decisions and to work on itself, but also 
a wider awareness of context and its professional responsibility. 
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History
Thomas Thorausch, Germany

The history of modern dance in Germany is in fashion at 
the moment.1 Beyond the universities and archives, beyond 
the seminar rooms and storage facilities, it is currently 
conquering the country’s dance stages.2 This development was 
several times classified as ‘positive’ in the Critics Survey 2014 
carried out by the magazine tanz. Zeitschrift für Ballett, Tanz und 
Performance. Both German and international critics find it positive 
that contemporary choreographers want to “reconstruct older 
dance pieces in order to save treasures”3, which would “enrich 
the programmes of big and small German companies” 4.

1. In December 2014, Germany included 27 traditions and forms 
of knowledge in its new Nationwide Inventory of Intangible Cultural 
Heritage, among them ‘Modern Dance – Styles and ways of imparting 
rhythm and free dance movement’ (www.unesco.de/9131.html). 

2. The interest in engaging artistically with the history of modern dance in 
Germany has been encouraged, if not triggered, by the German Federal Cultural 
Foundation, which established a fund to support work on the cultural heritage 
of dance in Germany with €3.5m of finance at its disposal, the Tanzfonds 
Erbe. Since 2010, the fund has awarded €1.7m to 22 projects (www.
kulturstiftung-des-bundes.de/cms/de/programme/tanzerbe/tanzerbe.html).

3. Ora Brafmann, Jerusalem Post, Israel – tanz_Jahrbuch 2014, S.140

4. Manuel Brug, Die Welt, Deutschland – tanz_Jahrbuch 2014, S. 140
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The universally acclaimed “insights into German dance history”5 
are remarkable indeed, although the history of dance as an artistic 
form, more than the history of any other performance art, 
depends on what can be experienced and researched at all, as 
well as on what is ignored or overlooked from the perspective 
of the present. Therefore, to a great extent dance history is always 
a construct – and even in spite of its individual and objective 
character, it is only one of many possible constructs. And the 
result of such a reconstruction resembles a collage rather than 
a historical painting; it is more like a musée sentimental than 
a museum of contemporary history. 

Dance history on stage: we find ourselves confronted with quite 
vast verbal, descriptive and interpretative landscapes when we 
approach the theory and praxis of the current trend to revive 
dance works created in the past, in which respect for the range 
of concepts and the scope of their multifaceted thematic and 
formal concerns extends from reanimation to reconstruction, 
from relearning to reinvention and from replay to reenactment.

What all these approaches have in common is a perspective 
informed by the distance and difference between the historical 
dance work and any attempt to make it relevant to the present 
day using contemporary bodies and today’s stage. And the sense 
that projects designed to appropriate history in this manner are 
in fact evidence of its obliteration. Confronted with the originality 

5. Angela Reinhardt, Esslinger Zeitung, Deutschland – tanz_Jahrbuch 2014, S. 146
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of the ‘copy’, the authenticity of the original permanently threatens 
to disappear or fall into oblivion; taking with it everything that 
(probably) made this art what it was in its own period. Whether we 
are looking at an avant garde experiment or some old, aesthetic 
chestnut, the nostalgic gaze instantly flattens out elements that 
may have been determined, or constrained, by a particular era. 
As it seeks to expand contemporary forms of expression, that 
gaze fosters an ahistorical immediacy… and a new fashion.

Remembered events are stored in different types of memory: 
the motor-physical as well as the mental-emotional. And every art 
– and all the more so the art of the moving body – is shaped and 
redefined over and over again by the myth of the art form, and its 
great exponents in history and the contemporary world. The artist 
repeatedly becomes a co-author who participates in writing 
the latest version of the myth. It is within this contested field that 
the self-image of the artist is located, as is the contemporary 
public’s view of them as an individual. And consequently, 
of course, how posterity will regard their life and work as well.

 “You are still too close to us, too present, for us to be able to 
fully judge the dimensions of what you said through dance, your 
vocation and your impact. Only when the self-transfiguring image 
of the great dancer Dore Hoyer in our memories takes the place 
of your human presence – only then will it be possible to say 
the last word about you – the word that finally confers on you 
the rank you deserve in the history of European artistic dance.” 
The eulogy delivered by Mary Wigman at Dore Hoyer’s funeral 
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in 1968 not only articulated an all too understandable reaction 
to the suicide of someone who was close to her both personally 
and artistically. It also prophesised, and positively demanded, 
the performer’s stylisation as a figure in dance history by her 
contemporaries and later generations. As a consequence, after 
her death Dore Hoyer became an object of transfiguring memory 
– a process that was also to have implications for the efforts 
to gather a corpus of documents and materials that would tell 
the story of her life and work.6 The tradition she embodied was 
therefore passed on posthumously against the background 
of the admiration felt for someone who was once close to those 
involved at the human and artistic levels, as well as their unspoken 
desire to put in place a memorial to the past. This immanent 
stylisation by posterity was reinforced by the personality 
of an artist who, marked by deep inner turmoil, feelings 
of loneliness and desolation, and a yearning for love and friendship, 
had already contributed to the creation of the myth about her own 
self at an early juncture in her career. In the light of her suicide, 
her whole life became her legacy – “rejected by the community 
as a serving member” (Dore Hoyer), she left her life and work to 
posterity for it to reconstruct and project into the future while, with 
the moral appeal implicit in her farewell letter – the power of which 
was to be felt long after her death – she reversed the subject-object 
relationship, making those who came after her the objects 
of the attention focused through her life and work.

6. Dore Hoyer’s papers, complemented by numerous donations from individuals 
associated with her, are held by the German Dance Archives Cologne. 



Dance history on stage: the memory that dies with the dancer’s 
body is forgotten. Instead, the material traces of the lived past, 
as well their interpretations, authorisation and canonisation by 
the heirs, the dancer’s contemporaries, trusts, foundations and 
archives acquire an absolute, if sometimes dubious, authority. 
They select and influence the external storage media that allow 
movement to be reinscribed in contemporary dancers’ bodies and 
souls. And by doing this they very often create nothing more than 
modern ‘revenants’ in the contemporary no man’s land.

Contemporary dance that refers to the past, and therefore to 
history and politics, has to draw on sources other than archives 
and collections, personal memories and notations, photographs 
and films – if it wishes to be more than a museum of dance. 
For (dance) history is not waiting to be rediscovered. Or, to put 
it in the words of John Cage: “We need not destroy the past. It is 
gone.”7 It needs to be lived anew and differently again and again 
as the present.

7. John Cage: ‘Lecture on Nothing’, 1949.
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A precarious body 
Konstantinos Mihos, Greece

Any historical record of the identity of Greek dance during 
the current economic crisis would be more interesting if not 
viewed through a detached colonial prism: a Central European 
readership bends with sympathy over the plight of a distant 
artists’ community. More pertinent is a discussion on 
the relationship of European artists, especially dancers, to society.

The international financial crisis of 2008 immediately hit Greece 
and the following IMF actions resulted in onerous austerity 
measures. The brutal repression chosen by the Greek government 
to combat the social reaction soon led to a national biopolitical 
precariousness which could be understood and represented bodily.

A body in Greece is under constant surveillance and uncontrolled 
violent repression.
A body in Greece is confronted with the violence of organised 
fascist groups and a conservative public discourse directed by 
government, media and Church.
A body in Greece is suspected of its sexual choices and health 
status.
A body in Greece is 1 in 4 times unemployed, 1 in 3 will live 
at poverty level, 9 out of 10 with reduced earnings.
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A body in Greece will work far beyond European age limits within 
a shrinking insurance system.
A body in Greece is seen in European public media, as generally 
are all southern countries, as a lazy, flabby body that drains 
the disciplined hard-working North European body.
A body in Greece has as a main survival choice only to migrate 
and is 40 percent more likely to commit suicide than before 
the crisis.
A body in Greece will be expelled from public space, which is fast 
being privatised uncontrollably and environmentally abused. 
And what is the reaction of the dance community to this new 
Greek body?

Let us take the day on which I find myself writing this text as 
an example. We see that the public in the two largest cities 
of the country, which hold more than half the population, have 
the opportunity to see four dance performances.

Reading the press releases of the performances:
1. Solo theater performance based on Medea by Euripides… 
a psychosomatic research into the female archetype and 
universal truths through a mythical symbol… the body carrying 
the female archetype through the centuries… The Mistress, 
Mother, the Witch.
2. More than 30 wonderful crazies drink a coffee together.. 
making a fairytale of their everyday lives.. drinking nostalgically 
at the Greek café.. through a historic route that is never linear but 
always circular.
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3. The Cinderella for 15 unique performances with the Ballet 
of the National Opera of Kiev.. Christmas in Athens as a fairytale.
4. The myth of Orpheus unites leading classical composers, such 
as Monteverdi, Gluck, Schubert, Wolf, Scriabin, De Falla, Berio, 
creating a narrative with modern surrealism elements.

These shows clearly outline an art that withdraws from reality.

The crisis, economic but also political and social, found the Greek 
dance community unprepared to react. A young art community 
which rose during the last 20 years, over-expanding in numbers 
compared to the country’s population, peaking at the 2004 
Olympics, had expectations which could not be sustained and it 
found itself without any social structure to depend on. 

Despite the numerical size of the Greek dance scene – 150 
professional dancers graduating every year from 11 higher 
education dance schools, 130 different dance productions 
annually - it is clearly the failure of artists to interpret or describe 
the social collapse and synchronise their steps with Greek society.

The key components that could define a possible interpretation 
of this situation would be: 
1. Modes of production and presentation of works of dance 
2. Public discourse developed around dance
3. Dance education 
4. International communication between dance artists
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1. The collapse of government grants for dance, which ceased 
altogether in 2010, led to the sole dominance by private 
organisations of the production and presentation of dance works. 
In the small Greek economy, we find the phenomenon of art 
structures becoming the preferred mode for economic oligarchs, 
aiming through high art, to gild their public image. This inequality 
between production venues has created a large army of artists 
who produce with only the hope of their entrance in this limited 
cultural venue, which by its private nature is uncontrollable and 
ideologically/aesthetically defined.

2. Control of the dance scene by financial and telecommunication 
giants resulted in the complete disappearance of criticism and its 
replacement by popular journalism. Most journalists write reviews 
glorifying performances and which are usually no more than mere 
press releases. The change in the perception of the theatrical 
experience can be noted in the evolution of language: we do not say 
anymore “we go to this show” but “we go in this multiplex of art”.

We find an example of this derivation during the presentation 
of DV8’s Can we talk about this? in 2013, a problematic production, 
especially if we consider that it was presented in a country 
where during the same period there have been many deadly 
attacks on Muslims by members of fascist groups connected 
to a parliamentary party. Islamophobia in the production was 
addressed critically only in an article in QV magazine (a magazine 
on queer theory) but the ensuing public dialogue was left 
unanswered by the “theorists and critics of the country”.
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 3. Despite the high number of professional dance schools, 
the rigid education system that strictly defines the content 
of the curriculum as well as the conservativeness of dance 
school directors results in a lack of creative courses. 
Choreography, improvisation and the latest body technologies are 
underestimated and obsolete.

4. The lack of international solidarity and the inefficiency 
of sporadic partnerships can be explained by the fact that the crisis 
is systemic and general throughout the Western capitalist system, 
while the continuously announced collaborative programmes 
remain a distant prospect in the bureaucratic EU cloud.

The question that can be raised is when and how was dance close 
to social reality? Can we be proud of such relations? 

The tactical choices of American modern dance choreographers 
after the crisis of 1928, with their focus on addressing social issues, 
the development of aesthetic forms of dance in interaction with 
social issues, the collaborations and the approach of trade unions 
and social organisations seem very distant and forgotten in our days.

The body of a Greek dancer, without any pay most of the time, 
trained hard to perform but without creative challenges and 
solutions, in an anguish of survival and expression, has a choice: 
either to migrate or be consumed in small teaching jobs. It is 
a strong but mute body, in front of an audience but alone, without 
dialogue, simultaneously open in a closed labyrinth.



While I write this, I must accept that I do not write from the 
position of a theorist but as a creator and this text will not try to 
hide that it cannot speak for anything more than my opinions as 
they are realised by my creative work. 

My decision as choreographer at this particular moment is to 
focus on the production and presentation of my projects by 
choosing radicalised social spaces. Most of my productions 
are in the occupied Embros theatre, the only remaining free 
space. Despite two invasions by police, it has been reoccupied. 
Productions can be seen for free, with audiences invited to make 
any voluntary contributions. 

Free educational programmes for threatened minorities 
(immigrants, the unemployed etc.) have led not only to 
participation of these communities in performances, but to their 
own independent projects.

The increasing number of performances and workshops in 
Greece’s provinces has opened a new audience in alternative 
spaces.

Finally, the evolution of my private studio into a collaborative 
one, sharing it by inviting fellow artists, dancers, musicians and 
theatres, is but one step in anticipation of the New, which will rise 
only through exchange and solidarity.
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Taking the critics out 
of the Ivory Tower 
Orsolya Bálint and Kristóf Farkas, Hungary

The good practice of dance critics’ workshops accompanying 
the annual L1danceFest contemporary dance festival in 
Budapest 

Dance critics in Hungary work in isolation: hermits in ivory towers. 
Most are self-educated; many are former dancers willing to 
transform their expertise into writing on dance, or come from 
related artistic fields, mostly theatre criticism. Even if they already 
possess writing skills and methods of analysing a performance, 
they still have to learn and develop new approaches and 
a vocabulary to start writing about dance – all this without 
institutional education facilities. Also lacking in abundance are 
literature and theoretical sources, especially on contemporary 
dance. Since there are only about a dozen newspapers and 
magazines regularly publishing reviews on dance performances 
(the number is growing with the launch of new online media 
outlets) and it is hardly possible to make a living only as a dance 
critic, one of their common characteristics is that they are very 
engaged with their field of work.
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A dance critic usually goes out to see a performance, and goes 
home to write about it in the solitude of their study room. There 
are few possibilities to interact with fellow critics, or with artists. 
Even if it isn’t necessary to know about the creative process 
or meet the artist in person to write about a performance, this 
solitary attitude also distances (and alienates) the critics from their 
subjects – the artists at work. This is especially worrying, since 
critics act as an important medium between artists and audience. 

Members of L1 Association – involving Hungarian artists from 
various fields – first came up with the idea of overcoming 
the communication vacuum and initiating a dialogue by 
establishing a platform for critics three years ago. They invited 
critics from Croatia, Slovakia, the Czech Republic, Poland and 
Hungary to their annual contemporary dance festival, L1danceFest 
2012 (http://l1dancefestival.blogspot.hu), creating the first Dance 
Script Laboratory, guided by young experts (dance and theatre 
critics, dramaturges, culture animators and publicists), under 
the curatorship of Andrea Syrbe, a member of L1 Association. 

The critics not only watched the performances, but also 
joined the open discussions held after the performances with 
the artists (http://talkingthroughv4plus.blogspot.hu/); discussed 
the performances on the following day and wrote reviews 
about them in English for the festival blog (http://dancescript.
blogspot.hu). The cooperation turned out to be very successful 
and mutually rewarding, leading to establishing a code of good 
practice, to be continued the following year.

http://dancescript.blogspot.hu
http://dancescript.blogspot.hu
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In 2013, the critics’ workshop was held in cooperation with MAKT 
(Mobile Academy of Dance Criticism, a unique platform initiated in 
Poland by Jadwiga Majewska). Critics were invited from Poland, 
Ukraine, Italy and Hungary, working under the guidance of dance 
critic and theoretician Jadwiga Majewska, who also led the open 
discussions, drawing an even greater audience to the Talking 
Through V4 sessions.

In 2014, the festival’s reduced funding made it impossible to invite 
international participants, so the workshop then titled KÖM (Critics’ 
Self-Educating Workshop) was held with the participation of five 
Hungarian dance critics (coming from different backgrounds, 
with varying approaches). They discussed performances and 
writing reviews for the festival blog, and this year for the first 
time, for the daily Festival Memo, containing excerpts from the 
reviews published on the Dance Script blog. Members of KÖM also 
participated in the dance workshops accompanying the festival, 
so they were even more involved in the events and incorporated 
these into the blog as well.

KÖM was led by two critics, Zita Sándor (who previously 
participated in Dance Script Laboratory and MAKT), and Orsolya 
Bálint (who joined MAKT the previous year and also led the Talking 
Through V4+ sessions this year), utilising their experiences 
and setting the framework of the workshop accordingly with 
the previous years’ laboratories. This year’s theoretical focus was 
the role of questions in dance criticism – the importance of which 
we will detail further on. 
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During these three years, the critics participating in the workshops 
found connections, built friendships, exchanged ideas, collected 
inspiration from performances and fellow critics, opening new 
horizons in their work and boosting their creative energies. What 
the critics may all have realised is that while it is still an important 
aim to document performances, formulate an opinion and 
give feedback to artists, a critic’s platform offers much more 
than the possibility to deliver a personal point of view. Starting 
a dialogue and sharing impressions may lead to a different quality 
of thinking – in a collective way. Through this, a vocabulary can 
be developed – as may be seen in the Dance Script blog posts – 
which may equally affect enthusiastic and even sceptical readers, 
so they may feel more involved with the subject and able to 
formulate their own critical standpoint as well. 

The contemporary dance scene desperately needs such 
platforms, especially in Hungary. Although we have a diverse 
dance tradition and culture, nowadays dance (even folk dance) 
is neglected. Performance criticism mainly focuses on theatre, 
while dance is often viewed and reviewed based on a theatrical 
approach, which is not completely fair, considering their 
differences. 

Since dance is primarily ‘covered’ by traditional theatre criticism, 
its critical voice currently has none of its own words to describe 
it (other than as a personal, a priori opinion, or along aesthetic or 
hermeneutic concepts); meaning: there is no communication. 
The audience is looking for and awaiting explanation – as 
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a result of arbitrarily created performances and also of being 
(mis)educated by a unilateral voice of criticism. The demand 
for narrative, long abandoned in other parts of Europe, still 
determines their reception, leaving no room for perception.

It is highly desirable to establish a platform within Hungarian 
dance criticism that emphasises the role of questioning, giving 
account of the current situation of dance itself, asking: What 
questions does dance currently ask itself? This approach could help 
to develop a positive form of criticism not based on statements, 
but inspired more by questioning. It is the inspiration that we 
need, since just as a performance is directed and created by its 
own questions, the audience is also inspired to start asking their 
own questions. A performance should not be required to give 
exact answers to ideas, but to add nuance to them. 

A new type of critical platform could be established in reviews, 
which – going against certain, for example, American traditions – 
can interact with a performance. Reviews are mostly based on 
the act of interpretation, whilst we should rather talk about what 
the performance implies. Interpretation is a rigid construction, 
while implication opens up new spaces.

This possibility could be embraced through finding a positive 
voice and by enabling a roundtable discussion. The task is to 
encourage a model for reviews which urge the audience not 
to look for an explanation while watching a performance, but 
to formulate their own opinions based on associations and 



implications. The ultimate goal is not to have readers agree with 
a review, but to help them build their own structure of ideas, based 
upon frames only outlined by the review.
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Latvian and Lithuanian Ethnic 
Spirit and Contemporary Dance. 
Marginalia on Text about 
National Identity in Dance.1

IN & IN (Inta Balode and Ingrida Gerbutavičiūtė), 
Latvia and Lithuania

Inta: Generally, the term ‘Latvian in spirit’ is quite actively used, 
so it could be said that this concept characterising identity has 
certain specific features. Likewise, there are some things that are 
Latvian and some that are not in dance as well. Living in a country 
which has always had its ethnic tensions, Latvians might choose, 
either consciously or unconsciously, what one could call their 

1. Marta Keil invited project partners to contribute to the Identity. Move! e-book. 
Goda Giedraityte (Fish Eye Lithuania) proposed that Inta Balode and Ingrida 
Gerbutaviciute could write a united text about the Baltic dance situation. 
Inta, Ingrida and Marta liked the idea but the question was what to do with 
“being so busy”? Inta Balode offered to look at the text she wrote 18 months 
ago about national identity in dance for the music magazine Mūzikas saule. 
Inta & Ingrida have collaborated before in writing reviews, signed as IN & IN 
when they both wrote about the same performance. The rules of the game: 
Ingrida goes and sees it; Inta reads programme notes. Now IN & IN is back. 
The rules of the game echo the game played before: Inta translated and 
shortened a text written for a completely different context; Ingrida filled in 
her comments, knowing that they are written for the Identity. Move! context.
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‘things Latvian’. For example, it is common to support folk 
dance groups, both financially and emotionally, more than any 
other groups, which might even do a better job of community 
involvement and health support. There are much fewer system 
-supported opportunities to be a member of a hip-hop group, for 
example. 

Ingrida: To differ from ‘Latvian spirit’, Lithuanians talk about 
‘Lithuanian spirit’, as they feel a certain danger of ‘losing’ their 
identity. On the social and political level, Lithuanians talk about 
emigration and patriotism and they strongly reject the idea 
of bilingualism of the Polish community of Lithuania, who want 
to use Polish letters for street names. It may show the danger 
of the past when both countries - Lithuania and Poland - 
built one state called Rzeczpospolita, The Polish–Lithuanian 
Commonwealth, which existed for two centuries, from 1569 till 1791. 
It can also harbour a certain fear that a small country (according to 
the Lithuanian Department of Statistics, at the beginning of 2014, 
the population of Lithuania had reached 2.9 million) one day might 
disappear from the world’s map. But let us leave topical fears aside 
and take a look of what is going on in Lithuania’s field of dance. 

If you hear the term ‘Lithuanian dance’, you should 
imagine poetic and melancholic dance mixed with 
true feelings, women’s issues and certain archaic 
rituals – we, the dance critics have been saying it for 
quite a while. But how is it now?
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Inta: Also, within contemporary dance, I can speculate about 
the demand for Latvian spirit. Even when it remains unnamed, it 
might be quite true that aesthetics – more than anything else – 
link us to a sense of belonging to a certain ethnicity. The most 
loved piece by the well-known Latvian contemporary dance 
choreographer Olga Zitluhina is And About the Same Again and it 
has a certain folk flavour in its music and in the ‘ethnic sweetness’ 
(whatever it might mean) of some scenes and duets. Could it be 
true that Zitluhina, who is not Latvian but Russian in origin, might 
be able to infer the Latvian code? Perhaps non-Latvians recognise 
it even better and that is why sometimes they get annoyed 
when, in culture policies, decisions seem to be made according 
to somebody’s unspecified sense of what qualifies as Latvian in 
spirit, i.e. national and appropriate to the interests of the state? Is 
there any chance of having an equal position in the competition, 
even if you do not belong to the collective ethnic consciousness? 
What are the criteria of being Latvian? Recently, the Minister 
of Culture said that many parliamentarians were not aware 
of what is ‘Latvian life-wisdom’. 

What if a foreigner asks?
Inta: If a foreigner asks me about contemporary dance in Latvia, 
I start telling them about financing, infrastructure, the relationship 
with theatre and ballet, and history. I might mention that our 
contemporary dance scene can be compared to that of other 
Eastern and Central European Countries mostly because of our 
shared Soviet history. Then I might get to some of the better 



210

known names. I might also say that probably the most well-known 
contemporary dance choreographer in Latvia, Olga Zitluhina, is 
actually not Latvian. Then I will see surprise and face the question: 
how come, if she was born, lives and works in Latvia? I will try 
to explain that because of history, the sense of belonging to 
the Latvian nation is strongly based on ethnicity. Then I might 
remember the definition of ethnocentrism, saying that ethnicity 
defines itself through demonstrating its superiority over others. 
So, it would follow that despite the quite common self-humiliation 
of Latvians, we may be connected because of a search for 
superiority. Perhaps the transition from historic society, based on 
ethnicity, to a modern open nation starts from the denial of ethnic 
aesthetic ideals we intuitively feel? 

Ingrida: If a foreigner asks me about contemporary dance 
in Lithuania, I answer that, within these last two years, it has 
started to grow quite fast. Not only regarding the number 
of dance premieres per year, but also with regard to its choice 
of themes and aesthetics. As number one, I mention the piece 
Contemporary? created by three choreographers and dancers 
Agnė Ramanauskaitė, Mantas Stabačinskas and Paulius Tamolė 
(dramaturge Sigita Ivaškaitė), which received the Golden Stage 
Cross Award in the category Performing Arts Phenomenon 
for 2013. And with this performance, we can finally mark 
the successful birth of conceptual dance in Lithuania. After 
a joyful introduction, I also slip into discussions about financing, 
infrastructure, the relationship with theatre and ballet and 
relation to history. The Soviet occupation of Lithuania strongly 
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influenced the development of modern arts in the country. As 
opposed to bigger Eastern and Central European states, after 
the fall of the Iron Curtain, Lithuania (and if I may add, Latvia) 
remained closed, rather conservative and sensitive in its notion 
and evocation of contemporary feeling. No wonder that it took 
us two decades to build our own contemporary dance language, 
which we are still developing.

