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Presentation

Circus arts are an art form like theatre or dance,
but have not yet a profound level of intellectual,
cultural and institutional recognition it deserves,
- in Europe as well as at national and local level.
Thereby political and financial support to this

- sectoris quite low and there are structural
weaknesses. There are strong imbalances in

. comparison to other creative areas, even when
comparing the realities between regions or

. countries.

Despite the growing success of circus by the
audience and programmers, circus arts are

- not covered by abundant literature, academic

. research, in-depth articles, reviews,... and artists
themselves often experience difficulties in
producing theoretical writing that communicates
their practice, their creative processes and their
productions. They rarely have the chance to

. exchange with critics and experts from the

- performing arts on theoretical or conceptual
terms.

Also, many art writers are clueless about

. contemporary circus. Cultural journalists don't
know the disciplines and techniques and overall

- they lack the contextual understanding to tackle
a piece’s dramaturgical choices, to reference

. other productions, or to interview artists creating
non text-based works.

That's why Circuscentrum and 9 important circus
festivals all over Europe conceived Unpack the
Arts. Unpack the Arts is a European project —
granted by Europe Culture — that provides
residencies for cultural journalists in the context

of twelve major festivals programming
contemporary circus. The goal of the project is
to facilitate the circulation of knowledge and
experience, to develop the critical discourses
of its participants, and to further the role of the
media within the circus arts and contemporary
society.

12 Residencies — 120 Articles
Unpack the Arts consists of 12 residencies in
8 countries, spread over 2 years (August 2012
— February 2014). Each residency is set within
the framework of a festival and follows the same
format: over the course of 4 days, the participants
contribute to a series of moderated thematic '
discussions, attend lectures by key circus experts,
see 3-5 shows, and meet with and interview
programmed artists along with a representative
of the host festival. After the residencies, each
participating journalist delivers one article. These
texts are collected, translated and turned into
an online, multilingual publication.

This 11th publication collects the texts of

10 European journalists who attended the
residency at London International Mime Festival,
London, UK, 9to 11 January 2014.

We wish to thank all participants and all
collaborators who made this residency a success.

KOEN ALLARY

Director, Circuscentrum (project leader)
YOHANN FLOCH

Adviser
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Contemporary
Circus — A View
from the Outside

ALEN BISKUPOVIC

Circus. For me, the first association is always the
happy mental image of a huge tent surrounded
by wagons, spectacular acrobats swinging on
the trapeze, hilarious clowns, jugglers, knife
throwers, skilful riders, and the general feeling
of euphoria and emotional exultation. Now,
contemporary circus is something completely

- different. What is it, then, you may ask. This is

- what | asked myself when | took part in the

- London residency organised by Unpack The Arts
¢ and Crying Out Loud for cultural journalists. It
was a privilege for me to be able to take part.

. Motivated by a lack of intellectual, institutional,
general recognition of contemporary circus as

a phenomenon, Unpack the Arts is a two-year

- project! designed to bring together cultural

. journalists and critics through a series of

: residencies, creating meetings where they can
exchange knowledge and experience, develop
critical discourse and bolster the role of the
media in contemporary circus. By presenting
the discussions we had, as well as the talks with
guests and the participants in the performances
| saw at the London International Mime Festival,
| will try to give a brief overview of circus art and
the thoughts and conclusions | have formed
from my perspective as a theatre critic who had
not had any previous contact with
contemporary circus.

1  Unpack the Arts (http://unpackthearts.eu/) is a European
project organising residencies for cultural journalists and theatre
critics in the context of ten major European festivals (twelve
residencies in eight countries as part of ten festivals: Ny Cirkus
festival in Copenhagen, Denmark; CIRCa festival in Auch, France;
Festival novog cirkusa in Zagreb, Croatia; Subcase in Stockholm,
Sweden; Hors Pistes Biennale and La Piste aux Espoirs Biennale
in Brussels and Tournai, Belgium; Cirko Festival in Helsinki,
Finland; Circusstad Festival in Rotterdam, Netherlands;
Humorologie, Festival of Emotions in Kortrijk-Marke, Belgium;
Edinburgh Festival Fringe in Edinburgh, UK; CIRCa festival in
Auch, France; London International Mime Festival in London, UK;
Subcase in Stockholm, Sweden).
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Suvremeni cirkus |
— impresije jednog
outsidera :

ALEN BISKUPOVIC

Cirkus. Prva asocijacija za mene uvijek je rado
videna mentalna slika velikih Satora okruZenih
kolima, vrhunskih akrobata na trapezima,
urnebesnih klaunova, Zonglera, bacaCa noZeva,
vjestih jahaca i opcéenito osjecaj euforijei
emocionalne ushi¢enosti. Medutim, suvremeni
cirkus je neSto sasvim drugacije. Pitate se 5to?
Upravo to sam se i ja pitao prilikom
sudjelovanja na londonskoj rezidenciji u
organizaciji Unpack The Artsa i Crying Out
Louda za novinare iz kulture koja se odrzala u
sije¢nju 2014. godine i na kojoj sam imao
privilegiju sudjelovati. Potaknuti nedostatkom
intelektualnog, institucionalnog i op¢enitog
prepoznavanja pojave suvremenog cirkusa,
organizatori su osmislili dvogodisnji projekt* s
ciliem okupljanje novinara iz kulture i kriti¢ara
kako bi ostvarili cirkulaciju znanja i iskustva,
razvijanje kritickog diskursa i povec¢avanje uloge
medija u suvremenom cirkusu. Kroz diskusije i
razgovore koje sam vodio s gostimai
sudionicima te predstave koje sam vidio
(London International Mime Festival), pokuSati
¢u ukratko dati pregled cirkuske umjetnosti te
vlastitih promisljanja i zaklju€aka iz perspektive
kazaliSnog kritiCara koji do sada nije imao
nikakvog doticaja sa suvremenim cirkusom.

Unpack the Arts (http://unpackthearts.eu/) je europski projekt
koji organizira rezidencije za novinare iz kulture i kazaliSne
kriticare u kontekstu 10 velikih europskih festivala koji se bave
suvremenim umjetnostima (12 rezidencija u 8 zemalja u sklopu
10 festivala — Ny Cirkus festival Copenhagen, Denmark; CIRCa
festival Auch, France; Festival novog cirkusa Zagreb, Croatia;
Subcase Stockholm, Sweden; Hors Pistes Biennale and La
Piste aux Espoirs Biennale Brussels and Tournai, Belgium;
Cirko Festival Helsinki, Finland; Circusstad Festival Rotterdam,
Netherlands, Humorologie, Festival of Emotions Kortrijk-
Marke, Belgium; Edinburgh Festival Fringe Edinburgh, UK;
CIRCa festival Auch, France; London International Mime
Festival London, UK; Subcase Stockholm, Sweden.
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History of contemporary circus,

or who are we?

- The term ‘traditional circus’ is generally taken to
. mean a family-run affair originating in the late
18 Century,? for the most part based on
demonstrations of equestrian skills, supplemented
- asyears went by with other acts such as rope-

- walking, juggling, trained animals... and the

- introduction of the ringmaster who ran the
evening's entertainment, announcing various
choreographed acts which all followed the same
dramatic arc: presentation, mounting tension,
the successfully performed feat...

The first circus performances took place in the

- open air, but as their popularity grew it became

- apparent that performing in the open presented

- technical problems. The crowds also grew in size.
The circus moved first into buildings and then,

- in the mid-19t Century, as the first travelling
circuses appeared, big tops were introduced. This
is the venue we still associate most strongly with
circus. New elements appeared in the early 20
Century. The tents grew in size, the acts were
performed simultaneously in several rings, and

- traditional dressage and equestrian skills gave

. way to the sensational acrobatic feats that are an
: integral part of every circus. In fact, the value of a

¢ circus was based on the quality of acrobatic acts
which thus became an independent discipline.

. After the initial wave of enthusiasm in the early

. 20 Century, circus art saw interest wane
(initially, the cause was the two World Wars,
followed by competition from the cinema, TV,
theme parks and other forms of entertainment).
In this context, circus barely managed to survive,
stigmatised as mere entertainment without any
artistic connotations.

© 2 Circus historians often disagree on the time when circus came
: into being, highlighting the similarities with the circus arenas in
ancient Rome (horse and chariot races, equestrian spectacles,
gladiatorial combat, trained animals...) that continued on in the
Middle Ages and Renaissance through the role of the fool, the
troubadour and the minstrel, ending with Philip Astley in the
late 18th Century as the father of traditional circus. For more
information, see: Croft-Cooke Rupert and Cotes Peter, Circus:
A World History, Paul Elek, London, 1976.

More on this topic in a comprehensive study produced by the
European Parliament’'s Committee on Culture, Youth, Education,
the Media and Sport, The Situation of the Circus in the EU
Member States, (ed) Division for Social and Legal Affairs,
Luxembourg, European Parliament, 2003.
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Povijest suvremenog cirkusa ili tko

SmMo mi
Pod terminom tradicionalni cirkus generalno se
podrazumijeva oblik obiteljskog posla koji je
nastao krajem 18. stoljeca?i pretezno se
temeljio na demonstraciji jahackih vjestina koje
su zatim tijekom razvoja u sljedecih pedesetak
godina nadopunjavane razliCitim vjeStinama
poput hodanja po uzetu, Zongliranja, dresurom
Zivotinja... te pojavom ringmastera (cirkuskog
direktora) koji je upravljao cjelovecernjim
spektaklom najavljujudi razliCite koreografirane
tocke temeljene na jednakoj dramaturgiji
(predstavljanje, rast napetosti, podvig...).

Prvotne cirkuske predstave odvijale su se na
otvorenom, ali s rastom popularnosti, tehni¢kim
nedostatcima otvorenog prostora i sve ve¢om
potraznjom publike cirkusi su prvo presliu
zatvorene prostore da bi sredinom 19. stolje¢ai
pojavom putujucih cirkuskih druzina usvojili
koncept vlastitih Satora (Big Tops) koje i dan
danas najcesce povezujemo s rije¢ju cirkus.
Rano 20. stoljece donijelo je jos inovacija.
Satori su postali ve¢i, program se odvijao

na nekoliko kruznih scena odjednom, a
tradicionalna dresura i jahacke vjeStine pocCele
su se povlaciti pred akrobacijama koje su
postale senzacija i neizbjeZni dio svakog
cirkusa, Cak StoviSe, vrijednost cirkusa se
mjerila prema kvaliteti akrobatskih tocki koje
su postale zasebna disciplina.’

Nakon prvotnog zanosa poCetkom 20. stoljec¢a
cirkuska umjetnost je dozivjela opadanje
interesa (prvotno uzrokovano prvim i drugim
svjetskim ratom, a zatim i pojavom
konkurencije u obliku kinematografije, televizije,
tematskih parkova i sli¢nih oblika zabave). U

Povjesnicari cirkusa Cesto se ne slazu oko datiranja nastanka
cirkusa upozoravajuci na sli¢nosti sa cirkuskim arenama u
vrijeme Antickog Rima (utrke konja i zaprega, jahacki spektakli,
gladijatorske borbe, dresirane Zivotinje...) koje su se nastavile
kroz srednji vijek i renesansu u obliku lude, trubadura i minstrela
da bi na kraju dosli do kraja 18. stoljeca i Philipa Astleya kao
zacetnika tradicionalnog cirkusa. Za dodatne informacije vidi:
Croft-Cooke Rupert i Cotes Peter, Circus: A World History, Paul
Elek, London, 1976.

Vide o temi moZe se pronadi u opseznoj studiji europskog
odbora za kulturu, mlade, obrazovanje, medije i sport pod
naslovom The Situation of the Circus in the EU Member States,
(ed) Division for Social and Legal Affairs, Luxembourg, European
Parliament, 2003.

ALEN BISKUPOVIC
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Societal changes resulted in the changes in the
perception of circus art. In the 1970s, a new
trend emerged: new circus. It strove to find its
place in the sun as an artform. In order to
achieve that, the performers introduced
changes to the dramaturgy, realistic
conventions, and allusions to the social
situation, at the same time relinquishing
spectacle and entertainment, and getting rid of
animal acts, in an effort to convey a message to
the audience through their performances. This
they achieved by introducing elements from
theatre and dance.* ‘New circus’ thus offered
the audience an experience more intimate than
traditional circus, because it was based on the
individual and their emotional journey,
foregrounding performance at the expense of
spectacle, demonstrating theatricality and the
narrative element lacking in traditional circus.®

Soon afterwards, in the 1980s, contemporary
circus emerged as the latest avatar of circus art.
Responding to the challenges of the times,
contemporary circus trod ever deeper into the
modern trend of interdisciplinarity, linking
traditional circus skills with postmodern theatre,
modern dance and visual arts. At that point, all
conventions of traditional circus were
abandoned, daring feats and spectacles were
replaced by discourse, conceptuality and
abstraction in a hybrid mixture that has precious
little to do with traditional circus. It is a form that
brings together all performance arts. Motivated
by the idea of greater intimacy and increased
artistic experience, and the blending of these
artforms, circus once again moved into buildings.

External problems in contemporary

- circus, or do they see us at all?

The swift development, almost an explosion, of

- circus art in the late 20% Century put this artform

4 More on the new circus conventions in Croft-Cooke Rupert and

: Cotes Peter, Circus: A World History, Paul Elek, London, 1976. or
Skjonberg Andreas and Camilla Damkjaer (eds), Documentation
of CARD: Circus Artistic Research Development, Katarina Tryck
AB Dans — forskning — utveckling, Stockholm, 2012.

The differences and changes that occurred between traditional
and new circus are discussed comprehensively by John-Paul
Zaccarini in his dissertation, Zaccarini John-Paul, Circoanalysis:
Circus, Therapy and Psycho-analysis, Katarina Tryck AB Dans —
forskning — utveckling, Stockholm, 2013.
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takvom kontekstu cirkus je jedva prezivio i
ostao obiljezen kao puko sredstvo zabave bez
ikakvih umjetnickih konotacija.

Promjene u drustvu dovode i do promjena u
poimanju cirkuske umjetnosti. Negdje u
sedamdesetim godinama 20. stoljeca javlja se
trend pod nazivom novi cirkus koji pokuSava
naci svoje mjesto pod suncem i nametnuti se
kao umjetnicka forma. Kako bi to ostvarili uveli
su promjene u dramaturgiji, realisticke
konvencije, refleksiju na drustvene prilike,
odustali su od Cistog spektakla i zabave, izbacili
toCke sa Zivotinjama te su pokuSavali ugraditi
poruke publici u svoje izvedbe 5to su proveli
uvodenjem elemenata kazaliSta i plesa u svoje
izvedbe.* ,Novi cirkus” tako je publici nudio
intimnije iskustvo od tradicionalnog cirkusa jer
se temeljio na individui i njenim emocionalnim
putovanjima, stavljao izvedbu ispred spektakla i
demonstrirao teatralnost i narativnost koju
tradicionalni cirkus nije imao.>

Ubrzo nakon toga, ve¢ u osamdesetim
godinama 20. stolje¢a javlja se drugi i zasada
posljednji oblik cirkuske umjetnosti pod
nazivom suvremeni cirkus. Odgovarajuci na
izazove vremena suvremeni cirkus jos je dublje
zagazio u suvremeni trend interdisciplinarnosti
povezujuci tradicionalne cirkuske vjestine s
postmodernistickim kazaliStem, suvremenim
plesom i vizualnim umjetnostima. U tom
trenutku potpuno se odustalo od konvencija
tradicionalnog cirkusa, podvizi i spektakli
zamijenjeni su diskursom i konceptualnoscy,
apstrakcijom, hibridnom mjeSavinom koja vise
niposto ne podsjeca na tradicionalni cirkus, vec
objedinjuje sve izvedbene umjetnosti zajedno.
Uvjetovan idejama vece intimnosti i
umjetnickog dozivljaja, a i mijeSanjem
navedenih umjetnosti, mjesto dogadanja su
ponovo postali zatvoreni prostori.

Vise o konvencijama novog cirkusa dostupno je u: Croft-

Cooke Rupert i Cotes Peter, Circus: A World History, Paul Elek,
London, 1976. ili Skjonberg Andreas i Camilla Damkjaer (red.),
Documentation of CARD: Circus Artistic Research Development,
Katarina Tryck AB Dans — forskning — utveckling, Stockholm, 2012.
O razlikama i promjenama izmedu tradicionalnog i novog
cirkusa opsezno je u svojoj disertaciji pisao Zaccarini John-Paul,
Circoanalysis: Circus, Therapy and Psycho-analysis, Katarina
Tryck AB Dans — forskning — utveckling, Stockholm, 2013.
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in an invidious position vis-a-vis the society and the
: profession. Generally speaking, the awareness of
what contemporary circus is has not spread

. among the public; people still associate it with the
meaning of traditional circus. Contemporary circus
artists will often insist it is their sole desire to have
- people approach them with an open mind,

- without the baggage of “assumptions and
prejudice associated with the concept of

- traditional circus and animals, abandoning the

- idea that street artists are just fire-eaters and

- those guys who twist balloons into various
shapes...”¢ They likewise encounter problems

- when they come to cultural centres and theatres
that have been more or less closed to them

- because of a failure to recognise circus as a new
artform. As a result, there is a shortage of demand
among the producers and organisers of various

- arts events and a shortage of financial support

- from the state.

Another problem arises from cultural policies

. pursued by various EU countries, where circus

- mostly falls under the bodies that normally deal

- with theatre and drama. In some countries, such

- asFrance and Italy, there are specific departments
in the civil service dealing with circus art, butin

© most countries that is not the case. In other

- words, there are no laws dealing specifically with
circus art. For the most part, the legal framework
. for circus is implemented at the regional and local
- level, which results in lack of common standards,
- forinstance in taxes and costs charged on the
circuses. Financial subsidies and grants are just as
- tricky. As there is no legislation, there are no plans
for dedicated financial support and grants. In

. some countries, circus is considered a cultural
activity (e.g. in Italy, France and Portugal) while in
- Germany, Austria and Denmark, circus has the

- status of acommercial activity and is not eligible

. for grants.” To say nothing of the recent financial

.~ crisis and the across the board cuts in the arts.

6  Floch Yohann, Postcards from Street Arts and Circus, Elanders,
: Sweden, 2011, p. 7.

More details about legislative problems facing circus art in
Zaccarini John-Paul, Circoanalysis: Circus, Therapy and Psycho-
analysis, Katarina Tryck AB Dans — forskning — utveckling,
Stockholm, 2013.
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Izvanjski problemi suvremenog

cirkusai ili vide li nas oni uopée
Brzi i gotovo siloviti razvoj cirkuske umjetnosti
krajem 20. stolje¢a doveo je to umjetnicko
podrucje u nezavidan polozaj spram drustva i
struke. Generalno govoredi, publika nema
razvijenu svijest o znaCenju termina suvremeni
cirkus ve¢ ga povezuje s znaCenjem
tradicionalnog cirkusa. Suvremeni cirkuski
umjetnici tako Ce Cesto isticati kako je njihova
jedina Zelja da im ljudi pristupe otvorenog uma,
da ne donose sa sobom pretpostavke i
predrasude povezane s konceptom
tradicionalnog cirkusa i Zivotinja, da ne misle da
su uli¢ni umjetnici samo gutacivatre i
oblikovatelji balona...c Jednako tako, s
problemima se susre¢u u kulturnim centrima i
kazaliStima koja su im zbog neprepoznavanja
nove umjetnosti dosada, manje-vise bila
zatvorena. Sve zajedno rezultira manjkom
potraznje kod producenata i organizatora
razli¢itin umjetnickih dogadaja te dovodi do
manjka financijske potpore od strane vlasti
Problem se javlja i u kulturnim politikama
razlicitih zemalja EU gdje cirkuska umjetnost
vecinom pripada pod tijela koja se bave
kazalistem i dramom. U nekim zemljama na
primjer Francuskoj i Italiji postoje posebni odjeli
drzavne uprave za cirkuske umjetnosti, ali u
vecini ne. Drugim rijeCima, ne postoje posebni
zakoni za cirkusku umjetnost. Vecina regulativa
za cirkus provodi se na regionalnom i lokalnom
nivou $to rezultira nedostatkom zajednickih
standarda za na primjer troSkove koji se
naplacuju cirkusu. Jednako tako, problemati¢no
je ipodrudje financijske potpore i dotacija. Kako
nema posebnih zakonskih regulativa, nema niti
posebnih planova za financiranje i dotacije. U
nekim zemljama cirkus se smatra kulturnom
aktivnos¢u (na primjer Italija, Francuskai
Portugal) dok se u Njemackoj, Austriji i Danskoj
smatra komercijalnom djelatnos¢u pa je
postojanje dotacija nemoguce,’ a recentnu
financijsku krizu i rezanje troskova koja se oCituje

6  Floch Yohann, Postcards from Street Arts and Circus, Elanders,
Sweden, 2011, str. 7.
Detaljnije o legislativnim problemima cirkuske umjetnosti
pisao je Zaccarini John-Paul, Circoanalysis: Circus, Therapy
and Psycho-analysis, Katarina Tryck AB Dans — forskning —
utveckling, Stockholm, 2013.
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In other words, contemporary circus has found
itself locked in a vicious circle. The only hope is to
persevere in the war of attrition, to the last man,
for the affirmation of their art. As an Australian
artist who participated in the CasCas (Circus and
Street Arts Come and See) project put it so
succinctly:® “Politics is important — ministers,
mayors and other people in positions to decide
public policy concerning arts and culture have a
huge impact, from larger companies and venues
right down to the independent performer and
small emerging company. So creating positive
one-to-one person-to-person relationships with
the people who have decision-making powers is
a very big part of being successful in cultural
projects.”

According to the reports produced by the

- organisations that deal with circus and various
cultural projects financed by the EU, the
situation has been improving recently, but it's
still got a long way to go.

Internal problems in contemporary

circus, or what is it that bothers us?
Contemporary circus art is not facing only
problems from the outside. There are major
internal problems, too. One of the key problems
is indeed the ill-defined sense of its own identity,
stemming from several levels: there are no
theoretical works to systematise circus art; there
is no real wish among the artists to artistically
explore creative processes; contemporary circus
art uses various performance art forms in its
creation, including skills that were originally part
of traditional circus, and yet they want to
disassociate themselves from traditional circus;
the educational system and practice in circus
make them feel like objects for sale.
Contemporary circus artists thus strongly feel
that they do not belong, that they are inferior to

8  The project was implemented in 2010/2011. The main idea
was to facilitate the meetings of performers, producers, critics,
selection committees, costume designers, etcetera, over a
period of six days in four partner countries; they were thus able
to explore various national contexts, present their work, and
mitigate the lack of intellectual and institutional recognition
of circus and street art. For more details, see Floch Yohann,
Postcards from Street Arts and Circus, Elanders, Sweden, 2011.

Floch Yohann, Postcards from Street Arts and Circus, Elanders,
Sweden, 2011, p. 34.
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na svim poljima umjetnosti necu niti spominjati.
Drugim rije€ima, suvremeni cirkus nalazi se u
zaCaranom krugu i jedina nada im je borba u
rovovima, jedan na jedan za afirmaciju vlastitog
podrucja 5to je najbolje opisao jedan australski
umjetnik, sudionik projekta CasCas (Circus and
Street Arts Come and See):® Politika je vazna

— ministri, gradonacelnici i ostali na poloZajima
koji odlucuju o javnoj politici spram umjetnosti i
kulture imaju veliki utjecaj, od velikih druZina i
kuca sve do nezavisnih izvodaca i malih druZina
u nastajanju. Tako da stvaranje pozitivnog
odnosa jedan na jedan, osobe naspram osobe s
ljudima koji imaju mo¢ odlucivanja, cini velik dio
uspjeha u kulturnim projektima.®

Situacija se prema izvjeStajima organizacija
koje se bave cirkusom i razli¢itim kulturnim
projektima financiranima od strane EU u zadnje
vrijeme popravlja, ali put je jos dalek.

Unutarnji problemi suvremenog

cirkusa ili $to nas sve muci
Problemi s kojima se susrece suvremena
cirkuska umjetnost nisu samo izvanjski. Postoje
i veliki problemi unutar same struke. Jedan od
najistaknutijih je nedoreceni osjecaj vlastitog
identiteta koji proizlazi iz nekoliko razina:
nedostaje teorijskih radova koji bi se bavili
sistematiziranjem cirkuske umjetnosti,
nedostaje Zelje medu samim umjetnicima za
formiranje umjetnickog istrazivanja kreativnih
procesa, suvremena cirkuska umjetnost koristi
se razli¢itim izvedbenim umjetnostima u svom
stvaranju, u svom stvaranju koriste se
vjeStinama koje izvorno potjecCu iz
tradicionalnog cirkusa, a tradicionalni cirkus je
ono od Cega se zele razlikovati, cirkuski
obrazovni sustav i praksa namecu im osjeca;
objekta na prodaju. Suvremeni cirkuski
umjetnici tako imaju izrazen osjecaj
nepripadanja i inferiornosti spram priznatih i

8  Projekt je odrzan 2010/2011. godine i glavna ideja je bila
organizirati susrete izvodaca, producenata, kriticara, izbornika,
kostimografa... tijekom Sest dana u Cetiri zemlje partnera
kako bi otkrili razlicite nacionalne kontekste, prezentirali svoje
radove i umanjili nedostatak intelektualnog i institucionalnog
neprepoznavanja za cirkus i uliénu umjetnost. Detaljnije o
projektu vidi u: Floch Yohann, Postcards from Street Arts and
Circus, Elanders, Sweden, 2011.

Floch Yohann, Postcards from Street Arts and Circus, Elanders,
Sweden, 2011, str. 34.
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recognised and established forms of art such as
theatre and dance. Even as they blend circus
skills with skills that belong to theatre, to dance,
to visual arts, they create a hybrid, a mix'n'match,
and they do not have their clearly delineated
place in the sun. The lack of recognition in the
society and lack of theoretical articulation of the
trend are not helping matters.

The generally held, albeit obviously wrong view
proposed by the circus artists is not helping
matters either: Efva Lilja articulated it in 2010 for
the CARD project®® (Circus Artist Research
Development): “We are artists who want to live

- theirart —we don't want to become scientists”.11
- Yohann Floch addressed the issue in his paper

. thatwas part of the same project. Floch drew a
distinction between the creative process and the
process of creation, explaining that both are
needed. The creative process requires the artists
to watch performances and films, see exhibitions,
read theoretical works, discuss issues among
themselves and with the critics, journalists and
scholars, undertake artistic exploration, while the
process of creation pertains to the actual goal of
creating a performance. As he explored the topic,
Floch concluded that circus artists are not used
to this idea: “artistic exploration they considered
as luxury: information, expression of curiosity,
experimentation and learning from other people’s
experience and discussion, rather than simply
creating a show as the ultimate and only goal”.:2

10 In her lecture, Lilja tries to explain the importance of artistic
exploration as a process that will bring about knowledge and
understanding, stressing that the methodology of artistic
process is a valuable source of knowledge for the profession
and the world at large. Through artistic exploration, artists
would contribute to a constructive criticism, establishment of
linguistic concepts, aesthetics and many other elements, and
would help the outside world understand circus artists and their
art. See Lilja Efva, ‘Tear down the walls, in: Skjonberg Andreas
and Damkjaer (eds), Documentation of CARD: Circus Artistic
Research Development, Katarina Tryck AB.Dans — forskning —
utveckling, Stockholm, 2012, p. 8.

Lilja Efva, Tear down the walls', in: Skjonberg Andreas and
Camilla Damkjaer (eds), Documentation of CARD: Circus Artistic
Research Development, Katarina Tryck AB Dans — forskning —
utveckling, Stockholm, 2012, pp. 8-10.

Floch Yohann, ‘Circus Artist and the Inferiority Complex’, in:
Skjonberg Andreas and Camilla Damkjaer (eds), Documentation
of CARD: Circus Artistic Research Development, Katarina Tryck
AB Dans — forskning — utveckling, Stockholm, 2012, pp. 109-
113.
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etabliranih umjetnosti poput kazalista ili plesa.
MijeSajuci cirkuske vjestine s onim kazaliSnim,
plesnim, vizualnim oni su zapravo hibrid svega
po malo, nemaju svoje jasno mjesto pod
suncem, a neprepoznavanje drustva i
nedostatak teorijske artikulacije o trendu im ne
pomaze.

Od pomodi nije niti prevladavajuce i evidentno
pogresno misljenje cirkuskih umjetnika koji je
povodom projekta CARD™ (Circus Artist
Research Development) 2010. godine istaknula
Efva Lilja: Mi smo umjetnici koji Zele Zivjeti svoju
umjetnost —ne Zelimo postati znanstvenici,** a
njime se pozabavio i Yohann Floch u svom radu
prilikom istog projekta. Floch je pri tome
napravio distinkciju izmedu kreativnog procesa i
procesa stvaranja objasnjavajuci kako su oba
nuzna. Kreativni proces pri tome ukljucuje
gledanje predstava, filmova i posjete izloZbama,
Citanje radova, medusobne diskusije cirkuskih
umjetnika, diskusije s kritiCarima, novinarima i
znanstvenicima, poduzimanje umjetnickih
istrazivanja, dok se proces kreacije odnosi na
konkretni cilj stvaranja predstave. Baveci se
tom problematikom Floch je zakljucio kako
cirkuski umjetnici nisu naviknuti na dio
umjetnickog istraZivanja koji smatraju
luksuznim: informiranje, izrazavanje znatizelje,
eksperimentiranje i ucenje kroz tuda iskustva i
diskusije, a ne samo jednostavno stvaranje
predstave kao ultimativni i jedini cilj.*?

Na jos jedan zanimljiv problem s kojim se
susre¢e mlada generacija cirkuskih umjetnika

10 Lilja u svom predavanju pokuSava objasniti koliko je bitno
umjetnicko istrazivanje kao proces koji ¢e omoguciti znanje i
razumijevanje, naglasavajuci kako je metodologija umjetnickog
procesa vrijedan izvor znanja za struku i vanjski svijet.
Umijetni¢kim istrazivanjem, umjetnici bi doprinijeli konstruktivnoj
kritici, formiranju lingvisti¢kih koncepata, estetika i mnogim
drugim stvarima te bi pomogli vanjskom svijetu pojmiti cirkuske
umjetnike i njihovu umjetnost. Vidi: Lilja Efva, ,Tear down
the walls”, u: Skjénberg Andreas i Camilla Damkjaer (red.),
Documentation of CARD: Circus Artistic Research Development,
Katarina Tryck AB Dans — forskning — utveckling, Stockholm,
2012., str. 8.

Lilja Efva, ,Tear down the walls”, u: Skjénberg Andreas i Camilla
Damekjaer (red.), Documentation of CARD: Circus Artistic
Research Development, Katarina Tryck AB Dans — forskning —
utveckling, Stockholm, 2012., str. 8-10.

Floch Yohann, ,Circus Artist and the Inferiority Complex”, u:
Skjonberg Andreas i Camilla Damkjaer (red.), Documentation of
CARD: Circus Artistic Research Development, Katarina Tryck AB
Dans — forskning — utveckling, Stockholm, 2012., str. 109-113.
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John-Paul Zaccarini has highlighted another

- interesting problem encountered by the young
circus artists, the generation that has been

- trained in circus schools all over the world.

As he considered the education system, he

- concluded that young circus artists, upon
completing their three-year coursework, must

- produce an act/show which they will have to

-~ sellin the circus world afterwards in order to

- survive: this fact generates enormous
psychological pressure with all kinds of

. repercussions. Young artists feel they are
objects for sale, and this destroys their feeling

- of subjectivity or authorship over their act/

- show, resulting in an internal conflict between

- the desire to become what they “must become”
in order to be bought and the desire to become
- what they “want to become” in order to realise
their art. Another problem is being part of a

- large troupe such as Cirque de Soleil. He
described the work of an artist in such large

- machinery as extremely frustrating because
artists can be replaced at any time: they are

. mere cogs in the machine. This makes them

. feel extremely insecure and, at the same time, it
reinforces the idea of an artist as an object used
for the realisation of someone else’s goals.3

- The two facts highlighted by Zaccarini may be

- directly linked with some of the conventions of

. contemporary circus. The fact that traditional
circus functioned as large machinery may have
. been one of the causes for the emergence of

~ new circus and of contemporary circus: a desire
. to stage smaller, more intimate performances
where circus artists are authors who interpret

- their art, not just objects to be used and
discarded. Likewise, there are no repertory acts
- in contemporary circus, because artists want to
be original and they believe only they can validly
- interpret their own authentic creations. This
may be the source of a major problem | saw as

- | watched the shows and attended discussions
at the London International Mime Festival:

. contemporary circus is in dire need of
contemporary circus directors.

13 Zaccarini John-Paul, Circoanalysis: Circus, Therapy and Psycho-
analysis, Katarina Tryck AB Dans — forskning — utveckling,
Stockholm, 2013, pp. 21-23.
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Skolovana na cirkuskim skolama Sirom svijeta
upozorio je John-Paul Zaccarini. Promisljajuci
0 obrazovnom sustavu dosao je do zakljucka
kako €injenica da mladi cirkuski umjetnik na
kraju svog trogodisnjeg Skolovanja mora
predstaviti toc¢ku/predstavu koju ¢e poslije u
svijetu cirkusa morati prodati kako bi prezivio,
stvara enormni psiholoski pritisak s razli¢itim
posljedicama. Mladi umjetnik tako razvija
osjecaj da je jednostavno objekt na prodaju to

mu poniStava osjec¢aj subjektivnosti ili autorstva

nad tockom/predstavom rezultirajuci u
unutarnjem konfliktu izmedu Zelje za
postajanjem sto mora postati kako bi bio
kupljen i Zelje za postajanjem sto Zeli postati

kako bi se umjetnicki ostvario. Jos jedan primjer

jeiproblematika djelovanja unutar velikog

ansambla poput Cirque de Soleila. Djelovanje
umjetnika unutar tako velike masSinerije opisao

je kao iznimno frustrirajuce zbog Cinjenice da

umjetnici u svakom trenutku mogu biti
zamijenjeni, da su samo dijelovi §to uzrokuje
iznimnu dozu nesigurnosti, a u isto vrijeme budi
se osjecaj ponovnog poimanja umjetnika kao
objekta koji se koristi u svrhu ostvarivanja
necijeg tudeg cilja.*

Ove dvije Cinjenice na koje je Zaccarini upozorio
mogu se izravno povezati s nekim od
konvencija suvremenog cirkusa. Djelovanje
tradicionalnog cirkusa kao velike maSinerije
moZda je bilo jedan od elemenata zbog kojeg je
doslo do potrebe za nastankom novog |
suvremenog cirkusa, to jest do Zelje za manjim,
intimnijim predstavama u kojima su cirkuski
umjetnici autori i vlastiti interpretatori, a ne
samo iskoriSteni objekti. Jednako tako
suvremeni cirkus ne poznaje repertoarne
predstave jer umjetnici Zele biti originalni i
izvorni i smatraju da su samo oni valjani
interpretatori svojih autenti¢nih djela. U
navedenom se mozda krije i uzrok vaznog
problema kojem sam svjedocio kroz predstave
i razgovore na London International Mime
Festival-u. Suvremeni cirkus nuzno treba
suvremene cirkuske redatelje.

