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Introduction

The Dancer as Agent Collection invites an unwrapping of

TheDancerasAgentConference.Ofthesixtydancerswho

attendedtheconferenceinNovember2013,sixteenaccept-

edcommissionsfromDOCHtodraw,writeandspeakabout

ideasthathadbeenpresentthereandhavecontinuedroam-

ingsince,occupyingother timesandplaces.Twelvenum-

beredobjectsweremade, includingessays,conversations,

maps,films,materials,activetextsandavirtuallocationat

Oralsite.be,inwhichthecompletecollectionishoused.

  Usingavarietyofapproaches,dancersarticulatethedy-

namicinterplaybetweentheactofdancing,itshistory,the

languagesitgeneratesandthevaluesitbringstodailylife.

The collection creates a context in which the contours of

agencythatemergefromdancers’artisticpracticescanbe

bouncedoff,wanderedthrough,felt,fitandshared.
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WHAT´STHETIME?

RosalindGoldberginConversation

withChrysaParkinson

Rosalind Goldberg and Chrysa Parkinson were both in Stockholm at 

TheDancerasAgent conference, but did not have the opportunity 

to speak to each other much at the time. They met again during 

the course of three video phone conversations, initiated by Chrysa 

as part of the conference documentation, in mid-September 2014. 

These have been transcribed and edited. Rosalind was finishing 

her master’s thesis and rehearsing and Chrysa was in Berkeley, 

where she lives part-time. Chrysa also lives in Brussels and works 

in Stockholm, where she is currently heading the New Performative 

Practices MFA at DOCH, Stockholm University of the Arts. Chrysa 

is a dancer. Since these conversations Rosalind has graduated from 

the MA in choreography at HZT – Inter-University Centre for Dance, 

Berlin. She is based in Berlin and in Stockholm where she works 

within several collaborations, as well as alone. She also curates 

workshops and lectures in Berlin.

CP:SoIwantedtostartwithknowingwhereyouarerightnowin

theworld.

RG:IaminBerlinatmyhomehere,myapartmentinNeukölln.
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CP:Youarelivingthere.Thatisyourbase?

RG:Yes,Iammainlyhere.BackandforthsometimestoStockholm

andmorearoundinEurope.ButIammainlyhere,yeah.

CP:Andyouareworkingonathesis,amaster’sdegree?

RG:Yes,exactly.Iamfinishingmymaster’snow.EndofthismonthI

willfinishwriting.Thetopicisonthebodyanditsformationwithin

andthroughachoreographicprocessandevent,holdingontothe

notionofaffectinrelationtoGillesDeleuze.Ihavetodeliverthis

writingandthenIhavetodefendit.

CP:Andwhatistheprogram?

RG:Master’sinChoreographyatHZT.ItistheInter-University

CentreforDance,Berlin.Itisabridgeuniversity,acollaboration

betweentheoldeastartuniversity[HochschulefürSchauspielkunst

‘ErnstBusch’Berlin]andtheoldwestartuniversity[Universitätder

KünsteBerlin].Theymadeacollaboration,soithasthreedance

programs.

CP:Andhowmanypeopleareinyourmaster’sprogram?

RG:Weareeight.

CP:Doyouworktogetheralotorisitmoreindependent?

RG:Itisveryindependent,veryindividual.Andthegroupweare

alsoverydifferent.Imeanithasbeengoodthatwearesodiffer-

ent,inaway.Likeyouhavetofindawayofarticulatingyourwork

differently.Andwhenyouareinagroupofpeoplethatdoandare

interestedinthesamethingsmainly.Sothathasbeenverychal-

lengingbuthasalsosometimesbeenapitytonotreallybeableto

gointothedepthofthings.Sinceitismoredescriptionthanawork,

Iwouldsay.

CP:Andyouarenowbothmakingpiecesanddancingforother

people?

RG:Yeah,Ido.Atthemoment,IworkasadancerwithAnne-Ma-

reikeHess.Wehavebeenswappingrolesinthelastfouryears.Four

yearsagoIworkedforherinNever Ending up North [2010]and

thenmytwolastworksMIT[2013]andJump with Me![2014]we

collaboratedon–IwasthechoreographerandnowIworkwithher

againasadancerinthepieceTanzwut.

CP:Isitalwaysaduosituation?

RG:No,itisnot.ShealwayshasbiggergroupsandIdidasolofor

herandwhenitwasaduothatIdiditwasanotherdancerthatwas

partofthework.Soitisquitenicetofolloweachother.Wework

verydifferently,withdifferentstrategiesbutitisnicetohavesome-

onethatknowsyousowellyoucanbemoreclear,morestraight.

CP:Andfunctionally,whatdothoserolesmeantoyoubetween

eachother?Likewhenyouarethechoreographer,howdoesthat

change?ImeanIimagineithastodowithorganizationandfunding

andthose…sortofediting,directing…

RG:Yeah,thesekindsofthingsbutitisalsothatwhenIamthecho-

reographerIhavethefinaldecision.Iamresponsible,sothenwhen

IamadancerIfeelmyresponsibilitydifferently.Icanjustfeeda

certainidea.Idon’thavetohavethisoverview.Myroleistofinda
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wayofworkingitoutandgivefeedbackthroughmystrategiesor

understandingormyinclinationorallthesekindsofthingsinrela-

tiontoherideas.Andtofindaninterestformyselfandinsucha

waydevelopthework.WhendoingItrytoenablesuchasituation

soIcanreceivesuchfeedbackfromthepeopleIamworkingwith

soIcanfindhowIwanttodeveloptheidea.

CP:Whenyousay‘WhenIamdoing,’youmean…

RG:WhenIammakingchoreography.

CP:Whenyouarethechoreographer.

RG:Yep,yep.

CP:Thenyouaresettingupacontextwheretheycanfeedback

fromtheirsubjectivematerial,pointofview.

