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Abstract

This thesis investigates the crisis of Regie (i.e. of the agency of directing) in a post-#MeToo
landscape. It argues that the outset of this crisis lies in an expansionist gesture — rooted in the
avant-gardist ambition to merge art and life — by which directors have conflated artistic
mandate with managerial control; a gesture culminating in the toxic institutional cultures
painfully exposed during the last decade. Starting from this point of no return, the thesis
examines the question of how to acknowledge the fact of directorial power abuse without
cutting our practices off from the potential — or even the necessity — of directorial agency as
such. Its title “Reinventing Regietheater” thus carries the tension between a historical form of
theater (generally known as “directors’ theater”) and a yet-to-be-found future expression.

Conceived as artistic research, the discrete focus of the thesis is the rehearsal space and
its confines. Within the micro-scale of the latter, the crisis of Regie reverberates first and
foremost in the non-foreseeable instances of the actor-director interaction; namely in the
increasing scrutiny applied to the tool of improvisation. In contrast to the prevailing strategy of
eroding the rehearsal space’s symbolic boundaries (in the interest of directorial accountability),
the thesis conceptualizes — practically as well as theoretically — a “Space of Rehearsals™ as a
heteronomous zone of safe but ecstatic play. This “Space of Rehearsals” is constructed through
a rehearsal method informed by the psychoanalytic concept of transference as well as the
interaction framework “Wheel of Consent”.

To answer its main questions, the thesis presents a “written part” as well as a set of
“online resources” containing the documentation and “re-stagings” of the practical
experiments. Four “books of Regie” present methodological reflections, a critical genealogy of
a theater of directing (based on the author’s symptomatic practice) as well as the central
concepts. Three so-called “Pre-studies”, devised through practical work with professional
actors/collaborators form the empirical basis of the thesis, sketching out different possibilities
for the actor-director relation in a re-invented Regietheater.

In the proposition resulting from the above, directorial agency does not necessarily sit
with the director. Nevertheless, the disciplinary divide between actor and director is upheld; as
well as the radical asymmetry in the distribution of authorial power, albeit in temporally limited
and co-curated iterations. The main argument of the thesis is thus that the artistic potential of
the historical form of Regietheater can be salvaged without taking a revanchist or revisionist
stance: the idiosyncratic directorial agency known as Regie has its place in consent-based

rehearsal settings.
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X  PRELUDE — “What the hell were you doing in this

house?”

In 1998 Lars von Trier publishes a “diary”, that he recorded during the production of
his film The Idiots; the second movie made in compliance with the obstructions agreed upon
by the “Dogma 95” signatories.'®” The book — also containing the original screenplay — presents
a transcript of “daily diary entries”, originally recorded by the director with a dictaphone. Von
Trier’s oral journaling spanned over a period of roughly 5 months (21.5.-15.10.1997) covering
the rehearsals, the actual shoot and the beginning of the editing process. “In keeping with the
spirit of Dogma”, von Trier states in a short prefatory note to the print edition, “I have neither

read nor corrected the text.” (von Trier 1998, 159, my translation!*®)

When [ started my artistic research in 2019, I was intrigued by this relentless method
of documenting a directorial process. Back then, I had just heard some audio excerpts of the

actual dictaphone recordings, as they figure in the making of devoted to The Idiots — a

197 The signatories of the so-called “chastity vow” were Lars von Trier and Thomas Vinterberg (the

director of Dogma #1, The Celebration). They signed on behalf of the “Dogma collective” which further consisted
of the directors of Dogma #3 (Mifune’s last song by Seren Kragh-Jacobsen) and Dogma #4 (The King is Alive by
Kristian Levring) For the actual text of the “chastity vow” and the “manifest” as well as a contemporary
perspective (all in English) cf. the 10" issue of the Danish film magazine p.o.v. dedicated to Aspects of Dogma
(Raskin 2000).

198 For lack of English versions, all translations of publications in Danish in Regiebuch 4 are my own.
The longer passages of von Trier’s diary (that I mostly work with below) can also be found in their original form
in the endnotes.
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documentary by Jesper Jargil with another Dostoevskian sounding title: De ydmygede [The
Humiliated] (1998).

Taking inspiration in Lars von Trier’s “sound” of oral journaling, the “diary format”
was little later going to structure the fictitious rehearsal process within my first Pre-study
(Sarah’s Director). In my later narrativization of it, however, the reference to the “confession
booth” in Sami Saif’s Dogville documentary has always prevailed (cf. Chapter 4 and PS#1,
online resources). And in fact — after years of futile attempts to dig up The Humiliated in the
folds of the Internet again — I had almost forgotten about the dictaphone diary. In other words,
by the end of it, I had forgotten the beginning of my PhD project. And only through a recently
published essay collection (Albinus 2024) — authored by the most prominent actor of the
ensemble of The Idiots — was | reminded of this exquisite documentation’s existence.
Remembering a forgetting that somewhat informed my first artistic research “invention” (cf.

Kirkkopelto 2015, 51) — and that shall now serve as an entrance into these concluding chapters.

In his “Essays on Theater, Delusions and Failures” from 2024 the Danish actor Albinus
recounts the inner trajectory the international breakthrough of The Idiots has sent him on.
During his reflections, Albinus keeps on circling back to the field of German theater in
particular that — given the agalmic radiation of what he critically terms “fanomenet Lars von
Trier” (129) [the phenomenon Lars von Trier] — kept on hiring him as an actor throughout the
three decades to come. In the essay where he specifically reflects the haunting success of the
movie (‘Du store idiot’ [*You great idiot’]), he ventilates his discontent of continuously being

reduced to his performance as STOFFER dating back to the summer of 1997. (“Stoffer” is the
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character name of the group leader of the pretense “idiots”; a nick name derived from
“Kristoffer”, but also the Danish slang expression for “drugs”.!’

It is also in this context that he recalls “the most honest conversation I have ever had
with anyone about the movie” (Albinus 2024, 126). The scene in which this conversation is
set, plays out right after the world premiere of The Idiots in Cannes, where von Trier’s film is
ex ante attributed the cult—status it will, in fact, come to have. Due to a concussion Albinus
suffered some weeks earlier, he had to cancel his following film and theater jobs, leaving him
disoriented under the flashlights on the Coéte d’Azur. According to his own account, he lands
in Copenhagen both “broke and mentally broken” (Albinus, 127). Meanwhile, the book version
of Lars von Trier’s dictaphone diary has appeared in Denmark’s most renowned publishing
house; with the tabloid press immediately extracting the “juiciest” passages from it. In
particular the director’s ambivalent infatuation with one of the actresses proves to make good
material for scandalizing headlines. On the way back from France, von Trier is himself stuck
in traffic jams on the German highways and therefor asks Albinus to urgently pass by his wife,
who is currently trying to make sense of the “revelations” in the press and the “reality” of the

process. Commissioned by “his” director to provide the missing link (and possibly take the

biggest blow), “Stoffer” arrives in a home filled with empty bottles and overflowing ashtrays.

199 T will admit that I myself have been high on STOFFER, too, reducing the actor to this one role. The
words and way by which Albinus initiates the “orgy scene” — a scene that lifts The Idiots uncannily far above the
comedy genre — have stuck with me and many of my Regietheater-socialized colleagues as a kind of cult phrase.
Not knowing what he was exactly saying in Danish — “gruppeknald!” [group fuck!] - we did get the defiant
intonation right: excessively repeating his words on all occasions we were ourselves — up until the early 2010s, at
least — deluded by “feenomenet Jens Albinus”. As a close witness of the “social turn” in theater, Albinus proposes
his own poignant analysis of its origins and effects. To compare his experiential account of the 1999 production
of Strindberg's “Father” at the Volksbiihne — his first commission at a German theater — with the one of the 2023
staging at “Nibelungenfestspiele Worms” is highly informative of the transition I have myself attempted to
describe in Terracing the territory II1.
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Bente Trier’s distress is not alleviated by the fact that the warm memory of her
pregnancy runs as a side story through her husband’s diary; with the birth of the couple’s twins
making for an aside amid the “love story” between actress and director. (“Oh yes, by the way,
we had two children the day before yesterday.” (von Trier, 281)) Taking further into account
that — as a professional pedagogue — she is an outsider to the film industry and possibly
estranged by its sketchy work environments from the outset, Albinus has quite a task in
mediation before him. He manages well, however, allowing for von Trier’s wife to “flip the
1id” (Albinus, 128): “What the hell...?”, she bursts out while hitting the table, “what the hell

were you doing in this house?”

Arguably, this justified indignation of Bente Trier in 1998 has turned into a general
sensibility in the course of the last 30 years. After the social turn — of which I have discussed
the specific effects regarding the rehearsal space in Terracing the Territory IIl. — we all find
ourselves sitting in the sofa spot of Jens Albinus back then; awkwardly sinking into the gap
between a “questionable process” and a “great artwork”. Here, however, when taking the
emotional charge out of Bente’s question (the melodrama of empty bottles dancing on a sofa
table hit by a fist) we might find the exact inquiry I have pursued in this PhD project: What is
the heterotopic logic of a work environment of which the aim is play? What are the specifics
of the professional relation between actor and director within? Which ethical lens is attuned to
that relation/space, which one is not? And, finally, on the methodological plane, but still
concerned with the questions above: what are the appropriate formats for documenting and

analyzing the relational settings of theater making as such?
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Living up to the emphatic interrogation — “what the hell were you doing in your
research?” — I will try to sum-up the findings of this thesis in what is to follow. First, I do so
with reference to my own practical explorations, i.e. within the simulations of the Pre-studies
(Conclusion 1); and in a second step I sustain my argument with the “anecdotal theory” that

can be inductively harvested from Lars von Trier’s dictaphone diary (Conclusion 2).

Y TWO WAYS TO CONCLUDE

Conclusion 1: Eleven deductions

I started out with diagnosing the crisis of Regie first and foremost as a crisis of the
professional relation between actor and director. In my reading, this crisis is brought about by
an expansionist take on the rehearsal space historically rooted in the avant-gardes, i.e. in an
eccentric motion breaking down its walls from inside to approximate art and life. In this
expansionist move directorial competences end up conflating artistic mandate with managerial
power over actors, which has led to what we in recent years have called “toxic” institutional
cultures. In the micro-scale of the rehearsal space this crisis reverberates in particular in the
non-foreseeable moments of the actor-director interactions; in that regard, the improvisation,
an essential tool of rehearsing, has come under scrutiny for being the privileged site of
unwanted transgressions.

