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The Polyphonic Voice of Artistic Research

Ruth Anderwald, Leonhard Grond, Alexander Damianisch

“Can you hear me?” is often the first sentence in an
online meeting. Not only seeing but also listening
to each other can create a space of intimacy and
togetherness, as it did, for example, throughout the
pandemic or in times when we find ourselves re-
moved from family, friends, and colleagues. Voices
create closeness and strengthen relations. A voice,
however, has many faculties: it may break or rise,
steer us, mislead us, motivate or hinder us; it can
be the voice of an animal or fellow human; the inner
voice in our heads, the artificial voice of a navigation
system or digital assistant, the empathetic voice
of a friend, the pleasurable murmur of social set-
tings; it can be the imagined voice of the narrator
in a book, an actor’s voice filling a character with
life or a commentator interpreting events ... Listen-
ing to a voice speaking, we encounter the “sphere
around it, which includes all its hearers: an intimate
sphere or area, limited both in time and space”, as
Ursula Le Guin explains in The Wave in the Mind.
Listening to a voice creates attention, and direction,
shaping the perception of space and time. Allure or
warning, we coordinate the voices we encounter;
we orient and direct them according to our per-
ception. We turn away from shouting so that we
can hear the whispering. We respond with somatic
space positioning, different levels of apprecia-
tion and openness, and the ensuing sense-making
processes. Which voices do we heed? Especially
when it comes to artistic research, this question is
of m but also artistic, methodological, and
metaphorical importance.

I1t*= because lizstening challenges the
zensory perception of the present, the encounter
wiith the other, Every touch from someone iz alzo
of =ameone. Artiztic rezearch has the quality
of broadening the scope for the formulation and
understanding of meaning since hardly any ather
practice iz =o centrally supported by zensual in-
teraction. Thiz is precizely what artistic rezearch
offers to the research landzcape in general, to
make adifference by expressing differences. And
that iz a central aspect of its political power.

Over the past 20 years, the voices that have ad-
vocated and criticised artistic research have also
shaped the practice into a field of academic, trans-
disciplinary, and action-based research that chal-
lenges hegemonic discourses and the percep-
tion of artistic and curatorial practices. Moreover,

it SGENELLEE conventional research approaches,
communication and funding.

OHENEG ] iz hardly ever a finizshed process; it

iz aconstant attempt to make visible different

[

concerns and thus peculiarities, until they can
became certainties and thus turn zelf-evident in
the various realms of the possible. The marginal
must prove itzelf until it has establizhed itzelf
as zovereign. We are all too aware that sover-
eignty, ezpecially in the aftermath of Corona,
iz merely temporary. This iz why the process of
voicing mentioned earlier iz another attempt to

ztay on the ball.

In 2023, we explored curatorial and display strate-
gies for the Public Colloquium; after returning from
the pandemic and reclaiming the collective space
and a community in presence at the ZFF institute in
2022. For the Public Colloquium 2024, we are [SRom
m with performative practices of lecture and
lecture practices in performance art, which means
exploring practices of voicing for artistic research.
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A d=ahdlitE| 2lzo means that in addition to the
breadth of artiztic methods, represented in their
diverzity by all the colleagues and theirresearch
projectsz, the aim was alzo to try out specific

that mediation iz and/ar can be content-forming.
Our colleagues shape thiz edchange not only
content-wize but form-wize too. The connec-
tion and =salidarity of the colloguium remained
ztrong and made it poszible to create a field
of productive interference. This collective not
only =ought to broaden the panorama of under-
standings through artistic research, but alszo to
offer new experimental forms of practice. Thizs
fmakes the PC comparable to new engaged forms
of developing funding opportunities; it aims to
extend the ways of the epiztemic through artistic

wihile always remaining curious.

The lecture performance developed in the 1960ies,
as part of conceptual and performative artistic
practices to explore the nexus of knowledge, em-
bodiment and art. The lecture performance or per-
formance lecture moves along the tightrope (or
tripwire?) between artistic and academic ecologies
inviting to more than factual concern.

muzt =ometimes break boundaries, and
the ground must be prepared for leaving the
ditnenzions of the familiar. Neither the TED Talk
traverszes what iz formally possible, naordoes the
academic keynote format as such aim to convey
underztanding; rather, it iz the artiztic research
public colloguium that zeeks to go further, to
provide room for unheard voices.

Over the past decades, lecture performances
developed toinclude academic and non-academic
modes of knowledge transfer as an embodied artis-
tic-research practice, accommodating performative,
visual, somatic, musical, or poetic approaches to
epistemology. Allan Ginsberg holds that “the high-
est form of epistemological research [is] the use
of rhythmic language to rouse the senses, arouse
perceptions, and arouse sense of inner space, to
alter all of consciousness itself.” (Ginsberg 1974,
p. 28 ff) For him, this requires not only to examine
the material form that thoughts take but to “exam-
ine thought” and find ways to “not get lost in it.”
(Ginsberg 1974, p. 31) Beyond that, this solicits
“examining epistemology under very specialized
circumstances, using language to discuss the limits
of language.” (Ginsberg 1974, p. 29) In Braiding
Sweetgrass, Robin Wall Kimmerer reminds us of the
language and terms that we are missing, especially
in scientific contexts, as scientific “terminology is
used to define the boundaries of our knowing. What
lies beyond our grasp remains unnamed.” (Kimmerer
2020, p. 49) Similarly, Katherine McKittrick warns
against and argues for
more inclusive modes of reflection and the use of
non-discriminatory and inclusive languages. Becom-
ing inclusive, however, means thinking and speaking
differently and “attending to a whole new system
of knowledges, [...] demanding and participating
in practical activities of resistance and encounter,
disobedient inquiries, wonder, and anti-colonial
thinking.” (McKittrick 2021, p. 150)

Indeed, un[pEEEREEEEAGIVEGESS iz of interest.
Poszibilities for zuch are found in artistic practic-
ez, and they are shared az a promizing gift to the

k
field of rezearch. ltiz atruizm to state once again
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that the zeparation of rezearch into art and =ci-
ence was aproductive mistake, and going back
underztand hetter what might he pozsible. lzn't
it bizarre to assert the artiztic quality of =cien-
tific phenomena when the distinction iz revealed
az a dizguize of promizes to pleasze the power

zome today)? Look how educated we are! Don’t
look at the messy stuffin the background of our
ztiff family portraitz. Everybody knows that this
ztuff iz the foundation, it iz the structure that
=z th
ztructure of the actual canvas of Las Meninas

creat

[a (]
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zurface [l always found the wooden

maore interesting than the people portraved, be-

|

-auze after all, the canvas remains an object].
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o, why do we need to consider and rejoice in
the creativity of zo-called scientific research,
when we know that the beauty of truth iz =0
well hidden behind the limits of documentation?
The blurred lines offer rmuch more truth regarding
the mysteriousness of the world, including the
wearld of rezearch.

Artistic research does not come out of nowhere but
is based on histories, practices, skills, and cultures,
and is directed toward future practices, knowledge,
and skills. The claim to the artistic and to research
are contested in artistic research. The research in
artistic research “withdraws from allocating any
cohesion, cause, determination or function that
standard forms of research might entail.” (Beech
2021, no pagination) Artistic practice is accompa-
nied by reflective practices of reading, exchanging,
documenting, and theorising. In this way, non-lin-
ear, speculative, intuitive, multi-perspective ways
of thinking and working in artistic research can en-
able a critical approach. Film curator Philippe-Alain
Michaud once said to us: “Art must widen the notion
of art,” similar to the way research widens the spec-
trum of the known. What is then the responsibility of
artistic research? Is it first a responsibility to itself
as a field? Adrienne Rich adds: “Responsibility to
yourself means refusing to let others do your think-
ing, talking, and naming for you; it means learning
to respect and use your own brains and instincts;
hence, grappling with hard work. [...] Responsibility
to yourself means that you don’t fall for shallow
and predigested books and ideas [...]” (Rich 1977,
p. 610). We should add, however, that artist-re-
searchers feel a responsibility not only to their field,
sources, and community, but also to their subject
and output. Responsibility has been one of the key
points of our reflection with the ethics platform.
Taking a circular approach, we aimed to collect and
systematise experiences in the tension between
artistic research and ethics. Again, many voices in
terms of colleagues and background material, from
art to philosophy to law, made up the discussion.
As a discipline at the intersection of scientific and
artistic modes of research and thinking, we could
argue that artistic research necessarily produces
polyphonic voices. This can be exemplified by this
Envelope, and by the PhD in Art programme itself,
and its formation of a polyphonic Community of
Practice. The term polyphonic already hints at the
interrelatedness of the voices present, whether
their parts are harmonious, contrapuntal, or oth-
erwise related.

Az a matter of fact, the first move to inclusion
Iz *ta voice something™, but in what connection
does thiz take place” Polyphony feels right. 1= it
areach out activity, speaking, shouting, crying
or anather way to be verbally present 7 Voicing
iz the aim to create, activate ar find new rela-
tionsz, like a ripped neuron looking forits buddy
while crowing together again. This takes time,
and this iz very relevant. Thinking about this
helps to understand, and it helps to reconnect
the broken threads again. But iz not only about
the ather, it iz already an affirmative practice
toward the rezearching self, to state a position
iz to guard it with the force of voice. The voice
iz the medium where the object and subject fall
into ane, only the vector of intent make the taszk
clear, pushing of pulling. We believe that with
Artiztic Research this differentiation between
performing and the performed becomes irrele-

vant. So izn't “vaoicing™ always the result of

a reflexive practice? Zo if we find ourzelves in
a dynamic environment of negotiating change,
Ginzberyg writes “to alter®, then it iz about Qiv-
ing zomething a form. Ih other words, it is about
“farmulating™ something. It does not have to be

il

the language that edprezses something, but it is

always the desire to make oneself understood,
wihich sense iz to be addresszed via whichever
zenzes. Inthis warld, artiztic research takes art
zeriouszly, it strives to communicate together. It
iz particularly in the era of “do you hear me™ that
iz in-

the performative competence of the arts
creazingly being taken into account. There is =till
a lot of potential hidden here, beginnings have
been made, but the obligatory recourse to the
rigorous attention of artiztic rezearchers must be
taken up even more. [tiz always about mediating
zomething, which becomes painfully tangible in
the zpatial ortemporal prezent when the otheris
mizzing. &And it can be explored through artistic
practices. It iz about the declination of *altered
ztates", about “states of becaming™.
To conclude: we understand this PhD in Art pro-
gramme as facilitating an ecology of epistemic soli-
darity within these states of becoming. This ecology
invites individuals from diverse backgrounds to
work together on individual and collective projects.
Each participant brings a unique perspective and
insight to the group, enriching and advancing our

collective and individual understanding, creating
the polyphonic voice of the diversity of artistic
research. Epistemic solidarity means cultivating
a shared understanding and knowledge among a
group of diverse learners and involves “practices of
supporting others (with whom one recognises sim-
ilarity in a relevant aspect) as knowers. To qualify
as solidarity, these practices must involve certain
costs (such as spending time, giving up a privilege,
or accepting risk for oneself)” (Pot 2022, p. 685).
It entails respecting and recognising how multiple
perspectives, voices, and experiences enrich our
understanding of a subject or question, leading to
more comprehensive insights in a sustainable and
generative environment of learning. The voices of
artistic research are found first and foremost in the
voices of learning.
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Look up! I am no canopy- I am a messenger, 2022
performed at The 59th October Salon (Belgrade Biennale, Serbia)
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Voice-Shifting questions
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Question I: Choirs and their democracy: Open letter® to the International
Professional Animal Communicators Association Group®® (excerpt)

“I made this piece and I discovered... not only did I enjoy doing it, but I also felt like I have uncovered
the key to democracy. ... I know that music may be the last thing we have in the world where people
get together and build something with their neighbors without asking themselves: “How much money
do you make?... I am going to make my decision based on the economic bracket you fall under.