13 Zaccarini John-Paul, Circoanalysis: Circus, Therapy and Psycho-
analysis, Katarina Tryck AB Dans — forskning — utveckling,
Stockholm, 2013, str. 21-23.
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There has been some progress in recent years,
. because some performers have now reached
the age where they can no longer perform and

. are turning to directing or to dramaturgical
work and theoretical thinking. But those are

- the people who have been circus performers

all their lives and they are hemmed in by their

. experience in a way. They need a new, fresh
ook from the outside, from someone who is

- familiar with their work, with the area, skills,

- advantages and faults, someone who at the

. same time has experience in dance and theatre.
- They need a new generation of directors with

. appropriate education, to help them shape the
ideas and forms they want to present to the

- audience. And yet there is a smidgen of
insecurity there, which we may again link to

- what Zaccarini has been saying. If there is a
director, she becomes an external eye, directing
. and shaping ideas, and there we have again the
parallel with the fear of the loss of authorship,

- the fear of becoming an object, a tool in the
hands of the director, as has happened to the

- actors in the director’s theatre — their fears are
- not unfounded.

- In order to move away from dry theory and
history of circus as arguments for the need to
. have an eye looking at it from the outside, and
illustrating other problems, | will now look at

. the visually spectacular and thematically topical
show staged by Compagnie Non Nova from

. France (the show is not without defects,
though), Vortex, with dramaturgy by Jean Luc
. Beaujault, set to Claude Debussy's music

-~ reworked by Ivan Roussel, featuring Phia

- Ménard as the performer, director,
choreographer and stage designer.

The show opens with a round stage; an

- oversized figure with a white mask concealing
the performer’s identity kneels in the middle.

- The performer wears a man’s suit and hat. The
figure slowly cuts plastic bags and glues them
. together creating an anthropomorphic figure/
doll (with arms, legs, body and head). The

- performer places the figure in the middle of the
round stage which is surrounded by fans. The

- fans blow air at the bag which is slowly blown

- up and comes to life before the spectators. As

™ W

Pomaci se dogadaju u posljednjim godinama

jer je odreden dio izvodaca dosegnuo godine u

kojima se vise ne mogu baviti izvodenjem pa se
sve viSe okrec¢u redateljsko — dramaturskim i
teorijskim promisljanjima. Medutim, u tim
sluCajevima radi se o ljudima koji su cijeli Zivot
bili cirkuski izvodaci i na odreden su nacin time
ograniceni. Potrebno im je novo, svjeZe vanjsko
oko koje poznaje njihov rad, koje poznaje
podrucje, vjeStine i prednosti i mane istih, a koje
ima iskustva s plesom i kazaliStem. Potrebna
im je Skolovana, nova generacija redatelja koji
¢e im pomoci oblikovati ideje i formu koju Zele
predstaviti publici. Medutim, i tu postoji
odredena doza nesigurnosti koja se ponovo
moZe povezati s Zaccarinijevim promisljanjima.
U slucaju prisustva redatelja on postaje
izvanjsko oko, on usmjerava i oblikuje zamisli i
ideje pa se ponovno moZe povuci paralela sa
strahom od gubljenja autorstva i postajanja
objektom, alatom redatelja — sli¢no se dogodilo
i s glumcima u redateljskom kazalistu pa njihov
strah nije neopravdan.

Kako ne bi ostao samo na teoretskim
promisljanjima i povijesti cirkusa kao primjer za
nuznost izvanjskog oka, a i ostale spomenute

probleme, upotrijebiti ¢u vizualno spektakularnu

i tematski aktualnu, ali istovremeno i manjkavu
izvedbu druzine Non Nova iz Francuske i
predstavu Vortex (Vrtlog) u kojoj dramaturgiju
potpisuje Jean Luc Beaujault, glazbenu
podlogu Claudea Debussya obradio je lvan
Roussel, a kao izvodac pojavljuje se Phia
Ménard koja ujedno potpisuje i reziju,
koreografiju i scenografiju.

lzvedba se otvara slikom okrugle scene na kojoj
kle¢i predimenzionirani lik s bijelom maskom
koja u potpunosti prekriva izvodacev identitet,
obucen u musko odijelo i Sesir. Lik polagano
reze plasti¢ne vrecice te ih lijepi stvarajudi
figuru/lutku ne¢ega sto podsjeca na Covjeka
(ima ruke, noge, glavu i tijelo). Nakon toga je
postavlja u centar okrugle scene okruZene
ventilatorima te se vrecica pocinje polako
napuhivatii oZivljava pred oCima gledatelja.
Kako se struja zraka pojacCava vrecica se uzdize

: jos jedna, a zatim mnosStvo raznobojnih vrecica

- ALEN BISKUPOVIC
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Company Non Nova - Vortex © Jean-luc Beaujault

the air stream grows stronger, the bag floats up
- and begins to dance; another bag joins in, then
-~ another, and then we see a multitude of multi-

- coloured bags which create a fascinating reel,
bringing to mind the reckless and free dance of
. the wood fairies. The light and merry tone soon
grows dark and menacing. Ménard undergoes

- aprocess of painful transformation, fraught

- with danger and almost fetishistic. The figure

. appears oversized because he or she wears
many plastic bags and plastic strips wrapped

- around the body, a symbolic representation of
the performer’s life transformation and

- autobiography — Phia Ménard is a transgender
artist, born as Phillipe Ménard. As she unwraps
- layer upon layer of plastic bags from her body,

- Ménard shows how difficult it is to get rid of

- the insincere masks, the layers plastered on us
by the society and environment. In the intimate
. struggle stemming from her own psychological
motivation set against the societal rules,

- Ménard encounters plastic bag-shaped
demons; she is the model of a man imposed

- on by society, and the social peeling is about

.~ to begin. As transformation follows

- transformation, she fights the unpeeled layers

© on the stage (the layers are blown about and

tvoredi vizualno fascinantno kolo koje

neodoljivo podsjeca na razuzdani i slobodni ples

Sumskih vila. Ubrzo se svijetao i veseli ton
zamjenjuje mracnim i opasnim te pocinje
proces bolne i opasne, gotovo fetiSisticke
transformacije koju Ménard prolazi. Ispostavlja
se da je lik predimenzioniran jer na sebi nosi
velik broj plasti¢nih vreCica i plasti¢nih traka
koje mu omotavaju tijelo, simbolicki
predstavljajuciizvodaci¢inu Zivotnu
transformaciju i autobiografiju — Phia Ménard je
naime transrodna umjetnica koja je bila Phillipe
Ménard. Odmotavajuci slojeve i slojeve
plasti¢nih vrecica sa svog tijela, Ménard
pokazuje koliko je teSko rijeSiti se neiskrenih
maski, slojeva koje su nam drustvo i okolina
nametnuli. U toj intimnoj borbi zasnovanoj na
o0sobnoj psiholoskoj motivaciji koju
suprotstavlja drustvenim pravilima, Ménard se
susrece s raznim demonima u obliku vrecica,
svojim druStveno nametnutim likom muskarca i
pocinje duSevni pilling. Svaka sljedeca
transformacija to jest guljenje plasti¢nog sloja s
kojim se onda sukobljava na pozornici (svim
slojevima upravljaju ventilatori i udiSu im Zivot)
ostavlja ju rodno neutralnijom. Nakon muskarca
slijedi nesto Sto podsjeca na golemu bijelu lutku
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given life by the fans), leaving her increasingly

. gender neutral. After the man is gone, we see
something resembling the giant Michelin figure,
. then a mummy, and finally she expels from her
body a dark demon in the shape of a fifty-metre
- black plastic strip which whirls about ominously
like a typhoon, filling up the entire stage. The

- final transformation is the removal of a pair of
nylon stockings she had on, signifying the

- revival/rebirth of the primeval, virginal and pure
in her, a woman.

Vortex is visually an extremely fascinating

. performance (the set-up of the fans and the

-~ strength of the air stream needed to

- choreograph the plastic objects manipulated by
air is technically intriguing); there are no voices,
- and yet there is a deeply emotional message

.~ that need not be related to Ménard's gender

- issue. | did not know anything about that
autobiographical element before | saw the

- show, and yet | enjoyed it and felt deeply each
and every aspect of the tearing off of the masks
- imposed on us and the struggle: there was a
strong cathartic element. In other words, the

- performance has a universal theme and there is
no need for the media to overplay the fact that

- the author is a transgender person.

Dramaturgically, the show is divided into two

. parts: the light and merry part based on a
demonstration of the skill involved in

. manipulating objects using air, which sucks us
into the story, and the other, dark and menacing
. part, dominated by an almost perverse focus on
the internal psychological struggle of the

. character. The dramaturgy and direction appear
to be working well and in harmony. But a closer
- look reveals a number of holes plastered over
skilfully by the visual spectacle on the stage.

. The creation of the first bag takes quite a long
time, illogically so, and the audience loses focus
. even before the show proper has started. There
is a great disproportion between the ‘merry’

- and ‘dark’ parts. In the overweening desire to
create an improvised yet controlled chaos, the

- air stream had become the performer and the
team of authors often lose their grip on the

- show. Plastic bags drop lifelessly on the floor

- and need to be prodded back into the game,
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iz Michelinove reklame, pa nesto poput mumije
dok na kraju iz sebe ne izbaci mra¢nog demona
u obliku pedesetmetarske crne plasti¢ne trake
koja se zloslutno vrti poput uragana
ispunjavajuci cijeli prostor scene. Krajnju
transformaciju predstavlja skidanje sloja
najlonskih Carapa u koji je obucena i
oZivljavanje/ponovno rodenje onog iskonskog,
nevinog i Cistog u njoj, Zene.

Vortex predstavlja iznimno fascinantnu vizualnu
izvedbu (tehnicki intrigantno djeluje postav
ventilatora i raspodjeljivanje snage svakog
pojedinog kako bi se stvorila koreografija
plasti¢nih objekata manipuliranih zracnim
strujanjem) bez jednog pustenog glasa s
duboko emotivnom porukom u sebi koja ne
mora nuzno biti vezana uz Ménardin problem
roda. Ja osobno prije predstave nisam znao
niSta o tom autobiografskom elementu, ali sam
svejedno uzivao i duboko prozivljavao svaki
aspekt skidanja slojeva nametnutih maski i
borbe koji imaju snaZnu katarzi¢nu funkciju.
Drugim rije¢ima, izvedba tematski funkcionira
univerzalno i nema potrebu za medijskim
naglaSavanjem transrodnosti autorice.

Sama dramaturgija djela podijeljena je u dva
dijela: prvi svijetli i veseli dio u kojem se izvedba
temelji na demonstraciji vjeStine manipulacije
objektima pomocu strujanja zraka koji nas
uvodi u pri€u i drugi, mracni i opasni u kojem
prevladava gotovo perverzno prikazivanje
unutarnje psiholoske borbe lika. Naizgled

generalno funkcioniraju¢a dramaturgijai reZijau

¢jelini djeluju skladno. Medutim, malo bolji
pogled otkriva mnogo ,rupa” koje su vjesto
zamaskirane vizualnim spektaklom koji se
odvija pred o¢ima publike. Sam pocetak
stvaranja prve vrecice traje poprilicno i
nelogi¢no dugo te publika gubi paznju prije
negolije izvedba i pocela, a veliki je nesrazmjer
izmedu ,veselih” i ,mra¢nih” dijelova. Takoder, i
u silnoj Zelji stvaranja improviziranog, a opet
kontroliranog kaosa, jer izvodac je ovdje
zapravo zracno strujanje, autorski tim ¢esto
gubi kontrolu. Vreice padaju bezivotno na tlo
pa ih je potrebno podignuti i vratiti uigruy,
golema traka je toliko velika da svaki tren gubi
vrtnju i pada beZivotno na ventilatore te se
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the huge strip is so big that it keeps losing the

. momentum, dropping lifelessly on the fans,
necessitating the appearance of the stage

- hands who run around and push the strip back
onto the stage. Those details affect the

- integrity of the performance, interrupting the
fantastically conceived image where the

. audience is to focus on the internal
psychological struggle of an individual, standing
- alone and bare in the centre of a circle. The
relationship between Ménard as the character

- in the story and the plastic bags is often unclear
and questionable, especially in the first, ‘fun’

. part, as is the relationship between Ménard and
the air stream, which is in effect the performer

- here most of the time. The end again seriously
undermined the whole concept, at least for me,
. because after a detailed story about the peeling
- off of the layers and a return to some form of

- innocence and purity, Ménard stands on the
stage in weirdly grey overalls, the impression

- being that the process has not been completed.
Given the concept and the thematic

- assumption, Ménard should have remained

- naked on the stage, or at least used skin-
coloured overalls which would not be so
startlingly different from the rest of her body.

Itis interesting to quote Ménard's words: she
claims she “has given up on the traditional

- juggling act which she considers to be nothing

-~ but a form of entertainment akin to sport”, and

. has decided instead to pursue this “uncontrolled”,
evolved form of juggling. This may be symbolic of
. the desire in contemporary circus to move away
from traditional circus. But is this performance

- really such a huge step away? Not really.
Contemporary circus has adopted a form of

. performance which is similar to theatre, unlike
traditional circus. And yet the dramaturgy is still

- reminiscent of the traditional circus acts, the

- stage is round, which is characteristic of

. traditional circus, and Ménard uses juggling
which is not all that improvised and free: in fact it
- is very much controlled, otherwise it would not
function. Likewise, the element of spectacle

- typical of traditional circus is glaringly obvious.

So, where is the problem? There is no problem.
- Circus artists should simply come to realise

™ W

pojavljuje ekipa scenskih tehnicara koja tr¢i oko
scene i vraca traku nazad. Takvi detalji
naruSavaju integritet izvedbe, prekidaju
fantasti¢no zamiSljenu sliku u kojoj je fokus
publike na unutrasnjoj psiholoskoj borbi
individue koja stoji sama ogoljena u centru
kruga. Cesto je upitan i nejasan i odnos izmedu
Ménard kao lika price i vrecica (pogotovo u
prvom ,zabavnijem” dijelu) te Ménard sa
zracnim strujanjem koje je ovdje zapravo
izvodac u vedini slu¢ajeva. Sam kraj za mene je
ponovo ozbiljno narusSio cijeli koncept jer nakon
detaljne pri¢e o guljenju slojeva i vra¢anju nekoj
nevinosti i Cisto¢i, Ménard ostaje u
kombinezonu Cudne sive boje, ostavljajudi
dojam da je proces nedovrsen. U ovakvom
konceptu i tematskoj pretpostavci, Ménard je
morala ili ostati gola na sceni ili makar
upotrijebiti kombinezon boje koze koji ne bi
toliko odudarao od ostatka tijela.

Zanimljivo je nakon svega navesti rijeCi same
Ménard koja tvrdi da je odustala od
tradicionalnog Zongliranja koje smatra pukim
oblikom zabave na razini sporta i odlucila se za
ovaj ,nekontrolirani”, evoluirani oblik Zongliranja
Sto se moZe povezati sa Zeljom za bijegom
suvremenog cirkusa od tradicionalnog cirkusa.
No, predstavlja li ova izvedba zapravo toliko
veliki bijeg? Zapravo i ne. Suvremeni cirkus je
presao u oblik predstave sliCan kazaliStu za
razliku od tradicionalnog. Medutim,
dramaturgija i dalje podsjeca na dramaturgiju
tocaka tradicionalnog cirkusa, scena je u obliku
kruga 5to je karakteristiCno za tradicionalni
cirkus, Ménard je upotrijebila Zongliranje koje
nije toliko improvizirano i slobodno, ve¢ je
iznimno kontrolirano jer inace ne bi
funkcioniralo. Jednako tako element spektakla
tradicionalnog cirkusa je i viSe nego ocigledan.

U ¢emu je onda problem. U nic¢emu. Cirkuski
umjetnici trebaju jednostavno shvatiti daim
tradicionalni cirkus nije neprijatelj ve¢ saveznik
na kojem ¢e graditi svoj novi svijet, a borbu
trebaju voditi protiv pravih ,neprijatelja’,
sustava koji ih ne prepoznaje i samih sebe kako
bi se fokusirali na formiranje i definiranje
vlastitog prostora i Skolovanih profesionalaca
koji ¢e im u tome pomoci. U svom proucavanju
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that traditional circus is not their enemy but

- their ally, there to help them build their new
world. They should fight the real enemies: the

- system that does not recognise them, and
themselves, because they need to focus on

- forming and defining their own space and
bringing in professionals with requisite training
- to help them in that effort. As | studied the topic
-~ of circus, | found a conclusion in a presentation
- about the state of circus by David Hibling which
perfectly describes the situation and sends a

- reasoned and substantial message to
contemporary circus: “... the circus is receiving
. more recognition as a cultural art form within
some EU Member States, and the demand for

- education and vocational training in the circus
arts has increased. Some countries in the EU

- focus on the ‘new circus’ (France) whilst others
try to preserve the ‘traditional circus’ (Denmark
- and Belgium), but in most of Member States
both forms co-exist. Re-inventing circus should
- not mean rejecting tradition as we could lose

- out on awealth of talent"*

14 The Situation of the Circus in the EU Member States, (ed)
Division for Social and Legal Affairs, Luxembourg, European
Parliament, 2003, p. 8.

™

cirkusa pronasao sam zakljucak s jedne
prezentacije o stanju cirkusa Davida Hiblinga
koja izvrsno opisuje stanje i Salje utemeljenu i

znakovitu poruku suvremenom cirkusu: ...cirkus

ostvaruje sve vise prepoznavanja kao oblik
kulturne umjetnicke forme unutar EU ¢lanica i
potraznja za edukacijom i treningom u
cirkuskim umjetnostima se povecala. Neke
zemlje unutar EU se fokusiraju na novom
cirkusu (Francuska) dok druge pokusavaju
ocuvati tradicionalni oblik (Danska i Belgija), ali
u vecini zemalja obje forme koegzistiraju.
Ponovno izumljivanje cirkusa ne smije znaciti
odbacivanje tradicije jer bi tako mogli izgubiti
bogatstvo talenta.*

14 The Situation of the Circus in the EU Member States, (ed)
Division for Social and Legal Affairs, Luxembourg, European
Parliament, 2003, str.8.
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Freak

ANNA HAKANSSON

A perusal of one of the mammoth

. compendiums on the subject, such as
Taschen's The Circus, 1870-1950 (2008),

- inevitably involves being inundated with images
of the female circus artist, a curiosity in the true
- sense of the word. Tightrope walkers in sequins
and feathers, snake-charmers and performers

- who are so covered in hair it is impossible to tell
their gender, as well as images that simply

. cannot be defined. What | remember most

- from my own visits to the circus as a child is all

- that glitter and the incredibly beautiful female

~ bodies in particular. Just think of Pia
Degermark in Bo Widerberg's Elvira Madigan

- (1967). In recent years some of Sweden’s more
prominent traditional circus shows have been

. entitled ‘The Circus Princess’, with beauty and
skill serving as the basis for a veritable

- coronation of the female circus artist as both
dream image and projection surface. The
female body as spectacle.

- Aresearch project is currently under way in
Sweden into women and the circus under the

- aegis of DOCH (The University of Dance and
Circus in Stockholm). The name of this project is
. Gynoides (a gynoid is anything that resembles

-~ orrelates to the human female form). The

. project focuses on the female circus artist and
- how she experiences and understands her own
- practice. The goal is to gain a broader

- understanding of what it means to be a female
. circus artist in the 215t Century, and the project
aims to identify, describe and produce feminist
. strategies in circus composition. A first

- consortium was held at the end of December

- 2013 under the leadership of the project’s
initiator Marie-Andrée Robitaille. The Canadian
. Robitaille has been performing as a circus artist
since 1998 and has toured in 27 countries. In

. her case, she has managed to transcend the
established gender order by learning to master
. the Chinese pole, traditionally practiced solely

. by men. In her view the female circus artist has

™ W

Freak

ANNA HAKANSSON

Att bladdrai ett verk som Taschens
mastodontverk “The Circus, 1870-1950"
(2008) innebar ocksa att 6vertsas av bilder av
den kvinnliga cirkusartisten, en kuriositet i
ordets ratta bemarkelse. Lindansare i paljetter
och plymer, ormtjusare och sa de sa dvertackta
av har att kénet blir omajligt att avgora eller de
som helt enkelt inte I3ter sig definieras. Fran
min egen barndoms cirkusbesdk minns jag just
mest detta glitter och de ofattbart vackra
kvinnokropparna. Tank Pia Degermark i Bo
Widerbergs “Elvira Madigan” (1967). N&gra av
Sveriges mer prominenta traditionella
cirkusférestallningar har under senare ar gatt
under namnet “Cirkusprinsessan”, dar skonhet
och skicklighet legat till grund for en veritabel
kroning av den kvinnliga cirkusartisten som
drémbild och projektionsyta. Kvinnokroppen
som spektakel.

| Sverige p&gér for nérvarande ett
forskningsprojekt kring kvinnor och cirkus
knutet till cirkushégskolan Doch under namnet
“Gynoides” (en Gynoides &r allt som liknar eller
avser den manskliga kvinnokroppen). Projektet
fokuserar pa den kvinnliga cirkusartisten och
hur hon upplever och forstar sin egen praktik.
Malet &r att f& en bredare forstdelse for vad det
innebar att vara en kvinnlig cirkusartist i det
tjugoférsta drhundradet och strévar efter att
identifiera, beskriva och producera feministiska
strategier i cirkusskapandet. | slutet av
december arrangerades ett forsta konsortium
under ledning av projektets initiativtagare
Marie-Andrée Robitaille. Kanadensiska
Robitaille har varit verksam som cirkusartist
sedan 1998 och turnerati 27 lander. Hon har
sjalv dverskridit den etablerade kénsordningen
genom att lara sig beharska den kinesiska
palen, traditionellt enbart praktiserad av man.
Hon menar att den kvinnliga cirkusartisten varit
underordnad inte bara i sin praktik, dar
merparten regissor, producenter, etc &r man,
men ockséa i genusanalysen av cirkus dar
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not only been subordinate in terms of her

. practice, with the majority of directors,
producers, etcetera being men, but also in

. relation to the gender analysis of circus, a field
in which theoreticians have constituted the

. majority. It is time for change on many fronts.

. In contemporary circus or physical theatre in
the broader sense, the link between the

. clichéd image of femaleness and the
perfection of the circus body often associated
- with traditional circus has been dissolving, or

.~ has at least become the object of study. This is
. particularly noticeable in performances staged
-~ at the margins of circus, where disciplines and
- genres are combined in ways that are atypical
- of circus in the traditional sense. Shows of this
- kind come close to performance art,
happenings, and installations for that matter.

. Here circus is being used more as a tool for the
- mediation of a feeling. It is worth highlighting

- in this regard those practitioners and
performances that implement and comment

. on elements of the traditional freak show.

. These would include an artist such as Jeanne
Mordoj whose show Eloge du poil (In Praise of
. Hairiness’, 2007) could be said to kidnap the
archetype of the bearded lady. Mordoj uses

. hirsuteness, however, as a symbol of inner
freedom rather than external freak show.

- Phia Ménard challenges ideas of control

and perfection in the same way. Her own

. transsexual identity and preoccupation with
the body as a battleground creates

. associations with the freak show and its
fascination with sexual ambivalence. But

- Ménard’s show, like that of Jeanne Mordoj,
fulfils a different purpose. Her own creativity

- and her well-attested sense of its necessity
are used to tackle issues pertaining to gender
. identity and transformation in a more
profound way than the superficial display of

. the freak show could ever aspire to. The fact
that both artists then play with its

. connotations is another matter. The personal

-~ aspect is also crucial in this context, which

. serves to strengthen the legacy from the

- traditional circus where the artist was usually

. the creator of his or her own number.

™ W

teoretikerna utgjort majoritet. Tid alltsa for
forandring pd manga fronter.

Relationen mellan den klichébild av kvinnlighet
och cirkuskroppens perfektion som traditionell
cirkus ofta forknippas med har i samtida cirkus
eller, i vidare mening fysisk teater, varit under
upplosning, eller &tminstone féremal for
undersokning. Det mérks inte minst i
forestallningar som ror sig i cirkusens marginaler,

dar discipliner och genrer blandas pd ett satt som

ar otypiskt cirkus i sin traditionella bemarkelse.
Denna typ av forestallningar ligger lika néra
performance, happening eller for den delen
installation. Har anvands cirkusen snarast som
verktyg for att formedla en kénsla. Bland dessa
forestallningar kan ndmnas de som
implementerar och kommenterar element fran
den traditionella freakshowen. Hit réknas
exempelvis en artist som Jeanne Mordoj som
med férestallningen “Hylining till skagget”
kidnappar arketypen den skaggiga damen. Har
blir dock hdrvaxten snarare en symbol forinre
frihet &n yttre freakshow. P4 samma utmanar
Phia Ménard, idén om kontroll och perfektion.
Hennes transsexuella identitet och upptagenhet
av kroppen som slagfalt for associationerna till
freakshowen med dess fascination av det
sexuellt ambivalenta. Men hennes forestallning
tjanar, liksom i fallet med Jeanne Mordoj, ett
annat syfte. Det egna skapandet, och hennes
omvittnade nddvandighet av detsamma,
fordjupar frégor kring konsidentitet och
transformation pa ett satt som freakshowens
ytliga uppvisande aldrig haft ambitionen att gora.
Att bdda artisterna sedan leker med dess
konnotationer &r en annan sak. Den personliga
aspekten blir ockséd central i ssmmanhanget
vilket &r ocksé forstarker arvet frén cirkusen dar
cirkusartisten traditionellt fungerat som skapare
av sitt eget nummer.

Samtidigt menar Ménard, nar vi fér tillfélle att
mota henne, att cirkus for henne ar ndgot
reducerat till enbart skonhet dar fa

forestallningar faktiskt kommunicerar kanslan av

nodvandighet. | sin artistiska utveckling har hon
l&mnat sdval det traditionellt férknippade

jonglerandet som den manliga kdnsidentiteten

bakom sig. Idag betraktar hon jonglerandet som
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And yet in Ménard's view, when we get the

. opportunity to meet her, circus has become
reduced to little more than beauty because few
- shows communicate that sense of necessity.
As her artistic career has progressed she has

- discarded both juggling, with its links to
tradition, and her male gender identity. She

- currently considers juggling to be a distraction,
a matter simply of skill. Her current artistic

- endeavours relate to necessity in particular, as

- she put it: “We do not choose our own birth and
. we do not know our own death and in between
- we search for love. That is it. And love

. encompasses art as well.” Her aim is not,

- however, to be canonised or placed on a

- pedestal, which would only lead to isolation in

- her view. Her stage endeavours are concerned

. rather with creating a new, common language.
An invitation to forget the world as it appears.

Both the shows by Ménard that we were able
- to see as part of Unpack the Arts, Vortex and
L’aprés-midi d’'un Foehn, are variations on a

- theme — with the former providing a more

- playful and more accessible version of the
latter. A number of fans surround the round

- stage (this is the first time Ménard has
employed a circular stage, which evokes the

- traditional circus and its ring) and the drafts
they produce bring everything to life — from

. pastel-shaded plastic-bag figures to gigantic
inner demons and cyclones. Plastic and its

- structure prove to be crucial in that the black
shapes could be made out of body bags, and

- Ménard’s duet with them could be a veritable
dance of death. As the air element is unreliable
- and the shapes created always move in

. different ways, each performance is improvised.

- In Vortex we follow a process of change in
which the shapeless male figure we encounter
. at the beginning of the show is undressed layer
by layer until Ménard finally stands revealed

. having been figuratively stripped bare. A
butterfly born from its pupa.

- The show dramatises the relationship between
- the human ego and external reality in such a
way that issues to do with the way people play
- with masks and their true selves are

- accentuated. Both birth and death are

™ W

en distraktion, enbart forbunden med skicklighet.

Hennes nuvarande konstnarskap handlar, enligt
egen utsago, om just nodvandighet: “Vi valjer
inte var fodsel och vi kdnner inte till vadr doéd och
dar emellan soker vi efter karlek. Bara detta. Och
i kérleken ryms ocksd konsten.” Hennes strévan
ar dock inte att bli helgonforklarad eller satt pd
piedestal vilket hon menar enbart leder till
ensamhet. Hennes sceniska forsék handlar
snarare om att skapa ett nytt, gemensamt
sprak. Eninbjudan till att glomma vérlden som
den ser ut.

De av Ménards bada forestallningar vi fick
mojlighet att se under Unpack the Arts, “Vortex”
och “L'apres midi d’'un foehn”, utgér variationer
pa ett tema dar den ena utgor en lekfullare och
tillgangligare version av den senare. Ett antal
flaktar omger den runda scenen (det &r forsta
géngen hon anvander sig av just en rund scen,
vilket for tankarna till den traditionella cirkusen
och dess manege) och deras vinddrag ger liv &t
allt frén pastellfédrgade plastpésfigurer till
gigantiska inre demoner och cykloner. Plasten
och dess struktur &r central dar de svarta
figurerna kunde vara skapade av likséckar och
Ménards duett med dem en en veritabel

dodsdans. D3 luftelementet &r oberakneligt och

de figurer som skapas alltid ror sig pa olika sétt
&r varje forestélining improviserad. | “Vortex” far
vi folja en forandringsprocess dar den oformliga
manliga gestalt vi moter i forestallningens
borjan klas av lager efter lager innan Ménard
slutligen star déar bildligen avskalad. En fjaril
fodd ur sin puppa.

Forestallningen iscensatter relationen mellan
manniskans jag och den yttre verkligheten déar
frdgor om méanniskans maskspel och sanna jag
stélls pd sin spets. Har gestaltas saval fodelse
som dod och Ménard anvander sin
transsexuella identitet som ett vackert satt att
gora dessa fragor allméngiltiga.

| “aprés midi d'un foehn”, som av
Mimfestivalen marknadsférs som en
familjeférestalining, ar den existentiella
tematiken nedtonad om &n dven héar
avgorande. Att forestallningen baseras pé en
forlaga, Debussys “L'aprés midi d'un faune”,
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portrayed here and Ménard makes use of her
transsexual identity as a lovely way of making
. these issues universally applicable.

In L aprés-midi d’un Foehn, which was marketed
. by the Mime Festival as a family show, the

. existential nature of the subject matter has

. been toned down although it is still of key

- importance here. The fact that the show is

- based on an original work, Debussy’s ‘L aprés-
midi d'un Faune’, is also more evident than in

. Vortex where the same music is employed.
Both shows are also introduced with a hazy

. figure cutting and taping together a plastic-bag-
shape with almost provocative slowness before
- he/she/it allows it to come to life to the
accompaniment of Debussy’s music. In L aprés-
. midi d'un Foehn, the fairytale element is very
much present with a purely imaginary animal

- such as the dragon figuring prominently.
However, the theme of birth and death is

- common to both pieces. The shape that gives
and takes life is dressed in a coat fitted with a

. hood that covers the face — as a result the

. shape calls a shaman to mind — a figure without
gender but with the capacity to give both life

- and death.

. Mathurin Bolze's A Bas Bruit is a less personal
although dreamy and Beckett-like show,

. strongly influenced by the New Wave filmmaker
Jean Rouch. The three performers discuss

. abstract matters to do with time and space on
a revolving treadmill and a conveyor belt, while

- simultaneously abolishing the boundaries
between acrobatics and dance. Among the

. subjects explored is the phenomenon of

- walking, which is obviously of key importance in
. relation to the use of the treadmill and the
conveyor belt. What is the significance of this

- gentle motion we scarcely ever reflect on as we
do it? What is the significance of strolling as

. part of the way we take in the world around us?

- Unfortunately these more universal questions

- soon find themselves coming into conflict with

- an astonishingly antiquated portrayal of
womanhood. In relation to notions of the body

- and sexuality, the character played by Elise

. Legros is never more than a cliché. The fact that

Company MPTA/Mathurin Bolze — A Bas Bruit © Christophe Raynaud de Lage

ar ocksé tydligare ani “Vortex” dér samma
musik férekommer. B&da forestallningarna
inleds ocksd med att en svéridentifierbar figur
nastan provocerande l&ngsamt klipper och
tejpar till en plastpdsfigurinnan hen later den f4
livackompanjerad av just Debussys musik. |
“|'apres midi d'un foehn” &r sagoelementet
ytterst narvarande dar ett rent fantasidjur som
draken tilldts ta mycket plats. Tematiken med
fodelse och dod 8r dock gemensam. Den
skepnad som ger och tar livar harkladdien
rock forsedd med huva som téacker ansiktet,
gestalten pdminner ddrmed om en schaman,
kdnlos, men med formdagan att skanka just
bade liv och dod.

Malthurin Bolze “A bas bruit” &r en mindre
personlig, men dromsk och Beckettsk
forestallning, starkt influerad av nya vagen-
filmaren Jean Rouch. | ett snurrande ekorrhjul
och pa ett I6pande band avhandlar de tre
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the show is explicitly inspired by Rouch’s work

- is an obvious contributory factor in this regard.
There are filmic elements not only in the many

. projections it uses but in the portrayal of
Woman with a capital W, which evokes the

. femme-fatale characters of the film. We
encounter her framed by the evocatively

. flickering light of the film, smoking behind a
Venetian blind. The fact that she is dressed in a
. red silk blouse, shorts and high heels only
heightens the image of woman as symbol and

. projection surface. Two versions of Nina

~ Simone's ‘He Needs Me' form part of the music
- for the show. Quite appropriately the male
performers are also saved by this available

- figure. In a key scene Legros picks one of them
up figuratively after the latter's extremely drunk
. slapstick number and their duet then shifts into
a peculiarly gratuitous love scene. While the

- male actors evoke both the tramps in Beckett's
Waiting for Godot, two musing strollers who

- are sufficient unto themselves, the female
performer, despite her apparent raw strength,

- is never permitted to be anything other than a

. cardboard figure. A toy in the hands of the male
artists.