RG:Yeah,exactly.That’sveryimportant.BecauseIamworkingvery

muchwithdifferentwaysofconcentratingondifferentthingsand

thenwefunctionsodifferently,soIneedtohearwhatishappening

inordertoknowhowtogoon.

CP:IonlyeverworkasadancerorImaintainthat.It’sanidentity

ratherthanarole.IsayIamadancerandthenIdowhatever’snec-

essary–ifitmeansmakingmaterialorresearchingtheproject,even

directingotherpeople.WhatIamactuallydoingchangesalotbut

IthinkwhatremainsconstantisthatIconsidermaterialmyareaof

work.SowhateverI’mgiven,ifit’satextoramovementorasetof

relationshipsItreatthemasmaterialthatmightbeeditedorcutor

handledorreshaped.

  AtacertainpointwiththischoreographerthatIworkedwithfor

manyyearsinNewYork,TereO’Connor,Iremembersaying,‘Whatif

thistimewedidn’tworkwithafourthwall?Whatifthistimeweac-

tuallymadecontactwiththeaudience?’Andhesaid,‘No,notnow.’

AndIjustrememberfeeling‘but…but…’andthinking,‘Well,okay

that’snotthepiecethathe’stryingtomake,soifIwanttodothat

Ihavetofindanothercontexttodothatin.’Ilovethathisanswer

was,‘Notnow.’Itwassosure.

RG:Butareyoucalminthat?Don’tyouwanttobringitsomewhere

elsesometimes?

CP:No.Iamnotcleanlikethat.Igetagitatedanddisappointed

forsure.ButwhenI’mworkingwithanartistIrespectmylearning

curveisveryhigh.I’mgettingalotoutofthosesituations,soit’s

moreliketensionthanconflict.I’malwaysinterestedintheproblem

ofenactingandembodyingsomethingthatIamnottheauthorof

butamhavinganauthorialrelationshiptomyexperiencewithin.

Soallthistrainingindifferentwaysofseeingthings,differentways

offeelingthings,differenthierarchiesofperceptionissuperrel-

evant.Maybeinthissituationtheactualproportionsofmybodyare

extremelyimportantmaterialinrelationtothespace,whereasin

anothersituationthat’snotthecase.It’slessimportant:mysense

ofweightormysenseofcharacterorsomethingelseisthereal

materialIamworkingwith.TheyarenotalwayscomfortablebutI

getveryinterestedwhenthere’sarefusal,becauseitmakesavery

sharpline.That’salsowhyIworkformorepeople.Iprefertowork

inmanydifferentcontexts.

  Tojumpsortofquicklytotheessaythatyousentme[Rosalind

Goldberg,‘Whatonecanform–withchoreography’].Youdescribe

choreographyasaplaceinwhichit’spossibletomove,disturb

ordisplacediscursivestructuresthroughnewconstructedman-
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ners,whicharethemselvesforminganewmaterialityandinthat

way,newdiscourses[Frey,Steffen,Rosenthal,Väth(eds.),Gender 

Studies,2004].Thisquestionofwherethebodyisdetermined,

whatdeterminesbodyandwheretheresponsibilityforthatliesina

groupsituationwhereyoutakeroles–likeIamthechoreographer

thereforeIputtheseboundariesanddescriptivelanguageinplace

thatformabody.Infacttheperformerisformingabodyinrelation

totheboundariesorhierarchiesthathavebeenplacedonthemand

itmaynotalwaysbethebodythathadbeenimaginedorthathad

beenexpected.SothereisaresistanceorasKarenBaradsaid,“The

universekicksback.”Youcansaythatyourbodyisculturallydeter-

minedbutyourbodyisalsopushingback.

RG:Yeah,exactly.Imeandiscursivepracticesorhowthebodyis

determinedcannothappenalonesomehow.Somehavinganidea,

ofcourse,isalreadycomingfromsomewhereandmeputtingitout

ittransformsimmediately.

CP:Onceithitsmatteritjust…

RG:Yeah.Itisactuallythatwhatisinbetween.OrmaybeIcan

speakconcretelyaboutthepiecethatIdidwithAnne-Mareike,

calledMIT.Iwassettingupapracticethatwasbuiltonimagination

andthisimaginationwasfictional.Itwaslikedifferentairlayers.I

wasgivingherpictures,paintings,Iwastalkingherintoit.Itwas

abouttouchingthisairlayerorbecomingtouchedasawayof

explicitlyformingbody.Iwaswastriggeringherimagination.But

whattriggersherimaginationisnotwhattriggersmine.Icouldonly

continuetodevelopthispracticethroughthewayshewasrespond-

ingtowordsorpaintingsoreverythingIgaveher.Itwasalsovery

muchonherrespondingsensorium.Iendedupgivinghersomany

testssoshecouldstayinsidetherealmoftasksandimagination,

staywithinthatpractice.Thatwasthewayofpracticingthatprac-

tice.Wetriedtonotinfluenceitbythinkingabouthowitlooksor

understandingacertainaestheticorstyleorwayofacting.Instead

theideawastobesoconcentratedyouevencan’tthinkabouthow

it’sbeingperceivedwhileyouareworking.Anditistheworkthat

mattersandthematerialitythatisgeneratedthroughthatwork.

CP:Itisaverynicefeelingwhenthathappens.Thatalanguagema-

terialorsensorymaterialsomeonegivesyoucanoverridethesense

oftheimageyouareproducingorthattheimageyouareproducing

isnotaboutyou,butisaboutitsomehow.Myexperiencewiththat

leveloffocusisthatwhenanartisthasanexistingpracticeitisof-

teneasierformetoletgoofimitatingorgeneratingaperformance

imagethathasareference.Imean,Iprobablydothatanywaybut

maybeI’mnotworkingonthat.Butalotofthetimeinfreelance

situationsandinthekindofexperimentalworkthatmanyfreelance

projectsareengagedwith,theyarecreatinganewpracticeforthis

situation.Itisnotsomethingthathasalonghistory.Likeworking

withDeborahHayyouareenteringanartist’spracticeorworking

withAnneTeresaDeKeersmaekerIamenteringapractice.Work-

ingwithZOOitwassortofinbetween–thereissomethingexisting

butitisalsochanging.WithMetteIngvartsen,therewasapractice

thathademergedquiterecentlyandwejumpedonit.Workingwith

AndrosZins-Brownewehadnopracticeforwhatweweretryingto

do.Wedidn’tknowhowtodoit.SoIwonderhowyouestablished

whatyouweredoingasapractice?