No one in a choir ever says... I don’t like the politics of the person sitting next to me, so I am going

to be singing badly! This is where we are in the world, where this is the only space where this

democratic faith still exists”
- David Lang in conversation with Richard Carrick, Berklee College of Music
Dear International Professional Animal Communicators Association Group,

I've been meaning to write for a while now. It has occurred to me that what David Lang has
mentioned seems very relevant. His words lead me to ask: what about the insects? What
democratic qualities can a choir of cicadas represent? And how do I embody them ?

These questions are important to me, as I have been trying my best to understand how to
coherently bring myself to sing. The experience of singing has changed since I encountered
the cicadas. Since that encounter, something has shifted in me, and moved me to dissociate
in order to then associate again in different ways. Something in me just doesn’t feel the same
anymore. Even when I speak, I cannot communicate. I think in staccato. I don’t speak or sing
that way, of course. Only sometimes I do, when I struggle connecting to my vocal apparatus.
There are notes I know well, but the notes they sing/utter, I cannot visualize. It is easy to
count the notes within a minute, but to differentiate the messages - that is up to you.

I am writing this letter as I wish to speak to the President of the International Professional
Animal Communicators Association Group, appointed to the sector for cicadas. I wish to
break the silence on this matter. This maybe an attempt to outsource my concerns, but I am
afraid that I cannot handle this matter alone.

My choir experience in an Orthodox church over the past ten years has taught me a lot. I
have seen the juxtaposition of values and nation building across Orthodox church contexts
more closely intertwined than I would have liked.

You see, many questions smother me, and to overcome them I urgently need your help. The
matter is delicate, and the consequences detrimental.

I am looking forward to your reply at your earliest convenience
Sanja

£ This is the first of many letters that are a part of my PhD experiential learning practice in getting to know different aspects of
insects (cicadas specifically). The letter is poeticized for the Envelope addition.

£ & This is a group of almost 300 international animal communicators who are interested in getting together to create an
association for the animal communication profession - led by Dr. Cara Gubbins. This group hopes to soon bring together its 15
volunteer steering committee members and local membership from three global zones, including North & South America, Europe
and Africa, and Asia & Australia.

University of Applied Arts Vienna

Zentrum Fokus Forschung

o



EON\S\S uo BmmSum Hmm._ 58<\EV_EN mmumg&cﬁg\\ m&,E 995
‘s31y 3y3 Jo AlIsIaAlun yaunz ‘sadeds Jua1e‘s 707 (18 19) 4 1apieis
"67-8T ‘S6 9uaS JaIndwo) eipadold

¢ DUBIDS SwA)sAs xa1dwod se Buiindwod SAIAYY 9TOT “IW ‘UBLLION “M ‘337

hydesbonqig R 5

's1daouod Aleuiq puoAaq saineal buiuibewi 1oy adoas ayl
DAISUDIXD aJow 3y} pue ‘9bpajmous| 03Ul Wayl a1e|suesl 01 si 1 xajdwod
dJow ay3 ‘sa1d11ied umounun Jo Jaquinu ayl Ja1ealb ay | ‘suoiidelaiul
1eI1DeLI91Ul 33 X21dwod aJow 3y3 ‘sa1di3ded ay3 Jo JoiAeyaq ay3 Jabuenis
3y ‘uolle|sues} pue uojlellodsuesy elep 1o} sadepalul buieald ui sdiay
Yo1ym ‘pandwod pue payiiuenb aq o1 pue Ajpaijeadal 10eia1ul 03 SWIISAS
SMOY]E eyl 9p0d JO puly B WJ0) S1INSaJ 3y 1eJInau Jo ‘aAinsod ‘aAizebau
s1 abJeyd J13y3 Jayaym uo buipuadap ‘wnipaw pue auiydew U3aamiaq
sdiysuoile)al JUIaIP 0 Pea] PIN03 sa)dIied JBY10 YIIM UOIIDRISIUI JIBY]
moy oul saybisul apiaoad pue sapdinied yans Jo J0IABYSQ SY3 puelsiapun
01 sn djay ‘ow p1o1 ay ‘syuswiiadxa asay | ‘sdishyd Jo sme) ayl Aq apiqe
10U op A1Buiwaas Jo ‘saisAyd 03 Jeljiwesun ‘uMoudun aJe eyl asoyl ¢ sald
pUE “151X3-02 0} S3131]1GISSOd MOT]e 1eY1 SIIBLIBIUI JO ,SUBIMISG-UI, -ia1ed mau pue buiisauaiul, alow ay3 Apnis NYID 1e SISHUBIDS Jeyl aw
ay3 40 1enuaiod BuileUaIE U1 Ul P21S3Ja1UI WE | “9pN]IU0I 0] s1191 1s121sAyd ay| “sa1d11ied mau Buiieasd Jo siied uarjews ojul buiiinds |
‘way3 yim Buibebua Jo skem mau pue saAn 1311BW Y3IM SUOI1DBISIUI SSOYM puk ‘92104 JeuoileliAelb o1 Ajdde Jayua ‘aybn jo paads ayl Ajaeau 1e api10d sajdiied ‘Yibuay ul sialawoy
~B1IBU UDALIP-BIEP JUIaIP 91833 01 Aluniioddo ue se anou Asya se saishyd jo smey ay3 £3qo Jou op 3By} J33BW HJep JO SWio) Auew ‘yitea ay3 Japun sbuls padnisuod Ajjerdads ale Yaiym ‘siapiyjod
‘J913EWIIUE INOgE SW P03 dYS ‘PAIdNPUOI Ale sjuawiIadxa 1eds 93 apisul :Apnis Jo p1ay Siy 03 aw padnpoJiul 1s1d1sAyd 13118109y v
-ab1ey asaym spiey aya ybnoayl aw papinb taydieasal jelol1dop "SJUBWILIRAX3 UO }Jom 031 Ajenbal

7 o

L...,. -19jul 91doad moy abuarjeyd ued suoijewlojsuel) pal-a3ualds Moy
2 _.qm.__ Bupyse ‘9dualiadxa paipoquia eNSIA e Jo 3deyajul ue se Abojouydal
Y./ jouonessniy ayl pue ‘uollew.yje ‘uoileulbewl usamiaq pjoysalys
.. 211bely ay1 uo 129))a1 | 's1oadse aAllewlo4iad S11 UO SNJ04 pue Juabe
&Zt@cm pue 1ean)nd e se Abojouy2al jo buipueisiapun ay3l uspeolq
‘E o1hn | ‘92U312s elep pue sjuawdo)aAap diwyobie jo uoileziens
-X91U02 1S1UIW34-193aNnb e sapnjdul 3Jom AN “pliom a1geqoidui ‘palel

-leu-uou e Jo adeds jeuiw ayil o1 Aouabe 1eai0diod M01Sag 01 YSIm

‘eidoin pue “apuab ‘Aouabe jo sawibal Areuiq puokaq pliom ays 1a.d

'suolieindied Aue papnid

-31d 310J213Y1 Y21yMm AI10SUIS pue 9AI1D34E SE WaY) az1ial1deleyd
pue 3gLIdsap pIN0d am 1eyl SAem yaons ul 3oelajul 03 sajdiled

10} suonipuod ajeridosdde ayl papirosd dn-13s siyj ‘p1ob pinbn
UM paIy abed 111 -mo1]1aA 1euoisuswip-elixa Ue o Wioj 3yl 3001
UDIYM ‘pasSauIIM | 1eyl Juawiiadxa ue ul payndwaxa s ssaxoud
SIy] "AjSnoauelinwis suoiled0] Jualayip ul Aem swes ayl ul aAey
-9q sa)211ed yaiym Aq ssa20.d ayl ‘uolleliodalal se yons SIolAeY
| -390 UMOUWX-97331] aJ0]1dxa 031 pasnh uaaq aAey ey saisAyd wnjuenb
ul sa12114ed paAlasqo Aj3uadal ale SoulIIN3N Ueajdun Jayiel ale

92U312s e1ep ay3 buoje dais ysea MaAIA | Ydiym ui ‘suoiiebin
-SaAul Aw apinb suoilsanb asay ;SadeIa1ul elep ul Jualayul