In the time he spent with us, Mathurin Bolze

. mentioned how recurring elements in the show
are turned into symbols for the universal. He

. thinks, for instance, that the hat that is worn by
the man in the show’s projections is one such

. element because it then recurs on stage and is
used by the show's performers. He feels that

. the three actors symbolise “each and every one
of us”. Unfortunately the hat referred to is used
- only by the male actors and is from the outset a
traditionally male symbol. Bolze also spoke

. about the genesis of the show and how,
together with the actors, he tries “to capture

. the moment and tie the narrative together”. The
dramaturgy is closer to that of the circus than

. of the theatre as a result. The circus has been of
major importance to him in his creative work

- and he finds it supportive to focus on factual
questions such as what it means to find

- yourself upside down or to put your life in other
people’s hands. He works closely with the

. artists and bases much of the content of the

~ show on what they can or cannot do, and yet
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medverkande aktérerna abstrakta frdgor om
tid och rum samtidigt som de upphaver
granserna mellan akrobatik och dans. Bland
annat undersoks fenomenet att g3, vilket
forstas blir centralt i anvandandet av hjulet och
pd I6pande bandet. Vad betyder denna mjuka
rorelse som vi knappt reflekterar dver att vi gor.
Vad har flanerandet for betydelse i intagandet
av var omvarld?

Dessvéarre hamnar dessa allmangiltiga frégor
snart i konflikt med ett forv8nansvart foraldrat
kvinnoportratt. Nar det kommer till
forestallningar kring kropp och sexualitet blir

den karaktar som Elise Legros spelar aldrig mer

an en kliché. Att forestallningen ar uttalat
inspirerad av Rouch gor sitt till. Filmiska
element forekommer inte bara i dess manga
projektioner utan &ven just i gestaltandet av
Kvinnan med stort K, som har ndrmast for
tankarna till filmens femme fatale-figurer. Vi
finner henne inramad av filmens signifikativt
fladdrande ljus, rokandes bakom en jalusi. Att
hon sedan ar iférd rod silkestopp, kortkort och
hogklackat forstarker bilden av kvinnan som
symbol och projektionsyta. Forestallningens
musik bestér bland annat av tvéa versioner av
Nina Simones “He needs me”. Helt féljdriktigt
raddas ocksé de manliga artisterna av denna
tillgangliga figur. | en central scen plockar
Legros bildligen upp en av dem efter dennes
héggradigt berusade slapsticknummer och
deras duett évergér i en mérkligt omotiverad
alskogsscen. Medan de manliga aktdrerna for
tankarna till de bada luffarna i Becketts |
vantan p& Godot”, tva reflekterande flanérer
som &r sig sjdlva nog, tillsdts den kvinnliga
artisten, trots sin uppenbara rastyrka, aldrig bli
ndgot annat an en pappfigur. En leksak i de
manliga artisternas hander.

Under sitt besok hos oss talade Malthurin Bolze
om hur dterkommande element i forestallningen
blir en symbol for det allmangiltiga. Till exempel
menar han att hatten, som bars av mannen i
forestallningens projektioner, i och med att den
aterkommer pa scen och anvands av
forestallningens aktorer, ar en sadan. For honom
symboliserar de tre aktorerna “oss alla och
envar'. Dessvarre anvdands namnda hatt enbart
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the moment they come on stage they become
. archetypes, something greater than
themselves. In his words, they are “captured by
. the light of the film and become characters,

.~ superheroes stumbling on the wheel of life".

. He also thinks that there is a form of truth in

~ acrobatic movements, and that they constitute
. an act in themselves and serve therefore as the
opposite of dissemblance. This means that

. Bolze is placing his trust in a “truth” whereas
Ménard is calling it into question.

- Ashow that has no interest in such intellectual
. quandaries is Fuerzabruta. During our

-~ discussion with some of the participants, one of

- them, Mariano Panelo, said bluntly: “We are not
trying to be poetic, we are trying to be simple.”
. He thinks that Fuerzabruta is meant to be an

- experience and that the aim of the show is to

. leave its imprint first on the body, then on the
intellect. It would be something of an

- understatement with regard to this show to say
that the female characters are clichéd images.

. The association between the representation of
. the body of the female circus artist and the
freak show is even more entrenched here. It

. should, however, be emphasised that in this
instance we are dealing with a commercial

. production that was not included in the
programming of the Mime Festival. What

- serves to link these shows is that, at some
point, they all fall within the category of physical
. theatre. Fuerzabrutais, if possible, even more
physical in that it involves the bodies of the

. spectators as well. The wind machines lift not
only the plastic roof the artists balance their

. way across but our hair as well; the water from
the pools splashes onto us too while the strobe
- lights blind us and the loud music batters our
ears. The performers in this show think nothing
. either of walloping styrofoam blocks over the
heads of members of the audience. Becoming

. physically involved in this way in a theatrical
world whose premises go so far beyond the

. acceptable was something | found not only
alarming but offensive as well.

. Inits continual striving to achieve the wow

- effect, the show comes close in a sense to
- traditional circus. The female artists in
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av de manliga aktorerna och utgor en frén
bodrjan, traditionellt sett, manlig symbol. Bolze
talade ocksa om hur forestéliningen vuxit fram
och att han tillsammans med aktorerna “féngar
Ogonblicket och forséker binda samman
beré&ttelsen”. Dramaturgin ligger dérmed
narmare cirkusens &an teaterns. For honom har
cirkusen éver huvud taget stor betydelse i
skapandet och han upprétthéller sig vid faktiska
frégor som vad det betyder att befinna sig upp
och ned eller att sétta sitt livi andras hander.
Han samarbetar néra artisterna och baserar
mycket av innehallet pa vad de kan eller inte kan
gora, samtidigt ar de, sa fort de befinner sig pa
scen, blir ndgot stdrre &n sig sjalva, en arketyp.
Enligt honom &r de: “fdngade i filmens ljus och
blir till figurer, superhjéltar som stapplar fram i
livets hjul”. Han menar ocksa att det finns en
sanning i de akrobatiska rorelserna, att de i sig
inte utgor en akt, att de utgdr motsatsen till
forstélining. Bolze forlitar sig alltsé pa en
“sanning” medan Ménard ifrégasatter den.

En forestéllning som inte intresserar sig for
dylika intellektuella bryderier &r “Fuerzabruta”.
Vid vart samtal med ndgra av de medverkande
sdger en avdem, Mariano Panelo,
oférblommerat: “Vi forsoker inte att vara
poetiska, vi forsoker att vara enkla”. Han menar
att “Fuerzabruta” handlar om att uppleva och att
forestallningen ar menad att forst ge avtryck i
kroppen, sedan i intellektet. Att
kvinnogestalterna har utgors av klichébilder ar
snarast en underdrift. Har befasts relationen
mellan representationen av den kvinnliga
cirkusartistens kropp och freakshowen. Det bor
dock understrykas att det i detta fall handlar om
en kommersiell produkt som &g utanfor
Mimfestivalens programsattning. Det som
forenar forestéliningarna &r att de alla
nagonstans faller under kategorin fysisk teater.
“Fuerzabruta” ar om mojligt &n mer fysisk d& den
aven involverar dskadarnas kroppar.
Vindmaskiner lyfter inte bara det plasttak som
artisterna balanserar fram p4a, utan dven véra
har, vatten fran bassangerna skvétter ned oss
och stroboskopljusen foérblindar oss medan den
hoga musiken péverkar var horsel. Har drar sig
artisterna inte ens fran att dramma frigolitblock i
huvudet pa publiken. Att pa detta satt bli fysiskt
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Fuerzabruta are also something of a curiosity.

. Thisisillustrated in the key water scene in
particular where swimming pools made of

. transparent plastic are raised high above our
heads as female performers execute

. spectacular water games inside them. While

. the effect is beautiful and evocative, it is also

. very exposing. It is not only their bodies that

- become even more exposed, if that were

. possible, as a result of their wet and very scanty
- clothing. As part of the fantasy that they

. resemble aquatic beings they are even driven to
make noises like dolphins. Sirens or dolphins,

. but definitely not human beings with a right to
their own bodies. The pools are lowered over

. our heads and we are encouraged to raise our
hands and touch the bottom of the pool where

- only a thin membrane of plastic separates us

.~ from their undressed bodies.

- The only time the audience for Fuerzabruta is
actually challenged is when the performers

. dance what they call ‘La Murga’, a street dance
with origins in Buenos Aires that is terrifying in
. its intensity. At this point, the clichés are
suddenly abandoned and both the female and

. male artists are present in their own right, on
equal terms.

The shows we saw during Unpack the Arts

. provide an interesting cross-section of some
of the various forms of contemporary circus.
. Studying them from a feminist perspective
proved to be a far from uplifting experience,
. even though an artist such as Phia Ménard and
~ her shows were a brilliant exception. Circus,
- which even in its contemporary forms

- emphasises the body and its skilfulness, is

. arewarding area for research from feminist
perspectives. It is a privilege to continue this
. journey with a project such as Gynoides.

- Read more about the “Gynoides”-project at
- www.circusperspektiv.se

involverad i en varld vars premisser ligger vida
bortom ens acceptans uppfattade jag inte bara
som skrémmande utan ocksa krankande.

| sin stravan efter stédndiga wow-effekter ligger
forestéliningen pé satt och vis ndra den
traditionella cirkusen. Har blir ocksa de kvinnliga
artisterna en kuriositet i sig. Detta illustreras inte
minst i den centrala vattenscen dér
simbassanger i genomskinlig plast hojs hogt

over vara huvuden och dar de kvinnliga artisterna
utfoér spektakulara vattenlekar. Det ar vackert :
och suggestivt men ocksa utldmnande. Inte bara
blir deras kroppar om mgjligt an mer

exponerade, i vata och inte dverdrivet

omfattande klader, dessutom spelas det
vattenvasenslika ut sa till den grad att de till och
med utstoter delfinljud. Siren eller delfin, men
definitivt inte ménniska med ratt till sin egen
kropp. Basséngerna séanks ned over véra

huvuden och vi uppmanas att lyfta vara hdnder

och réra bassangbotten dar bara det tunna
plastlagret befinner sig mellan oss och deras
avkladda kroppar.

Den enda gang “Fuerzabrutas” publik faktiskt
utmanas ar nar artisterna dansar vad de sjélva
kallar “La Murga”, en gatudans med ursprung i
Buenos Aires som &r skrammande i sin
intensitet. Har bryts plotsligt klichéerna och
kvinnliga och manliga artister ar narvarande i sin
egen ratt, pa lika villkor.

De forestallningar vi upplevde under Unpack the
Arts utgor ett intressant tvarsnitt av hur olika
former av samtida cirkus kan se ut. Att sedan
undersodka dem ur ett feministiskt perspektiv var
mindre upplyftande, dven om en artist som Phia
Ménard och hennes forestallningar utgjorde ett
lysande undantag. Cirkusen som dvenisina
samtida former betonar kroppen och dess
skicklighet utgor ett utmarkt forskningsomrade
nar det kommer till feministiska perspektiv. Det
ar ett privilegium att fa fortsatta dennaresa
séllskap med ett projekt som “Gynoides”.

L&s mer om Gynoides pé
www.cirkusperspektiv.se

I
ARTS

ANNA HAKANSSON : 21




Double Worlds:
~ From the Faun
~ to the Tiny People
| Made From
Plastic Bags

ANNA KROLICA

The London International Mime Festival was an
- encounter with the art of mime, but also, more
- than this, an encounter with the immense

. possibilities that contemporary visual and

. movement theatre can offer to their audiences.
The programme was opened by the French

- group Compagnie Non Nova led by Phia
Ménard, an artist who studied dance, mime and
- juggling at the beginning of the 1990s before
establishing her own company at the end of the
- last decade. During the festival Non Nova

~ presented two shows, L ‘aprés-midi d'un Foehn

- and Vortex (together ‘The Wind Plays’), which
enchanted and attracted audiences to their

- own fabulous world by means of an unusual
form of object manipulation: plastic bags

- moving in an artificial ‘wind’ (stirred by electric
fans). The effect was also empowered by

. numerous references to the premiere of the

- ballet L ‘aprés-midi d'un faune at the start of the
. 20 Century, a piece with choreography
prepared by Vaslav Nijinsky and music

. composed by Achille-Claude Debussy.

- These two productions (The Wind Plays) are
actually parts of a major cycle by Compagnie

- Non Nova, to which L ‘aprés-midi d'un Foehn
Version 1 also belongs — a quick glance at the

- company’s archives is enough to realise that
these shows constitute part of a wider project

. called I.C.E. that examines various
transformations of water and air. The first cycle
- is related to water, while the second one, which
we could witness during the London festival,

- takes a close look at versatile possibilities of air
. when its power is applied to the body and to

™ W

Podwdéjne
swiaty: od Fauna
do foliowych
ludzikéw z
reklaméwek

ANNA KROLICA

Miedzynarodowy Londynski Festiwal
Pantomimy okazaf sie spotkaniem nie tylko z
sama sztuka pantomimy, ile z mozliwosciami

jakie otwiera przed widzem wspétczesSnie

rozumiany teatr wizualny, teatr plastyczny.
Inauguracja programu przypadfa w udziale
francuskiemu zespotowi Compagnie Non Nova,
ktory prowadzi Phia Ménard, na poczatku lat
dziewiecdziesiatych studiowata taniec,
pantomime i zonglowanie, a pod koniec tej
dekady zatozyta swoj zespot.

Na festiwalu zesp6t zaprezentowat dwa
spektakle okreslane jako The Wind Plays: L~

Apres-midi d un Foehn i Vortex —wciaga on

widza w swoj niezwykty Swiat poprzez
manipulacje obiektami (plastikowe torby)
poruszane powiewem sztucznego ,wiatru”
(wentylatory), ale takze przez btyskotliwe
zasygnalizowana przestrzen kulturowa w
licznych odniesieniach do premiery z poczatku
XX wieku Aprés-midi d " un faun w choreografii
Nizynskiego, do muzyki Debussego.

Te dwie produkcje (The Wind Plays) to

wiasciwie czes¢ wiekszego cyklu Compagnie
Non Nova, do ktérego nalezy takze spektakl L~

Apres-midi d"un Foehn Version 1 — gdyby

zajrze¢ w archiwa zespotu okazatoby sie, ze jest
to czeé¢ jeszcze szerzej zakrojonego projektu
|.C.E, w ktérym bada sie réznego rodzaju
transformacje z wykorzystaniem wody i
powietrza. Pierwszy cykl byt powigzany z wodg,
a drugi — ktérego bylismy Swiadkami na
londynskim festiwalu, bada rézne mozliwosci
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objects. Nonetheless, this formal exploration is
- only one of the dimensions of the worlds

-~ depicted. A second dimension challenges

. normative assumptions as it reaches deep into
 the labyrinth of corridors that leads to a

. person’s definition of identity.

. The first provocation for the audience comes as
soon as they have familiarised themselves with
- the title. L 'aprés-midi d’un Foehn (Afternoon of
the Wind) sounds almost the same as the

- famous choreography by Vaslav Nijinsky —
L’aprés-midi d’'un Faune (Afternoon of a Faun).

- What is the new title supposed to mean?

- Afternoon of the Wind? Choosing to set the

- performance to music by Debussy, the same

- composer, can bamboozle the audience even

- more. Itis hard not to feel that this is more than
.~ just a coincidence — that it is an intentional

- choice. But it quickly becomes clear that the
show is not yet another interpretation of the

- masterpiece by Nijinsky. Instead it is about
building up a proper context meticulously. Why
- did the faun suddenly change into a ‘Foehn’, the
. namefora particular kind of warm, dry wind? Is
this association just a tricky wordplay? Let's
search for the answer together.

. The shadow of the faun continuously
accompanies the cycle of Compagnie Non

- Nova's Wind Plays — we'll move to this issue in
a second. For now, let's take a quick glimpse at
- the archives to look at Vaslav Nijinsky's 1912
show, preserved in the memories of his

. contemporaries as a social scandal. It's a
choreographic picture in one act, depicting a

- short story: a lonely faun spots a group of
nymphs. The faun, attracted by the enchanting

- view of the nymphs, tries to approach them, yet
the nymphs get scared away by the unexpected
. presence of a man or someone appearing to be
a man. The Faun — half man, half animal — does

. not seem to be marked out by his hybrid nature,
as in the context of mythology there are many

- incredible creatures such as he. In his

- performance Nijinsky emphasises the

- psychological distortion of the Faun, his
undefined personality, and the rejection that

- results from alienation, which leads to the

. Faun’s loneliness. The nymphs escape from the
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zastosowania sity powietrza wobec ciafa i
obiektow. Niemniej poszukiwania formalne to
tylko jedna strona Swiatéw przedstawionych,

jestidruga, stawiajaca pytania o normy,

wchodzaca w giab labiryntu korytarzy
prowadzacych do préb okreslenia tozsamosci.

Pierwsza prowokacja wobec widzéw zaczyna
sie tuz przy zetknieciu ich z tytutem, L * Apres-
midi d un Foehn (Popofudnie wiatru) brzmi
niemal identycznie jak nazwa znanej
choreografii Wactawa Nizynskiego — L~ Aprés-
midi d"un Faune (Popotudnia fauna). Céz miat
by oznaczac ten nowy tytut? Popofudnie
wiatru? Do ,wrabiania widza" moze prowadzi¢
tez wybor muzyki tego samego kompozytora.

Trudno sie wiec nie zgodzi¢ z myslg, ze nie jest

to przypadkowy zbieg okolicznosci, lecz celowe
zagranie. Szybko jednak okazuje sie, ze
zupetnie nie chodzi o kolejna interpretacje
kanonicznego dziefa mistrza Nizyriskiego,
chodzi raczej o misternie budowany kontekst.
Dlaczego nagle faun zmienit sie w Foehn, czyli
wiatr? Czy to skojarzenie jest tylko figlarna gra
stéw? Poszukajmy razem odpowiedzi.

Cien fauna zdecydowanie towarzyszy cyklowi
The Wind Plays Compagnie Non Nova i zaraz
do niego przejdziemy, lecz najpierw wré¢my na
chwile pamiecia do archiwalnego spektaklu

. Wactawa Nizynskiego z 1912 roku, ktéry

zachowat sie we wspomnieniach éwczesnych
widzow jako skandal towarzyski. To obraz
choreograficzny w jednym akcie,

przedstawiajacy krotka historie: odpoczywajacy

samotny faun widzi grupe nimf, zwabiony tym
widokiem prébuje sie do nich zblizy¢, one

. jednak sptoszone nieoczekiwang obecnoscig

mezczyzny (7) czy kogos na ksztalt mezczyzny
— uciekaja. Faun jest pot-zwierzeciem, a pot-
mezczyzna —w mitologii nie odréznia sie
niczym szczegdlnym pod wzgledem tej
hybrydycznej natury, bowiem wiele tam
podobnych stworzen. W spektaklu Nizynski
tematyzuje jednak psychologiczne rozdarcie
Fauna, jego nieokreslona tozsamoscC i
odrzucenie wynikajace z innosci, prowadzace
go do ogromnej samotnosci. Nimfy uciekaja
przed nim, zostaje na chwile tylko jedna z nich,
najbardziej ciekawa, a moze najbardziej
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Faun, only one of them staying for a moment —

. the most curious one, or perhaps the bravest.
She keeps looking at the bizarre visitor only to

- finally escape as well, losing her scarf. This
object, left accidentally behind, becomes a

- substitute for the partner the Faun passionately
desires. The craving for possession and physical
. closeness is so strong that a piece of material

-~ evolves into a fetish and stimulates the Faun's

. fantasies, leading to his erotic fulfilment.

The devotion with which Nijinsky played the

. role, with the aim of expressing the power of

. the Faun's passion, ended up a scandal. During

- the private view Nijinsky did not hesitate to

- trespass the norms of conventional
performance — he started to masturbate and

- reached sexual fulfilment within the Faun’s
projected fantasy, thereby embodying his hybrid
- nature. This way, Nijinsky transferred the sphere
of the Faun’s dreams from a symbolic poem by

- Mallarmé into the real world, attaching full

-~ physicality to it.

- Suffice to say that such a narrative structure
could not meet with the approval of the

- audience then (as, perhaps, it could not today?)
as it openly confronted the taboos of nudity and
- sexuality. That is why it simply had to end with
shouts coming from the outraged audience

- rallied in the Théatre du Chatelet.

. Itis a fact that Nijinsky was the first to expose
the body in dance. The body came alive and

. executed its rights, straightforwardly giving up
the symbolic narration of incorporeity. Nijinsky

- embodied the Faun, he penetrated the creature’s
needs, and, in return, gave the Faun bodily form.
- Nijinsky expressed the psychological distortion
of the Faun — a hybrid that unites two orders in

- one body. Nowadays, we would probably like to
interpret this existential split as the identity

. problem of the Stranger — under the Faun’s skin
two complete opposites are hidden: the human
- nature and the animal nature. Extreme values
intertwine in him: limitations resulting from the
- social norms necessary to function in the social
order, animal unawareness, instinct, and, finally,
. shameless sexual drive. When excited by the

- performance of the role and its desire, Nijinsky
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odwazna. Przyglada sie dziwnemu

przybyszowi, by ostatecznie réwniez uciec, gubi

jednak szal. Ten przypadkiem zostawiony

przedmiot staje dla Fauna namiastka obecnosci

upragnionej partnerki. Pragnienie posiadania i
fizycznej bliskosci jest tak dominujace, ze
porzucony skrawek materiatu nimfy urasta
do roli fetyszu i stymuluje fantazje Fauna
prowadzac go do erotycznego spefnienia.

Zapamietata gra Nizynskiego w oddaniu sity
pozadania Fauna konczy sie jednak skandalem.
Podczas prapremierowego wykonania Nizynski
ucielesniajac hybrydyczna postac nie zawahat
sie i przekroczyt wyznaczone granice gry,
poniewaz zaczat masturbowac sie, by osiagnac

seksualne zgodnie z projektowanymi intencjami

Fauna. | tak Nizynski sfere marzen sennych
Fauna z symbolicznego poematu Mallarmé
przenidst do Swiata rzeczywistego i nadat mu
fizycznosc.

Oczywiscie, takie poprowadzenie narracji nie
mogto sie spodobac éwczesnej (@ moze |
dzisiejszej?) mieszczanskiej publicznosci,
uderzato jawnie w obowigzujace tabu
dotyczace nagosci i seksualnosci — musiato
wiec zakonczy¢ sie gwizdami oburzonej
publicznosci zgromadzonej wtedy w Théatre
du Chatelet.

Jest jednak faktem, ze Nizynski jako pierwszy
odkryf ciato w tancu. Ciato ozyto i egzekwowato
swoje prawa, jednoznacznie zrywajac z
symboliczng narracja bezcielesnosci. Nizynski
ucielesnit postac Fauna, wniknat w jego
pragnienia i w zamian oddat mu swoje ciato.
Zasygnalizowat rowniez psychologiczne
rozdarcie, ktérym jest naznaczony Faun, postac
hybrydyczna faczaca w jednym ciele dwa
porzadki. Dzi$ to egzystencjalne pekniecie
zapewne chcielibysmy czytac jako problem
tozsamosciowy Innego/Obcego; i tak w skérze
Fauna skrywaja sie przeciez przeciwienstwa,
natura ludzka i zwierzeca. W jednym ciele
Fauna spotykaja sie skrajne wartosci:
ograniczenia, wynikajaca ze znajomosci norm
niezbednych dla funkcjonowania w porzadku
spofecznym oraz zwierzeca nieSwiadomos¢,
instynktownos¢ i w koricu — poped nie znajacy
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was scolded after the premiere and asked how
. he could behave so indecently in front of the
audience and use such radical means of

. expression; reportedly he replied that it had not
been him who masturbated himself, but the

. Faun. The desire was explained as the
impersonalised drive of animal nature. The

- animal aspect was on the spot classified as the
~ worst part of the Faun’s identity — confirmation
- of his primitive nature.

- In the context of Nijinsky's ballet, the roles
performed can serve as a topic for discussion.

. In contrast to the majority of ballets, where the
main, solo part is played by a slim ballerina,

- L'aprés-midi d'un Faune stars a man who

.~ expresses himself with the urges of his body.

- Ballerinas, women spelled into swans or airy
sylphs, did not even have a chance to present

. their physicality, which has always been hidden
- underneath the ballet creation. Similarly, their

- sexuality has never been an issue in these kinds
of shows. Ballet has been characterised in

- terms of its conventionality and incorporeity.

. Consequently, the creation of the Faun
contradicts this tradition twice — it puts the

. body at the centre of attention by means of the
hybrid nature of the Faun, but also places a

. masculine protagonist in a role traditionally
reserved for a female character. Apart from the
- sexuality, the fact that a real body appears in a
play starts a discourse related to cultural
interpretation and the normative setting.

Tackling the issue of norms, normality,

. prescriptive behaviour, and, finally, the
formation of identity through physical means of
. expression is not a novelty in the shows
Compagnie Non Nova presented during the

. Mime Festival. The same can be said about the
question of the body’s materiality, its form and

. transformation. The reference to the historical
show L aprés-midi d’un Faune is not simply a

. superficial and shallow connection; it possesses
a deeper meaning. Drawing attention to

- normativity in the context of Nijinsky's creations
activates three spheres simultaneously. The

- body of the faun is the hybrid of a man and an
animal, and such a combination must have an
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wstydu. Kiedy uniesionego gra czy tez
pozadaniem Nizynskiego strofowano po
premierze, pytajac jak mogf sie tak
obscenicznie zachowac na oczach widzow i
czemu siegnaf po tak radykalne srodki, miat
odpowiedzie¢, ze to nie on sie onanizowat, to
Faun i jak zawsze na karby zwierzecej natury
zostata przesunieta namietnos¢ okreslana jako
niespersonalizowany poped. Zwierzecy aspekt
byt tu wiec od razu zaklasyfikowany jako ten
gorszy aspekt jego tozsamosci, potwierdzajacy
prymitywizm.

Mozna by jeszcze podnies¢ kwestie
odgrywanych rél w kontekscie baletu
Nizynskiego. W Popofudniu Fana w
przeciwienstwie do wiekszosci baletéw gtéwna
role solistki, wattej baleriny spefnia meska
postag, i to posiac ktéra wypowiada sie
poprzez pragnienia swojego Ciata. Baleriny,
zaklete kobiety w fabedzie lub zwiewne duchy
sylfidy, nie miaty nigdy mozliwosci nawet
prezentacji swojej prawdziwej natury cielesnej,
zawsze ttamszonej pod inna postacia.
Analogicznie ich seksualnos¢ rowniez nigdy nie
byta problematyzowana w tym rodzaju
widowisk. W balecie panowata umownos¢ i
programowo wspierana bezcielesnos¢. Zatem
figura Fauna podwdjnie przekresla te tradycje
— stawiajac ciato w centrum, juz chociazby

przez hybrydyczna nature Fauna, sytuuje meska

posta¢ w miegjscy tradycyjnie przeznaczonym
dla kobiecej bohaterki. Poza seksualnoscia
pojawienie sie realnego ciata wprowadza
dyskurs zwigzany z kulturowym jego
odczytanie i ustanawianiem norm.

Podejmowanie tematéw normy, normalnosci,
normatywnosci zachowan, az w koncu
ksztattowania tozsamosci poprzez wypowiedz
pisana na ciele — nie sa obce wspomnianym
spektaklom Compagnie Non Nova,
wystawionym na festiwalu pantomimy.
Podobnie jak zagadnienie materialnosci ciafa,

jego formy i transformacji. Zatem nawiazanie

do historycznego spektaklu Popofudnia Fauna
nie jest tylko powierzchownym zabiegiem,
posiada gfebokie uzasadnienie. Zwrécenie
uwagi na normy w kontekscie prac Nizynskiego
rownoczesnie aktywizuje trzy obszary: ciata —
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Company Non Nova — L’aprés-midi d’un Foehn

influence on the creature’s personality, hence
. the questions: Who is the faun? What defines
his identity’? To what extent does sexuality

- define him?

. Vortex by Compagnie Non Nova can be a
modern interpretation of the story of the Faun,
. astory about existence on the borders and
clothing which conceals biological gender. It is

- definitely a show which poses a question about
- identity: who are we really? To what extent are
- we deluded by a disguise, by what the costume
hides? The culturally defined genders possess

- their limited costumes, yet all sorts of cross-

.~ dressings are based on the same system of

- information; not a lot is needed for a costume
to express femininity, masculinity or animalism.
- Itis a simple manipulation, a game of codes,
which doesn't demand much effort.

Entering the auditorium, the audience gathers
- round the arena. The empty stage is encircled
- by electric fans. One figure is present onstage

T

. jego faun jest hybryda mezczyzny i zwierzecia

—to pomieszanie zewnetrzne nie moze nie
odbijac sie na psychice postaci i powracajacym
pytaniu: kim jest faun? Co okresla jego
tozsamosC? Na ile seksualnos¢ ja okresla?

Vortex Compagnie Non Nova moze by¢
wspo6tczesnym odczytaniem opowiesci o
Faunie, o granicach, o kostiumie, ktére ukrywa
pte¢ biologiczng; jest na pewno spektaklem,
ktory stawia pytania o tozsamosc¢: kim
wiasciwie jesteSmy? Na ile dajmy sie zwies¢
rojeniom i pozorom, co skrywa kostium? W
gruncie rzeczy pte¢ kulturowa posiada swoje
ograniczone kostiumy, jednak wszelkie cross-
dressingi oparte sa na tych samych chwytach,
nie trzeba wiele by kostium okreslat meskosg,
kobiecos¢ czy zwierzecos¢. To prosta do
przeprowadzenia manipulacja, zabawa kodami
nie wymagajaca wiele wysitkbw — ostatnio
bardziej umowny znak, symbol.

=
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—allin black, wearing a suit that barely buttons
- on a protruding belly. Intentionally distorted
qualities create an artificial character, slightly

. grotesque, slightly scary. The face is neatly
covered with a plastic, latex mask; instead of

. hands and feet plastic or some other artificial
material appears. All this adds to the intentional
- dehumanisation of the character. The figure in
black gets strips of a plastic bag and lies them

- delicately onstage to join them in the shape of a
tiny figure. Afterwards more of these figures are
- drawn into motion in a never-ending mid-air
dance. Tiny plastic creatures float in the wind

- created by the fans; filled with air they resemble
small human beings softly waving up and down,
- interacting with each other. This ethereal and

-~ colourful world is under the control of the man

- in black. At first, he carefully collects those
figures which by accident entangle in the fans,

. only to destroy the precisely created space and
little creatures at the end of the sequence.

From this moment a process commences that

- sees the man shed the plastic from his body— it

. resembles the removal of skin; the layers of the
onion are peeled back to get to the very bottom.
- The process of reduction is arduous: the suit
managed to hide countless layers of plastic

. which now need to be eradicated. A complete
destruction of the character takes place; not

. only the space but also the main figure in charge
of this space is transformed. Finally, a woman

. wearing a bright costume appears from the
heap of tangled plastic. She tears off all the

. shreds, plastic layers, latex and tight stockings.
What is revealed underneath is the body that

. breathes, sweats and feels. Yet beforehand the
protagonist virtually gives birth to the strings of
- aplastic rope. This long-lasting process of
excretion represents the vital power that

. culminates in the birth of a new creature.

-~ Excreting items from oneself bears the

. properties of delivery; it is as if the new strings
of plastic appear from the female genital tract

. —animpression emphasised by the performer’s
leotard. Awoman hidden underneath a costume
- reveals her real body in the final scenes of the
show. As she moves in a circle her movements

- are constructivist, sharp and incisive; they are

© devoid of the plasticity and delicacy that the

™ W

areny, scena jest pusta dookotfa niej wentylatory

i duza postac w czerni, garnitur ledwie dopina
sie na brzuchu, celowo przerysowane ksztatty
skfadaja sie na sztuczna postac, nieco
karykaturalng, nieco przerazajaca. Jej twarz
szczelnie zakrywa plastikowa, lateksowa
maska, podobnie w miejscu dfoni i stop pojawia
sie folia lub inny sztuczny materiat. Wszystko
sprawia wrazenie celowego odcztowieczenia
postaci. Figura w czerni wyciaga paski
plastikowej torby, delikatnie kfadzie je na
scenie, by pdzniej je uwaznie posklejac. Juz za

chwile wprawi je w ruch, niekonczacy sie taniec,

balansowanie. Mate plastikowe figurki
unoszone ruchem z wentylatoréw, wypefnione
wiatrem przypominaja mate ludzki, lekko
szybuja w gore i spadaja w dét, wchodzace ze

soba w interakcje. Nad tym eterycznym, pefnym

barw Swiatem ma panowanie mezczyzna w
czerni. Poczatkowo troskliwie zbiera figurki,
ktére nieopatrznie zaplataty sie w krecace sie
wentylatory, na koniec jednak tej sekwencji

niszczy stworzona wczesniej z pieczotowitoscia

przestrzen i mate stworzenia.

Od tego momentu zaczyna sie niekonczacy sie
proces wydalania z mezczyzny kolejnych
foliowych workéw, przypomina to odpadanie
skory, odrywanie kolejnych warstw cebuli w
poszukiwaniu tej prawdziwej powtoki. Dtugi
proces redukcji jest zmudny, garnitur skrywat
niezliczone warstw folii, ktére trzeba wyrzuci¢ z
siebie, wydaje sig, ze nastepuje zupetna
destrukcja postaci i transformacja nie tylko

przestrzeni, ale gléwnej osoby nig zawiadujace).

W finale ze sterty, plataniny folii wyfania sie
postac kobieca w jasnym kostiumie, zrywajac
do konca z siebie narosniete strzepy, warstwy
folii, latekstu, opinajace jej ciato poriczochy.
Pokazuje sie w koncu ciato, ktére oddycha, poci
sie i odczuwa. Zanim do tego dojdzie, ona
rowniez bedzie dostownie rodzi¢ foliowe ciagi
sznuréw. Jest w tym dfugotrwatym procesie
wydalenia ozywcza sita prowadzaca do
narodzin nowego stworzenia. To wyrzucanie z
siebie ma tez znamiona porodu, niczym z
kobiecego drég rodnych wylewaja sie kolejne
tancuchy folii — co bardzo dobitnie podkresla
trykot. Ukryta gteboko w kostiumie kobieta
tylko w ostatnim scenach odsfania swoje
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plastic bags dancing in the wind bore, or of any
softness of feminine gesture.

. What is the relationship between the man from
the first part and the woman from the second

. part? They use the same body; only the
costume incorrectly suggests in the first act

- that we observe a man. The corporeality

- provokes some discussion — in the first act it is
- denied the right of visibility; the body is hidden,
and some kind of imitation or artificial skin is in
- its place. This may cast some light on the

- interpretation of fiction in terms of the first

. picture — understood as the symbol of
searching for oneself in various cultural roles

- and situations, until finally finding a real body,
transforming and changing oneself until a new
- body is created.

The cycle comprises a story of commutativity,
- which starts with giving life to the plastic

- creatures, moves on to their destruction, and

- ends when the negation of the first body leads
to new life.