Some features of Latvian and Lithuanian dance 
Inta: In a single country, market and education system, 
the national specifics of contemporary dance are almost 
invisible, though this does not mean that there is no local identity. 
First of all, how it is to live in Latvia and how this influences 
us. Regarding dance, its identity is largely shaped through 
the hierarchic understanding of arts where, in the Soviet system, 
ballet is of the utmost importance, folk dance (modernised folk) 
dominates the amateur stage and, somewhere on the periphery, 
there is movement theatre, which was one of the ancestors 
of contemporary dance. Since regaining independence in 
the 1990s, certain individuals started to play their role in bringing 
contemporary ways of thinking to dance. In 1999, a programme 
of Choreography of contemporary dance was established 
at the Latvian Academy of Culture and, since then, Latvian 
contemporary dance has mainly been linked to this school; its 
teachers and graduates are the main force in the dance field now. 
And their identity is a merger of the philosophy of the teachers 
from the programme run by Olga Zitluhina and the backgrounds 
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of students, ranging from show dance to ballroom dancing, from 
hip hop and break dance to movement theatre. 

Ingrida: The history of Lithuanian contemporary dance echoes 
that of its Latvian counterpart: ballet was the ‘real’ dance art 
for the Soviet regime, (modernised) stage folk stepped up on 
the amateur level, while modern dance, mixed with any kind 
of rhythmical gymnastics or folk steps, existed somewhere on 
the margins. The beginning of the independent years brought 
the aesthetics of American dance – the long lines, flexible torsos 
and stories about the icons of dance history: Marta Graham, José 
Limon, Paul Taylor and Merce Cunningham – both to Lithuanian 
and Latvian dance. The American understanding of modern 
and contemporary dance was so appealing that it stayed in 
the Baltics’ dance development for a bit too long.

In 1998, the Lithuanian Theatre and Music Academy started 
a new double BA (and since 2002 MA) study programme 
in Dance and Drama. The graduates received diplomas 
proclaiming them ‘actor-dancers’. The first programme was 
chaired by the well-known Lithuanian choreographer Anželika 
Cholina, characetrised by her style of Neoclassical dance with 
contemporary characteristics, and the second programme – by 
largely unknown Lithuanian choreographer Aira Naginevičiūtė, 
who works in a style of contemporary dance mixed with butoh 
aesthetics. However, the students were shaped by drama 
subjects and, after graduation, half of them became actors and 
not dancers. Since Lithuania is well known as a country strong in 
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the metaphorical theatre, it is not surprising that till very recently, 
contemporary dance constantly needed, and sometimes still 
needs, to prove its existence and professionalism at different levels. 
It is quite ironic that modern dance (as ancestor of contemporary 
dance) in Lithuania was balancing between classical ballet, which 
was strongly supported by the Soviets, and the drama theatre, 
which dressed its critique of Soviets in metaphor. 

Inta: It is possible to create a certain image of Latvian 
contemporary dance. Some of the features: politeness (avoiding 
open provocations); well-trained dancers – the professionalism 
of dancers is one of the basics to strengthen the professional 
status of the genre; choreographers have a good sense 
of space and situation (perhaps because there is no specific 
venue for dance in the capital, so they should be able to adapt 
easily); humour (performances without humour, that is, without 
a distancing form, are very rare); a tendency towards theatre 
through offering a more ‘accessible’ dance; and collaboration with 
musicians instead of using recordings.

Ingrida: As I said, Lithuanian contemporary dance still can be 
too emotional and melancholic or emphasise strong movements 
whereby it grounds some social issues; it is lyrical in its 
movement lexicon. Gender issues are shaped on a philosophical 
level; true stories and inner spirit are communicated bodily and 
it tends to look a bit like German Tanztheater with some Eastern 
shade, which is difficult to define. Well, it is promising when urban 
and contemporary dance are mixed, when opera singing meets 
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contemporary choreography and more freelance choreographers 
bring themselves to create on different modern/contemporary 
and historical topics.

What about Baltic identity?
Inta: Generalisation based on individual experience is quite 
common: Finnish dancers are fast and furious; the British are light 
and dance without sounds; Americans smile and use their arms 
a lot; Germans scream – because of expressionism; in Israel, they 
dance about everything except the situation in the country. 

The same process happens the other way round – guests come 
to the festival Time to Dance or to the Showcase of Latvian dance 
and theatre, see a couple performances and draw conclusions 
about what Latvian dance and Latvians are like. One Swede 
observed, for example, that people in the streets have a poor 
sense of space. An Icelander teaches that it is important to 
collaborate, to help each other, and then the field can develop. 
A Brit has stressed how special and talented Latvian dancers are 
because of their colourful and varied personalities, if compared 
to some countries where all seem cloned. An Estonian has noted 
that the lack of funding is obvious, which is why artists suffer and 
disagree amongst themselves. There are some attempts to talk 
about and to present Baltic dance, which might be much better 
both for reflection and collaboration and also for greater visibility 
and impact. Is there a Baltic identity and if there is not, is it worth 
inventing one for the sake of international markets? 
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Ingrida: It is quite ridiculous that - being such small countries – 
the Baltics do not collaborate. Well, we do – some people would 
disagree with me by saying that we do have festivals where we 
invite each other’s productions, we do exchange knowledge while 
organising some workshops and we do enthusiastically plan 
future collaborations. But that is all. We do not dive into each 
other’s art, we do not open up and share; we do not want to open 
up and share because, all the time, the Western artistic identity 
is much more interesting for us than our neighbour knocking on 
our studio door. We do stay alone with our Lithuanian, Latvian and 
Estonian identity; better to risk looking provincial than willing to 
learn from each other.

Inta: Particularly interesting aspects transpire when foreign 
choreographers work with Latvian dancers. Suddenly, almost 
in every performance, there are some very direct references to 
Latvian identity - in an ideological sense, but even more often 
in the form of visual or audio images. Some examples from 
American choreographers working in Latvia: Lily Skove started 
from the honest recognition that she did not know Latvia existed 
before she had met me, so the project and dance film Latvian 
Planet (2009) took place; Allyson Green within the project Green 
Earth, Ligth Sky (2008) uses birch grove, hay rolls, the flight 
of storks, Latvian sunsets; Heater Olson while working on her 
Your Experience Here (2010), despite her loathing of too-direct 
associations, goes for a very famous sentimental Latvian song 
and a bottle of Riga sparkling wine. 
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Are white sleeves Latvian or Lithuanian?
Inta: It is time to be more specific about certain features, 
observed in performances, dancers, themes and titles that can 
be linked as specifically Latvian. Firstly, language that mainly 
shows through the titles of performances. Some years ago, 
when contemporary dance was still trying to establish its place 
in Latvia’s cultural landscape, quite a lot of the titles were almost 
untranslatable expressions and idioms. On the other hand, there 
were some in Russian or with direct link to the Russian language. 
Then there was a time when most of the titles were in English, 
with hopes of export, and the question about location was on 
the table. Now titles are simple and easy to translate if needed – 
the genre is more confident now about its existence locally and, 
at the same time, it is open, interested and already going out to 
international markets.

Secondly, an important element of what is Latvian in spirit is 
folk costume. Thousands of white sleeves moving to form 
the same pattern during national folk dance events make hearts 
beat with Latvian pride. Of course, dance is performed to very 
broadly-ranging folk music – from ancient melodies to the latest 
pop songs. On the other hand, the steps in these concerts have 
very little folk authenticity. It is choreography with many more 
influences from totalitarian regime aesthetics than from Latvian 
habits. However, no matter what dance steps white linen is 
combined with, it is quite a clear sign that this is about the ethnic. 
Contemporary choreographers have also successfully worked 
on using folk music, costume, patterns, rhythms and signs in 
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their work and still preserve their common sense and smart look. 
As regards broad audiences, it seems that energetic neo-folk 
music, light and free linen costumes, bare feet, a generational mix, 
smiling young girls and boys (quite an Aryan image comes to my 
mind) – all of this guarantees a truly Latvian spirit in celebration. 
Latvian features in dance are present when the majority does 
it, does it with pride and straight backs and patriotism - even if 
the choreography might ask to bend and crawl and has not only 
traditional rhythms.

Ingrida: The same white sleeves, the ethnic patterns on the linen 
costumes and thousands of young and elderly dancers could 
be found in the annual Lithuania Folk song festival as well. So 
one may ask: which spirit are we talking about – Latvian or 
Lithuanian? Both, I would say. We jump back into history and back 
to the Soviet regime, when folk song and dance festivals were 
another peaceful way to express Lithuanian and Latvian identity. 
This year, during the Folk dance festival, the interdisciplinary 
Lithuanian choreographer Agnija Šeiko successfully presented 
Lithuanian folk costume against the background of contemporary 
dance. By mixing different art genres, one may ask where to 
find the national spirit; well, it is very much there and not there. 
The same as the political direction of EU cultural programmes – 
the artistic and collaborative focus relies on shared experiences: 
shared and open identities. But one should not forget its own 
national or ethnic features: specific identities. And the golden 
mean? There is no such thing as the golden mean when we 
talk about too-closed nations, too-open nations, cosmopolitan 
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identities or patriotic feelings surrounded by the attributes 
of globalisation. Europeans always divide different identities on 
a geographical scale and the Baltics have always been marked 
as East Europeans who are just too close to Russia; while, 
for ourselves, we always try – sometimes way too hard, even 
grotesquely - to find what is ‘pure’ Lithuanian or ‘pure’ Latvian.

Inta: An interesting Latvian feature in dance is also intolerance 
regarding mistakes. Demand for serious preparation, for a clear 
and finished result and ability to perform well within competition 
(there is a certain testing of standards before the big dance 
festivals) is dominant also in amateur arts. If needed, a dance 
group will ‘borrow’ the best dancers from another group because 
a good score is needed. Because of this, a certain intolerance 
towards search and experimentation, towards a ‘works in 
progress’ ethos, also influences the way contemporary dance is 
perceived – the ‘stage culture’ and what is allowed on stage is 
quite clear and strict for many, especially dancers. The beautiful 
and correct – it is something which coincides with the national 
interests; the arts should not bother too much with ugly stuff, 
because it can threaten the basis of national identity. It is 
rather radical and I hope that the arts will have space as one 
of the safest foundations of freedom and as confirmation 
of the existence of unique individual minds, thoughts and choices. 

Ingrida: An interesting Lithuanian feature is acceptance 
of artists working or living abroad. I do agree with the opinion 
of Finland-based Lithuanian choreographer Andrius Katinas 



that one who lives and makes their art abroad is always ‘better’, 
more successful, more appreciated and more interesting than 
the one who works in Lithuania. It means that Lithuanian 
identity influenced by other identities has more creative potential 
and needs to be more appreciated because of the flexibility 
of the inner spirit; even though one’s creative expression is 
average. Funny those Lithuanians! By trying to keep ‘our own’ we 
always glance towards something else out there and hope to find 
freedom of our individual expression.
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In the Meantime
Mateusz Szymanówka, Poland

During one of the panel discussions at the last Polish Dance 
Platform (Lublin 2014), a dance producer from an older generation 
wondered how it was possible that the Polish contemporary 
dance scene cannot attract audiences, while local artists keep 
on creating excellent performances. This question is pretty 
symptomatic within our dance community. There is a strong 
belief that the scene is dynamic and full of potential, but it is 
being slowed down by external factors – like faulty infrastructure 
and lack of government support. Obviously, there are historical 
reasons for this. Despite the fact that we used to be a strong 
centre of expressionist dance between the wars, after World War 
II Poland did not provide the right conditions for choreographic 
experiments and the development of the art form. Since 1989, 
dance has been mostly connected to the amateur movement 
and has found its place in small local cultural centres (pl. domy 
kultury), with their modest budgets and poor equipment. In 
the article Waiting for Małysz published in Polish theatre magazine 
Didaskalia in 2006, the curator Joanna Leśnierowska emphasised 
the impact of these makeshift production conditions on local 
aesthetics of contemporary dance and its perception among 
other arts, showing how it condemned this art form to isolation. 
The media and the authorities’ lack of interest has manifested 
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itself at various levels. For years, there have been no national 
support programmes, no public stages have presented dance 
permanently and there have been no educational possibilities for 
performers and researchers. Dance has mostly been organised 
around festivals and is thus irregular and decentralised. In her 
article, Leśnierowska was convinced that although it is impossible 
to make up for several lost decades in a short time, it is important 
to jointly work towards improvement. As much as the scene has 
changed since 2006, many points of the article are still relevant. 
Above all, the observation that waiting is a permanent condition 
of the local dance scene After all these years, Polish dance still 
seems to long for recognition but it keeps on passively waiting 
to be discovered, rarely reflecting on its own mistakes and 
the context in which it functions. 

Dance Theatre and its Discontents
Nowadays there are more than 100 public theatres, while only 
a few dance groups get regular state funding. In 2015, Poland 
celebrates the 250th anniversary of the National Theatre, marking 
the beginning of the long-term interweaving of political events 
and stage aesthetics. As dance has never had a similar status 
in our history, considered to be more of an entertainment than 
a serious art, it exists in the shadow of Polish theatre tradition. 
In our post-war dance history it is hard to find individuals like 
Tadeusz Kantor or Jerzy Grotowski (although the choreographic 
aspects of their work have not received enough attention yet). 
In addition, there is the mime artist Henryk Tomaszewski and 
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the creator of Polish Dance Theatre in Poznań, Conrad Drzewiecki, 
who timidly mixed the aesthetics of ballet and Western modern 
dance techniques. Since the 1990s, many groups and artists have 
started defining themselves as dance theatre, either because of 
the connection to Drzewiecki’s group or in order to be seen as 
more professional. Their work drew on Tanztheater, but mostly 
through the reproduction of visual cliches on stage without the 
intention to engage in a critical discussion with reality. It has 
been mostly characterised by a very conventional depiction 
of male-female relationships and a fixation on emotions. The 
term ‘dance theatre’ has started being widely misused to describe 
the entire stage dance (except ballet), which causes confusion 
among critics and audiences. One of the biggest Polish theatre 
magazines is still stubbornly using the word in its annual ‘best-of’ 
ranking, allowing critics to show how hazy they are about 
what is actually happening in the local contemporary dance 
scene. The term is an inherited burden, especially for younger 
choreographers who mostly see dance theatre as a reactionary 
episode in Polish dance history. The same artists find themselves 
producing their work within a context shaped by a generation 
who have strengthened the stereotypical notion of dance as 
something beautiful, universal, narrative and not reflective; 
a context with certain acceptable representations of gender and 
desire strictly connected to the institutions shaped by patriarchal 
mindsets. So it is not as much about the nomenclature as it is 
about a set of expectations and ideas of what can or cannot 
be understood as dance and what kind of body images are 
presentable on stage.
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Work at the Foundations
Under the banner of ‘organic work’, Polish 19th Century positivists 
demanded a focus on the inner strengthening of the country 
(through education of the masses among other means) within 
the sociopolitical conditions at that time. The idea of achieving 
as much as possible within the available context seems to be 
much evident in the activity of the Institute of Music and Dance 
(IMiT), whose establishment in 2010 was probably the first major 
joint success of the Polish dance community and certainly one 
of the biggest events in our dance history after 1989. Its creation 
was a result of longtime requests to establish an equivalent 
of other national institutions, representing branches of arts like 
theatre and cinema. It is not easy to speak for a crowd that is so 
diverse, but IMiT concentrates on the basics, such as supporting 
the international activity of Polish performers, contributing 
financially to presentation of dance performances on theatre 
stages (part of the ‘a stage for dance’ programme), helping to 
publish dance literature and organising educational initiatives. 
It is also responsible for coordinating the Dance Congress (the 
first and last took place in Warsaw in 2010) and – since 2013 – 
Polish Dance Platform. The institution does not fund artistic 
research or production. This could lie in the hands of a national 
choreographic centre, but it does not look like its establishment 
is going to happen in the foreseeable future. Particularly since 
the dance community is still much divided and has many 
contradictory ideas on how this kind of institution should be 
managed.
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The unofficial choreographic centre is the space curated by 
Joanna Leśnierowska in Poznań: the performative programme 
Stary Browar Nowy Taniec (Old Brewery New Dance), which 
aims to educate, present, promote and produce. It is one of the 
rare places where dance producers find room to experiment 
for reasonable money and to reflect on choreography and its 
redefinitions. Since 2006, Browar’s biggest residency programme, 
Solo Project, has offered an opportunity for many choreographers 
to introduce themselves to the local and international scenes. In 
2014, the programme in Poznań celebrated its 10th anniversary, 
which deserves respect but also provides food for thought. After 
a decade, there is not a single Polish art centre supporting the 
contemporary dance scene in such a complex manner, at the 
same time being recognisable abroad. It may be a sad piece 
of evidence that their model of being financed (mainly from 
private sources) is still the only one that provides a dance space 
in Poland with a steady existence.

Establish Your Own Ones
The way that contemporary dance is perceived among other arts 
in Poland has slightly changed in the last few years. There are 
more art spaces and theatres that are amenable to presenting 
dance pieces, but for now, preferably using somebody else’s 
money. The lack of funds for artistic research and production 
is still the biggest problem facing Polish contemporary dance. 
Artists who are not cooperating with foreign institutions have 
limited possibilities in their homeland. Apart from working 
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in Browar, there are few possibilities to create original works 
(mostly provided by festivals, scholarships for artists granted 
by the Ministry of Culture and National Heritage or funds from 
local authorities). Choreographers are very often forced to start 
their process abroad, hoping they would come back to Poland for 
the last stage of production. As a result, many premieres of Polish 
artists take place outside the country, finally presented in their 
homeland with delay; or never at all.

A rather successful attempt at responding to the working 
conditions is the foundation of Centrum w ruchu (Centre in 
Motion) – a collective of independent choreographers based 
in Warsaw. The group of 10 artists has obtained a space in an 
old school in the Wawer district of the city, which has partly 
solved the problem of the availability of a rehearsal space, 
but above all it has stimulated the local community. Centrum 
w ruchu functions on one level as a network of artists who 
mutually support each other’s activities through feedback and 
collaborating on projects; and on another level as a collective 
subject, when it comes to applying for grants and co-working 
with institutions. The group organises workshops for the local 
community, discussions around their work-in-progress displays 
and common residencies for choreographers and researchers. 
Despite having presented their work on stages around Warsaw 
individually, it is their joint activity that has provided them with 
visibility, and has drawn the attention of the wider public to 
choreographic practices. 



Centrum w ruchu is an example of self-organisation that might 
be followed by other small dance communities in Poland and 
become a step towards establishing a national network of artists 
and their collaborators, festivals and institutions – a necessary 
answer to the general sense of isolation and marginalisation in 
the Polish contemporary dance scene. Many people are clearly 
tired of working solo and expecting to be saved by international 
and government initiatives. So while we are frustrated waiting 
for e-mails from the institutions, money to be transferred to our 
accounts (mostly with delay), major rescue plans and legends 
of choreography from the past to finally reincarnate on our 
ground, we may reflect on how to reshape working conditions 
and act together. We might spend some time asking ourselves 
one more time if we are really trying to communicate with 
the audience and with each other. Perhaps if we find ways to 
make someone interested not only in the outcome of our work 
but the process itself, Polish contemporary dance will get all 
the attention it thinks it deserves. Or maybe it won’t.
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Contemporary Dance in 
Post-Communist Romania – 
a Subversive Art
Oana Stoica, Romania

In 1990, during the period of post-revolutionary convulsions, amid 
social and political confrontation, Romanian performance art 
caught the international community’s attention. Theatrical art was 
still functioning, with huge production values making it an exotic 
attraction on the international scene. On the other hand, ballet was 
out of fashion and lacked the glamour of big performances. At 
the same time, contemporary dance was absent from the larger 
cultural picture. Contemporary dancers developed hardly at all, 
still influenced by modern dance patterns. For the immediate 
years after 1989, contemporary dancers worked in internships 
outside the country, bringing home a new performance language 
for Romania. This was the moment of the big schism, the moment 
when contemporary dance rebelled against its label as a minor art 
and began the battle for emancipation.

Back from West, bringing home new performance ideas, 
Romanian choreographers found themselves caught between 
retrograde political leaders and an audience that could not 
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comprehend them. The authorities, the only bodies qualified 
to establish funds and locations for cultural activities, did not 
consider contemporary dance as independent from classical 
dance. It was an unknown territory for them, often too strongly 
related to social movements. While contemporary dance was not 
necessarily undesirable, it was certainly a politically ‘incorrect’ art 
form and not a financial priority.

This status of cultural pariah was aggravated by the small 
number of artists, making this art form a negligible one in a world 
where quantity matters. Hence the need to act together and 
pool resources to create a force that could be recognised by 
the authorities, a compact entity comparable to classical cultural 
institutions; public theatres, called ‘performance institutions’, 
were the only partners accepted by the authorities, thus receiving 
funds and logistics. The process of combining forces was not 
an easy one. There were internal splits but above all there was 
a direct fight against the authorities and this fight made dance 
an enemy of the government. The public were unhappy due to 
the permanent installation of a neo-communist system and in this 
general social context the fights between the small but energetic 
dance community and the Ministry of Culture, requesting 
the foundation of a contemporary dance institution, made 
the front pages of the periodicals.

In 2004, due to a favorable situation consisting in an economic 
upturn and a liberal head of the Ministry of Culture, artists were 
finally granted their request to found the National Centre of Dance 
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in Bucharest (CNDB), a very frail institution, in permanent danger 
of budget cuts and dissolution, even though it was the jewel in 
the crown of cultural institutions – as the only ‘national’ centre. 
The CNDB is an atypical public institution: the centre is a theatre 
based on projects and not repertoires; funds are granted by 
contest to the winning project and there is no permanent cast.

Contemporary dance was present on the battlefield of civic 
rallies, including the Romanian Occupy movement, which 
happened at the same time as the eviction of the CNDB from 
the centre by the National Theatre of Bucharest, a giant among 
performance institutions. All this pushed the CNDB to become 
not just a springboard for contemporary arts – lectures took 
place there, as well as performances, concerts, film screenings, 
conferences, even plays – but also a cultural underground zone, 
despite the fact that the CNDB was a public institution. There was 
something subversive about this phenomenon, as if the centre 
were sabotaging the authorities from within. The authorities 
sensed it and responded in their typical way: cutting funds and 
refusing to allocate another location to replace the one invaded by 
the National Theatre.

The CNDB’s current situation is stable but fragile. There is a large 
community formed around it, consisting not only of dancers and 
choreographers, but also visual artists, writers, theatre and film 
directors, producers and critics. Under the new management 
of choreographer Vava Ştefănescu, and with a new rented location 
(rent is paid by scarce funds allocated annually in the amount 
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of 100,000 euros), the centre tries to prove its worth and have 
an impact on the audience. This is because one of the things 
always held against the centre was its small audiences, which 
led to low revenue from ticket sales. There is a second issue that 
choreographers had to deal with when they returned home from 
their western internships, besides the lack of funds and space: 
an audience unprepared for contemporary art.

The Romanian education system requires the conveyance 
of information. Students are not encouraged to develop 
critical skills. On top of this, the school curriculum covers only 
the classical arts, especially literature, the rest being almost 
completely ignored. Even studies of Romanian literature go 
only as far as the 1970s. This situation raised two obstacles 
for choreographers: the authorities and the audience, which 
lacked the tools to unlock the significance of contemporary 
performance, which is highly conceptual compared to 
the ‘window shop art’ promoted by the classical public 
institutions. The CNDB and other independent organisations 
- such as the “Gabriela Tudor” Foundation, managed by 
Cosmin Manolescu, 4 Culture Association, owned by Andreea 
Căpitănescu, organising the eXplore Dans Festival, Fabrica de 
pensule (The Paintbrush Factory) of Cluj, which hosts ColectivA 
(organizing Temps D’Images) and Ground Floor Group - put 
together contemporary dance workshops for non-professional 
dancers, including children, trying to figure out methods for 
warming up the audience. 
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Under these circumstances, contemporary dance focused on 
two aspects: politics and identity. Politics were addressed both 
in a direct manner through public interventions on a certain 
pre-determined issue, and also metaphorically, through 
performances that would debate general aspects of immediate 
reality (the toxicity of the media, the relationship between work and 
its value, corruption and social issues). Most performances covered 
the fragile situation of the CNDB. Upon eviction of the centre from 
the National Theatre building, without any alternative solution, 
the contemporary dance community initiated a series of protests, 
from mocking the statue placed in front of the building, which 
cost the authorities 2 million euros (see above the funds allocated 
to the CNDB annually), to refusing to leave the premises; one 
of the first instances of the Occupy phenomenon in Romania. 
Alexandra Pirici continued this idea of putting the material element 
before the human element. Her idea is based on recreating 
statues that cost a fortune, using artists in the process, to 
mock the authorities for citing a “lack of funds for artists” due to 
the economic crisis when they cut funding for contemporary arts. 