sainBiquie ay) BuipuelSIaPUN 104 SHIOMAWELL MAU WLIOHUI -150d e /4103084 J331RWIIUE, B3 S 1NDID U21B3S3) 33 Ul UMOU) 0b pue awod s3s1IUAIIS UIYHIM 3DbpIMOUY BU3 pue plIOM SpISIN0 dy}
92110e.4d d13s134e URd MOH (A1InBique Jo asn ayew pue ‘9sodxa Uaam1aq uoidpun( e a1y ‘uofisuely ul abpamou| pue sasuaiiadxa
‘9101dXa 0] Pasn aq S3Je4IA]UI BIEP UBD MOH :95IN02sIp d1jqnd (S®TOouabe Mau 8INPOIJUT SuedW DTIBYISBE UED MOH buipod jo adepa3ul Ue g 01 pawaas NYID eyl aw 0} palinddo
uo saninbique J1ay) Jo 19edwi ay3 pue sadepiaiul ybnoiy) (S®DRFIDJUT JO SSBUPSDBUUO0DIBIUT pue A3Tx@1dwod os1e 3 ing "apisul 3q ybiw ‘buryihue 41 ‘leym auibewr 3,upinod | 'sa
e1ep JO uoI1e1a1dialul Y1 YIIM pauladuod snyl st Ny3) 18 ay3 3ybry1 03 buraq sarbajears oT3sTITE UED MOH -Snoyalem pue sa11010e} p1o Jo aw bulpuiwas swos ‘sbuipiing 3>01q
32119e1d AN "sabew 1en3IA 03Ul UOIIR|SUEI]} J13Y] PUE S]003 18D ipaTpoque pue ‘pajaxdisjur ‘pajeisuexy aq Asyjy ued Jo Builsisuod s1aa11s ybnoliya asinod e paltaals | <1NJULIP SEM uoIle]
-16010uyd31 snowouoine Ajbuiseasdul yam diysuoiie)as snon Moy pue ‘9dezIajur 3yl Aq paiqeus aIe SUOTST]10D -U31I0 ‘apIsul 35U "3Ae)IUR A111n23s-ybiy siyl 03 ssadde aw pajuelb
-Biqwe ue ureluIEW SUBWINY 49ASMOH A111e31 JO UoIIeIaIdIalul abpajmowy/ejep 3o spuri jeyM :suorisemnb burmoijog 32UEJIUD dY3 1e pJed uoltessibasy Aep Aules e uo NY3D 3 paAlle |
pUB U2JeasaJ J1ay] Ul JUaJayul a1e pue SISIIuaIds 1sow 1oy sayd ay3 Aq pspnb axogaasyz sT Yoxeasax butobuo Ay ¢P31e1N2U1d pue ‘painqLiisip ‘palendiiie buiaq buibew
-1pULd Buipind Asewiid ay3 aie Auiesadun pue uoizeIndads ul sabueyd ase moy pue ‘sasiwoid (pajiey) J1ayl pue sabew 3sayl MIIA -
12eqPa3; apiAcid pue pliom ays Juasaidal Aays ‘(‘p1q1) swuoy 1easodiod a1doad op MOH p14om aya Jo Buipueisiapun no abueyd buiuiea) suiydew
Op MOH /SN 1191 sanbiuyda) 9say] op 1eym pue ‘a1ay uonenlis piep pue 1ei3uabe ojul A11xa1dwod siy3 a3e|suel} 03 SW SMO]Je ‘SaUO 40 sabewi moy bupjse ‘|y yum s1aiunodua snonbique pue pajie} ui suoll !
-UBJS-UOU B} SaZII330RIEYD JBYM ‘SJatoweled Jojesado ay3 4o Bulioy 9AI103JJE pue 1BINIIND |BIDOS SB Saulydew jediuydal buipuels -ejuasaldal J1asn 031 sasuodsal saulwexa eyl 0apIA e painpoud | ‘obelooy
-1UOW 3Y] Ul SUOIIBNIS PJEPURIS-UOU 19913p 01 padolaAnap uaaq 194 -1apun "3dadu0d uado ue se eep ydeoidde pue Ajunyioddo elpaw 1e1dos pue |y buisn 'saduabe 1oy saiunioddo sy pue a1isap 4o
10U 3ABRY 18] Sanbiuydal buiulea] sulydew ayj 3. ‘Ow 0] 1SaJa1ul aAneald e Ainbiquie siyy Japisuod | 'saianiqissod Jo ueado ue ul SpusWOoW Uo |y Jo dUaNul 3y3 salo1dxa 133foid Ay 2118Y3sae dAljeWI0)
Jenailied JO pue ‘paAjoSaIUN SUTRWAI JRUM (8T ‘9TOZ 997) UOIIOWS pa19.dJ33u1 24 03 Spaau Jey3 bujueaw jo 1Iny ‘si Jey3 ‘snonbiquie -sueu3 pue buneuaie ue se buiulea) auiydew pue 1dajje usamiaq diys
uewny 03 10eaJ pue ‘9z1106aed ‘9ziubodal ‘9suas 03 SWIISAS JO JUBW Auaiayul aJe sadepiaiul Jeyy swnsse | ‘yaieasal Aw | (gz0g -U011e131 3Y31 Y30q UO S3SND04 UdIYM ‘S9dB}I3UI UO Ydieasal butobuo Aw jo
-dojanap pue ‘buipueisiapun ‘abpajmous| ay} adueApe o1 padiay sey 13p1e1s) indino Jea)oun a3esauab ydiym Juawidolanap adepiaiul Med se paanpoud aAey | jetiarew jensia 93s ued nok ‘sbed puodas ayrup - Ef
UJeasal |y Ul 199)e 01 UIn] aY1‘s066T A1Jea ay Ul piedld puiesoy 40 $3x0Q 42819 3y} 3PISUl USPPIY USYO 3. suoNNjoS ‘Inybul 2 m
Aq PaI33LOI “UONUSNE PUE ‘UOIesUaS BUIaa) BUIpR]IUl aBpajMouy -UBaW 3W023q 0] $37BI3]UI SNOLIBA JO 95N 3y SaJinbal 3] ‘'sase -snpog yoTessax pue yoeoxdde oTIBY3ISSE 2%
pue 2dU3LIadXa P3IPOGUI JO SUOISUSWIP SNOIISUOIUN SAWIIBWOS -9 pue ‘seap| U3ppIY ‘s10413 JO 11N} APN0I USHO S| 3] "PIIOM B3 S,UOT3e3I8SSTP AW JO IXd3UO0D 8Y} UT JUBWUOITA :w m
. pue ‘@AI123[gnssuel) Ualyo qeqlaAuou ayi ul 3saiaiul Aleundidsiplal 40 M3IA 3AIlRIUBSaIda B YHIM SN aplao.d 10U SB0p auole ele -ud STY3 JOo sadudTIadxd 1eT3TUT Aw axeys o3 E m
p ] -ul ue uo smeup Apnis siyi ‘buiandwod aAI1day4e 10y Julldaniq e sy 9T1 PINOM T "YydIesasaX DYTJUSTOS IO0F SIdDJUSD = =
T o pauUMOUSI 3SOW S,P]1IOM 3Y3 JO U0 ‘ydIeasaY m g
A Ied)1onN x03 uotjezrtuebxg ueadoany ayi ‘NY3ID NS

LTI

ot ® ® -193 yoaeasax Aw uebaq T ‘obe syjuow maF y

_;.mmummnmpCH wQDMDOHQEH

”m.—mmHOQHOU 93 pue 30933V ‘ARaTnbTquy 3% WeaB0Id SoUSToS § SATY SUD U ATUSHOT




06/58
09/09
14-74 NOILYINdOd
0A BauTyo:

¢

ajeydsoyd A
:spunodwo)

:10SIND Y

=3 . I
+ (3,
IAIT 34} Pl 4200y uines & aeydsoyd

4
s . ejuowwY '

@ @ Lnoay 6 OMVYIS SI LYHM
oew|

0iq 1e 2y} Bupiealq |ie, A nE spunodwo) O
HUMANEN - ]

& xej ewwgwIn® ’ ©d% 002 d

Ys-ieyos/s30q/233/
2508576 o @2 ¢

5 Z L
gifeuusi s1ly palddy 4o Ajisianiun
: Bunyasio4 smjo4 wnijuaz




e . N e |,

CRIETRINT

ysyeiqaz uo 4axdeyd e 01 aleai sjelsrew

'sj0>0304d Jejnbai
959y Iaquialdas 15e| papuale | 95IN0Y) £ m °<m m

pue sa3130e1d UIIN0J JO JUSWIYSI|GeRISS Y}

(DWZI) BYepaIA puUe ysyeiqaz |euoneulalu]

k Ssyleme pue siseq A|iep e Uo paAIasqo s1 uapieb
93} woJj Beq e pue ‘sauilsajul pue
9y ‘usp.teb ysij oy} J191unodud Aj91eIpaWWI
sauoq buipnpui ‘(sprodied ayl 01 buojaq
e TN T 3 pue apis ,aeds, SU) WOIJ 11 191US NOA
ysyeiqaz) died e jo Jeyd jeuoipeanpa — jn . ‘plAoMm BulAl] Y3 ul Bupjew-buluesw Jo sassadoid

‘A1ojeloqe| uspieb ysy oy} ul 3ol e skejd os|e

ue st [jem ay3 uQ auljdidsip pue J1apio 1 9y} Jo ApNis aY} ‘sO1301WdS0Iq O} Spea) ,Jamun,

UOI}eIUSLIO [RUOIIIAIIP SIY] *ABISUD pue ‘I911ew

sjuasaidal Jey) xoq Japj|oj 9|y buibuey 40 3dadu0D s, [ImyxaN ‘(buluesw jo A103Y3 e yum

‘sw} ‘9ceds Aq dewsueu) oy} uo padejdal ale

/=

P £ 9D110U OS|e [|,NOA "WOOI Y} JO Seale  # - suBWINY puE S[ew|ue JO SPIIOM dY3 03Ul AeJoy

(3/M/S/N) suoiidalip ssedwod [ensn ay3 ey}

13410 01 paAOW 3q U | 0S S|9YM U0 V) ,24Yy3[sbuNINapag "USYISU\ pun UaJai] UOA

- - \ Mmous| noK ‘dewsuel) ay1 Yum Jejjiuiey a1e nok §|

SI UOI3DNJISUOD BY] "UOIIRAIDSCO Paxe|al 1o uajamuin a1p YaInp abnzyiais, se yons ‘myxan

‘uonda|yal ‘butweasphep ‘ysal 1oy asejd e

UOA qodef Aq S}00q UOI3USW 03} 31| P[nom | ‘Aj3se]

s| K1ojeloqe| uspieb ysy ay3 jo 1ybui syy o

}saa 0} aose|d

A
[ Ml x0q Jap]|o}

—

jlaysyooq| = o

I

o - 4 s - e Wk e .
/,C beg os_M_ : i I , uap.eb ysi) | EEEEEEE— A o0 ° o
> o | = Ny | 4 BETARAV- S| SR | SN & ) <
B ~ & " AP | g r—_ @ 0.0
® . ) N ¢ it =1
[ )

d3LIVIN @
<

"pajeald pue palojdxa

ueyo
eonpal,
9q ued jey) saininy d|qissod a|di3nwi 1ng ‘84nIn} dUo
1snf3ou si 219y3 1ey) sanbie oym ‘A3|pID "W Japiuusr Aq
LuononpoJiu| 1oys AIsp v :24n1n4 ayl, pue ‘padeys

opisyaayy \ , T 1 pue pauibew s| 91NNy 3y} a1aym sade|d se aAIS pue

U0 J|2ysx00q 3y} 01 pa12auu0d A[2so|d si pue 2Jnjeu Jo buipueisispun Ino Juasaidal Jeyy spjiom

[2Ae1] 3w 10§ [eriod e se SaAUSS 3pIs Sy | aJnjeluiw aJe suspieb 1ey3 wied $103eInd 3y} Yd1ym

"K]2A1] BuiSISAUOD 3q 0} W3S sInesoulp Ul SWeu 3wes ay3 Jo uoiiqiyxs ue buikuedwodde

3addnd omy }onp 3|qe> Buipnijoid uonedignd e ainjeN yum Buiubisaq :seining uspieo,

B UQ "dW Aq pappe ‘€Z° L L'¥T 31ep Y1 yum % ———_ - / ’ el N pue ‘way) yum diysuonejas Mau e 31eAlnd 0} J9PIOo

JIM Sep, PUB‘0T'0L'T 34BP SU3 I SIem 2= - W .. , Ul S|eNPIAIPUI SNOIDSUOD se ysy buliapisuod 1oy sanbie
sep, 99UdUIS dY3 puUe ‘||[em Y3 Ul djoy e

oym ‘aquiod|eg ueyleuor Aq,SMOUY Ysi4 e Jeypn,

:20e(d 5143 JO SJURGRYUI JBWII0} 3Y) JO S33BN) 1| $00Q SUIRIUOD J|aYSHOO( PAUOIIUSWSI0R

puy osje ||,nOA ‘|lem 3y} UQ uoneIUsLIo 9y "uapieb ysy ay3 Jo suojsuswip d1dodsosdiw

eiodwiay SAIB ||eMm 3y UO %002 3U1 UIYIIM p|Ojun pue 1SIXS JeY] SeWEIP PUe SPIOM

3y} ‘Ajjeuonippy "awnAep si i 1eyy [eanal 2INJeIUIW SNOJSWNU Y] 0} 92URJIUS Ue S| 9d0dsoIdIW

smopuim 3y} ‘A10je10qe| uapieb ysy sy a3y "‘adooasouoiw e pue doyde| e yym a|qe) pasiel

40 (3p!s ,own, 3ys) SduenuS 33 dysoddo B pul UeD NOA ‘MOPUIM U] 483U ‘BPIS 1J3| DY) UO ‘OS|Y

Kiojeiaoqe] uapieb ysij ayj ybnoayj inoj e



‘eaplieyy syl | 9N

iuapJieb ayl ybnouyy yjeme

1] X33 INoA dojansp 1snl noA j,uop Aym oS :§S3
"M|eM [eluSW e 31| dJow

9q P|NOM }| "3Wi1} J9A0 SAO[DAIP 1X3} Y “JUSWOW

e u] Juswabuelie Y} ‘saniAeIb ay3 ‘suoiie|al

9y} |99} ued | ‘9deds e Ul We | USYAA 'JUd3u0d 3y} 0}
paje|aiun aJe saljAllde dlJojow pue indul K10suas
9Y1 ‘SMIM | UBYAN ‘PIAJOAUL SI Apoq Sjoym A
"S9SUIS 9y} ||e 01 syeads |elalew ay} ‘|eliajew sy}
YHM 3DBISIUI | USYAA “MOY MOUD| 30U P|NOM | BNl
isbuiyy

se syybnoyy pue spiom 3eal} noK J1 leym puy :§S3
"}NJWIP S,3eY3 “ sybnoyy

pue spJom Ing ‘19410 Ydes puy Moysawos sbuiyl
J913eW UM Buljesp we | usaym anii st eyl 9N
‘noA 330nb Aew | J1 ‘paysijdwodde

