


























c





















































































































































































































































Jan	9,	2025,	The	Aritist.

Reading	'Thinking	Through	Theater	and	Performance',	chapter	7	How	Does
Scenography	Think?	by	LIESBETH	GROOT	NIBBELINK

page	136:

Relationality:	For	McKinney	and	Palmer,	the	component	of	relationality,	firstly,
entails	that	scenography	is	involved	with	creating	and	facilitating	spaces	of
encounter.	Relationality	has	a	strong,	although	not	exclusive,	connection	with
spectatorship,	as	scenography	plays	a	crucial	role	in	‘shaping	the	interface
between	the	performance	and	the	audience’	(2017:	5).	In	contemporary	work,
for	instance	in	immersive,	site-speci�c	or	ambulatory	performances,	these
encounters	could	also	involve	other	spectators,	or	speci�c	sites,	environments
or	social	structures	(8).	McKinney	and	Palmer	mention	Rimini	Protokoll’s
Situation	Rooms	as	an	example,	a	performance	installation	which	places	the
spectators	literally	within	the	webbed	actions	of	international	arms	trade.
Wandering	through	several	interrelated	rooms,	they	step	into	the	footsteps	of,
for	instance,	a	weapons	factory	worker,	a	child	soldier,	a	tradesman	or	a	war
journalist.	This	example	exposes	scenography	as	engaged	in	situating	and
positioning	spectators,	and	with	shifting	viewing	positions	(9).	In	a
scenographic	analysis,	we	might	ask	questions	such	as:

•	how	does	scenography	shape	and	facilitate	modes	of	encounter?

•	how	is	spectatorship	implicated	in	performance	design	and	what	are
characteristics	of	scenography-as-interface?

•	how	are	spectators	addressed,	situated	and	positioned	by	scenography?
P136-7

Makes	me	think	about	how	I	treat	/	use	scenography,	or	almost	don’t	use	it.	I
mean,	I	have	a	kind	of	traveling	salesman	approach	to	the	scenographies	in	my
performances.	The	stage	in	Ventriloquists	f.e.	is	created	by	a	projector	that
projects	an	empty	rectangle	of	light	on	the	wall	that	I	step	in	and	out	of.	The
idea	actually	came	from	cinema,	the	frame	that’s	neither	zoomed	in	nor	out,
there’s	a	word	for	it	which	I’ve	forgotten.	Looking	it	up	I	find	Medium	Shot
(which	cuts	off	just	under	the	waist)	and	Cowboy	Shot	(which	cuts	off	a	bit
under	the	crotch). 	I	think	what	I	did	falls	under	Medium	shot	(although	I	think
David	would	have	preferred	Cowboy).	In	any	case,	the	idea	was	to	create	a
stage	which	is	also	a	frame,	a	spotlight	and	a	shadow	theatre,	because
standing	in	the	strong	beam	of	light	from	the	projector,	my	shadow	looms	up
behind	me	and	I	play	with	that.



An	important	aspect	of	that	set	up	was	the	fact	that	I	could	stick	the	whole
contraption	in	a	suitcase	and	trundle	it	off	with	me.	And	that	all	I	needed	to	set
up	was	an	electrical	socket	(I	would	always	bring	my	own	extension	cord)	and	a
table.	This	minimalistic,	DIY	style	has	always	been	a	kind	of	signature.	I’ve
never	used	a	stage	with	stage	lighting	or	anything	like	that. 

And	I	think	this	does	do	something	with	the	relationship	with	the	audience.	My
first	impulse	to	want	to	do	performance,	my	desire,	was	to	be	in	relation	with
the	audience,	the	spectators,	to	smell	them,	watch	their	faces,	look	at	them
looking	at	me.	And	at	me	looking	at	them	looking	at	me.	I	think	this	is	really
important	for	me	in	a	performance	that	I	do.	I	kind	of	crave	that	relationship.

And	this	is	also	maybe	why	I	try	to	get	as	close	as	possible	to	‘showing	doing’
and	showing	being’,	and	as	far	as	possible	from	‘doing	as	if’	(a	useful
Dunglification)	or	mimetic	type	of	dynamic.	Because	then	it	isn’t	me	they	are
seeing,	nor	me	who	is	seeing	them,	nor	them	who	are	seeing	me	looking	at
them,	because	then	I’m	‘being’	someone	else.