Another idea was Romanian Presidential Candidacy (Manuel 
Pelmuş, Ion Dumitrescu, Florin Flueras), which attacks 
the inconsistency of political speech. The obsession of Romanian 
dance with the concept of identity has two sources: first, 
choreographic history is too short to provide a lineage; second, 
the need to secure a contemporaneous place as a social 
and political phenomenon in relation to international artistic 
movements. The general artistic identity is scrutinised in more 
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than one episode of Romanian Dance History (Manuel Pelmuş, 
Ion Dumitrescu, Florin Flueras, Brynjar Bandlien) and it starts by 
recuperating the most important moment of Romanian dance 
in the Communist era, the Master without the Hammer show by 
Stere Popescu, and continues with an investigation of the present. 
Another manner of presenting the concept of identity belongs to 
Mihai Mihalcea, who develops a fictional performance biography 
as Farid Fairuz, a grotesque vocal character, who scrutinises 
the vices of the political and artistic Romanian society from 
an outsider’s point of view – Farewell (or Of the Discrete Oversights 
of the Limbic System), Realia (Bucharest - Beirut). Vava Ştefănescu 
uses an intimate formula to explore her own identity in After All. 
The body of Carmen Cotofană interprets Vava’s story through 
a process of physically invading memories. In anti(aging), Mihaela 
Dancs and Mădălina Dan perform a timeline act of sequences 
spread over 30 years (2011–2041) to emphasise the marks 
of time on human bodies. This act resulted into a conceptually 
spectacular performance archive, which already checked an 
important milestone: Mădălina Dan’s victory over a serious 
disease (Hodgkin Lymphoma). The illness gave the choreographer 
the pretext for another timeline performance, Hematopoesis, 
an eight-hour marathon to celebrate her recovery and to debate 
the limits of the human body. 

A special topic for Romanian contemporary dance is sexual 
identity, a very sensitive topic for a conservative and homophobic 
society. Parallel (a GroundFloor Group & Colectiv A Production) is 
an identity performance examining how society treats lesbianism. 



Directors Ferenc Sinkó and Leta Popescu came up with 
a combination of drag kings’ show and dance, a combination that 
was brilliantly exploited by the two artists and writers of the show: 
Lucia Mărneanu and Kata Bodoki-Halmen. Paul Dunca offers 
another point of view on the same topic in his show Institute 
of Change: sexual identity is overrated, the body is a flexible 
structure and one can change one’s sex as often as one’s hairdo.

How does Romanian contemporary dance look after 25 
years of freedom? Fragile, convoluted, politically involved, 
hyper-conceptualised compared with other local arts and short 
of funds. Crucially, however, it survives.
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Contemporary Dance 
Scene – the Serbian case
Marijana Cvetković, Serbia

I will try to explain several characteristics of the contemporary 
dance scene in Serbia, which finds itself in a complex process 
of transformation in terms of contemporary arts and culture. 
This piece leans on reflections and conclusions from Ana 
Vujanovic’s text Not Quite-Not Right Eastern Western Dance (On 
the contemporary dance scene in Serbia), where the author rightly 
contextualised the contemporary dance scene in Serbia through 
local history of “body movement practices”, influences of Western 
contemporary dance and shifts in ideologies (in post-Yugoslav 
socialist cultural scenes) manifested in the local dance scene1. 

Even today, the contemporary dance scene in Serbia can be 
observed as a not-fully constituted field in a broader cultural 
context. In order to show how the scene came about, I will take 
as an example a group of young choreographers and performers 
from Belgrade. The artists Dragana Bulut, Igor Koruga, Ana 

1. Vujanović’s text was written and rewritten between 2007 and 2011 and 
gives the most accurate historical and theoretical analysis of contemporary 
dance in Serbia http://www.anavujanovic.info/#!/2011/11/not-quite-not-
right-eastern-western-dance-on-the-contemporary-dance-scene-in-serbia/ 
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Dubljević, Ljiljana Tasić, Jovana Rakić Kiselcić, Marko Milić 
and Dusan Brocić belong to the generation educated and 
formed when the scene came together after 2000. Their artistic 
development and current work are paradigmatic of the Serbian 
contemporary dance scene: non-institutionalisation of dance; lack 
of higher education in dance; and brain/body-drain2.

The contemporary dance scene in Serbia is a relatively young field 
and is still not institutionalised. This means that contemporary 
dance paradigms and practices have not yet entered the official 
institutions of culture and education. There have been only a few 
breakthroughs: creation of the Forum for New Dance in the frame 
of the Serbian National Theatre in Novi Sad (2002); a decade ago 
the new department of contemporary dance was introduced to 
the only public Belgrade ballet school (followed later by the Novi 
Sad ballet school); establishment of the Bitef Dance Company 
as a project of the public Bitef Theatre in Belgrade (2009); finally, 
contemporary dance was defined as an artistic discipline in 
the current law on culture passed in 2009. Beside this, there was 
one failed attempt by the City of Belgrade to establish Belgrade 
Dance Centre in 2008. 

All initiatives that have followed and supported artistic practices 
in the field have come from the independent sector: Station 
Service for contemporary dance; Walking Theory; Per.Art; Nomad 

2. Due lack of space, I will not analyse all phenomena 
and developments influencing the scene.
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Dance Academy network and their many regional (Balkan) and 
international partners, locally supported by private venues such as 
the Cultural centre Rex and Centre for cultural decontamination. 
Occasionally, a few public theatres have lent their space for 
presentations, workshops and other events. 

Neither of the centres, Belgrade or Novi Sad, have a contemporary 
dance venue which regularly presents contemporary dance 
performances and projects. The only exception, although with 
limited resources, is Magacin in Kraljevica Marka, a cultural centre 
focused on independent culture, where Station and Walking 
Theory have their headquarters and where they produce and at 
times present their projects. 

Although non-institutionalisation can be seen as an opportunity 
for a freer development of the scene and more diversity in 
the mode of organisation, self-organisation, production and 
partnerships, it brings certain limits that affect the artists and 
other professionals’ working conditions. The authorities view 
the field as somewhere between theatre and ballet, or between 
professional and amateur contexts, or even as a field which still 
does not have a proper name (dance? contemporary dance? 
modern dance?). Absence of an institution or institutionalised 
practice is visible in public budget allocations, where such 
categories do not exist. Therefore, all applicants have to compete 
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with many others in the category of ‘stage arts’.3 Underdeveloped 
cultural policies for contemporary arts in general leads to 
a hesitance to accept small but high-quality contemporary dance 
projects, whose initiators and actors have managed to grow with 
limited financial resources and occasional support.

With the foundation of Bitef Dance Company and Forum for 
New Dance, recognition slowly started to appear: invitations for 
small-scale productions but also for presentations have become 
more regular. This is a result of the permanent artistic development 
of the new generation, further education and international 
affirmation. Their work cannot be neglected, while their critical 
voice is becoming more articulate in their artistic practices, defining 
the entire scene. The generation has established itself through 
international collaborations and a resolute and active relation to 
the local scene, conditions of work, dominant politics and policies. 
The context they come from is one that poses the most challenging 
questions to their artistic endeavor. Critical artistic practices, 
collaborative practices4 and critical writing by many of the artists5 
are some of the most significant features of their work. 

3. ‘Stage art’, literal translation from Serbian, is an anachronistic term 
that is still in official use, while the term ‘performing arts’ is used 
more by independent practitioners, critics, theoreticians and a new 
generation of cultural actors. The latter is considered a loanword 
and not appropriate for the dominant traditional terminology. 

4. Project Temporaries by 6 artists http://temporaries.weebly.com/
texts.html, collaborative project by Igor Koruga and Ana Dubljević 
Tell them about a dream, Dragana Bulut’s Zombie series.

5. Temporaries group, Dragana Bulut, Igor Koruga, Ana Dubljević.

http://temporaries.weebly.com/texts.html
http://temporaries.weebly.com/texts.html
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Dance education is limited to the high ballet school. This 
generation of artists has been educated through informal 
education programmes in performing arts and dance from 
an early age (various workshops, theatre programmes, Station’s 
education programmes, Nomad Dance Academy Education 
Programme6). Almost all graduated in the Humanities. With 
this background and already open doors to the European dance 
context (through Station), the majority of these artists continued 
their MA dance education at German universities (HZT in Berlin 
- MA program Solo/Dance/Authorship; University of Music and 
Dance in Cologne; ATW Institute for applied theatre studies in 
Giessen). There was no scholarship offered by any local authority, 
nor was any other kind of support available, which again shows 
a lack of cultural policy and long-term planning and investing in 
people and knowledge. Further education (as one of the most 
frequent reasons for leaving the country) was the way to reach 
Western Europe and eventually continue a career there.

How to bring back this knowledge and keep it in the country 
has again become a concern for the independent sector. Brain/
body-drain is one of the dominant characteristics of the present 
contemporary dance scene in Serbia. From the mid-2000s, a new 
wave of brain-drain started to affect the independent contemporary 
performing arts scene, as a consequence of austerity measures 
that first affected arts and culture. With the slowing down of 

6. The Nomad Dance Academy (2008-2010) was the first regional systematic 
educational programme in dance in the Balkans and had a major impact 
on the regional scenes http://www.nomaddanceacademy.org/ 

http://www.nomaddanceacademy.org/
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transformation processes in the public cultural sector and cultural 
policies, re-traditionalisation tendencies in public policies and 
cuts to public budgets for contemporary arts and dance, many 
artists and other professionals from the field left the country. Their 
destinations were EU countries with more stable policies and 
infrastructure, such as the Netherlands, Germany and Sweden. 
This drain strongly affected the local dance scene, forcing difficult 
questions about working conditions and tactics for survival. 
The major issue was how to sustain their work and prevent their 
‘erasure’ from the local scene. An important initiative came from 
Per.Art from Novi Sad in 2012, when the symposium Drain of the 
Scene was organised around the topic of “this constant ‘drain’ of 
people, ideas, experience and knowledge [which] can be seen as 
the near erasure of the significant achievements of the early 2000 
years”7. The symposium gathered more than 90 professionals 
from the independent contemporary performing arts who, through 
discussions and art presentations, helped with research data, 
while various speakers from other fields created the term ‘extended 
scene’. Extended scene is supposed to designate the complex area 
of activities of all actors on the Serbian scene, wherever they are, as 
long as they keep contacts with the local scene, local actors and local 
issues. It is seen as a tool to encourage and support collaborations 
and exchange of professionals and enrichment of the local scene8. 

7. Hanna Marquardt, Introduction. In: The Drain of the Scene, Novi Sad and 
Belgrade: Per.Art and Station Service for Contemporary Dance, 2013

8. Several projects have been established to support 
the ‘extended scene’ by Per.Art and Station



All these critical issues can be found in the collective work 
Temporaries9 created by six artists from the generation: Ljiljana 
Tasić, Marko Milić, Igor Koruga, Ana Dubljević, Jovana Rakić 
Kiselcić, Dusan Brocić. The project was initiated in 2011 
and developed around the term and practice of ‘local dance 
community’ and ‘to question the idea of permanent transience’ 
in the (not only) local dance scene. The work put on the table 
all the burning questions of the local dance scene and, through 
interactive games with the audience, triggered a subtle 
consolidation of the scene, which is gaining more recognition in 
the local cultural surroundings. 

9. http://temporaries.weebly.com/texts.html 

http://temporaries.weebly.com/texts.html
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Contemporary Dance in Slovakia
Petra Fornayová, Slovakia
translated by Igor Simo

While this piece is not primarily focused on the history 
of contemporary dance in Slovakia, it is important to mention 
a few facts. The basis for the existence of contemporary dance in 
Slovakia was provided by companies such as Alfa, Auriga, Allegro, 
Bralen and Alternatív, which were usually officially classified as 
amateur modern dance companies, although they often presented 
progressive and experimental dance. Only a few still exist today, 
most of them transformed into smaller groups. Natural efforts to 
turn professional occurred too – although differences between 
professional and amateur dancers are still not clearly defined. 
These companies played their role in kick-starting something 
other than classical narrative ballet or ballroom dance clubs 
and folklore groups sufficiently sponsored by the then regime. 
Unlike today, these were times of huge culture houses so there 
were no issues finding practice halls, well-equipped stages and 
auditoriums and generous promotion departments. Perhaps 
the only issue was that experimentation had to be subdued, but 
even if certain opinions were ever let slip, they could always be 
covered by literary ambiguity within a dance and metaphors 
could mean anything. Back then, the space for contemporary or 
modern dance was obvious. Apart from numerous culture houses, 
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the real space was a virtual, valuable and spiritual one: amateur 
companies developing movement of imagination and youth 
aesthetics.

After political changes, with renewed travel opportunities and 
information exchange with the outside world, not only towards 
the East, the road opened and new opportunities for contemporary 
dance appeared. Various foreign foundations or foundations with 
foreign capital and foreign cultural institutes operating in Slovakia 
played an important role in acquiring new experiences and information.

Many choreographers and dancers previously classified as 
‘modern dance companies’ turned professional as a result 
of direct confrontation with the European dance scene. 
This meant they decided to become equal partners within 
well-established genres of stage dance art which – for the general 
public – is still today represented mostly by ballet, with its 
developed organisational structure (from education to final results 
in the form of performances). An important event was opening 
the new field of study at the Department of Dance VŠMU in 
Bratislava in 1991 – pedagogy of modern dance. The curriculum 
comprised techniques of modern dance and contemporary dance, 
including improvisation. The first graduates mostly focused 
on current trends and built the foundations for the community 
of young professionals operating in the contemporary dance field. 

Although lots of positive things happened during the last quarter 
of a century, I still have a feeling that Slovak contemporary 
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dance did not become all that we anticipated in the 1990s – 
a relevant field of art with an institutional, theoretical, spatial and 
technical background, a sophisticated audience and functioning 
infrastructure. 

Formal Status of Contemporary Dance in Slovakia
Considering its historical and cultural context, Slovakia is part 
of Central Europe (or rather Central-Western Europe) and so 
the reference point for contemporary art and cultural standards 
in general is the same as in Central European countries (Czech 
Republic, Hungary, Germany, Austria, Poland). There we find 
a different – and I dare say – much better situation. 

Slovakia is an area of two parallel universes. The first has 
official representatives proclaiming their interest in promoting 
contemporary art and contemporary dance. A recent example 
comes not from dance but from contemporary literature, which 
very clearly describes what I mean when I say parallel universes. 
Writer Maroš Krajňák has been a finalist in the prestigious Slovak 
competition Anasoft Litera three times. In spite of this, he sold 
eight copies of his last book. That is not a typo. 

Contemporary books are not read, contemporary dance has 
no audience. However, grants (although small, announced late, 
financially insufficient, non-systematic and with no multi-annual 
support) are available and therefore official promotion 
of contemporary art by the Ministry of Culture de facto and de 
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jure exists. However, there is no infrastructure for introducing 
works of contemporary dance – not within our space, nor 
within the space outside the borders of the SR, such as with 
the help of Slovak institutes. State or municipal theatres do not 
want, and do not know how, to present contemporary dance 
(apart, unfortunately, from non-systematic and non-conceptual 
introduction of the works in SND). Independent centres such as 
Stanica Žilina-Záriečie, Záhrada Banská Bystrica, Tabačka Košice 
and A4 Bratislava are therefore the only places where you can 
see contemporary dance. The Theatre Institute pretends that 
it is engaged in documentation and criticism. Its latest work, 
a textbook about personalities in contemporary dance, however, 
is a mishmash with no clear sense or purpose. Contemporary 
dance is obviously part of the curriculum at VŠMU, an academic 
institution. Nonetheless, graduates are not sufficiently educated 
and after finishing their studies they usually become teachers. 
The question is: Who do such teachers educate? Since we 
have an outstanding system of elementary art schools - ZUŠ 
(heritage of socialism) - one may assume that twenty-five years 
after the ‘revolution’, there is no problem finding an audience 
for contemporary dance. The opposite is true. What do ZUŠ 
graduates go to see in theatres when they grow up? What do 
they read? What art do they like? Can they choose? Can they 
understand it? Or do they join consumers of primitive commercial 
projects of poor quality?

This consequently reminds me of one basic postulate of logic: 
we can only want what we know. Slovakia cannot ask for 
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contemporary art (contemporary dance), if it doesn’t know 
anything about it. The audience is uneducated and unaware. 

A significant low point for contemporary dance here was the 
closing down of the department of dance critique at KTT VŠMU 
in 2001. There is no relevant dance critique in Slovakia. The 
consequences are obvious: zero documentation and total 
evolutionary discontinuity. Zero hierarchy, categorisation and 
reflection cause fundamental terminology insufficiencies. 
Contemporary artists must usually create their own frameworks. 
De facto they are outside the official system. 

Creators, Themes and Audience
Despite all these negatives, I must say that creators do exist and 
produce. Discourse on contemporary Slovak dance could be 
defined by several factors. Dance is still primarily perceived as 
an aesthetic category (I slightly exaggerate but debates on dance 
performances often sound like debates on sport achievements). 
Movement or technically perfect dance is superordinate to 
the meaning it is supposed to carry.

To the majority of audiences, and possibly even artists here, 
dance is perceived as a fountain of emotions. There are only 
a few who see contemporary dance primarily as an opinion that 
we can reflect on or oppose. What do we address? What are our 
themes? Are they interesting enough to attract a sophisticated 
audience? Moreover, art – and contemporary dance in particular 
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– is largely understood as an item left for subjective perception 
and evaluation without application of objective quality criteria 
and without classifying the work into current discourses. 
Unfortunately, this issue does not only apply to the wider audience 
but also to theatres and festival organisers / dramaturgists with 
no knowledge and understanding of contemporary art. 

It is probably true that under current artistic conditions in Slovakia 
one will not ‘build a bridge over San Francisco bay’, but I believe 
that if someone actually built it, nobody would take notice. Let’s 
hope times will change and instead of importing expensive foreign 
performances, the funds will be used for home production and its 
presentation abroad. Because the magic phrase ‘confrontation 
with foreign works is crucial in Slovakia’ somehow doesn’t sound 
right in today’s world of online communication and cheap travel 
and it is just a poor statement. 

Dance is a marginal art here. But often it is the fault of us, the 
creators. Contemporary Slovak dance is outside contemporary 
art discourse; just compare its current epistemological field 
to contemporary Slovak fine art or literature. Dance is mostly 
closed-in on itself, often addressing issues totally distant from 
current reality. Naturally, it is fully acceptable when dance 
addresses only ‘the dance’ – a perfect movement captivates us 
and becomes the main object of examination, not just a means 
to express resonating societal issues, such as serious social 
problems and political opinions. “The needless death of small 
children in Gaza… children poisoned by sarin in Syria, snipers in 
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Maidan… Are we supposed to close our eyes, deal with something 
else, slightly funny, pretend punk art?.. Certainly, an artist does 
not have to comment on the current state of society. I, however, 
believe that it is our duty. Who disagrees should not worry about 
it, maybe they express their opinion in some other way. A more 
significant way.” (Artists the Dudas Brothers talking to Lucia 
Gavulová in Vlna magazine, no. 59.)

The biggest problem thus remains to answer an essential 
question: Why do we actually create? As I have stated, dance is 
only seen as an aesthetic whose existence may be sufficiently 
proved by its own beauty, fluidity of movement, perfection. We 
should learn how to present potential audiences with the content 
of what they see. Standard dance description resembles 
a Dadaistic stream of words which is difficult to understand for 
an expert, not to mention the general public. We are too lazy 
to reflect on what we really want to say. And do we actually 
want to say something in addition to a brainless aesthetic 
waving of arms and legs? (‘Opening doors of the dancer’s inner 
worlds’ should be perceived as a given and not as the main 
theme of a performance). On stage, I crave to see the necessity 
of existence, awareness of this need and self-reflection which 
results in exact naming and working with selected means. 

Finally, not to be only negative and non-specific, I will always 
go and see performances by Jaro Viňarský, Soňa Ferienčíková, 
bees-R association/Jana Tereková, Zdenka Svíteková, Tomáš 
Krivošík, Lucia Kašiarová, Tomáš Danielis, Peter Šavel, Lucia 



Holinová and others (I will also always look forward to creating my 
own works). Not necessarily because I completely agree with their 
artistic attitudes, but because I will always be interested in their 
opinions expressed on stage through dance. These artists present 
me with an opportunity for a positive confrontation with different 
opinions – a starting point for debate. 
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‘The Second Freedom’ of 
Slovenian Contemporary Dance
Andreja Kopač, Slovenia
translated by Urška Brodar

I. Freedom is never more than one generation away 
from extinction.
I borrowed my title from the performance The Second Freedom1 
by Leja Jurišič and Teja Reba, which premiered in June 2013 
at the venue Stara mestna elektrarna – Elektro Ljubljana. In 
their performance, the two female authors and performers test 
the limits of the freedom of enunciation and enactment on 
stage; without mincing words, in front of the viewer, who has 
the freedom to wonder what Teja & Leja will enact this time, 
what will be the target of their ridicule, which is above all – 
bitter. The, at first glance, infinitely easy artistic freedom does 
not bring about salvation but the commandment of constant 
integration. Always be present; always put yourself in newer 
contexts, the wider and more recognisable they are, the higher 
you aim. And Slovenian contemporary dance can be observed 

1. Part of text is from the announcement of the performance The Second 
Freedom by Leja Jurišić and Teja Reba. Authors and Performers: Leja Jurišić 
and Teja Reba, Set Design, Lighting Design and Costume Design: Petra Veber, 
Music: Davor Herceg, Technical Director: Igor Remeta, Producer: Žiga Predan, 
Production: Bunker Organisation, Ljubljana, Co-production: Pekinpah/Kink Kong.
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through the allegory of the second freedom, which in itself carries 
the question of production organisation in the dance medium. 
In the performance The Second Freedom, the very emblems 
of this virtual freedom are shown, which makes the two authors 
in an over-simplified way utter that which cannot be perceived 
as unutterable but the very opposite of it; it is about uttering 
the infinitely utterable, about the constant sharing of the uttered, 
functioning as a commentary on circumstances, which can 
entail everything. We all have the right to utter everything; 
whatever we might think and without the precedent of prior 
knowledge of the field. So, in this staged ‘Facebook’ conception, 
funny nursery rhymes merge with an address of Mladen Dolar, 
the Slovenian philosopher, while in the performing sense some 
special kind of perfomative always enters as total appropriation 
of public communication space, where the private floods all 
things political. In between, a grey zone is cracking up, which 
is the actual space of the second freedom, because it reflects 
the violence of enunciation and definition of cultural programmes, 
which for their verbalisation actually do not bear any more – 
action. Action in terms of actual support alias financial coverage.

Ultimately, the second freedom does not mean that everything is 
possible, but that nobody is excluded, while the question arises: 
at what price? Last year, the Ministry of Culture of the Republic 
of Slovenia introduced cultural pocket money and a special call 
for young authors from the performing arts field, for people 
under 35 years of age, for the first time. And it is precisely 
the young artists who prove that it is possible. That it is possible 
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to make a performance for 1,000 Euros, which includes royalties, 
production costs and everything else. Therefore, how much does 
creativity cost outside creative industries? Since contemporary 
dance acts outside cultural institutions in Slovenia, the young – 
who are the proof that also the older ‘can do it’ – dancers and 
choreographers in Slovenia are more and more dependent on 
the ‘free market of the independent scene’, this infinitely elastic 
field of contemporary royalties or pocket money for artists.

II. Centre of Contemporary Dance Arts: Abolition 
before Establishment
Despite its variety and diversity, the field of Slovenian 
contemporary dance still does not have a representative public 
institution, while it is possible to say that in 2012 it missed its last 
serious chance to establish it. The journalist and theoretician 
Rok Vevar outlines2 that the transition from ‘presence to 
representation’ as a form of legalisation of contemporary dance 
still has not happened. The idea of establishing the first Centre 
of Contemporary Dance Arts [CCDA] is at least seventy years old; 
starting with the idea of residences in the frame of a ‘utopian 
company’ by acclaimed dancers and choreographers Pino and 
Pia Mlakar (Laban’s disciples) from the end of the 1930s onwards, 

2. The round table discussion, where Rok Vevar also participated, was held 
on May 25th 2013; the participants were dancers and choreographers: 
Iztok Kovač, Matjaž Farič, Maja Delak, Mateja Bučar, Teja Reba, 
and theoreticians; and journalists: Janez Janša, Bojana Kunst, Aldo 
Milohnić. Rok Vevar and Andreja Kopač anchored the discussion. 
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as well as continuation of education by Meta Vidmar (Mary 
Wigman’s disciple) in 1952, a general education system based on 
the model by Živa Kraigher in the 1960s, the overall commitment 
of Ksenija Hribar (London Contemporary Dance School student) 
and the establishment of the Dance Theatre Ljubljana in 1984 
as the result of a twenty-year effort by the Contemporary 
Dance Association Slovenia [CDAS]. The legal basis for the CCDA 
entirely fulfilled the first three goals of the Slovenian National 
Culture Programme3 (2008–2012), while the organisational 
structure would have been linked to the local Slovenian area 
but the content structure to the international area. A treatise on 
working possibilities was conceived, a structure was suggested 
by the CDAS, a task force was named and an acting director 
appointed, who in December 2011 asked for termination of office. 
After his resignation, dancer and choreographer Matjaž Farič 
assumed office in January 2012. The doors of the renovated 
facilities at Zaloška 65 in Ljubljana (in the former police station) 
were opened on January 12th 2012 but soon after that Farič also 
resigned because of unresolved matters, while the CCDA was 
closed as the first victim of austerity measures by the Janez Janša 
government. At the meeting on August 23rd 2012, the resolution 
on dissolving the public institution Centre of Contemporary 
Dance Arts, which was established by the previous government 
in 2011, was passed. This was the first in the row of cuts by that 

3. The three goals of the Slovenian National Culture Programme: 
development of infrastructure in the field of performing arts; international 
recognition as part of intercultural dialogue; and establishment 
of conditions for the institutionalisation of contemporary dance.
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government, which soon afterwards disclosed its first savings in 
2012: 660,000 Euros. Despite the fact that 889 local and foreign 
supporters signed the petition against dissolving the CCDA, 
the situation has not changed. Regardless, the battle for the first 
centre of dance arts in Slovenia is not over yet.