In the second performance by Compagnie Non
- Nova, L 'aprés-midi d’'un Foehn (not Faun)
everything constitutes fiction; the relationship
. between art and reality is very thin. The show
was prepared for the Natural History Museum
- of Nantes, who wanted the piece to be
movement-related. Yet the director, Phia

- Ménard, spending time among all sorts of
museum exhibits, felt like she was in a place

. where death was on exhibition — remnants of
the past world and of creatures long gone (just
- like the Faun? Maybe he has never existed?).
What she experienced walking through the

. museum was the shortage of air, the shortage
-~ of air circulation; this stillness reminded her

. even more of death. With being short of breath.
She decided to give this space new life by the

- breath of air — a link to life. The coexistence of
- life and death (just like in Vortex) resulted from
- the use of electric fans and plastic bags,
ordinary household objects, which the wind

- gave a human form.

At the Mime Festival the fans are located close
© to each other around a small arena, the blades

™ W

prawdziwe ciafo. Porusza sie po kole, jej ruch

jest konstruktywistyczny, szarpany i ciety, nie

ma w sobie nic z plastyki i finezji tanczacych na
wietrze plastikowych toreb, ani miekkosci
kobiecego gestu.

Jaka jest relacja miedzy mezczyzna z pierwszej

czesci a kobieta z drugiej? Postuguja sie tym
samym ciatem, tylko kostium btednie sugeruje,
ze w pierwszym akcie obserwujemy
mezczyzne, wiasciwie przesuniecie
konwencjonalnych kodéw kulturowych dzieki
ktorym jasno rozpoznajemy kobiecosC i
meskosc jest tu wiecej nizumowna. Pytanie
zatem rodzi sama cielesnos¢, ktérej w
pierwszym akcie odmawia sie prawa do bycia
widzianym, ciafo jest ukryte, w jego miejscu
pojawia sie imitacja, sztuczna skéra. Moze
rzuca to Swiatto na odczytanie fikcyjnos¢ tego
pierwszego obrazu, na rozumienie jego jako
symbolu poszukiwan siebie w réznych rolach
kulturowych i sytuacjach, az do znalezienia na
koncu realnego ciafa i zwiagzanej z tym
transformacji, zmiany az do stworzenia
nowego ciata.

Ten cykl uktada sie w historie o przemiennosci,

zaczynajac od nadania zycia plastikowych
ludzikom, przez zniszczenie ich i rozpad,
negacje tego pierwszego ciafta az w koncu ku
Zyciu.

Z kolei w drugim spektaklu Compagnie Non
Nova w L ™ Apres-midi d " un Foehn (nie Faun)
wszystko jest fikcja, relacja pomiedzy sztuka a
rzeczywistoscia jest bardzo cienka. Spektakl
powstat dla Natural History Museum of Nantes,
miat by¢ powiazanym z ruchem, jednak Phia
Ménard, rezyserka, przebywajac wsréd
wszystkich muzealnych eksponatéw czuta sie

jak w migjscu, gdzie wystawia sie Smierc,

szczatki Swiata minionego i stworzen, ktérych

juz nie ma (jak Fauna? A moze jego nigdy nie

byto?), tym co odczuwata btakajac sie po
muzeum byt brak powietrza, brak cyrkulacji
powietrza, ten bezruch kojarzyto jej sie jeszcze
bardziej ze Smiercia. Z brakiem oddechu.
Postanowita ozywic¢ przestrzen, przez powiew
wiatru, kojarzacy sie z zyciem. To rownoczesne
wspdotistnienie zycia i Smierci (jak w Vortex)
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turning with such speed that they create the

- images of distorted circles. A character wearing
a black coat appears in the middle of the stage,
- reminding us of a magician, who just like the

- demiurge starts to create the world. The

- performer coaxes the colourful plastic bags into
delicate movements, bags that are just like

- those found in supermarkets. He cuts different
shapes out of them, joins the strips with tape

- s0 that they can be carried with the wind,
thereby starting their dance. The

- transformation gives impressive effects, at first,
two-dimensional bags fill the air and play as if

- they were kids. Cheerful, lively and fully
individual. Then the narration unfolds ratherin

- accordance with myths and fables — a dragon
or a snake appears (also made from plastic)

- which inspires terror among the creatures
waving in the wind. There is a moving fight

- scene, and the mood changes. The narration
and the dance formula link to the ballet; the

- story, told with the participation of the plastic
bags, is stylised as a fable. There is a kind of

. magic in the procedure: artificial objects,
shaped as a reflection of human beings, start to
- behave like people. However, they demonstrate
- adelicacy and softness in their dance of which
any dancer could be jealous. Their form is easy

. toreshape; they are volatile, airy and move
noiselessly — again they bring questions about

- the body’s materiality and the possibilities for
its alteration. The wind brings a new world alive,
- which is created in the image of our own.

- By means of the same ploy of bringing the
plastic bags to life and placing them in a human
. context, Compagnie Non Nova create two
separate narrations and depict two versatile

- worlds. The arrangement of space and the
number of props in both performances is

- similar, yet the burden of questions posed is

- incomparable. This formal process

- demonstrates enormous power as well as

- incredible tension, and the shock of finding that
. disposable plastic bags can dance keeps the

~ audience extremely involved in the plot.

. The double or even the triple nature of the

narrations created, which link together for a
: moment only to follow completely different

™ W

pogodzita poprzez wprowadzenie —
wentylatoréw i uzycia codziennych
przedmiotéw, plastikowych toreb, ktérym ped
powietrza nadaf ludzka forme.

Na londynskim festiwalu wokét matej areny
wentylatory stoja blisko, obracaja tak szybko
skrzydfami, ze widac tylko jakby rozmazane
kofa. Na srodek sceny wchodzi posta¢ w
czarnym ptaszczu, przypomina maga i niczym
demiurg zaczyna tworzy¢ Swiat. Spokojnie
wyjmuje kolorowe plastikowe torby, takie
zwyczajne jak te, ktére mozna dosta¢ w

supermarkecie, wycina z nich ksztatty, subtelnie

taczy i skleja taSma osobne paski, aby juz za
chwile w magiczny sposéb poruszone i

nabrzmiate od podmuchoéw wiatru, mogly same

podnies¢ sie w gore i rozpoczac swoj taniec.
Transformacja uzyskuje tu niezwykly efekt,
najpierw jednowymiarowe torby wypefnione
powietrzem graja niczym dzieci. Wesote,
zupetnie spersonalizowane i zywe. Potem
narracja spektaklu przebiega raczej zgodnie z
mitami czy basnia pojawia sie smok czy waz —
(réwniez z folii), ktéry czyni postrach wsrod

kotysanych wiatrem ludzikéw. Jest przejmujaca

scena walki. Zmieniaja sie nastroje, za pomoca
wyczarowywania kolejnych sytuacji,
ustawionych na foliowe ludziki z torebek.
Narracja i formuta tanca przywodzi na mysl
balet, podobny jest z opowiescia z udziatem
plastikowych torbach, stylizowana na basn.
Jest w tym zabiegu szczypta magii, sztuczne
przedmioty zaczynaja zachowywac sie jak
ludzie, ich ksztatty powstaly na podobienstwo i
wizerunek cztowieka. Jednak w tancu maja
lekkos$C i finezje, ktérej moze pozazdrosci¢ im
kazdy tancerz, ich forma jest tatwa do

transformacji, s ulotne, zwiewne, poruszaja sie

nie bezszelestnie — pozycja tancerza zostaje
zagrozona i ponownie rodzi sie pytanie o

materialnos¢ ciata, i mozliwosci jego przemiany, :

jego analogie. Za pomoca wiatru powstaje

nowy $wiat, stworzony na podobienstwo
naszego.

Compagnie Non Nova wykorzystujac ten sam
chwyt nadania zycia plastikowym torbom i
whpisania ich w ludzki kontekst, prowadzi dwie
rézne narracje, pokazuje zupetnie odmienne
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directions a second later, poses a challenge in

. terms of the performances’ interpretation: they
emphasise the problem of transformation in

- the context of the body’s materiality and its
form, which, after all, always expresses itself in
- connection with the internal and coherent

- senseof .

Swiaty, cho¢ pozornie zakres dziatan i aranzacja
otoczenia, iloS¢ rekwizytoéw w obu
przedstawieniach jest bardzo podobna, to

jednak ciezaru stawianych pytan nie da sie

poréwnac. Jest w tym zabiegu formalnym sita,
podobnie jak niezwykfe napiecie, zaskoczenie,

ze plastikowe jednorazowe reklamoéwki moga

tanczy¢, trzyma widzéw mocno wtopionych w
ciag akcji sceniczne;.

Podwaojnosé, a nawet potrojnos¢ kreowanych
narracji, ktore tylko na moment sie schodza,
aby potoczy¢ sie zupefnie innym nurtem —
stawia réwniez wyzwanie do petnego
odczytania tych spektakli — ustanawiajac w
centrum problem transformacji w kontekscie
materialnosci ciata, jego formy, ktéra przeciez
zawsze realizuje sie w powigzaniu z
wewnetrznym i spojnym poczuciem ,ja".
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Processes
~ of Creationin
~ the Contemporary
Circus

AMELIA BAUTISTA BATLLORI

- Intoday’s circus, as in other fields of the

- performing arts and culture in general, different
processes of creation are possible. Each type of
- process obtains a different result, and we can
even say that similar ways of approaching a

- show lead to works that are very different from

- each other.

Specifically, unlike in dance and theatre, the

- circus lacks a historical repertoire of works and
is generally not supported with texts. Thus, the
- starting point for the process of creation is

- different. Training in circus disciplines and the
physical abilities of the artists are essential and
- get mixed with the creators’ personal
experiences, interests and imagination. And

. sometimes it is also simply about the vital need
to express some feelings or ideas.

Each show is the unique outcome of a complex
. process of creation in which different elements
participate and have influence: the creator and
- his or her artistic background, the other artists
involved and their personal circumstances,

- current trends, the funding available, etcetera.

- Therefore, it is clear that each show is a unique
- case. But s this because it ends up having a

- certain form or structure, because it has a

- specific tempo? What relation does the artist

- aim to establish with the audience?

- To begin to understand the processes of

. creation in today's circus, we held

- conversations with its directors and artists and
- studied some of the shows at the London
International Mime Festival 2014. We were

. able to see these shows as part of the Unpack
. the Arts programme for cultural journalists in

™ W

Processos
de creacié
en el circ
contemporani

AMELIA BAUTISTA BATLLORI

En el circ contemporani, com en d'altres ambits
de les arts esceniquesi la cultura en general,
existeixen diferents processos de creacié
possibles. Cada tipus de procés obtindra un
resultat diferent, i fins i tot es pot afirmar que
maneres semblants d'enfocar un espectacle
desembocaran en obres molt allunyades les
unes de les altres.

Especificament en el cas del circ, i a diferéncia
del cas de la dansai el teatre, no es disposa
d'un repertori historic d'obres i generalment no
es compta amb el suport del text. Les bases de
partida del procés de creacié sén altres. S6n
essencials les disciplines circenses i les
capacitats fisiques dels artistes, que es
barregen amb les experiéncies i interessos
personals dels creadors i el seu imaginari; a
vegades també es tracta senzillament de la
necessitat vital d'expressar uns sentiments o
idees.

Cada espectacle és fruit tnic d'un complex
procés de creaci6 en que participen i influeixen
diferents elements: el propi creadori el seu
bagatge artistic, els altres artistes participantsi
les seves circumstancies personals, les
tendéncies del moment, els recursos
economics disponibles, etc. Queda clar, doncs,
que cada obra és un cas diferent. Pero perque
acaba tenint un forma o una estructura
determinada, perqué té un ritme concret?
Quina relaci6 vol establir 'artista amb el public?

Per comencar a entendre els processos de
creacié en circ contemporani actual, i gracies a
converses amb els seus directors i artistes,
hem analitzat alguns dels espectacles del

AMELIA BAUTISTA BATLLORI
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the EU, organised by the London-based
production company Crying Out Loud.

- Obviously, the uniqueness of each work makes
generalisations impossible, but it is interesting to
- study very different productions to see how an
artist’s personality or a company’s operations or
- aims lead to one type of show or another.

Compagnie Non Nova: L aprés-midi

~ d'un Foehn and Vortex

- Compagnie Non Nova, led by the French juggler
- Phia Ménard, opened the 37™ Mime Festival

- with two shows based on wind that overlap
despite their great differences. Both projects

. are very personal to Ménard, a former student
of another prestigious juggler, Jérdme Thomas.

- Meénard told us about her artistic background:
first she learned to control her body and
objects, but she then went beyond traditional
juggling and became interested in

. uncontrollable objects. Indeed, she became
enraptured by the idea of transformation,

. working on and exploring elements that change
and cannot be controlled by their very nature.

- An example of this development is her previous
show, PPR (Position Paralélle au Plancher), in
- which she handled and played with balls of ice,
which, because of the material's properties,

. broke, melted and burned in her hands.

- Next she turned to the wind, which cannot be
seen and follows a path which cannot be

. predicted. And if we pay attention to what she
told us, sweat is another material with which

- Phia Ménard will work.

- The need to create

According to Ménard, her process of creation is
. first the result of a need. Her personal interests
push her past conventional juggling and prompt
- her to explore other uncontrollable elements
based on the idea of transformation. With this

. concept and need in mind, Ménard has created
- three shows based on the wind. And how did

- the idea occur to her? It came from a research
project she started at the Museum of Natural

- History of Nantes, where she spent a few nights
- among dead and stuffed animals to which she

™ W

London International Mime Festival 2014. Es
tracta d'obres que hem pogut veure en el marc
del programa per a periodistes culturals de la
UE Unpack the Arts, organitzat per la
productora londinenca Crying Out Loud.

Evidentment, la unicitat de cada obra fa
impossible establir afirmacions generalistes,
perd |'analisi de muntatges molt diferents és
interessant per comprovar com la personalitat
d'un artista, el funcionament o I'objectiu d'una
companyia desemboqguen en un tipus o altre
d'espectacle.

Compagnie Non Nova : L'aprés-midi
d’un Foehn i Vortex
La companyia de la francesa Phia Ménard va
inaugurar la 37a edicié del Mime Festival amb
dos espectacles basats en el vent, amb punts

en comu pero ben diferents. Dos projectes molt

personals d'aquesta malabarista, alumna d'un
altre prestigios artista d'aquesta disciplina,
Jérbme Thomas.

Ménard ens va explicar la seva trajectoria
artistica: primer va aprendre a controlar el seu
cos i els objectes, perd després va voler anar
més enlla del malabarisme habitual i passa a
interessar-se per objectes incontrolables. En

aquesta linea, es va deixar atrapar per la idea de

transformacio, i va treballar i investigar
elements que canvien i que per la seva
naturalesa no es poden controlar. Un exemple
d'aquesta evolucio és el seu espectacle
anterior, PPP (Position Paralélle au Plancher),
en qué manipulava i jugava amb unes boles de
gel, que, per la naturalesa del seu material, es
trencaven, es fonien i a més li cremaven les
mans.

Després ha estat el torn del vent. Un element
que no es veu i del qual no es pot preveure la
trajectoria. | sihem de fer cas del que ens va
avancar, la suor sera un altre dels elements
amb els que treballara Phia Ménard.

Crear com a necessitat

El procés de creacié és, segons confessa
Ménard, en un inici fruit d’'una necessitat d'ella
mateixa. Pels seus interessos personals es veu
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finally managed to give new life thanks to the

. electric fans that ruffled their fur. From there,
she began to study the wind and to work on it

. as amajor element in her work. Both shows
play with wind-related words in their titles:

- L'aprés-midi d’'un Foehn uses the music of
Claude Débussy based on a poem by Stéphane
- Mallarmé with a similar title (L'aprés-midi d'un
Faune”), but replacing the word faune with

. Foehn, awarm and dry wind well known in the
Alps for causing headaches. Vortex refers to the
- whirlwind that is the star of the show.

. Phia Ménard admitted that it has been hard for
her to create something with other people

- because she is the only protagonist in the

.~ process, the one that leads it and knows where
- itis headed. Therefore, her projects are highly
personal. Once the creation exists for her alone,
- itis easier for her to break away from it and let
other people perform it, as happens with

- L'aprés-midi d'un Foehn.

Regarding her relation with the public, Ménard
- explains that it is vital for her that the audience
disconnect from their daily lives and establish a
- link. “I think that you cannot create a theatrical
situation unless there is this anaesthetic

. situation, this invitation to get lost in the world
of the theatre,” she has said. Thus, both L ‘aprés-
. midi d’'un Foehn and Vortex start off in a similar
way, with a fascinating dance of plastic bags

. that become such wonderful contemporary

- dancers that they leave the audience

- speechless.

. From this process of creation emerge shows
rather clear in structure: an initial anaesthetic

. part, as the artist would say, and then
development with a climax and denouement

. serving Ménard's idea of playing with the wind
while explaining a situation or concept at the

. same time. These are works with dark parts and
- different possible interpretations that attract

- audiences and do not leave them indifferent, at
- least from what we observed in situ.

: Cie MPTA: A Bas Bruit
- The French circus company MPTA (Les mains,
. les pieds et la téte aussi) put on a show titled

™ W

avocada a anar més enlla del malabarisme
convencional i a investigar sobre altres
elements incontrolables en base a la idea de la
transformacio. A partir d'aquest concepte i
d'aquesta necessitat, Ménard ha creat tres
espectacles basats en el vent. | com va sorgir la
idea? Va ser a partir d'un projecte d'investigacio
iniciat al Museu d'Historia Natural de Nantes:
I'artista es va passejar unes quantes nits enmig
d'animals morts i dissecats, als que finalment
va aconseguir donar vida gracies a ventiladors
que movien el seu pél. A partir d'aqui va
comencar a analitzar el vent i a treballar-hi com
a element principal de les peces. Els dos
espectacles juguen amb paraules relacionades
amb el vent en els seus titols: “L’aprés-midi d'un
Foehn”, utilitza la musica de Claude Débussy
basat en el poema de Stéphane Mallarmé i
canvia la paraula “faune” per Foehn, un vent sec
| calent molt conegut als Alps per causar mals
de cap. “Vortex” fa referéncia al remoli que sera
protagonista de la peca.

Phia Ménard va confessar que li costava crear

conjuntament amb d'altres persones, perqueé és

ella la Unica persona protagonista del procés,
qui el lidera i qui sap cap a on vol arribar. Es
tracta, doncs, de projectes molt personals. Una
vegada la creacio ja existeix per si sola, és més
facil que pugui independitzar-se d'ella i altres
persones la puguin protagonitzar, com passa
amb “L'aprés-midi d'un Foehn”.

Respecte a la relacié amb el pablic, Ménard
explica que per ella és imprescindible fer que
I'audiencia desconnecti de la seva quotidianitat
i establir-hi un lligam. “Crec que no es pot crear
una situacié dramaturgica fins que no hi ha

aquesta situacié anestésica, aquesta invitacié a

oblidar-se del mén que és el teatre”, explica
artista. | per aixo les dues peces “L'aprés-midi
d'un Foehn” i “Vortex” comencen de manera
semblant, amb un ball fascinant de bosses de
plastic que esdevenen les millors ballarines de
dansa contemporania i que deixen el public
bocabadat.

D'aquest procés de creacio se'n deriven uns
espectacles amb unes estructures forca clares:
una primera part anesteésica, com diria I'artista,

AMELIA BAUTISTA BATLLORI

I
ARTS

P33




Fuerzabruta - Fuerzabruta

A Bas Bruit at the Mime Festival 2014. The

. company’s name is a declaration of intent: not
- only do they use the body, but they also work

- with the ‘head": they work on concepts and

: ideas, and not just within a particular physical
discipline.

¢ During the talk at Unpack the Arts, we spoke
with Mathurin Bolze, a circus artist who studied
. at the prestigious Centre National des Arts du
Cirque and was a member of the collective
Cirque Anomalie. Having become the artistic
director of MPTA a few years ago, a company
for which he is a co-founder, he follows the path
of other circus artists that have had to do less
physical work as they get older, switching to
such things as directing and advising other
companies. These roles are absolutely essential
to the circus, where performing artists
dominate but direction is often found lacking,
especially in smaller shows.

Mathurin bases A Bas Bruit on the work of
French filmmaker and anthropologist Jean
Rouch, and especially a documentary titled Moi,
un Noir, which describes the lives of Nigerian
immigrants looking for work in lvory Coast.
Rouch is known for the influence of his
ethnographic films, filmed mostly in Africa, and

i després un desenvolupament amb un climax i
un desenllag al servei de la idea de Ménard de
jugar amb el vent i explicar al mateix temps una
situacié o concepte. Obres amb algunes parts
fosques i amb diferents interpretacions
possibles, perd que no deixen indiferent i
atreuen a I'espectador, almenys pel que vam
comprovar in situ.

Cie MPTA - A bas bruit
La companyia de circ francesa MPTA (Les
Mains, Les Pieds et La Téte Aussi) ha presentat
al Mime Festival 2014 |'espectacle A bas bruit.
El nom de la companyia ja vol ser una
declaraci6 d'intencions: no només fan servir el
cos, sind que també hi ha un treball de “cap” al
darrera, treballen amb conceptesiideesino
nomeés al servei d’'una disciplina fisica o una
altra.

Ala xerrada amb Unpack the Arts vam poder
parlar amb Mathieu Maturin, artista de circ
exalumne de la prestigiosa escola Centre
National des Arts du Cirque, i membre del
col-lectiu Cirque Anomalie. Convertit des de fa
uns anys en director artistic de la companyia
MPTA, del que és cofundador, segueix el cami
d'altres artistes circenses que amb I'edat es
veuen obligats a dedicar-se a tasques menys
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because he has created a new style of

- documentary called ethnofiction with them
that mixes documentary and fiction from an
- anthropological point of view.

- To understand MPTA's process of creation, we

- must be aware that the company works with

. different components in each show and each

-~ includes the disciplines in which the artists are

- specialised. From the beginning of the creation
- of ABas Bruit, they worked on all the different

- elements at the same time: light, sound, music
- and video, this time under the influence of Jean
- Rouch.

- Apuzzle with different pieces
Afterwards, as if solving a puzzle, each artist and
- member of the company offers his or her ideas

- and suggestions about how to develop the
show. In the end, as Mathurin told us, “the work

. ends up like a sweater made from many-

-~ coloured wool”. It is a collective effort that aims

. to be “a kaleidoscopic portrait of the people in

- the street”. According to the director, the show

- also deals with the idea of walking, whether on a
wheel, like a hamster, or along a moving belt,

. telling us that “if you don't move, you'll be moved,
and if you move, you'll stay in the same place”.

Without intending to provoke the audience,

. Mathurin does seek to lower their defences so
the show may be interpreted freely. “The

. images speak for themselves and | really don't
like explaining them, because then they could

- lose their poetic mystery.”

- The show resulting from this collective process is
just like Mathurin says: a puzzle with different

. acts, some images and no apparent structure,

- where moments with more acrobatic elements

- linked to the circus (hand-to-hand and a brief
appearance by devil sticks) are combined with

. other, more theatrical scenes. The successive

- numbers, with no visible order or narrative thread
- connecting them, together with the use of
lighting and video, creates a particular

- atmosphere but goes no farther than that. May
we conclude that creating with different people

- that have brought different perspectives at

- different points in the process of creation

™ W

fisiques com la direcci6 o I'assessorament a
d'altres companyies. Feines completament
necessaries en el circ, on predominen els
artistes executants, pero on sovint, sobretot en
espectacles de petit format, es troba a faltar
una millor direccid.

AA bas bruit, Maturin utilitza com a base I'obra
del cineasta i antropoleg francés Jean Rouch, i
sobretot un documental titulat “Moi, un Noir”,
que descriu la vida d'immigrants nigerians a la
recerca de feina a la Costa d'lvori. Rouch és
conegut per la influéncia de les seves pel-licules
etnografiques, sobretot enregistrades a I'Africa
i perqué amb elles va crear un nou estil de
documental, anomenat etnoficcié, en qué
barreja documental i ficcié des del punt de vista
de I'antropologia.

Per entendre el procés de creacié de MPTA cal
tenir en compte que la companyia treballa amb
diferents components a cada espectacle, i cada
obraincloura les disciplines en que estan
especialitzats aquests artistes. En el cas d' A
bas bruit, des del principi de la seva creacié van
comencar a treballar a la vegada en els
diferents elements: llum, so, musica i video, en
aquest cas com a influéncia de Jean Rouch.

Un puzzle amb diferents peces
Després, com si d'un puzzle es tractés, cada
artista i membre de la companyia va aportar les
seves idees i propostes sobre com
desenvolupar la peca. Al final, i segons va
explicar Mathurin, “I'obra acaba sent com un

. jersei teixit amb llanes de diferents colors’, és

un procés col-lectiu que vol ser “un retrat
caledoscopic de la gent del carrer”. Segons el
seu director, la peca també té com a referent la
idea de caminar, ja sigui en una roda gegant,
com faria un hamster, o bé sobre una cinta
transportadora, element que expressa que si

“no et mous et mouen, i si et mous, et quedes al

mateix lloc”.

Sense voler provocar a |'espectador, Maturin vol :

destruir les seves defenses i deixar que
interpreti lliurement la peca, “les imatges parlen
i no m'agrada gaire explicar-les perque llavors
perdrien el seu misteri poétic”.
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- promoted the collage-like feeling of the final
- result?

-~ Compaiiia Fuerzabruta: Wayra
- We were unable to speak with Diqui James,
the director of the Argentine company

- Fuerzabruta's show, but we did talk with the

.~ executive producer and three of the artists

- starring in it at the Roundhouse in London
(i this case, unrelated to the Mime Festival

- programme). The company consists of different
~ teams that travel internationally to stage

- Wayra ("wind” in Quechua) simultaneously in
different countries. Like Compagnie Non Nova,
- these are shows that were made a long time
ago and have travelled to different capitals.

. Meaningless: a feast for the senses

~ This is a show in which “there is no meaning or
. representation; nobody knows what the show

- means, because it has no meaning”. This is

. what is written on Fuerzabruta’s website, and
the artists and producer confirm it. They receive
. no instructions from the director at all, nor are
they required to master any circus discipline;

. they are merely asked to experience the show
with honesty and as much energy as possible.

. Therefore, there is no idea or concept behind
this series of visually and technically powerful

. images that come one after another, surprising
and enveloping audiences all over: a feast for

- the senses using special effects, unexpected
structures like swimming pools in the air, loud

. music, a powerful wind created with giant fans,
etcetera.

.~ Inthis case, the goal is for the audience to form
. part of the show, and for them to stay involved
at all times and participate in the action. The

. company succeed in putting on a show that
feels like a party where people can let loose, a

- catharsis inspired by Argentine carnivals.

This show was not created to be anything more
than euphoria experienced to the maximum,

- with no messages or concepts. The director has
not added any personal elements, which makes
- it easier to perform in different parts of the

- world with different teams. This process of

™ W

L'obra resultant d'aquest procés col-lectiu, és,
ben bé com explica Maturin, un puzzle amb
diferents peces i algunes imatges, sense
estructura aparent, en qué moments amb més
aspectes acrobatics i lligats al circ (mans a
mans i una lleu aparicié de pal xinés) es
combinen amb d'altres escenes més teatrals.
Aquesta successié sense un ordre visible ni fil
conductor o narratiu, juntament amb I'Gs de
recursos com la il-luminacié o el video, crea un
ambient particular perd no va més enlla.
Podem pensar que el fet de crear entre
diferents persones, que han anat aportant
diferents punts de vista en diferents moments
del procés de creacio, ha promogut aquesta
sensaci6 de collage del resultat final?

Compaiiia FuerzaBruta: Wayra
En el cas de la companyia argentina
FuerzaBruta, no vam poder parlar amb el
director de I'espectacle, Diqui James, sin6 amb
la productora executiva i tres dels artistes que
el van protagonitzar al Roundhouse de Londres

(en aquest cas, fora de la programacié del Mime

Festival). La companyia esta formada per
diferents equips itinerants a nivell internacional,
que posen en escena “Wayra” (vent en quitxua)
de forma simultania a diversos paisos. Com la
Compagnie Non Nova, es tracta d'espectacles
que fa temps que estan creats i que ja han
viatjat a diferents capitals.

Sense cap significat:

festa per als sentits
Ens trobem amb una obra en qué “no existeix
cap significat o representacio; ningu sap el
significat de I'obra, perqueé no el té”, segons ens
explica la web de FuerzaBruta. Els artistes i la
productora ho confirmen. No tenen indicacions
del director en cap sentit, tampoc se'ls exigeix

el domini de cap disciplina circense, només se'ls

demana que visquin I'espectacle amb tota
I'energia possible i amb honestedat. No hi ha,

doncs, cap idea o concepte al darrera. Una série

d'escenes molt potents visual i técnicament
que es segueixen una darrera a l'altre i que
sorprenen i envolten el public per tot arreu. Una
festa per a tots els sentits a través d'efectes
especials, estructures sorprenents com unes
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creation is different from that of the other

- shows mentioned here and is based on an
honest focus on entertainment and business

. that we believe achieves the expected result in
the end.

. Without conclusions

. We have seen that a personal need to express
oneself, a concept, and entertainment are all

- different reasons or starting points from which
a contemporary artistic circus performance

- comes into being: without a text (though still
with dramaturgy) and with a significant

- presence of the body and the handling of
objects. However, our talks with the artists

- reveal that aside from the initial motivation,
how the process of creation unfolds and the

- role that the artist wants it to play for the

- audience is equally important: if there is a
unique personal view of how the show has to

. be, if different people with different views are
involved, whether they want the audience to
think or simply be entertained, etcetera.

- All these aspects and more influence the type
of show that emerges from the process in the

- end. It would be too ambitious to draw general
conclusions from an analysis of the works

. mentioned here, but at the same time, do we
not achieve a better understanding of what a

- work s like, how it is structured and how the

- audience experiences it, when we consider the
. motivation of the artists and the processes
employed to create their shows?

piscines aeries, musica a un volum elevat, un
potent vent creat amb ventiladors gegants, etc.

En aquest cas l'objectiu és que el public formi
part de I'espectacle i s'hi entregui, i se Iimplica
en tots els moments, promovent la seva
participacié. Aconsegueixen que la sensacié de
I'espectacle sigui el d'una festa per passar-s'ho
bé, una catarsi inspirada en els carnavals
argentins.

Des de la seva creacio no pretén ser més que
una experiéncia euforica viscuda al maxim,
sense missatges ni conceptes. El director ha
creat sense aportar elements personals, fet
que facilita la seva reproduccié a diferents llocs
del mén per part de diferents equips. Es tracta
d'un procés de creacio diferent al dels altres
espectacles citats, basat en un honest objectiu
comercial i d'entreteniment que obté, al nostre
entendre, el resultat final esperat.

Sense conclusions
Hem vist que la necessitat personal
d’'expressar-se, un concepte o I'entreteniment
s6n diferents motius o punts a partir dels quals
neix una peca artistica de circ contemporani:
sense text (aixo no vol dir sense dramaturgia) i
amb un important preséncia del cosila
manipulacié d'objectes. Les converses amb els
artistes evidencien pero, que, a part de la
motivacio inicial, és igualment important com
es desenvolupa el procés de creacié i quin
paper |'artista vol que jugui el public: si hi ha una
Unica visi6 personal de com ha de ser
I'espectacle, si diferents persones amb
diferents visions hi intervenen, si es vol que el
public pensi o s’entretingui, etc.

Tots aquestes aspectes i d'altres influeixen
perqué el resultat final sigui un espectacle i no
un altre. Seria massa ambiciés extreure
conclusions generalistes a partir de I'analisi de
les peces citades, perd a la vegada, no entenem
millor com és una obra, la seva estructuraicom
la vivim com a public si tenim en compte la
motivacio dels artistes i els processos de
creacio dels espectacles?
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The Body as
Battlefield -
(tentatively)
connecting Artistic
Research and
Dramaturgy in
Circus

BAUKE LIEVENS

(Do excuse me for the autobiographic introduction)

© Since my encounter with the French circus
company Maboul Distorsion in the heat of a

- southern French summer almost ten years ago, |
have been somewhat addicted to circus. The tent,
. the caravans, the unity of the audience, the direct
- communication! Still, familiarisation has been

- setting in these last few years. The reason for
this? Many circus makers seldom question their

. practice and, without any irony, tend to mistake
their lifestyle and undoubtedly exceptional métier
- for artistic skill and for art tout court. And this
without any irony. The outcome: an acute

. shortage of enthralling performances. As for
myself: Cie Maboul Distorsion has since made

- way for a dramaturgic practice that focuses on

- methods for artistic research in the creation of

. contemporary circus performances.

- Should you question the relevance of this
autobiographical introduction and fretfully feel

- that this discourse belongs in the column page of
your local paper, here are two motivations for you.
- One. My personal balancing between the

-~ definition of circus as a uniting ritual in which art

- and life are one, and the questions | put to the
medium with regard to research that is based on

- apersonal and artistic necessity as a precondition
for circus to be even considered a form of art,

- reflects the balancing of circus itself: somewhere

- between sports, ritual and performing arts.
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Het lichaam als
slagveld: een
(voorzichtig)

verbinden van

artistiek onderzoek |

en dramaturgie
in circus

BAUKE LIEVENS

(vergeeft u mij deze autobiografische inleiding)

Sinds een ontmoeting met het Franse
circusgezelschap Cie Maboul Distortion in de
hitte van een Zuid-Franse zomer, nu bijna tien

. jaar geleden, ben ik enigszins verslaafd aan

circus. Die tent, die woonwagens, dat één-zijn
van het publiek, die onmiddellijke communicatie!
Toch treden er bij mij de laatste jaren steeds
vaker gewenningsverschijnselen op. De
oorzaak? Veel circusmensen bevragen zelden
hun praktijk en hebben de neiging om hun
levensstijl en hun weliswaar uitzonderlijke
ambachtelijke kunnen zonder ironie te
verwarren met kunstenaarschap en met kunst

tout court. En dat zonder ironie. Het gevolg: een

nijpend tekort aan boeiende circusvoor-
stellingen. Wat mij betreft: Cie Maboul
Distortion heeft ondertussen plaatsgemaakt
voor een dramaturgische praktijk die focust op

methodes voor artistiek onderzoek in de creatie

van hedendaagse circusvoorstellingen.

Mocht u zich vragen stellen bij de relevantie van

deze autobiografische introductie en geirriteerd

bedenkt dat dit schrijven thuishoort in de
columnsectie van uw plaatselijke krant (en zelfs
dan nog), ik geef u twee redenen. Eén. Mijn
persoonlijke balanceren tussen de definitie van
circus als een verbindend ritueel waarin kunst
en leven één zijn en de vragen die ik stel aan het
medium wat betreft onderzoek dat vertrekt
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And two. My dramaturgic practice corroborates
. acausal connection between the methods
employed in the creation of contemporary circus
. performances and the final dramaturgy of the
very same performances. This text is a first,

. tentative attempt at naming that connection. In
casu: A Bas Bruit by Cie MPTA (Mathurin Bolze)

. and Vortex by Cie Non Nova (Phia Ménard), both
- of which performed at the London International

- Mime Festival in January 2014.