2Je sbuiyl yoiym ui /bujuaddey |einieu e ‘moyy

e, JO W0} 3y} ul A||espi Inqg d1noeyd A|buiwsas
AJuo se 31 paquIsap NOA JIsaquuawial | se Jey sy :§S3
‘(g# 9dojaAul) adojaAu] jo

9NSSI 15| 9Y3 Ul PaqLIDSAP | Se d130eyd S[934 1] 9N
(buidojansp

92130eud bujuspieb JnoA s| moy puy :§S3

‘lI9Mm se doe(d ay3 pakolus Asy] 9N

{puv :SS3

"SI0}ISIA pey Apealje aAey | ‘003 dde|d ay3 a1 | ;9N
"129449d SI M MUIYY | :SST

iuspieb ysy ayy

10} dWOY Mau 3y} 1noge yuiyl nok op 1eym 8N

v€:6 / ¥202°20°8

*MOID

pIno> uap.eb Jiay3 a1aym de|d e je panlue Aoy

'sadlys pjob pue yde|q

BbusWWIYS 119y} paulebal A3yl ‘'om} J0 Jnoy ue
13)je Inq ‘(91ed 196 ued Aay3 ‘sak) ojed aynb pauiny
[|e 9AeY A3y} ‘Su0 10§ 3d3dXT "wiay} 10} duU3dXD
[NJSSUIS B SI YDIYM ‘19¥oN( B Ul [9ARI} YSY YL

‘wayl Axdwa 3snw noA ‘swnuenbe ayy podsuesy o)

"9y} panow sbuiyy

1930 M3} e pue ‘Dw ‘ysy ay3 ‘sadoiolq sy "1211sIp
Yl S,RUUSIA Ul 9SNOY e Ul AJUunwwod o1pnis
pawlio) AjMau e ‘|ssQY siejed e ade|d e palayo

SeM | Inq ‘@2uUapIduUlod Adn| e 3snf sem 11 Ji Jo

utebe a1d ay3 ui sisbuy 4oy pey 3s[3 J MOUY| JLUOP |

"SnolIoge| Sem SI0USIA BUlAIIaL pue

9oeds ay3 ul bupjiopn obueydxa 104 S10}ISIA 03 uddo
‘Ay|enpiaipul Jo sadeil yim Aioleioqe| e ‘ade|d
d1|gnd-1was e se uspieb ysy say3 pauibew | ‘1eyy

Aw papmo.d 3| "woos BulAll Aw Ul SSA]RYS |eliIsnpul
uo sadojoliq direnbe |jews yum sisuieyuod

JO Jaqwinu buimoub e pue ysy ayj 1day | -9oe|d
[ed1sAyd e spasu 11 ‘sasuas ay3 Yy3m paduanadxa

9q ued 1eyl usapieb e 1noqge Ing suap.ieb

[eorioydelsw 3noge isnf Jou yjey 01 ae 9m J|

aoe|d e spaau uap.ieb y

910 Ssa1d B19quIa1S :UIlIag ‘9107 USIM
3||eyisuny| 1ap sidid “AdUaIdSUBI] 0} BWOD[B :BS[9-UdY}-)| "yasng
HBIBA “('SP3) ‘USIAN 3][_YISuNY ‘euudiA suy palddy jo AlisiaAiun

910¢C
euual) ‘dwweiboid 95uaIdS @ Wy ‘euudlp SHY paljddy jo ANsiaalun
‘SISay3 Ja3sew ‘Aduaidisuel] 01 SWODISAA “ISTI-NIHL-4I ‘Yasng ubiepy

"9]13ny sem juiod SIy3 18 9oUR)SISaI JeY) POOISISpUN
os|e | "ysy e 10} uspieh siy) Jo aSUIS 3yew 0} sw
pa129dxa 35|3 *9A|0S P|NOYS | 9|ppH & quswubisse

ue 9q 0} JUBSW SeM SIY] ‘poolsIapun | ‘Ajjeul
iysy e 1oy uspieb y :9s|3

{Ysy e 1oy uspieb y BN

‘p1es 3s|3,/ysy e 1o uspieb vy,

"UYdJeasal |edipaw pue |edibojoiq
ul wsiuebio [9pow e se J93Jed e dpew dAeY pue
‘SPIMpPIOM S31103RI0qE| PUB S31M[1DB) sy Auew

0} 1elqey 419y} puedxa 03 pabeuew aAey ysyeiqaz
12y} 108} 9y} Ag panbiijul os|e sem | ‘9s1n0d JO 'SIdU
-u1b3q 404 3|geNns Wy} bupjew ‘pasiq pue dasy
0} Asea ‘sadads ApJey se way3 paqlidssap palpnis |
91N3eJ31I| Ysy 9y} ||V "YSyelqaz a1am 3soyd | ysy ayL
‘*dwoy je Auedwod BUIAI| SWOS 10} PAYSIM OS|e pue
Spliom Jaemiapun Aq paleuldse} w,| yeys Al dwis
S,3] 'uoseal Jejndiyed ou 1oy A|BuUlWSIS ‘YSy swos

pue wnuenbe ue palinboe pey | ‘swiueaw ay3 uj

‘buoje |je a1d ayy ui s1abuy

Jay pey pey as|3 1ey3y 10adsns | 0s ‘suejd Jay yium
A309419d Ul pany swiuesaw ay3 ui suop pey | buiyy
-K19A3 "Y3| 19A3U pey ays aqAel “Aeme uaaq JaAsU
pey ays I se uo paliied ays ‘(sieak omy ueyy alow

1] 394 2dUISE J3Y ‘DW 03) pauINIal 3s|3 USYM

9IPpUM s8S8]3

BUUBIA SV paljddy 1o AisiaAiun
Bunyoasio4 snmjo4 wnijuaz 8

‘pauInial 3s|3 Ing

"19Ae|d buod-buid

100p1no d1euoissed e awedaq | ‘s9|OyUWIOM

03Ul BUIA[9pP JO pealsul pue ‘eapl d13sIjuaidsuel}

931 0} ybnous painqIuod pey | 1eyl 3|34 | ‘s, 91sew
Aw Buna|dwod 19y " ;sdewsuely pue ‘sqejsuesl
‘S9|OYW.IOM 03Ul PIA|SP pUE ‘$9]193( WIoM[esw
pue SWIOM|ESW UO PIYJOM | 'SPOYIDW YdIeasal
d13s1ULIdsUeI) [e1ualod pue Jay 01 SISay) s,Ja1sew

Aw pajedipap | 1ey3l BudDUIAUOD OS sem 3|3

"$J139Y3soe Jo asuas padojanap Ajybiy e ssassod
A3y puy "euswouayd a1ea.d jey3 sdiysuoiie|ai
SNOLIBA DY) 0} DAINSUDS 3] 0} 351349dXd

33 dney pue sassa304d je yoo| A3y "sauljdidsip
ybnoiy3 pue ‘ssoide ‘puokaq 1oe pue yuiyj 0}
pauleJ] SI9YdJeasal aJe ‘DW p|ol aYs ‘Sysipualdsuel|
‘Aze1d buiob noqge buifiiom paddos

| ‘0S "aues A|qeuoseas pue Budxa ‘ale [|13s pue
‘9J9M SUOI}SIDAUOD JNO ‘DIU3IDAXD 3]OyM 3y} JO
ssauabuells ay3 wouj pede asnedaq ‘UMOp PaJo0D |
U3y} Inq ‘sinu auob aaey ybiw | 3ybnoys | 1siy 3y
"21N1N} 3Y3 Woly (,bulwod aq [|Im,, Aes |

PINOYS J0) SSWO0D puUE }SI3UdIdSsuel) e S| 3ys ples pue
9UOWOS |IgIS 3S|3 Se W 0} §|9SIaY PadNPOIIUI 3YS
"'QL 0T Ul SeM Jey] "SISay3} s,4935ew Aw JaAo buisnw

SeM | UsyM aWil} 1S1y 9Y3] 10O} SS|3 p=4=23UnoduU9 |

9s|3

ino] e buojy san|9 Buioeu] :D|ppIy S3S13



Dancing with
Lions

ANDREW CHAMPLIN

What is our responsibility to traditional artistic techniques we practice
and teach today? Ballet techniques, for example, carry a system of
representation that expects to satisfy the white, upper class,
heterosexual gaze of the classical era. Despite ballet's lionized status
as classic, its techniques are practiced by individuals and groups who
refute dominant power structures, and seek alternative meanings of
power than domination'. For generations, dance artists have been
embodying ballet as knowledge that structures their individualized
performance practices in the midst of these tensions?. In my project, |
want to create new ways of seeing ballet that affirms self-determined
labor and demystifies the power-over model. My research aims to
challenge the technique’s system of representation by articulating it as
a form of intimate power that moves from the inside, outward, touching
others and inscribing spaces with sensitivity along the way.

A dancer in tights and a leotard enters stage
right, takes a seat at the chair just left of the
center; picks up the microphone from the
microphone stand and looks out into the field of
spectators who are sitting in various places
around the room. Dancer scans the audience.

My project is a reflection on the changes that happened in my mind,
body, and spirit when | began studying with the ballet teacher Janet
Panetta in New York City in 2010. | aim to examine ballet technique
practices from the position of a dancer’s embodied striving, mapping
longing in the body, and between bodies. Perceiving ballet as an
unfinished artifact requires examining excess, and teaching ballet is
an opportunity to confront the status quo. What is not seen and
invisible becomes as valuable as what is. The excess is messy.

The dancer’'s facial expressions subtly shift.
Although he has not spoken yet, we see fragments
of mischief and shyness. Overall he is calm. He
appears composed. He appears to be grounding
himself, steadying his breath, at ease, in sync
with his audience’s tempo. He actively looks into
their eyes, appealing to the power of mutual
recognition, as if he is asking himself, What is
authentic here? How can we trust each other?

Unlike on the proscenium stage, in my teacher Janet's classes, | felt
safe to be vulnerable and polyvalent. As | struggled to keep a facade of
invulnerability in place, she came close, looked me in the eyes and
smiled knowingly. Her skills as a technician met her willingness to share
power. She was literate to self-preservation as text written on the body,
and instructed technique as a companion to the doubts that pervade the
dance lifestyle, which asks people to never give up on themselves as
they normalize situations of physical risk. Perceiving my inclination to
conceal my insecurities, she advised me in the opposite direction,
which was care. Her familiarity with defensive shields warmly disarmed
me. Without speaking she reassured me, “it's ok, you can learn this

too”.

Janet's authority was the kind that anticipates students’ fear of
aggression from the teacher. We could call this score, also
mythologized in Hollywood scripts, the conventional image of ballet
training: a physical practice operating at the limits of torture.
Reimagining and redrafting this score, Janet's teaching invented ways
to allow dancers their own agency. As Paulo Freire describes the
non-antagonistic relationship possible between teacher and student,
with Janet, authority felt like being supported?. In her classes, | was able
to apply technique to my dancing in a self-determined way. The power
of her teaching was the way her deep knowledge unfolded through the
repetition of her exercises, instructions and actual touch. Through her
hands, you felt the knowledge, not as overbearing, but weight-bearing,
sensitive and capable. With the instructions laying open, explored
one-by-one, it became my responsibility to refold the techniques into
my own dancing body.

The dancer removes a piece of paper tucked into
the neckline of his leotard. He reads a name,
first and last, at which point a member of the
audience raises her hand. He goes on to the next
name. Again a hand raises. He goes down his list
noting who is present and who is absent with a
pencil that was tucked into his wig.