III. Gibanica – How to reach the pleasures again?
Speaking about Slovenian contemporary dance, the biennial 
Slovenian Dance Platform has to be mentioned, named 
after the national dish from the region, Prekmurje (Gibanica), 
which in translation actually means a moving cake. The last 
Gibanica took place in February 2013; the next one is expected 
between February 19th and 21st 2015 at various venues in 
Ljubljana. The novelty of the upcoming Gibanica is a series 
of accompanying events, which are already taking place 
at different festivals of dance arts (Fronta, Murska Sobota, 
Performa, Maribor, etc.) and are conceived as a partnership 
project of a large number of partner organisations that actually 
represent the ‘platform’ of Slovenian contemporary dance.4 Most 
are fuelled mainly by enthusiasm and willingness to cooperate, 
which in the coming years seeks to be realised and upgraded by 

4. The partner organisations are: Contemporary Dance Association Slovenia, 
Culture and Congress Centre Cankarjev Dom, Bunker Organisation, 
Kino Šiška Centre for Urban Culture, Dance Theatre Ljubljana, En-Knap 
Organisation, Fičo Balet, Vitkar, Association DUM, Federacija Organisation, 
Flota Organisation, Maska Organisation, Maribor Dance Room, Emanat 
Organisation, Sploh Organisation, Baobab Association, Republic of Slovenia 
Public Fund for Cultural Activities, Exodos Ljubljana Organisation.
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integration of a larger number of dance productions, spreading 
of recognition, education of audiences and ensuring dance 
production circulation, since dance production is still facing 
‘classical incomprehension’ at the national and local levels. 
Despite the fact that diverse practices of Slovenian dancers 
and choreographers have established their own recognisable 
language5 and left a mark in Slovenian artistic space, they are still 
not an equal dialogue partner in the ‘cultural dialogue’; they do 
not have their own institution to defend the interests of their field, 
if that is still possible at all. ‘The second freedom’ of Slovenian 
contemporary dance production is in constant danger of being 
eliminated from the wheels of subsidised culture. A strong 
argument in favour of the comprehensive solution in the field 
of contemporary dance is represented by the youth, who leave 
to be educated at the best dance academies abroad, as well as 
established dancers who work in renowned groups like Rosas 
(Boštjan Antončič, Matej Kejžar), Vertigo (Marija Slavec), Pina 
Bausch Company (Aleš Čuček), as well as those who want to 
return. But return where?

5. For example, groups like En-Knap by Iztok Kovač, Fourklor by Branko 
Potočan, productions by dancers and choreographers Matjaž Farič, Maja 
Delak, Snježana Premuš, Mateja Bučar, Sinja Ožbolt, Tanja Zgonc, Gregor 
Luštek and Rosana Hribar, Magdalena Reiter and younger performers 
who also conceived their own language, like: Mala Kline, Irena Tomažin, 
Jelena Rusjan, Katja Legin and the duo Jurišić & Reba, which can actually 
be assigned to the performative field. The fields of dance and theatre 
also merge in the case of the physical theatre group Betontanc directed 
by Matjaž Pograjc, since their last performance focused primarily on 
movement, while also the productions by Bojan Jablanovec’s group 
Via Negativa can be placed in the field of “questioning physicality”.



IV. Vez/Bound
On April 13th 2014, the ‘father of contact improvisation’ Steve 
Paxton held two lectures at the venue Španski boric (Culture 
Centre) in Ljubljana, which were followed by the reconstruction 
of the legendary performance Bound/Vez from 1982 in 
the interpretation of the Slovenian dancer and choreographer Jurij 
Konjar, who has been cooperating mostly with Steve Paxton over 
the past few years. As the latter said, they have formed a certain 
bond, which brings them together not only as partners in dance 
and choreography but also as partners in dialogue, who are 
simultaneously developing and upgrading practices and ideas; 
and that is occurring at a distant farm in the north of the US, 
two hours from civilization, where they have the conditions for 
this kind of work. But how to create the minimum conditions for 
the work of dancers in Slovenia is a longstanding question, which 
has not been resolved yet. The fact is that Slovenian dancers and 
choreographers work either abroad, focus on teaching work, or 
produce choreography for theatres. Real dance performances 
with a large number of participants are rare but this might not be 
the only case, since funding is decreasing everywhere – it is more 
a question of normal dialogue, ensuring conditions and minimum 
security, which ‘the second freedom’, as the freedom to reduce 
funding of non-governmental institutions can still take. Therefore 
‘the third freedom’ is needed to possibly create a bond; between 
dancers and spectators, between production and circulation, 
between dancers abroad and at home, and that for now only 
exists as an outline of ideas.
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Taking the Signs on the Road
Wojtek Ziemilski

Continent, city, country, society: 
the choice is never wide and never free. 
And here, or there… No, Should we have stayed at home, 
wherever that may be?

Elizabeth Bishop, Questions of Travel

Countries 
Frontiers 
Countries are divided from one another by frontiers. Crossing 
a frontier is quite an emotive thing to do: an imaginary limit, 
made material by a wooden barrier ... is enough to change 
everything, even the landscape. It’s the same air, the same 
earth, but the road is no longer the same, the writing on the road 
signs changes, the baker’s shops no longer look altogether 
like the thing we were calling a baker’s shop just a short while 
earlier, the loaves are no longer the same shape, there are no 
longer the same cigarette packets lying around on the ground.

Georges Perec, Species of Spaces

How to get to my level, to the level of me, where I don’t feel I am 
speaking on someone else’s behalf, that is, from a distance, 
out-of-scale, symbolically and stage-like and far from you? 
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How not to sound preachy? To become humble, so humble, so 
modest and simple that you have no doubt (I have no doubt): here 
he stands. No more bluffs.

Here he stands, here he moves, here he stops, here he stands.

If I am thinking this, it is because everything about this work, 
this artistic -, stage -, performance-work seems to encourage 
the extension, the stretching out, the daring and projecting. Inside, 
outside, in-to, out-of. 

Go somewhere else.

Leave this place.

What about the residency system? This absurd idea that I am 
somewhere else. That as I move - as I am being moved, actually 
- I encounter myself. There is the necessity of finding yourself 
somewhere else.

Take your toys and move to another sandbox, darling. Move to 
another grain and hope for the best. At least something changes, 
I hear myself say, and I am not sure what I mean, exactly. 

What sort of you were you expecting, darling? Why, my cigarette 
packets remain the same no matter where I go! I take my road 
signs with me. Or am I moving to keep in shape?
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Oh, but of course. As if moving were not enough - I reside. 
Not like a resident, oh no, that would be ridiculous. More like 
a residue-gathering cup, one which sees teas come and go; and 
with time, the build-up gives the inside its distinctive, unique, 
genuine, finely graded color. 

Me, the cup. The receptacle of the things that move through me, 
the teas of aesthetic experience. 

I’d rather be a mug. Robust, serious, pragmatic, maybe a bit hard 
and thick-headed, but getting the job done so right. Keeping 
the heat in. And layer upon layer of residue.

But no, nothing more than a cup, thin and fine and ridiculously 
fragile. And not even so pleasant to drink from. Nice, maybe, if 
you care for this type of stuff. But the edge is a bit unpleasant, 
no? And the handle, the handle you can’t hold properly. I mean, 
no such thing as a proper cup holds. The diminished hand, 
the fucking delicacy of access. 

But the moving is not about me. It is about changing the 
aesthetic, which involves the spectator – or to be precise, it 
involves the relation established with the spectator.

I always felt the distinction between the art I do and the art 
of visual artists.

The spectator’s gaze has me. (And not vice versa).
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She is the beholder. You know, beauty is in the eye of the beholder. 
Well, she is this eye.

That justifies everything I do, all the while making it suspicious.

I am justified, as I move in relation to the other - a very concrete 
other, the spectator other. My conversation may seem to be with 
a piece, but this piece stretches all the way towards the audience 
(no wonder the visual arts became jealous and brought in 
the relational brigade).

I become suspicious, because I cheat. I work for process (whose 
process? am I alone here? hello?). I focus on the work and keep 
away from the spectacle (why so shy? why so arrogant? has 
the potential viewer offended me already?).

If I accept the presence of the spectator, where does that put 
residencies? What sort of twisted universes arise? Should 
I invite the locals? Is there a universal audience? Does it matter? 
Am I to address myself as spectator? (Do I really want to have 
an audience of one?)

How to get to her level, to the level of her, where I feel I am 
speaking on someone else’s behalf, that is, from a distance, 
out-of-scale, symbolically and stage-like and far from me? 

How to cross bridges? To become humble? So humble, so modest 
and simple that you have no doubt (I have no doubt): here he 
stands? No more bluffs? Really?
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When I was a kid, during the summer holidays I sometimes 
travelled with my family to Western Europe. We would go by car 
and we usually stayed on the road for several days. Sometimes 
we slept in a big tent, but mainly at family friends’ houses (my 
parents had some friends in different parts of the continent). 

I remember the expressways, which looked and felt like they 
were taken straight from a science-fiction film - too modern, too 
exceptional and pure, somehow too present. Their presence was 
unquestionable in all its foreignness. 

What I remember best from all these trips was when I would wake 
up after sleeping through the night trip across Europe. I would 
fall asleep somewhere in Poland, then came the morning, I would 
open my eyes and, without fail, in front of me there was a strange 
land - a marvellous, fascinating land of the other. The houses 
had different proportions, the fields had different sizes, the lines - 
different shapes and rhythms. 

Then came the colours, and after opening the window - 
the smells. But those were secondary - the first impression was 
the strongest, and it must have always been at sunrise (how 
many times could this have happened? Three? Five? Once?), with 
few colors, a kind of bleak version of the world, yet a world so 
obviously fascinating and full of wonder. The strange presence 
didn’t require an overwhelming sensuality. 



The most amazing thing about it was not that I could see it. It 
was that I was in it. I was now part of that landscape, to some 
extent an observer, but at the same time - a participant, an actual 
inhabitant of this very place at this very time. The dreaminess 
must have played a part – not everything was clear about who 
I was and what I was doing there. That must have saved me 
from the safe distance of the onlooker. Space for the confused 
potential.

Sometimes, residencies do that.
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The Praise Of Laziness
Mladen Stilinović

As an artist, I learned from both East (socialism) and West 
(capitalism). Of course, now when the borders and political 
systems have changed, such an experience will be no longer 
possible. But what I have learned from that dialogue, stays with 
me. My observation and knowledge of Western art has lately led 
me to a conclusion that art cannot exist… any more in the West. 
This is not to say that there isn’t any. Why cannot art exist any 
more in the West? The answer is simple. Artists in the West are 
not lazy. Artists from the East are lazy; whether they will stay lazy 
now when they are no longer Eastern artists, remains to be seen.

Laziness is the absence of movement and thought, dumb 
time - total amnesia. It is also indifference, staring at nothing, 
non-activity, impotence. It is sheer stupidity, a time of pain, futile 
concentration. Those virtues of laziness are important factors in 
art. Knowing about laziness is not enough, it must be practised 
and perfected. Artists in the West are not lazy and therefore not 
artists but rather producers of something... Their involvement 
with matters of no importance, such as production, promotion, 
gallery system, museum system, competition system (who is first), 
their preoccupation with objects, all that drives them away form 
laziness, from art. Just as money is paper, so a gallery is a room.
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Artists from the East were lazy and poor because the entire 
system of insignificant factors did not exist. Therefore they had 
time enough to concentrate on art and laziness. Even when they 
did produce art, they knew it was in vain, it was nothing.

Artists from the West could learn about laziness, but they didn’t. 
Two major 20th century artists treated the question of laziness, in 
both practical and theoretical terms: Duchamp and Malevich.

Duchamp never really discussed laziness, but rather indifference 
and non-work. When asked by Pierre Cabanne what had brought 
him most pleasure in life, Duchamp said: “First, having been lucky. 
Because basically I’ve never worked for a living. I consider working 
for a living slightly imbecilic from an economic point of view. I hope 
that some day we’ll be able to live without being obliged to work. 
Thanks to my luck, I was able to manage without getting wet”.

Malevich wrote a text entitled “Laziness – the real truth 
of mankind” (1921). In it he criticized capitalism because it 
enabled only a small number of capitalists to be lazy, but also 
socialism because the entire movement was based on work 
instead of laziness. To quote: “People are scared of laziness and 
persecute those who accept it, and it always happens because 
no one realizes laziness is the truth; it has been branded as 
the mother of all vices, but it is in fact the mother of life. Socialism 
brings liberation in the unconscious, it scorns laziness without 
realizing it was laziness that gave birth to it; in his folly, the son 
scorns his mother as a mother of all vices and would not remove 



the brand; in this brief note I want to remove the brand of shame 
from laziness and to pronounce it not the mother of all vices, but 
the mother of perfection”. Finally, to be lazy and conclude: there is 
no art without laziness.

Pohvala lijenosti / The Praise of Laziness, 1993 
Read for the first time in the Gallery Opus Operandy, Ghent, May 2, 1993 
Published for the first time in the journal Kolo, no. 11-12, Zagreb, 1993
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Fake it! Re-Enactment, 
Documentation and Dance
Dorota Sosnowska
translated by Maciej Kurzawiński

As famously formulated by Peggy Phelan: “Performance cannot 
be saved, recorded, documented, or otherwise participate in the 
circulation of representations of representations: once it does so 
it becomes something other than performance… [Performance] 
becomes itself through disappearance.” (Phelan 1993, 146). How is 
it, then, that – employing more and more sophisticated technologies 
– artists and institutions alike do carefully document new premieres 
and performances? Whence the growing archives of performance 
art? If its recording is impossible, then what is stored on the discs, 
shelves and in the drawers of libraries and institutes? What is the 
documentation of a performance event, in particular of an art as 
ephemeral (as it is not linked to a text or any particular body, rather 
born somewhere between the imagination of the choreographer and 
a replaceable body of the dancer) as dance is?

Archive and Peripheries
In November 2007, Janez Janša directed Fake it! At the time, he 
had only just officially changed his first and last names. Only 
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a few months earlier, his name had been Emil Hrvatin. In the 
summer of 2007, together with two of friends, the artists Davide 
Grassi and Žiga Kariž, they changed their names to Janez Janša. 
This assumed identity is the first and last name of the right-wing 
prime minister of Slovenia who, during his second term of office 
in 2013, would stand accused of corruption and be dismissed. 
At the same time, Janša (the director) had already successfully 
reconstructed the famous performance Pupilija, Papa Pupilo 
and the Pupilecks of 1969, which was a key event in the history 
of Slovenian theatre. In Pupilija, there appeared such threads 
as historical interpretation, differences between East and West, 
censorship and commonality. It is no wonder, then, that Fake it! 
was interpreted as an attempt to expose the liberal mechanisms 
ruling the arts, an irreverent picture of the attachment to 
copyright and a bitter reflection on art as a product. It seems 
to me, however, that from a different perspective, Fake it! is 
an essay on documentation, a deep theoretical reflection on 
the relation between action and document, memory and history, 
body and archive. No less important is the fact that for Janša 
the starting point is the specific geopolitical situation. As 
indicated in its opening words, the performance was primarily 
informed by absence: Slovenia, a small post-communist country 
on the mental margins of Europe, had never been visited by 
the great founders of modern dance. Ljubljana had never been 
the venue for performances by Pina Bausch, Trisha Brown, 
Tatsumi Hijikata, Steve Paxton, or William Forsythe. Hence, 
would it not be good to dance their famous choreographies on 
our own? Reconstruct what forms the artistic identity of Western 
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Europe and include it in our own peripheral archive? And so, on 
a bare stage (just a few chairs in the middle, a screen and three 
monitors at the back, several microphones) in turns appear 
the dancers. Characteristic movements, recognisable music. 
Copies of the great choreographies are not performed so simply. 
The dancers comment on what is shown behind them: fragments 
of the recordings, photos, and descriptions – the entire available 
documentation. It is the documentation that becomes the hero 
of the show, from it is born the dance, movement and body. If 
Janša spoke of Pupilija as “staging the copy”, then Fake it! can be 
called “staging the documentation”. But what does this mean?

In her brilliant essay Performance Remains, Rebecca Schneider 
reverses Phelan’s definition of performance. She asks: “If 
we consider performance as ‘of” disappearance, if we think 
of the ephemeral as that which ‘vanishes’, and if we think 
of performance as the antithesis of ‘saving’, do we limit 
ourselves to an understanding of performance predetermined by 
cultural habituation to the patrilineal, west-identified (arguably 
white-cultural) logic of the Archive?” (Schneider 2013, 138) 
Assuming a different point of view – non-Western, marginalised, 
peripheral – we can discover that there is nothing ephemeral in 
performance. Like its ancestor, ritual, performance is a medium 
of memory that transfers and actualises in the body what 
the official and institutionalised archives reject. The memory that 
exists outside a text, document, or tangible trace, finds its residue 
in the body, action, and dance. Movements, steps, body-to-body 
gestures are some of the most important media of history, a way 
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to retain identity. “To read ‘history’, then, as a set of sedimented 
acts that are not the historical acts themselves but the act 
of securing any incident backwards - the repeated act of securing 
memory - is to rethink the site of history in ritual repetition. 
This is not to say that we have reached the ‘end of history’, nor 
is it to say that to access the past is impossible. It is rather to 
resituate the site of any knowledge of history as body-to-body 
transmission” (Schneider 2013, 145). In the wake of Schneider’s 
findings, in her book The Archive and the Repertoire Diana Tylor 
formulates the concept of enlarging the field of performance 
studies so as to incorporate historical studies and research rooted 
in history. However, it is her understanding that the medium 
of history and memory cannot be reduced to an archive alone – 
a collection of tangible relics enabling reconstruction of the past. 
Another legitimate source of such studies should be the repertoire 
– bodily practices and behaviours transmitted over time and 
carrying with them embodied history. Tylor writes: “The repertoire, 
on the other hand, enacts embodied memory: performances, 
gestures, orality, movement, dance, singing – in short, all those 
acts usually thought as ephemeral, non-reproducible knowledge” 
(Tylor 2003, 20). Crucially, Tylor does not define the archive and 
repertoire as polar opposites. She underscores their permanent 
reciprocal permeation and overlapping. At the same time, 
however, she expressly identifies the archive with Western culture, 
which is colonising and oppressive, and the repertoire with 
peripheral culture that is colonised and marginalised. From this 
perspective, dance – an art par excellance based on body-to-body 
transmissions – turns out to be history: an emancipating, 
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liberating and identity-forming force. An exceptional performance, 
where the body is the memory and archive, resists the oppression 
of the discourse. The exclusion from what is formative for modern 
dance (and performance in general), as according to Janša is 
the case with Slovenia (and with it practically the entire Eastern 
Europe), is not a banal issue. The pretext for the reconstruction, 
as stated by the director, is a serious identity issue. This is 
so because it turns out that here – on the peripheries – not 
infrequently we only have access to the archive and, based 
on that archive, by saturating our imagination with what we 
only know from documents and stories, we create our own 
performance, our own identity. Interestingly, it is this process that, 
somehow inadvertently, became one of the themes of the project 
RE//MIX delivered by Komuna Warszawa (Warsaw Commune) 
between 2010 and 2013. The artists invited to join the project - 
performers, dancers, visual and theatre artists - were to ‘remix’ 
the work of someone who had influenced or formed themselves. 
And in many cases these were works they had never seen live. 
These works, whose legend and documentation stimulated their 
creative imagination and formed them as artists, involved them 
in an almost perverse game with their artist-idol. Wojtek Ziemilski 
writes about his work on the remix of Laurie Anderson: “I listen 
to Laurie Anderson. Watch her videos, concert recordings. Look 
through her visual designs. Discover her first works. What used 
to be but curiosity turns into fascination. Anderson is too good, 
capable of perfectly remixing herself. A dream dreams something 
very concrete, but that something dreams something, too. I listen, 
let myself be carried away and gradually assume a position 
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that is miserably submissive, punkish and paralysing” (Ziemilski 
2014, 131). From the perspective of the peripheries, it is not only 
the body that escapes the rule of the archive, but the archive 
too escapes into the body, loses its stability and boundaries – 
transforms into a seizing performance. 

Body, Instruction, Documentation
The chairs, present on the stage from the very start of the show, are 
obviously necessary to help reconstruct the famous scene from 
CaféMüller by Pina Bausch. At one point the action ‘falters’. A pair 
of dancers repeats a single sequence and commentate on their 
own movements: “I hug you, I faint”, “I catch you”, “We hug” – and 
so on and so forth, almost endlessly. In the meantime the other 
dancers invite the spectators to come onto the stage. In pairs, they 
exercise the same sequence. Dance becomes a set of instructions; 
the body is subject to a specific drill. On the other hand, the body 
appropriates the instruction and choreography. When repeated, 
it becomes a set of movements – the meanings attributed to 
them begin to flash. It is no longer certain whether the instruction 
precedes the movement or the movement forces the commentary. 
What comes first: the movement or the word? The act or its 
description? Dance or documentation? Does the choreographer’s 
instruction instantly document the movement? How can 
performance be separated from its recording?

A fascinating answer to this question is formulated by Philip 
Auslander in The Performativity of Performance Documentation. 
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He divides performance documentation into two categories: 
that which is to confirm the actual event; and the other which 
becomes a work of performance art, even though the event 
itself never took place. The two model examples of his choosing 
include a photograph documenting Chris Burden’s performance 
Shoot of 1971, in which the artist’s friend purposely shot him 
in the arm, and Yves Klein’s Leap into the Void of 1960, where in 
the picture you can see the artist jumping out of a window. He 
poses a provocative question: “What difference does the fact 
that the image of Chris Burden documents something that 
really happened and the image of Yves Klein does not, have on 
our understanding of these images in relation to the concept 
of performance documentation? My answer: it makes no 
difference at all”. He goes on to say: “The act of documenting 
an event as a performance is what constitutes it as such. 
Documentation does not simply generate images/statements 
that describe an autonomous performance and state that it 
occurred: it produces an event as a performance and, as Frazer 
Ward suggests, the performer as an ‘artist’.” (Auslander 2006). 
According to the author, the use of camera is tantamount to 
taking responsibility for the work in relation to the public; it is 
also a tool for auto-analysis and development – it changes 
pure action into art for providing the relevant framework and 
context. Following on from this, it can be said that documentation 
understood as performance suspends the question about the 
source and originality. This is so because it not only becomes an 
element of action that can no longer be referred to as the right 
moment of art in progress, but itself becomes the source for 
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subsequent repetitions and re-enactments (even if in writing or 
in another medium) that can guarantee the given performance 
a place in the history of art. These findings by Auslander 
become exceptionally interesting, if we think of choreography 
which, preceding the performance as it does, can only become 
autonomous when recorded. Being an instruction, it lives in 
the documentation. From this perspective the same thing is true 
of dance and performance alike – documentation is an integral 
part of action that transforms movement into dance. As stated 
by André Lepecki, this relationship between dance and document, 
no matter how paradoxical, has become one of the major 
issues founding modern experimental dance: “Thus, turning and 
returning to all those tracks and steps and bodies and gestures 
and sweat and images and words and sounds performed by 
past dancers, paradoxically becomes one of the most significant 
marks of contemporary experimental choreography. With this 
question of returning as experimentation - of choreographically 
experimenting, whether by turning back or in turning back 
dance, may nevertheless still escape Orpheus’s curse of being 
frozen in time. While the recent interest in re-enacting in dance 
parallels a similar one in recent performance art, and while in 
the visual arts the term ‘archival impulse’ - in which re-enacting 
participates - was coined by Hal Foster to describe what he 
identified as ‘a pervasive’ concern, I propose that in order to probe 
re-enactments in dance as a mark of experimentation that defines 
contemporaneity, a concept must be introduced: a specifically 
choreographic ‘will to archive’.” Lepecki goes on to say: “Because 
of these pressures toward embodied actualisations, every will 
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to archive in dance must lead to a will to re-enact dances. Such 
an indubitable link means that each ‘will’ acts upon the other to 
re-define what is understood by ‘archiving’ and what is understood 
by ‘re-enacting’. This redefining action is carried out through 
a common articulator: the dancer’s body. As we will see… in 
dance re-enactments there will be no distinctions left between 
archive and body. The body is archive and archive a body” 
(Lepecki 2010). If in dance the difference between the body and 
archive fades away, this means that in dance the body is always 
already is the medium. It does not demonstrate itself on (even 
if symbolic) stage in its pure presence, but reveals its mediating 
nature. Hence, not only is it not ephemeral and elusive, but it is not 
present in reality. What we deal with in dance is the body-medium 
that creates its meanings from history, memory, and archive.