Vortex: humankind in the eye of

. the storm

. Vortexis the fight of one performer with nine
fans, miles of plastic sheet, and wind, plenty of

- wind. Like any battle, Vortex, too, is an attempt
at transformation. It is a pursuit of stripping the
- countless layers of skin (social, cultural and

- sexual) in hopes of arriving at the naked truth of
the individual. However, as every attempt at

© taming the wind is without avail, this fight, too,
is lost in advance. For what is left when the

- battle with all that surrounds us is fought?
When are we ‘truly’ ourselves, except when we
- are born and when we die? And what is the
meaning of such a wrestle with an ephemeral

- and unsettled element that forces us to let
things go instead of trying to control them? It is
. the wind that makes us adapt ourselves to its
course, not the other way around. This futility,

- however, does not prevent us from joining
battle over and over again, hoping for a change,
. acatharsis or a rebirth.

- Phia Ménard, who juggled for many years with
Jérome Thomas’' company, now targets the

- wind as object to be manipulated and
conquered in Vortex. Still, while she engages in
- combat with this ‘unjugglable’ element, the
wind juggles her just as much. Accordingly, the
- arenain Vortex is circular, as is the residue of
the spiralling trajectory of a cyclone. In this

- intangible, natural décor, Phia Ménard finds
herself positioned amid plenty of plastic, the

{1 Avortexis a spinning motion in a vertical flow. A vortex may

: be two- or three- dimensional. Two-dimensional vortices are
stable, whereas three-dimensional vortices are unstable.
Vortices may occur as mono-, bi- or tripolar spin axes. Found
at the Dutch Aviation Encyclopedia, reference: http://www.
nederlandseluchtvaart.nl/forums/f28-nederlandse-luchtvaart-
encyclopedie-dutch-aviation-encyclopedia/vortex-4639/ .
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vanuit een persoonlijke en artistieke noodzaak
als voorwaarde om mogelijks over circus als
kunstvorm te kunnen spreken, reflecteert het
balanceren van het circus zelf: ergens tussen
sport, ritueel en podiumkunst.

En twee. Mijn dramaturgische praktijk bevestigt

het vermoeden naar een causaal verband
tussen de methodes die worden toegepast in
de creatie van hedendaagse
circusvoorstellingen en de uiteindelijke
dramaturgie van diezelfde voorstellingen. Deze
tekst is een eerste, voorzichtige, aanzet tot het
benoemen van dat verband. In casu: A bas bruit
van Cie MPTA (Mathurin Bolze) en Vortex van
Cie Non Nova (Phia Ménard) die beide te zien
waren tijdens het Londen Mime Festival, januari
2014.

Vortex: de mens in het oog

van de storm
Vortex is een gevecht voor één performer,
negen ventilatoren, meters plastiekfolie en
wind, veel wind. Net zoals elke strijd is ook
Vortex een poging tot transformatie, een
streven om de ontelbare lagen (sociale,
culturele en seksuele) huid af te strippen in de
hoop tot de naakte essentie van het individu te
komen. Maar net zoals elke poging om de wind
te temmen tevergeefs is, is ook dit gevecht op
voorhand verloren. Want wat blijft er over eens
het gevecht met alles wat ons omgeeft
gestreden is? Wanneer zijn we ‘echt’ onszelf,
behalve wanneer we geboren worden en
wanneer we sterven? En wat betekent die
worsteling met een efemeer en onstabiel
element dat ons verplicht om de dingen los te
laten in plaats van diezelfde dingen te willen
controleren? Het is de wind die ons dwingt om
ons aan te passen aan haar traject, en niet
omgekeerd. Die vergeefsheid belet ons echter
niet om telkens opnieuw de strijd aan te binden
in de hoop op een verandering, een catharsis of
een hergeboorte.

Phia Ménard, die jarenlang jongleerde in het
gezelschap van Jérome Thomas, maakt in
Vortex de wind tot het te manipuleren en
overwinnen object van haar kunnen. Echter,
terwijl zij de strijd aanbindt met dit
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. pre-eminent symbol of overconsumption,

. pollution and other excrescences of our human
- efforts to control the elements that surround

- us.

- The audience, seated in a circle around the
small arena of Vortex, witnesses a struggle that
. questions the nature and limits of our identity

- and of the outlines we use to think about

- ourselves. Cie Non Nova achieves this in a way

- worthy of its name: “Non nova, sed nove” or

- “not new things, but in a new way".

- “Non nova, sed nove”

This 'new way' of working is of particular

- importance in choosing the object and the

- relationship with it, and the way this relation

- evokes a specific presence of the body. Artistic

. research, in other words. Specifically, research
that originates from a reflection on the essence
. of circus: the relationship with the object and
the corresponding technical expertise. Still, the
significance of the body on the stage is not
rooted in spectacle, norin the display of

- seemingly infeasible physical abilities. Owing to
the object (the wind) becoming the central

. signifier in Vortex, the performance tells the
 tale of the influence this object has on the body.
- In other words: the meaning is expressed in the
way the intangible wind manipulates the plastic
- and how the very same wind transforms the
juggler’'s body. The potential meaning is thus

. based on the specific nature of the circus

- discipline itself, which in turn influences the

. dramaturgical structure of the performance.
And it influences the body, that appears as the

- field for this battle. In this way, the object and
the body accept a dialectical relationship and

- the body is turned into an object as well. This
approach is also to be recognised in the work of
- other contemporary circus companies such as
Cirgue Ici / Johann Le Guillerm and Compagnie
- Un Loup pour 'Homme.

The tragedy of circus and the

- relationship with the object

For the past few years, Phia Ménard has been
- conducting research on I.C.E., or Injonglabilité
. Complémentaire des Eléments
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‘onjongleerbaar’ element, manipuleert de wind
haar evenzeer. De arena van Vortex is dan ook
cirkelvormig, net als het residu van het
spiraalvormige traject van een wervelstorm.! In
dit onzichtbare, natuurlijke decor plaatst Phia
Ménard zichzelf te midden van veel plastiek, hét
symbool bij uitstek van overconsumptie, :
vervuiling en andere uitwassen van onze
menselijke pogingen om de elementen die ons
omgeven te controleren.

Het publiek, gezeten in een cirkel rond de kleine
piste van Vortex; is getuige van een strijd die de
vraag stelt naar de aard en de grenzen van onze
identiteit en van de concepten die we hanteren '
om over onszelf na te denken. Cie Non Nova

doet dit op een manier die haar naam waardig

is: “Non nova, sed nove” oftewel “niet met
nieuwe dingen, maar op een nieuwe manier.”

“Non nova, sed nove”
Die 'nieuwe manier’ van werken situeert zich
vooral in de keuze voor en de verhouding tot
het object, en in hoe die relatie het lichaam een
specifieke aanwezigheid geeft. Artistiek
onderzoek, dus. Meer in het bijzonder een
onderzoek dat start vanuit een reflectie op wat
de kern uitmaakt van het circus: de relatie tot
het object en de bijhorende technische
expertise. Toch is de betekenis van het lichaam
op scene niet geworteld in spektakel, noch in
het tentoonspreiden van een quasi-onmogelijk
fysiek kunnen. Doordat het object (de wind) de
centrale betekenisdrager wordt in Vortex, is de
voorstelling het relaas van de invloed van dit
object op het lichaam. Anders gezegd: de kern
van de betekenis wordt uitgedrukt in hoe de
onzichtbare wind de plastiek zakken
manipuleert en hoe diezelfde wind het lichaam
van de jongleur transformeert. De mogelijkheid
tot betekenisvorming is dus gefundeerd in de
specifieke aard van de circusdiscipline zelf, wat  :
op zijn beurt invioed heeft op de dramaturgische

1  Eenvortex (lucht)wervel is een draaiende beweging in een
fluidum. Een vortex kan twee- of driedimensionaal zijn.
Tweedimensionele zijn stabiel, terwijl driedimensionele
vortexen instabiel zijn. Vortexen kunnen voorkomen als een
mono-, bi- of tripolaire wervel. Gevonden in de Nederlandse
Luchtvaart Encyclopedie, te raadplegen op: http://www.
nederlandseluchtvaart.nl/forums/f28-nederlandse-luchtvaart-
encyclopedie-dutch-aviation-encyclopedia/vortex-4639/ .
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Company Non Nova - Vortex © Jean-luc Beaujault

- (Complementary Unjugglability of the
Elements). This research has echoed in a cycle

- of performances. In PPR. (Position Paralléle au
Plancher, 2006) and Black Monodie (2010),

. Meénard juggled ice. In L ‘aprés-midi d'un Foehn
(Version 1, 2008), Vortex (2011) and L ‘aprés-

- midi d'un Foehn (Version 2,2011) she
experiments with wind, how it can be

. manipulated while at the same time the body
is subject to the object of manipulation. At

. present, Ménard prepares Belle d'Hier (creation
2015), the fifth component in the cycle, in

- which the research is continued with water and
- vapour as ‘unjugglable’ elements.

Ice and wind are in fact everything classical

- juggling balls and clubs are not: they are neither
functional, nor predictable elements. While in

- traditional juggling the juggler determines the
movements of the object, here it is the object

- juggled with that determines the trajectory.
While circus traditionally stands for taming the

- forces of nature, in this circus a human is placed
in the midst of an unstable, not entirely

- controllable and sometimes even dangerous

- force. Or, in Phia Ménard's words: “/ am matter

™ W

structuur van de voorstelling. En op het
lichaam, dat verschijnt als het slagveld van die
strijd. Op die manier komen het object en het
lichaam in een dialectische relatie tot elkaar te

staan en wordt het lichaam eveneens tot object

gemaakt. Deze aanpak is ook te bespeuren in
het werk van andere hedendaagse
circusgezelschappen, zoals dat van Yohann le
Guillerm/ Cirque ici en Cie un loup pour
'homme.

De tragiek van het circus

en de relatie tot het object
Phia Ménard voert sinds een aantal jaren
onderzoek naar ICE, oftewel de Injonglabilité
Complémentaire des Eléments. Dit onderzoek
vond z'n residu in een cyclus van voorstellingen.
In PPR (Position Paralléle au Plancher, 2006)
en Black Monodie (2010), jongleert Ménard
met ijs. In L aprés-midi d’un foehn (Version 1,
2008), Vortex (2011) en L aprés-midi d'un
foehn (Version 2, 2011) experimenteert ze hoe
wind kan gemanipuleerd worden terwijl het
lichaam tegelijk onderhevig is aan het object
van manipulatie. Momenteel bereidt Ménard
Belle d'hier (creatie 2015) voor, het vijfde luik
van deze cyclus, waarin het onderzoek wordt
verdergezet met water en stoom als
‘onjongleerbare’ elementen.

lis en wind zijn in feite alles wat klassieke

jongleerballen of —kegels niet zijn: het zijn geen

functionele, noch voorspelbare elementen. Daar
waar in het traditionele jongleren de jongleur de
bewegingen bepaalt van het object, bepaalt hier
hetgeen waarmee ‘gejongleerd’ wordt het
traject. Daar waar circus traditioneel staat voor
het temmen van de natuurkrachten, wordt hier
een mens te midden van een onstabiele, niet

volledig controleerbare en soms zelfs gevaarlijke

kracht geplaatst. Of, in de woorden van Phia
Ménard: I am matter which is transformed by

the eroding properties of air.”?

Het resultaat is de blootlegging van de
tragische strijd die het circus in wezen is: hoe

2 Phia Ménard in gesprek met Anne Quentin in
het presentatiedossier van Vortex, beschikbaar
Op WWWw.Cienonnova.com.
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which is transformed by the eroding properties
- ofair”

. The result is the exposure of the tragic struggle
that is circus in its essence: no matter how

- valiantly one tries to control his/her
surroundings or objects (the body of the flyer,

. the trapeze, juggling balls, the Chinese pole or
Bengal tiger), it is to no avail. Just as in Johann
- Le Guillerm’s work, another circus maker of
consequence, this type of research stages an

- erring human being, who in spite of his futile

- efforts, does not surrender and exhibits his

- human capacities en cours de route. This is the
ritual heart of circus that reminds us of the

- Greek tragic hero whom the audience knows in
advance will perish. Just as inside the Greek

- amphitheatre or Le Guillerm'’s arena, the naked,
~ stumbling human in the arena of Vortex makes
progress only by running in circles. In this way, a
specific method of artistic research (to consider
. the angle of the object that is to be
manipulated) translates into the performance’s
- dramaturgy: the body becomes the central

- character in the communication of meaning,
and the dramaturgical structure of the

- performance is tragic.

- S.0.S. dramaturgy

Dramaturgy is a particularly thorny subject in

. circus. Whereas dramaturgy in traditional circus
.~ consists of a series of loose acts, each with

. their own tension and held together by the
ringmaster or a unity of style at best, the

- nouveau cirque usually errs in using an old-

.~ fashioned interpretation of narrative

- dramaturgy that obediently moves from A to B.
The result of the latter is threefold. One. As

- regards dramaturgy, such a performance
separates into narrative/dancing fragments on
. the one hand and circus acts on the other,
because at the highlight of an act all

. communication that does not denote the
physical danger disappears. Two. The object

. (trapeze, juggling balls, silk) is supposed to
represent something else in a hardly convincing
- way. Picture for a random example cringe-

2 Phia Ménard in conversation with Anne Quentin in
the presentation document for Vortex, available at
Www.cienonnova.com.
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hard de mens ook probeert zijn/haar omgeving
of object (het lichaam van de voltigeur, de
trapeze, jongleerballen, de Chinese mast of een
Bengaalse tijger) te controleren, het is een
vergeefse strijd. Net zoals in het werk van
Yohann le Guillerm, die andere circusgrootheid,

voert dit soort van onderzoek een falende mens

ten tonele, die desondanks zijn vergeefse
pogingen niet opgeeft en ons en cours de route
zijn menselijke capaciteiten toont. Dit is de
rituele kern van circus, die ons herinnert aan de

held uit de Griekse tragedie waarvan het publiek

op voorhand wist dat hij zou komen te sterven.
En net zoals in het Griekse amfitheater of zoals
in de piste van le Guillerm komt de naakte,
struikelende mens in de arena van Vortex enkel
vooruit door cirkels te maken. Op die manier
begrepen vertaalt een specifieke methode van
artistiek onderzoek (namelijk het denken vanuit
het te manipuleren object zelf) zich in de
dramaturgie van de voorstelling: het lichaam
wordt het centrale teken in de communicatie
van betekenis en de dramaturgische structuur
van de voorstelling is die van een tragedie.

S.0.S. dramaturgie
Dramaturgie is een bijzonder heikel punt in het
circus. Daar waar de dramaturgie van het
traditionele circus bestaat uit een aaneen-
schakeling van losse nummers, met elk hun
kleine spanningsboogje en bijeengehouden
door de spreekstalmeester of in het beste geval

door een eenheid in stijl, bezondigt het nouveau

cirque zich meestal aan een ouderwetse
interpretatie van narratieve dramaturgie die
zich braaf van a naar b beweegt. Het resultaat
van deze laatste aanpak is drieledig. Op
dramaturgisch vlak valt een dergelijke
voorstelling ofwel uiteen in verhalende/
dansante fragmenten enerzijds en
circusnummers anderzijds, want op het
hoogtepunt van elke act verdwijnt elke
communicatie van een andere betekenis dan
het fysieke gevaar zelf. Ofwel wordt het object
(trapeze, jongleerballen, doek) op een weinig

geloofwaardige manier geacht de representatie

te zijn van iets anders. Denk hierbij aan
tenenkrullende circusnummers waarin de
Chinese mast de mast van een schip voorstelt,
om maar iets te zeggen. Ten slotte worden de
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worthy circus acts in which the Chinese pole

- symbolises a ship’s mast. Three. Bodies in this
type of circus dramaturgy are turned into

- psychologically shallow characters, as if they
were a kind of puppets that perform tricks

. without any apparent motive, in a borrowed

. narrative that seems forced upon them.

Indeed, dramaturgy is one of the biggest

- challenges in the versatile practice that tends
to call itself contemporary circus. It is a

- challenge that is, in my opinion, inextricably
bound up with reflection on circus as a medium
- and with the specific principles that are intrinsic
to that medium. In the case of Vortex, the

- empirical and reflective roots of artistic
research into the nature of the object and

- discipline (juggling the wind) ensure that the

- form (how?) and content (what?) coincide in a
- dramaturgy that functions as a structuring and
organising principle. After all, the struggle with
. the wind appears both as a circus discipline or
technique and as the signifier that

. communicates meaningful content to the

- audience. The result is not that Phia Ménard's
body ends up being a fictitious characterin a

. borrowed dramaturgy, but that the
performance’s essence is enclosed in the

. struggle of her body with the object. The circus
discipline and content of the performance are

- thus managed out of the very same idea. One
could even argue that the meaning follows from
- the circus discipline. In this dramaturgy, the

~ body is led into a confrontation with a real

- natural force and therefore, in the present
moment. And that proves to be the particular

- strength in circus, which, regrettably, all too

-~ often drowns in a dressing of implausible,

. theatrical fiction.

- On necessity

Apart from its roots in the specific nature of the
- object and discipline of circus, the artistic
research process in Vortex seems to originate

- primarily from a personal necessity that needs
to be addressed. The onset for this creation is,

- as Phia Ménard describes, this issue: in what
way can she put the relation between who she
- is and the abstract concept of who she is, on

. the stage? Central to this issue is the reflection

™ W

circuslichamen in deze dramaturgische aanpak
steeds tot vlakke en psychologisch ondiepe
personages gemaakt, een soort poppetjes die
zonder duidelijke beweegreden truukjes
uitvoeren in een geleend verhaal dat hen lijkt
opgelegd.

Dramaturgie is dus wel degelijk één van de
grootste uitdagingen voor de veelzijdige
praktijk die zich het hedendaagse circus placht
te noemen. Het is een uitdaging die naar mijn
mening onlosmakelijk verbonden is met een
reflectie over het circus als medium en over de
specifieke wetmatigheden die eigen zijn aan
dat medium. In het geval van Vortex zorgen de
empirische en reflectieve worteling van het
artistieke onderzoek in de aard van het object

en de discipline (het jongleren met wind) er voor

dat vorm (hoe?) en inhoud (wat?) samenvallen
in een dramaturgie die werkt als structurerend,
ordenend principe. Immers, de strijd met de
wind verschijnt als circusdiscipline of techniek
en is tegelijk de drager van de betekenis die
wordt gecommuniceerd naar een publiek. Het
resultaat is dat het lichaam van Phia Ménard
niet tot een fictief personage gemaakt wordt in
een geleende dramaturgie, maar dat de
betekenis van de voorstelling net vervat zit in
de strijd van datzelfde lichaam met het object.
Circusdiscipline en inhoud van de voorstelling
worden dus gehanteerd van hetzelfde idee.
Men zou zelfs kunnen stellen dat de betekenis
voortvloeit uit de circusdiscipline. In deze
dramaturgie verschijnt het lichaam in een
confrontatie met een reéle natuurkracht en dus
in het hier en nu. Dat is ook de specifieke kracht
van circus, die jammer genoeg al te vaak
verloren gaat onder een sausje van
ongeloofwaardige, dramatische fictie.

Over noodzakelijkheid
Naast de verankering van het artistieke
onderzoek in de specifieke aard van het
circusobject en de -disciplineg, lijkt het
onderzoeksproces van Vortex in de eerste
plaats te ontspringen aan een persoonlijke
noodzaak die wil gecommuniceerd worden.
Phia Ménard benoemt als vertrekpunt voor
deze creatie de vraag naar hoe ze de relatie
tussen wie ze is en het denkbeeldige concept

I
ARTS

r BAUKE LIEVENS | 43

—

I




on her body being the objet de préférence, and
. her search for another object, one that can

-~ cause her body to transform. While talking

. about the relation between body and object,
one automatically faces the subject of the eye
. of the Other. After all, it is the same eye that
turns the body into an object, through that act
- of looking itself. The performance’s content
deals with the process of shaping the

- performer’s corporeality into an object by
means of manipulating wind, as well as through
- the eye of the Other. That is the precise reason
why the choice for a live medium with

. spectators (literally those who watch) and the
emphasis on corporeality are a necessity.

. ABas Bruit: the walking human being
- Whereas Vortex forms a very relevant part of

- the uniting and continuous lines of research
that run through Phia Ménard's oeuvre, that is
. not the case with A Bas Bruit (2012) by Cie
MPTA (Les mains, les pieds et |a téte aussi). A

. Bas Bruitis described as “how certain
epidemics spread, well before they have a

. name and a face”? A Bas Bruit does this with

~ the rhythm of an initial, collective movement:

- walking quietly. Mathurin Bolze associates this
growing rhythm with the work of the French

. nouvelle vague anthropologist Jean Rouch,

- who conducted research on the structure and

- origin of processes of collective movements.

- In A Bas Bruit, the walking human being is put
- on the stage in a hamster wheel, on an electric
- treadmill, and in projected film. In its greatest
moments, the rhythmical footsteps remind us
- of the fact that one single human being is the
beginning of a collective endeavour, both

- literally and figuratively. Or as anthropology
once taught us: the intimately personal lies

- within the collective, and vice versa. In other
words: no big deal.

-~ Old glue

- On the frontal stage there are two men and a
woman whose walking is sprinkled with a

- dance every now and again, a male voice
reading aloud fragments of text by Jean Rouch

© 3 See website Cie MPTA, available at: www.compagnie-mpta.com.

-.
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van wie ze is, op een scéne kan zetten. Centraal
hierbij is haar reflectie dat het lichaam het objet

de préférence is, en dat haar zoektocht er éénis

naar een ander object dat het lichaam kan doen
transformeren. Tegelijk komt men, wanneer
men spreekt over de relatie tussen lichaam en
object, automatisch terecht bij de blik van de
Ander. Het is immers ook die blik die het
lichaam tot object maakt, en dat doorheen het
kijken zelf. Net omdat de voorstelling
inhoudelijk handelt over het proces waarin de
lichamelijkheid van de performer wordt
vormgegeven tot een object door de
manipulatie van de wind, maar ook doorheen
de blik van de ander, is de keuze voor een live
medium met toe-schouwers (letterlijk ‘zij die
kijken’) én met de nadruk op lichamelijkheid
m.a.w. noodzakelijk.

A bas bruit: de mens al wandelend
Daar waar Vortex zich op een bijzonder
relevante manier laat inschrijven in de
verbindende en continue onderzoekslijnen die
het oeuvre van Phia Ménard doorkruisen, is dat

helaas niet het geval met A bas bruit (2012) van

Cie MPTA (Les Mains, les Pieds et |la Téte aussi).

. Abas bruit presenteert zichzelf als een

voorstelling “die zich verspreidt als een
besmetting voordat het virus een naam heeft
gekregen” 3 A bas bruit doet dat met de cadans
van een beginnende collectieve beweging:
stilletjes wandelend. Mathurin Bolze verbindt
dit kiemende ritme aan het werk van de Franse
nouvelle vague antropoloog Jean Rouch, die
onderzoek deed naar de structuur en het
ontstaan van collectieve werkprocessen.

In A bas bruit wordt de wandelende mens ten
tonele gevoerd, in een draaiend rad, op een
elektrische loopband en in een geprojecteerde
film. Op de beste momenten herinneren de
ritmische voetstappen ons aan het feit dat één
wandelende mens het begin is van een
collectieve beweging, en dat zowel letterlijk als
figuurlijk. Of zoals de antropologie ons leerde:
het intiem persoonlijke ligt verscholen in het
collectieve, en omgekeerd. No big deal, dus.

3 Zie website Cie MPTA, te raadplegen op:
Www.compagnie-mpta.com.
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(on walking, naturally), a classical ‘clown falls

- down a flight of stairs’ act, or a hand-to-hand
duo. It all seems glued together with a type of

- glue long past its expiry date, and so it falls to
pieces. The only constant is the walking and the
- visual use of space, which is designed around

- two mobile wooden platforms, one with the

- turning hamster wheel and the Chinese pole,

.~ the other with the treadmill and a wooden roller
- blind.

Both the scenic space and the dramaturgical
structure of A Bas Bruit are at the same time

. fragmented and designed (very) narratively. In a
.~ conversation with Mathurin Bolze afterwards,

- he describes A Bas Bruit as an example of

- 'circus dramaturgy': an empirical way of

- working, in which the performance is “written in
- aphysical way”. He describes his directorial

- duty as “the spatial organisation of three

- persons and their corresponding personalities

- on the scene”. There is no mention at all of an
intentional embedding of research in the

- particularity of some circus discipline or other,

.~ quite the contrary.

- Artistic research

- ABas Bruit s the result of a process in which a
- (rather vague) idea is pictured, to then be
expressed through a seemingly random choice
- of circus techniques. Or it is the result of a
procedure in which the perceptions and

. observations that were learned during
rehearsals, are ‘assembled’, in hopes that the

. audience will not be looking for a
straightforward idea behind it and will allow

. itself to drift away on empirical impressions.
During the same conversation, Mathurin Bolze
- indicated that the second option would apply:
“circus is real’in the sense that the dramaturgy
- is a collection of perceptions and experiences
that can be remembered by the audience

. afterwards. It is not the expression of an idea.
This way, it is more concrete and there are

. more layers for interpretation than in theatre.”
Yet, what is performed on the stage is the

- theatrical dramaturgy of a collage, a montage
technique not seldom venerated in nouveau

- cirque in the 1980s and 90s as an innovative

- and post-dramatic strategy. The part that

™ W

Oude lijm
Op de frontale scéne staan twee mannen en

een vrouw, wiens wandelen af en toe doorspekt

wordt met een dansje, een mannenstem die
tekstfragmenten van Jean Rouch voorleest
(over wandelen uiteraard), een klassiek ‘clown
valt van de trap’-nummer of een hand-op-hand
duet. Het geheel lijkt aan elkaar geplakt met

een soort lijm waarvan de houdbaarheidsdatum

reeds lang verstreken is en valt dan ook in
brokken uit elkaar. De enige constanten zijn het
wandelen en het plastische ruimtegebruik,
vormgegeven in twee mobiele houten
platforms met respectievelijk het draaiende rad
en de Chinese mast, de loopband en een
houten rolgordijn.

Zowel de scenische ruimte als de
dramaturgische structuur van A bas bruit zijn
tegelijk fragmentarisch en (zeer) narratief
vormgegeven. In een nagesprek noemt
Mathurin Bolze A bas bruit een voorbeeld van
‘circusdramaturgie”: een empirische manier van
werken waarin de voorstelling op een “fysieke
manier wordt geschreven”. Hij omschrijft zijn
taak als regisseur als “de ruimteljke organisatie
van de drie mensen en hun bijhorende
persoonlijkheden op scéne”. Nergens is er
sprake van een bewuste verankering van het
onderzoek in de specificiteit van deze of gene
circusdiscipline, integendeel.

Artistiek onderzoek

A bas bruit is het resultaat van een manier van
werken die ofwel een (bijzonder vaag) idee
vooropstelt en dan allerhande, schijnbaar

willekeurige, circustechnieken kiest om dat idee

uit te drukken ofwel van een procedé waarin de
percepties en ervaringen die worden opgedaan
in het repetitieproces aan elkaar worden
‘gemonteerd’, in de hoop dat de toeschouwer
niet op zoek zal gaan naar een duidelijk idee,
maar zich laat overspoelen door dezelfde
empirische indrukken. Mathurin Bolze geeftin
hetzelfde nagesprek aan dat het eerder om de
tweede optie gaat: “circus is ‘echt’in de zin dat

de dramaturgie een verzameling van percepties

en ervaringen is die de toeschouwer zich
achteraf kan herinneren. Het is niet de
uitdrukking van een idee. In die zin is het
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particularly fails in this attempt at ‘realness’ is

. that the characters are in fact cardboard
blueprints. The female character for example, is
. typecasted in every cliché available on
femininity: she balances between the caring

. mother figure and femme fatale with her jacket
carelessly draped on her back, complete with

- tango dress and high-heeled dancing shoes.

The body is not explored or used as an explicit
carrier of meaning, neither in relation to an

. object, norin relation to the other bodies on the
scene. This is not contemporary circus, this is

- old-fashioned theatre in which the lines are

- simply swapped for (walking) circus bodies. This
- is confirmed by Mathurin Bolze's statement
that “circus enables us to embody metaphors

. such as ‘be upset about something’ or ‘put your
life in someone’s hands’, and make them real”
- Circus cannot conform to the representation of
something else, particularly because the

- relationship to an object and the métier that is
intrinsic to most circus disciplines make the

- body into a presence that will not stand for an

- illustration of something else. Should
contemporary circus wish to keep growing, |

. think it is time for artists to employ artistic
research methods that are rooted in the

. specific nature of the medium itself. Or, as Phia
Ménard has understood well: in relation to the

. object, the métier and corporeality in the
present moment.

concreter en zijn er meer interpretatielagen
dan in het theater." Echter, wat verschijnt op
de scéne van A bas bruit is een theatrale
dramaturgie van de collage, een montage-
techniek waar het nouveau cirque in de jaren
'80 en "90 niet zelden mee dweepte als een
vernieuwende en post-dramatische strategie.
Wat vooral niet werkt aan deze poging tot
‘echtheid’ is het feit dat de personages
bordkartonnen schetsen zijn. Zo is het
vrouwelijke personage bijvoorbeeld getypecast
in alle mogelijke clichés van vrouwelijkheid,
balancerend tussen zorgende moederfiguur en
femme fatale met het jasje nonchalant over de
rug gedrapeerd, inclusief tango kleedje en
dansschoenen met hak.

Nergens wordt het lichaam onderzocht of
ingezet als specifieke drager van betekenis,
noch in de relatie tot een object noch in de
relatie met de andere lichamen op scéne. Dit is
geen hedendaags circus, dit is ouderwets
theater waarin de tekst simpelweg vervangen
werd door (wandelende) circuslichamen.
Getuige hiervan de woorden van Mathurin
Bolze wanneer hij zegt dat “circus ons toelaat

om metaforen zoals ‘ergens van ondersteboven

zijn" of je leven in iemands handen leggen’te
belichamen en ze op die manier ‘echt’te
maken”. Circus past niet in het keurslijf van de
representatie van iets anders, net omdat de
relatie tot een object en het ambachtelijke
kunnen dat inherent is aan de meeste
circusdisciplines het lichaam een aanwezigheid
verlenen in het hier en nu die zich niet laat
inzetten als symbool voor iets anders. Wil het
hedendaagse circus dus verder groeien, dan is
het tijd, denk ik, dat artiesten artistieke
onderzoeksmethodes hanteren die zijn
verankerd in de specifieke aard van het medium
circus zelf. Of zoals Phia Ménard goed gezien
heeft: in de relatie tot het object, het ambacht
en in een lichamelijkheid in het hier en nu.

BAUKE LIEVENS
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The Circus
of Tomorrow
Disregards the
Future

JOOST GOUTZIERS

They work their fingers to the bone, artists in
contemporary circus. To create, to develop
and to renew are the buzzwords. They are,
however, swayed by the issues of the day.

There is no database of performances and not
much that adds to the cultural heritage. Hardly
any performance is reprised. Those are new
grounds yet to be opened up.

Mathurin Bolze is artistic director of Compagnie

- MPTA. He makes circus with his hands, feet and
head, is how he describes his work. At once this

- accounts for the company’s full name: Les mains,
les pieds et la téte aussi.

In the associative, fragmented performance A

. Bas Bruit he combines acrobatics with dance,
music, design and technique in an intelligent train
- of scenes about the rambling, running and
seeking man. As the performance unfolds,

. projections become more essential.

. The performance is not a very transparent one.
For the maker, it is sure to form a complete

. whole, but the spectator is left with unanswered
- questions. Those who wish to see this beautifully
- designed performance again will need to revisit
the theatre. There are no impending plans to

- make recordings.

Mathurin Bolze is a French circus maker and much
applauded innovator. His company is already

- credited with five performances, among which is
the well-received Du Goudron et des Plumes.

. He has developed an innovative oeuvre, which

would make one expect that he would want to
: have his work recorded. Still, that is not the case.

™ W

Circus van
morgen
vergeet de
toekomst

JOOST GOUTZIERS

Ze werken zich een slag in de rondte,
de artiesten van het eigentijds circus.
Creéren, ontwikkelen en vernieuwen zijn de
toverwoorden, maar de waan van de dag
regeert. Een databank met voorstellingen

ontbreekt en het cultureel erfgoed wordt weinig

gevoed. Reprises van voorstellingen zijn er
nauwelijks. Daar valt nog een wereld te winnen.

Mathurin Bolze is artistiek leider van Compagnie
MPTA. Hij maakt circus met handen, voeten en
het hoofd, zo omschrijft hij zijn werk. Dat
verklaart meteen de naam van zijn gezelschap:
les Mains, les Pieds et |la Tete Aussi.

In de associatieve, fragmentarische voorstelling
‘A bas bruit’ combineert hij acrobatiek met
dans, muziek, vormgeving en techniek, in een
intelligente aaneenschakeling van scenes over
de wandelende, rennende en zoekende mens.
Gaandeweg krijgen projecties een grotere rol.

Het is een weinig transparante voorstelling.
Voor de maker zal de puzzel kloppen, maar hij
laat zijn toeschouwer met vragen achter. Wie
deze mooi vormgegeven voorstelling nog eens
wil zien, moet terug naar het theater. Een
registratie ligt niet in het verschiet.

Mathurin Bolze is een Franse circusmaker en
een bejubeld vernieuwer.

Met zijn gezelschap heeft hij inmiddels vijf
voorstellingen op zijn naam staan, waaronder
het uitstekend ontvangen ‘Du Gudron en Les
Plumes.

Hij werkt aan een innovatief oeuvre en dan zou

je verwachten dat hij het belangrijk vindt dat

" JOOST GOUTZIERS
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- Mathurin Bolze: “There are no recordings of my
first performances left. | don't like those and

. trailers are even worse. They show only the
highlights, without any nuance. My performances
. need to be witnessed and experienced. You have
to feel the spectators next to you on the stand. If
. recording my performance proved inevitable, I'd
prefer photographs. Such isolated images can

- convey the atmosphere rather well. Or film
images of visitors describing my performance

- several years later; | think those can be beautiful

- recordings.”

Mathurin Bolze is an artist and has great
- confidence in a moment’s magic. From his point
. of view, that is hardly surprising.

Every move, every manipulation, every sound

- is well-considered. His performance is one to
experience. A recording is a poor substitute for

- the original, bereft of character or enchantment.
It is no more than an uninspired impression

. beyond the maker's reach.