In “Uses of the Erotic: The Erotic as Power,” Audre Lorde discusses
eroticism as knowledge “deeply born™. As a child, the source of my
creativity was the feminine, which | was required to reject in the
puritanical United States. | understood ballet as a prime example of our
masculinity-favoring culture. When | started training in ballet, when |
was four, the feminine was my place of striving and so | felt at odds with
the culture. As a boy, | was often the favorite in ballet classes and
auditions—an indication of heteropatriarchal conventions being
observed in the dance environments where women and girls are the
majority. Being subject to favoritism, my personal experience with
homosexual desire and chronic injury as a teenager felt like the
universe telling me ‘you will never rise to the occasion of your gender’
and ‘it is your fault that you are in pain’.

The dancer is white and male, in his early
thirties. He wears colorful tights covering his
feet. He sits cross-legged, a position he
maintains as a projector slide illuminates the
wall behind him. The projection displays an image
of a book open to a page entitled *“Common
Variations in Types of Feet.” The book is placed
on the ground, framed at its bottom edge by a
pair of somewhat dirty white sneakers, presumably
of the photographer standing above the book.

The dancer speaks:

Sometimes, | take pictures of books and forget to record the
author and title. This particular book on ballet technique shows
two illustrations of a lower leg and foot extended as if stretched
out on the floor. A horizontal dotted line illustrates the arch
shape of the foot. The representation of the floor and the dotted
line communicate how near the pointed toes are to the floor.
One drawing is titled “Acceptable,” and the other
“Unacceptable.” Below these illustrations are actual photos of
dancers standing with their legs extended in a tendu side,
showing the profile of their legs from below the knee to the toes
stretching toward the floor. The four images claim a spectrum of
examples of dancers, from having a good foot to an
unacceptable foot; ankle is unable to stretch fully.



Dancer uncrosses his legs, stands and walks over to a podium
closer to the audience.

| see myself in both illustrations... the right...

Dancer puts his right leg on the small podium, just below hip
level, and stretches his knee and toes to a point revealing
a body contour that wvisually matches the *“acceptable”
illustration.

...and the left...

Dancer puts his left leg on the podium and stretches his knee
and toes to a point revealing a body contour that visually
matches the “unacceptable” illustration.

Encountering these images is a somatic event. | recoil. | shimmer. | am
asymmetrical. | was born with too little space in the womb. Shortly after
birth | was given a plaster cast to correct a foot that was tucked too
tightly. These facts have always accompanied my ballet practice.

Dancer takes his left leg off the podium.

After leaving the competitive environment of a top ballet conservatory at age eighteen,
injured, | knew | wanted to stay friends with ballet movements. But | was hurting. | think
the moment it became clear that | could befriend ballet again practically, was when |
learned techniques with Janet Panetta. In the beginning of my studies with Janet, the
impingement in my ankle made me anxious every class. One exercise in particular
helped me understand ballet as holistic.

Dancer turns to the side and demonstrates his own instructions in
profile with his hands lightly touching his shoulders.

bt
S g
= § — From an outwardly rotated standing position, lengthen one leg forward with the
0.7 top of the big toe aiming toward the floor.
'§° S — Rotate leg inward to parallel, isolating the movement in the hip socket while
) stabilizing the standing leg, lifting head up in opposition to the floor.
3 — Soften the muscle and bend behind the knee slightly, allowing your heel to go up
into your ankle.
. — Lengthen your calf muscle away from your thigh, making space in two directions
g to stretch the leg.
' — Rotate your leg outward again, maintaining the newly discovered volume”.
P ‘ Having spent so much time with ballet, | thought it should be possible to be my own authority on the
" B subject. But | was haunted by the aesthetic imperatives and authoritative voices which kept me on the
outside of the artform. Like the intertwining of dance and dancer, ballet is inscribed by those who study
it and vice versa. Adedola Akinleye attests that,“heteronormative, classed narratives of the [colonial
aesthetic] of ballet can pervasively drown out the spectrum of human sensibilities that dance can so
ably exemplify, but the working class, non-White, Queer constituents who have loved and danced
% ballet steps have legacies of their own that prevail—albeit often as part of ‘underground’, invisibilized
g cultural histories and communities™.

In the past, | tirelessly imagined correcting my asymmetrical feet. | even dreamed about having a serious
accident where my left foot would be broken so that the doctor could reconstruct the line of my arch to appear
more crescent-shaped, like my right one. | realize that in my youth, | was increasingly interested in making
conventionally pleasing images at the expense of my body’s innate wisdome. And now, after progressively
unlearning behaviors that lead to injury and studying ballet for the sake of feeling powerful for who | am, | know
ballet requires new ways of seeing, beyond superficial. Pain is an erotic knowledge that has drawn me to others.
Sara Ahmed points out that “it is through the intensification of pain sensations that bodies and worlds
materialise and take shape, or that the effect of boundary, surface and fixity is produced. To say that feelings
are crucial to the forming of surfaces and border is to suggest that what ‘makes’ those borders also unmakes
them. In other words, what separates us from others also connects us to others™.

The dancer returns to face his audience and asks:

Would you like to try?

1. Gottschild, B. D. (1998). Digging the Africanist presence in American Performance: Dance and other contexts. Praeger. 2. Akinleye, A. (2021). (re:) claiming ballet. Intellect.
3. Horton, M., Freire, P., Bell, B., Gaventa, J., & Peters, J. (1990). We make the road by walking: Conversation on education and social change. Temple University Press. 4.
Lorde, A. (2019). Sister outsider. Penguin Books. 5. Janet Panetta, ballet exercise from the workshop, “Deconstructing Ballet,” at ImPulsTanz Vienna International Dance
Festival (2013). 6. Akinleye, A. (2021). (re:) claiming ballet. Intellect. 7. Ahmed, S. (2015). The cultural politics of emotion. Edinburgh University Press.
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Cristiana de Marchi

[...]

The Junior Mourner (JM): What do nostalgia and
mourning have in common?

The Professional Mourner (PM): In both nostalgia and
mourning, you will experience the irreversible nature of
loss and the need to recover what you have lost.

JM: Would returning to the place where the loss is
physically embedded allow us to recover what we have lost
and provide some solace?

PM: The place of return is an impossible place, an absolute
absence because there is no place

to which you can return. Those who disappeared and the
space they used to occupy will continue to morph and shift.
The trauma of absence cannot be simply repaired by return.
This excess, this growth that happens when a person is cut
out of place and left out for decades, means that fitting the
person back into the cutout will not work. Merely returning
is not reparative; forms have continued to grow, and
cultures continue to develop... An excision of this excess is
not enough.

w Zentrum Fokus Forschung
University of Applied Arts Vienna

Chorus:

It is the living who bear the
consequences of the disappearance of the
dead, beginning with the funeral rite of
burial, with its symbolic farewell of the
deceased from the living.

Without this ritual, death can seem even
more atrocious than it already is. This
is what happens in wars, in epidemics:
mass graves make death anonymous. This
second brutal death is added to the
first, the natural death: the death of
the body coincides with the death of the
name, while in the funeral rite, we want
to recognize the symbolic value of the
name as what survives death.

It is the dead, not the living, who make
the longest demands: We die forever...

JM: How do I detach from the disappearance? How do |
separate from it?

PM: The disappearance of the Other whom you are
mourning, does not coincide with the separation from
the Other. The times of disappearance and separation
are disjointed: the pain of mourning shows that the lost
object is still present, a shadow that adheres to our lives.
JM: .. his absence is the most disturbing form of his
presence. It continues to exist in the most violent form
of regret, of memory, of yearning nostalgia, in short, of
a void that is impossible to fill. So how do I materialize
“a loss that is impossible to fill?”

PM: Think of the very work of mourning itself, through
its intensity and manifestation, as a potential way to
materialize the Absent.



Chorus:

“How can someone be influenced by
something that does not exist?”

PM: Consider the difference between grief and the work

of mourning: grief is a reaction to the trauma of loss that

can be denied or experienced in different ways and at
different times, but the work of mourning is psychic
work on the experience of loss that will ultimately free
you from the weight of your pain. The work of mourning
always implies a movement of disidentification from the
lost object as a prerequisite for making separation
possible.

JM: But the work of mourning requires closeness to the
dead. And, it is solitary work ...

PM: The labor of missing lies in structuring and
sustaining a conversation with an absence made
uncannily present when it is tangibly unavailable. But
this emptiness is not a negative, or passive absence but
rather an inaccessible presence, an object in excess,
physical, even if “intangible.” The labor performed by
those left behind, that of missing the disappeared
because they have outlived them is one of addition, not
subtraction.

JM (in a dreamy, subtle voice): ...missing the
undead... the discomfort of knowing they exist, yet are
inaccessible...

First theatrical appearance -
the mathematician:

A “negative absence” can be thought of as two
negatives, and two negatives cancel each
other out to form a positive, in maths as well
as in speech.

Second theatrical appearance -
the fortune teller:

“An object in excess” would be an
inaccessible presence, not an absence, but an
unattainable presence.

Third theatrical appearance -
the sculptor:

The labor of missing becomes an almost
sculptural process of working with the excess
of absentees — a push and pull with a surplus
of absence.

JM: This time that separates... the trauma of the loss
and its symbolic elaboration, this in-between time, is
that properly the time of the work of mourning?

PM: Yes, the time needed for the introjection of the
loss allows for an effective farewell to the dead person.
The transition between the first and the second death is
made possible by the work of mourning, the transition
between the irreversible disappearance of the object
and the separation from the object. First and foremost,
this in-between time excludes the possibility of rapid
mourning. There is no work that does not imply the
material depth of time.

Chorus:

In the work of mourning, remembering
necessarily also means suffering, and
passing through waves of psychic pain
is inevitable. It is a slow
metabolization of the loss through
our memory and the psychic pain that
it entails. The insistent presence of
absence does not oppose the
development of life but becomes a way
of placing within us the object that
is no longer with us.

Lesson #1

(@as a running luminous display, acting as a
panel)

The work of mourning imposes on the
subject a processing time that cannot be
measured or defined a priori. We only know
that the absence of the object has to be
crossed and recrossed several times before
it is registered symbolically. The work of
mourning never proceeds according to a
progressive linearity but rather through an
oscillation between the present absence and
the absent presence of the object, between
the past and the present.

Cristiana de Marchi is an artist and writer who
interrogates the void.
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serving Ancestral Anecdotes on the rocks

Corg George Demir

The act of gathering, preparing and serving food and drinks as communal hospitality to nourish one’s body and soul through ancestral recipes, traditions and communities is essential to the human

condition. Whether influenced by biological or chosen family structures, socio-economic class, palitical beliefs, religious or perceived ethno-cultural affiliations, geographies or nation-states. The wide

variety of ways in which people come together, what they consume, and how they consume is inherently shaped by the fragments of their socialisations and has, therefore, always posed a threat to

dominant societies. Divergent affiliations must, consequently, be regulated and controlled. In these deeply spiritual and complex ancestral practices that connect, transform and hybridize histories,

lies the potential to transform and reshape dominant narratives of ancestral formations.

On high seas and before the Kobes, we are all in god's hands. (cf. Karl May, 1884)

About 15 years ago, | became a descendant of an ancestral lineage of labourers, thinking | was only starting a job. As a bartender and waiter in Cologne, Germany, | was initiated into the traditions of

the so-called Kébes, the long-established servers of the Rhineland area. The job title Kobes is the Cologne version of the German name Jakab, speculated to have come from pilgrims returning from

their journey along the Camino de Santiago (in German: Jakobsweg) to Santiago de Compostela in Spain. They earned their travel money in Cologne'’s breweries and talked about their long journeys

while serving their guests. Traditionally, the Kobes is grumpy and borderline rude, though always with a tongue-in-cheek sense of humour. Their attitude could be explained by the fact that the

historical servers (having themselves returned from pilgrimage) did not know who the supposed higher-ups in the social hierarchy of brewery guests were, and thus treated everyone equally.