Performance becomes itself through disappearance
Janša’s Fake it! ends with a twenty-minute scene in which 
audience members come on the stage. They can approach any 
dancer of their own choosing and ask to be taught any of the 
earlier presented choreographies. The show’s framework fades 
away, as the show transforms into an absurd dance lesson. To 
those who stay seated in their armchairs, everything looks funny, 
hilarious even. The refined movements carefully reconstructed on 
the basis of the available documentation now become common 
property. Repeated – presumably ineptly – by the audience 
members, they strictly become part of their bodies. The reception 
of the performance is no longer an intellectual game and becomes 
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a body experience. The situation created by Janša is not so naive, 
however. It is not about building a common experience, some little 
catharsis. It is not about true presence and experience of one’s own 
bodily presence. On the contrary, the technique of body-to-body 
transmission makes the body an element in a long chain of 
history. Simultaneously, the media images of movement present 
at all times on the stage (the basis for reconstruction) make you 
not think of the source. Movement is a pure, nearly mechanical 
repetition. It has no beginning (because the documentation is 
already a repetition) and no end, either. It persistently returns 
into the body that processes it like a medium – transmits it 
into another body. In Janša’s show, performance realises itself 
through repetition and return. Through mechanical re-enactment, 
reconstruction. Which is why the role of documentation is so 
important here. It constitutes the field of performativity which, 
constantly hidden and distanced for contravening the essence 
of performance, still works at the same time.

Reverting to the question posed at the beginning: why document 
dance? This can be answered as follows: so as to oppose 
the understanding of dance as an elusive, ephemeral art that 
is reduced to performance and disappears together with 
the final step of the dancer. Documentation reveals the deeply 
performative nature of dance that is not limited to the stage, 
dancer and audience, that does not exhaust itself in pure live 
presence. Dance survives in its reception, document, memory. 
Dance is history. Whether the dancers and choreographers 
have ever visited Ljubljana or not, they are part of its cultural 
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heritage. It suffices that someone has found an interest and 
inspiration in their creative work. Rebecca Schneider approaches 
this process in terms of a ricochet1. Just as dance ‘reflects’ off 
the memory (body) of spectators, bodies of actors, conversations, 
documents, attempts to record and describe it, legends and 
anecdotes passed down the generations, individual memories 
and collective affections, by the same token, being in constant 
movement between the past, present and future, it ‘reflects’ off 
the documentation. The latter is not intended to replace the event, 
only to confirm that the event did occur; nor is it something 
external in relation to dance, or necessary for dance to survive and 
be preserved. Dance, an art of endless repetitions, reminiscences, 
reconstructions and re-enactments finds in documentation 
another echo, another way not to be recorded.

In Place of Ending
Finally, it feels necessary to make a confession. I have seen 
Pina Bausch’s dancers live, but I have never seen Janša’s show. 
I only know its recording and the story. The show was presented 
in Warsaw as part of the Ciało/Umysł (Body/Mind) festival in 
2011. Shortly before the show it turned out that the female 
dancer doing the part of Tatsumi Hijikata could not perform – 
I do not remember why. Then, Hana Umeda, a butoh dancer from 
Warsaw, was asked for help. She had to learn the choreography 

1. A notion formulated by Rebecca Schneider at the lecture Performance 
and Documentation. Acting in Ruins and the Question of Duration, 
25.04.2014, Muzeum Sztuki Nowoczesnej, Warsaw.
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in just a few days. It goes without saying that she learned it 
from video recordings. By no means, however, did she learn it 
from the ‘original’ dance, but from that ‘copied’ in Janša’s show. 
These mediations have no end. So, after all, what is there in Fake 
it!? What is the fake, untrue, fraudulent element of that show? 
Documentation? Dance? The situation directed by the artist? 
Following my own experience, I would like, perhaps riskily, to put 
things otherwise. One fake thing is the reception, where dance is 
to be something true, original, of source and ephemeral. The only 
fraud is the expectation of an experience in the theatre. The only 
scam is the assumption that what we are participating in live is 
unique, unrepeatable and communal. Obviously, at times it does 
appear to be so. But this is not where the essence of performance 
lies; this is not what dance is about. Repetition, mediation, 
reconstruction are what characterises a dancing body. In 
permanent relationship with history, archive and document, dance 
becomes a specific medium. The most archaic and, perhaps, 
conditioning all other mediations. Therefore, reception of dance in 
documentation is impossible. On the contrary: to a certain extent 
documentation enlarges the field of dance by bringing out its 
characteristics as a medium. Dance and performance become 
themselves through documentation, because within it emerges 
their mediating and repetitive nature.
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“Europe is not ready for this”
Karol Radziszewski
translated by Klaudyna Michałowicz

In 2011 I decided to go to New York to retrace the steps of Natalia 
LL, a Polish neo-avant-garde artist who visited the city in 1977. 
This was the impulse for creating the movie America Is Not 
Ready For This and completing a broader project of recording 
statements made by interviewees from both sides of the Iron 
Curtain – from within the circle of the New York art community 
and from among Polish artists who traveled to the United States 
in the period in question, for instance Grzegorz Kowalski. Already 
the title of the film – America Is Not Ready For This – questions 
the conventional division into “the central art of the West” and 
“the peripheral art of the East”. When Natalia LL went to New York 
with her Consumer Art (Sztuka konsumpcyjna), the art dealer Leo 
Castelli told her that she had “outdistanced America”. But was 
the America of the 1970s truly not ready for the art of Natalia LL? 
As the movie shows, the matter is far more complicated. 

Contrary to appearances, the research project entitled America Is 
Not Ready For This does not pertain to distant past; it is relatively 
successful in uncovering tendencies still apparent today. 
The mythical split into America and Europe may currently be 
transposed into the equally mythical division of Western Europe 
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versus Eastern Europe. The core of this distinction lies not as 
much in geography as in history, politics and mentality. One of my 
video interviewees, Professor Grzegorz Kowalski, remarked that 
the young artists of today have it easier, since they do not have 
to fly across the ocean to New York: Berlin has become the New 
York of the 21st century. It is closer, cheaper – the artistic center 
of the world within reach. Thus, Berlin has become another myth 
for artists, especially ones hailing from Eastern Europe. Poznań is 
closer to Berlin than it is to Warsaw, which is why art students living 
there find it easier to make the decision to move abroad. I myself 
have often toyed with the idea of moving to Berlin, even though 
I soon became aware that it was not such an obvious (or indeed 
the only) solution. In Berlin, everyone is an artist; the city is home 
to hundreds of thousands of them, if not more. Moreover, I know 
Berlin curators who, while declaring their fascination with the 
transformations taking place in Eastern Europe and their apparent 
will to visit, have never been to Poland, even though it would take 
them no more than five hours to get to Warsaw by train. Funnily 
enough, it is often easier for them to choose to travel to South 
America or China than to a neighboring country. And this may be 
considered symptomatic, too, since in the global culture peripheral 
regions and the processes of their “discovery” are also subject to 
changing fashions. The peripheries need to be exotic – a little wild, 
a little sexy. Poland had its five minutes more than a decade ago, 
when the wave of interest in our country elevated several Poles to 
the status of world-class artists. A similar process took place in 
Romania, resulting in the creation of several progressive private 
galleries; yet compared to other countries in the region, Poland may 
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still speak of its “fifteen” or even “twenty minutes” of fame. Polish art 
still inspires interest, as corroborated by the establishment of new 
sizable public institutions and museums. Yet at the same time, 
I have been observing an interesting paradox: a Polish artist may 
have his or her works presented in almost every public gallery and 
museum, yet has never gone beyond the bell jar of the national art 
community. On the other hand, Polish curators prefer to showcase 
Polish artists, and so everything gets locked in a vicious circle. Old 
boundaries grow sharper as if by magic. The provinces condemn 
themselves to being provincial. My favorite example, a small 
yet telling one, are exhibition catalogues: almost all large public 
institutions prepare bilingual versions of their catalogues, yet such 
publications seldom find their way abroad (in fact, the institutions 
rarely exchange them even between themselves). Thus, the English 
versions of the catalogues are aimed mostly at those who have 
already seen the exhibition, i.e. at the odd foreign tourist who strays 
in there. Such actions seem to be based on an inherent lack of faith 
that something could go right and the works presented at a Polish 
exhibition could arouse interest anywhere else. Self-satisfaction 
at having achieved anything, even a partial success… The very 
fact that Polish curators, art historians and scholars are afraid 
to think global is very peripheral in nature. My pet example: we 
often hear that something is important or groundbreaking “for 
Polish standards”. What a terrible thing to say! Such comments 
are precisely the reason why I sometimes wonder whether living 
here is such a good idea. I am afraid that I might lose my critically 
self-analytic approach and decide that my work is brilliant indeed, 
for Polish standards. That would be my greatest failure. 
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The greatest challenge for young artists in Poland, and most 
likely also in other countries of the region, is the relatively 
conservative nature of the art market (the very existence of which 
is still a relatively new phenomenon here). It provides less and 
less opportunity for experiments while constantly increasing 
the demand for spectacular “shows”. Art bows to democracy 
and the capitalist rules of market economy. These tendencies 
are hidden under the attractive veil of professionalism and “rising 
to standards”. It is a telling fact that Warsaw hosts the Warsaw 
Gallery Weekend, an event which is organized collectively at 
22 private commercial galleries, yet it would be difficult to find 
there even two or three showrooms that would truly deserve to 
be called alternative or independent. Young artists either want 
to launch their careers by going to fairs and referring to White 
Cube spaces or simply wait for their turn in silence and apathy. 
In America Is Not Ready For This, the artist AA Bronson states that 
the most interesting works in New York are currently created by 
young lesbian artists, simply because there is not a single gallery 
that would be interested in showcasing them, let alone selling 
their art. As a result, these artists are doing only what they wish to 
do. Local, yet at the very center of the world. 

Can art be supra-national? And should it be? In my personal 
opinion, it is indeed possible to create universal works while still 
cherishing their local aspect. A person living in New York works 
with a New York context, an artist living in Poland with a Polish 
one. Naturally, universalistic and abstract trends exist, yet not 
all art can follow them. Similar works created in different parts 
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developed true pop-art, because there was no consumer culture 
to which artists could react. This does not mean that formal 
elements of strong pop-art influence did not appear; they simply 
had a different context. They could not be critical, but rather 
affirmative in nature. The context was key. Once more, the story 
of Natalia LL provides a good example. At the time when feminist 
art had started its slow development in the United States, 
progressive American artists spoke of communist Poland with 
envy, because in the Eastern Block women rode tractors and were 
seemingly equal to men; it seemed to them that the postulates 
of feminism had been achieved there. Natalia, who went to 
the States dreaming of pop-culture, furs, bananas and sunglasses, 
heard that she came from a country that had embraced feminism. 
She had no idea how to react. It may therefore be argued that 
notions such as the “center” and the “peripheries” are false; there 
is only dissimilarity. The question that remains is whether Europe 
(the Western, Central, Northern, Southern as much as the Eastern 
one) is ready to accept this fact. 



285

The Tiger’s Leap: a Method 
of Reloading the History 
of Local Scenes
Ana Vujanović 

A Happy Consensual Tribe
Many experts agree that contemporary dance emerged in 
the West (Western Europe and the USA) during the second half 
of the 20th century and, therefore, that it was conditioned by 
the democratic character of those societies. At the same time, 
it is commonly accepted that societies in the East overslept 
the second half of the 20th century behind the Iron Curtain that 
divided the democratic (capitalist) West from the totalitarian 
(communist) East. So it only stands to reason that there was no 
contemporary dance in the East. Adhering to this teleological 
view of history as progress, contemporary dance accordingly 
appeared in the Eastern societies only with their transition to 
democracy-capitalism in the 1990s and 2000s. Many agree 
not only that contemporary dance organically had to appear in 
the East at that time, due to the new social conditions, but also 
that its appearance is a proof that those ex-Eastern societies have 
become democratic. Naturally, this late awakening of the East 
results in its always-being-late in its efforts to keep up with 
the contemporary dance scene in the West.1

1. Cf. Kunst 2002, 75–76.
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A lot of experts may agree about a lot of things. And when 
a majority agree on many “things”, the river of history may flow 
smoothly, all the way from its source, right down to the mouth, 
the past clearly shaping the future… And here we are, in 
the present, where one can see, on the international dance scene, 
contemporary dance both from the ex-East and the ex-West – 
although still not in equal proportions – that belongs now to 
the borderless – although not quite “history-less” – global society.

Good morning, Columbus: My colleague, performer, and cultural 
worker Saša Asentić and I have spent a lot of time discussing 
the (hi)story above. At one point, it dawned on us: isn’t this 
just like Columbus’s discovery of America – a land that had 
existed for centuries under another (its own) name? With this 
“Good morning, Columbus” kind of insight, we embarked on our 
research project, A Tiger’s Leap into the Past (Evacuated Genealogy). 
It is a part of Asentić’s larger artistic-research project Indigo 
Dance (2006–2009), comprising, in addition to A Tiger’s Leap, 
an installation / impossible project proposal titled BalCan-Can 
Sussie Dance and My Private Biopolitics, a performance-lecture. 
Each segment of the project deals with a specific aspect 
of the structure of the local dance scene and its position in 
the international danceworld. A Tiger’s Leap in particular deals with 
the history of contemporary dance in Serbia and here I will focus 
only on its methodology rather than content.2

2. I used this research work in several theorisations of the local 
contemporary dance scene and its past, which made ample 
use of the work’s content. Cf. Vujanović 2011.
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Our Own Tiger’s Leap
The purpose of A Tiger’s Leap into the Past is to articulate the past 
of local contemporary dance in historical terms. Its point 
of departure comprises the following questions: Why isn’t there 
a history of local contemporary dance? Why is it still waiting to be 
written? How do we actually use the term “contemporary dance”? 
Is it an umbrella term for every artistic and cultural practice 
of bodily movement that is current in any way? Are there other 
names in the local past that might signify the same or similar 
practices? What might we identify as constituting the history 
of dance in this region? What did we have in lieu of contemporary 
dance in the past? Why wasn’t it called contemporary dance at 
the time? Can we call it contemporary dance now? Is it entitled 
to claim contemporaneity? Is it about the state of affairs at any 
given time or is it about the right to contemporaneity?

Starting with these questions, A Tiger’s Leap has been produced 
as a series of video interviews with actors, participants, and 
witnesses of the local dance and performance scene in different 
periods of the 20th century.3 The work is an open long-term 
research without a predetermined list of interviewees. We 
simply started with the biggest figure in local dance history 
of the early 20th century, Maga Magazinović, and then followed 
the divergent traces that emerged in the interviews themselves. 
This way, the work has been constantly self-broadening and 

3. Ending with the ’90s, when contemporary dance – first 
as a form of theatre, and then as an independent artistic 
discipline – started appearing on the local scene.
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self-(re) defining with more and more figures, who formed a web 
of cross-references of the interviewees. We asked all of them 
questions grouped around three big issues:

• conditions of work – organisational, technical, financial, 
educational, and infrastructural circumstances of work in 
the field of dance and performance on the levels of state/local 
cultural policy making, institutional positioning, and personal 
relations and experiences;

• conceptual framework – the concepts, terms, names, and 
notions with which the interviewees operated; artistic 
influences (persons, styles, techniques, and paradigms); 
references to the history of ballet and dance; and relations to 
other artistic fields, as well as to the surrounding social and 
political contexts;

• public reception of their works – reviews and critical reflections 
in mass media, theoretical approaches, reactions from their 
audiences, and general public opinion.

This rhizomatically-structured history rests on a twofold formula 
that I borrowed – and modified to a certain extent – from 
Foucault’s new historicism:4

archaeology – a method of researching the facts, names, 
opinions, experiences, and agencies present in one context 

4. Especially from The Archaeology of Knowledge and 
The History of Sexuality / The Will to Knowledge.
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and period in the past, without the idea of a big (majoritarian) 
historical narration, that is, a red thread connecting all 
the fragments into one coherent story;

+ links through time – which appear from within this 
self-regulating structure as various indirect links, reread(ing) 
connections and reversible cause-effect lines; 

= genealogy – a provisional and particular result of the links 
that offers a chronology of the archaeological layers but without 
the notion of teleological progress clearly leading from one 
(earlier) layer to another (later) one.

In this way, we got a vast rhizomatic network of ideas, concepts, 
images, stories, experiences, and memories, for our audiences 
to interpret, depending on their own historical positioning, 
contexts, and subjectivities. This also explains why we conducted 
interviews rather than collect solid historiographic data: we 
simply do not believe in pure data, objective facts, objects found 
in the past “as they really were”. Instead, we foster subjective 
perspectives that give meaning to the facts from the position 
of singular historical subjects; there, the facts (documents, video 
recordings, etc.) are only so much illustrative or demonstrative 
material added to a history constructed in this way. This idea is 
firmly rooted in Walter Benjamin’s conception of history, which 
I proposed as the general politico-theoretical methodology 
of the work. As it is a more complex and broadly useful issue, I’ll 
explain it later, following some concrete descriptions of our work.
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History (of dance) is not given, but must be constructed: In the first 
round we interviewed Katalin Ladik, Svenka Savić, Dubravka 
Maletić, Sonja Vukićević, Nela Antonović, Jovan Ćirilov, Vladimir 
Kopicl, and Boris Kovač, and later also Nada Kokotović, Ljubiša 
Ristić, and Haris Pašović. We complemented these interviews 
with a video exploration of My Life, an autobiography of Maga 
Magazinović, written in a style close to (self- )interview 
(Magazinović 2000). The work was first shown in February 2007 
at the Museum of Contemporary Art of Vojvodina in Novi Sad. 
The video archive had an important interactive element: we placed 
a big piece of canvas on the wall, inviting the visitors to draw a map 
of the history of local contemporary dance on it. The invitation 
read: “History of dance is not given, but must be constructed”. This 
was another way to invite actors on the local scene to construct 
our own history and for that reason we borrowed Irwin’s method 
of representation from their project East Art Map (Irwin 2006) as 
the highlight of the event.5 Accordingly, we also included my own 
self-interview as a live performance in the video exhibition, in which 
I served as guide and keynote speaker and also as a witness and 
participant in the current dance scene. However, my self- interview 
is not permanently included in the archive, because my name has 
not been mentioned by the interviewees.

The space of art is not determined only by that which it includes, 
but also, or even more so, by that which it excludes: For the second 

5. Their famous slogan is “History is not given, please help us 
to construct it”. See http://www.eastartmap.org,

http://www.eastartmap.org
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stage of the project, we made – together with video artist Marta 
Popivoda – a cluster of interviews about unrealised dance and 
performance projects over the past few decades. This connected 
A Tiger’s Leap with another work that Marta Popivoda, Bojana 
Cvejić, and I made in Graz in 2006 (as part of the exhibition 
No Space Is Innocent! at the Steirischer Herbst): Archiving 
Performances at the Edge of the Void. We used the older work’s 
principles – making the invisible visible, including the excluded, 
affirming the negated – and combined them with the procedures 
of A Tiger’s Leap – interview, remembrance, and storytelling. This 
time we focused on the incubation period and early years (from 
the 1970s on), when the contemporary dance scene in Serbia 
emerged and was recognised as such. The work was displayed 
as a video installation, Recycle Bin – Archiving Performances at 
the Edge of the Void,in March 2008 at the Magacin u Kraljevića 
Marka in Belgrade.The interviewees were Jovan Ćirilov, Vladimir 
Kopicl, Sonja Vukićević, Katalin Ladik, Nela Antonović, Miroslav 
Benka, Bojana Cvejić, Olivera Kovačević-Crnjanski, Dragana 
Alfirević, and Dušan Murić.This work aims to show the “other 
scene” of the positive history written by A Tiger’s Leap. It speaks 
about the non-existent, erased, rejected, impossible, or unrealised 
dance and performance projects, pieces, festivals, venues, 
projects in education, and networks. These “not-to-be-done” works 
are situated “on the edge of the void” of the current situation in 
the local danceworld. Since it cannot be decided whether these 
work proposals truly belong to the local dance scene or not, they 
convey a concentrated sense of historicity of the current situation.
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A Public Domain Net Archive: The third aspect of A Tiger’s Leap is 
the creation of a free and open-access online archive.6 Together 
with the interviews that we have already uploaded, it will 
contain video recordings, documents, as well as interactive and 
changeable historical map(s). The aim of the archive is twofold: 
to share what we, as cultural workers, obtained and made with 
the public at no charge, and to intervene into those “things” about 
which many agree, by making the archive as visible as possible.

Walter Benjamin’s Political Theory of History
I will conclude this text with some explanations of the 
politico-historical methodology that informs our work. A Tiger’s 
Leap into the Past, including its title, is based on Walter Benjamin’s 
writing, “Theses on the Philosophy of History” (Benjamin 1969). 
Benjamin’s text has served to shift our approach from a neutral 
archiving or objective historicising of the past of the local 
contemporary dance scene toward a critical illumination of those 
aspects of the past that were invisible then and are still not visible 
from the perspective of the globally predominant historicisation 
of dance. In Benjamin’s words: “To articulate the past historically 
does not mean to recognize it ‘the way it really was’. ... It means 
to seize hold of a memory as it flashes up at a moment of danger” 
(Benjamin 1969, 255). This is why we chose the interview 
format, to envoice those subjective perspectives that may not 

6. See the archive at http://www.perart.org/savremeni-ples/
tigrov-skok-u- istoriju/ (accessed December 2012).
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retell the past “as it really was”. On the contrary, they blast out 
the past, by wresting it from the continuum of regular history 
into the present, which they are meant to change, transform, 
and revolutionise – as a legacy for the future. This is Benjamin’s 
“tiger’s leap”, which re-orientates history entirely toward the future.

Another important influence that comes from Benjamin’s text is 
his rereading of history as a “memory-scene” (Gedächtnisszene), 
whereby actuality comes to condition our readings of historical 
images. Thus, what we address and challenge here is, above all, 
the very actuality to which A Tiger’s Leap relates as a reality check, 
staging its political structures, hierarchies of power, and ownership, 
not only over products and material infrastructures, but also over 
concepts, names, and paradigms – that is, over history itself. 
What is crucial for us here is Benjamin’s notion of Eingedenken, 
often translated as “remembrance” or “memory”. However, as 
Slavoj Žižek asserts (Žižek 2008, 183), Eingedenken cannot be 
translated simply as remembrance or reminiscence, because in 
Benjamin, Eingedenken denotes a politically interested appropriation 
of the past by the oppressed and the exploited, for their own 
political benefit. Positing the local dance practice and discourse in 
the global history of dance as that oppressed and exploited class, 
A Tiger’s Leap constructs its own version of the past mostly by 
means of its interviewees’ singular memories, who “here and now” 
write the “there and then” in a genealogy that is evacuated from 
the regular history of the contemporary dance scene. It is about 
re-actualising the repository of historical knowledge embedded in 
the memories of the overlooked, the erased, and the forgotten.
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The third important influence on our work was Benjamin’s 
theoretical approach to history. According to his “Theses”, 
the tiger’s leap is the leap of the present into the past that was 
already waiting for it, waiting, according to Žižek, in order to be 
established through it. Žižek notes that Benjamin was a unique 
Marxist thinker of his time who regarded history as a text, 
because he maintained that the meaning and historical dimension 
of events would be decided only later, once they are inscribed into 
the symbolic network – into the story of history, I would add. This 
is not about a historical relativism claiming that we can never 
know the past because our understanding always depends on 
our current knowledge. In Žižek’s view, Benjamin’s key theoretical 
insight is that the present is relativised, not the past, and thus 
remains open for future rewritings through this procedure. 
The present is, one hopes, a “retroactive force”; it not only rereads 
but also writes the past and thus breaks the homogenous 
continual time of official history.7

(In lieu of a Conclusion): The Tiger is Leaping Around
At the very end, I would like to take the above-described 
methodology and procedure of historicisation beyond A Tiger’s 

7. Here I should point out that my present rereading of Benjamin’s tiger was guided 
by the concerns, time, and context of our own work. Therefore, for the purposes 
of A Tiger’s Leap,I disregarded his widely discussed theological references, 
challenging of Marxist historical dialectics, the image of the chess-playing 
automaton, the Angelus Novus, and many other aspects, employing 
the tiger’s leap instead as an action-event that transforms the present and 
breaks with the course of history, inviting and writing the past for the sake 
of the future. It was a Benjaminian gesture par excellence, I would say.
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Leap into the Past. For me, A Tiger’s Leap is but an explicit example, 
while the method itself may be used in a much wider scope, 
beyond this work and the specific context of the Eastern European 
dance scene. I would therefore emphasise the similarities 
between our work and works and projects such as the following: 
the already mentioned East Art Map by the Slovenian group Irwin, 
which (re)constructs the history of the visual arts in Eastern 
Europe after the WWII; Swedish Dance History initiated by Mårten 
Spångberg and based on the following statement: “History must 
be written, and those who write it define the future”;8 What’s Welsh 
for Performance? by Heike Roms, which explores the constructive 
character of the history of performance art, confronting its 
history in Wales with the already canonised history;9 the East 
Dance Academy as well as some of its specific projects, such as 
Maska’s platform ARTCHIVE – Contaminated with History and a series 
of re- enactment performances in Ljubljana and Zagreb; and so 
on. To be sure, there are significant differences between those 
projects, ranging from their topics to their contexts, but what 
connects them here is their shared striving to problematise big, 
smooth, majoritarian histories. That striving is realised through 

8. See www.inpex-universe.org/events/swedish-dance-history-2010, 
theswedishdancehistory.wordpress.com (accessed February 2013)

9. See www.performance-wales.org (accessed November 2012): “Traditionally, 
histories of performance art have tended to concentrate on a well-documented 
(mostly US-based) canon of works, neglecting local scenes outside 
of the centres of art production. This project aims to chart the manner in which 
performance art as an international artistic movement was negotiated in 
response to the particularities of specific cultural situations during its formative 
years – here examined in the context of Wales between 1965 and 1979”.
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similar political orientations, wherein the tiger’s leap appears as 
a method of intervention by minoritarian subjects, whose concern 
is to shape a different future. In that sense, the tiger’s leap in all 
of these works should not be mistaken for historical revisionism, 
but rather understood as a futurist intervention into the present 
that will become the past of another and different future, a future 
in which historical univocalism will be replaced by a multiplicity 
of voices, and no longer indistinguishable noises, that will 
resonate all around.
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The New Eastern Block
Iulia Popovici

A month ago, when Marta Keil asked me to talk about does 
the notion of ‘East’ and ‘West’ actually mean nowadays, the crisis in 
Ukraine hadn’t reach its most dramatic moments and no border had 
been redrawn. Yet. By the time I finish this text, I don’t know whether 
I will have to update it for the day I’ll read it – when a country might not 
exist at all anymore or an unknown kind of war might have broken out.