As areaction to this crisis, I have described the tendency to no longer make a difference
between the logics of the inside and outside of the rehearsal space; but to evaluate its
interactions by applying the same moral standards to both spheres. I have elaborated on the
phantasmatic vanishing point of this motion as a rehearsal space liberated of affect,
psychodynamics and transferential energy; and put the nuancing question in response: how do

we avoid mystification of the actor-director relation while simultaneously acknowledging the
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fact of an unconscious at work in our collaborative processes? By what means — other than
bivalent logics — can we account for the agency of the unconscious?

In response to what I describe as the dismantling of the walls of the rehearsal space —
this time in a concentric motion, outside-in — I have thus worked on proposing something that
I call the “Space of Rehearsals”. The Space of Rehearsals is the sphere of safe and ecstatic
play, of desire and freedom that opens consensually between actor and director. The Space of
Rehearsals as I conceptualize it — by help of practical experimentation as well as theoretical
reflection — is supposed to safeguard highly intuitive operations by which, amongst other
things, the exposure to the non-foreseeable, the im-provisus is possible again.

In the following I recount how I arrived at the Space of Rehearsals proposed in this
thesis, with a special focus on the findings of the three Pre-studies. Below you will find 11
deductions that result from my research endeavor and that I will sustain in the course of this

conclusion.

1. Affect is the material pre-condition for the work of acting. It is also a necessary
“instrument” in the actor—director relation.

2. Affect in the rehearsal space is the effect of the transference between actor and director.

3. The transference between actor and director is an effect of intimacy and asymmetry in the
setting of the rehearsal space.

4. The transference is unconscious but can be re-staged.

5. The actualization of the rapport between actor and director during rehearsals provokes the
re-staging of the transference.

6. This re-staging cannot be managed unilaterally by the director but must be curated in a joint
effort with the actor.

7. The intermediate layer to help the curation of the transference is provided by the container

of the Wheel of Consent.
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8. The Wheel of Consent’s container safeguards the agency of the situation-specific
knowledge form of phronesis in the Space of Rehearsals.

9. With the help of the Wheel of Consent’s container the affect (that is the effect of the
transference) is “objectified”.

10. In the Space of Rehearsal these “objectified affects” can play out without real life
consequences and be used for the work of acting.

11. The Space of Rehearsals is thereby established as “salle de répétitions” [hall of repetitions]

in both a Brechtian and psychoanalytic sense

The necessity of affective dynamics in the actor-director relation

From Pre—study #1 I am able to conclude that the affective dynamics intrinsic to the
actor—director relation are a necessary pre—condition for the work of acting. In Sarah’s
conception it is primarily the director’s task to provide her with what she productively
understands as “irritation”. In the following quote she goes as far as to evoke the metaphor of
“care work” when it comes to providing an atmosphere in the rehearsal space where affect is

welcomed.

Somebody has to produce irritation, I believe, in a rehearsal space. It can
be the intern, if you like, or whoever — but there wasn’t anyone who fook care
of that. Generally speaking, I’'m happy if the director does that. But my
[director] ... you didn’t do it. It was simply a very beautiful atmosphere in which
everyone was really comfortable and in which, from my perspective, nothing
happened to rehearse A Streetcar Named Desire or to find anything out about it.

(The prompted interview, Johannes’ Edit; 13:50; my emphasis)

The material point of this argument is striking: the emotions the actor works with have
to come from somewhere. The character’s fictional circumstance can be an inspiration, a
channel or — to paraphrase Sarah — define the stakes of the overall artistic ambition (Sarah’s

Edit: 18:36). But without a “hook in reality”, an atmospheric counterpart in the rehearsal space,
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they are too abstract to enable an authentic performance. Walking the fine line between a
technique promoting the complete surrender to the present affect on the one hand (cf.
exemplarily Strasberg 1987) and its postdramatic circumvention on the other (cf. “the

performer” of chapter B), Sarah differentiates further:

If I'm angry for real my acting is bad. When I’m acting that I’'m angry
my acting is good. The anger is. But I have to get into a situation in which I
could really be angry. And then I find myself another exit, shortly before. And
that is the acting. I don’t go to the anger. I stand right in front of the anger and
then I take the other exit. But it still is good if I am in a situation in which I am
right in front of it. Or right in front of sadness, right in front of joy.

(The prompted interview, Sarah’s Edit; 9:55)

As our rehearsal-simulation demonstrated, these affects productive in acting are
foremost derived from the concrete transference between the actress and the director; as well
as between the actress and her colleagues. The fictional characters are thus not the starting
points, but function as intermediate layers or catalyzers that anticipate and shape the
possibilities of these concrete relations. To some extent they provide the scenery for the re-
staging of both transferences. In the case of Pre-study #1 that scenery would for instance be
the relation of the characters Stanley Kowalski and Blanche Du Bois. The active avoidance of
Sarah’s Director to mirror the dynamics of male perpetrator and female victim in the fiction

play out in the “reality” of the rehearsal 2%

200 Cf. Chapter C for the discussion of the enhancing effects of the “rehearsal simulation” when it comes
to the intelligibility of the transference. A “synopsis” of the transferential dynamics in regard to the fiction of Pre-
study #1 could read like this: Sarah, Johannes and the ensemble are rehearsing 4 Streetcar Named Desire, the
American classic by Tennessee Williams, charged with volatile content such as domestic and sexual violence.
Sarah is assigned the part of Blanche DuBois, the “glamorous outsider”, dependent on the “kindness of strangers”.
In the course of rehearsals, the conflict between the main cast and the director becomes more and more acute due
to opposed concepts of good collaboration: while Sarah upholds that rehearsals have to harbor temporal
asymmetry for the sake of an idiosyncratic result, Johannes — given the content of the piece — attempts for an
ethically sustainable, transparent collaboration with the whole ensemble. The drama culminates when the director
is presented with the option of firing the actor playing Stanley Kowalski who is obviously not living up to the
standard of excellency set by Blanche, the character, as well as Sarah, the actress.
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Similar to the fictional characters, also the authors themselves have the potential to
punch out the structure of the transference between actor and director. That is especially if they
have been canonized as auteurs over time and radiate the socratic agalma of “supposed
knowledge”; as can for instance be seen quite clearly in our various transferences onto Chantal

Akerman in Pre-study #2.

The transference and the productivity of asymmetry

Meanwhile, the psychoanalytic notion of transference (unpacked in Chapter 5) provides
us with a language for the productivity of these affective dynamics anchored in the reality of
the Space of Rehearsals. By reading the actor-director relation as a rapport, 1 therefore installed
aresonance between the various psychoanalytic traditions and the logics of the rehearsal space.
In that regard, it is in particular the technical aspects of analytic praxis that were important; as
well as the discussion of the analyst’s phronetic competence in “knowing when”. (For instance,
when to offer the interpretation of the transference to the analysand.) Implicitly, psychoanalysis
also provides us with different suggestions of curating the transference in a shared effort, so
we do not have to be afraid of creating the conditions for it.

In an admittedly quite eclectic manner, I nowadays apply pre-Lacanian, more pragmatic
notions such as “positive" and “negative transference” (cf. Winnicott) as well as the “counter-
transference” (cf. Heimann) alongside core concepts of Lacan's structural take (where the affect
is a mere indicator of the fact of transference, but not the transference itself).

In the interest of a Space of Rehearsals welcoming the agency of the unconscious, I
relied strongly on the way Lacan conceptualizes the “mechanism” of transference; and thereby
also hints to the techne of establishing it. His emphasis on the productivity of asymmetry within

the rapport (in relation to knowledge, that is) allows me to highlight different actor-director
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configurations; of which three concrete ones have emerged and are represented in the
respective Pre—Studies.

#1: On the continuum of symmetric or asymmetric configurations in relation to
“supposed knowledge”, Sarah’s Director is asked to lay full claim to the subject supposed to
know. Whether his/her authoritative position is assigned by the institution or by the ensemble,
whether it is based on actual competence or the “chance gesture of the analyst™ described in
Chapter 5,111; the importance lies in embodying it. All this, in the interest of establishing the
transference and thereby generating the artistically productive asymmetry of which the friction
(“irritation”) is the result.

#2: This Pre-study suggests a very different position for the subject supposed to know.
It can in fact no longer be found unilaterally in the director anymore, insofar as the
performauthor is operating from both the actor’s and the director’s seat, “knowing and not
knowing, being seen and seeing, (...) moving while creating an image” (cf. LTJ, online
resources). Rather than as an instructor installed on the vantage point of “supposed
knowledge”, Claires Director is invited into the rehearsal space as a subject supposed to desire.
The desire of the director, in turn, is welcomed as idiosyncratic and radical as in the classical
Regietheater, but it does not organize the entire scenery of rehearsals anymore, let alone the
mise-en-scéne. The directorial desire can therefore also be subject to the interpretation of the
performauthor; and as we have demonstrated (cf. the last exercise in “A study in transference”,
online resources), s’he can even generate performative material from explicitly unpacking it.

Nevertheless, also in this actor-director configuration the transference is sought after as
an artistic driving force. With inspiration in the fields of dance and performance art, a score
was established to organize the asymmetry it involves. This is the Wheel of Consent's container,

which I have conceptualized as a rehearsal method in chapter 7.
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#3: With the Wheel of Consent as an intermediate score to establish and curate
asymmetry, it was possible to reintroduce the disciplinary divide between actor and director
(demanded in Pre—study #1 and questioned by the performauthor of #2), albeit in a
defamiliarized manner. One of the most important findings of Pre-study #3 is that — with the
help of the Wheel’s dynamics — the position of “supposed knowledge” can alternate between
actor and director without them suspending their respective disciplines. This is due to the fact
that within the Wheel the subject supposed to know always resides in the receiving half. Very
concretely (and at the same time more structurally) speaking: the “supposed knowledge” —
Agamben’s Roman “genius”, as it were — always sits with the person leaning; a position that
is available to both actors and directors during rehearsals and with which they can take turns.