Immediately, | was introduced to a specific set of rules that had been handed down for centuries:

I. We are a Wirtshaus, not a Gasthaus. We (the “Wirt") are always right, not the customers (“Gast”).

1. If you don’t like someone, kick them out.

Ill. We are a family, so we take care of each other.

IV. Keep the drinks coming.

V. Put on the show of your life.

“Every table is like a new performance — an opportunity for a performance, you know. | didn’t have to be myself.

| could be whoever | wanted to be and then try to get as much money as | could. It was like a game. | like those kinds of games.
(Aubrey Plaza, 2019)

I. To always be right requires, first and foremost, an idea of who this constructed “we" is and an
agreement on what “right” should look like. It's about creating a shared identity and negotiating
how the space should feel. It's the responsibility to guide the time spent together between
servers and customers.

Jam-packed hip-hop night at the bar.

Guests: Can we get two Cosmopolitans, please?

Me: How about two bottled beers?

Guests: Um...but we want Cosmos.

Me: I don't think. They come in those annoying, fiddly glasses. If |made you two, you'd completely
spill them the second you turned around, and I'd have to annoyingly make them all over again.
You will have the beers and it's gonna be a much more fun night for all of us.

Guests: *they feel like there's friendly banter happening for the rest of the night and making tips

rain*

1. The responsibility of guiding the shared time and space together also implies the ability to
recognise when certain people do not want to follow the rules agreed upon that night. This not
only puts the constructed “we" to the test but also creates an “other” that is different from “us’

Guest: One beer.

Me: One beer what?

Guest: Nothing. Just a beer.

Me: A beer and what?

Guest: That's it!

Me: A BEER, PLEASE AND THANK YOU!

Guest: *tips an absurd amount of money out of embarrassment*.
Me: Thank you very much.

lll. The team you work with becomes kind of a chosen family with whom you spend most of
your time, created by an intimate bond of extreme stress, exhaustion and euphoria.

This family bond is most deeply cemented in a gesture of mutual care, when a shot of vodka is
handed to you unsolicited in a stressful or overwhelming situation.

Also, the moment when all the guests have left and it's just us and servers from other bars who
come by after their shifts, the first cigarette is being lit inside and our own music is blasting from
the speakers. That is the wind-down of ultimate intimate connection.

IV. Nights with low traffic are the worst. We are mostly just standing around, while our energy
levels drop, which is why the quality of our service slowly deteriorates. Every bartender and
server prefers a busy night because time flies and you enter into a symbiotic workflow with your
co-workers.

This symbiotic interactivity deepens over time, putting the entire team into an almost trance-
like state where routine gestures and movements, such as the specific way you begin to twirl a
bottle opener, take a bottle out of the fridge, shake a cocktail, or stack the glasses, turn into an
intricate intuitive ballet in which everyone moves around and through each other without any
verbal cues. You become an organism, knowing the individual characteristics of each cell and its
role within the collective being.

V. Putting on a show is basically just another version of being in charge of the space and creating
the atmosphere. You get to control everyone's night through the theatre play you put on for the
guests but most importantly for your own entertainment...and tips.

The easiest and most common show is to create inside jokes on the spot with certain guests,
making them feel as if they are somewhat a part of what's going on.

A more advanced version of a performance is to divide the crowd between you and your co-
worker, creating a kind of solidarity with you and inciting competition with the other side and
their server. In this way, you create a temporary army that is entertained on the one hand, while
competing on the other to see who can be the faster, funnier and better server. This is abviously
being measured by who gets the bigger tips, which eventually end up in our pockets equally

anyway.

sooo quick question: where are you REALLY from?
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The global community has been ravaged by a
plague that killed millions. Amid our

loss and grief, we are being gaslighted by the
technocratic capitalist agenda to labor towards
emulating a normalcy we once

knew but has been detrimental to our very
existence. Today, our cities are experiencing a rise in
crime, war, migration, and housing crises, which
have led to extreme poverty, homelessness, and
displacement. Inflation is causing starvation,
artificial intelligence is causing droughts, climate
change is triggering catastrophic wildfires and
floods, earthquakes are annihilating our cities, there
is no clean drinking water in the promised land,
children’s remains are unearthed, state violence is
policing women and minorities, the proliferation of
nationalist ideology has led to at 21st-century
genocide of an imprisoned ethnic minority, and we
await our demise as a deranged man hovers his
trigger happy finger over a nuke. If this sounds like
the setting of a dystopian science fiction novel,
regrettably, it is not. This is our current global reality,
which makes it difficult to conceive of a better
future.

Given the bleakness of our times, it is no surprise
that we are seeing a trend toward utopian futuristic
thinking and cultural production in the global
mainstream of contemporary art. The aesthetic
pattern does have its pessimists, who have made
acute observations and articulations regarding the
homogenization and the Anglo-centrism of these
artworks and their makers. Critics of the genre also
argue that it centers the experiences of the
racialized and marginalized diaspora in the West
and European world and fetishizes Western
technology rather than amplifying Indigenous
technology and epistemes. These are clear pitfalls of
ethnic futurisms, but we should not dismiss the
movement in its totality and overlook the
intersectional possibilities offered by the diverse
repertoire of practitioners in this genre. These
proposals contain promising solutions and
profound critique of power that we can harness to
enhance the quality of our collective existence and
transcend borders, nations, and languages. These
panaceas can be remixed, reconfigured, and
reimagined to attend to the idiosyncracies of
various localities. One must steer away from the
universalization of a racialized experience and a
one-size-fits-all solution because the reality is that
we do not all experience the world in the same way.
Nonetheless, it is important to acknowledge that
this renaissance of futurist aesthetics is topical and
posits a reactionary response to the racial,
gendered, economic, environmental, and
socio-political pressures of our time.

How can counter-futurism be conceived as an
emancipatory field of thought, research, and
practice? Working definitions of counterfuturism
have been articulated by Kodwu Eshun, Jussi
Parrika, and others, but | will add to this discussion
by articulating that it can be situated in the context
of decolonial, antiracist, and intersectional temporal
imaginaries.

The prefix “counter” foregrounds an opposing
stance to hegemonic and hierarchical discourses
that continue to reinforce the dehumanization of
the other, the other being any subject who deviates
from the default norm and privileged ethnic group
in a particular region. Moreover, counterfuturism
can be posited against the history of European
futurism, such as Italian Futurism, which notoriously
championed fascism, exclusionary nationalism,
sexism, fetishized war, and technological
advancement. Through the lens of counterfuturism,
we can take a resistive stance and offer a decolonial,
antiracist, intersectional standpoint as we can
reflect on the horrors of the past while moving
toward building a harmonious future.
Counterfuturism provides us with the vocabulary
and tools to look at the past, present, and future
with a critical and intersectional lens. It reminds us
that the work toward harmony, equality, and
reconciliation involves a continuous and active
practice that is never “finished.” However, certain
futuristic patterns are at risk of imagining the ethnic
and racial position as both universal and stagnant in
the future. Indeed, Sinofuturism, as articulated by
Lawrence Lek, and Gulf Futurism, as proposed by
Sophia Al Maria do present a stagnated dystopian
future. They posit that the future is now and visibly
apparent in the rapidity of technological
development, hypercapitalism, and in architectural
and urban design. On the other hand, Afrofuturism
and Indigenous futurism, as seen in the works of
Sun Ra and Skawennati, for example, propose a
vision of the future and temporal possibilities that
emphasize indigenous knowledge, technology, and
practices of pre-colonial contact. They travel across
dimensions, time, and space to reconnect with
ancestors and call forth deities and mythological
figures. These practices are not stagnant or frozen in
time. Instead, they suggest a future that shifts
power relations through the reclamation of time,
figures, language, and knowledge that colonizers
erased during the cultural genocide of the
Americas.

As described in the Introduction, the horrors of the
present day have caused many of us to
catastrophize the future. Therefore, any vision of
peace, stability, and call for access to basic needs
such as housing, food, and water appears to be a
leftist utopic vision rather than an essential human
right. But what would a utopian future look like, and
would we all agree that this is the future we want?
Economists argue that we are in a late capitalist era
and we await the inevitable collapse of capitalism,
but they have failed to offer us a sound solution for
the future. What happens after this collapse? Will
this future resemble Lilith's quest in Octavia Butler’s
Dawn or June’s in Margaret Atwood's The
Handmade’s Tale, or do we all become hunters and
gatherers and sustain ourselves on crops, spending
nights with our commune eating dinner over a
livewood table?

To achieve any of the goals set out by
counterfuturism and to start to pave the way for an
inclusive future, we need to address the main
criticisms of the movement. We also need to
develop greater forums for collective and
cross-cultural dialogue and knowledge production
to include the peripheries who thus far have been
omitted from existing repositories of knowledge.

In response, | have created the panel “Futurity and
Futurism: Disrupting Nation-Centrism “ which
consists of distinguished artists, activists, and
scholars assiduously establishing a discourse and
visual repertoire of counterfuturisms in the
international cultural landscape. The conversation
will add to the burgeoning field of counterfuturism
and meditate on the intersection of speculative
storytelling, autonomy, race, gender, spatiality,
temporality, and technology. Building on the
pathbreaking work of Afrofuturist theorists and
practitioners (Butler, 1987; Dery, 1993; Sun Ra,1974;
Womack, 2013; Eshun; 2003), the roundtable will
examine the trajectory of counterfuturism since the
20th century, its relevance in contemporary
discourse, and the emancipatory possibilities and
world- making of the framework. The following is a
list of prompts that | have written to generate a
dynamic conversation on the topic:

What is futurity? And how is it distinct from
futurism?

What are the legacies of counterfuturism?
What are its limits? How do we achieve the
emancipatory promises of this
framework? Is futurity a potential answer
to those limits?

How are cultural practitioners using the
tools and aesthetics of futurism to carve a
space for racial and ethnic autonomy and
sovereignty in the future?

What are the aesthetic and visual
properties that make up our collective
imagination and understanding of
progress in the future? Are these
properties anchored in the colonial
fetishization of science, progress, and
technology?

Do the spatiotemporal shifting capabilities
of speculative time travel allow us to
disrupt nation-centrism by connecting us
to multiple localities, communities, and
time periods in which we find ourselves?
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POST-DIGITAL ANGST - On Post-digital “Alterity” and “Hostility”

Otherness in the Post-Digital Age

Facilitated by the development of digital communica-
tion, we are ever more aware of the presence of the
Other in the digital milieu, yet it seems paradoxical
how one could also feel individuated and isolated si-
multaneously. The realization of the Other, is at the
same time the simultaneous desolation of oneself. As
one immanentizes such experience of Otherness, they
become what Emmanuel Levina called the “Other in
the same” (I'autre dans le méme) (Levinas, 1974/1991,
p. 25), thus alluding to “alterity” as an inherent and in-
tegral part of our subjectivity and existence. Are we not
always under the exposure of alterity while anxiously
struggling with it? How should one respond when con-
fronted with the Other? This is precisely the question
that underlies our intersubjective Angst. The sound
of a notification, often paired with a vibration, essen-
tially functions as a punch from the Other. Hearing the
sound and feeling the vibration often exposes us to an
affective intensity, an anxiety. The prompt of a notifi-
cation reminds us of the Other; that something and in-
deed, someone remains out of reach - perhaps a future
event to come or a person who seeks contact. Either
way, it remains a call from the Other, who awaits our
response.