The	‘Callistenics’	piece	is	probably	the	most	elaborate	kind	of	scenography	I've
ever	used.	But	it	still	fits	easily	into	a	bag.	And	all	it	needs	is	a	ladder,	to	install
the	pulley	and	the	rope.	And	wireless	mics,	because	the	space	where	we’ll
perform	in	the	conference	will	be	big.	But	I	could	equally	imagine	it	without
mics,	in	a	smaller,	more	intimate	space.	And	here	again,	we	will	invite	the
audience	close	up.	They	should	ideally	get	in	the	way.	Paloma	will	hand	them	a
piece	of	rope.	I	will	take	it	away	from	them	again,	maybe	give	it	to	others.	The
rope	is	a	kind	of	connector.	And	perhaps	it	even	suggests	control:	they	could,
potentially,	control	us,	or	help	us,	by	pulling	with	us.	

































Or	is	it	actually	more	something	like	this;

‘What	is	(good)	work?’

'Uncelebrated	or	unrecognised	work' 

‘Consent,	support	and	desire	in	Participation	and	collaboration’

‘Artistic	strategies	as	research’

‘Performance	as	/in	work’	(What	is	performativity	actually,	how	can	we
reclaim	it	from	its	corporate	denotation	(work	performance)

‘Alter	Ego-ing:	versions	and	alter	ego's	that	work’

•

-

-

•

-

-









14	maart:	

Aan	het	einde	van	de	bijeenkomst	ZAW	vandaag	kwamen	we	op	het	volgende:
wat	als	we	naast	dat	we	ziekte	als	werk	zien,	zorg	als	een	samenwerking	zien.
Een	samenwerking	tussen	de	zorgontvanger	en	de	zorggever.	En	wat	als	we	die
samenwerking	aanpakken	zoals	wij	in	de	groep	samenwerking	aanpakken:
voordat	je	begint,	denk	je	na	over	je	noden,	wat	je	nodig	hebt	om	dit	werk	te
doen.	Maar	ook,	en	dit	is	een	gedachte	die	ik	later	had,	over	wat	is	het	werk	dat
ik	hier	wil	doen?	Wat	wil	ik	ermee?
Het	werk	zal	altijd	zwaar	zijn,	voor	beide	partijen,	daar	verander	je	niets	aan.
Maar	door	het	als	werk	te	zien,	en	in	dit	geval	als	samenwerking,	door	deze	lens
er	op	te	leggen,	kunnen	we	misschien	wel,	enerzijds,	voor	elkaar	en	voor
onszelf	erkennen	dát	het	werk	is	(hard	werken,	niet	zomaar,	niet
vanzelfsprekend),	en	dat	je	met	elkaar	iets	te	willen	hebt,	namelijk	hoe	je	dat
werk	het	liefste	doet	binnen	de	mogelijkheden,	en	wat	je	er	mee	wil.
Dat	klinkt	misschien	gek,	want	soms	heb	je	nou	eenmaal	hulp	nodig,	dus	de
ambitie	bij	dat	werk	is	gewoon	overleven.	Maar	als	je	hier	over	doordenkt,	valt
er	misschien	toch	meer	over	te	zeggen.
Ik	ga	het	even	zelf	proberen:	ik	heb	artrose	in	allebei	mijn	knieën,	ik	ben	het	aan
het	uitstellen	maar	eigenlijk	moet	ik	2	nieuwe	knieën.	Ik	weet	uit	ervaring	dat	je
na	zo’n	operatie	behoorlijk	wat	zorg	nodig	hebt.	Omdat	ik	alleen	woon,	ga	ik	iets
moeten	organiseren	zoals	een	rotatie	dienst	van	vrienden	en	partner	om	me,
zeker	in	het	begin,	te	helpen	met	zeg	maar	alles.	Mensen	zullen	bij	me	moeten
komen	slapen.	Boodschappen	doen,	eten	koken,	helpen	wassen	enz,	me	naar
de	fysio	rijden… 