With the help of the Wheel’s container the directorial mandate is thus established ad
hoc and specific to the site. Anders’ Director thereby gets to work from the position of an
authority transparently defined from within the rehearsal space. An authority independent of
the (good or bad) culture of an institution but nevertheless absolute in its temporally and
spatially limited iteration. As shown in the work demonstration “Rehabilitating Asymmetry in
the Actor-Director Relation” (cf. WD, online resources), Anders’ Director is invited to both
desire enigmatically and temporarily monopolize the available agency (mostly from within the
TAKE and ALLOW dynamic). However, there is no secret intention or hidden agenda at play;
no master plan or longer-term transactional scheme between actor and director outside the

confines of the rehearsal space.

To sum up: within the restored confines of the rehearsal space, the subject supposed to

know of the classical directors’ theater re-appears in a defamiliarized shape; proposing radically
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and enigmatically, but entangled in the two questions (“May 1?7 and “Will you?”) that invite
for the maieutics of desire on the ensemble’s end. Actor and director thus jointly create the
performative conditions for the Space of Rehearsals as a safe environment; “safe” in the radical

sense that a subconscious agency can play out in it without real life consequences.

Curating the transference in the Space of Rehearsals

As pointed out in Chapter 5, I the English translation of Freud’s wording proposes
“managing the transference” to describe the analyst’s work with it. Etymologically the
translation strikes close to the original German “handhaben”; a verb that could also be rendered
as “handling the transference”, which implies the same root metaphor as “manipulating” with
its original neutral meaning of “handling something skillfully by Aand”. (Both “management”
and “manipulation” are derived from the Latin noun for hand: “manus”.) “Management” and
“Handhabung” thus appropriately reflect the notion of mastery, that implies the sovereignty of
the analyst in regard to the unpredictable unconscious of the analysand.

Contrary to what the Freudian techne of psychoanalytic mastery suggests, a “Re—
invented Regietheater” proposes the curation of the transference to be a joint endeavor of both
actor and director. Perhaps surprisingly at first glance — and unlike the unilateral “care work”
suggested to Sarah’s Director — the maintenance of the asymmetry in their rapport contains a
symmetrically distributed responsibility.

By using the term “curation” I propose an artistic responsibility that both actor and
director can take towards the transference happening between them. This proposition
necessitated from the “problem” posed by the performauthor in relation to the director as
subject supposed to know and was theoretically sustained by Luce Irigaray’s suggestions for

undercutting the passive/active divide in the analytic relation.
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In Pre-study #2 and #3 I have thus worked with ways of capturing the transference as a
theatral object, a “scene” so to speak, in the Space of Rehearsals. Given its unconscious nature,
the possibilities of tracking it in real time proved to be limited though. The attempts to capture
its Gestalt while entangled in directing and acting usually eclipsed the main focus that these
activities require. The curatorial effort in question will therefore mostly consist of “re-stagings”
of the transference.

As proposed in the Pre-studies, this can be done by creating an artistic interpretation of
the rapport exterior to the immediate material (cf. Chapter B, “the third thing”); with some of
the tried-and-tested formats in this thesis being the “prompted interview”, the “simultaneous
letter” or “the modelbook™.

These formats have of course emerged from a genuine artistic research context, where
time and resources are allocated in accordance with the defined research endeavor and its
methodological quest; i.e. to find appropriate formats of documenting and analyzing the actor-
director relation. In the interest of practical theater work which does not have this affordance I
also started to apply a more meticulous scale to the “re-staging of the transference”; as a way
to describe its workings within the Space of Rehearsals. It is also in that perspective that [ have
suggested it to be a theatral object that can be traced and curated with the help of the Wheel of

Consent.

The actualization of the rapport: acting vs. acting out

As I have argued in Chapter 7, the Wheel of Consent safeguards the agency of the
situation-specific knowledge form of phronesis in the Space of Rehearsals. Not only does its
container invite the “knowing when” (a competence inaccessible to the AIl-mimicking
“cybernetic director” portrayed in Terracing the Territory III.) but it also distributes the

responsibility for the curation of the transference more symmetrically.
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In the vein of the above-mentioned notion of unilateral mastery handed down by Freud,
I have already discussed the various reflections on the technical aspects of psychoanalytic
praxis in regard to when the analyst is supposed to “interpret the transference” for the analysand
(cf. Chapter 5,1). The careful attention paid to this precarious, if not explosive moment is not
surprising given that the unconscious of the analytic situation is supposed to suddenly actualize
in it. In this moment of actualization, the analysts offer their verbal interpretation of the very
transference happening within the present rapport by unpacking it as a repetition of a former
relation in the analysand’s life.

The “knowing when” of the “master analyst” in regard to this moment (i.e. the precarity
of its timing) has its equivalent in the hierarchical rehearsal set-up. As a slightly more mundane
occurrence in rehearsals, the actualization of the rapport usually comes in a twofold form: 1.
as the necessity of describing something to the actor that the director believes to be an
unconscious expression (undercutting the intended mise-en-sceéne) 2. as the necessity to push
through to something that is meant to be less controlled, “more unconscious” (for the benefit
of the intended mise-en-scéne). The explosiveness of these moments in rehearsals — where the
director offers his/her “verbal interpretation” of the actor’s unconscious — can usually be
channeled back into the very performance. The actor then re-stages the affect of the
transference onto the director in the constellation with the colleagues. This affective
actualization is then in turn fixated in the repeatable emotional score of a theater show or the
indexical singularity of a film take.

As I have shown in the Pre-studies, the asymmetrically positioned actor and director of
a reinvented Regietheater can share the responsibility towards those two forms in which the
rapport actualizes. Given the immediacy of the affective reaction (to having been “read” by
the director) this requires, however, some extra attention to the quality of the “re-staging”.

Naturally the first response in acting will often come as an “acting out” (the Freudian
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“ausagieren”); which is, in Lacanian terms, the analysand’s reaction to a failing or insufficient
interpretation by the analyst, i.e. the unconscious response to a sense of not having been
properly listened to (cf. Evans 2006, 3) Since by convention the actors answer to the
actualization of the rapport by means of acting (instead of a verbal re-staging conventional to
the psychoanalytic clinic), their response in the form of “acting out” is at risk of remaining a
mere symptom of the director’s failing interpretation.

Countless are thus the examples of actors’ unconscious transferences onto the director
extracted from them as “acting” (read: acting out) for the sake of the result. As I will
demonstrate below (with The Idiots as a case), film is especially prone to capitalizing on this
moment insofar as its indexicality can capture the affect of the transference in actu.?®' But also
in the expansionist vein of theater directing, the mise-en-scene is frequently designed to re-
actualize the directorial interpretations of the actor’s unconscious during rehearsals. Thereby
provoking yet another “acting out”, albeit redirected onto the audience this time.

While the aesthetic efficiency of this strategy can hardly be doubted (when it comes to
authenticity) the prioritization of “acting out” over “acting” is, on the long run, a dangerous
directorial method. (As Sarah puts it in the continuation of the quote above: “I stand right in
front of the anger and then I take the other exit. (...) And that is also the control I need. The
control I want to have. This exit that I’'m choosing. The acting.” (The prompted interview,

Sarah’s Edit; 10:38) Continuously depriving the actors of the conscious re-staging of their

201 Given film’s specific mechanistic mediality producing a surface without texture, the distinctions
between “acting” and “acting out” are easily conflated here; oftentimes also actively blurred by the means of the
edit. As we will see in Conclusion 2 the transference onto the (film) director plays out in its most radical form
when he or she is also operating the camera (from what is actually the acting colleague’s point of view). But even
in the regular setting (of the director seeing the image in the film monitor) the structural dynamic conducive of
“acting out” is at work. (Cf. my experience/conception of the monitor as Descartes’ “bull’s eye/black box” and
the sensory asymmetry that comes with it in Pre-study #2).
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affect makes it impossible for them to take responsibility for the transferences at play; it leaves
their management unilaterally to the director — an impossible task in itself — and is therefore

bound to backfire sooner or later.

The Wheel as an intermediate layer to organize the affective dynamics

In this regard I have proposed the “Wheel of Consent” as a necessary intermediate layer
that both actor and director can organize around; as a practice that invites the transference and
its “symptomization” in the affect while simultaneously systematizing the directionality of the
exchange. As I have elaborated in Chapter 7, responding to the questions of “Who is it for?”
and “Who is doing?” allows actors and directors to gain clarity over their “instance of touch”
(as the embodied practice would call it). It decelerates the Space of Rehearsals to a level of
attunement in which the “re-staging of the transference” can be experienced as the “gift given
and received” that it in fact is. Even in the immediacy of the settings described above.

As we have shown — in Pre-study #2 and especially in the work demonstration of #3 —
a Space of Rehearsals attuned by the Wheel can contain all sorts of affects. With the necessary
level of care, also “perversions” — such as for instance “sadistic directorial Geliiste” — can be
contained in the temporal agreement made; which means the directors do not have to end up
outside of the Wheel’s container to get what they desire (which would be the shadow sides
“stealing” or “entitlement”). In the best-case scenario, the affects mediated by the Wheel thus
converge on the “objective counter-transferences” of which Winnicott advocated the temporal
actualization in the special context of working with psychotics.

In this Space of Rehearsals rehabilitated as a sphere of play (the ultimate goal of the
Wheel of Consent practice), these affects therefore meet the high stakes of a fiction such as 4

Streetcar Named Desire — or, for what it’s worth, of Lars von Trier’s The Idiots.
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The Space of Rehearsals as a “salle de répétition”

For “acting out” to be sublated into “acting”, both director and actor need to be aware
of the workings of the transference and the factors that provoke it. According to the
psychoanalytic premises, these are asymmetry (of the rapport) and intimacy (of the setting); a
claim to truth that I found easy to sustain when practically experimenting with the analogy of
a rehearsal space inviting the maieutics of desire into the actor-director relation.

In watching the affects manifest — and thereby observing the fact of transference unfold
— the analysand, too, is invited to “adopt the analytic attitude”. (Freud 1915, 167; my
emphasis). This is mostly done by cultivating an awareness around the transference as enacting
itself in form of a repetition. The “exit” (not into “acting out”, but into “acting”) that Sarah
describes in Pre-study #1 springs from exactly this premise: the actor instrumentalizes the
affect provided by the transference onto the director while circumventing its actualization as a
misunderstood original presence.