Actually, if for the past 20-so years we’ve talked about 
Eastern Europe as a historical burden – otherwise known as 
‘post-communism’ - that needed to be overcome for us to join 
the bigger family of our cultural and social references, somehow, 
the recent developments in Kiev, Simferopol and Moscow made 
the concept out-of-date – thus delivering us from the need 
of justifying our past. Going through the American, British, or 
French press writing about the violence in the East and the press 
releases speaking about the need to ‘save Eastern Europe’ and 
rely more on ‘our Eastern allies’, it appears that some of us were 
finally saved from this ideological and geographical hotchpotch – 
Eastern Europe has moved further east.

We all know that „Eastern Europe“ has never been a purely 
geographical notion and it was coined, putting together the heirs 
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of the Austro-Hungarian and Russian empires that most of the time 
were making everything possible to distance one another, in order 
to cover the wild, hic sunt leones territory east of the Iron Curtain. 
The Iron Curtain, that interesting theatrical term naming a device 
intended at protecting the community of the theatre (actors, 
technicians and audience alike) from the menace of a fire. Who was 
the fire and who needed protection from it when using the notion 
politically it’s still debatable. One can never escape vocabulary, 
in fact: the term used for the Identity. Move! project – the Eastern 
belt (of Europe) – has a similar ambiguous understanding, with 
the belt being in the same time a protection device and a purely 
practical one that supports and embellishes.

Just to quote an article (or several ones) on the topic, some 
countries in Eastern Europe, like Russia or Belorussia or Ukraine, 
are so far east that nobody can contest where they belong. For all 
the others, it has always been, again, a question of vocabulary – 
a very complex one, since everybody wants to get rid of somebody 
else in order to singly save itself from the eastern nightmare. So 
we have Central Europe, Middle Eastern Europe, Southeast Europe 
(that would be the worst, it never serves as self-identification, 
the concerned countries call themselves the Balkans), Northeast 
Europe, North-Middle-South Europe, and maybe we could even 
have Middle Central South to North Europe. Just like Southern 
Europe was suddenly reinvented at the pick of the economic crisis 
– the simplest mechanism of exclusion by narrowing a definition. 
‘Eastern’ equals the historical remains of the Ottoman Empire, 
corruption, payoffs for everything, no social or sexual revolutions, 
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an impossible ethnic mixture where everybody’s white and, for 
the ears of the innocents, speak the same language – the one 
accused of colonizing them -, an over powerful state that needs to 
adapt to the enlightening force of the market, too many subsidies 
and a cheap labor force that needs to increase its productivity in 
order to be taken seriously. But above all this, the East is the lost 
sheep forcibly removed from the flock some time ago, now having 
to re-learn the set of values lately put under the umbrella term 
of aquis communautaire. That’s why the idea of ‘post-communist 
countries’ replacing that of ‘East European states’ came so handy: 
it canceled a formally geographical opposition and replaced it with 
a transitional one, that allowed the reading of the Eastern realities 
not as something inherently different but as an immature version 
of one, universal possibility of existing, something that Boris 
Buden called ‘an infant condition’.

In fact, first the establishing of the Eastern Partnership (in which 
the ‘partners’ were the EU countries as a whole and the Easterners 
were states that in other times and contexts would have been 
called ‘post-Soviet’) and now the confrontation around the faith 
of Ukraine have redrawn the ideological map once again. 
The former EU East is now cast in the role of the young adult, able 
to teach to the new generation of toddlers the bipedal walking. 
And somehow, this is a dangerous moment and a decisive 
one: it’s the moment to decide, at a social and political level, if 
the ‘former East’ gives up any aspirations it might have ever had 
of performing the difference – or not.
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Legitimizing ourselves, here, East of Berlin and West of Moscow, 
means not searching for our artistic, social, ideological roots but 
inventing them, researching the recent past as if it were a form 
of Middle Age that needed to be mapped and reconstructed 
through lost and subjective archives, reconsidering the concept 
of archiving itself as being – in certain social contexts – not an 
objective form of preservation but a constant act of performing 
a failing memory.

Let’s take a superficial look at the most interesting project I know 
dealing with how Eastern European artists self-identify their 
masters and sources of inspiration: komuna warszawa’s re//mix. 
Among the very different references and influences a respectable 
series of instrumental Polish dance and theatre artists went 
back to, in a four-year long production endeavor, only a handful 
of non-Western figures or collectives made it to the canon 
of the younger generations – and some of them (like Grotowski 
or Kantor) had made the subject of Western canonization in 
the name of the exotic mirage.

Just like in similar endeavors in the region (like those in 
the program What to Affirm? What to Perform?, for instance, 
that generated, among other things, what would become 
the Romanian Dance History series), the interest of the artists 
went mostly towards the peripheral, the less known, the less 
visible that in certain cases was also the subversive, not towards 
the mainstream – like the ‘reading’ of Lidia Zamkow as an icon 
of non-conformism and avant-garde feminism. 
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If one doesn’t have a universally accepted history, one has 
the unique chance of choosing and rewriting, a chance to a brand 
new history (which is not to be mistaken for the past…) and gallery 
of heroes.

When performing artist Manuel Pelmuș and his colleagues started 
what would become the Romanian Dance History (RDH) project, 
there was never a question about the non-existence of such 
a history. But somewhere, deep into this contesting of the idea 
of history written by the all-mighty winners – the Western canon, 
there was the thought of redefining the very concept of history – 
so it could be written by its own protagonists, in total denial 
of a one and only universal version of the world. 

And they chose Stere Popescu as the subject of their rewriting 
of history. A mythical figure that everybody considered a great, 
unrecognized choreographer who was bringing together all 
the important themes of communism as trauma: author 
of a performance way ahead of its time that neither the East 
or the West was ready to acknowledge as such, persecuted as 
a gay and as an artist, forced to join the democratic emigration, 
driven to suicide in a foreign country. It was neither the lack 
of documentary material nor the impossibility of finding actual 
witnesses of Stere Popescu’s artistic work that finally led 
the authors of Romanian Dance History to challenge the legend – 
but their own inner process of moving forward from an imagined 
past towards the present condition of their own bodies and their 
producing of art.
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The catching-up revolution Jürgen Habermas was talking about 
when defining 1989 meant a general social engagement in 
reproducing sameness (in both its understandings). And a similar 
process happens in the arts. Could it be a valid question to 
ask whether it is not this sameness, the experiences possibly 
similar to the Western ones, that we are searching for when 
going back in time to look for a new history and new heroes? In 
the end, the tendency is to prove the failing of our predecessors 
in acknowledging value, not to question what they did consider 
representative for social and artistic values that marked 
generations of artists and spectators. And it becomes more and 
more difficult to look for the moment when this reproducing 
of sameness does turn into reproducing difference, and when 
looking for another, a better past becomes looking for the actual 
present.

It’s a question of subjectivity – how could I, we or anybody else 
tell artists that, in spite the fact that they read almost exclusively 
Western literature, watch Western movies, go to international 
festivals West of the German border, know nothing about 
what happens artistically in Budapest, Prague or Warsaw and 
everything about the older and the newer figures of the theatre 
and dance scene in Paris, London, New York, they are and they 
remain Easterners because their own bodies are carrying the ‘real’ 
past (of always paying attention, of the cold inside the houses…), 
whether they lived it or not, and the present (of preferring to dress 
in dark colors, of needing to publicly perform the compulsory 
hetero-normativity…)? And that they are forcing their bodies 
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and minds to mold in forms that are denying the conditions 
of production that they are working in? 

Contemporary dance in Romania – as it has developed in the 
last decade – seems atypical in certain aspects even for Eastern 
Europe: we are the only ones having a National Dance Center, 
a public institution designed after the French model, assuming 
the role of producing and presenting new work (the Institute 
of Music and Dance in Warsaw deals mainly with promotion, 
research and archiving); in terms of legislation, the idea 
of performing companies doesn’t exist (as it does in Hungary), 
therefore collaborations between artists tend to be somehow 
accidental and mobile, and there are very few organizations 
(associations or foundations) producing exclusively or mainly 
contemporary dance, the administration of the scarce resources 
and the lack of a training framework lead to the scarcity of actual 
producers, managers, etc. (and I think that nowhere in Europe 
90% of the artists are their own tour managers). Complex 
reasons - including personal incompatibilities and illusory power 
struggles – make it that there is no admited continuity between 
the (modern/ avant-garde/ experimental) dance of the ‘70s and 
‘80s and the one after 1990 (which is self-identifyed and generally 
perceived as the Romanian contemporary dance). Which makes 
this art to claim its roots in personal and professional experiences 
influenced by the French and Austro-German choreography 
grafted on a production environment totally different from its 
assumed references. The Romanian scene ‘produces’ mainly 
not dancers (hence the detail that here, artists tend to travel and 
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work extensively abroad – mobility being more the condition 
of the author rather than the performer – but rarely emigrate 
even for short terms – an aspect that is about to change, 
however, if the local conditions of production don’t change) but 
choreographers and «performers» – a neutral term meant to 
cover the reality that many important dance artists don’t have 
formal training (the expected university degree) in the field.

But contemporary dance in my country is the direct product 
of the environement that generates it. It is said to be conceptual 
– but it is like this because of its inner generational fractures. 
It is said to be very close to performance art – but it is like 
this because the lack of resources put it in close contact with 
the much more dynamic field of visual arts. It is said to highly 
exploit theatricality – but it does that because that’s where the 
resources are (the monopol on venues, available performers, 
an interest of theatre directors in choreograpgy). 

Not long ago, I had a conversation with a group of Romanian 
critics around a text I’d written, on the topic of independent 
theatre, for a regional dictionary the East European Performing 
Arts Platform is preparing. In the end, we talked less about 
the actual content of my approach than about the use of the term 
‘independent’. It should be ‘alternative’ or ‘fringe’ or ‘off’, if it is 
to be published in English, I was told, in the Anglo-Saxon world 
there’s no such thing like ‘independent theatre’. Well, maybe 
in the Anglo-Saxon language those terms don’t cover public, 
subsidized institutions offering to young artists the unique 



opportunity of performing in their venues without being paid and 
the funding authorities cannot menace another public institution 
with dissolution because its activities resemble too much 
those of an independent organization. And by saying this I am 
not complaining or passing a judgment – I am just describing 
the constant struggle between coexisting systems generated by 
radically different political and economic contexts that tend to act 
totally opposite to their theoretical perception (state institutions 
that act like corporations and a ‘private’ sector asked to fulfill 
a social mission). This is the present of making performing arts – 
inherited from the mainstream past and mixed with the aspiration 
of suddenly waking up in a different society. 

There are different words for different realities – and if 
I consciously avoided, until now, the word identity, it’s because 
I hope it was not definitively decided and will keep on moving.



307

The King’s Phantom Body. 
A Peripheral Struggle with Modern 
Form. Introduction (excerpts)
Jan Sowa
translated by Paweł Wasilewski

During those years in Poland, I felt as if I were
in something that wants to be, but cannot,
that wants to express itself, but is unable to… 

Witold Gombrowicz, Diary

Interpol
In 1996, in Stockholm’s Färgfabriken gallery, an exhibition co-organised 
by Swedes and Russians called Interpol opened. The intention 
of the curators – Jan Aman and Viktor Misiano – was that the task, 
which had been worked on for over two years, would be a platform 
for cultural dialogue between the West and the East, whose identities 
and positions had been redefined by events at the turn of the ‘80s and 
‘90s. This was meant to be fostered by the design and arrangement 
of the exhibition. Each of the invited artists was supposed to use 
the whole gallery space, and not only one portion of it, as is usually 
the case. The necessity of negotiating the common use of a single 
space – not only a metaphorical one but also a very real one 
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– expressed the new situation of the West and the East, no longer 
divided by the Iron Curtain. Unfortunately, this purely Habermasian 
vision of communicative rationality soon came to nothing, giving 
place to emotional, antagonistic articulation that led to a direct, 
physical confrontation. From their very first meeting, the Swedish 
and Russian artists proved to be too different to fit into a common 
space of non-hierarchical, free and rational communication. While 
the Russians approached the conversation with ready ideas and 
were asking fundamental questions concerning the conceptual 
framework of the project, as well as its socio-political meanings, 
the Swedes preferred to start out with loose ideas and expand 
them while developing the project. They were unwilling to enter into 
discussion on any basic and primary ideas, instead convinced that 
artistic statements would form during work on the exhibition - and 
not during, in their opinion, pointless debates on imponderables. 
This fundamental difference soon led to strong prejudice on both 
sides: the Russians dismissed the Swedes as having the syndrome 
of indecisive bohemians, suffering from intellectual inertia and lacking 
ability for conceptual thinking. The Swedes perceived the Russians’ 
behaviour as driven by complexes: stiff, characteristic of people with 
a totalitarian mentality and aggressive. As Victor Misiano summed 
up, “the core objective of Interpol – the theory that a confrontation 
between separate ideas might lead to the initiation of discussion and 
cooperative effort – had failed”.1

1. V. Misiano, Interpol. The Apology of Defeat, Moscow Art Magazine 
Digest 1993–2005. I am citing the electronic version without 
numbered pages: http://xz.gif.ru/numbers/moscow-art-magazine/
interpol/. All the Internet addresses were accessed in June 2011.

http://xz.gif.ru/numbers/moscow-art-magazine/interpol/
http://xz.gif.ru/numbers/moscow-art-magazine/interpol/
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Disappointed with such a miserable start to their collaboration, 
Misiano left the project. Interpol became an initiative led by 
the Swedes alone, with the participation of several international 
artists. This radical step by the Russian curator proved to 
be justified: the process of planning Interpol can be seen as 
a demonstration of many things but what it certainly does 
not prove is that a constructive dialogue between people 
shaped by different social, historical and cultural realities is 
possible. The closer came the moment of giving final shape 
to the exhibition, the more evident became the profound lack 
of compatibility between East and West:

“Russian artists are the result of their own moral 
self-identification. In art, they are first and foremost concerned 
with the intellectual quest, with the solution of global ontological 
and existential problems. (…) Swedish artists, for their part, 
acquire their identity through social and institutional mechanisms. 
For them, art represents an autonomous realm, a language 
of its own. (…) Russian artists are inclined to global exaltation, to 
breakthroughs in their practical existence, while their Swedish 
counterparts are more occupied with how to preserve their 
privacy. Finally, for Russian artists, art is the experience of living. 
For Swedish artists, it is the positioning of oneself within 
the boundaries of the art world system”.2

The conflict reached its height during the preview 
of the exhibition. Most of the Russian artists left the project after 

2. Ibid.
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numerous quarrels over the way of arranging the exhibition. On 
the opening day, only two of them were left: Alexander Brener and 
Oleg Kulig.3 However, their participation turned out to be an even 
bigger scandal than the resignation of all the other artists. Brener, 
after hitting the drums for an hour and a half, screaming, assailed 
the gigantic installation by Wendy Gu, which was physically the core 
of the exhibition, destroying it completely. Kulig, who was supposed 
to be naked and play a dog on a chain at the preview, broke out 
of the cage, flung himself at the guests and bit several people.4 
The Swedish curator Jan Aman kicked him, threw him back into 
the cage and called the police, who arrested both Russian artists.

This was far from the only controversy. The outraged Swedes 
were soon backed by guests from other Western countries. On 
the initiative of the French art critic Olivier Zahm (who was invited 
to the project by the Italian Maurizio Catellan, who, in turn, was 
brought into the project by Russian artist Vadim Fishkin), around 
a dozen artists wrote an Open Letter to the Art World, in which 
accusations against the Russians included “hooligan behaviour 
and an ideology of skinheads”, “fascism”, “a classical example 
of imperialist behaviour”, “a direct attack on art and freedom 
of speech” and “a new form of totalitarian ideology”.5

3. It is no coincidence that both artists are performers. The Russians came 
to the conclusion that negotiating the spatial arrangement and the form 
of the exhibition with the Swedes was doomed to fail and the only dimension 
of expression left for them is the space-time of the exhibition as a place and an event.

4. Part of this performance can be seen on YouTube at 
http://www.youtube.com/watch?v=jGlwrWsD2ZU&hl=pl

5. The retranslation into English is my own – P.W.
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A clash of civilisations
The whole situation became downright loaded with symbolic 
meanings. In the New Europe, which is uniting after the fall 
of the Iron Curtain, we see artists from Russia – which to the West 
for decades has had the role of the ‘close other’, a somewhat 
unpredictable and eccentric relative, who is a little frightening 
but also fascinating and stimulating to the imagination – being 
invited to engage in dialogue with peers from the highly civilised 
and developed Sweden. A rational agreement, right from the start, 
turns out to be only a phantasm of the imagination on the part 
of the exhibition organisers. The relation of power is decidedly 
asymmetrical: the Swedes have a notably wider experience and 
expertise in navigating the institutional and discursive realm 
of contemporary art. They are backed by an immense Western 
culture, with its set of values that claims to be universal, which 
makes the Swedes succeed in dominating the situation symbolically 
from the very beginning. The Russian party was characterised 
by a wide range of cultural stereotypes: Russians are aggressive, 
authoritarian, primitive, unable to engage in a dialogue, they want 
to push their solution at any cost, and so on and so forth. The two 
Russian artists, who in the end were the only ones to participate 
in the exhibition, adopted a paradoxical approach of defending 
themselves against the other, with whom they are unable to 
communicate successfully: they over-identify with the role imposed 
on them by cultural stereotypes. Kulig decides to bite people like 
a savage and Brener, resembling a gorilla, destroys a work that, given 
its size and location in the middle of the exhibition space, becomes 
a synecdoche of sorts that represents the entirety of the exhibition 
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and in a wider sense – the whole system of the Western art world, 
with its spectacular lavishness and its diligent care for the material 
execution of the art work. According to the Russians, this material 
form is more important to Western artists than the metaphysical 
depth of their artistic research. Thus, Russia’s role becomes reduced 
to pure negativity: the character of its culture is defined by its inability 
to implement Western norms and values, and its attitude towards 
the West is expressed in aggression and destruction. 

The importance of cultural stereotypes and prejudices becomes more 
evident when we consider the fact that Kulig and Brener’s actions 
were not new to the world of contemporary art from a formal point of 
view. Acts of destroying works by other artists have been seen before. 
What is more, they were done by certain members of the pantheon 
of art classics: the most well-known example is Erased de Kooning by 
Robert Rauschenberg, 1953. Igor Zabel, a Slovenian curator, offers 
an interpretation of the scandal concerning the Interpol exhibition 
by referring to the reflections of the Russian artist, Ilya Kabakov. 
The latter refers to himself as a “culturally relocated person” and 
it is from this perspective that he tries to approach the tendency, 
important in the Western world, of radically criticising, questioning 
and even rejecting one’s own cultural norms. He describes his 
approach to this phenomenon with an allegory, where he assigns to 
himself the role of an orphan living in an orphanage, who is visiting 
his best friend’s family. The best friend is critical of his close ones 
and demonstrates this by verbally assaulting his parents, whereas 
the visitor sees them as a friendly and tolerant home. The possibility 
of criticism, even if it is aggressive, proves the exceptional strength 
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and stability of the friend’s family. However, as Kabakov adds, “this 
criticism [of the family] is permitted (…) only from its own children. If 
I had been behaving in a similar way, the parents would have reacted 
differently, and they probably would have called the police”.6 This is 
also what distinguishes the act committed by Rauschenberger from 
the case of Kulig and Brenner: the former belonged to the “family”; 
he was a Western artist and even a friend of de Kooning. His work, 
however controversial, was perceived as an accepted artistic 
statement, while Kulig and Brenner were dismissed as “savages” 
from the East, whose behavior was simply “fascism” and “a direct 
attack on art, democracy and freedom of speech”, which perfectly fits 
the stereotype of Russian culture and society.  

In between the East and the West
Even without the use of sophisticated deconstruction tools, it can 
be noticed that such a swiftly matched pair of absolute oppositions 
– ‘West vs. East’, ‘democracy vs. totalitarianism’, ‘reason vs. 
force’, ‘institution vs. savagery’ etc. – can exist only because both 
elements have a purely phantasmal content: they do not refer to 
any real situation and they only cater to the need for a defined 
perception of the self and the other, shared by both sides. However, 
these falsely defined identity oppositions do work and therefore 
they are real: real in culture because in culture, real 

6. I. Kabakov, A Story about a Culturally Relocated Person, speech at the XVIII AICA Congress, 
Stockholm, 22 September 1994, reprinted in: Mars 1996, no. 3-4. Citation from: I. Zabel, 
Dialog, trans. K. Bojarska, in: A. Leśniak, M. Ziółkowska (eds.), Tytuł roboczy: archiwum, 
no. 1, Muzeum Sztuki, Łódź 2009, p. 7. The retranslation into English is my own – P.W.
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is what people consider real. The content with which both sides 
fill up the conception of the self and the other can be called 
a misunderstanding; Baudelaire was correct in writing that 
“the world only goes round by misunderstanding”. This is why we 
should waste no time proving that the West is not as rational and 
democratic as it considers itself to be, nor the East as emotional 
and authoritative as some would like to portray. My focus in this 
book is on something completely different. Its existence and nature, 
however, is defined by the ‘unreal reality’ of the binary opposition 
between East and West – I will focus on what lies in between. 
Between the well-defined poles of the West and the two kinds 
of East – Russia as the ‘European East’ and the Orient as the ‘alien 
East’ – there lies a grey belt whose definition and habitus7 cannot

7. Here and further in the text I use the term ‘habitus’ as defined by Pierre Bourdieu: 
a set of relatively durable dispositions for acting, thinking, perceiving the world and 
experiencing emotions in a certain way (see P. Bourdieu, Outline of a Theory of Practice, 
trans. Richard Nice, Cambridge and New York: Cambridge University Press, 1977; 
The Rules of Art, trans. Susan Emanuel, Stanford, CA: Stanford UP, 1996; Distinction: 
A Social Critique of the Judgement of Taste, trans. Richard Nice, Cambridge, MA: Harvard 
University Press, 1984; L. Pinto Pierre Bourdieu et la théorie du monde social, Paris: 
Seuil, 2002). Since it is a standard element of contemporary sociology, well described 
in numerous papers, I will not elaborate further on it here. I decided to use the term 
‘habitus’ where possible as a replacement of the category of ‘identity’, which is dubious 
in many respects. ‘Habitus’, as stressed by Bourdieu himself, allows us to avoid the futile 
dispute between the advocates of structures determining the subject and the subject 
determining structures (more on this issue – see: P. Bourdieu, The Rules of Art, Part 
II, Foundation of a Science of Works of Art, pp. 177-284) because it is a structured 
structure that has the ability of structuring. When I speak of the habitus of a country 
or a region, I follow the path set by Gaytari Chakravorty Spivak who, in her description 
of Turkey’s cultural evolution, tries to show that “the impact of a shift in world trade 
begins to reconstitute the habitus into the Western European discursive formation at 
the end of the Eighteenth Century” [the highlight is mine – J.S.] (G. Chakravorty Spivak, 
Scattered Speculation on the Question of Cultural Studies, in: S. During (ed.), The Cultural 
Studies Reader, London: Routledge 1993, p. 177). However, the category of identity will 
appear in places where I mention or cite the opinions of other authors who use it.
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be pigeonholed. This is Europe, but not exactly, as Islamic, Tatar 
and Asian influences on this territory have always been strong 
enough to contaminate any purely European habitus. It is “not 
savage enough, too civilised”8. This is a territory dominated by 
Christianity but different to the Christianity that the Germans 
or the French could refer to when speaking about this religion: 
a Christianity riddled with superstition, blended with age-old pagan 
cults, which resists not only reformation and the enlightened mind 
– like Polish Catholicism – but even – like Orthodox Christianity, 
especially in its Greek and Armenian version – adheres to forms 
and doctrines rejected by the rest of the Christian world almost 
1,000 years ago during the East-West Schism. It is only in this 
peculiar, blurred and unclearly defined area of the European 
continent that Islam has settled in and has existed for such a long 
time that it cannot be reduced to an unwelcome intruder smuggled 
by illegal immigrants, as is currently the case in many Western 
European countries. And finally, if we look at the global division into 
the affluent North and the poor South, the vast majority of this area 
– made up of regions geographically delimited as Central Europe, 
as well as parts of Eastern and Southern Europe – is currently 
among the countries of the global North.9 On the other hand, it 

8. L. Neuger, Central Europe as a Problem, in: J. Korek (ed.), From 
Sovietology to Postcoloniality. Poland and Ukraine from a Postcolonial 
Perspective, Stockholm: Södertörns högskola, 2007, p. 26. 