Eigenlijk	denk	ik	dan:	Vreselijk.	Dat	kan	je	toch	niet	vragen?	Wat	een	belasting!
Maar	wat	als	ik	denk:	ok,	dit	is	een	project.	We	gaan	moeten	samenwerken.
Misschien	maar	even	beginnen	met	een	teamoverleg!
Wie	kan	wat	doen,	en	wat	heb	je	nodig	om	dat	te	doen?	En	ik?	Wat	heb	ik	nodig
om	mijn	werk	van	zorgontvanger	te	doen?	Ik	heb	nodig	dat	iedereen	zijn
grenzen	aangeeft.	Als	ik	weet	dat	je	daar	niet	overheen	gaat	(tenzij	het	echt	niet
anders	kan)	hoef	ik	me	niet	schuldig	te	voelen.	Dat	zal	mijn	werk	aanzienlijk
makkelijker	maken.	En	wat	is	mijn	ambitie	in	deze	samenwerking?	Iets
moeilijker,	voor	de	hand	liggend	is	natuurlijk:	een	beetje	uit	de	brand	te	willen
worden	geholpen.	Maar	in	een	ideale	situatie	misschien	ook:	dat	we	de	tijd
samen	ook	benutten	als	‘tijd	samen’.	Even	bijpraten,	wat	er	niet	altijd	van	komt
in	de	drukte.	De	intimiteit	van	deze	hulp	situatie	erkennen,	er	misschien	iets
van	leren,	kijken	of	de	zachtheid	die	daar	bij	kan	komen	ons	iets	brengt?
Zoiets?



























































and	still	wholly	unexpected.	Washing	and	dressing	her	body	some	hours	after
she	passed	(with	my	father	fast	asleep	beside	her),	I	conjured	the	researcher	in
me,	because	I	needed	someone	by	my	side	to	help	me	remther	what	was
happening,	to	be	able	to	reflect	on	this	later,	to	process,	I	guess.	and	she
helped	me	alot.	Together	with	the	researcher	I	can	look	back	and	under-	stud
why	I	longed	to	see	my	mothers	naked	body	one	more	time,	this	body	that
made	me,	natured	me,	is	so	familiar	to	me,	and	alien	at	the	same	the,	girlish	and
ancient	at	once.	the	body	connects	me	to	all	the	version	of	her	I	have	known.
and	this	is	key.

















as	an	ispiration	for	understanding	consent	in	the	context	of	participative	or

collaborative	research?	The	point	of	the	exercise	is	to	see	if	this	understanding

of	consent	can	on	the	one	hand	emancipate	participants	from	a	defensive	and

passive	role	-	the	one	to	whom	things	are	done	or	asked	of,	and	thus	the	one

who	must	define	and	guard	their	boundaries	-	and	the	researcher	from	the	role

of	the	one	who	makes	demands,	and	the	one	with	the	sole	claim	to	desirt	in	the

sense	of	wanting	and	gaining	something	from	the	project	and	the	'other'.	②
What's	the	problem	with	doing	that?	One	problem	is	that	BDSM	contracts	are

mostly	conceived	and	created	for	2	or	>	participants,	not	groups,	and	in	the

very	particular	context	in	which	the	practice	itself	is	the	aim,	while	in	the	case

of	participative	research	the	practice	is	meant	to	serve	a	research	goal.	So	the

concept	has	to	be	transposed	to	a	different	constal-





lation,	in	a	different	context,	and	with	a	different	purpose.	another	problem	is
that	in	a	BDSM	context	desire	is	more	obviously	present	from	the	beginning	"
"cities,	when	it	still	needs	development	and	exploration,	it	is	the	point	of
departure.	Wile	in	'a	participative	research	situation	

this	'desire't,	while	presumably	present	in	the	researcher	(or	their	commissions,
May	not"%biioksly	

present	in	the	participant.	It	is	there	for	impuitive	that	a	process	is	developed
to	uncover,t	explore	this,	and	allow	it	to	developer,	

and	evolve.	'	'	this	can	be	very	time	consuming.	'	it	'	re	wires	some	specific	

skills,	and	a	large	commitment	from	everyone	involved.	③	How	did	we	do	it,

what	did	we,	do	well	and	what	did	we	do	wrong.

+	desire	is	used	here	to	express	the	notion	of	'wanting	something',	'having	an
aim'	or	'wanting	something	from	some	ore!