Admittedly, this is an ambitious demand made on people involved in the work of acting.
But luckily — and maybe surprisingly — the (psycho-)“analytic attitude” Freud advocates here,
aligns with the Brechtian critique of originality (or rather: his plea for repetition) that I have
discussed in the context of the Diderot Society as well as the modelbooks (ct. Chapter C and 8
as well as PS#3, online resources). Therefore Freud’s fechne also contains the premise of the

Brechtian acting method that both director and actor can adopt as a basic Haltung
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[attitude/posture???] during rehearsals: to critically observe the transference re-stage itself while
involved in its affect.

Ultimately, with these premises brought into alignment, the Space of Rehearsals
proposed in this thesis can also be conceived of as a “salle de répétitions”; which in the
pragmatic sense of the French word simply means “rehearsal space” or “studio”; but in a very

literal translation “hall of repetitions™.

Conclusion 2: Anecdotal inductions

In this following concluding chapter, some of the “concrete stories” of Lars von Trier’s
production diary are presented and commented upon as annotations to my findings. If you will,
they are “meat on the bone” of the structural points just made. As an anecdotal theory that
“subject[s] theory to incident” (Gallop 2002, 15), these concrete stories synthesize and sustain
the 11 deductions presented at the outset without reducing themselves to mere “evidence”. With
their anecdotal “juiciness” and the “uncanny detail of lived experience” (remember the
etymological root of “anekdoton” being “unpublished”) the dictaphone diaries are supposed to
open this thesis to future, inductive entrances. As a consequence, this coming part roughens up
the material one last time: while the classical conclusion has a gestus of wrapping up, this one

runs the risk of “making a mess in the beauty”.

202 In German the word Haltung — describing someone’s physical posture — metaphorically also indicates
a person’s attitude. In Brecht’s terminology — adapted to both the stagecraft of the playwright as well as the actor
— Haltung encompasses both meanings in one. (Cf. also Barnett 2025; “Haltung”.)
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Before I get into the details, I would briefly like to argue for the specific choice of
material in this endeavor. The Danish director Lars von Trier is a controversial figure. Bringing
his situated knowledge into the mix of a research invested into “asymmetry and consent in the
actor director—relation” can hardly be done without accounting for the popular associations that
follow in the trail of his persona. In many regards, von Trier nowadays represents the “old
white man”, i.e. the polemic caricature metonymically indexing racist patriarchy within the
ongoing culture wars. As a “boomer” (von Trier was born 1956) he has moreover had “plenty
of resources” at his disposal, that he — in that same vein — used “unwisely”, leaving “us” with
the mess of it all. Obviously his (speaking) “time is up” today; it had in fact already exceeded
the carrying capacity of the planet by the early 2010s. In that regard his ambivalent play with
the “I am a Nazi” phrase at a press conference in Cannes was an untimely dad joke; but even
more than his own repeated attempts to publicly self-sabotage, Bjork’s accusations of sexual
harassment in 2017 might have put the last nail in his coffin.?%3

In the public image of the last years, von Trier in fact appears as a libertine punished
already in his lifetime; part-time burning in hell, part-time vegetating in the nursery home of
his birth town. Struck by Parkinson or the symptoms of abstinence — popular opinions differ as
to where his massive shaking comes from — he has to sit on his hands during interviews to keep

reasonably still. A recent attempt to place an “old-fashioned personal ad” [en gammeldags

kontaktannonce] on social media — in search of a “girlfriend/muse” — hardly lived up to the

9204

Kierkegaardian “elasticity of irony characteristic of his previous PR stunts. Instead, the

203 The Icelandic singer played the main part in von Trier’s Dancer in the Dark (2000).
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image of a sick old man who is “rightly” denied intimacy is perceived with malicious glee. (In
the brutal (patriarchal) order of a buffalo herd, “Lars” would thus be the last one to drink. When
we see him drag himself to the well, long after the rest of the pack is out of sight, we can easily

backtrack his status as the former lead buffalo.)

The LVTOTI (Lars von Trier of The Idiots)

While it has become questionably fashionable to “culturally divorce” from Lars von
Trier, I have no ambition to counter this trend in the following. I truly consider it a lost cause
to nuance or differentiate any of his public utterances, to jump to the defense of either the
person or his directorial methods.?% The reason to use his diary as material is that the dilemmas
of the actor-director relation presented here — at their boiling point, i.e. in the middle of
production — persist in all severity today. So while from the vantage point of the Great Plains
von Trier’s methods may appear as alternatively “psychopathic” or “pubescent”, the sleepless
nights of the director are still topical. In other words: despite the well-intended attempts of
recent years to rid the actor-director relation of its antagonism — what kept the director awake
in the 1990s still does so today. Especially within the configuration advocated by this thesis,

where the disciplinary divide between actor and director is maintained, the diary thus provides

204 The “elasticity of irony” is a formula Danish philosopher Seren Kierkegaard uses in his essay

’Repetition: A Venture in Experimenting Psychology’ (Kierkegaard [1843] 2013). In the perspective of the
argument at hand, it promotes the distance gained by treating the experiences made in the moment as repetitions.
In the autobiographically charged fiction Kierkegaard tests this agency provided by the “elasticity of irony”
against the affect of love.

205 Especially when writing about the diary material presented below in a language other than von Trier's
mother tongue. Against the backdrop of his home country, the notorious “genius” (Geniet is the title of a
commendable biography by Thorsen (2011)) often appears as a rather average Dane; with his sarcasm being a
sophisticated form of a culturally ubiquitous irony. To re-contextualize such a statement as “Ok, I am a Nazi” for
instance (cf. The Telegraph 2011), one would therefore have to start by writing in the mother tongue of the
Sjeelland-based families that go by the names of Trier/Host/Hartmann.
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a quite unique articulation from an inside/artistic — rather than an organizational-
managerial/outside — point of view.

To properly link this articulation to my own findings, I will thus refrain (to my best
capacity) from either morally defending or condemning von Trier. But rather present him as an
emblematic figure operating somewhere between the Mountain Range and the Foothills of
Regietheater, where he symptomizes dilemmas that the Great Plains have not resolved. In all
discretion I will therefore focus on the “Lars von Trier of The Idiots” — from here on

abbreviated as: LVTOTI — and bracket the public persona formed over the last four decades.

LVTOTI in the Regietheater tradition

Given the massive inspiration a great deal of his German contemporaries took in the
Danish director, LVTOTI can arguably be presented as a prominent figure emerging in the
Foothills of the Regietheater tradition. This is mostly due to the international success of Dogma
95 — and especially of The Idiots in German theater circles — which obscured the fact that the
42-year-old director had been successfully making films for about two decades already. With
Christoph Maria Schlingensief, whom I have portrayed as the “emblematic figure of the
Foothills” (cf. Terracing the Territory I1.), LVTOTI thus shares the strive for an emancipation

from the deadlock of auteur cinema his generation finds itself in.2% Like Schlingensief, he uses

206 One of the most telling documents regarding von Trier’s engagement with the aufeur-lineage is
probably the deeply respectful letter he writes to Ingmar Bergman in 1998 inviting the Swedish grand seigneur
of cinema to make a Dogma film (cf. Schepelern 2017, 240). The generational baggage is also evident in his 1988
adaptation of the screenplay for “Medea” (1962) left behind by the Danish silent movie legend Theodor Dreyer
(1889-1969). A rather monumental movie that would, in a spectacular turn, be picked up by Swiss theater group
400A4sa and spun into a “Dogma film for stage” entitled “Medeédd - 214 Bildbeschreibungen” [Mededa — 214
image descriptions] in the year 2000.
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the quest for unfiltered authenticity emerging in the arts — and specifically in the media of the
1990s — as a lever in this regard.

For Frank Castorf The Idiots are certainly a decisive inspiration for the further
development of the use of video so central to his stagecraft (cf. Korte 2019, 223-24). In fact,
LVTOTTI’s ecstatic rave in the production diary about the rawness and velocity of Dogma,
where “[t]he creation process and the filming happen simultaneously” (von Trier 1998, 237)
reads like the very formula Castorf developed to mastery. Finally, the invitation LVTOTI
received in 2001 to stage Richard Wagner’s “Der Ring des Nibelungen” [The Ring of the
Nibelung] on the “green hill” of Bayreuth can be counted as the most definitive consecration
within the canon of German-speaking theater.?” For the sake of the following argument, I thus
hope to claim — in an admittedly appropriating and hyperbolic gesture — The Idiots as one of

the most significant pieces of Regietheater.

The Regie of LVTOTI

My hyperbolic statement here is of course aimed at the legitimacy, worthy of criticism,
of applying the case of a movie production to the conceptual framework of theater rehearsals
examined in this thesis. But given the massive restrictions of the Dogma rules regarding
postproduction (2, 4 and 5 in particular?®®), I am prone to argue that The Idiots is in fact not a

movie but rather a documentation of various instances of live stagings in the medium of film.

207 Cf. Hanzi’s chapter “Bayreuth: Ménnermachende Mythenfabrik” [Bayreuth: men-making factory of
myth] (Hénzi 2014, 301-7) After 2 years of preparation von Trier eventually steps down from the commission.
(cf. Parly 2018; Schepelern 2017, 248-51)

208 <) The sound must never be produced apart from the images or vice versa (Music must not be used
unless it occurs where the scene is being shot).(...) 4. The film must be in color. Special lighting is not acceptable
(If there is too little light for exposure the scene must be cut or a single lamp be attached to the camera) 5. Optical
work and filters are forbidden.” (Cf. Raskin 2000, 7)
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If one brackets the final intervention of the edit (and I concede that this is hard to do?%) the
process of production reminds us primarily of theater. Because in essence, it is the work of an
ensemble that, after some weeks of rehearsing the manuscript of a contemporary author,
attempts to perform it in chronological order within the given settings. During these “shows”
— the takes could last around 50 minutes (Raskin 2000, 16) — the sound operator is creating the
sound design of the future scene live on location; occasionally extending his microphone —
away from the actors — and into the tip of the trees. Consequently, the musician is on set, too,
playing the soundtrack from behind the camera whenever needed. (“The Swan” by Saint-
Saéns, playing from the wings, as it were.)