RG:Ithadverymuchtodowithpracticingconcentration.Sothe

fictionalairsystemwasatoolinordertodothat,butwhatwas

practicedwastheabilitytogothroughdifferenttaskswithinthat

system.Youcouldholdontothedifferenttools.Itwasaboutat-

tentiveness.Sometimestherecouldbesixthingsthatsheisatten-
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tivetobutthemainthingwasforhertostayinterestedinthetask.

Andifnot,ifshesuddenlywasnotinterestedinthetaskthenitwas

aboutfindingawayintotheworkagaininordertostayinterested.

CP:Soyouknowthequalityofmind–bothofyourecognizethe

qualityofmind.

RG:Thequalityofmind…whatdoesitmean?

CP:Wellpeoplethinkaboutitdifferently.LikeIthinkMegStuart

talksaboutstates,beinginastate.Ithinkofitas–whenyousaya

kindofconcentration–Icanimagine,‘Oh,nowIaminthisconcen-

trationandnow.’

RG:StateIthinkaboutasonethingmaybeorsomethingthatcan

travelbutinoneboundarythatisset.Iwasmaybethinkingofthe

fictionalairsystemastheboundariesbutthencanIconcentrate

onthemdifferently?HowcanIonlyfocusontheresistancethatis

imaginedinrelationtotheair?OrhowcanIonlyfocusonwhatit

doesundermyarmpit?OrhowcanIonlyfocusonjuststanding

withinit?HowcanIfocusonallthesethreethingsatonce?How

canIallowmyselftobeinthatbutnotbeinterested,sotoactually

goout–thisisalsopartofit.SoIaminterestedinnotonlytobe

concentratedconstantlybuttoallowtheconcentrationtotraveland

tohavedifferentintensitiesandtoalsohavethepossibilitytogo

out,andthenhowlongdoesittaketofindanentranceagain?And

whatdoyoudointhemeantime?Asawayofbeingsoattentive

youdon’tthinkabouttimeanymoresomehow.

CP:SoIguessinworkingwithAnne-Mareikeyoufoundthelan-

guagetocreateaconditionwherethatconcentrationwaspossible.

Withanotherpersonyouwouldhavetofindanother…

RG:Yeah,Ithinkso.Atthesametime,whenIamworkingonthis

nextproject,againwithattentiveness,wehadsimilarstrategies.But,

ofcourse,Anne-Mareikeneedsherspecificonesandotherpeople

needtheirones.Itjusttakessometimetofindoutawayofrelat-

ingtothatworkandthenawayoftrustingortrustingtobebored

whendoingsomething.Itisawayoffollowingeveryinterestina

specificthemesotheideaitselfcanconstantlybematerializedand

alsogetahistoryinthebody.Ofcourseitisahistoryinthebodyif

youaregoingtodoitoverandoveragainbutitisnotabout‘the’

concentrationitisabout‘handling’concentration.That’swhyItalk

aboutconcentrationinsteadofstates.Concentrationcantravel

throughmanydifferentstatesandI’minterestedinthetraveland

theexperiencingofthattraveling.

CP:Itcouldbeanongoingpractice,thatyounoticewhileyouare

havingdinnerwithyourfriendsorfamilyoronthebusorinthe

studioandthenthechoreographybecomesalocationinwhichthat

practiceisengaged.

RG:Yeah,absolutely.Ithinkso.

CP:Andtheinterestinmulti-attentivenesscomesfromwhere?How

doesthatariseforyou?

RG:Howtobeonstage.Alsowhatisbodyandhowdowepresent

thebodyonstage?Andwhenthinkingofthepracticeforthisair

system,thinkingofasensorialbodythatisconstantlychanging–

howcanwebeanactivebeing?Howcanthatcontinuewhenwe

meetonstage?Howcananideabepresentedratherthanrepre-

sented?Thathasbeenabigquestionforme.Howcanthework

continue?SofromthatIwasthinkingofattentivenessasawayof

workingwiththeidea,presentingtheidea.
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CP:Becauseitescapesanyrepresentationifyourattentionisable

tobemultithenthereisn’taparticularformithastotake.

RG:Exactly.Ofcourseyouwillnevercomeawayfromrepresenta-

tiononstage;assoonasthereissomethingthere,itisapicture.

WhenAnne-Mareikeisperformingit’sanattempttonotgointoan

ideaaboutwhatitis.Butdoit.

CP:That’saveryexcitingthingtonurture,topracticestrongly.

RG:ButsothereIwouldtalkaboutitasapractice.Areyouagree-

ingonthat,or?

CP:Yes.LatelyI’vebeennoticingthatalotofdancetraining,even

themostcontemporaryforms,emphasizeconcentrationover

awareness.Becauseconcentrationisatool,sometimesyouneedto

concentrateonsomethinginordertobringitintogeneralaware-

ness.ButInoticethatperformersdevelopanappetiteforconcen-

trationthatsometimesoverwhelmsthepossibilityofawareness.If

thatmakessense.Thatthesatisfactionofholdingathoughtinyour

mindorholdingthenecessityofanactionorreallyfine-tuningyour

perceptiontoonethingatatimeislikeweight-liftingorsomething.

Nottobepejorativebutitproducesasenseofworkandfocusand

clarityandthatyouaremakingonethinghappen.Butactuallyper-

formancessometimesaresofragileintermsofthecontextyoucan

createforaconcentrationtoactuallyfocusandhappen.Thesitua-

tionofperformanceinvolvessomanytypesofconcentrations,that

sometimesIthinkmovingtowardshavingamoreporousattention…

Ithinksometimesitisahardmove,togofrombeingtrainedinto

reallyworkingonperformance.AndIthinkitisthekindofhidden

pleasureofperforming,thatonstageyougettobeawareofmany

manythingsatonce.