He draws his inspiration from art by others. He is
. aready spectator in performances by colleagues.
There, he absorbs impressions with the eyes of a
. professional, and 90 minutes of watching equals
90 minutes of working. Anthropologist Jean

. Rouch'’s films are another source of inspiration.
In the case of A Bas Bruit, it is the film Jaguar, in

- which three fortune seekers emigrate from Niger
to Ghana.

Dance, theatre and music are stimuli, too,

- which becomes clear by the references in his
performance. Still, how will Bolze inspire

. new generations of circus makers? Through
personal connections? That is possible, yes. But
- recordings of his work would be a longer lasting
- and more tangible contribution.

- Booming development

Contemporary circus is a relatively new form

- of art, and if its development keeps booming
plenty of artistic companies will surface and be
- part of the cultural heritage next to the polished

- Cirque du Soleil. Their repertoire makes useful

™ W

zijn werk wordt vastgelegd. De werkelijkheid is
anders.

Mathurin Bolze: “Van mijn eerste voorstellingen
zijn geen opnamen bewaard gebleven. Daar
houd ik niet van en trailers vind ik helemaal

verschrikkelijk. Je ziet dan de hoogtepunten, niet

de nuance. Mijn voorstellingen moet je

meemaken, zelf ervaren. De toeschouwers naast :

je op de tribune, die moet je voelen. Als mijn

voorstelling dan toch moet worden
geregistreerd, dan heb ik een voorkeur voor
foto's. Die geisoleerde beelden geven de sfeer
beter weer. Of filmbeelden van bezoekers die
mijn voorstelling zoveel jaren later gaan
beschrijven, dat vind ik ook een mooie
registratie.”

Mathurin Bolze is kunstenaar en hij zweert bij de
magie van het moment. Dat is vanuit zijn
perspectief een begrijpelijke keuze. Over elke
beweging, elke manipulatie, elk geluid is
nagedacht. Zijn voorstelling, daar moet je bjj zijn.
Een registratie is een slecht aftreksel van het
origineel, ontdaan van sfeer, betovering. Niet
meer dan een liefdeloze impressie waar de
maker geen grip op heeft.

Zelf laat hij zich inspireren door kunst van
anderen. Hij is graag te gast bij voorstellingen
van collega’s. Hij zuigt dan de indrukken op, kijkt
als een professional en anderhalf uur kijken is bij
hem anderhalf uur werken. De films van
antropoloog Jean Rouch inspireren hem ook. In
het geval van ‘A bas bruit’ is dat de film ‘Jaguar’
over drie mannen, gelukszoekers, die van Niger
naar Ghana emigreren.

Dans, toneel en muziek stimuleren hem net zo,
dat blijkt uit de verwijzingen in zijn voorstelling.
Maar hoe gaat Bolze nieuwe generaties
circusmakers inspireren? Door persoonlijk
contact, ja, dat kan. Maar de registratie van zijn
werk is een blijvende, meer tastbare bijdrage.

Stormachtige ontwikkeling
Eigentijds circus is een relatief nieuwe
kunstvorm en als de stormachtige ontwikkeling
doorgaat, komen er naast het gelikte Cirque du
Soleil vanzelf artistiekere gezelschappen en
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Company MPTA/Mathurin Bolze — A Bas Bruit © Christophe Raynaud De Lage 7

material for cultural scientists and not least
 interesting material for enthusiasts and students
of circus arts at the outset of their careers.

- Recordings are essential for research into
contemporary circus and allow circus makers to

. capture their creative property. Technical facilities
abound. Itis intention that is sparse.

Among artistic products, theatre has the

- advantage that scripts were documented and
preserved, that performances were described,
- and repertoire is repeated and interpreted over
and over. In ballet, there is a specific notation

. system to record movements, and cameras
are welcome tools for choreographers.

A Midsummer Night's Dream by Shakespeare is

- well-known by enthusiasts. The same goes for
The Nutcracker by Marius Petipa or more modern
- works by choreographers such as Pina Bausch,
George Balanchine, Hans van Manen and Jif{

- Kylian. Their work is part of the world repertoire.

- Dutch choreographer Hans van Manen has had
his repertoire inventoried using video recordings
- that were digitalised later on. His dance

. testament s stored in an archive.

The Tanztheater Wuppertal, just another
- appealing example, keeps Pina Bausch's
- choreographies alive. On the occasion of the

voorstellingen bovendrijven die tot het cultureel
erfgoed gaan behoren. Dat repertoire is
bruikbaar materiaal voor
cultuurwetenschappers, maar minstens zo
boeiend voor de liefhebber en de circusstudent
die aan het begin van zijn carriere staat.

Registraties zijn onontbeerlijk voor onderzoek

naar eigentijds circus en geven circusmakers de

mogelijkheid hun creatief eigendom vast te
leggen. Technische mogelijkheden zijn er
genoeg. Nu de wil nog.

Toneel heeft als kunstuiting het grote voordeel
dat teksten bewaard zijn gebleven,
voorstellingen zijn beschreven en repertoire
wordt voortdurend gespeeld en
geinterpreteerd. Ballet kent een eigen notatie
om bewegingen vast te leggen en een camera
is een welkom hulpmiddel voor choreografen.

‘Midzomernachtdroom’ van Shakespeare zit in
de hoofden van liefhebbers. Dat geldt evenzeer
voor ‘De Notenkraker’ van Marius Petita of
moderner werk van choreografen Pina Bausch,
George Balanchine, Hans van Manen en Jiri
Kylian. Hun werk behoort tot het
wereldrepertoire.

De Nederlandse choreograaf Hans van Manen
(1932) heeft zijn repertoire laten inventariseren.
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company’s 40th anniversary in 2014, Café Miiller
. is being performed. Collective cultural awareness
is nurtured by conveyance, by reprises and

- recordings.

- Tim Roberts, director of the London circus school
Circus Space, applauds the notion of a database

- for circus performances. “We lack a canon of
existing work from which we can draw during

- classes. Because it is one thing to make
recordings, which often does not happen, and

- another entirely for us to be able to see those

- recordings.”

. Itis haphazard

- How can a circus canon be created? And are
there truly so few recordings in contemporary
- circus? Of course there are many. This is the

- 21st Century and performers have grown up
with social media. Just open YouTube, it is

~ teeming with circus videos. Often, those are
trailers. When it is not the companies or artists
. themselves who post the material on the
internet, it is the spectators or the PR persons
-~ intheir stead.

. This still happens, however, in a haphazard way;
it does not create a manageable database. It is
. atask for the companies themselves to capture
their repertoire. Resource centres can help in

- building a digital library. HorsLesMurs is such

a resource centre for contemporary circus. This
. French organisation manages a documentation
-~ centre and publishes on modern circus.

Furthermore, there are recordings by the

. professional enthusiast: Jean-Michel Guy, who
works at the French Ministry of Cultural Affairs,
- and his associate Julien Rosemberg, both

- circus connoisseurs. They assembled two DVDs
- with a selection from the contemporary
repertoire. It is the result of their passion for

- modern circus, which in a way also applies to
Philippe Cibille’s photographs of a variety of

. circus acts, artists and performances.

Does an artist or company personally profit
from recordings? Without a doubt. Firstly, they
- offer the opportunity of establishing one’s own
- artistic property. Just to be clear about the

™ W

Van zijn werk zijn video-opnamen gemaakt die
later zijn gedigitaliseerd. Zijn danstestament
ligt opgeslagen in een archief.

Het Tanztheater Wuppertal, om nog een
aansprekend voorbeeld te noemen, houdt de
choreografieén van Pina Bausch in leven.
Tijdens het veertig jaar bestaan van het
gezelschap in 2014 is ‘Café Muller’ te zien.
Collectief cultureel bewustzijn wordt gevoed
door overdracht, door reprises en registraties.

Tim Roberts, de directeur van de Londense
circusschool Circus Space, juicht het toe als er
ook een databank met circusvoorstellingen zou
ontstaan. “We missen een canon van bestaand
werk waaruit we tijdens de lessen kunnen
putten. Want als er al registraties van acts
worden gemaakt, en dat gebeurt vaak niet, hoe
komen wij daar dan aan?”

Het is willekeur
Hoe komt een circuscanon tot stand? En wordt
erin het eigentijds circus dan helemaal niets

bewaard? Natuurlijk wel, de gezelschappen leven

in de 21¢ eeuw en groeien op met sociale media.
Zoek maar op YouTube, het wemelt van de
filmpjes. Vaak zijn het trailers. En zetten
gezelschappen en artiesten hun materiaal niet
zelf op internet dan doen de toeschouwers of
pr-mensen van theaters dat wel.

Maar dat blijft willekeur, daarmee ontstaat nog
geen afgewogen database. Het is aan
gezelschappen om hun repertoire vast te leggen.

De steunpunten kunnen helpen bij het opbouwen

van een digitale bibliotheek. Hors les Mursis zo'n
steunpunt voor eigentijds circus. Die Franse
organisatie beheert een documentatiecentrum
en publiceert over het moderne circus.

Daarnaast is er verslaglegging door de
professionele liefhebber. Jean-Michel Guy, hij is
werkzaam bij het ministerie van cultuurin
Frankrijk, en zijn compagnon Julien Rosemberg,
beide circuskenners, maakten twee dvd’ s met
een selectie van het repertoire van eigentijdse
gezelschappen. Het is een gevolg van hun
bezieling voor het moderne circus en dat geldt in
zekere zin ook voor de foto's die Philippe Cybille
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creators. Secondly, programmers at theatres
- and festivals, too, benefit from elaborate

- recordings. Programmers obviously do not

- base decisions solely on DVDs, but, still, an
introduction to a company can make them

- decide to attend a performance, which can

- result in another performance for the artist.

Thirdly, recordings simply make good money.

- The commercial crew behind the Canadian
company Cirgue du Soleil is very well aware of
- that. DVDs with recordings of shows such as

. Dralion, Quidam and Alegria are for sale on the
- markets or available via their own web shop.

Reprise, a dirty word

A database of performances can help new
. generations of artists resume acts or
performances created by predecessors.

~ However, it is exactly this resuming’ that is
the touchy subject in contemporary circus.

Tim Roberts: “We do not use the repertoire

- in the way theatre or dance academies do.

- Students of circus will never randomly
reproduce a performance by 7 Fingers or

- Archaos. It is not in our genes. Our students

-~ create new material. That is our strength and
- our weakness.”

Reinterpretations of existing work do present
. opportunities, according to Roberts.

“Surely | can imagine reinterpretations of

. appealing performances being made. Our circus
students may one day take a close look at Traces
- by 7 Fingers, like the theatre students that keep

.~ creating new versions of Waiting for Godot."

- Roberts’ colleague Samuel Jornot, who is

. artistic director at ACaPA, the Academy for
Circus and Performance Art in Tilburg (NL),

- does not believe in reprises or new

- performances using existing material. “Circus is
. by definition the performance of excellence in
the present moment. An individual accepts a

- challenge and deals with it. It is a metaphor for
one’s existence in the presence of an audience.
. Every act is therefore unique and entirely

. dependent on that individual artist.”
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maakte van uiteenlopende acts, artiesten en
circusvoorstellingen.

Heeft een artiest of gezelschap zelf ook baat bij
registraties? Daar is geen twijfel over mogelijk. In
de eerste plaats biedt het de mogelijkheid om
het eigen artistiek eigendom vast te leggen. Het
kan maar duidelijk zijn wie de geestelijk vader is.
Maar ook programmeurs van theaters en
festivals zijn gebaat bij uitvoerige registraties.
Niet dat elke programmeur zich laat leiden door
dvd's, maar hij/zij krijgt wel een indruk van een
gezelschap en kan op basis daarvan besluiten
een voorstelling te bezoeken. Dat levert de
artiest weer een optreden op.

En dan valt er natuurlijk gewoon goed geld te
verdienen met registraties. De zakelijke jongens
achter Cirque du Soleil weten dat als geen ander.
Dvd's met opnamen van shows als ‘Dralion’,
‘Quidam’ en "Alegria’ liggen in de winkels of zijn te
bestellen via de eigen webshop van het
Canadese circus.

Reprise, een vies woord
Een databank met voorstellingen kan nieuwe
generaties helpen om de acts of voorstellingen
van voorgangers te hernemen. Maar dat
‘hernemen’ ligt bij het eigentijds circus gevoelig.
Tim Roberts: “Wij gebruiken het repertoire niet
zoals theater- of dansacademies dat doen.
Circusstudenten zullen nooit een performance
van 7 Fingers of Archaos lukraak reproduceren.
Dat zit niet in onze genen. Onze studenten
creéren nieuw materiaal. Dat is onze kracht en
onze zwakte.”

Herinterpreteren van bestaand werk biedt
volgens Roberts wel kansen.

"Ik kan me goed voorstellen dat later herinter-
pretaties van aansprekende voorstellingen
worden gemaakt. Mogelijk gaan onze
circusstudenten ooit ‘Traces’ van 7 Fingers onder
de loep nemen, zoals theaterstudenten alsmaar

rn

nieuwe versies maken van ‘Wachten op Godot'.

Zijn collega Samuel Jornot, artistiek directeur
van ACaPA, de circusopleiding in Tilburg,
Nederland, gelooft niet in reprises en nieuwe
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“A circus artist does not play a character, he

. is authentic. Like a sculpture, a circus
performance is an artistic expression that can
- only be made by this particular artist. That is
why | do not believe in recording and preserving
. repertoires in order to remake them in the
future. In a remake, an actor plays the circus

- artist and that makes it theatre, not circus.
Recordings are, on the other hand, suitable for
- critical analysis and scientific research into the
artistic work.”

Cirque du Soleil — whatever your opinion on the
- exploitation of a polished concept — knows how
to manage and exploit a repertoire. Shows are

- performed, year after year, and interchangeable
artists concurrently play the same concepts in

- different places in the world. More finicky
companies, too, play their performances for

- a succession of years. This often happens for
commercial reasons, because the costs need

- to be recovered.

Deep down, companies will want to develop

- new creations continually. Mathurin Bolze of

. Compagnie MPTA is such an artist, and it has
established his reputation. Still, he does not

- ignore the option that one of his shows could
become a reprise. Perhaps, one day. The doubt,
. the consideration, they suit this young, inspired
- form of art.

- Even though it conflicts with the urge for

~ renewal, there is more than one company to

. be found that already considers reprises.

The market does have its own considerations.

- Audiences and programmers ask for reprises of
previous successes. Sometimes money has to

. be brought in, but reprises also are a means for
companies to establish their repertoires and to
- make them live on.

- Aurélien Bory of Compagnie 111 chose to rerun
earlier work. His company created Plan Bin

- 2003 and reprised the show in 2013. The cast
is new, which provided opportunities for

- revitalising Plan B. In the performance — on,

in front of and against a high wall — fine

- acrobatics, juggling and martial arts are

- combined with technical refinement.

™ W

voorstellingen met bestaand materiaal. “Circus is
per definitie het tonen van excellentie in het hier
en nu. Een individu gaat een uitdaging aan en
dealt er mee. Het is een metafoor voor het
bestaan en het publiek is erbij aanwezig. Elke act
is om die reden uniek en volledig afhankelijk van
die ene artiest.”

“Een circusartiest speelt geen karakter, maar hij
is authentiek. Net als een sculptuur is een
circusperformance een kunstuiting die alleen
door die ene artiest kan worden gemaakt.
Daarom geloof ik niet in registeren en het
conserveren van repertoire om er later remakes
van te maken. Bij een remake speelt een acteur
de circusartiest en dan is het toneel, geen circus.
Registraties zijn wel geschikt voor kritische
analyses en wetenschappelijk onderzoek naar
het artistieke werk.”

Cirgue du Soleil — wat iemand ook vindt van

het uitmelken van een gepolijst concept — dat
gezelschap weet repertoire te beheren en te
exploiteren. Shows worden jaar na jaar gespeeld
en inwisselbare artiesten spelen dezelfde
concepten tegelijkertijd op meerdere plaatsen
over de wereld. Ook meer eigenzinnige
gezelschappen spelen hun voorstellingen een
reeks van jaren. Vaak is dat een zakelijke keuze,
de kosten moeten worden terug verdiend.

Diep in hun hart zullen gezelschappen het liefst
steeds nieuwe producties ontwikkelen. Mathurin
Bolze van Cie MPTA is daar een voorbeeld van en
hij dankt er zijn reputatie aan. Toch sluit hij niet
uit dat een van zijn shows ooit in reprise zal gaan.

Misschien, ooit. Die twijfel, die afweging, het past

bij deze jonge, bevlogen kunstuiting.

Maar al druist het in tegen de drang te
vernieuwen, toch zijn er meerdere
gezelschappen die nu al een reprise overwegen.

De markt kent nu eenmaal zijn eigen afwegingen.

Het publiek en programmeurs vragen om

herneming van successen. Soms is het noodzaak

omdat er geld in het laadje moet, maar reprises
zijn ook een mogelijkheid voor gezelschappen
om hun repertoire te legitimeren en te laten
voortleven.
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- Another example: Cie Archaos performed its

- show In Vitro 09 in 1999. The performance has
been reprised with contributions by circus

. students from Rio de Janeiro in 20009.

- Then there are the old performers at Les Arts

- Sauts. These acrobats astounded with their

. spectacular aerobatics, accompanied by an
opera singer. The singer, as well, found herself
- high in the air. The audience watched the show
from reclining chairs positioned in circles

- around the ring.

- Les Arts Sauts was discontinued in 2007.
However, from the collective new initiatives got
- going. The heritage is kept alive. The aerial
acrobatics, the atmosphere, the music and

. even the comfortable chairs returnin a

- performance by the French CirkVOST. But to be
. honest, there are few examples of reprised

- performances. Ask Tim Roberts, ask the artists
- —they can only give a handful of examples.

Personal dedication

. Itisinteresting to take a closer look at the work
of French juggler Phia Ménard. Her work is small-
. scale, smaller than that of Compagnie 111 or
Les Arts Sauts, and she still creates a personal

. repertoire in her own way. For the performance
L’aprés-midi d’un Foehn she was inspired by

- world repertoire: composition by Claude
Debussy and choreography by Vaslav Nijinsky.

Phia once was called Philippe Ménard. She is a
juggler who learnt much from Jéréme Thomas,
aninnovator of juggling. Change is the basis of
- her performances, and the theme is hardly
separable from her life as a transgender artist.

Juggling clubs belong to the past now. Look at

. PPR for example: against a background of
refrigerators she juggles ice balls, delivers a huge
- sphere of ice, and catches ice balls falling from
the sky. In a playful way, she exhibits her

- womanliness and this appears to be a personal

-~ dedication.

Aurélien Bory van Compagnie 111 koos ervoor
eerder werk opnieuw uit te voeren. Zijn
gezelschap maakte ‘Plan B'in 2003 en hernam
deze show in 2013. De cast is nieuw, dat bood
hem kansen om ‘Plan B' te revitaliseren.

Deze voorstelling — op, voor en tegen een hoge
wand — combineert fraaie acrobatiek, jongleren
en martial arts met technisch raffinement.

Nog een voorbeeld: Cie Archaos speelde de show

‘In Vitro'in 1999. Deze voorstelling is in 2009
met inbreng van circusstudenten uit Rio de
Janeiro opnieuw aan het publiek getoond.

En dan zijn er de oude rotten van Les Arts Sauts.
Deze acrobaten verbaasden met spectaculaire
luchtacrobatiek, begeleid door een
operazangeres. Ook die zangeres bevond zich
hoog in de lucht. Het publiek bekeek het
spektakel vanuit ligstoelen die in kringen om de
piste stonden opgesteld.

Les Arts Sauts is in 2007 opgeheven, maar uit

het collectief ontstonden nieuwe initiatieven. Het
erfgoed blijft levend. De luchtacrobatiek, de sfeer,

de combinatie met muziek en zelfs de
comfortabele ligstoelen zijn terug te zien in een

voorstelling van het Franse Cirk Vost. Maar eerlijk
gezegd: veel voorbeelden van reprises zijn er niet. :

Vraag het Tim Roberts, vraag het aan de
artiesten, ze komen niet verder dan een handvol
voorbeelden.

Een persoonlijke opdracht
Het is boeiend het werk van de Franse jongleuze
Phia Ménard onder de loep te nemen. Zij werkt
kleinschalig, kleinschaliger dan Compagnie 111
of Les Arts Sauts, maar ze creéert op haar eigen
manier een persoonlijk repertoire. En met een
voorstelling als ‘L'aprés midi d'un foehn’ (een
woordspeling) laat ze zich inspireren door
wereldrepertoire: de compositie van Claude
Debussy, de choreografie van Vaslav Nijinsky.

Phia was ooit Philippe Ménard. Een jongleur die
veel opstak van Jerome Thomas, vernieuwer van
de jonglerie. Verandering is de basis van haar
voorstellingen en dat thema is nauwelijks los te
zien van haar achtergrond als een transgender.
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- Inthe new performance Vortex she plays with

- wind, a concept interpreted with fans. The

- audience watches a burlesque man dressed in
black and white. He sticks strips to a plastic bag
and the wind from the fans turn the plastic into
a dancing doll who is then joined by other dolls.

- The burlesque character gradually changes, lets
: go of fundamentals, and everything that gets
peeled off his body is inflated by the wind into
moving, sometimes threatening figures. The
atmosphere changes from merry, elated to
oppressive. And telling for Ménard: the
character changes gender.

Despite the universal qualities of the story, the
- personal theme of Phia Ménard is interlaced

- with the performance. Which would lead to the
- assumption that she is the only one that can
perform Vortex.

“Not at all,” she candidly relates. “I consider
inviting other performers to play Vortex. | want
to seeif that is possible. It is a question that
occupies my mind.”

- That is how Phia Ménard circulates her

: repertoire. She passes her knowledge over, on
a personal level. It is an informal manner that is
more common in contemporary circus than is

the intentional construction of cultural heritage.

Mathurin Bolze may recognise this practice.

But besides the circulation through personal
contacts (like Marthurin and Phia) there is a
new and large area to be developed:

- registrations and databases. There is still a

- world to win.

This article is inspired by the residency of cultural journalists at London
International Mime Festival 2014, as a part of Unpack the Arts. Thanks to
Yohann Floch, Rachel Clare, Minnie Boardman, Tim Roberts, Samuel

Jornot, Wim Claessen, Phia Menard, Mathurin Bolze, Fuerzabruta and the
: participants of the residency.

Ze jongleert al lang niet meer met knotsen.
Neem ‘PPP":in een decor met ijskasten jongleert
ze met ijsballen, bevalt ze van een grote ijsbal en
vangt ze ijsballen die naar beneden vallen. Speels
toont ze haar vrouwelijkheid en dat lijkt een
persoonlijke opdracht.

In de nieuwere voorstelling ‘Vortex' speelt ze met
wind, een concept met ventilatoren. Het publiek
ziet een burleske man in zwart en wit. Hij plakt
stroken aan een plastic zak en wind uit
ventilatoren verandert dat plastic in een
dansende pop die weer gezelschap krijgt van
andere poppen.

Het burleske personage verandert gaandeweg,
laat essenties los en alles wat het van het
lichaam pelt wordt door wind opgeblazen tot
bewegende, soms bedreigende figuren. De sfeer
wisselt, van vrolijk, uitbundig naar beklemmend.
En tekenend voor Ménard: het personage
verandert van sekse.

Hoe universeel het verhaal ook moge zijn, het
persoonlijke thema van Phia Ménard zit in de
performance verweven. Dan zou je
veronderstellen dat zij, alleen zij, Vortex' kan
spelen.

“Welnee,” vertelt ze onbevangen. “Ik overweeg
andere performers uit te nodigen ‘Vortex' te gaan
spelen. Ik wil weten of dat kan. Die vraag houdt
me bezig.”

Zo verspreidt Phia Ménard haar repertoire. Ze
geeft haar kennis door op een persoonlijk niveau.
Dat is een ongedwongen manier die bij eigentijds
circus meer gemeengoed is dan het bewust
bouwen aan cultureel erfgoed. Mathurin Bolze
zal zich in deze werkwijze herkennen.

Maar naast de overlevering via persoonlijke
contacten (zoals Mathurin en Phia) is er een
nieuw en groot terrein dat ontgonnen moet
worden: registraties en het vormen van een
database. Eris nog een wereld te winnen.

Dit artikel is geinspireerd door een residentie van cultuurjournalisten

tijidens London International Mime Festival, als onderdeel van Unpack
The Arts. Grote dank aan: Yohann Floch, Rachel Clare, Minnie Boardman,

B

Tim Roberts, Samuel Jornot, Wim Claessen, Phia Menard, Mathurin Bolze,
Fuerzabruta en de deskundige deelnemers aan de residentie.
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- Compagnie Non

Nova: L'apres-midi

~ d'un Foehn and
Vortex

NATASHA HASSIOTIS

With his ballet L ‘aprés-midi d'un faunein 1912,

- Nijinsky shocked Paris with a fetishistic
statement on auto-erotic gratification.

- Diaghilev's lover assumed — on stage — a

- different identity under the pretext of following

- the narrative/poetry of S. Mallarme. A member,

~ via his mentor, of the gay scene of the era,
Nijinsky exhibited a polymorphous sexuality that
. was seen either as pornography by many or as a
seductive, newly found artistic freedom by a
‘crowd’ of connoisseurs.

. For her work L ‘aprés-midi d'un Foehn, Phia
Ménard mixed languages (French and German)

- and paraphrased the original title while keeping
Debussy’s score. A circle of inward turned fans,

- arranged around a circular stage, limited and
delineated the space within which the

. performance took place. Cécile Briand, the
performer of L ‘aprés-midi d'un Foehn — a shorter
. and more fairytale-like version of a second Non
Nova performance, Vortex —was heavily dressed
- in clothes that resembled those of a monk from
Late Medieval times. Her hairstyle further

. pointed in that direction. Other possible

-~ explanations for the choice of costume

- (obviously an essential element of the show)

- would again be associated with that particular

- period and its esoteric, metaphysical quest. Her
appearance created a sense of mystery and

- alluded to the figure of ‘the storyteller’, the one
who ‘will reveal secrets of the supernatural’ to

- his/her audience, like a circus performer, or the
old kind of ‘wanderer’. The metaphysical element
. came to the fore also as a reference to the
alchemists who mixed different elements to

- achieve immortality, while studying animals, like
- salamanders, which could be transformed, even
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lose a part of their body and continue to live or
regenerate the cut-off part. A third association:
the monk who famously lost the part of his body
that ‘sinned’, the French theologist and
philosopher Pierre Abelard. To all those familiar

with Phia Ménard's personal history, and her sex

change operation, all this can hardly seem to be
set on stage by chance.

In her interview with the participants of the
residency programme Unpack the Arts, Phia
Ménard said that she “wanted to speak about
transformation, and that, via a repetitive,
indifferent act in the beginning of the work, [she]

wanted to totally engage her audience in what
- was about to follow”. | would say that she

succeeded in that, although the sight of the
performer cutting plastic bags and putting the
pieces together using scotch-tape as the show
began rather put me off at the start, as it
reminded me of a postgraduate thesis and
research “on the nature of performance in real
time in possibly diverse environments”. (And we
have seen so much of that in the past twenty

. years orso..)

from the start, brought into mind two themes
that | believe to be of paramount importance in
the work of Phia Ménard, both of which deal with
identity: on the one hand, the transformation of
characteristics of her profession, namely as an
artist (once a juggler) of the circus; and her sex,
being a transgender person. One might say that
the two are interwoven.

Circus has been, or in many occasions still is,
marginal, ‘different’, homeless except during

NATASHA HASSIOTIS

Therefore by association L ‘aprés-midi d'un Foehn,
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those days that the troupe pitches in order to

- perform; it has, or used to have, freak shows,
meaning that it hosted the abject, what is

- outside the norm, what is unacceptable in
society. By making a show out of the ‘irrational’
- (metaphorically speaking), circus brought back
to society what was previously rejected as

- 'improper’, 'monstrous’, ‘abnormal’. Circus,
though, is made by humans for humans. To

. entertain fear, to push limitations, to show the
extreme, to play with 'interdit’. What is

- forbidden and what is unspeakable. Having said
that, one may assume that for many circus

. performers, life — as has been mythologised
through cinema and even cartoons — was

- impossible and (at times) cruel. Bitterness and
self-pity are not unknown feelings to ageing or
- other circus participants.

Phia Ménard made a considerable effort to put
concrete, extreme circus acts under scrutiny, to
- distil and reveal their ability and to bring to the
surface what is potentially impossible to speak
- or to successfully enunciate; this could possibly
- 'falsify’ a regular dance performance, leading
people to wonder as to what they were
watching — acrobatics, theatre, performance or
other... Circus may mediate with its non-fixed
signifiers and create metaphors capable of
explaining to an even a very young audience (as
- was surprisingly the case with L ‘aprés-midi d'un
Foehn) things about creation, balance, pain,

- emotions, and more. In any case fairytales are
made of such (sometimes harsh) themes, and

- children in the audience seemed to greatly
enjoy the show.

- Back to the work: it was sheer magic to see the
. plastic bags, simple plastic bags that can be
found in any supermarket around the world, in

- all colours, being inflated by the air of the fans
and made to ‘dance’ around the stage, taking

- the shape of human figures, engaging in
partnering and making movements that

. humans would have made if they danced ballet
or any type of ballroom dance. The ‘magician’

- on stage let the little ‘puppets’ whirl and then
chased them and gathered them in a box.

- Ballet, the high and/or mainstream art, white,

. associated with the dominant male culture, an
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artform filled with patriarchal notions on
gender and transforming the most base of
sentiments and thoughts into abstract material
of pure idealisation of the body, a system that
rationalises psychical activity, has its jugglers
and magicians too, such as the one in The
Nutcracker. Dr. Drosselmeyer brings the magic
doll to Clara on the significant night of
Christmas Eve, Dr. Coppelius delves into the
mysteries of life, and even in Pétrouchka the
mysterious puppeteer brings sensational
spectacles to the pageant of the little village.

If L aprés-midi d’un Foehn was an innuendo,
Vortex was more or less explicit, or so it
became as the work progressed. This time it
was the choreographer/director who
performed, situated amidst a set of fans putin

a circle, creating the same ‘miraculous’ effect of

blowing air into the plastic bags, which again
were partly prepared by Ms Ménard at the very
beginning of the show, who cut and taped
together pieces of plastic bags until the
spectators had taken their seats and all noises
had ceased. This time it was an Old Testament-
like scene that came into life in front of us: the
air, like the breath of God, gave life to a multi-
coloured ‘society’ of plastic puppets who flew
freely and effortlessly in the air, dancing and
whirling, occasionally even embracing in front
of the excited eyes of the beholders. A sense of
threat somehow altered the ambiance of ease
and Paradise-like happiness, as stripey bags
mingled with the smaller, brightly coloured
ones. It brought into mind a regulative process,
a call into the norm, symbolised by the
association of the stripey bags to the formal
suits of the white collar dominant male
executive culture. After a while, she filled the
circular stage (another allusion to her circus
background) with more bags which she took
out of the pockets of her huge overcoat. At
some point, the bags, with the appropriate
direction of air flow, created a basic DNA
sequence above the head of the performer.

All right, we have seen those schemes and
symbols before, in dance performances which
aimed at showing inequality, lost ‘Ages d'Or’,
and general concern about the human
condition. Nonetheless, in the context of

NATASHA HASSIOTIS
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Company Non Nova - L aprés-midi d’'un Foehn

. Vortex, as signifiers shifted constantly from
performance to allusions to circus and to

- gender, such symbols acquired somewhat
fresher overtones.

~ So, there we were in the middle of the

. performance, lamenting Paradise Lost, and

-~ drawing from the authority of the Good Book

- and popular notions about the ‘brotherhood of
men’ in order to justify the artist’s decision to

. claim her right to equality and freedom, first as
a human being and second as a gendered being
- who, on top of everything, chose — despite all

- shifting and shifted signifiers — to have a

. specific sex and a gendered life. Like juggling,
Ms Ménard's performance was a constant

. balance of paradoxes: from free-flow to set
rules, where on the outside her situation may

- be seen as defying rules.

By the time she started to rip off the pantyhose
- with which her whole body was covered (after
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having discarded her coat) as if it was a cocoon,

and had come to a ‘new life’, Vortex had
become the daring effort to speak of a personal
experience of deep transformation. From
chrysalis to woman, the artist showed anger —
probably her own sentiments prior to her sex
change operation, and possibly after, if we
consider the sarcastic umbilical cord-like length
of plastic she pulls out of her vagina (as
mimicked anatomically by a plastic organ). An
allusion, again, both to the well-known magic
trick of the handkerchiefs that seem to
endlessly come out of the magician’s pocket
until, if overdone, the performer arrives at a
paradoxical admittance of a lack of control over
the act (i.e. fabric keeps coming and coming
and coming out of the pockets of a clown), and
to the basic point of diversification in naturally
born women: their reproductive system. At that
time, apart from the legitimate cry for a
recognition of equality and denial of any
prejudiced attitudes, this act of birth seemed
slightly odd, because it brought to mind a
traditionally misogynist male attitude towards
women as the ‘weak sex’ because of their
ability to give birth, and, at the same time, Ms
Ménard's balancing act while trying to situate
herself as a female among women.

| would say that her attitude is still informed by
a slight misogynism; she defined herself as the
‘eternal seductress’, an ‘ideal woman’, an
ageless object of desire, away from concerns
about children-bearing, or an ageing body and a
loss of sex-appeal due to an overdose of family
life and worries, as is often the case, or as it is
traditionally seen should be the case, for many
women. In her interview with the Unpack the
Arts participants, she did not refer to her sex
change or any experience that had to do with
this aspect of her life. She stated though clearly
that she is “a woman”, and that she does not
“mind having her work idealised, but would not
like this to also happen to [her], because that
way [she would] be very lonely, and [she does
not] like to be alone”.

That is as much as may be said about her works
presented at the London International Mime
Festival, because any other attempt, in my
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opinion, would have to go through the

- meanders of whether there is women'’s art, gay
-~ artand so on and so forth. If we decide to go

- into this territory we should decide what makes
‘female writing’ be seen as such — its possible

. attributes, its peculiarities, its subject matter,
its stance towards dominant ideologies and

. more. It would be a long itinerary into

.~ discovering the ‘untold’ stories of impossible to
- pin down identities, even of females in regard to
themselves. We should examine and make

- room for the overload of mythologies in regard
to our bodies, our education, our morality and/
- or ethics, our politics, our ability for symbiosis
through child-bearing, our relation to family,

- love, eroticism and sexuality. Our flair for
freedom, our aggressive side, our histories.