This shift of production mode has a significant impact on the actor-director relation.
While the auteur film may have provided the controlled setting in which the /ibertine installs
his/her authoritative vision, the Dogma rules actively incapacitate the director of the De Sadian
genius. Neither are the technical possibilities available of adding an auratic shimmer to the
actor by means of light settings or color grading, nor the retroactively added soundtrack, as one
of the most powerful artifices to “post-produce” an “inner world” in a character. Last not least,
as the “shooting must be done on location” (Dogma rule 1), the retreat into the film

studio/fortress is never an option.

209 The fact of a post-production (mainly the edit) is of course affecting the actor-director relation during
the production phase of a film already. As opposed to the theater rehearsals where the ensemble is involved with
the directorial choices up until the premiere, film processes — by convention — install a moment of letting go on
the actor’s end; thereby making way for the director to enter a new artistic collaboration with the editor. Given
this industrially fragmented mode of producing film, it is rare that there is a collective dissatisfaction on set
specifically aimed at the final artistic product. In contrast to a theater ensemble, the actors usually do not feel
sufficiently informed about the outcome of the work and therefore limit their opinion and agency to their
individual parts. The fact that during the making of The Idiots there are long discussions between the actors and
the director — which sometimes reach a level of hostility closing in on “mutiny” — is yet another indicator of the
theater logics at work here. The chronological shooting method in fact allows the ensemble to get a sense of the
story they are telling; and critically scrutinize it. Furthermore, LVTOTI — for authenticity’s sake — seems interested
in an acting style where editing is as unnecessary as possible.
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With Dogma’s dismantling of the De Sadian institution of film on the aesthetical plane,
the actor and his/her work become ever more important. Arguably, by means of the movement’s
so-called “chastity vow” Grotowski’s vision of a “poor”, actor-based theater suddenly comes
within arm’s reach for the movie industry. But unlike the Polish director who strives for
maximum expressionist plasticity of his ensemble on stage, LVTOTI sticks with the paradigm
of psychological realism inscribed in the genetic code of his medium.?!? In the world of Dogma,
however, there are almost no cinematic means left to strengthen the actor’s believability once
the shoot/show is over. As a result, the structural dilemma of the actor-director relation
blossoms painfully during the production of The Idiots. More than ever, “authentic” emotions
have to be performed under the pressure of the take; emotions depending, in turn, on psycho-
physical procedures that can hardly be forced and therefor lie beyond the control of the director.

In alignment with the methodological problem of this thesis — the search for appropriate
formats of documenting and analyzing relational settings intrinsic to theater making — the
making of The Idiots therefore possibly presents the most appropriate way to document actorial
improvisations. To index the im-provisus, as it were. But unlike with Castorf’s or
Schlingensief’s stagings, the Regie of LVTOTI can easily be accessed today and is even re-
visitable without losing the “live aspect” of the performance. Cross read with the production
diary that was published “in the spirit of Dogma” (von Trier, 159) — unread and unedited — his
directorial agency at work during the shoot of The Idiots is discussable in a more international
context (and specifically on the transferential axis between Scandinavia and Tyskland that 1

have described in Terracing the Territory I1.) In complementarity with the making-of (7he

210 In that regard, my reading of the acting in The Idiots through the lens of the non-psychological
Volksbiihne style in the late 1990s was a total misunderstanding. Only by seeing Jargil’s making-of many years
later did I comprehend that the heated discussions in the plenum of the ensemble always circle around “the
characters”; fully invested into identification with them and their relation to the group. The surprising discovery
might also be an explanation why Castorf's own attempt to shoot a movie in the style of The Idiots — Ddmonen
[Demons] in 2000 — can be considered an artistic failure.
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Humiliated) as well as the actual final edit of The Idiots, LVTOTI’s diary thus forms a package

rich in different perspectives, paratext and context. Yet another artistic research avant la lettre.

Deductions 1,2,3: The fact of transference on the set of The Idiots

Judging from the recordings, it is obvious that there are strong transferential energies at
play during the production of The Idiots; between the director and the ensemble (as an entity)
as well as in particular between him and the actress casted for the part of SUSANNE (Anne
Louise Hassing). These active transferences and their respective affects (as Winnicott has
suggested: of fear, love and hate) make for both the director’s sleepless nights — desperate
moments during which he records his journal or attempts for bodily exhaustion by means of
masturbation — as well as for the most intense happiness during the shoot (cf. for example the
entry on 25.6.1998 starting out with the exclamation: “Ecstatic film joy!” [Ekstatisk
filmlykke!] (von Trier 1998, 179)%'1).

The transferences at play are thus manifesting by their characteristic ambivalence and
mercurial nature. Often, they align with a pre-Lacanian conception of “positive” and “negative
transference”: on some days LVTOTI feels fully embedded in the ensemble — describing it as
“a bunch of buddies [that] compensate for childish or youthful failures in relation to one’s
surroundings” (236) — on others, his subjective experience of alienation from it is excruciating.

Initially he had wanted to live with the ensemble during the entire shoot in the villa that
makes for the main location. When this preferred set-up is pragmatically reduced by the
production company to a one time 24h session (including sleep-over) which ultimately does
not lead to any artistically satisfying results, he is crushed. While the increasingly drunken
ensemble continues to improvise during the night — together with the cameraman and, again,
to no avail — the director disappears. Returning to the irritated group after two hours of sleep,
he sees no other option than to lay bare his feelings: “I got a strange sensation of loneliness,

which... well, you may laugh, but that was something deep from childhood, from parties that

21 For the rest of this Conclusion 2 1 am almost exclusively quoting from LVTOTD’s diary. Unless
otherwise indicated, the page numbers therefore refer to the bibliographical entry for von Trier 1998
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I attended but didn’t participate in and where I had no contact with anyone and just sat sulking
in a corner. / experienced this again, (...) | felt increasingly marginalized, and my jealousy
toward everything, the girls — and perhaps especially Anne Louise, (...) — but overall toward
the group was immense.” (206; my emphasis)"ii

When it comes to the fiction as a blueprint for the actor-director relation at hand, it is
thus the main character STOFFER’s relation to the group of “idiots” (of which he is the
initiator) that punches out the possibilities for LVTOTI’s relation to the ensemble. A month into
the shooting period the director notes that* [t]he comparison between me and Stoffer in the
movie becomes more and more screamingly grotesque” (254). And in the group improvisation
during the 24h shoot just mentioned, where LVTOTI experiences the ensemble as “hostile” and
“almost sabotaging the whole project” (206), STOFFER is not granted “the authority he was

supposed to have” (205) according to the script.

Deduction 4: The dictaphone diary as a unilateral re-staging (with a double

voice)

LVTOTI’s dictaphone diary in print is, of course, not a “re-staging of both
transferences” as [ have myself attempted for, but unilaterally one of the director’s. The actors’
simultaneous account is missing. Jens Albinus’ only retrospectively — with almost 30 years
distance — pinpoints the transferential energy invested into “f@nomenet Lars von Trier” [the
phenomenon Lars von Trier] at work during the production. “All of this Lars von Trier stuff”

(Albinus, 128), as he puts it, which blinds both him and the ensemble, von Trier’s wife at the
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time as well as an entire industry. Regarding LVTOTI’s most intense actor relation during the
shoot, especially the re-staging of Anne Louise Hassing’s transference is missing.?!?
Nevertheless, as someone who spent a lot of time in the position of the analysand,
LVTOTI is aware of his own entanglement as the “analyst” of the actor-director relations at
play. His diary therefore often reflects the possibility of a countertransference and its effects on
both his account as well as his artistic judgement (read: phronetic competence) in the situation
of directing. On one of the last days of the shoot where the whole ensemble is being filmed by
him in a long sequence, everybody appears to be happy to contribute — “except for Anne Louise
who sat and sulked (...) or was it me that sulked, sorry, that is impossible to say.” (265)
Arguably, the “solitary voice” of the diary is therefore often double. Resonating with the speech
of the director of the De Sadian genius described in Terracing the Territory II. (who displays
institutional violence with the articulation of the victim) LVTOTI’s sarcasm, his often
degrading vocabulary (applied to things that obviously matter to him) as well as the abrupt
transitions from sensitive topics to banalities could in fact be read as demonstrative of his own
association with authority. In this perspective, the re-staging of his transference in his diary
would then be, similar to De Sade’s articulations, a “demonstration related essentially to the

solitude and omnipotence of its author” (Deleuze 2006, 19).

Deduction 5,6: The actualization of the rapport with SUSANNE/Anne Louise

The dictaphone diary documents many of the two-folded instances where the rapport
is being actualized and the transference re-staged in an immediate reaction; with the most
intense of these instances showing up within the actor-director relation of LVTOTI and Anne
Louise Hassing. I first use a situation from the third week of the shoot, to give an example of
the director offering his “verbal interpretation” to push through to something “more

unconscious” for the benefit of the mise-en-scéne.

212 There is an interview with both Albinus and Hassing in the Danish Journal of Film Studies p.o.v.
(Raskin 2000, 11-34), where they reflect on the process and the acting required. Even though it contains
interesting information about the shoot and gives an idea about how Hassing positioned herself in the immediate
aftermath of The Idiots’ distribution phase, it cannot be considered a self-authored re-mise-en-scene.
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In the interest of her performance living up to his “concept of authenticity” (203),
LVTOTI has worked on establishing a transferential axis (a rapport) between Hassing and
himself. To do so, he regularly cuts along “the edge of the therapeutic” (203), searching for
different ways to align the SUSANNE character with the actress’ biography; often staging
small psychodramas that build up to the take.