9. Most of the countries in this region are EU members, some are OECD and 
NATO members, and the GDP of most of them is superior to the world 
average currently estimated to be 6,500 USD (per capita); see J. Bradford 
DeLong, Estimating World GDP, One Million B.C. - Present, http://econ161. 
berkeley.edu/TCEH/1998_Draft/World_GDP/Estimating_World_GDP.html.
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is evident that, economically speaking, a great majority of these 
territories does not match the rich countries of the West, such 
as Germany, Switzerland, France or Great Britain. The affluence 
of the grey belt of East Central and Southern Europe is superficial 
and fragmentary, not structurally well-founded and (almost) 
complete, as is the case in Western countries. In many respects, 
this poorer and peripheral part of Europe resembles not its affluent 
core but other peripheral areas, such as Latin America.10

It is in Ukrainian society that this disparity between the East and 
the West is perhaps most stark. In his book Dvi Ukrainy (Two 
Ukraines), Mykola Riabchuk writes:

“The shortest way to describe (…) [the situation in Ukraine – 
J.S.] could be one joint term: ambivalence. It is not only the lack 
of a clear cultural and linguistic identity of a significant  number 
of the residents but also generally failing to define their opinions 
and beliefs and disorientation that whimsically demonstrates itself 
in the orientation towards two contradictory, opposite, conflicting 
values simultaneously – a ‘social schizophrenia’ of sorts”.11

10. See P. Wielgosz Od zacofania i z powrotem. Wprowadzenie do ekonomii politycznej 
miasta peryferyjnego [From underdevelopment and back. An Introduction to 
the Political Economy of a Peripheral City], in: M. Kaltwasser, E. Majewska, 
K. Szreder, (eds.) Futuryzm miast przemysłowych. 100 lat Nowej Huty i Wolfsburga 
[The futurism of industrial cities. 100 years of Nowa Huta and Wolfsburg], Kraków: 
Korporacja Ha!art, Teatr Łaźnia Nowa, Kunstverein Wolfsburg, 2007.

11. M. Riabchuk Dvi Ukrainy: Realni mezhi, virtualni viyny (Two 
Ukraines: Real Borders and Virtual Wars), Kyiv: Krytyka, 
2003. The translation into English is my own – P.W.
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Therefore, between the East and the West lies ‘no man’s land’, 
an ‘insipid’ land. It does not belong fully to either side. What is 
more, it does not constitute a separate socio-cultural group with 
a clearly distinct and common habitus. There is no such region 
as a congruent East Central Southern Europe. Latvia and Bulgaria 
– which both exist in the grey belt of a cultural no man’s land – 
are in many respects entirely different from each other. In this 
part of the world, we will not find a common religious, ethnic, 
linguistic, cultural or any other identity. Even the experience 
of Soviet domination in the second half of the 20th Century, shared 
by most countries in the region, cannot become an element that 
will establish a common culture of memory because, considering 
the particular countries’ divergent histories, this episode has 
a different meaning and significance in each case. Whereas from 
the Polish perspective it can easily be embedded in the logic 
of Russia’s imperial and colonial expansion, from the perspective 
of Bulgaria it had nothing to do with the phenomenon 
of Russification. For the Bulgarians, historically speaking, Russia 
has always been associated with civilised support in their battle 
against Islam, which was invading from the south, and not 
with a violent threat, which has been, and still is, the common 
perception in the Baltic countries. Again, the experience of ‘real 
socialism’ is for some a symbol of decay; for others – like many 
ex-Yugoslavians – it evokes the memory of the good old times, 
compared to which the current situation is a significant decline.

This ambiguity has also been the subject of numerous debates 
on delimiting East Central Europe as an independent region and 



318

marking its borders.12 This term is not a geographical category 
because geography distinguishes Western, Eastern, Central, 
Northern and Southern Europe. Defining the borders of East 
Central Europe, however, makes a lot of sense from a civilisational 
and cultural perspective. This is no easy task, as we can only 
partially rely on any natural barriers. The northern one is certainly 
the Baltic Sea. The basins of the rivers flowing into it from 
the east constitute the northern boundary of East Central Europe. 
However, here we have to set an artificial border surrounding 
the Gulf of Finland, since only its southern and eastern coasts can 
be considered part of this region. In the south-east, the natural 
border of East Central Europe is the Black Sea. The rest of its 
borders remain artificial, although they are justified by historical 
and cultural reasons. In the west and south, they are defined by 
the former borders of the Roman Empire’s sphere of influence. 
The persistence of this historical line dividing Europe, and 
the multifaceted character of the disparity created by it, are 
astonishing. The Hungarian historian Jenő Szűcs points out 
that, apart from minor differences in Thuringia, the western 
border of the Soviet sphere of influence ran exactly in the same 
place in the 20th Century as the boundary of Charlemagne’s 
empire in the 9th Century and 500 years earlier – the boundary 
of the Roman Empire’s sphere of influence: along the Elbe and 

12. See e.g. O. Halecki, The Limits and Divisions of European History, New York: 
Sheed & Ward, 1962; J. Szűcs, Les trois Europes (The three Europes), Paris: 
L’ Harmattan, 1985; I.T. Berend, History Derailed. Central and Eastern Europe in the 
Long Nineteenth Century, Berkeley: University of California Press, 2003, pp. XII-XIII.
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Leitha.13 In the 15th and 16th centuries in Europe, the same line 
separated territories where so-called later serfdom appeared 
from ones where peasants became free forever. If we wanted 
to divide Europe into only two parts – East and West – the line 
of demarcation would have to run along these two rivers. It 
is significant that the East is differentiated from the West not 
through any positivity, i.e. its own, parallel habitus that sets values 
alternative to those which appeared in the West, but mainly 
through a historical negativity: the lack of Roman heritage.

The southern border of East Central Europe can be set on the basis 
of the Roman limes and it runs along the Danube. The territories 
south of it, for a long time controlled by Byzantium and subsequently 
the Ottoman Empire, constitute a region that is very different from 
a socio-cultural point of view. The most difficult to set, and therefore 
the most arbitrary, are the eastern boundaries of East Central Europe, 
where this region smoothly morphs into Eastern Europe. However, 
if we were to find a demarcation line which was meaningful both in 
the past and currently, it would be the Dnieper: its right bank belongs 

13. Although the Romans never transformed the territories between the Rhine 
and the Elbe into a province of their empire, at the turn of the eras they 
penetrated deeply into the territory of northern Germania. In 9 A.D., they made 
an attempt to ultimately conquer this area, which ended in crushing defeat. In 
the battle of Teutoburg Forest, the Cherusci led by Arminius vanquished three 
Roman legions and killed almost 20 000 soldiers. For more on this topic see 
P. Rochala Las Teutoburski. 9 r.n.e (The Teutoburg Forest. 9 A.D.), Warsaw: Dom 
Wydawniczy Bellona, 2008. However, Roman culture and institutions permeated 
the border along the Rhine and reached as far as the Elbe which, four centuries 
after the fall of Rome, manifested itself in the fact that the eastern border 
of Charlemagne’s empire was set along this river. See also Gaius Cornelius 
Tacitus, Germania, trans. J. B. Rives, Oxford: Oxford University Press, 1999.
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to East Central Europe, it has a shared history with this region, and 
its social, cultural and economic character was shaped by the same 
phenomena. To the left of the Dnieper, Moscow’s sphere of influence 
begins. This makes a substantial difference. If territories east 
of the Dnieper can be labelled as periphery or dependent territories, 
a centrifugal force has pushed them towards Russia – until the 20th 
Century a separate world and economy – not towards Western Europe. 

East Central Europe would thus be made up of a territory limited in 
the north by the Baltic Sea, in the west by the Elbe and the Leitha, 
in the south by the Danube and the Black Sea, and in the east 
by the Dnieper. Countries on this territory are characterised by 
considerable socio-cultural diversity but one common attribute 
makes them similar. It is – like their peripherality – of a subjective 
nature, and it could be called a syndrome of underdevelopment, 
incompleteness, lack of self-containedness, incomplete formation, 
inferiority and, finally – following the intuition of Stanisław 
Brzozowski and Witold Gombrowicz – socio-cultural immaturity. 
This region is settled by societies incapable of defining their habitus 
without regarding the Other who, for them, is an object of positive 
or negative idealisation: “we want to be like the Germans, Austrians, 
Italians, French, i.e. the West” or “we are not like the Russians, 
Ukrainians, Turks, Asians, i.e. the East”. It is obvious that identity is 
always defined in categories of relations - in relation to someone 
or something - but the special situation of countries in this part 
of Europe consists in their being eternally trapped in the logic 
of escaping-catching up, which does not apply to countries in 
Western Europe. Of course, the tendency to compete, and compare 
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oneself, with others could be found anywhere. But no German ever 
thought as obsessively that he wanted to be like the Dutch, not like 
the Swiss; no Frenchman ever insisted so strongly that he is more 
akin to the English than the Spanish - as the Poles would like to 
resemble Western Europeans and not Russians and as Hungarians 
would like to be similar to Austrians, not Romanians.

The countries that exist in the void between the East and the West – 
a void which is non-Germanic but not Orthodox either, as the region 
is relationally defined by Miroslav Hroch14 – can be described by 
the colloquial word ‘useless’ because they seem to be unable to 
fully use their capacities, as if they were incapable of filling up their 
names with content and had to constantly draw from patterns 
borrowed from the outside, from the perfect Other in the West. 
However, this does not mean that these countries have their own, 
underestimated and particularly valuable cultural achievements 
that should be revived instead of drawing from foreign patterns - 
as demand, for example, the advocates of Polish republicanism.15 

14. See M. Hroch, Central Europe – The Rise and Fall of an Historical 
Region, in: Ch. Lord (ed.) Central Europe: Core or Periphery?, 
Copenhagen: Copenhagen Business School Press, 2000, p. 31.

15. This topic is often discussed for example in the essays of Zdzisław 
Krasnodębski. See Z. Krasnodębski, Demokracja peryferii (The Democracy 
of periphery), Gdańsk: słowo / obraz terytoria, 2005 and by the same author, 
Drzemka rozsądnych. Zebrane eseje i szkice (The nap of the reasonable. 
Collected essays and articles), Kraków: Ośrodek Myśli Politycznej, 2006. 
For another example of a similar way of thinking see K. Mazur, Polskość 
ejdetyczna (Eidetic Polishness), Pressje 2010, no. 22-23. The entire double 
issue of the magazine Pressje may serve as an example of a downright 
perfect expression of the conviction that there exist forgotten and particularly 
valuable patterns of organising Polish social, political and cultural life.
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The problem, among others, is that they do not have ‘their own’ 
patterns because the cultures of this area have always been 
secondary: Kochanowski imitated Italian poets just as the Polish 
colourists borrowed from French painters. Hardly any field of culture 
– whether we consider the arts, economy, politics, science or even 
cuisine – can boast significant achievements that would have 
influenced European culture, let alone had a worldwide impact. 
Those who think this an unfair judgement should try to name such 
achievements: an architectural style that originated in Poland; 
a movement in painting started by Hungarians; a literary genre 
invented by Bulgarians; a scientific breakthrough made in Lithuania; 
a revolutionary political ideology stemming from Romania; or even 
a Czech dish which has made it into restaurants worldwide. 

In the Polish context, the most accurate diagnosis of this 
civilisational ‘uselessness’ can be found in the works 
of the master of national deconstruction, Witold Gombrowicz:

“I, who am terribly Polish and terribly rebellious against Poland, 
have always been irritated by that little, childish, secondary, 
ordered, and religious world that is Poland. I attributed 
Poland’s historical lack of dynamism, as well as Poland’s 
cultural impotence, to these characteristics because God led 
us around by our little hand. I compared this well-behaved 
Polish childhood to the adult independence of other cultures. 
This nation without a philosophy, without a conscious history, 
intellectually soft and spiritually timid, a nation that produced 
only a ‘kindly’ and ‘noble-minded’ art, a languid people of lyrical 
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scribblers of poetry, folklorists, pianists, actors, in which even 
Jews dissolved and lost their venom”.16

(Self-)colonisation
The Bulgarian historian Alexander Kiossev, in his short text from 
the late 1990s tries to answer the question of why East Central 
European and South-Eastern European countries are devoid 
of a clear-cut identity they could call their own. He proposes to 
refer to them with the term ‘self-colonizing cultures’.17 The practice 
of importing foreign cultural patterns and using them to construct 
one’s own identity, typical of peripheral and colonial societies, is 
reinterpreted by Kiossev with regard to the specific situation of East 
Central and South-Eastern Europe, where there can be no talk of direct 
power relations, usually embedded in the nature of a colonial project. 
Therefore, the academic adds the prefix ‘self-’, which indicates the lack 
of pressure from the outside. He does not accept explanations for 
the inferiority of the countries in question with economic factors. He 
believes that the capitalist economy has a universal-abstract nature, 
while the process of a country’s formation is a particular-concrete 
event. Its irrationality is best reflected in the arbitrariness of state 
borders and the randomness of affiliation to a nation. This is why, in 
his opinion, economic processes cannot determine the character 

16. W. Gombrowicz, Diary: 1953-1956, Chicago: Northwestern University Press, 1988.

17. See A. Kiossev, Notes on Self-Colonizing Cultures, in: B. Pejic, D. Elliott (eds.), 
After the Wall. Art and Culture in Post-Communist Europe, Stockholm: Moderna 
Museet, 1999. The quotations are retrieved from an electronic version 
of the text available at: http://ica.cult.bg/images/razni/File/A_Kiossev_en.doc.
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of national cultures. He believes that the self-colonising 
condition of some societies is due to a particular phenomenon in 
the field of symbolic economy: the inability to either identify with 
the values of others that we perceive as Universal or reject them 
and adopt our own. Kiossev writes:

“From the point of view of the modern globalisation of the world, 
there are cultures which are not central enough, not timely and 
big enough in comparison to the ‘Great Nations’. At the same 
time, they are insufficiently alien, insufficiently distant and 
insufficiently backward, in contrast to the African tribes, for 
example. That’s why, in their own troubled embryo (…) they arise 
in the space of a generative doubt: We are European, although 
perhaps not to a real extent. This is a precondition for a quite 
peculiar identity and a quite peculiar modernisation. They arise 
through the constitutive trauma that: We are not Others (seeing in 
the Others the representatives of the Universal), and this trauma 
is also connected with the awareness that they have appeared 
too late and that their life is a reservoir of lacks of civilization 
(the highlight is my own – J.S.)”.18

Kiossev gives an interesting answer to all those who would 
like a remedy for self-colonisation in their own patterns of 
national culture, not borrowed and unjustly forgotten. In his 
opinion, no such thing exists because the very construction 
of national identity and being a subject in the contemporary, 

18. Ibid.
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modern sense here has been defined by a trauma of inferiority 
resulting from the awareness of being excluded from what 
is Universal. Self-colonising cultures have become inferior 
not because they became dependent on what is foreign; 
already initially they formed as dependent, which was an effect 
of realising their inferiority. 

An example of cultural self-colonisation is provided by Anna 
Sosnowska’s analysis of ‘jumbling’ discourses in contemporary 
Polish intellectual life. One way of describing the current situation 
of the Polish state, society and culture (as Sosnowska puts it, ‘Here’) 
is measuring them by the standard of ‘normality’ set by states, 
societies and cultures of the West, and especially America (that is 
‘There’). Consequently, this operation raises the current condition 
of the societies There to the rank of a universal touchstone that 
should be compared to what is happening Here. Sosnowska names 
other Polish sociologists who have a similar approach: Domański, 
Mokrzycki, Rychard, Sztompka and Wnuk-Lipiński.19

“Their activity consists in describing processes of social change 
or commenting on current political events taking place Here, 
with the use of paradigms developed by mainstream Western 
sociology: mainly modernisation theory and its culturalist and 
institutional inheritors (…). Sociologists and political scientists 
representing this approach are particularly frequently and readily 

19. A. Sosnowska, Tu, Tam – pomieszanie (Here, There – Jumble) Studia 
socjologiczne 1997, 4 (147), p. 62. The translation into English is my own – P.W.
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invited by the media to provide expert commentary. This is how 
the conception of what things should be like and what is ‘normal’ 
is reproduced and disseminated to the public.”20

Therefore, the essence of self-colonisation would not so much be 
comparing the situation in one country to the situation in another, 
as using the seemingly innocent word ‘normal’ that in fact has 
an enormous performative power. Its existence can be treated as 
a litmus test to differentiate between cases of cultural transfer – such 
as the modernisation of Japan in the 19th Century or the development 
of capitalist relations of production in contemporary China – and 
a situation of influence and peripheral-colonial domination. While 
in the former case we can talk of consciously and deliberately 
borrowing elements from a foreign culture, and instrumentally using 
them to achieve some specific results, in the latter it is more about 
conforming normatively. The Japanese or the Chinese would never 
call the Westernising reforms in their countries ‘normalising’, whereas 
for Polish peripheral liberals doing so is self-evident. Here we can see 
the functioning of the differentiation conducted by Kiossev between 
those who are different and remote and those unable to escape from 
the orbit of influence of the cultural and civilisational centre.

When discussing this in Poland, we have to keep in mind an 
additional reservation voiced by Kiossev: the alternative to ‘normality’ 
is by no means ‘homeliness’ – it is acknowledging that the ‘abnormal’ 
has already been established by recognising one’s inferiority. 

20. Ibid.
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The criticism here is centred not so much on the goals that may be 
set by liberal modernisation discourse (in the Polish context, they 
correspond to the postulates of the critical emancipatory discourse 
in at least several important aspects) as on the cognitive-conceptual 
frame in which they are articulated. The aim would be to 
replace the opposition ‘norm-pathology’ with the distinction 
‘centre-periphery/colonies’ and to show how both components have 
been established as integrated elements within one system. 

Kiossev’s self-colonisation thesis needs some refining. As in 
the Hegelian master-slave relation, the submissive has a useful 
role for the dominant, and this is not only as a serf. In addition 
to being served, a master also expects recognition from his 
slave. This situation is accurately described by Slavoj Žižek in 
the context of contemporary European geopolitics by applying 
concepts drawn from Lacanian psychoanalysis:

“Eastern Europe functions for the West as its Ego-Ideal (Ich-Ideal): 
the point from which the West sees itself as a likeable, idealised 
form, as worthy of love. The real object of fascination for the West is 
thus the gaze, namely the supposedly naive gaze by means of which 
Eastern Europe stares back at the West, fascinated by its democracy. 
It is as if the Eastern gaze is still able to perceive in Western societies 
its own agalma, the treasure that causes democratic enthusiasm and 
that the West has long ago lost the taste of”.21

21. S. Žižek, Tarrying with the Negative. Kant, Hegel, and the Critique 
of Ideology, Durham: Duke University Press, 1993, p. 200.
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Kiossev’s proposition is interesting and inspiring because it 
highlights the connection between two phenomena that are not 
always considered jointly: the forming of national identity; and 
dependence that assumes a quasi-colonial character. However, 
Kiossev unjustly leaves economics out of the equation. His 
diagnosis of the situation is as follows: there are three groups 
of cultures: 1. strong and dominant ones that, on a global scale, 
promote their values as universal (the cultures of Western 
countries); 2. Weaker cultures, unable to promote themselves 
towards universalism but remote and autonomous enough 
from the dominant cultures to retain their particularism and to 
self-define instead of self-colonising (for example the cultures 
of the Muslim world or Sub-Saharan Africa); and 3. cultures 
not remote and independent enough to resist the influence 
of dominant cultures, too close to them to retain their own 
particularism but also too strong and distinct to be fully 
absorbed, and therefore forced to self-colonise (for example 
the cultures of East Central and South Eastern Europe). If 
we accept this conception of global connections, we can ask 
why some countries succeeded in making their values gain 
the position of the Universal. It is not difficult to prove that what 
were universalised were the values – aesthetic, ethical, social 
and other – of the strong ones: and the strong ones were those 
who were rich. When thrown out of the door, the economy 
comes back through the window, or as Žižek rightly puts it, 
the “Real of the world we live in” (Real is what comes back in 
every possible world).
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If the two elements proposed by Kiossev – the formation 
of modern states and national cultures – are completed 
with a third component – the development of capitalist 
economy – we will see that these processes run parallel. 
It is no coincidence that those East Central and South 
Eastern European countries whose (sometimes imperial) 
halcyon days are already over, experienced them prior to 
the modern-capitalist era or at its very beginning: Poland 
and Lithuania in the 15th and 16th centuries; Hungary at 
the turn of the 10th and 11th centuries; Bulgaria in the 9th 
and 10th centuries; the Czech Republic in the 13th and 
14th centuries. Starting at the turn of the 15th and 16th 
centuries, when the intense development of Capitalism 
began, the role of the major players – in Europe and then 
increasingly worldwide – has been taken over by Western 
countries: first Spain and Portugal, then the Netherlands 
and France, subsequently England and Germany, and finally 
the United States. At the same time, there emerged in Europe 
a developmental dualism, which consists of a noticeable 
vertical crack running through the continent approximately 
along the Elbe: in the West we observe the development 
of the capitalist economy and the rise of absolute monarchies, 
in the East – manorial economy combined with weak central 
power.22 Indeed, the self-colonising cultures of East Central 
and South-Eastern Europe, as Kiossev argues, have developed 

22. (…) For more on this topic see e.g. K. Brzechczyn, Odrębność historyczna 
Europy Środkowej [Historical Distinctiveness of Central Europe. A Methodological 
Study], Poznań: Wydawnictwo Fundacji Humaniora, 1998.



their modern cultural and state identity in a situation of being 
inferior and lagging behind the increasingly powerful Western 
Europe. However, this condition was inextricably linked to 
the development of Capitalism.

Excerpt from: Jan Sowa, Fantomowe ciało króla. Peryferyjne zmagania z nowoczesną 
formą (The King’s Phantom Body. A Peripheral Struggle with Modern Form), 
Towarzystwo Autorów i Wydawców Prac Naukowych UNIVERSITAS, Kraków 2011, 
pp. 7-25
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and early modern philosophy, Frankfurt School, psychoanalysis, 
contemporary social and political philosophy. Chiara Bottici is 
the author of several publications, including Imaginal Politics (2014), 
Imagining Europe: Myth, Memory, Identity (2012, co-authored with 
Benoit Challand), The Politics of Imagination (2011, co-edited with 
Benoit Challand), and The Myth of the Clash of Civilizations (2010, 
co-authored with Benoit Challand).

Marijana Cvetković is co-founder of Station Service for 
contemporary dance and Nomad Dance Academy, Balkan 
platform for development of contemporary dance and performing 
arts. Cultural activist at the independent arts and culture scenes 
of Belgrade and Serbia. Initiated and realized various programs 
and projects in the fields of cultural policy, contemporary dance, 
visual arts and museums, while teaching and writing about 
the same issues.

Kattrin Deufert completed theatre, film and media studies in 
Frankfurt, London and Brussels. She wrote her Ph.D. thesis on 
John Cage’s Theatre of Presence. Since 2001 she has been 
working with Thomas Plischke as artist twin deufert&plischke.



335

Thomas Plischke studied at the Ludwig Maximilian University 
of Munich and at P.A.R.T.S. in Brussels. He is a founding member 
of B.D.C., for which he choreographed and directed several works 
between 1999 and 2001. Since 1997 he has choreographed 
several internationally shown solo works. In 1998 he was awarded 
the “Philip Morris Dance Scholarship” as the most outstanding 
performer and in 2000 he received the “dance support prize” 
of the city of Munich. The same year he became elected the most 
important new coming choreographer by the annual critics review 
of the publication “Ballett International/Tanz Aktuell”. Since 2001 
he has been working together with Kattrin Deufert as artist twin 
deufert&plischke. 

deufert&plischke have been teaching composition, training 
research and applied dramaturgy among others at Dasarts 
Amsterdam, KhiB Bergen, P.A.R.T.S Brussels, and Academy 
of Media Arts Cologne. In 2006 they were guest professors 
at the Performance Studies department of the University 
of Hamburg, and in 2008 at the Institute for Applied Theatre 
Studies at the Justus Liebig University Giessen. Since July 
2010 they have been guest professors at the HZT Berlin “Dance, 
Context, Choreography” study programme. Stage works: “As 
you like it” (2002), “Inexhaustible” (2003), “Sofia Sp – science 
is fiction” (2004), “As if (it was beautiful)” (2004), the Directory 
Trilogy (2003-6), “Reportable Portraits” (2007), “Anarchiv: I am not 
a Zombie” (2009) and “Anarchiv: second hand”.
www.entropischesinstitut.net

http://www.entropischesinstitut.net/
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Kristóf Farkas is a Hungarian dance writer regularly publishing 
reviews in online and print magazines on performing art and he 
is a member of KÖM – Critics’ Self-educating Workshop by L1 
Association. He studied acting, classical ballet and contemporary 
dance, and participated in dance workshops among others 
with Wim Vandekeybus (BL) and Uri Shafir (IL). After finishing 
his BA in Hungarian Literature and Theatre Sciences, he is 
now doing his masters in Literary and Cultural Sciences. He 
makes literary translations, writes poems and prose, he blogs 
(sinonnoussommes.tumblr.com), and he hasn’t stopped dancing. 