- How do we address then Ms Ménard's role as
enchantress (apparent in her coquettish

. appearance and girlish style)? As a ‘we don't
need another misogynist comment, an enemy

- from within or as a ‘free to choose her stance
and attitude, free to join and try to understand

. the marginal, the abject’, the latter of which Ms
- Ménard seems especially to have had quite an
experience with, both in terms of professional
choice as well as of personal life?

| shall close my thoughts on Phia Ménard's
double-bill by concentrating on the new things

that her artform may mean for dance,
performance. The power of its metaphoris

slowly turning into an alternative scene. “Lifeis a
Circus” said Martha Graham, an exponent of
mainstream culture and expressionism, in the
mid-20%" Century; it helped her express her

feelings about Erick Hawkins. “l could eat you
alive”, she wrote about her sentiments during
rehearsals. Monty Python’s Flying Circus called

for surrealism in life and even Madagascar Il

called for — yes, a traditionally familiar big

spectacle with trapeze, animal acts, and so on,

but also for joining the uncertainty of circus life. It
might be a useful balance act between ‘sens
propre’ and ‘sens figure’ to use ‘circus’ as a
different way to see. ‘Contemporary circus may
become a good companion, despite the
differences, of contemporary and experimental
dance. They can fill gaps and give new impetus to
each other. Maybe without rope performersand

jesters, who even filled Nietzsche's imagination

in Zaratustra, but instead with shifting (literal
and metaphorical) signifiers of bodies ready to
accept and embrace, even express the marginal,
the unspeakable, the abject.
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Some
Reflections on
the Show
Fuerzabruta at
the Roundhouse
in London

ORJAN ABRAHAMSSON

- On the final evening of the Unpack the Arts

- residency in London we were invited to a show
. that our hosts refused to tell us anything about
in advance, although Yohann Floch’s wry smile
- spoke volumes. The show Fuerzabruta at the
Roundhouse was obviously going to be some

- way off the track beaten by contemporary
circus. No matter. It does you good sometimes
. to see shows about which you know nothing
and without any (or least not too many)

- preconceived ideas.

_ So we came, we saw, we conquered.
Conquered in the sense that no show during

- our residency evoked such powerful, and at
times such heated, feelings among our little

- group of experts. Nor did any other show

- demonstrate the existence of such a clear

- difference in outlook among the dance and
theatre critics, academics, producers and

. specialists in contemporary circus in our party.
Afascinating and disparate exchange of ideas,
- in which the word fascist was even used, took
place in the Tube after the show and then

. continued in the bar of our hotel and no doubt
in other places.

Why such heated feelings? Thought-provoking

- it most assuredly was. A result of the
differences in our backgrounds and our

. perspectives as professionals? Probably. All the
- same it is interesting that it took a show like

- Fuerzabruta to make those differences almost
- crystal clear, not that | got the impression that
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Vissa
reflektioner kring
forestallningen
"Fuerzabruta” pa
The Roundhouse
i London.

ORJAN ABRAHAMSSON

Sista kvallen under "Unpack the Arts” i London
bjdds vi till en férestéllning som véra vardar
vagrade att beratta ndgonting om i férvég, lat
var att Yohann Flochs skeva leende sade mer
&n tusen ord. Forestaliningen “Fuerza Bruta” pa

The Roundhouse |8g uppenbart en bra bit

utanfor den utstakade nycirkusvagen. Men lat

gé. Ibland &r det av godo att se scenkonst utan
vare sig foérkunskaper och (alltfor) forutfattade
meningar.

Sa vi kom, vi sag, vi segrade.
Segrade i den meningen att ingen forestallning
under residenset vackte sé starka, bitvis hatska
kanslorivar lilla expertgrupp. Ingen
forestalining visade heller sa tydligt skillnaden i
perspektiv mellan residenset dans- och
teaterkritiker, akademiker, producenter och
nycirkusspecialister. Ett fascinerande och
disparat tankeutbyte, dar till och med ordet
fascist anvandes, utspelades i tunnelbanan
efter showen, och fortsatte sedan i var
hotellbar och sékert p& andra stallen.

Varfor sa heta kanslor? Onekligen

tankevackande. P& grund av véra olikartade
bakgrunder och professionella perspektiv?
Sannolikt. Likval &r det intressant att det kravs
en show som “Fuerza Bruta” for att tydliggora
skillnaderna, dven om jag inte uppfattade att
nagon direkt dlskade showen utan snarast
tvartom. Men utifrdn ganska olikartade
motiveringar.
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anyone loved the show exactly, rather the
. reverse. Although for rather different reasons.

- To begin with a little background information
and some facts about the show — or the Las

- Vegas-show as one of the, uhm, French experts
called it.

When Fuerzabruta premiered in London in

- 2006 it was the “fastest-selling show in
Roundhouse history”, and so it returned for 100
- (1) performances in December 2013. A hit show
or to spell it out in block capitals: a lot of quick

- and easily earned money.

On their home page, the Roundhouse sells
Fuerzabruta as an “electrifying show” and “an

. event where dreams are real and reality takes a
back seat. Give in to it, let go and enjoy the

- spectacular ride.”

And there is no doubt that Fuerzabruta s
spectacular. The frantic music is eagerly egged

. on by various percussion instruments, there are
. aerial acrobatic numbers by the bucketful,
stroboscopic lamps together with the kind of

. extreme and spectacular lighting effects you'd
find at an exclusive technoparty, and a great

. deal else besides, while the audience stand in
the middle of the Roundhouse stage,

- interacting benevolently and cautiously with the
show to some degree, and being invited to

. dance now and then, which they do with rather
forced pleasure on this chilly Friday evening.

- The reason Fuerzabruta has taken so long to

. return to London is because the show has been
- more or less permanently resident in New York
. for five whole years, with the company giving
2000 performances. Half a million spectators,

© justin New York.

- Rather confusingly the company and the show
.~ share the same name. The company was

- formed in Argentina in 2003 as an offshoot of a
previous company, De La Guarda (1993-2003),
- whose show Villa Villa was a sort of early, crude
version of Fuerzabruta, which literally means

- brute force.
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Till att borja med lite bakgrundsinformation och
fakta om forestallningen, eller Las Vegas-

den.

N&r “Fuerza Bruta” hade Londonpremiar 2006
var det den "fastest-selling show in
Roundhouse history”, och dterkom darfor i
december 2013 med 100 (!) forestallningar. En
publiksuccé vilket i klartext betyder stora,
snabba och lattfértjanta pengar.

Pa sin hemsida séljer The Roundhouse in
"Fuerza Bruta” som en "electrifying show” och
"an event where dreams are real and reality
takes a back seat. Give in to it, let go and enjoy
the spectacular ride.

Och spektakulér ar tveklost “Fuerza Bruta”.
Med hektisk musik ivrigt pdhejad av diverse
slagverk, luftakrobatsnummer en masse,
stroboskopeffekter liksom extrema och
spektakulara ljuseffekter som pa ett exklusivt
technoparty, plus mycket annat, medan
publiken star mitt pa The Roundhouse scen och
delvis, men vanligt och forsiktigt, interagerar
med forestaliningen, och bitvis uppmanas att
dansa, vilket dock sker med viss tillkdmpad
gladje denna kyliga fredagskvall.

Varfor "Fuerza Bruta” drojt s& ldnge med att
aterkomma till London beror pé att showen

showen som négon, hmm, fransk expert kallade

varit mer eller mindre bosatt i New York i fem (!)

ar, dar kompaniet gav totalt 2 000
forestaliningar. En halv miljon dskddare, bara i
New York.

Férvirrande nog har kompaniet och showen
samma namn. Sjalva kompaniet grundades
2003 i Argentina som en avknoppning av det
tidigare kompaniet “De La Guarda” (1993-
2003) vars forestalining “Villa Villa” var ett slags
tidig, réversion av "Fuerza Bruta”, vilket
ordagrant betyder "brute force”.

Kompaniets leds av Diqui James, som var med i :

"De La Guarda” och var en av Fuerzabrutas tva
grundarna, och som 2003 omedelbart anlitade
flera medlemmar frén just “De La Guarda”. Som
kompositoren Gaby Kerpel, liksom fran den

- ORJAN ABRAHAMSSON
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The company is led by Diqui James, who was

. part of De La Guarda and one of the two
founders of Fuerzabruta, and who, in 2003,

. immediately engaged several former members
of De La Guarda. Among them the composer

- Gaby Kerpel and, on the technical and
coordination side, Alejandro Garcia and Fabio

. D'Aquila.

- The management of the company is made up of
a total of five men with skills and experience

. ranging from theatre and music to technical
and purely practical matters. The driving force is
- Diqui James, who also has the final say. He was
born in 1965 and has a background in the

- theatre. He spent seven years on stage before
realising he preferred being a creator, director

- and artistic director.

The company’s manifesto can be read on their
home page: “Fuerzabruta is today. It is not the
. theater of the future, nor the work that is

. repeated over and over from the past.
Fuerzabrutais now. Invents nothing.

It is an unavoidable natural phenomenon, the
result of millions of years. It originated in the

- ocean, at the bottom of a glass, walking down
the sidewalk. Fuerzabrutais not to be

- understood. It simply is.”

- Those last two sentences in particular are

~ bound to make a professional critic feel

- sceptical, to put it mildly. And potentially
superfluous. And if this proves to be more than

- aminor trend eventually unemployed. However,
My experience as a critic over twenty years — |

- have been a freelance dance, performance and
circus critic for Sweden'’s leading daily Dagens

. Nyheter for fifteen years, although | am a
literary critic at heart — tells me always to doubt
- when artists insist they know what they are
doing.

The basis for any judgement of art of the

- moment has to be what is actually occurring on
stage, or as at the Roundhouse, in the roof and

- on the walls, while a thousand or so exhilarated
spectators throng the stage itself (in my case

- the crutches | am holding mean | am generously
- assigned a seat) and the show whirls back and
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tekniska och koordinerande sidan, Alejandro
Garcia och Fabio D'Aquila.

Totalt bestar kompaniets ledning av fem man,
med en samlad kunskap fran teater och musik,
till teknik och rent praktiska fragor. Drivande
och avgoérande &r uppenbarligen Diqui James,
fodd 1965, med en bakgrund inom teater. Han
stod pa sjalv pa sceni sju &rinnan han insag att
han féredrog att vara kreator, regissor,
konstnarlig ledare.

Pa kompaniet hemsida finns en
programforklaring:

Fuerzabruta is today. It is not the theater of the
future, nor the work that is repeated over and
over from the past. Fuerzabruta is now. Invents
nothing.

It is an unavoidable natural phenomenon, the
result of millions of years. It originated in the
ocean, at the bottom of a glass, walking down
the sidewalk. Fuerzabruta is not to be
understood. It simply is.

Framfor allt de tva sista meningarna gor
givetvis en professionell kritiker skeptisk, milt
sagt. Och potentiellt dverflodig. Arbetslds. Min
erfarenhet som kritiker under tjugo &r—jag ar
frilansande dans-, performance- och
cirkuskritiker i Sveriges ledande dagstidning
Dagens Nyheter sedan femton &r, men &ri
boten litteraturvetare — sédger mig dock att
alltid tvivla nar en konstnar pastar sig veta att
de gor.

Ogonblickets konst maste bedémas utifrén vad
som faktiskt sker pa scen, eller som i The
Roundhouse, i taket och vdggarna, medan ett
tusental upprymda manniskor tréngs pa sjalva
scenen (med kryckorihand farjag sjalv
generdst nog en sittplats) och showen virviar
fram och tillbaka i hogt tempo, till &n hdgre,
hektisk musik.

Det &r en i tvetydig mening en beddvande
show. Som varken for tankarna till dans, teater
eller cirkus, utan snarast till andra, extremt
framgéangsrika, shower frédn 90-talet och
framat, som "Stomp”, "Riverdance”, “Tango
Pasion”, "Gypsy Fire” och givetvis Cirque de

- ORJAN ABRAHAMSSON
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forth at great speed to ever louder and more
- frantic music.

- This is a stunning show, and | use the word with
deliberate ambiguity. And one that doesn't

- make you think of dance, theatre or circus so
much as of those other extremely successful

- shows of the 90s and onwards, such as Stomp,
Riverdance, Tango Pasién, Gypsy Fire and, of

- course, all of Cirque du Soleil's incredibly
popular shows. Or rather ‘events’, in the sense,
. as Fuerzabruta would have it, of the show as
something that is not “to be understood. It

- simply is.”

There is, however, one interesting difference.
Almost all these major shows have a more or

- less given, overarching concept — as in the case
- of Stomp and the shows of Cirque du Soleil.

. Even Riverdance at least tries to tell a story,
albeit with questionable success.

Fuerzabruta lacks an obvious conceptual or
- dramaturgical driving force of this kind — it just

Souen

- 'is’ —and, strangely enough, has managed to

- become a hit show by just thundering away and
crashing along. Although there are one or two

- recurrent metaphorical elements that provide a
- fragile underpinning for the show. More on
those later on.

~ The common denominator for these huge hit

. shows seems to be entertainment along with

- elements of the spectacular that are

. extravagantly and, quite evidently, expensively
mounted. Itis supposed to feel like a luxury

. being able to see these shows that always

- seem to be on endless world tours and that are
- almost always, and as a matter of reflex,
brutally savaged and patronisingly dismissed by
. the professional critics.

- Why? This is an interesting question, if you can
.~ set aside for a moment the experienced and

. therefore sceptical stance of the critic towards
anything that smacks of spectacle rather than

:oart.

- But shows such as Riverdance and Fuerzabruta
- never make themselves out to be art evenin

™ W

Soleils alla sanslést populara forestallningar.
Eller snarast “event”, ungefér i den anda som

just "Fuerzabruta” framstéller det, som inte &r”
: to be understood. It simply is.”

Det finns dock en intressant skillnad. Nastan
alla dessa stora shower har ett mer eller mindre
givet, sammanhaéllande koncept som “Stomp”
och Cirque de Soleils shower. Till och med

. "Riverdance” férsoker &tminstone beratta en

historia, 18t vara med tvivelaktig framgang.

"Fuerzabruta” saknar en sddan uppenbar
konceptuell eller dramaturgisk drivkraft — den
bara “ar” — och har markvéardigt nog andé
lyckats bli en succé, genom att bara dundra och
braka pa. Likvél finns ett par dterkommande,
metaforiska element som brackligt bar
forestallning. Mer om det langre fram.

Den minsta gemensamma ndmnaren for dessa
enorma publikframgangar tycks vara
underhallning med spektakuldrainslag i
overdaddigt och uppenbart pdkostat format. Det
ska kénnas lyxigt att se dessa shower som
sténdigt tycke befinna sig pd éndldsa

i varldsturnéer — och som med

ryggmargsreflexer nastan alltid s&gas, gérna
elakt, forklenande och brutalt av den
professionella kritiken.

. Varfor? Det ar en intressant fréga, om man for

ett 6gonblick glommer den professionella
kritikens erfarna, och darmed garna skeptiska
blick infor allt som ar luktar spektakel snarare
an scenkonst.

Men shower som "Riverdance” och

"Fuerzabruta” utger sig aldrig for att vara konst

ensiordet vidaste bemarkelse, utan erbjuder
Odgonblickets fagring, uppseendevackande

artisteri, scenografiska underverk. Kort sagt,
det slags underhdlining och shower som i alla

tider lockat den sé& kallat vanliga, eller otranade,

publiken, snarare an erfarna
scenkonstfantaster.

En stunds trivsam verklighetsflykt. Kravlos
underhallning som stréngt taget lika gérna, eller
snarast hellre, borde recenseras och kritiseras
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- the broadest sense of the word. What they are

. providing instead is the beauty of the moment,
sensational artistry, and miracles of set design.
. The kind of entertainment, the kind of show, to
put it bluntly, that has appealed throughout the
- ages to an ‘ordinary’ or unsophisticated
audience, rather than to knowledgeable fans of
. the stage arts.

- The enjoyable escapism of the moment.
Undemanding entertainment that might just as
- well — o, strictly speaking, should — be reviewed
instead by a sports journalist, say, or analysed

. by a social scientist or an ethnographer or an

-~ anthropologist.

Andyet it is part of my professional duties to

- review, although fortunately not that often,
shows like Fuerzabruta for Dagens Nyheter.

. Which | always do with some apprehension as it
is almost always devastatingly easy to write a

- crudely witty review. But as a critic for a daily
paper | have to write for the readers of that

- paper and | would be doing them a disservice by
being hopelessly predictable. The challenge is to
try to describe what may actually be admirable,
- even staggering, without abandoning a critical
stance. Undeniably a balancing act on a slack

.~ rope.

© I now realise this article has turned into
something rather different from what | originally
- intended. No matter. Just have to put up withit.
~ Back to Fuerzabruta.

As | pointed out, the show lacks a concept or a

- clearly discernible narrative and just sort of
thunders along at maximum speed with all the
frenzy of the fairground, scene after scene,
without any real coherence. It begins with a

. musical number, continues with aerial
acrobatics, and follows that with a scene in

- which a giant shimmering silver curtain is drawn
halfway round the circular stage and two women
- leap into the air, so to speak, horizontally over
the curtain, which is moving in waves, helped by
- human hands, while being illuminated in various
bright synthetic colours. In purely visual terms

- this number is one of the most stunning in the
show, for a few minutes at least.
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av sdag en sportjournalist eller analyseras av en
samhallsvetare, etnolog eller sociolog. Klassisk
kritik av detta slags shower ar domd att vara
hopplost forutsagbar och sjalvklart negativ.

Likval tillhér det atminstone mitt professionella
arbete att, lyckligtvis inte alltfér ofta, recensera
forestaliningar som “Fuerzabruta” i Dagens
Nyheter. Vilket jag alltid gor med viss vénda
eftersom det nastan alltid ar forédande enkelt
att skriva smart, roligt, elakt. Men som

dagstidningskritiker méste jag trots allt skriva for

tidningens l8sare och jag gér dem ingen tjénst
genom att vara, som sagt, hopplost forutsagbar.
Utmaningen &r att forsoka skildra vad som
faktiskt ar omtumlande och beundransvart, utan
att forlora den kritiska blicken. Onekligen ett
balansnummer pé slak lina.

Inser nu att den har artikeln blivit ndgot annat
an jag hade som utgadngspunkt. Men 18t ga.
Forsok sta ut. Ater till "Fuerzabruta”.

Som sagt saknar showen ett koncept eller en
tydlig beréttelse, och liksom bara brakar pa i
hogsta tempo i en rent karnevalisk yra, med
scen pé scen, utan egentligt sammanhang. Det
bérjar med ett musiknummer, fortsatter
luftakrobatnummer, vidare en scen nar en
gigantisk, silverskimrande rida dras halvvags
runt scenens cirkel och tva kvinnor sa att séga
springer i luften, horisontalt pé riddn som dels

ror sig i vdgor, med méansklig hjélp, dels belyses i

diverse starka, syntetiska farger. Rent visuellt
tillhor det numret showens mest bedarande,
atminstone i ndgra minuter.

Det ar ocksd vad som framfor allt genomsyrar
denna 80 minuter l&nga show: varje scen pagér
lange och utdraget, for att liksom alla i publiken
ska hinna med och forsta. “Fuerzabruta” drar ut
pa och dterupprepar snarare an varierar varje
nummer, s att effekten blir att i stort sett varje
nummer verkar paga i en evighet.

Sérskilt fortjust tycks Diqui James vara i scenen

med mannen i skinande vit kostym som
tokspringer pé ett [6pband, som dras in mitt p
scen bland publiken. Han springer och springer,
blir plotsligt skjuten i brostet, men fortsatter
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Fuerzabruta - Fuerzabruta

That could also be said to apply to the whole of
. this eighty-minute-long show: each scene is
drawn out at length, so that every member of

. the audience has time to get it. Rather than

- varying each number, Fuerzabruta extends and
. reiterates them with the result for the most
part that each number seems to go on for an

. eternity.

- Diqui James seems to be particularly fond of

. the scene that consists of a man in a blinding

. white suit who runs like crazy along a conveyor

- belt that has been hauled into the centre of the

. stage among the spectators. He just keeps

- running and then is suddenly shot in the chest

- but still goes on running, stoically and with a

- wobble, and after that he runs through walls (of
- cardboard) and his house and the history of his

- life.

The scene recurs three times in total with some
- pretty insignificant variations just so no one will
- fail to grasp what is, intrinsically, an interesting

anda att stoiskt vacklande springa och springa
senare genom vaggar (av papp), och sitt hus
och sitt livs historia.

Scenen dterkommer totalt tre (!) gdnger, med
vissa, tdmligen obetydliga variationer, liksom
for att ingen ska undga att fatta den i och for
sig intressanta metaforiska bilden: Manniskan
som fruktlost forsoker fly sitt 6de och springa
ifrédn sig sjalv. Om man &r riktigt pahittig kan
man kanske tolka scenen som ett slags
inverterad metafor av Becketts "l vantan pé
Godot”. Fast Beckett &r roligare.

Mojligen finns har férestéllningens roda trad,
dess sammanhéllande metaforiska idé. Det
handlar om manniskans fruktldsa férsok att
undfly sitt 6de, om kérlekens omgjlighet, om
naturens obandiga krafter. Och om att kunna
hora sirenernas berusande, euforiska sang,
men aldrig berdra och férenas med dem
(eftersom sangen fick de sallan simkunniga
mannen att hoppa i havet).
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metaphorical image: a person futilely

. attempting to flee from their fate and run away
from themselves. If you were feeling really

. inventive you might even interpret the scene as
a kind of inverted metaphor for Beckett's

. Waiting for Godot. Although Beckett is more
amusing.

This may be the connecting theme of the show,
- its overriding metaphorical idea. The futility of
attempting to escape your fate, the

- impossibility of love, and, perhaps most
strikingly, the untameable forces of nature. It

. may also be about being able to hear the
intoxicating, euphoric song of the sirens while

- never being able to join them.

The impossibility of love is portrayed with
shocking power when a man and a woman

- suspended on lines from the roof spin round in a
gigantic sail above the heads of the audience

- like two survivors of a shipwreck. They try to

- reach one another ever faster and ever more
frantically, but in vain. Centrifugal forces, harsh
reality, make their desperate attempts to reach
one another impossible.

The show's most captivating and at the same

. time most problematic scene occurs when the
audience suddenly catch sight of two enormous
. pools with transparent plastic undersides in the
- roof of the Roundhouse. The pools pitch and

- sway so the audience can see the water

-~ swirling back and forth as well as six half-naked

. women swimming and being thrown about in
the pools like miraculously beautiful mermaids

. at the mercy of the power of the sea. Mermaids,
nymphs, unattainably distant sirens, or less

. glamorously, goldfish in their bowl.

Initially the effect is surprising, inventive and
fabulously beautiful, particularly as the pools

. are gradually lowered towards the heads of the
spectators until we can actually touch the

- undersides of the pool. This ought to be a
breathtaking experience but all the stage magic
- goes up in smoke when it runs slap bang into
what turns out to be a fairly repellent male

- chauvinist reality.

™ W

Kéarlekens omdgjlighet gestaltas omtumlande
starkt nar en man och en kvinna hangande |
linor frén taket, snurrar runt i ett gigantiskt
segel ovanfor publikens huvuden, som tva
Overlevade frén ett skeppsbrott. Allt snabbare,
allt hetsigare, férsoker de né varandra, men
forgaves. Centrifugalkraften, den bittra

verkligheten, omdjliggor deras desperata forsok

att nd varandra.

Forestallningens pa en gdng mest betagande

och problematiska scen ar nar publiken plotsligt
i Roundhouse tak far syn tvd enorma bassénger

med botten av transparent plast. Bassangerna
lutar och gungar, sé att publiken kan se saval
vatten skolja fram och tillbaka och sedan sex
halvnakna kvinnor, som simmar och kastas
omkring i basséangerna som underskéna
sjojungfrur utldmnade &t havets krafter.
Sjojungfrur, nymfer, ouppnaeliga sirener som vi

inte kan na, eller mindre forskdnande, guldfiskar

i sin skal.

Inledningsvis ar det dverraskande, fyndigt och
fabuldst vackert, sarskilt nér basséngerna
gradvis sanks ned mot dsk&darnas huvuden,
tills vi rentav kan berdra bassangens botten.
Det borde vara en svindlande upplevelse, men
istallet gar den sceniska magin upp i rok nér
den mots avien ganska motbjudande
machosexistisk verklighet.

For givetvis tar ett antal medeldlders méan
tillfallet i akt att, skrattande och grisigt, trycka
sin hander mot kvinnornas brost, stjartar och
konsdelar. Effekten blir, &minstone i mina
ogon, alltfor mycken — manschauvinistisk —
verklighet och fortar omedelbart scenens
potentiella magi. Om man sa vill uppstar en
Brechts "Verfremdungseffekt”, men med
knappast avsedd verkan.

Strangt taget pastar jag inte att ménnen agerar
fel, Iat vara grisigt, utan att hela iscensattningen

bottnarien unken kvinnosyn, som redan ar
uppenbar genom att endast, dessutom
halvnakna, kvinnor simmar i bassangerna.
Medan Méannen istéllet skéter maskineriet.
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Because, of course, a number of laughing

. middle-aged men take the opportunity to press
their hands smuttily against the women'’s

. breasts, bottoms and genitals. To my mind at
least, the result is far too much like real life male
- chauvinism and it immediately destroys the

- potential magic of the scene. What Brecht

- called a 'Verfremdungseffekt’ comes into play,
as it were, although this alienating effect could

- scarcely have been intended.

- lam not saying that what the men did was
wrong, strictly speaking, no matter how smutty
. they were, but that the way the scene is staged
is based on a particularly stale view of

- femininity, already evident in the fact that only
women, and half-naked ones at that, are

- swimming in the pools. While the men tend

to the machinery. By the way, as my translator

. Frank Perry, who has kindly turned my Swedish
into English, informed me in an e-mail, part

- of Fuerzabrutd's spectacular set actually
collapsed during a show in mid-January

- (http://www.bbc.co.uk/news/uk-england-

- london-25792353). The show stopped of

. course. But, asjust a few people were injured

- and no one actually died, Fuerzabruta was soon
back on the money track. The show must

- always go on. And on.

- lam not trying to be politically correct or even
to apply a feminist perspective (although that

- would be rewarding). Besides, as the
heterosexual male | am it would be pathetic to
- deny that half-naked female bodies most
definitely exert a certain attraction and have a,
- uhm, particular effect and presumably not only
- onme. And yet this scene leaves me turned off
. for the most part. And bored.

The original idea of two transparent pools
suspended from the roofis brilliant, as are

. the waves on the water, and the metaphorical
- image of the human being having to submit

- to the forces of nature, which is yet another
metaphor that runs like a theme through the

- show.

The problem is only partially to do with the way
© women are viewed. The main problem is that

™ W

Jag forsoker inte vara politiskt korrekt eller ens
anlagga ett feministiskt perspektiv (Bven om
det vore tacksamt). Dessutom, som den

heterosexuella man jag &r, vore det patetiskt att

forneka att halvnakna kvinnokroppar absolut
har en viss attraktionskraft och, hmm, speciell
effekt pd, gissningsvis, inte enbart mig. Likval
gor denna scen mig mest avtand. Och uttrakad.

Sjélva ursprungsidén med tvd genomskinliga
bassanger hangande i taket ar lysande, rentav
briljant, liksom vattnets vagor, liksom den
metaforiska bilden av ménniskan som tvingas
underkasta sig naturens krafter, for ovrigt
ytterligare en metafor som praglar
forestalliningen.

Problemet ar bara delvis kvinnosynen.
Huvudproblemet &r “Fuerzabruta’s regissor har
liksom i hela showen, liksom ndjer sig med det
omedelbart spektakuldra och aldrig tycks
kunna ta ett steg ifr&n ursprungsidén, utveckla
och foréandra den. Kort sagt, dramaturgin &r
snudd pa frénvarande: varje scen stér liksom
och stampar p&d samma stalle, i vad som for
mig blir en smatt pldgsam evighet.

| den l&nga “quldfiskscenen” — basséngerna
sanks och hojs tvd ganger — finns ingen

koreografi eller ens forsok till utveckling av idén,

vilket gor att min forsta association till Ester
Williams snart raseras. Det finns inte heller
ndgot virtuost nycirkusartesteri att tala om. S&
forutom att erbjuda en daterad kvinnosyn, blir
hela den inledningsvis s& underskoéna scenen
oandligt 1dng, seg och trakig.

Synd pa sé rara drtor, men jag tror, som sagt,
att en pekunidr succéshow som denna kraver
detta slag frdnvaro av klassisk kénsla for
dramaturgi och varje férsokt till genuin
konstnarlighet. Det &r just spektaklets och den
karnevaliska yrans enkelhet, eller frénare
uttryckt den demokratiska enfalden, som ar
grunden till framgang.

Visst finns fabul®st vackra och smarta och
omtumlande 6gonblick i “Fuerzabruta” men de
var fa och oftast just korta, 6gonblickliga. Som
helhet ar det en platt, intetsdgande, bitvis
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Fuerzabrutd's director seems to be perfectly

. content here as in the rest of the show to make
do with what is immediately spectacular and

. never appears able to take the next step on
from the original idea, which would involve

- developing it or changing it. Dramaturgy is
virtually absent, so that each scene ends up just
. plodding on the spot, so to speak, for what

~ turns out to be an almost unendurable eternity

- as faras|am concerned.

Besides, there isn't even a hint of choreographic
bodywork or any attempt to develop the

. concept in the lengthy ‘goldfish’ scene — the
pools are lowered and raised twice — which

- means that my initial association with Esther
Williams pretty soon disappears. Nor is there

- any virtuoso contemporary circus artistry worth
- mentioning. So apart from offering a dated
view of women, the entire and initially so
magically beautiful scene becomes far too long,
- repetitive and boring.

It's a shame, of course, that something that
promises so much should deliver so little. But,

- as|lsaid, | think that a show that is as big a

. success in monetary terms as this one, actually
requires this kind of absence of dramaturgy in

. the classic sense, and of any attempt at
genuine artistry. It is the very simplicity of the

. spectacle and that fairground frenzy, or to put it
~ more harshly the gullibility of the masses, that

- is the foundation of its success.

- There are, of course, fabulously beautiful, clever
and stupefying moments in Fuerzabruta but

- they are few in number and usually very brief,
not to say momentary. As a whole the show is

- flat, nondescript, now and then repellent,
despite its persistent frantic pace.

So, sadly enough, I've ended up with a

- hopelessly predictable piece of criticism,
despite my obviously futile attempts to see and
- interpret Fuerzabruta in a benevolent light.

- Just like the man in his blinding white suit, |
- can't run away from myself either.

™ W

motbjudande, och framfor allt paradoxalt nog
l&ngtrakig show, trots det genomgdende
intensiva tempot.

Sé landar ocksa jag i en hopplost forutsagbar

kritik, trots forsok att se och tolka “Fuerzabruta”

i valvilligt ljus.
Inte heller jag lyckas springa ifran mig sjélv.

Slut
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The Uncanny
in Space

ROBERT ALAGJOZOVSKI

The use of body, space and
audience in the performance Vortex
by Phia Ménard and the theatre
show of the Argentine company
Fuerzabruta

During the Unpack the Arts residency in London
for cultural journalists and art critics, organised
- by Crying Out Loud, | saw four different

. performances in the field of contemporary
circus, all involving elements of physical and

. dance theatre. As a newcomer to the wonders
of contemporary circus, an ordinary review on

- one of the four shows will probably prove to be
a difficult task. Nevertheless, in the style of

. someone inexperienced in this field, | decided to
compare and contrast the two disparate

. performances Vortex by Phia Ménard and
Fuerzabruta by the Argentine company of the

. same name. At the very start | would like to
point out that the performances, the type of

. circus, and their format are in complete
opposition, yet it is precisely their difference

. that allows insight into the different artistic
visions adopted in looking at some of the basic
. categories in contemporary circus, such as
body, space and audience.

~ In both performances the dominant role is

. played by the circus artists and their
corporeality. These shows are all about the

. performers. Even though in their action and plot
both performances use different props that

- simulate natural elements such as wind, water
- and hard matter, the shows are nevertheless

- based on the actors: they play a central role in
characterisation. Hence, Vortex confronts us

- with a close-up of the body of the actress. The
stage is small and circular so as to present this
. corporeality even more directly, to make us feel
. the actress as if under a magnifying lens, since
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HenaropoHocTta BO
NPOCTOPOT

ROBERT ALAGJOZOVSKI

YnoTtpebara Ha Te/10TO, NPOCTOPOT U
ny6/mMKaTa Bo npeTcrasute Ha dua
Menxap, Bptior (Phia Menard, Vortex) u Ha
apreHTuHcKaTa Tpyrna PyepuabpyTa
(Fuerza bruta)

Bo paMkuTe Ha HOBUHAPCKO-KpUTMYapCKaTa
pe3naeHumja Bo JIoHL0H, BO OpraHu3aumja Ha
Crying out loud, a BO paMKu1Te Ha MPOEKTOT Ha
Unpack the Arts, BWA0B YETUPY Pa3INYHK
NpeTCcTaBn o4, 06/1acTa Ha HOBUOT LIMPKYC,
NCMPENIETEHN CO e1EMEHTU Ha (N3NUKN 1
[neHc TeaTap. BepojaTHo, 3a HOBaj/Mja BO
yyaaTa Ha COBPEMEHNOT UUPKYC N 06UYHa
peLeH3uja 3a eLHO 0L, YeTMPUTE LLIoya Ke
MPETCTaByBa TEXOK XXaHp, HO jac, TOKMY 1 BO
MaHWUPOT Ha HEOMUTEH BO 06/1aCTa, PELLVB
Npeky KoMMnapaTUBHO-KOHTPAaCTMBHa aHa/IM3a
[[aru cnopenam aucnapaTtHuTe N3Benou Ha
Puna Menap, Bptnor (Phia Menard, Vortex) 1 Ha
apreHTuHckata Tpyna PyepuadbpyTa (Fuerza
bruta). YwiTe BegHaLl Ke ka)kam geka
npeTcTaBuTe, TUNOT Ha LUPKYC, (DOpMaToT Cce
LLe/TOCHO CMPOTUBHM, HO AeKa TOKMY HUBHaTa
pa3/INYHOCT Ke 0BO3MOXKM 0,06ap yBU 4, BO
pas3/IYHNTE BU3MM KON MOXKAT Aa r'i umaaT
YMETHULMTE BO KOPUCTEHETO HA €0HU 0L,
OCHOBHUTE KaTeropuv BO COBPEMEHNOT LLIUPKYC
KaKo TeI0TOo, NPOCTOPOT U Nyb/imKaTa.