RG:Yes,ofcourse.Theworkssomehowsetstheframeofpossible

thingstobeattentiveon.Butofcourse,intheperformancesitu-

ationthereissomuchmore,whichisgreat.Inthatmomenthow

doestheworkmeettheaudiencesomehow?Thereisthepractice

thathasbeendone.Andthenthereisthemeetingwhichis,of

course,alsocallingattentionandischallenginginthiscasethe

multi-attentivenessbyAnne-Mareike.Butitisinbetweenthemthat

somethingishappening.Inbetweentheaudienceandtheperformer.

CP:Youprovideasurfacethathasacertainkindofstickinessasa

performerandhopefullysomeattentionswillsticktoyouandoth-

ers,maybenot.Butyoucan’tcontrolthatatall.Thatisthecurious

thingaboutperforming:youhavetobeveryveryspecificandatthe

sametimenoonebutyoureallyhastobe.Theyarefreeto…

After speaking a bit more about their daily lives, Rosalind and 

Chrysa ended their first conversation and resumed the next day. 

Chrysa asked Rosalind if it would be alright to build a portrait of her, 

asking questions about her background as an opportunity to bring 

out detail about a person who is not well known. Rosalind laughed 

and agreed.

CP:Doyouhaveabackgroundinclassicalforms?Didyoustudy

moderndanceandballet?

RG:Yes,Idid.IstartedwithIsadoraDuncandance.

CP:Metoo,that’sfunny.InStockholmorwhere?

RG:InStockholm.WithKathleenQuinlan.Shehadthechildren’s

companycalledLillaBaletten–thesmallballet.Soweweredancing
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originaldancesbyIsadoraDuncan.ShegottheheritagefromLisa

Duncan–shemetherandcametoStockholm.Sothatwasmystart.

CP:Didyoustartveryyoungwithher?

RG:NoIstartedwithherwhenIwastwelve.BeforethatIwasdoing

children’sdance.

CP:Whatdoesthatmean,children’sdance?

RG:Itwasrunningtomusic.Stoppingwithmusic.Following

rhythms.Ididtheeurhythmywithchildren’sdance.Itwasalittle

morefreeandtolivemusicandallthesethings.

CP:Inadancestudio?

RG:Itwasinabigatelierwithawoodenfloor.

CP:Wasitjustyouchildren?Didyouseeadultsdancing?

RG:No,itwasonlyusandtheoneleading–anolderwoman.Itwas

veryexcitingbutonlyafewyears.ThatwaswhenIwasfiveandsix.

AndthenIhadagapandthenIstartedagain.

CP:Doyourememberwhatyouwereinterestedininthatgap?

RG:Iwantedtodancebutwewerelivinginthecountrysidesoit

washardcomingintothecity.AndIhavesomanysiblingssoitwas

impossiblemainly.Iwasgoingtoschool.Iwasdreamingalotand

hadaplanformyfutureatthesametime.

CP:Doyourememberit?Yourplanforthefuture?I’vealwayshad

animageofwhatdancingwasgoingtobeandthat’salwayschang-

ing.Itgivesmefaithindanceasaform.

RG:Imageswhiledancing?

CP:Wellyes,I’vebeenveryconfrontedbyhowdifferentwhatI

actuallydoisfromwhatIimagine.Butno,Imeantofwhatthelife

wouldlooklike,whatIcouldexpect.TheIsadorastory,definitely–

butalsoMargotFonteyn.Shewasveryhumbleaboutherskillsand

verypoeticinhowshethoughtofartandmovedthroughtheworld.

Therewasabiography,andatnineyearsold,thatwasmyimageof

adancer:agroupofpeopleinthe1940sstandinginfrontofatiny

airplanewithcoatsongoingsomewhere...

RG:OfcoursetheIsadorapicturewasveryclearforme.Howto

bringforthanideaorideal.Thishasbeenfollowingmesoclearly

becausethatwasthestartingpoint.

CP:Thatwasthefirsttimeyoumetanideologyindance,probably.

RG:Fromafar,therearealltheseideasofwhatadanceris:hard

workandskills.Buttherewithher,dancewasmorethanthat.

CP:Iguessitwouldn’thavebeenthefirsttimeyoumetanideol-

ogy,butthefirsttimeyourespondedtoone.Youwerelearningthe

dances,right?

RG:Yes.Butnotonlylearningthedances:itwassoclear‘Now

Rosalind!Nowyou’rereadyforthisdance…NowI’mgoingtoteach

youthissolobecausenowyouhavetheexperiencenecessaryto

dancethissolo.’Itwaslikeamystery,whatkindofexperienceIhave
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nowinordertobeabletodancethissolo.WhycanonlyIdance

thatandnottheothers–whydoesittakesolonginorderformeto

beable,orallowedtodothissolo?Soitwasalsoembeddedinbe-

ingchosentodothedances,theideologywassothere,sopresent.

CP:Didyoubegintounderstandatacertainpointwhyyouwereor

werenotreadyforthosedances?

RG:InonewayofcourseIhadbeenspeculating!Butinanother

wayIwasthinkingIwastooyoungforallofthedances.Wewere

children!Liketwelve,thirteen.ButIwasdancingwithKathleenuntil

Iwastwenty-one,sothat’salongtime.

CP:Attwenty-onethat’sahugeportionofyourlife.

RG:Yes.ButinrelationtoIsadora’sstory,withallthosecomposers,

lovers,tragedies...Ithoughtofmyselfastooyoungwhenreflecting

onitlater.Iwoulddancethemnowcompletelydifferentlybecause

theyaresofulloflifeanddeath.

CP:IhavethefeelingthedancesIdidwerechildren’sdances.ButI

wasonlydoingthatforacoupleofyears.