On Post-Digital Hostility

In the face of the intersubjective Angst that sources
from the Other, the Stranger, it might be common for
one to react with hostility. For Karen Horney, Angst and
hostility share a reciprocal relationship, generating
and reinforcing each other (Horney, 1937, p. 72). When
confronted with a potentially hostile world, one is un-
derstandably “helpless” (Ibid, p. 60). For Horney, such
an experience of “helplessness” in the midst of an
“‘overpowering danger” remains the source of Angst.
It is common for such Angst to reciprocally provoke a
“reactive hostility,” leading to the production of an “ex-
plosive affect” beyond one’s control (Ibid, p. 67).

The persistence of hostility remains a major issue in
our online culture, where hostility often escalates into
violence perpetrated through social media. While such
symbolic violence often takes the form of hateful con-
tent, the dynamics of violence in the digital milieu are

o
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much more nuanced. The potential of Angst lies in
its ability to be transmitted, with Angst functioning as
both an intrapsychic and interpersonal affect. Thus,
the dispersal of one’s Angst could become a form of
“violence,” in the sense that whoever is subjected to
such dispersed Angst could be violated and trauma-
tized. While major trauma is often the result of direct vi-
olence against the individual, we can often encounter
micro-trauma from sensitive content circulating online.
On the one hand, such sensitive content could serve
as a source of thrill, where individuals get a sense of
excitement. On the other hand, it could lead to Angst,
which could be highly traumatic. By sharing and re-
sponding to such content, one enters a chain of vio-
lence, which could induce the further spread of such
“explosive affect”.

The ease of digital communication has obscured its
expressive power, and it is a matter of ethics, when
one should consider the content we share online.
Alarmingly, the current online culture involves a high
level of reaction without substantial reflection. While
it is natural to be captivated by affective content, one
should also approach such content as “affective han-
dle” for further contemplation. As the post-digital age
is saturated with aesthetic content (e.g., memes and
reels), the ability to extract knowledge from aesthet-
ics through cognizant reflection has become quintes-
sential. What makes us feel also warrants us to think,
and it is through contemplation that Angst becomes
Achtung.
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Leg | b| | |ty Joe O’'Brien
(to be read aloud, quietly, or with others)

| want to begin with a story. It's a story of making
out, of being made out, of becoming able to be
made out, and of not making out.

| want to begin with a story of demands for
legibility, and of the hazy responses we offer in
return.

| want to begin with a story like this, but a story
like this is a hard thing to do. It's hard because
stories promise sense. Stories promise sense,
they promise sense that can be shared and
sense that can be made - and the problems
with these promises?

They're problems of making out.

And | don't even mean making out meaning -

meaning is a whole different story.

| just mean making out what is said or written,
depicted or done. If you want to make meaning
on top of that, well,

that’s not my problem.

But the problem of writing, speaking, making,
and gathering clearly?

That, that is my problem.
In a sense, it's a problem of scribing, of scr|b|ng

inscribing, and re-scribing. And the thmg is, l,m
not a good scrlbe i

It's all a bit confusing really, or at least | hope it

is.

I hope it is.

| hope it is because I'm trying to grasp
confusion amidst all this talk of legibility, but
confusion is tough to grasp. | mean, there's
the confusion that sits just beyond the limit

of what is understood, and the confusion that
institutions and systems deploy to fatigue and
control. But, what about confusion in other

forms?

What about the confusion that we perform
or make present? What about the confusion
that's felt in our bodies - as, and through,
disorientation?

What about the confusion that we don't chase
away or try to resolve, and what about the
confusion which has made itself at home in us?

This is the confusion that | call to, this is the
confusion that | am trying to make out.

This confusion which exceeds its own
expression, this confusion which resists
legibility. This confusion that is as unwieldy as
it might be useful, and this confusion that is as
tough to hold as it is present.

Perhaps this confusion is ungraspable.

Perhaps it is that queer thing which always

fails to materialise when desired. Perhaps this
confu5|on refuses to be made Iegible -
‘.-perhaps llleglblllty is nts potentlal ;

; and -
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AND CONSERVA

|[ON OF

MORE-THAN-HUMAN ENTITIES
IN THE POST-CONFLICT

Marthin Rozo Castano

Key terms: Art and science, environmen-
tal conservation, transdisciplinary work,
post-conflict, Colombia.

Since the signing of the Peace Agreement in
Colombia in 2016, territories that were inhab-
ited by indigenous communities, farmers, and
guerrilla groups have faced a contradictory sit-
uation. Land restitution has, in part, been a cor-
rupt and arbitrary process that has attempted
to alleviate land dispossession during the con-
flict. Large areas are now in the hands of multi-
national mining companies, or a few landown-
ers dedicated to cattle raising, planting African
palms, and other monocultures that affect bio-
diversity negatively.

For non-humans, the presence of guerrilla
groups created a different kind of peace. These
armed groups took refuge in forests and jun-
gles and indirectly protected other beings that
inhabited these places. In the Colombian con-
text, which is so socially fractured by the con-
flict, the concept of “peace” takes on ambigu-
ous meanings in different social groups. This
situation shows that human peace is not the
same as non-human peace.

Biologists are now finding new species in these
previously inaccessible areas. With the arrival
of tourism, multinational corporations, cattle
raising, large-scale agriculture, and illegal de-
forestation, biodiversity is at risk, and protec-
tion measures are not strong enough. Conser-
vation is a complex task; the more disciplines
involved, the better.

w Zentrum Fokus Forschung
University of Applied Arts Vienna

For my Ph.D. in Artistic Research, | am inves-
tigating different ways to accompany and
strengthen conservation processes through
art. Building bridges of dialogue through art
with biologists and indigenous communities
in Colombia to conserve biodiversity and tradi-
tional knowledge is one of my main interests.
| question the notion of “‘conservation” in the
context of biology and project it in a broader
sense, working with isolated species and in-
cluding whole ecosystems with human and
non-human presence to achieve more sustain-
able approaches.

In this context, I'm exploring the creation of
links with artistic and scientific spaces to cre-
ate support networks and approaches to con-
servation from different angles.

As part of my research, | am part of a team
of herpetological biologists. We are developing
several research projects on Gorgona Island on
the Pacific coast of Colombia. It is an honor to
be the only artist in a group of biologists work-
ing on conservation. It is something | always
wanted to do, and now | am doing it through
art.

My role is to develop ways of communicat-
ing the research projects to the communities
around the island. | have complete freedom to
do this as part of my PhD research. My chal-
lenge is to break with the traditional way of
doing scientific visualization and bring in sen-
sitive elements of artistic research to create
more engaging and complex ways of commu-
nicating through my artistic work.
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KONSTANZE STOIBER
There Have To Be Bells

Opening: Friday, January 26, 2024, 6 p.m.
Vienna 1, Domgasse 6

The opening sequence of Ingmar Bergman's film Fanny och Alexander from the year 1982 shows the
young protagonist, Alexander, engrossed in play. In the candle-lit scene he is cautiously — as if in a stage-
performance — shifting figures around in his toy theatre, creating a variety of perspectives and
relationships. The shooting script of this film is displayed in Konstanze Stoiber’s exhibition 7here Have
To Be Bells and refers to a similar spatial situation that the artist creates with her presentation at
Domgasse 6. In this historic space characterized by its Baroque architecture, she has carefully positioned
recent works together with loans from St. Stephen’s Cathedral as if they were stage props. In their
arrangement and inter-relationships they capture and prompt reflections on Christian themes that have
undergone fundamental changes in the course of temporal and societal transformations. As in Fanny och
Alexander we encounter anachronistic religious customs and collective habits, which Konstanze Stoiber
links with the history of the gallery and that of the neighboring Viennese Cathedral of St. Stephen.

Possibly the most important symbol of the Cathedral (to which the Galerie St. Stephan, founded in 1954
by Monsignore Otto Mauer, owes its name) is the so-called Pummerin, St. Stephen'’s great bell. Originally
cast from cannon balls and re-installed following the destruction of the Cathedral’s roof timbering in the
Second World War, the bell stands for the construction of an identity-forming cultural narrative. The bell's
clapper, which was replaced in 2011, is a central element in the exhibition and, together with the pieces
of red glass from the Cathedral’'s Singertor [Singer Gate] which are also on display, forms in Konstanze
Stoiber’'s own words, “fragments of experiences of the sublime”. Mystical experiences thus receive a
spatial enhancement — the incidence of light from the heavens is enhanced by the intensive colors of the
stained-glass windows; or the miracle of the conversion of Saint Paul, to be seen on the Singertor, is
enhanced by the extraordinary dynamism of its portrayal in the medieval relief.

Around the religious objects Stoiber groups works of her own. The two diptychs — oil on canvas — act as
an atmospheric stage-set and thematize the interaction of staging, liturgy and dramaturgy. Conceptually,
they refer to the conversion of Saint Paul and are marked by the topography of the Holy Land and of an
imagined journey through the landscape of Syria. This mental scenery is supported likewise by desert
flowers that the artist collected in the Negev and the Judean desert regions and which she displays in an
historic showcase reminiscent of the presentation of religious relics.

The focus of Konstanze Stoiber's presentation is on a European society informed and shaped by
Christianity and its institutions. Her exhibition asks how identity-forming and societal rituals have changed
during the process of secularization and how much impact and influence historical religious sites still
have on our current-day experience.

GALERIE NACHST ST. STEPHAN
ROSEMARIE SCHWARZWALDER

KONSTANZE STOIBER, born 1999 in Vienna, lives and works in Vienna.

Stoiber completed a Bachelor of Fine Arts degree in Fashion Design and Painting at the Parsons School of Design,
New York City and Paris. She is currently participating in the Artistic Research PhD Program at the University of
Applied Arts, Vienna.

Her most recent exhibitions include: September. Reminiscence of a Journey to the Holy Land, Department for
Biblical Studies, Faculty of Catholic Theology, University of Vienna, Vienna (solo) (2023); She Only Likes Violence,
Galerie D., Romainville, France (solo) (2022); and the Parsons Paris Graduate Show: YMCA, Paris (group) (2021).

Zentrum Fokus Forschung
University of Applied Arts Vienna
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Fabian Weiss

Ideal Self: How We Use
Photography and Technology
to Present and Optimize
Ourselves

Supervisor: Margarete Jahrmann

Supersapiens. Or: The
search for a new definition
of a lifespan.

In contemporary Western societies, the
quest for longevity has become a central
preoccupation, shaping societal values,
ethics, and the very fabric of human exis-
tence. This pursuit is not merely a quest
for added years but a profound philo-
sophical and technological exploration

of life, its meaning, and its implications
for the collective human experience. The
relentless advance of medical science,
combined with a growing awareness of
healthy living, has sparked an unprece-
dented interest in extending human life.
Longevity is no longer confined to myth or
fantasy as it was in the past; it is a tangible
goal being pursued through cutting-edge
research, bioengineering, and a variety of
wellness practices.

This aspiration for extended life, howev-
er, comes with profound philosophical
considerations. At its core, the quest for
longevity prompts a reevaluation of the
fundamental nature of human existence.
What does it mean to live a full life? Is
longevity synonymous with a meaningful
existence, or is it merely an extension of
biological functions? And when can we
already speak of life today? These ques-
tions delve into the heart of philosophi-
cal inquiry, demanding reflection on the
interplay between quantity and quality

of life. But it also prompts us to question
what life actually is: does it have to consist
of flesh and blood? Can it be improved
or even completely transferred to anoth-
er thinking technical entity? Can we be
reanimated as disembodied spirits, an
eerie future that has become a reality in
the form of a growing field called cryon-
ics? In their work on transhumanism and
the future of humanity, the philosophers
Nick Bostrom and Stefan Sorgner, but
also entrepreneurs like Bruce Duncan, are
pushing the boundaries of what “human”
is or can be and how we have to reassess
humanity in light of emerging connec-
tions between technology and biology. In
addition, scholars such as Leon Kass and
Francis Fukuyama have contributed to the
discussion of bioethics, raising questions
about the consequences of manipulating
human biology.