During the rehearsals for a remarkably short scene (that is shot and re-tried over several
days to no avail) he finally fully assumes the “chair” of the analyst. A microphone is put up, so

he can film alone with the two actresses figuring in the scene:

And then she [Anne Louise Hassing] had a long talk about her childhood
and all sorts of things, and then the little therapist in me kicked in, because all
the conversations we have are always on the edge of the therapeutic, and in my
many years of experience with therapy (...) I have also picked up a few things.
(203)*

In the case of this example, he has “picked up” on the “chance gesture” observed by the

Gestalt therapist, in other words, on psychoanalysis’ investment in the “punctum”:

And just as she had said this [an observation regarding her upbringing]

she had a little tic, which was very small, but I attached myself to it. I thought

it’s clear that this is what therapists do — before you become aware of what

you’re doing, they observe, they hear and put things together, and then they see

(...) what is being said without being said and is in fact unconscious. (204)*

His repeated insistence on the detail in Hassing’s account ultimately leads to an affect
that she then re-directs into her performance, acting it out with her colleague during the scene.
This happens to the full satisfaction of the director who concludes in his journal: “To skip the
sentimental part, it certainly made the scene come alive (...) [It] came home, and afterwards I
did a long relaxation exercise, which was almost like a tiny little Band-Aid on the wound.”
(204-205)

Given the unilateral account of the director, we cannot know, but it is at least possible

that the facilitated psychological breakdown led to an artistically satisfactory result for the

actress, too. The further development of the actor-director relation, however, suggests the
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opposite?!*. While the episode described above plays out at a moment where it is still possible
to provide a kind of after-care in form of a “relaxation exercise” the final week of shooting is
characterized by a “state of war between me and Anne Louise [that] broke out in broad
daylight” (259). To make matters worse, the particular ambition to shoot The Idiots
chronologically results in the most important scene of the film being produced in this very last
week.

Unlike psychoanalysis, a film-shoot or a rehearsal period is not a limitlessly open-ended
process. A fact which complicates the directorial “knowing when”, especially in regard to the
other possibility of actualizing the rapport, i.e. the necessity of describing something to the
actor that the director believes to be an unconscious expression (undercutting the intended

mise-en-scéne). Here is LVTOTI’s account of the final shooting day to start with:

[We shot] a couple more times with all the actors, we sent them home,
and then I just wanted to pick up on Karen and Susanne’s meeting by the picture
of the dead child. There wasn’t much energy left, so I didn’t have much faith
that we could fish out some emotion and compassion from Anne Louise again.
But she tried to go in on her own and fish it out herself, and suddenly she
succeeded beyond all measure. I think she was bawling for half an hour, and it
was amazing. (258)%

The success in terms of acting that lives up to LVTOTI’s “concept of authenticity” is

provoked by the precarious verbal interpretation of the actress’ unconscious expression.

Earlier I pointed out that I could very, very easily read when she was
present and when she wasn’t by the fact that in her natural state — and in the
scenes where she is functioning and present — she never has a closed mouth.
She has a half-open mouth, listening and participating completely naturally, but
in the scenes where she is blocked, she just has a closed mouth and some almost
porcelain-like cheeks and eyelashes that are one hundred percent Bambi. It may

213 This impression is further corroborated by Hassing’s reflections in the interview two years after the
shoot, where she is asked about the “type of acting” in the film: “Sometimes I had some discussions with Lars
about what was character and what was me and it is quite clear that he wanted the two to mesh. (...) Bodil and I
had some very long improvisations where he looked for something very specific. There’s that windowsill scene
that is short, but it is very important for the relationship between Susanne and Karen. There I think he used some
methods that almost resembled therapy. I had prepared something about Susanne — what could her background
be? Then Lars said: “Oh, just try and forget that and tell me about yourself.” You can say that it works, I guess. I
mean, the result is good, but I wouldn’t like to work like that forever.” (Raskin 2000, 17)
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be imprudent of me to say it [Det er maske uklogt af mig at sige det] but it’s a

fact (258)*"

It may be “imprudent” or “practically unwise” of LVTOTI to articulate what has
dawned to him in yesterday’s sleepless night (261), yet... Here, the director even invokes the
very word used for phronesis — “klokhet” — in the the Swedish translations of Aristotle (cf.
Bornemark 2020); thereby inviting for yet another reflection on the explosiveness of the
moment where the transference is interpreted. (As well as of the directorial “knowing when”
getting corrupted by the pressure of the final shooting day.)

As to be expected the verbal interpretation provokes the affect derived from the sense
of being mis-read on the actress’ end —“[0]f course, she got angry when I told her that, pointing
out that a closed mouth could be as natural a part of her as anything else” (262) — and the acting

out in the confines of the fiction hereafter?!4:

But suddenly she could deliver and gave a magnificent performance at
the end of the day. (...) It was touching to watch and of great value to the movie,
so we ended in great satisfaction. Afterwards, we sat and had a small glass of
wine and were very happy that it was all over and said goodbye in style. We
almost became good friends again and agreed that this week’s enmity was
unnecessary and had just been a torment for everyone in the group and
completely foolish and to the great detriment of Susanne’s character at that time.
(258-59)1

214 Here, LVTOTI not only assumes the “analyst’s chair” like in the scene described above, but also

operates the camera from the point of view of Anne Louise Hassing’s colleague. Thereby allowing for the
transference onto him to play out in its most radical way. (A “technique” von Trier has further developed in the
movies to follow The Idiots — namely in Dancer in the Dark and Dogville; with the handheld camera operated by
himself bringing him, in his own words, “as close as possible to the actors” (von Trier quoted in Schepelern 2017,
247; my translation).) Insofar as a basic principle of psychoanalytic treatment is, according to Freud, to “force as
much as possible into the channel of memory [by means of verbalization] and to allow as little as possible to
emerge as repetition” (1920, 19) LVTOTTI’s “failure” in verbal interpretation can even be a conscious directorial
strategy; managing the ratio between the channel of memory and the “preferable” acting out.
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Deductions 10 and 11: Transference Love in LVTOTIs “salle de répétition”

As a psychoanalytically informed director (in the sense of someone having undergone
extensive analysis himself), LVTOTI reflects on the fact that the transference is a “repetition
of infantile prototype relations” (Gallop 1982, 73), “inappropriate to context” (Gallop, 143).
The acknowledgements of his own immaturity in relation to the ensemble are therefore legion
in the diary. Revisiting his sensation of jealousy experienced during the sleepover shoot for
instance, he describes himself as “twelve years old again, sitting there sulking” (234); and even
though he experiences the projection of STOFFER onto himself as grotesque, he anyways
admits that his own level of childishness is more extreme than that of the character (254).

Naturally, the awareness of the transferences in the Space of Rehearsals being
“repetitions” is put to maximum strain when it comes to the affect of love. In psychoanalytic
orthodoxy the principle of reticence (discussed in chapter 5, I) makes it possible to conceive
even of this affect — that is, on a subjective plane, usually experienced as most genuine/original
— as a repetition; and to continue the intimate work within the rapport by neither gratifying
nor suppressing the desires that emerge from it. While this third way (that I have called a poetic
model insofar as it has no equivalent in real life) is totally viable in the Space of Rehearsals
suggested here, its borders are often blurred at the boiling points of the conventional relation
of actor and director. And it is exactly in these edgy zones where the sensibility of the social
turn finds its point of attack, when scrutinizing “psychoanalytically informed” methods of
directing. What to make of the principle of reticence for example in the case of the following
statement from yet another of LVTOTI’s sleepless nights?

[B]ut to claim that not almost all actresses have appeared in my sexual
fantasies would be a lie. Perhaps Anne Louise in particular has appeared there

on aregular basis. And it’s probably been like that in... well, all the movies I’ve

made, I guess, when I think back. And I’ve talked about that before, it’s part of
it all. (239)x
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If my assertion in the prelude is correct — that the social turn extrapolated the justified
indignation of von Trier’s then-wife to a general sensibility — then the plea for the productivity
of establishing transferences in the actor-director relation will have to test itself against what
appears to us as the most scandalous scenario. Fortunately, however, LVTOTI’s diary offers
such a relentless account of “transference love on set” — providing a case so exemplary, albeit

not of “best practice” — that it should be possible to make the necessary distinctions.

Clearly, when recording himself in the middle of a sleepless night, the director of the
The Idiots 1s attempting to think “in precisely those situations which tend to disable thought”
(Gallop 2002, 15). He tries to maintain an “analytic attitude” towards the affect overwhelming
him; in terms of the vocabulary proposed in this thesis, he is trying to critically observe the re—
staging of his transference onto the actress manifesting as infatuation; all the while maintaining
that affective dynamics are a necessary instrument, a “working tool” (262) in the actor-director
relation.

Interestingly — and maybe unsurprisingly — the first mention of the growing infatuation
occurs in the same diary entry as the one where he describes the “breakthrough” of him fully
assuming the analyst’s chair (where “the little therapist in me kicked in” (203)); a potentially
explosive situation where maximum intimacy and maximum asymmetry are eventually
resolved by both actress and director through staging an aesthetically satisfying scene. The
“discovery” of the affect — “I want to say a few words about my relationship with Anne Louise
in this movie ... it’s something ... well, somewhere I think she’s ... well, gorgeous, and it's

kind of grown along the way, because she is” (209) — is immediately followed by a longer
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reflection attempting to prove it being a repetition. If not of “infantile prototype relations” then

of other “automatisms” within the intimate and asymmetric set-up of a film shoot.

And as | was just talking to Bente about, at the beginning of my career |
had a very difficult relationship with actresses. [ was always almost at war with
them (...) That relationship changed a bit already on The Kingdom and
especially on Breaking the Waves and of course I fell into exactly the same ...
trap I wouldn’t call it, but in the same automatism as most other directors: that
you enter some kind of “directorial infatuation” with some of the
characters/actors [personerne]’'®. It’s important for me to use the word
infatuation, because that comes closest to it, and I have to say that I ... on
Breaking the Waves it's been Katrin, who played Dodo, who I kind of have ...
had ... I was insanely jealous of almost everything she did, other than being in
the movie, and I guess that was also an infatuation. It has been, and now the
same with Anne Louise. (209)*

In the spirit of episteme, LVTOTI then makes a first attempt at universalization:

I can see that in reality it’s exactly the same thing that goes on in any
directorial situation, and what I’ve concluded — and this may be a post—
rationalization to make things look nicer — it’s that in reality it’s a much, much
healthier relationship than being at war — and maybe it’s two sides of the same
coin. (...) I'm just trying to defend the feelings I can have towards the cast. I
don’t know if it can be defended, probably not. Yes, any feeling one has is worth
something, I keep telling myself. Anyways, maybe it’s natural that it happens in
the relation director/actress. (233)*"

This generalized approval of the affect of love as informative instrument within the
actor-director relation — its naturalization in the heteromatrix of director and actress in the
specific case of LVTOTI — is however not upheld. Only four days later, the sleepless night

sounds like this:

I don't know... the whole thing is going through my head, and after the
weekend I had calmed down a lot about Anne Louise, but now... now it’s going
through my fucking head and I don’t want to be... now it’s uncomfortable. I
don’t want her to be nice to me or stupid to me or anything. I just want this
movie to be over with, so I don’t have to see her. And it’s completely stupid,

215 The word in the Danish original is marked by an ambivalence; it can either mean the fictional
“characters”, but it can also mean the “persons”, which in this context would be equivalent to “the actors”.