RG:LateronwedidtheBrahmsevening,fullofsolos.Youwouldget

todooneortwo.Butfirstwedidthechildren’sdances:mainlythis

‘childrendancingonthetipsofyourfingers,’wavingflowersinthe

air.Therewerealltheseimagesembeddedinthemovements.

CP:Iwasnotatalltrainedinit,itwasastartingpoint.ButIdofeel

thatthewayofmovingthatIfoundthere,myfirstwayofmoving,

hasleftstrongtraces.Inphotosfromthattimeit’sclear:thematter-

ingofthebody,thatwayofskipping,thegestureofmyhand,the

relationofuptodown...Ithinkthatform,Isadora’sapproach,orthe

Isadorable’sapproachisprobablywhatIgot[TempleoftheWings,

TheQuitzowfamily,BerkeleyCalifornia].Theycreatedaplace

wherethemovementofmybodywaspresentandmaterialand

familiartobothmeandtothem.Reallyverydifferentfromtheother

trainingIhadasachild,whichwastorefineandlimitthosemove-

mentrelationships–todefinethemintocertainflows,directionsor

affects.TheIsadorable’sweremoreaboutjustgettingyoutomove

howyoumoved.

RG:IrememberthatKathleenwassaying,‘Rosalind,Iseeyou’re

thinkingaboutsomethingelse.’Concentrationisso taught.Youhave

toconcentrateonsomethinginordertoperformthiswork.It’snot

abouttherightpicture,itisaboutyourpicture.Ithastobeclearin

ordertoputitoutandmakeitalive.It’sasomaticapproachinaway.

CP:Didyoualsostudyotherforms?

RG:AtthesametimeIstartedtodanceBalletandJazz.Lateralso

moderntechniques.Welivedinthecountrysidebutclosertothe

citysoIcouldtakethetrainmyself.IwentintoStockholm,backand

forth,sixdaysaweek.

CP:Howoldwereyou?

RG:Aroundthirteen.

CP:Wasanyoneelseinyourfamilydancing?

RG:MymotherwasdoingEurhythmysothere’salinkbutshewas

comingfrommusic.Shewasapianopedagogue.Noneoftheother

siblingswereinterested.
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CP:IthinkIchosedanceasachildbecausenooneelseinmyfamily

wasdoingit.‘Mydomain.’Ireallylikedthat.Therewereplentyof

peopletoconnecttooutsidethefamilybutwithinit,nooneknew

asmuchaboutthisasIdid.

RG:Idon’tknowwhyitwassocleartomethatIshoulddance.I

knewIshouldworkwithart.DanceiswhatIcoulddothebest.Ihad

thisplanwhenIwastenyearsanditwasabsolutelycrystalclear.

‘IfinishschoolandthenIgotoartschoolinLondonandthenI’m

doneandImakeacareer.ThenatthirtyIwillstartmedicine.’Ihad

thisideathatIwouldbedoneforsomereason.ButnowI’mthirty

andIcontinue.

CP:Iremembersaying,‘YesIwanttobeadancerandIamgoing

tobeadancerbutImightchangemymind.’Ireallyamconfused

aboutwhetherIsaiditbecauseIthoughtitwaswhatadultscould

understandorifIsaiditbecauseIbelieveditbutIthinkitmight

havebeentoavoidhearingadultssay,‘Youmightchangeyour

mind.’Ijustputitintheremyself.

RG:Butyouneverchangedyourmind.

CP:Well,Ichangedmymindalot,butalwayswithintheform.It’s

meantextremelydifferentthingstome.Inyourfamilyyourmother

wasateacher,soshewasalwaysdealingwithmusicasanartform

andhowtotransmitthat.

RG:Shewasateacher,yes.That’sherwork.Myfatherworkedasa

dramateacher,buttheydidtheirownidealisticprojectontheside.

[laughter]Likepoet-evenings,theaterperformances,children’sper-

formancesetc.Theyhadtheirowngroup.

CP:Doyouteachnow?

RG:IfeellikeallthroughmylifeI’vebeenconcernedabouthow

thingsaretaught.Howyouarebringingoutanidea.Howareyou

makinganideabeunderstood?Maybebecausebothofmyparents

areteachersbutalsobecauseofhavingthesemomentsofunder-

standingsomuchthroughacertainwayofteachingandthenoth-

erswhereitdoesn’tfunctionatall.It’sactuallynottheform,it’sjust

howclosesomeoneistoacertainidea.

CP:Howtheyinhabitit.

RG:Thenitcanbesomanydifferentformsandhowyoucangetto

understandsomething,soweirdly...Justbecausesomeonehassuch

aparticularviewonsomething.

CP:Didanyofyoursiblingsbecomeartists?

RG:Yes,mybrother,he’satheaterdirector.He’sayearandahalf

olderthanme.Weareclosebutnotsocloseartistically.Wegot

educateddifferently,hestartedlater.Wearealwaystalkingabout

work,butIhaven’tbeensoclosetohimwhilehe’sworking.

CP:Idon’tknowenoughaboutSwedishculturetosaythingsabout

this.But.Itseemstomethere’saverystrongtraditionoftheater

thathasaverylonghistoryandalotoftheworkstayswithinthat

history.There’sacontinuousprogression,maybesometransforma-

tioninhowpeopleactandhowthingsaresetonstagebutit’svery

muchinlinewiththetradition.Whereasinmusicthere’sthisstrange

disconnectbetweentheclassicaltradition,whichpeopleareoften

quitefamiliarwith,andapopmentalitythatemergesfromit.They
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haveskillstheyputtowardadifferentkindofmusic.Indancethere’s

thisveryrich,inthatit’svarious,practiceof‘hobbydancing’where

peoplehavedanceclassesinschoolsandtheseongoingamateur

relationshipstodancebutthedevelopmentofacontemporaryex-

perimentalsceneindanceisnew.There’satraditionthathasmore

todowiththeaterindanceandthenthere’sthisnewthing.This

groupofpeopletryingsomething–sortofawkwardandexcited–

butthere’snotmanyrolemodelsinthatexperimentalapproach.