Meanwhile, ethical dilemmas are emerg-
ing as the pursuit of longevity intensifies.
The possibility of extending life raises

complex questions about the distribution
of resources, accessibility, and the poten-

tial to exacerbate social inequalities. As
scientific breakthroughs enable some to
access life-extending technologies, ethical
considerations of equitable distribution
and social justice become paramount.
Moreover, it is not only the definition of
life that is changing, but also the defini-
tion of the “good life” itself. The pursuit

of longevity is challenging conventional
paradigms and leading to a shift toward a
more individualistic and temporally ex-
tended understanding of personal fulfill-
ment. As individuals strive for extended
vitality, societal values may evolve, redefin-
ing success, achievement, and the markers
of a well-lived life.

Generational dynamics will also change in
the wake of the current quest for longevi-
ty. With the prospect of dramatically ex-
tended life spans, relationships between
different age groups may undergo signif-
icant recalibration. Traditional roles and
expectations associated with different life
stages may become blurred as individuals
pursue prolonged careers, education, or
family responsibilities. The prospect of in-
tergenerational harmony or tension looms
large, prompting society to rethink estab-
lished norms and structures. In this area,
the work of sociologists such as Zygmunt
Bauman (Baumann 2017) sheds light on
the fluidity of modern societies and the
challenges posed by shifting norms.

But these discussions on an ethical or
societal level are few and far between, and
yet we still mostly yawn at the self-exper-
iments made public by flamboyant and
outspoken people like Dave Asprey, Bryan
Johnson, Ray Kurzweil, or Craig Venter.
Splashy headlines declare humanity either
doomed or saved, depending on the spe-
cific mix of technology and public opin-
ion: Elon Musk’s neurotechnology compa-
ny, Neuralink, has developed implantable
brain-computer interfaces that have been
quickly labeled as part of humanity's
doom (Drew 2024), while Oliver Zolman's
reverse aging procedures, including
young blood exchange, are winning
praise and admiration (Mikhail 2023). But
what we lack is a balanced and nuanced
debate on this topic, involving experts, en-
trepreneurs, academics, and researchers
alike, which considers the implications for
all of us, rather than waiting for the tech-
nology to trickle down to the masses from
the ventures of American billionaires.

The tension between promoting individ-
ual longevity and addressing collective
challenges raises questions about societal
priorities and the ethical obligations of
the privileged in an interconnected world.
In navigating this complex terrain, the
ethical dimensions of life-extending tech-
nologies come to the fore. Considerations
about the consequences of manipulating
human biology and the implications for
personal autonomy and identity require
rigorous examination. Thus, balancing the
desire for longevity with broader societal

responsibilities should become a cen-

tral philosophical issue in our societies.

A holistic approach to longevity must go
beyond the mere extension of biological
life. It requires a nuanced understanding
of the interconnectedness between scien-
tific progress, ethical considerations, and
societal values.

Right now, the very essence of what it
means to be human is at stake as our so-
cieties enter uncharted territories, raising
profound questions about the intersection
of technology, humanity, and ethics. The
contemporary longing for longevity un-
folds as a profound philosophical explo-
ration with far-reaching implications for so-
ciety. As humanity stands at the crossroads
of unprecedented possibilities, a holistic
and reflective approach is indispensable
in navigating the complex landscape of
longevity. My Ph.D. project advances this
debate by bringing together different
actors in the field (experts, entrepreneurs,
scientific researchers, philosophers, and
users) to contrast their views and thoughts,
while also highlighting how our bodies are
more and more guided by technology and
algorithms (Weiss 2022, pp. 70-101). It
raises the question of how the perception
of body and age is shaped in our society,
which is complicated by a range of tech-
nologies and the omnipresent need for
optimization and longevity, and asks how
we are being perceived when we change
the visible age factors of our bodies. By
presenting a different visual narrative and
looking behind the facades of polished
advertising images, my project will invite a
general audience to engage with different
narratives and positions and thus partici-
pate in a constructive exchange on highly
controversial issues surrounding factors of
longevity research.
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SPIRAL BIKE —
mobile concerts
and sound art in
public space

Riding a bicycle not only connects me to various districts and neighborhoods
of the city, but also offers a unique perspective on the urban landscape.
Suddenly, | become part of the diverse soundscape and constant flow of
vehicles that define our urban environment. Through my involvement in cycling
movements, | had the opportunity to encounter numerous communities,
especially in European and Asian cities such as Vienna, Graz, Ljubljana,
Timisoara, Shanghai, Beijing, Hong Kong, Seoul and Yogyakarta. In this way,
| become part of a music scene and cycling community in each city. These
include FLINTA* cycling communities, fixed-gear nightrides, and hardcourt bike
polo tournaments. In addition, my artistic practice focused on performing art
with bicycles, especially in public spaces working with sound and participatory
concepts of interaction. Experiences in creating artistic projects such as
Soundrides,' SPIRAL BIKE,*> Velodrome,® and BIOSPHERE* have provided a
diverse outlook on cycling engaged performances and mobile concerts in public
space.

In what ways can public
space be reclaimed through
sound art, performance and
collective cycling?

A current project | would like to highlight is SPIRAL BIKE, which takes place in
the Viennese bicycle spirals. Bicycle spirals are circular ramps on bridges that
allow cyclists to cross the Stidbahnhof Bridge, Brigittenauer Bridge, and Prater
Bridge with their bicycles. Entering a spiral means perceiving cyclists above and
below you and for me this have been always a powerful collective moment. The
center is characterized by an open space and when you stand in the middle and
look up, it is like standing in an arena and looking into a circular panorama with
several platforms.

Multiple cyclists and soundbikes inside the spiral, create a distinctive spatial
sound experience. Sound takes center stage, not just by moving around us but
through ascending and descending the spiral with the performers. This creates a
unique auditory experience and allows the spatial perception of sound through
different choreographies on bikes.

Moderation is a significant part, and | consciously invite the audience to listen
and try to direct their attention to the urban space and the various auditory
experiences. At the same time, the audience can take on different listening
positions and explore the location itself. It creates a relaxed atmosphere where
many things become possible, which would not be conceivable in a traditional
concert hall. Our perception is sharpened, and sounds are recognized as part of
the city, traffic, and infrastructure, becoming visible as layers of the performance.

As part of the SPIRAL BIKE project | invited various artists such as Jerobeam
Fenderson + hansi3d, Gischt, Fabian Lanzmaier and Jakob Schauer to collaborate
and play with various technical configurations. The initial rehearsals took place
with two Soundbikes near the Ernst Happel stadium in Vienna's Prater. Our
first setup was with just two speakers so that we could initially work with the
sonic characteristics of the Soundbikes. A performance at the Reclaim!*® festival
(STWST Linz, 2023) already involved two Soundbikes.

Since every rehearsal also requires performers to ride the Soundbikes,
the second rehearsal for the Brigittenauer Bridge included choreographic
rehearsals and a small setup of four Soundbikes. The focus of the rehearsal was
to understand the sonic properties of the bike spiral and the movement of the
Soundbikes within the urban architecture. The performance then involved two
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to four Soundbikes on the ground and two to four riding Soundbikes, with the
artists deciding how to divide their setup based on their experiences during the
rehearsal. In addition, | developed different movement scores for the performers
on the Soundbikes, sketching and test riding the choreography together with
experienced performers and bike messengers.

The Sudbahnhof Bridge, due to its architecture and acoustic conditions,
presented a more challenging environment and required an extension with a
multi-channel speaker ring on the ground, consisting of eight speakers and
two subs in total, in addition to the six mobile Soundbikes. Similar to previous
performances at Velodrome,® the ring could also be played as a separate layer.
During the rehearsal, both the ground speaker ring and the Soundbikes were
tested in the architecture of the Stidbahnhof Bridge a few days before the
performance.

SPIRAL BIKE was the first art project in the typically closed inner area of the bike
spiral of Sidbahnhof Bridge. Although it would have been simple to jump over
the fence, entry into the location required permission. Rehearsals were possible
with the agreement of the city of Vienna. However, many unknown parameters
cannot be rehearsed, primarily because the concert space of the bike spiral also
serves as a public space, and the bridge must remain accessible and open for
regular traffic. Of course, this creates interesting situations and sounds as well.
The surrounding and acoustic aspects of the architecture and the soundscape of
the city provide a setup for compositional ideas, movement, and choreography,
as well as interaction and participation of the audience.

These movements are simple but can have diverse acoustic effects. For example,
when a swarm of sound bikes descends the spiral at high speed compared to
slow movements while ascending. The choreography and number of performing
cyclists is derived, among other things, from movements in the Cycle Circle
Dance’ (Radreigen).

The idea that performers ride up and down during each concert, carrying sounds
through the levels of urban architecture creates a unique concert setting. The
audience is free to move within the spiral or simply sit in the center and observe
what is happening in and around the spiral. It is a traffic junction where a lot
happens, both visually and acoustically. When a person on a skateboard passes
by a Soundbike, or a car driving over the bridge, these sounds as the soundscape
of the city, overlay and expand the compositions and live performance.

The feeling of collective experience becomes even stronger when it is an
unknown place that is usually not used as a concert space. Performances in
public space not only create a different setting but also enable participation
and mobility of the audience in contrast to the classic performance or concert
space. Situations that are not possible in the concert hall become commonplace
in public space, such as an audience driving past or a change of location and
movement during the concert.

The short, almost flash mob-like appearance of a Soundride creates curiosity
among passersby. Usually, a very diverse audience is joining the ride and
therefore | pay particular attention to mixes of different styles. Soundrides
with Ventil Records,® Eastbloc Sound,® or arooo.records are also examples of
collaborations with experiemental labels and DJs.

Our mobile screen printing workshop, is inviting the audience to print their
T-shirts, and was dedicated to the statement: CAR IS OVER. The poster says:
Respect Existence or Expect Resistance. It aims to describe an inclusive and
feminist city, a city that prioritizes public transport, cycling, and walking routes.
A city in which cars take up less space and which becomes a living space for us.

How can cities be
reimagined through
collective listening?

Conny Zenk is an artist and artistic researcher exploring hybrid contexts between performance,
video, sound art, and urban space. Her work includes projects in Asia and Europe, numerous
collaborations in audio-visual experimental concerts, and transdisciplinary and transcultural
forms of action in public space. She is the founder of the art project RAD Performance.

RAD Performance, Soundrides, 2022, https://radperformance.at/projekte/soundrides-2022
RAD Performance, SPIRAL BIKE, 2023, https://radperformance.at/projekte/spiral-bike

RAD Performance, Velodrome, 2022, https://radperformance.at/en/projekte/velodrome-3
RAD Performance, BIOSPHERE, https://radperformance.at/en/projekte/biosphere-2
Reclaim!, STWST, 2023, https://newcontext.stwst.at/night_creature_s_deamons#symposium
Conny Zenk, Velodrome, 2022, https.://radperformance.at/projekte/velodrome-reclaim-2
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RAD Performance, Cycle Circle Dance Workshops, 2021,

https://radperformance.at/projekte/dance-your-bikeworkshops

8 Ventil Records, https://www.youtube.com/watch?v=_WYDjRIE3FI

9 RAD Performane, Mix by Opal Opal, Eastbloc Sound, https://on.soundcloud.com/Pb5jG,
https://soundcloud.com/rad-performance, https://ventil-records.com

10 RAD Performance, Mix by Sara Zlanabitnig, arooo.records,

https://soundcloud.com/rad-performance, https://on.soundcloud.com/bbTrF
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