277

because she just walks around and is completely ... well, she’s not doing
anything. (240-41)xVii

The sense of repetition is still there and has even increased. But the “side of the coin”
seems to have flipped. The affect may still be love, but the transference turned from positive

to negative.

Some stupid movie infatuation, it’s too childish. I’m not even in love!
It’s not even a reality, it’s just a fucking fantasy in my head. (...) You could say
that sensitivity is a working tool, but it’s not a tool that’s particularly pleasant
or easy to deal with. (...) Now the newspaper comes, it’s three o’clock, and I
can’t sleep, and I have to consider jerking off for the fifth time to fall asleep...
My poor, poor, poor dick. Oh, for fuck’s sake...! (241-42)xVii

As already described the following last period of the shoot is characterized by a “state
of war” between actress and director. Obviously, the unilaterally managed transference has
meanwhile exploded into LVTOTI’s face. Ultimately, the final goal of the director (to make “a
great movie”’) does not align with the final goal of the analyst (which may differ depending on
the various schools but always centers around the analysand as an end in him/herself.) As
relentlessly honest as LVTOTI may be as an artist (or as the “character” figuring in his diary),
his search for honesty/truth of expression in the cast of The Idiots — the authenticity of
Hassing’s performance, as it were — is always already in a pact with the extractivist logics of
the film medium.

It is hard to speculate what happened on Hassing’s end in this last week. The
development however indicates that the actress was in fact not put in control of the affective
dynamics at play throughout the shoot. That there was no intermediate layer that would allow
her to take the “exit” into acting or to possibly work with the double “inside and outside”
perspective of the performauthor. However, instead of offering more interpretations of this

relational “U-turn” with the vocabulary of this thesis I shall let LVTOTI conclude for now:
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I’ve been a better director when admiring instead of hating —
significantly better. So apart from the emotions being a side effect of the job,
you could say that the emotions — however unpleasant and unintended they may
be — also become a working tool in the sense that things get better, much much
much better. (262)**

This reflection is from two days after the last shooting session. One day later he notes:

Yesterday I met Anne-Grethe and today Anne Louise and I realized that
estrangement sets in immediately after a job of this type. It was almost like
meeting a couple of old aunts you hadn’t seen for a long time and had no
particular desire to meet. It emphasizes the insanely professional nature of this
wildly hysterical industry. It’s especially interesting when you consider how
relatively close we have come in the crazy process described above. Thought-
provoking and quite scary. (269)**

Z POSTLUDE — The “Final Pre-study”

Fierce play gets you everywhere.

Scout Niblett
in the Foothills
(2001)

While I was able to relate most of my deductions to the concrete stories in the production diary
of The Idiots, there was no evident match for the ones concerning the Wheel of Consent
(deductions 7, 8, 9). Naturally”, one could argue; because while the dynamics of giving and
receiving were of course in play at the time the film was made, they were not yet systematized
in the model I am working with in this thesis (cf. Chapter 7, The genealogy of the Wheel)
Despite the slight anachronism, it could however be fun to retrospectively describe the “three-
minute games” LVTOTI and the ensemble were engaging in. An attempt for this type of
analysis — in the style of the transcribed dialogues you find in the online resources to Pre-study

#2 — would certainly show which quadrants Anne Louise Hassing, the ensemble and LVTOTI
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are inhabiting when; or yet, are assuming to inhabit. Shadow sides would become visible as

well as agreements made that stay within the confines of the circle of consent.

The fact that the deductions regarding the Wheel of Consent are not included in the analysis of
LVTOTTI’s anecdotal material could, however, suggest a short-cut conclusion of the following
kind: if only the method that this thesis promotes had been available to him and his ensemble,
the actor-director relations at stake would have been “clean”, (and the sleepless nights
superfluous). They would stand the test of the ethically charged perspective by which we

evaluate rehearsal processes in the era that we call, for lack of a better word, post-#MeToo.

I do, however, not mean to suggest this.

A method is only as good as the dialectical stance it can accommodate. The Wheel is useful for
our ambition of a reinvented Regietheater only if we engage it in a relation to the “ethical
project” of its tradition (i.e. in relation to the “sacrificial squander” or the “care for the Accursed
Share” that The Idiots can exemplarily stand for.) In the context of this thesis, the Wheel’s
application therefore implies a critique of the premise of scarcity and the politics of austerity
applied to the rehearsal space. For the method to radiate into the realm of aesthetics — as a
proposition that avoids its own subsumption into the expert business of relational optimization

within the art institutions — it needs this broader analysis that situates the director in our day.

LVTOTTI’s “unclean” process is therefore an important dialectical pole in this discussion. First

and foremost, because it does not shy away from the workings of the transference — by, for
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instance, proposing yet another collective soup kitchen piece in the lineage of Tiranvanija —
but tries to distill its affective dynamics into the realm of aesthetics. Having put this as
drastically: would I have wished for the ensemble and the director to have an “intermediate
layer” at hands, a “container” by which they could have shared the responsibility of

“objectifying” the workings of the transferences at play? Certainly yes.

For me, the elaborations on the “Wheel of Consent as a rehearsal method” have only begun. I
consider the experiments of this thesis a first proposition that I sincerely hope will be picked
up where I left off, challenged and transformed. There are a lot of open questions to be
researched, transcending the discrete focus of the present inquiry. For instance: how does the
maieutics of desire — and the situation-specfic genio — relate to the actor’s paradox of having
to reproduce certain actions at specific moments in time? What to make of the option of
“change your mind anytime” that Martin stresses to be of importance for a successful
consensual play? In other words: how does the Wheel relate to the mise-en-scéne (as an
agreement over time)? Can the “Wheel as rehearsal method” account for situations that are not
based on improvisation but belong to the register of “repetition” (in the pragmatic, not the
psychoanalytic sense)? Other questions: what happens when we move out of the one-to-one
set-up and into the dynamics of the ensemble? The Wheel as a therapeutic practice certainly
allows for a mirroring of the specifics of the actor-director relation, but how about the actor-
actor as well as the director-ensemble relation? Practically speaking: how many rounds of
clarifications/negotiations can we possibly go through — with how many constellations? —

before we start rehearsing “the piece” we are commissioned to stage? Last but not least: what
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is our hypothesis for the workings of the audience-ensemble relation within the logics of the

Wheel?

In my experience, the “Wheel as a rehearsal method” is not a “quick fix”” or a “tool” to resolve
conflicts in an artistic constellation that is about to disintegrate. Rather, I see it as a premise
that committed communities of practice — be it city theater ensembles, independent groups, but
also acting and directing education programs — can adopt as a premise. A shared language for

asymmetry, a mode of creation that allows us to collectively go a step further.

When I introduce acting and directing students to this premise, they usually start to dream big.
While they might initially have opted for my “consent in rehearsals” course with a vague idea
of learning some kind of “martial art” that would one day allow them to fend off the “groping
older colleague”, they suddenly start to see the possibility of a completely different institutional
paradigm. They see a city theater ensemble, a rehearsal culture, possibly even their own

educational set-up cohesively working with the organizing questions of the Wheel.

And while I can myself join in that réverie of an institutionally transformed theater, I also know
how hard it is to establish and/or maintain the continuous work of a community of practice that
organizes around an ethical/aesthetic premise. With the processes of flexibilization still raging
at the time of writing, an institution that would host such a community of practice (providing
the reliable (financial) infrastructure to engage the technical apparatus of classical Regietheater

as well as to maintain the disciplinary divide between actor and director while simultaneously
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safeguarding the freedom to work beyond the canon of dramatic literature) seems almost out

of reach.

The premise of the “Wheel as rehearsal method”, however, sediments over time. And while it
is certainly preferable to be in dialogue about it (with a group and context committed to it), |
have already experienced its continuous integration into my own directorial practice. The
embodied fact of leaning and not leaning is accessible to me in every rehearsal setting, and so
are the questions of “May 1?”” and “Will you?”. To gain clarity on “Who is it for?”” and “Who
is doing?” (the directionality of “action” and “gift”, as it were) in regard to a specific rehearsal
(tomorrow morning!) is always a productive analysis. It is also a conversation that can be

conducted with the ensemble in a paraphrase, i.e. without the technical vocabulary of the

Wheel.

With the help of the analyses and methods suggested here, I thus hope to have contributed to
the possibility of a reinvented Regietheater — a form of the performing arts where directorial
agency and the singular voice that comes with it have their /egitimated place. Put very simply,
that means reigniting the ambition to create art pieces as radical as The Idiots, trusting that they
do not have to come at the price of a questionable process. To play a fierce play with each

other, safe and ecstatic.
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Elisa Liepsch, Erik Valentin Berg, Espen Hjorth, Finn T6dte, George Chiper-Lillemark, Iggy

Malmborg, Johanna Malm, Karla-Anemone Philippa Aschenbrenner, Kristian Eckstein, Lucie
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Tuma, Marten Bjork, Matthias Nebel, Olof Olsson, Sebastian Kirsch, Smina Bluth and Susanne
Heinrich.

Thank you also, Alexandria Nova Network, for providing the chance for so many
inspiring directing pedagogues to exchange. Thank you to my former teacher Robert Schuster,
whom I met anew at the occasion of the Stockholm meeting; as well as to Anja Susa, the current
professor of directing at SKH, who has been an intellectual anchor in the institution of
performing arts. Thank you also to the B.A. directing cohort 2021 — Elin Blomstrom, Farzin
Fatih, Jennifer Lofgren, Bernhard @ye — for the close dialogue!

Thank you to the different heads of department I was able to work with: Gunilla
Pettersson, Johanna Garpe, Christina Molander (+2020).