RG:There’ssomethingaboutStockholm,maybe.There’ssomething

that’sheldontoinrelationtohowthingsarepresented.Imoved

awayfromStockholmbecauseIthought‘IfIwanttoworkwith

danceIneedtogoawayfromhere.’OtherwiseIwouldstarttopro-

ducewhatwasthere.

CP:Irecognizethatfeeling.ButIhavedifferentthingswithit.Oneis

thatIcan’tfittheframeandtheotherisalmostlikeapremonitionof

disappointment.Ithink‘IfIstayhereI’mgoingtohaveaproblem.’

Ofcourseyoucan’treallyknowthat.Notbeingableisdifferentfrom

notwantingtodosomething.Theyhavesimilarresultsandprobably

similarsources.WhenI’m‘home,’Iknowthisidentity.Iseewhatthis

wouldproduce.It’snotthatIdisrespectanyonewho’sthere...

RG:Butofcoursethennotknowingwhatelsecanhappeninan-

othercontext...Howmuchcanonebeformeddifferentlybyanother

context...

CP:DidyouworkinStockholmasadancer?

RG:IworkedforhalfayearinStockholmbeforeIleftforBerlin.

CP:Soyourpathwasprettycleartoyouinthatway.Youwere

twenty-twowhenyouleftandyou’rethirtynow.Youhadanintui-

tionabouttherightplaceforyoutobe.

RG:Ididn’tthinkIwouldbeinBerlinforsuchalongtime.Ithought

Iwouldbedoneafterfiveyears.Iwouldcomebackandactually

havesomethingtobringwithme.Itwassoclear.ButIthinkI’ve

stayedbecauseyoucanformyourwayoflivingdifferently.There

aresomanypeoplegoinginandoutofthiscity,livingsomanydif-

ferentkindsofliveshere,indifferenttimes.Thisthingabouthow

youstructureaday.HowdoIwork?Whatismyrhythm?WhendoI

gotoastudio?WhendoIgoanddance?

CP:Writerstalkaboutthatalot.Withdancewehavesomeas-

sumptions.Wehaveatraditionalstructurefortheday,whichvery

fewpeopleactuallydoanymore.Twohoursofclassinthemorning

andsixhoursofrehearsal,whichisactuallyaverypeculiarsituation

that’sconsideredstandard.Whatdoesyourdaylooklike?

RG:Iwakeupquiteearly,aroundsix.ThenIgotothelibraryfor

fourhourstowriteandthenIgotorehearsaluntilhalfpastsix.It’sa

nicecombination.It’stiringbutIreallyenjoythinkingaboutmyown

work,writingandthenworkingforsomeoneelse.

CP:It’sgreattoreflectandthenactandthatthey’renotexactlythe

samematerialsthatyou’reworkingon.Oneofthethingsthatinter-

estsmeaboutthewaypeopleusethewordpractice,whatitmeans

tothem,istherelationtotimeandduration.Howtimespentdoing

somethingallowsthatthingyou’redoingtobecomeafilterfor

otherthings.Orjustwheresomethingisplacedinyourdaycreates

agroundthatyoucanpushofffrom.There’saquestionofconsist-
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encyandhowpracticesdevelopconsistencyandthenproduce

consistencyalso.

RG:IthinkIusepracticeindifferentways.It’sadailything,the

practiceofmybody.Thepracticeofreadingandthepracticeof

writingasthingsthataremyongoingsensitization.Beingsharper,

interested,available.Andthenthere’sthepracticeforapiece:a

certainwayofdoingsomething,ofpracticingconcentration.That’s

whatIwasthinkingaboutwithMIT–howtoconcentrateasaway

ofmeetinganaudiencewithamaterial,anidea.Thedevelopment

openedanideaandformedthematerialofanideaintoanother

materiality,acorporeality.

CP:Doyoumeananotherperson’scorporeality?

RG:Itcouldbeme.Thinkingofmyidea,ormind,assomethingthat

isalreadymaterialandtryingtomakeitintoanothermaterialinor-

dertohandleitdifferently.Totouchit,beabletoworkwithit.Ifind

thatthroughpracticeyoucanproduceacertainknow-howthatis

sospecifictotheidea.That’swhyIfinditinterestingwithpractice.

Theknow-howissoembeddedinthebodymorethanonthepaper.

CP:Itsoundslikeyouareinterestedintransformation.Thatthere’s

achangethatoccursinmaterializingthathasaneffectback.That

exchangechangesbothsidesofthematerialandconcept.

RG:Oneofthestrongestqualitieswithdanceandchoreographyis

theabilitytotransformanideatoamaterialityandthatwaytrans-

formtheidea,todisturbacertainunderstanding.

CP:Atsometimesmybodyspeakstomeverystrongly.Atother

timesnotsomuch.Ithastodowithcontexts–somearemore

aboutcreatingimagesoIgetmoreinvolvedintheimaginedprojec-

tionandmybodyisjustatooltoproducethatimage.Atothertimes

mybody’sactuallywheretheideaiscomingfrom.Ihavetoask.

Thosetakedifferentqualitiesoftimealso,Ithink–differentamounts,

differentexperiencesoftimeanddifferentconsistenciesoftime.For

mybodytoreallyhavethetimetotellmewhattodoorhowtowork

Ineedtospendlongeramountsoftimethere.Itdoesn’tgosofast.

RG:ThewholeMITprojectwasonlyfromthebodyandthepro-

cessofdescribingthatworkafterwardswassohard,tofinallyfind

words.ItwasthefirsttimeIreallygotafeelingforthegapbetween

whatIdoandthenamingofwhatIdoandtoreallyappreciatethat

gap.Nottobefrustratedbythat.

CP:Inrelationtotimeandformingtimeyouspokeaboutwatching

peoplemakealotofdifferentchoicesabouthowtheyarranged

theirlivesandthatthatwassurprisingtoyouandsomehowapart

ofthereasonwhyyou’restillthere.