Petra Fornayová is choreographer, dancer, in 2006 she 
founded and since then she has organised international festival 
of contemporary dance NU DANCE FEST, she is an editor 
of VLNA contemporary art magazine , since 2009 she is a head 
of Asociácia súčasného tanca (Contemporary Dance Association) 
civil organisation.

Mark Franko is Professor and Coordinator of Graduate Programs, 
Dance at the Temple University. He is the author of six books: 
Martha Graham in Love and War: the Life in the Work (Oxford 
University Press) for which he received a National Endowment 
for the Humanities Research Fellowship and a UC President’s 
Research Fellowship, Excursion for Miracles: Paul Sanasardo, 
Donya Feuer, and Studio for Dance (1955-1964), The Work of Dance: 
Labor, Movement, and Identity in the 1930s, (CHOICE magazine 
“Outstanding Academic Title” for 2003), Dancing Modernism/
Performing Politics (1996 de la Torre Bueno prize Special Mention; 
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Slovenian translation by Zavod En-Knap), Dance as Text: Ideologies 
of the Baroque Body (Cambridge University Press, 1993; Paris: 
Editions Kargo, 2005; Palermo: L’Epos, 2009; revised edition 
forthcoming at Oxford), and The Dancing Body in Renaissance 
Choreography. He edited Ritual and Event: Interdisciplinary 
Perspectives (Routledge) and co-edited Acting on the Past: Historical 
Performance Across the Disciplines (Wesleyan). He is the editor 
of Dance Research Journal (Cambridge University Press) and 
founding editor of the Oxford Studies in Dance Theory book series. 

Ingrida Gerbutavičiūtė (1983) attended a supplementary school 
of classical and modern dance, studied Journalism at the Vilnius 
University and Lithuanian Journalism Centre, has a B.A. degree 
in German Philology at the Vilnius University and M.A. degree 
in German Linguistics, Theatre Studies, Journalism and Media 
Studies at the Free University of Berlin. Ingrida is a member 
of the Expert Committee on Dance at the Lithuanian Ministry 
of Culture and a Head of Dance and Movement Department at 
the Lithuanian Academy of Music and Theatre. Her academic 
experience includes giving seminars on dance analysis at 
the Academy and also at the Lithuanian University of Educational 
Sciences. She is publishing reviews in German and Lithuanian for 
dance magazines and online dance journals. 
Since 2011 she initiated a project called “Dance through word – 
not[new]criticism” with the aim to strengthen the dance criticism 
in Lithuania and to develop an innovative form of a dance review. 
The initiative is a subproject of the “keđja” dance platform in 
the Nordic and Baltic countries. Her other projects include “Critics 
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vs. Choreographers”, aiming to support artistic collaboration 
between young dance critics and young choreographers where the 
critic takes a role of a dramaturge; and the Berlin Festival “Litauen 
tanzt contemporary”, aiming to present Lithuanian contemporary 
dance for German audience. As a speaker she attended several 
international dance conferences and took part in various seminars 
and workshops in Nordic and Baltic countries and in Germany.

Natasha Hassiotis is dance critic and a scholar. She studied 
law in Athens and obtained her MA in Dance Studies (1991) at 
the University of Surrey. She taught Dance History at the Greek 
Department of the Laban Centre for Movement & Dance (Athens), 
the Isadora & Raymond Duncan Research Centre (Athens) and 
currently teaches at the State School of Dance. Her theoretical 
interests as a scholar and a lecturer cover education and new 
technologies, dance and politics, gender issues, psychoanalysis 
and folk culture. 
She has worked as a free-lance dance critic and contributed to 
various newspapers and magazines. She has written numerous 
program texts for Athens Concert Hall, Kalamata International 
Dance Festival, Athens Festival. She directed a documentary 
film “Contemporary Dance in Greece in the 20th Century” (2001) 
and presented her own TV program on dance (“Simple Steps” on 
Channel Seven X), she also runs two radio shows, on dance (“Do 
you dance?” at Pharos) and politics (“Power Games” at En Lefko 
Radio). Natasha is an author of video-dance short films.
highvoltagepress.blogspot.com

http://highvoltagepress.blogspot.com/
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Keith Hennessy is a performer, choreographer, teacher 
and activist. Born in Canada, he lives in San Francisco and 
tours internationally. His interdisciplinary research engages 
improvisation, ritual and public action as tools for investigating 
political realities. Hennessy directs CIRCO ZERO, and was 
a member of the collaborative performance companies: 
Contraband (with Sara Shelton Mann), CORE, and Cahin-caha, 
cirque bâtard. Recent awards include the USA Kjenner Fellowship, 
a NY Bessie, and two Isadora Duncan Dance Awards. Recent 
works include Turbulence (a dance about the economy), Almost 
a duet with Jassem Hindi, and Negotiate a collaboration with 
dancers from Togo, Senegal, DRCongo. Recent teaching includes 
Ponderosa (Germany), Impulstanz (Vienna), AEx-Corps (Dakar), 
UBC (Kelowna), UC Davis, Texas Women’s University, Sidestep 
Festival (Helsinki), and La Alternativa (SF). Hennessy is a PhD 
candidate in Performance Studies at UC Davis.
www.circozero.org

Marta Keil (1983) is performing arts curator based in Warsaw, 
Poland. Since 2014 works as curator at Teatr Polski in Bydgoszcz 
(http://www.teatrpolski.pl). Together with Grzegorz Reske she also 
curates the international performing arts festival Konfrontacje 
(www.19konfrontacje.pl) in Lublin and is one of the initiators and 
curators of the Identity.Move! project (www.identitymove.eu). 
She cooperated also with i.e. Schauspielhaus Bochum, Institute 
of Contemporary Arts in Yerevan and Goethe Institute in Warszawa. 
She created and curated (2011-2014) the East European Performing 
Arts Platform (www.eepap.org). Worked as performing arts curator 

http://www.circozero.org/
http://www.teatrpolski.pl
http://www.19konfrontacje.pl
http://www.identitymove.eu
http://www.eepap.org
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at the Adam Mickiewicz Institute (www.culture.pl, www.iam.pl) and 
Reminiscences festival in Krakow. Co-founder of the MicaMoca.
Project Berlin: temporary performing art center in Berlin (2011). PhD 
student at the Polish Academy of Science’s Art Institute, where she 
prepares a thesis about curatorship in performing arts. Writes a blog 
www.fraukeil.wordpress.com.

Andreja Kopač works as publicist, writer, editor, moderator and 
dramaturge. In addition to holding an M.A. in the Linguistics 
of Speech and Theory of Social Communication at the ISH, 
Ljubljana Graduate School of the Humanities, she is a PhD 
student of Sociology of Culture at the Faculty of Art at University 
of Ljubljana. As a publicist, she works with the Maska, Mentor 
and Dialogi magazines. In 2008 she obtained a scholarship from 
Mobile Lab and Gulliver Connect, the international programmes 
aimed at young critics. Between 2005 and 2008 she was 
employed at the Maska Institute in the field of art education; as 
a coordinator of the Seminar of Contemporary Performing Arts 
(in collaboration with Bojana Kunst, Phd.) and organised the 
project Platform of Interdisciplinary Dramaturgy. She has recently 
been engaged as a dramaturg and publicist; she has been 
participating in around 50 productions since 2009, collaborating 
in a number of local and international projects. In July 2012 
she collaborated with on John Jay Colledge of Criminal Justice 
(New York, USA). Since january 2013 she is a guest teacher on 
SEAD (Salzburg Experimantal Academy of Dance) and she work 
as a guest teacher on SVŠGL High school in Ljubljana (theatre & 
dance department). In 2013 she obtained the award for special 

http://www.culture.pl
http://www.iam.pl
http://www.fraukeil.wordpress.com
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achievements in slovenian contemporary dance, Meta Vidmar 
Award. Since 2012 Kopac is in the editorial board of Maska, since 
2014 works in a field of cultural pedagogy at Bunker.

Dr. Bojana Kunst was studying in Ljubljana, Slovenia, and is 
a full professor at the Institute for Applied Theatre Studies / ATW 
– Institut für Angewandte Theaterwissenschaft, Justus-Liebig 
University Giessen, Germany.
She graduated in 1994 from Philosophy and Comparative 
Literature at the University of Ljubljana, Faculty of Arts. She 
began to work as a young researcher in year 1996 at the Faculty 
of Arts, Department of Philosophy – Aesthetics. With the young 
researcher grant from the The Ministry of Science and Technology 
of the Republic of Slovenia she completed in the year 1998 her 
Master Degree from Philosophy with the thesis The Problem 
of the Body in Theatre, Impossible Body. In the year 2002 she 
completed and defended her Ph. D. dissertation with the title 
Philosophy, Aesthetics and Art Between Organic and Technological, 
Aesthetics of the Body and the Art of Postmodernism. She has 
the Ph. D. from philosophy – aesthetics.
Her primary research interests are the problem of the body 
in the contemporary performance, theatre and dance, gender 
studies, philosophy of the body, art and technology, art 
and science, theatre and dance studies, representation of 
contemporary identities.
Her essays have appeared in numerous journals and publications 
and she has thought and lectured extensively at the various 
universities in Europe. She published several publications, among 

http://www.inst.uni-giessen.de/theater/en/staff/bojana_kunst
http://www.inst.uni-giessen.de/theater/de/lehrende/bojana_kunst
http://www.inst.uni-giessen.de/theater/de/lehrende/bojana_kunst
http://www2.arnes.si/~ljintima2/kunst/b-nemogoce_telo.html
http://www2.arnes.si/~ljintima2/kunst/b-nemogoce_telo.html
http://www2.arnes.si/~ljintima2/kunst/t-phd.html
http://www2.arnes.si/~ljintima2/kunst/t-phd.html
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them Impossible Body (Ljubljana 1999), Dangerous Connections: 
Body, Philosophy and Relation to the Artificial (Ljubljana 2004), 
Processes of Work and Collaboration in Contemporary Performance 
(Ed., Ljubljana 2006), Contemporary Performing Arts (Ljubljana 
2006, ed. with Petra Pogorevc), Performance and Labour 
(Performance Research 2012, ed. with Gabriele Klein), and 
Umetnik na delu. Bližina umetnosti in kapitalizma (Ljubljana 2012).

Konstantinos Mihos was born in Gythio, Peloponnese in 1960. He 
studied cinema and dance. In 1988 he founded “Wrong Movement” 
dance company. Within the last two decades, he created more 
than thirty different productions for which more than seventy 
Greek and foreign artists worked for. His work is focused on 
creating a sui generis state of spiritual and emotional participation 
to a wide spectrum of political issues such as the quest 
of personally lived national identity and history, societal uses 
of dance, the questioning and re-specification of the bodily canon. 
In the year 2000 he was granted the state award of best 
choreography for the piece “Empty man”.

Jana Návratová (1964) after graduating from the Department 
of Theatre and Film Studies at the Faculty of Arts, Charles 
University in Prague (1989), began working at the Theatre Institute, 
where she founded the Dance Section (2006) which she has led 
up to the present date. In the years 1993–2005 she taught History 
of Dance at the Duncan Centre Conservatory. She has presented 
lectures abroad on Czech theatre and dance, within the framework 
of projects for the Arts and Theatre Institute (University of Calgary 

http://www2.arnes.si/~ljintima2/kunst/b-nemogoce_telo.html
http://www2.arnes.si/~ljintima2/kunst/b-np_abstract.html
http://www2.arnes.si/~ljintima2/kunst/b-np_abstract.html
http://www.maska.si/index.php?id=163&id=163&tx_ttnews%25255Btt_news%25255D=491&cHash=9b32fa0ea0bbb58397927e04121d24d4&L=1
http://www.maska.si/index.php?id=19&L=1&tx_ttnews%25255Btt_news%25255D=120&cHash=ecba76eb965c67938be8fa36ea0b9ff8
http://www.performance-research.org/past-issue-detail.php?issue_id=65
http://www.maska.si/index.php?id=19&L=1%25255C%252527&tx_ttnews%25255Btt_news%25255D=1139&cHash=4a98b601c4ea01a2b44d037fd8043530
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and University of Lethbridge, Canada). She is the editor and 
co-author of the monograph Dance in the Czech Republic (2010). 
Since 2005 she has been editor-in-chief of the Dance Zone review 
and regularly publishes in the Czech media.

Nevena Planinšek is a cultural worker from Sarajevo, Bosnia and 
Herzegovina, who is current director of Tanzelarija, organization 
for promotion of contemporary dance in BiH. Her educational 
background is in computer science and public relations which 
led her into the field of con-temporary dance when she started 
to work as a PR manager for Tanzelarija. She is a partner and 
member of Decision Making Body of Balkan network of dance 
organizations NDA – Nomad Dance Academy. Her work also 
extends to writing, networking, executive production, project 
management and fundraising.

Iulia Popovici is a cultural journalist and performing arts critic 
and curator. She is editor for the performing arts section at 
the “Observator cultural” weekly cultural magazine (Bucharest) 
and co-curator of the Independent Performing Arts Platform in 
the framework of “Temps d’Images” Festival, Cluj. She writes 
about the alternative performing arts scene, collectives and artists 
in Romania and Eastern Europe, engaged art and documentary 
practices, as well as about regional identity and the social 
challenges of contemporary art (in magazines such as “IDEA”, 
“Scena.ro”, “Long April”, “Criticatac.ro” – Romania, “UBU”, “Le Bruit 
du Monde” – France, “Szinház” – Hungary; “Dialog” and “Teatr” 
– Poland, “HowlRound.com”, “Critical Stages”, etc.). Previously, 

http://www.tanecnizona.cz/
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she worked for the “Ziua” national newspaper and was a member 
of the editorial board of the leftist platform “CriticAtac.ro”. She 
is currently a member of the directorial board of ActiveWatch – 
Media Monitoring Agency (Romania).

Karol Radziszewski (1980) lives and works in Warsaw (Poland) 
where he received his MFA from the Academy of Fine Arts in 
2004. He works with film, photography, installations and creates 
interdisciplinary projects. His practice extends to magazines, artist 
books, fashion as well as curatorial concept projects. Publisher 
and editor-in-chief of DIK Fagazine. His work has been exhibited at 
institutions including The National Museum in Warsaw, Museum 
of Modern Art in Warsaw, Zacheta – National Gallery of Art in 
Warsaw, Kunsthalle Wien, Wroclaw Contemporary Museum, 
Muzeum Sztuki in Lodz, New Museum in New York, Cobra Museum 
in Amsterdam, Galerie für Zeitgenössische Kunst in Leipzig, CCA 
Ujazdowski Castle in Warsaw, Göteborg Biennale, PERFORMA 13, 
Prague Biennale, WRO Media Art Biennale, New York Photo Festival.

Iva Nerina Sibila (1971) is Croatian dance artist and dance writer. 
She was trained at Northern School for Contemporary Dance in 
Leeds UK, graduating in 1995. After returning to Zagreb she has 
been active as a dancer, performer, choreographer, extensively 
as teacher and organizer. Following her interest in dance 
writing and feminism, she has been publishing reviews, essays 
and publications on various issues considering dance art and 
profession. She is editor in chief of Kretanja, magazine for dance 
art, columnist and critic of Plesnascena.hr, on-line portal for dance 
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criticism and Croatian correspondent for European magazine for 
ballet, dance and performance Tanz. 

Dorota Sosnowska born in 1982. Between 2002 and 2007 she 
studied cultural sciences at University of Warsaw where she 
received her MA degree. Between 2007 and 2012 she was a Phd 
student at Institute of Polish Culture, Department of Theatre 
and Anthropology of Performance (University of Warsaw). For 
thesis Królowe PRL. Sceniczne wizerunki Ireny Eichlerówny, Niny 
Andrycz i Elżbiety Barszczewskiej jako model kobiecości about 
three actresses popular in communist times in Poland she was 
granted with Phd degree in 2013. In the period between 2010 
and 2013 she worked as Assistant at the Institute of Polish 
Culture, Department of Theatre and Anthropology of Performance 
in frames of ECLAP (European Collected Library of Artistic 
Peformance) project concerning the foundation of the digital 
archive for European performance and theatre. Since 2014 she 
is a Teaching Assitant at Institute of Polish Culture, Department 
of Theatre and Anthropology of Performance, University 
of Warsaw. She is also working on the scientific project under 
the title “Sources and Mediations”, researching the subject 
of the relation between theatre and documentation, body and 
archive, performance and video registration. She published 
articles on the subject in the renowned scientific magazines 
(f.e.: “Dialog”, “Kwartalnik Filmowy”).

Jan Sowa is a dialectical materialist cultural theorist. He studied 
literature, philosophy and psychology at the Jagiellonian University 
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in Kraków, Poland and University Paris VIII in Saint-Denis, France. 
He holds a Ph.D. in sociology and a habilitation in cultural 
studies. He is Associate Professor at the Chair of Anthropology 
of Literature and Cultural Studies at the Jagiellonian University 
and is also associated with Free University Warsaw. He edited and 
authored several books (recently: Fantomowe ciało króla. Peryferyjne 
zmagania z nowoczesną formą [2012]) and published around 100 
articles in Poland and abroad (recently: with Jakub Majmurek 
and Kuba Mikurda, Un événement dans la glacière: le Carnaval de 
Solidarnosc (1980-81) comme jaillissement de l’imagination politique 
in: A. Badiou, S. Žižek, L’idée du communisme II (Paris, 2012) and 
“Un giro inesperado de la ideología. Neoliberalismo y el colapso 
del Bloque Soviético,” Metapolítica [March 2013]). A collection 
of essays A Joy Forerver: Political Economy of Social Creativity, that 
he co-edited, including articles by Luc Boltanski, Massimiliano 
Tomba, Isabelle Graw and Gigi Roggero, is going to appear with 
MayFly Books (London) later this year. Sowa is currently working 
on a book exploring links between the twentieth-century artistic 
and political vanguard movements.

Mladen Stilinović (1947) is a multimedia artist who frequently 
employs everyday materials in his work, bringing into focus 
the interconnection of politics, language, artistic production, and 
daily life. Recent exhibitions include: Dear Art, Moderna Galerija 
Ljubljana, Ljubljana, 2012; How Much Fascism?, BAK, basis 
voor actuele kunst, Utrecht, 2012; Zero for Conduct, Museum 
of Contemporary Art, Zagreb, 2012; and Sing!, Ludwig Museum, 
Budapest, 2011. Stilinović lives and works in Zagreb.
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Oana Stoica writes the column of theater and contemporary dance 
for Dilema Veche (Old Dilemma), one of the main Romanian cultural 
magazines. She also freelance for other cultural publications such 
as Suplimentul de cultura (The Cultural Supplement), Cultura 
(The Culture), Lettre Internationale. She is the author of various 
radio shows designed to promote mainly the independent 
performing area. She is often member of the panels of experts 
to review cultural projects and also a juror of the panels for 
Transilvania International Film Festival – „10 for Film”. 

Mateusz Szymanówka has studied cultural studies at 
the University of Warsaw and dance studies at the Free University 
of Berlin. He is publishing on contemporary dance and collaborating 
with Polish choreographers as dramaturge and researcher.

Weronika Szczawińska, theatre director, a dramaturgist and 
a playwright, a cultural studies expert, PhD (2014). In her research 
she has dealt with issues of relation between theatre and collective 
memory, gender representation, revisions of theatre tradition and 
canon, political theatre. She has directed among others: “Provincial 
Artists” inspired by Agnieszka Holland’s movie (Powszechny 
Theatre in Łódź), “How To Be Loved” inspired by a short story 
by Kazimierz Brandys and a movie by Wojciech Jerzy Has 
(Juliusz Słowacki Baltic Theatre in Koszalin). Author of the series 
of lectures and workshops “The Stage of After-Images. Memory in 
Theatre”. Dramaturgist of “Komornicka. The Ostensible Biography” 
directed by Bartosz Frąckowiak (HOBO Art Foundation, In Vitro 
Pre-Premiere Stage in Lublin, Polish Theatre in Bydgoszcz) and 
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performing lectures meant for close collaboration between artists 
and scholars “Book of the Debt and User-friendly. The Bot and His 
Actor” also directed by Bartosz Frąckowiak. Since 2002 she has 
published several essays and reviews for magazines dedicated to 
art and culture (“Didaskalia”, “Dialog”, “ResPublica Nowa”, “Teatr”, 
“Ha!Art”, “Dramatika”, “Widok”).

Asen Terziev (PhD) is a theatre critic and theatrologist with 
interest in theatre theory, history and theatre management. 
Since 2004 - main coordinator of Bulgaria’s biggest international 
theatre event - International Theatre Festival „Varna Summer” 
(www.theatrefest-varna.org). He is the author of one book 
“Theatricality – the language of performance” and has over 
100 publications (reviews, theoretical articles, interviews) in 
various specialized editions for theatre and culture: Homo Ludens, 
Literaturen Vestnik, Capital Light and others. Main assistant in 
„History of European Theatre“ at the National Academy of Theatre 
and Film Art „Kr. Sarafov“, Sofia.

Thomas Thorausch is deputy director at the Deutsches Tanzarchiv 
Köln. After studying theatre studies, general and comparative 
literary studies and American studies at the Freie Universität Berlin, 
he worked as an assistant director and dramaturge in Essen, 
Cologne and Regensburg, as well as for diverse independent 
theatre productions in North Rhine-Westphalia. In addition, he 
worked as a project research associate for the Deutsche Akademie 
des Tanzes, the Deutsches Tanzarchiv Köln and the Historical 
Archive of the City of Cologne (project ‘Dokumentation des 

http://www.theatrefest-varna.org/
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Kölner Kulturleben nach 1945’ / ‘Documentation of Cultural Life in 
Cologne after 1945’). Since 1996 he has been the deputy director 
of the Deutsches Tanzarchiv Köln.

Ana Vujanović is a freelance worker: theorist, researcher, writer, 
lecturer, organizer, dramaturge - in contemporary performing arts 
and culture, based in Berlin/Hamburg/Belgrade. She holds Ph.D. 
in Theatre Studies, and is a member of the editorial collective 
of TkH (Walking Theory) platform, Belgrade, and chief editor 
of TkH Journal for Performing Arts Theory. She publishes regularly 
in journals such as TkH, Maska, Frakcija, Teatron, Performance 
Research and TDR as well as in collections and is the author 
of four books, most recently Public Sphere by Performance, with 
Bojana Cvejić. She is currently international visiting professor at 
the Dpt. for Human Movement/Performance Studies, University 
Hamburg. In recent years her research interest has been focused 
on the intersections between performance and politics in 
the neoliberal capitalist societies.

Wojtek Ziemilski (1977), is a theatre director and visual artist. 
His works tread the borderline of different disciplines, exploring 
theatrical, visual and choreographic languages. After studying in 
France and defending his Masters in philosophy (with a thesis 
about the identity of the theatre spectator), he moved to Portugal. 
There, he finished a theatre directing course at the Gulbenkian 
Foundation in Lisbon, and started directing performances. His 
first show “Hamlet Light”, won him the Jovens Artistas Jovens 
award for best directing debut. After moving back to Poland, his 
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Polish debut, “Small Narration”, was a lecture performance about 
identity, memory and a painful family history which intermingled 
with the Polish past. It has been shown in over 20 countries. 
“Prolog”, which followed, was a show exploring the identity 
of the spectators - it was the first Polish performance invited to 
the German festival Ruhrtriennale. Ziemilski uses his projects (also 
“High Noon”, “Pygmalion”) as opportunities to rethink the concept 
of documentary theatre. Besides directing, he teaches courses 
and workshops focusing on new forms of experimental theatre. 
He has a particular focus on devising techniques, the new dance’s 
(so-called “non-danse”) input into theatricality, and its use on 
stage. Ziemilski is one of the first artists in Poland to investigate 
rule-based devising. He has given over 100 workshops and 
tutoring sessions across Europe and in North America. He is 
one of the organizers of the Golgota Picnic Poland events which 
combined a social protest with artistic and social action in ca. 30 
places across Poland. He writes about art. He collaborates with 
the Political Critique periodical, is part of the Centre in Motion artist 
collective and is represented by the BWA Warszawa gallery. He is 
the director and curator of the XS space in Warsaw, presenting 
performing and visual art projects in a very limited space.
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