I also want to acknowledge the intellectual influence of people that turned into persona
non grata in my circle of German friends and colleagues when the pandemic was at its boiling
point. In particular Bernd Stegemann’s Kritik des Theaters still represents a turning point for
me (in terms of my understanding of the performative turn).

Drawing to a close I would like to thank the people I mostly know through their work,
but that have nevertheless somewhat “personally” inspired the current endeavor: Thank you to
Laurent Chétouane (my long-term S.s.S). Thank you to Ida Miiller, Trond Reinholdtsen, Vegard
Vinge and all the inspiring directors and actors at Frank Castorf’s Volksbiihne. Thank you, Tove
Soiland for the perspective on Irigaray. And thank you, Betty Martin for the Wheel — as well
as your encouragement on this final stretch!

A special thanks in this regard also goes to Clementine Morrigan and Jay Soleil, the
hosts of the “Fucking cancelled” podcast. “My roomies from Montréal” as my partner would
call them, given their ever present (loud) voices in our kitchen; two rigid and most generous

intellectuals who provided me with a moral compass in the muddy terrain of the last years.
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Other institutions and platforms I owe inspiration and resources that have gone into this
dissertation: the Performing Arts Department at ZHdK (Ziirich), A.pass and German
Staatstheater (Micha Goldberg and Rosie Sommers) in Brussels, Kontrdr in Stockholm, as
well as the mobile /PPT (International Platform for Performer Training). In many ways, the
students at the acting and directing programs of ZHdK have refined my approach to the “Wheel
as a rehearsal method”. Thank you all, for the trust and thought invested!

Thank you to my graphic designer, Miriam Hempel, and to my proofreader, Matthias
Miiller, for all their patience with a debutant in book making. I am confident that your
experience and expertise will get this first publication of mine over the finishing line.

Thank you also, Olof Halldin from the SKH Library, for getting me through the final stretch of
bibliographical madness by means of Zotero dark magic and your overall craftmanship.

I also thank my parents, Marlene Peter-Schmit and Franz-Josef Schmit, as well as my
Danish family for providing space for this research when it was necessary. For taking care of
our daughter when Inga and I could not take turns — as well as providing food and other
lavpraktisk, but essential stuff on the final stretch.

Last but not least — and first and foremost because the Swedish state will try to preserve
this thesis “for eternity and beyond that, too” — I take the opportunity to address some few
words to my future self:

If I should find you at some point looking back at this period in your life when you
made an “artistic research dissertation” ... possibly in your 50s by now, freshly divorced and
definitely bald... if I then find you talking to a group of younger colleagues, tuning in to the
chant of “I had everything ... A beautiful wife, a wonderful kid, a steady job, A CAT, AHOUSE
AND A CAR, but I just wasn't happy... We would be dancing in the kitchen while making
pancakes in the morning, we would drive on the beach and hop into the ocean naked, we would

burst into laughter to the A.IL. songs our friend Kubo had sent and and ... but [ just wasnt ...”
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Then let me stop you right here and say: “Shut the fuck up, my friend! These were some good

seven years! (Possibly some of the best.)”

Johannes Maria Schmit, Stockholm and Tversted, November 2025
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Vit JEG FIK EN MAZRKELIG FORNEMMELSE AF ENSOMHED, som ... ja, man kan jo grine af det,
men som var noget dybt fra barndommen med fester, som jeg har vaeret med til, hvor jeg ikke deltog og ingen
kontakt havde til nogen og sad og surmulede i et hjerne. Det oplevede jeg igen, (...) Jeg folte mig mere og mere
skubbet ud pa et sidespor, og min jalousi i forhold til alt, pigeme — og maske specielt Anne Louise, (...) —men i
det hele taget i forhold til gruppen var helt enormt stor.

X [0]g s& havde hun en lang snak om sin barndom og alle mulige ting, og si gik der den lille terapeut i
mig, for alle de snakke, vi har, beveeger sig hele tiden pa kanten af det terapeutiske, og jeg har da ogsa i min
mangearige erfaring med terapien (...) picket et eller andet op.

* Og lige da hun havde sagt [det] fik hun en lille tic, som var meget lille, men som jeg heftede mig ved.
Jeg taenkte, at det er klart, at det er sadan, terapeuterne gor — for man selv bliver bevidst om, hvad man ger,
observerer de, de harer og ligger tingene sammen, og sa ser de (...) hvad der bliver sagt uden at blive sagt og i

virkeligheden er ubevidste.



X [vi kerte] et par gang mere med alle skuespillerne, sendte dem hjem, og sé ville jeg lige pick-up pa
Karen og Susannes mede inde ved billedet af det dede barn. Der var ikke meget energi tilbage, sé jeg havde ikke
stor tiltro til, at vi igen kunne fiske noget rerelse og medlevelse op fra Anne Louises side. Men hun forsegte at gé
i enrum og fiske det frem selv, og pludselig lykkedes det over al made. Jeg tror hun tudede i en halv time, og det
var fantastisk.

*i For papegede jeg, at jeg meget meget let kunne aflese, hvornar hun var til stede, og hvorndr hun ikke
var, pa det faktum, at hun i sin naturlige tilstand — og i de scener hvor hun fungerer og er til stede — aldrig har
lukket munden. Hun har en halvdben mund, lyttende og medlevende fuldstendig naturligt, men i de scener, hvor
hun er blokeret, har hun bare en lukket mund og nogle naermest porcelensagtige kinder og @jenvipper, der er
hundrede procent Bambi. Det er maske uklogt af mig at sige det, men det er et faktum (...)

*ii Men pludselig kunne hun og gav en storsldet prastation her sidst pa dagen. (...) Det var gribende at
se og til stor veerdi for filmen, sé vi sluttede af'i stor tilfredshed. Bagefter sad vi og drak et lille glas vin og gleedede
os meget over at det hele var overstéet, og sagde farvel med maner. Det var lige for, vi blev gode venner igen og
blev enige om at denne uges fjendskaber var ungdvendige og bare havde varet en pinsel for alle i gruppen og
fuldsteendig tabelige og til store skade for Susannes karakter i den tid.

XV men at pastd, at ikke stort set samtlige kvindelige skuespillere har optradt I mine seksuelle fantasier,
ville veere at lyve. Maske har specielt Anne Louise optradt der med jeevne mellemrum. Og sadan har det nok varet
pa... ja, alle de film, jeg har lavet, vil jeg tro, ndr jeg tenker tilbage. Og det har jeg snakket om for, det er en del
af det hele.

*¥ og som jeg netop snakkede med Bente om, sa har jeg i begyndelsen af min karriere haft et meget meget
besvearet forhold til skuespillerinder. Jeg har altid vaeret nermest pa krigsfod med dem (...) Det forhold aendrede
sig lidt allerede pa ‘Riget’ og i serdeleshed pa ‘Breaking the Waves’, og jeg er naturligvis faldet i praecis den
samme ... feelde vil jeg ikke kalde det, men i den samme automatik som de fleste andre instrukterer, netop at man
opnar en eller anden form for instrukter-forelskelse i nogle af personerne. Det er vigtigt for mig at bruge ordet
forelskelse, for det er sa det, det kommer taettest pa, og jeg ma sige at jeg... pa ‘Breaking the Waves’ har det vaeret

Karin, som spillede Dodo, som jeg ligesom har ... havde ... jeg var vanvittig jaloux pa nesten stort set alt, hvad



hun foretog sig, andet end vare med i filmen, og det var vel ogsa en forelskelse. Det har det varet, og nu det
samme med Anne Louise.

™ Men jeg kan se, at det i virkeligheden er precis det samme, der foregir i en hvilken som helst
instruktionssituation, og det, som jeg har konkluderet mig frem til — og det er méske en efterrationalisering for at
fa tingene til at se panere ud — men det er, at det i virkelighed er et meget meget sundere forhold at have til
skuespillerinderne end det fjendske — og maske er det to sider af samme sag. (...) jeg prover bare at forsvare de
folelser, jeg kan fa over for medvirkende. Jeg ved ikke, om det kan forsvares, det kan det muligvis ikke. Ja, en
hvilken som helst falelse, man har, er jo god nok, det bliver jeg ved med at sige til mig selv. Méske er det i hvert
fald naturligt, at det sker i forholdet instrukter/skuespillerinde.

wi Jeg ved ikke... hele lortet kerer oppe i hovedet pd mig, og jeg gider ikke vere ... nu er det ubehageligt.
Jeg vil hverken have, at hun skal vare sod ved mig eller dum ved mig eller noget som helst. Jeg vil bare have, at
det skal vaere overstaet med denne her film, sa jeg kan slippe for at se hende. Og det er helt &ndssvagt, for hun gar
jo bare rundt og er fuldsteendig... ja, hun ger ja ingenting.

Wit B eller anden dum filmforelskelse, det er for barnligt. Jeg er jo ikke engang forelsket! Det er ikke
engang en realitet, men for fanden bare noget jeg bilder mig ind oppe i min knold. (...) Man kan sige, at
folsomheden er et vaerktej, men det er eddermame ikke et verktej, som det er serlig behageligt eller let at have
med at gore. (...) Nu kommer avisen, klokken er tre, og jeg kan ikke sove, og jeg mé overveje at spille den af for
femte gang for at falde i sevn... Min stakkels, stakkels, stakkels pik. For helvede...!

xix Jeg har veeret en bedre instrukter som beundrende end som afskyende, betydeligt bedre. Sa bortset fra,
at folelserne er en bivirkning ved jobbet, kan man sige, at folelserne - hvor ubehagelige og utilsigtede de end kan
vaere - ogsa bliver et arbejdsredskab pa den made, at tingene bliver bedre, mege meget meget bedre.

* Medte i gar Anne-Grethe og i dag Anne Louise og konstaterede, at fremmedgerelsen indtreeder
omgéende efter et arbejde af den type. Det var stort set som at made et par gamle tanter, man ikke havde set laenge
og ikke havde noget specielt onske om at mede. Det understreger det vanvittigt professionelle i denne her vildt
hysteriske branche. Det er specielt interessant, nar man tenker pa, hvor relativt teet vi er kommet i den ovenfor

beskrevne sindssyge proces. Tankevakkende og ganske uhyggeligt.
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