RG:Yeah.Itwassurprisingtome.Stockholmhasastrongmain

rhythm:workingfromeightuntilfiveornineuntilsix.Andyou’re

freeovertheweekend.It’shardertochooseyourwayofworking.

ThisissomethingIgrewupwith.Butalso,doingadanceeducation.

Therhythmthat’simpliedinthat.

CP:Wherewasyoureducation?

RG:AttheBalettakadamieninStockholm.Itwasveryaffectingto

comehereandseehowpeoplewereusingthetwenty-fourhoursso

differently.Tomeitwasimportanttotrythingsout.
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CP:There’sanimpliedcritiqueofthestandardorganizationofthe

dancer’sday,you’requestioningit.AndI’malsointerestedinwhat

wasitaboutwhatotherpeopleweredoingthatinspiredyou,what

wastheactualdifference?

RG:Atfirstitwasmorejustafeeling.ThelifethatIlivethatisso

constructed,formsacertainwayofthinking.Training.Thengoto

rehearsal.Workuntilsix.Gohome.Weworkedexactlylikethatin

thebeginning.

CP:Butnowyoutogotothelibraryandwriteforfourhoursand

thengotorehearsalanotherfourhours.

RG:Thisisnew.I’venevertrieditouttosuchanextremebefore.

Dailytrainingisveryimportantforme.It’sanecessitybecause

thesetwothingsarehappening.Ihavetowrite.IfIdon’twriteI

won’tgetmymaster’sandIneedtogetmymaster’s.ButmainlyI

workwithAnne-Mareike,whonevertrains.Ineedto.Hertrainingis

theworkitself.Idomyowntraining.Veryregularly.InthisprojectI

wasinterestedinwhatitwoulddotomybodyifIonlydothis work,

notmytraining.Will‘thework’comeintomybodyfaster?IfIdon’t

domyownpracticeandjustgivemyselftoherpractice,thiswayof

training,seewhatkindofwarm-upthisworkactuallyneeds.Idon’t

know.It’sthefirsttimeI’mallowingthatformyselfrightnow.

CP:Whatisyourdailypractice,ortraining?

RG:Itstartedwithayogabase,butit’salotaboutfeelingweight

differently,sensing,goingin,sensitizingandthinking,articulating

frominside.TryingtobeparticularinhowImovesloworfast.

  Ineedalotoftimefortheweightshifting,sometimesitgoes

onforeverandsometimesIgiveitless.It’susuallyabouttwoortwo

andahalfhours.Dependingontheproject.Ididajumpingpro-

jectandweneededtostrengthenthewholebodysoIdidthatfor

myself.

CP:Didthatstartoutoftherejustnotbeingsomeoneyouwanted

tostudywithorwasitsomethingyoureallywantedtodevelop

yourself?

RG:Money.Nothavingthemoneytogotoclass.ThefirstyearI

washereItrainedwiththeSashaWaltzcompany.Ineededagroup.

Andhere,inthedailytraining,alotofpeoplecomewhodon’thave

dancetrainingsothatwasadecision,tobewithagroupthatare

trainingandwantdirectionandcommunity.ButIhadaneedtofind

acertaintimeinmybody.Notonlyinastructure.Ineededtobe

abletoquestionthetimeittookmetofeelsomething–asomatic

influence.

CP:Thatyourbodywasdeterminingthetempo.Youwererecogniz-

ingthefeedbackfromthebody.

RG:Tofinddifferenttimings.

CP:Whatdoyouthinkthatproduces?Weretherelimitationsyou

wantedtogetawayfrom?

RG:FirstitwastoquestionwhenIworkedthebest.WhenamI

mostcapable?WhenamIsmartest?AmIefficient?Howmuchtime

doIneed?Howmuchpressure?Howlittle?I’veunderstoodthat

beingsuperstructureddoesn’tproduce,forme,lotsofideas.Ihave

toworkcontinuouslyandmaybegetupatthesametimeeveryday

andworkacertainamountofhoursbutwhatishappeningwithin

thesehours?WhenamIworking,whenamItraining,whenamI
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workingwithothers?Thatneedstobejustifiedtoaspecificproject.

Eachprojectneedssuchdifferentthings.Toallowmyselftowork

onsomethingforayear,toallowmyselftobepoorinordertonot

havepressuretoproducethepieceinthattime.Theseeconomical

structuresthatareformingthetime...Icanbeverygoodinthat.I

canproduceveryfast.Icandothat.Butwhatdoesitdo?Whatisit

saying?Whyproducesomuch?Howcananideachangedifferently

ifIgiveitanimmenseamountoftimeorifIonlygiveitfivedays?

CP:Adaptingyouruseoftimetothekindofideathatyou’rework-

ingwith.JonathanBurrows,hecanworkthreehoursatatime

comfortablyandhecanworkanywhere,akitchenalivingroomor

astudio.Whenheworksit’sveryintense.He’llleaveanddosome

homework,playwithstructure,differentthings,butintheroomin

thosethreehoursyougetveryexcitedandverydisappointedand

throweverythingoutandstartoveragainoradvanceaninch.It’s

veryintense.ManypeopleI’veworkedwith,especiallywhenthey’re

workingintensivelyonimprovisationalpractices,theytakeverylong

workperiods.Onethingforthreehours.Thenanotheronething

foranotherthreehours.Jonathan’smicroandmacrostructuresare

veryclose.Thestructureandthecontentarenotsodifferent.With

otherpeoplearrivingatthecontenttakesalongtime.Andthenfor

somepeople,iftheyworkfortoolongonsomethingitbecomes

anotherpiece.You’vegottwopiecesinone.That’salsoanesthetic

parameter,inEuropeespecially,atthispointweliketoseedances

thatareaboutonething.Welikeaconsistentthemethatrunsall

thewaythroughandevenifthepieceisjustlikeapatchoffabric,

we’refine.InNewYorkinthe90s,pieceswerelikenovels.Allsorts

ofthingswouldhappeninonepieceandyoucallitonepiecebe-

causeyougaveitatitle.

[laughter]

RG:Thattendencyofaoneprincipleperformance,it’sverystrongat

themoment,butitalsofeelslikeit’snamedsoit’sonit’swaytopass.

CP:It’sgottenfragilebecauseit’sbeenrecognized.I’mtryingto

saythere’sadifferencebetweenartistswhoknowthisishowthey

liketoworkandtheyuseaschedulethatfitsthembecausethisis

howtheirworkgetsmadebestandartistswhochangetheirformat

dependingonwhatthey’reworkingon.Idon’tknowifit’sbecause

you’reayoungerartistsoyou’restillfiguringouthowyouwantto

makethings,orbecauseyou’reabletohaveacertainresistance–

youdon’thaveanidentitythatyouhavetocontinuouslyconfirm.

RG:Maybealsobeingscaredofthat,thisidentitythatneedstobe

confirmed,whatthatmightdotothework.Howtohandleitwhen

somanypeoplehaveinterpretationrightsbeforeyouaboutwhatthe

workshouldbe.I’msensitivetothat.Expectation,whatshouldbe

done,howfastthenextworkshouldcome.HereinBerlinthereare

somanypeoplecomingandgoing.Manyshootingstarsthatarefall-

ingfastagain.Youareeasilyknownquitefast,atleastinthecity,and

canreceivequitegoodfundingandthenit’sthreeyearsandgone.

CP:That’sveryhard.It’shardoneveryone–thepeoplewhodon’t

gettheattentionandthepeoplewhodo.There’saproblemwith

sustainability.

RG:It’ssomethingIrelateentirelytotimeandeconomy.Icanfeelit

comeintomyownwork.That’swhyI’msoconcerned.Whatisthat

timeforme?OfcourseIcan’tstepoutoftimeandeconomybutI

canatleastgotowhatI’minterestedin.Icandevelopthis,follow

thisdevelopmentandgiveitthetimeitneeds.Icanstaywithmy

workandnotbotherwithanythingelse.



3130

CP:CanyoudothatwithspaceinBerlin?Canyousayyouwantto

workforsixhoursadayforsixweeksandthenwithanotherproject

twohoursadayforayear?Ithinkit’sdifficultinsomeplaces.

RG:Ithasbeenpossibleherebecauseyoucanfindverycheapstu-

dios,likeverycheap.NowI’vebeeninuniversityfortwoyearswith

theseamazingstudiosthatIwillcontinuetogetfortwomoreyears.

They’rereallytryingtogivesupportwiththeirstudios.I’minavery

goodposition.Ihaveaccess.Soit’spossible.Butit’salsopossible

becauselifeischeaphere.Youcanliveaquitegoodlifeforlittle

moneyandhaveapossibilitytorentastudio.Ofcourseyouthen

acceptalifethatismaybenottherichestbutformethat’sfinefor

themoment.

CP:Alighteconomicfootprint.Youdowhatyouneedtodowithout

itcostingyouoranyoneelsealotofmoney.Youstayonasurvival

level,meaningcomfort,inspiration,community,mobility–allof

thosethings.Ifeellikethere’sanewgenerationofpeoplewhoare

notinterestedinbeingfamous,theywouldn’tmindhavingmoney

butthey’renotarrangingtheirlifearoundhavingahighincome.

RG:Ifeelthatinmyfriends.

CP:It’spartlynecessity.Theeconomycrashed.

[laughter]

RG:Idon’twanttoquestionfunding.I’mhalfbasedinSweden–it’s

fantasticwhatyoucanapplyforthere.It’saculturalpoliticsthatat

leasthasbeenquitegood.ButalsoI’mthinkingabouthowtorelate

tofunding–ImeanI’vebeenreceivingfunding,soIknowhowto

relatetothatbutthere’salsoatimeinthat–youhavetokeepa

certainrhythmofapplying.I’vebeenneedingtodecideformyself

aboutthat.IfeelthisrhythmandIshouldapplynowbutIdon’t

wanttoformulatetheideainthatwaybecausetheideaneedsto

goon,itneedstobeworked,itneedstogetmuchmorematerial

beforeIwanttosellit.OnceIgointothisapplicationit’salmosta

sellingmode.ThenI’moutsideofit.

CP:I’veheardthatit’smoredifficulttogetattentionfromthe

fundersinBerlinifyoulivethere,ifyou’refromthere.

RG:Idon’tknow.There’sjustsomanypeople.Somanycommuni-

tiesandsceneswithinthesceneandwaysofrelatingtoeachscene.

Butthere’ssomethingthat’shappeningherethat’snew.Inever

thoughtitwouldhappeninBerlinbecauseeventhoughit’ssosoft

andallowingsomuchinmanyways,italsohasthisveryharshas-

pect:keepingyourthingforyourself.

  ThisSwedishguyDanielAlmgrenRecén,hegotfundingfora

projecthewantedtodo,talkingaboutworkstrategies.Itwasatfirst

partofhisLifeLongBurningProject.Sohesetupameeting:How 

Do We Work It?Lotsofthingshappenedinthatmeeting.Heinvited

designersandchoreographersinordertotalkaboutworkandhow

todowork.Therewasacontradictionbetweenthedesignershe

invitedandallthesechoreographersheinvited.Thedesignerswere

sellingproducts.Therewasaclash,itdidn’tworkout.

  Therewasaclashinhowtorelatetoeconomybutthatwas

goodbecauseagroupformedtotalkaboutwork,aboutthirty

dancersandchoreographerscomingtogethertosharestrategies

andsupporteachother.Andnowthere’ssortofacommunitystart-

ing.Writeapplicationstogether,shareoffices,sharetexts.Wemeet

onceamonth,thefirstweekendofeachmonth.It’snew,itstartedin

June,andthere’slikethisrush,somanypeoplethatwanttojoin.

Let’sseehowlongitwilllast.
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