1 BO oBETE NPETCTaBN LUPKYCKNOT YMETHUK,
O[HOCHO HeroBaTta KOpropeasiHoOCT urpa
LoMUHaHTHa ynora. OBue NpeTcTaBn ce
NpeTCcTaBn Ha akTepuTe. Mlako n ogeTe
KOPUCTAT MOMOLLIHW PEKBU3UTU, O4HOCHO '
KopuCTaT CUMyNlauMUTE Ha MPUPOAHUTE
e/IeMEeHTI Kako BETPOT, BoaaTa, TBpAaTa
MaTepuja 1 BO LpamaTtyprujata Ha L,eJCTBUETO,
cenak npeTcraBaTa e 6a3vpaHa Ha aKTepuTe,
THe NMaaT LLeHTPaIHO MeCTO BO
KapakTeposiorujata. Bo Taa cmucna, BopTtekc
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the artistic idea and the meaning of the

. performance is expressed through the body.
The body of the actress is a metonymy for the

- world, for the cosmos. The transformation of

~ the actress is the transformation of civilisation,
of the cosmos. Civilisation changes from the
outside, from materialised relations, to the
inside, to the human condition: the exotic
becomes esoteric, the outside worlds replace
the inner worlds, the man tries to find himself,
to liberate himself from the built-up layers,
rejecting all that civilisation carries, rendering it
as the abject? colon in the gut, as a black
serpentine monster that must be defeated and
outplayed, so that man can reach himself and
his inner essence. The entire performance is
dramatically composed as a spiral journey
towards the self, as an increase of intensity, as
a gradual rejection of the coating of civilisation,
of the layers of costumes through the process
of peeling one’s own skin and revealing one’s
new self: a new birth, a newborn, inherently
connected to the cosmos. In fact, the post-
Freudian and transgender aspects of the body,
. based on the theories of Julia Kristeva and
Judith Butler, deserves a whole study. Thus,

. perhaps the extratextual information that Phia
is an artist who has changed her sex and
gender should be taken into consideration,
although this is not explicitly incorporated into
the performance.

. Unlike in Vortex, in Fuerzabruta the way in
which the actors are used is completely

. different. They are presented at a distance.
Even though there are many actors, they are
suspended farther off in space, performing their
acts high above the audience, akin to faraway
stars. They are distanced and alienated as if
projected on a film screen. But even in this

. spectacular show the emphasis is put on that

- which is human — human fate, human life — so

- the central message is again conveyed by the
actors’ bodies. They vibrate above us in space,
they run from and seek one another, they enjoy
themselves. Just as the name of the company
suggests, the artistic vision is not gentle
towards the bodies of the actors. They are put
in a situation where their physical capabilities
are stretched to the limit. Moreover, certain
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HE COOUyBa CO TE/I0TO Ha aKTePOT BO KpyneH
nnaH. CLueHaTa e KamepHa, Kpy>kHa 3a a Hu ja
NpeTCcTaBy LUTO NOAMPEKTHO KOPNOPeanHoCTa,
[,a Hé HaTepa [4a ro No4YyBCTBYBaMe aKTepoT
Kako Mo/, Iyna, 3aLUTo NpeKy Te/leCHOCTa ce
naacupa yMeTHMYKaTa naeja u 3HaKkoBHOCTa Ha
npeTcTaBaTa. Te/oTo Ha akTepoT € METOHUMja
Ha CBETOT, Ha KOCMOCOT. TpaHchopmauujaTa Ha
aKTepoT e TpaHcdhopmaLmjaTa Ha
LuBWUAN3aumjaTa, Ha KOCMOCOT.
LinBunn3saumjata ce MeHyBa 0f, Ha4BOP, 0L,
onpeamMeTeHNTe 0AHOCK, KOH BHATPE, KOH
YOBEKOBWTE COCTOjOW, Er30TEPUCKOTO CTaHyBa
€30TePUCKO, HaABOPELLHNTE CBETOBU 'K
3aMeHyBaaT BHaTpPeLLHUTE, YOBEKOT Caka fa ce
Hajoe ce6ecu, ce 0C/10604yBa Of,
HanaacTeHUTe C/10eBW, ro OTdpaa CeTO OHa
LLITO UMBWUAM3aLMjaTa ro HOCW, Kako abjeKkTHO?!
0e6eno LpeBo o[, CBojaTa yTpoba, Kako LpH
3MWjO/IMK MOHCTPYM LLITO Tpeba aa ce nobean
1 HaOWrpa, 3a Ja MoXke YOBeK Aa aojae 4o
cebecu, 00 CBOjaTa BHATPeLUHa CyLUTUHA 1
CeOHOCT. LlenaTa npeTcraBa e gpamaTypLuKu
OpraHu3mpaHa Kako CrmpasaHo naTyBarbe BO
cebecu, Kako 3aCulyBaHbe Ha UHTEH3UTETUTE,
rpaaaLmcKko oTdpiare Ha LMBUAN3ALNCKAOT
C/10j, 04, HATpynaHnTe KOCTUMU NPeEKy ynere
Ha COMCTBEHaTa KOXa N OTKPUBar-€ Ha CBojaTa
HOBa CE6HOCT, HOBOTO palarbe, Kako
HOBOPO4EHYE, NCKOHCKM MOBP3aHO CO
KOCMOCOT. Mo>XXe fa ce Hanpasw Lena cTyauja
3@ NOCTMPOjOUCTUYUKNTE WK TPAHCPO40BUTE
aCrneKTW Ha TeN0TO, Ha TparaTa Ha TeopumnTe Ha
Jynunja Kpuctesa u Llyout Batnep. Bo Taa
Hacoka MOXKe [a Ce 3eMe Nnpensui u
eKCTpaTekCTyanHaTa uHdopmaumja aeka dra e
YMETHML,A KOja LUTO ro MpOMeHM/1a CBOjOT NOJT U
po[, NaKo Toa UMMINLMTHO He e
MHKOPNOPVPaHO BO aBTOpCKaTa n3Beaba.

3a pasnmka og, BopTekc, Bo PyepuabpyTa ce
KOPUCTU COCeMa pPa3/INyeH KOHLLENT Ha
yrnoTpeba Ha akTepuTe. Tue ce gaaeHn Bo
naneyeH nnaH. AKTepUTe Nako ce MHory Tue
BUCAT [aneKy BO NPOCTOPOT, ' U3BeayBaaT
CBOMWTE TOUKM BCOKO Haf, ny6/nKaTa, Kako
naneyHu see3an. [JJaneuHu n oTTyreHn Kako Ha
dramcko nnatHo. Ho 1 Bo 0Ba cnekTaky1apHo
LLIOY, U MOKPaj MHOIyTe MOMOLLIHV PEKBU3NTH,
HarnackaTa e CTaBeHa Ha YOBEUKOTO, Ha
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scenes in the show highlight the brutality of

- contemporary life, in that the bodies of the
actors bring down walls, run as fast as they can,
- hang suspended like helpless puppets, and
ferociously bang themselves against the

- performance platform.

- Even though both performances foreground
the body of the actor, it can be concluded that

- their conceptual origin is completely different:
the concept of the detail versus that of the

- panoramic plan, that of the exotic versus the
emphasised esoteric. Still, they both insist that
- the audience feel and see the body, and
sensually and emotionally identify with the

- actors through their corporeality. Both

.~ performances have different motives for their

- brutal treatment of the actor’s body. Vortex
symbolically and subtly destroys, tears,

. transforms its body, whereas Fuerzabruta
subjects the body to external, suicidal, hopeless
- brutality.

Moments of difference, but also correspondence,
- are visible in respect of the second dimension
mentioned in this text, namely the relationship

- to space. The space in Vortex is small, chamber-
like. The set is circular, and the audience is in

. near proximity to the actress. Because the
action is esoteric and personal, the small stage
- invites the audience into the intimate world of

- the actress, and its circular shape offers a

. situation of comprehensiveness, where
everyone is able to see all that is unfolding.

- Through this concept the audience is in fact
part of the action, part of the actress’ world:

- there is no border between the audience and
what is happening on stage. The experience of

- the actress implies the experience of the
viewers. Hence the need for a small and

. intimate space: to feel the veracity of what is
unfolding in front of our eyes.

Fuerzabruta shares the same artistic vision of

- embracing the world, but employs a completely
different methodology. The cast settles for

- spectacle, for the use of the entire space of the
great and deep circular hall. It aims to present
space as a metonymy for the earth’s sphere, to
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YOBEUKUTE CyAOUHN, Ha XXUBOTOT Ha JIy'eTO,
Taka LUTO raBHaTa nopaka NOBTOPHO ja
NnpeHecyBaaT akTepckuTe Tena. Tne BubpupaaTt
rope BO MpOCTOPOT, 6eraart, ce 6apaar,
y>KuBaaT. Kako LWTo 1 caMOTOo Ume Ha TpynaTa
KaXKyBa, YMETHUYKaTa BU3Mja HE € HEXKHA KOH
aKTepcknTe Tena. Tue ce nocTaBeHn BO
CcuTyalmja Ha MaKkCMMaIHO pacTerHyBaHe Ha
CcBOUTE PU3NUKM MOXKHOCTH. YLLITE MOBEKE,
O[penEeHN CLEHM BO MpeTCTaBaTa MHCMCTUpaaT
Ha CypOBOCTa Ha COBPEMEHWOT XMBOT, Taka
LLITO Te/laTa Ha aKTepuTe pyLLaT SnaoBu,
TpYaaT Hajbp30 LLTO MOXKaT, BUCAT Kako
HEMOKHWN MapuoHEeTN 1 Ce yampaaT Co CeTa
cwna o, nof/soraTa Bp3 KOja LUTO HacTaryBaar.

Mo>keme ga 3akayurme geka v oBete
NPeTCTaBu ro CTaBaT TEI0TO Ha aKTePOT Ha
npeaeH niaH, Aeka nako noaraar o/, ABe
CcocemMa pas3/INYHK KOHLMEeLWK, Ha oeTan u Ha
NaHOpPaMCKW MNJiaH, Ha HaraceHa er3oTepuja,
HacnpoTW HarnaceHa e30Tepuja 1 aBeTe
HacTojyBaaT ny6/mkaTa fa ro novyBCTByBa, ba
ro BUAW TENOTO, U CEH3UTUBHO 1 EMOTUBHO Oa
Ce MONCTOBETN CO aKTEPOT NpeKy HeroeaTa
TenecHoCT. M oBeTe npeTcTaBm 04, pa3/inuHu
MOTMBW UMAaT CypB 04HOC KOH aKTEPCKOTO
Teno. BopTekc cuM60NYKN 1 CYyNTUIHO MO
YHULLITYBA, MO KNHE, o TpaHCchopmmpa CBOETO
Teno, a Bo dyepuabpyTa TOa TENIO €
NOA/10XKEHO Ha HaABOPELLHA WK Ha CyuuMaHa,
6e313/1e3Ha 6pyTasIHOCT.

MOMeHTU Ha pa3/inka, HO 1 Ha MPeKIoNnyBarbe
MOMXXe [a Ce KOHCTaTnpaaT 1 BO O4HOC Ha
BTOpaTa AMMeH31ja Co Koja LUTO Ce aHnMaBaMe
BO paMKUTe Ha OBOj TEKCT, O4HOCOT KOH
npocTopoT. [lpocTopoT BO BopTekc e man,
kamepeH. CL,eHaTa € NocTaBeHa KPY>KHO, a
ny6/iMkaTa e Ha 6/11MCKa ANCTaHLa oL, aKTepOT.
buoejkn 0ejCTBOTO € €30TEPUCKO, IMYHO,
MasiaTa ClgeHa ja nokaHyBa nyb6/mkaTta Bo
WHTUMHWOT CBET Ha aKTepoT, a CO CaMOTO Toa
LLITO € KPY>KHa UHCUCTMPa Ha MOCTUTHyBaHbe
CcuTyaumja Ha ceonaTHOCT, CEKOj Aa MOXe Aa
BUOM C€ LUTO ce cnydyBa. Co TakeaTa
KOHLLeNuMja ny6imKaTa € BCYLLUHOCT AeN 04,
[0ejCTBMETO, eN OfL, CBETOT Ha aKTepOT, HEMaA
rpaHuLa nomery Toa LUTO ce C/y4yBa Ha
cLeHarta. VIckyCTBOTO Ha akTepoT ce
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convey human fate in an epic dimension. The

¢ ensemble uses various vertical, horizontal, as
well as dangerous slanting angles to show the

. oneness of time, the oneness of space, as in the
current process of globalisation. This massive
space is also restless. It does not follow the
conventions of the fourth wall. It is active. The
space shrinks, the space presses down, the
space diminishes frightfully. The space is
another metonymy, this time of the complexity
of life itself. Just like in real life, in the space of
Fuerzabruta we sometimes feel subdued,
oppressed, as if carrying the whole world on our
shoulders. Other times we feel powerless, we
float in space, motionless, just like in real life we
find it impossible to move despite life’s
possibilities. There are times when we run and
chase ourselves through life, unable to find
ourselves, passing each other by, unable to
understand each other — much like what we
see in the high planes of Fuerzabruta.
Sometimes we share space, we fill it, we enjoy
it, either as participants or voyeurs. And
sometimes we cannot move from the same
spot, from the same space, regardless of how
hard we try to run away. Akin to the tradition of
absurd theatre, the performance Fuerzabruta
creates several such brilliant scenes: of being
penned in, of being unable to escape from life,
from its almost metaphysical frozenness,
despite its ephemeral dynamics.

Hence, regarding the use of space, it can be
concluded that the authors of both

¢ performances use a populated and active space
with the aim of bringing the audience as close

- as possible to the action in order to obfuscate
the conventional border between the artistic
truth and reality. In Vortex this space is intimate
and static, whereas in Fuerzabruta it is massive,
but active and dynamic due to the various
fragmentations and divisions of space during
the course of the performance.

. What was previously mentioned about the

: body and space can also be applied to the use
of the audience, because all parts make up one
artistic vision, and it is precisely this consistent
realisation of the various components of the
circus performance concept that confirms the
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noapa3bupa 1 Kako UCKYCTBO Ha rnegavuTe.
3aToa e noTpebeH Man n kamepeH npoctop. [a
ce NoyYyBCTBYBa BEPOAOCTOJHOCTA Ha OHA LUTO
ce oaurpyBa npem, HaLly oun.

dyepuabpyTa noara o4 ncTaTa apTUCTUYKa
BM3Wja Oa ro nperpHe CBeTOT, HO KOPUCTK
cocema nomnHakea MeToLo/10rnja. TpynaTa ce
onpenesysa 3a CnekTak/l, 3a KOpUCTeHE Ha
LLIMPOK, Ha L,e/IMOT NPOCTOpP Ha OrpoMHaTa U
nnaboka Kpy»kHa cana. Taa caka fa ro 40/108M
MPOCTOPOT KaKo METOHMMMja 3a 3eMjUHaTa
TOMKA, 3a@ [a v nprikaxxe YOBEUKUTE CyAOUHN
BO HMBHAaTa erncka gumMeH3unja. AHcam6/10T
KOPUCTW Pa3/IyHN BEPTUKAIHU 1
XOPW30HTAIHW, AYPY 1 ONACHN KOCK MaaHOBK
3a [a ja NoKake CeEBPEMEHOCTa, 04HOCHO
CenpoCTOPHOCTA, aKTyenHaTa robanm3aumja.
I Toj MacvBeH NpocTop He e nacueeH. He ru
cneny KOHBEHLMNTE Ha YeTBPTUOT SK.,
AKTMBEH €. [1pOCTOpOT Ce CTeCHyBa, NPOCTOPOT
NpUTUCKE, MPOCTOPOT Y>KaCHO Ce Hama/lyBa.
[pOCTOPOT e yLUTe efHa METOHMMU]a, OBOjNaT
Ha KOMIM/IEKCHOCTa Ha CaMuOT XUBOT. V1 BO
NpOCTOPOT Ha PyepL,abpyTa Kako 1 BO
YKMBOTOT, HEKOraLLl Ce YyBCTBYBaMe TECKOOHO,
MPUTECHETO, Kako LLena 3eMjuHa Tonka
TaHTa/I0BCKY Aa ja HOCUME Ha CBOUTE MJIEKMN.
[pyrnaT ce uyBCTBYBaMe HEMOKHO, Ne6aume
Heno4BMXHO BO NMPOCTOPOT KaKo LUTO CMe
HEMOXXHI BO >XMBOTOT Y MOKPaj CUTE HErOBY
MOXXHOCTW. [lpyrnaT ce 6pKame H1U3 XXMBOTOT, a
HEe MOXKEME [a Ce HajAeME, Ce pa3MIiHyBame,
He MOXKeMe [a ce pa3bepeme Kako LLTO ce
OpKame HW3 BUCOKUTE M1aHOBMW Ha NpeTCcTaBaTa
Ha ®opua bpyTa. HekoraLu npocTopoT ro
CrnofenyBame, ro UCMosiHyBaMe, Y>KNBaMe,
BOAjepCKuM WK NapTULMnaTopHO. A Hekorall He
MOXeMe f[a ce NoMpaHeMeE 04, e4HO UCTO
MeCTO, O[3, e,eH UCT MPOCTOP, KOJIKY 1 fa ce
TpyAMMe CO cuTe Cuan ga nlderame. Kako Bo
Haj0,o06puTe TpaauLLMK Ha TeaTapoT Ha
ancypaoT, Bo NpeTcTaBaTta Ha PyepuabpyTa ce
CO30a4eHN HEKOJIKM TakBN BPUANjaHTHU CLUEHN,
Ha NPUKIELLTEHOCTa, HAa HEMOXXHOCTa Aa ce
n36era of, XX1BOTOT, HA HEFOBOTO PEUNCH
MeTadn31MUYKO 3aMp3HyBarbe 1 NoKpPaj ceTa
ehemepHa anHaMuKa.
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quality of the work of art. However, it seems

: that these two performances differ the most
when it comes to the way in which the audience
- is used. In both shows the audience is drawn
into the action, but the method is quite

- different. The audience in Vortex is packed
within a small space, and thus they can almost

- feel that the action on stage is happening to
them; they can feel the actress’ breath, her skin,
her sweat, her transformations. But, although
present, this audience is passive. They are just a
mute witness to what is happening on stage
and they are not involved in any way in the
actress’ performance or in the generation of
meaning. The wind, the plastic figurines or
monsters can touch the audience, but the
spectators are powerless to intervene.

- The audience in Fuerzabruta is massive: this is a
- big show with many actors, performed on a
large and mobile stage, with various props and
perspectives. But yet again the strategy of the
artistic vision is to use the audience in the role
of an actor. The audience and their behaviour
can even alter and affect the course of the
action, regardless of how controlled the action
is by the technicians. The spectators are in the
middle, in the centre of the set. The show is
happening everywhere around them: the
audience can not only see, but they can also
feel the bodies of the actors. It even seems that
the audience is aggressively attacked by the
action on the stage: with the wall between the
spectators and the spectacle gone, the
audience even attempts to fight off the invasion
of actors, as a metonymy for the invasion of the
Other in life, of life itself.2 The ceiling descends
—itis a pool of water that can drench the
audience at any moment, at the same time
being full of the artists’ attractive, half-naked
bodies. The desire of the audience to reach out
for the offered pleasure, combined with the
impending danger from the same source, is an
excellent metaphor for the complexity of
today’s urban life.

As a conclusion to this review, | would say that
. both performances, Vortex and Fuerzabruta,

- show innovation, and thus, risk, through the

- way in which they employ the bodies of the
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3Hauu, 1 3a ynoTpebaTta Ha MPOCTOPOT MOXKE
[a 3aK/lyyMe OeKa aBTopuTe Ha OBeTe
NpeTCcTaBu KOPUCTAT e0eH HaCeeH 1 aKkTUBEH
NPOCTOpP YMja LLen e 4a ja LoHecaT nybankaTa
LLTO NO6GJIMCKY 40 CNyYyBaH-ETO 3a Oa ce
NPEeTonn KOHBEHLMOHA/IHaTa rpaHnua mery
YMeTHUYKaTa BUCTUHA 1 peasiHocTa. Bo
BopTeKc TOj NPOCTOp € KaMEPEH 1 CTaTUYeH, BO
PyepLLabpyTa € MaClBEH, HO aKTUBEH Y
pa3vrpaH Npeky pas/IMvyHnTE 0EeKOMMNO3NLUN 1
No4en6u Ha MPOCTOPHUTE NJ1aHOBM BO TEKOT Ha
npeTcTaBara.

OHa LUTO ro pekoBMe 3a TeN0TO U MPOCTOPOT
MOXEME [a ro KaXKeme 1 3a KOPUCTEHETO Ha
ny6AnKaTa, 3aToa LUTO CUTE CErMEHTH Ce
NCNpensieTeHN BO eHa YMETHMYKa B13Kja, U
TOKMY 00C/I€AHOCTa Ha OCTBapyBaH-ETO Ha
KOHLLENTOT BO Pa3/INYHNTE KOMMOHEHTH Ha
LMPKyCKaTa NpeTcTasa ro noTepayBa
KBa/IMTETOT Ha CaMOTO YMETHNYKO Aeno. Ho, ce
YMHW OeKa No HaYMHOT Ha KOPUCTEHE Ha
nyoanKaTa, OB/E ABe NPETCTaBU HajMHOry ce
passivkyeaart. /1 Bo OBeTe npeTcTaBn nybankarta
€ BOBJlIeYeHa BO [€jCTBNETO, HO TOa ro npaeat
Ha cocema pa3/inyeH HaunH. [y6imkaTa BO
BopTekc e HabreHa Ha Man NpoCTOp, 1 Nopaau
TOa Peyncu ro YyBCTByBa AEjCTBUETO Ha
CLLeHaTa Kako Ha Hea camaTa [a v Ce C/lyJyBa,
ro YyBCTBYBa 341BOT, HA aKTEPOT, HEroBaTa
KO>Xa, HeroeaTa noT, HeroBuTe
TpaHcdopmaLmmn. Ho nako e nprucyTHa, oBaa
ny6/MKa e nacuBHa. Taa € caMo HEM CBeOK Ha
OHa LLITO Ce C/lyyyBa Ha ClieHaTa 1 He €
BOBJ/IEYEHA Ha KOj 6110 HaUMH BO akTepcKaTa
Urpa, Wim BO reHeprpar-eTo Ha 3Hauer-aTa.
BeTpoT, nnaCcTuyHNTE YoBEUMHba UK
MOHCTPYMW, MOXaT 1 Hea [,a ja 4onpaT, HO Taa
€ HEMOKHa Ha KOj 6110 HaUnH Aa MHTEPBEHNpa.

My6nunkata Bo PyepLabpyTa € MacnBHa, Toa €
e[Ha ronemMa npeTcrasa, Loy Ha MHOTY akTepu,
Ha rosiema n noasmxHa CueHa, CO pa3/inyHn
PEKBU3UTW 1 NaaHOBKW. HO NOBTOPHO,
cTpaTernjata Ha yMeTH1YKaTa B1U3Kja € 4a ja
NCKOPWCTU NMy6/IMKaTa Kako yLLITE efleH aKTep.
Taa 1 HEj3NHOTO O4HECYBaHE MOXe Aypy 1 Aa
rO CMEHW WX Aa NOoB/njae Ha TEKOT Ha
[0eJCTBMETO, 6€3 pa3/ivKa KOJIKY e
KOHTPOAMpPaHa 04, TEXHUUKNOT NepPCOoHan.
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Company Non Nova - Vortex © Jean-luc Beaujault

actors, the space and the audience. By breaking
the convention of keeping the audience at a
distance, and thus by actively including the
audience in the shaping of the space, they
enable a more direct experience and create an
impression of involvement. However, this
closeness may have a double effect. On the one
hand, a group of people may really enjoy the
performance, but there are also those whose
expectations, greater than usual, are not lived
up to — due to the overwhelming feeling of
involvement. Hence, my personal impression of
both shows was that they lasted too long, that
the spiral dramatic play of Vortex revolved
around several unnecessary circles, while
Fuerzabrutd's socio-political statements at the
beginning of the performance were watered
down into an entertainment spectacle.

I would like to provide a lengthier reference on the abject
because | believe it could be the basis for another study on
Vortex. | have decided to do this because, on a symbolic

level, the moment of ejecting the big plastic band that was
later transformed into a serpentine monster left the greatest
impression on me. A true culmination occurred during the
dancing duel with the large black beast, which, propelled by the
unpredictable natural power of the wind, the actress had to
defeat, constantly adjusting her dance and movements to the

[y6nunkaTa e BO CpeamHaTa, BO LEHTPaAHNOT
nen of, cueHcknoT npocTtop. LLoyTo ce cnyuyBa
Hacekane OKOJly Hea, Taa He CaMo LLITO MOXe
[0a ro Buay 1 aa ro noYyBCTBYBa T€/10TO Ha
akTepuTe. Taa e Aypun HanagHaTa arpecrBHO Of,
0€eJCTBNETO Ha CueHaTa, SuaoT Mery Hea n
CMeKTaKNoT e NaaHaT 1 Taa Oypw NOCerHyea aa
ce o6paHn 04, HAaTPaNHULLITBOTO Ha aKTepuTe,
Kako MeTOHVIIVIVIja 3a HATPanHULITBOTO Ha
Llpyrvte BO XXMBOTOT, Ha CaMNOT XK1BOT.
[MnadoHOT, ce cnyLuTa, TOa € efeH 6a3eH co
BOJ,a 1 BO CEKOj] MOMEHT MOXKE [a Ce N3/1ne Bp3
rnaBaTa Ha nyb6ankaTa, 6€3 pa3/nka LWTO Toa
NCTOBPEMEHO € 1 6a3eH CO aTPaKTUBHU,
NoNyroav Tena Ha ymeTHuuuTe. CTpeMEXoT Ha
ny6AnkaTa ga NocerHe no 3a40B0/ICTBOTO LUTO
W Ce Hyay 3aeHO CO HagoaraykaTa onacHoCT
o[, UCTNOT N3BOP € 04/ IMYHa MmeTadopa 3a
KOMMJIEKCHOCTa Ha AEHELLUHNOT yp6aH XNBOT.

Kako 3ak/ly4oK Ha LLennoT ecej 61 pekon feka
[nBeTe npeTcTasu, Bptior n dyepuabpyTta,
MoKaykaa roJieMa MHOBaTUBHOCT a CO Toa U
PU3MK 006UPajKM M HAUNMHWUTE Ha KO '
KOpWCTaT TeslaTa Ha akTepuTe, NPOCTOPOT 1
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movements of the monster, i.e. the abject. What is the abject?
According to the Macedonian cultural theorist Jasna Kotevska,
there are two ways of understanding the abject. The first is the
use of the word in English as a term that denotes something
(morally) low, debased, degraded, but from Julia Kristeva
onwards it is used as a complex notion for what stands between
the sub-ject (I) and the ob-ject (everything that is not I); hence she
chooses the word ab-ject.

The theory of Kr(i)steva in Powers of Horror: An Essay on
Abjection (1980) illuminates the duality (the attraction and
repulsiveness) of the phenomenon of the unclean. For Kristeva,
the unclean is one of the four aspects (together with taboo, food
and sin) through which the category she names as the abject

is manifested. What is the abject? Before and after Kristeva's
book, the term in the English language remains related to the
categories of the disdained, the wretched, the lowly, but has
little direct connection to physical uncleanliness: rather it is
associated with a moral, cultural, social decline. However, after
Kristeva's book — though dictionaries continued to register the
everyday use of the term abject as a negative phenomenon —in
aesthetics, literary theory, contemporary psychoanalysis and
gender studies, the abject began to be used as a complex tool
for addressing a specific, borderline phenomenon. Namely,
according to Kristeva:

The abject is seen as a place between the unconscious and

the conscious, where at one place and one time the inside and
outside meet (drives and outside phenomena). The abject is the
subject’s border from the inside to the outside and vice versa.
The abject has a super-personal location and a super-historical
time. It is the place where the archaic and contemporary (the
animalistic and cultural) suddenly meet.

The abject does not exist in two places simultaneously, but
within an interspace, because if we come to the end of one
object (assuming that the object borders another object from
the same substance), we will come to the beginning of the other
object; those two objects are not ideally separated, but rather
they come into contact with a mutual quality; they merge in one
place and exchange something mutual — the abject.

The abject is a position of tension and danger. Mary Douglas has
already discussed this in her work Purity and Danger: An Analysis
of Concepts of Pollution and Taboo (1966). Here she claims that
the person who transcends from one state into anotherisin a
position of danger and presents danger for others, and that to
be on the margins means to be in touch with danger, to be in
touch with the source of power. The abject contains both threat
and violence, as is suggested in the first sentence of Kristeva's
essay: “There looms, within abjection, one of those violent, dark
revolts of being, directed against a threat that seems to emanate
from an exorbitant outside or inside, ejected beyond the scope
of the possible, the tolerable, the thinkable.” Both the outside
and inside are a threat to one another, since the essence of our
being, of our existence, is violent, rebellious. However, the danger
in question is not a danger to the subject, but solely to order and
its institutions. (See Kotevska, Jasna. (2006). Sanitary Enigma.
Templum: Skopje, pp. 46-52.)

It seems unpalatable to comment on this, but simply as an
anecdote — a surreal breakthrough of the subconscious in
life, an incorporation of Murphy's Law — only a week after the
performance that is the subject of this essay, during another
performance, in a terrible accident, part of the set really did
collapse, injuring several actors and audience members.

ny6ankaTta. HUBHOTO pyLLere Ha KOHBeHLjaTa
Ha QucTaHuaTa Ha ny6avkaTa, 04HOCHO
AKTUBHOTO BKJlyUYyBaH-€ Ha Ny6/iMKaTa BO
06/1MKYBaH-ETO Ha NPOCTOPHOCTa 0BO3MOXNja
NCKYCTBOTO [a 61 ae MHOMY NOOVNPEKTHO,
€03[,a00a BNne4vaToK Ha MHBONBMPAHOCT. Ho
TOKMY Taa nperosiema 6JIMCKOCT MOXe fa
nocTurHe n agoeH edekt. O egHa CTpaHa aa
co34ane rpyna Ha /iyf'e Kov NpemMHory ja cakaaT
npeTcTaeaTa 1 Jiyf'e Kaj Kov MpeTcTaBaTa He
MCMOJIHYBa OUeKyBaHaTa Kou ce 1 Norosemu
o[, 061YHO, MOpaayn NPEroEMOTO YyBCTBO Ha
BOBJIEUYEHOCT. BO Taa cM1Ca Ha HUBO Ha InYeH
BrevaToK, MojaTa umnpecuja n og, ogete
NPeTCTaBn beLLle aeka Npenoaro Tpagja, Aeka
crnvipasnHaTa gpamartypruja Ha BpTior ce
BPTELLIE BO HEKO/IKY HEMOTPEGHN NPCTEHK, @
neka dyepuabpyTa rm pa3BogHM COLMO-
NOJINTUYKNTE 3HAKOBW O, MOYETOKOT Ha
npeTcTaBaTa BO CNeKTaK/ Ha 3abaBa.

1  bwcakan oa nafam noronema pedepeHua 3a abjekToT 3aToa
LLUTO CMeTam eka Toa 61 MOXeno aa buae TeMa Ha yLite
efiHa CTyApja 3a npeTcTaBaTa Bptnor. A Toa ro npasam 3aTtoa
LUTO Ha €4HO CUMBOINYKO HUBO, MOMEHTOT Ha Ucpnar-eTo
Ha ronemara LjpHa naacTnyHa JIeHTa, Koja LUTO NoToa ce
MPeTBOPY BO 3MWjO/INK MOHCTPYM M OCTaBU Hajrofiem
BMeYaToK BO NpeTcTaBaTa. BucTtuHcka kyiMuHaupja 6elue
MOMEHTOT Ha TaHYePCKM ABO6Oj CO OFPOMUOT LLPH SBEP, BOAEH
o[, HenpeasuaMBaTa NpUPoAHa Cuna Ha BETPOT KOJLLITO
aKTepkaTa MopaLLe Aa ro noéeam Bo efieH HepaMHonpaBeH
[yen noCTojaHo NpunaroayBajkn ro CBOjOT TaHL, U ABVKerba
BO O[HOC Ha ABV>KEHATa Ha MOHCTPYMOT, OAHOCHO abjeKToT.
LLITo e a6jekToT? Cnopep, MakeLoHCKaTa TeopeTnyapka Ha
KynTypaTa, JacHa KoTecka, uma [Ba HauvHu Npeky Kou ce
chaka a6jexToT. [pBUOT € Aeka 360pOT abjeKT Ha aHIINCKU Ce
ynoTpe6tyBa Kako TEPMUH 3@ HeLUTO (MOpa/iHO) HUCKO, NaaHaTo,
HeLOCTOVHCTBEHO, UTH. HO o4, Jyanja Kpuctesa HaBamy ce
KOPUCTU 11 KaKO KOMMIEKCEH MOUM 3@ OHa LUTO CTOW NOMery cy-
6jekToT (MeHe) 1 0-6jeKTOT (C  LUTO He € jac), 0OTTyka Taa ro 6mpa
TOKMY 360pOT a-6jekT.

TeopwujaTa Ha Jynmja Kp()cTesa of, “MoKTa Ha ykacoT: ecej 3a
a6jekToT” (1980) ja ocBeTyBa ABOCTpaHOCTA (NPUBIEUHOCTA
1 046MBHOCTA) Ha (PEHOMEHOT Ha HeuncToTo. Kaj Kpuctesa
HEUNCTOTO € eLleH Of, YUETVPUTE UNHNTENN (3aeLHO CO TabyTo,
XpaHaTa 1 rpeBoT) HU3 KOV Ce NpojaByBa KaTeropujarta LUTO

Jja nmeHyBa kako abjekT. LLITo e abjekT? M npeq, n no kHurata
Ha KpucTeBa, 360pOT abjexT BO aHIINCKNOT ja3nK Ce Bp3yBa

3a kaTeropuunTe Ha Npe3peHoTo, NOAI0TO, HUCKOTO, HO LLITO
nomasKy uma AypeKTHa Bpcka co usmnykaTa HeuncToTuja, a
noBeKe acouypa Ha MopaseH, KynTypeH, COLMOOLLKA Nag.
Ho, no kHurata Ha Kpucresa- nako peyHuumTe Npoao/mkuja aa
ja perncTpupaart cekojaHeBHaTa ynoTpeba Ha abjekToT Kako
HeraTuBeH (heHOMEH — BO ecTeTVKaTa, iMTepaTypHaTa Hayka,
coBpemeHaTa ncuxoaHanumsa v poAoBUTE CTy UM abjekToT NoYHa
[a ce UCNoN3yBa Kako C/IoXKeHa anaTka 3a onpeaesnysarbe

Ha eneH cneumndunyeH, rpaHnyeH heHomeH. VimeHo cnopep,
KpucTesa:

1) ABjeKkTOT ce chaka Kako MecTo NoMery NoTCBeCTa 1 CBeCTa,
Kafe Ha efiHa /lokaLija 1 BO UCTO BpeMe, ce cpekaBaaT
BHaTPELUHOTO 1 HaABOPELLHOTO (HaroHUTe U HafBOPELLHUTE
hbeHomeHM). AGJeKTOT e CybjeKkToBaTa rpaHnLa Of, BHAaTPe KOH
HaaBOp M 06PaTHO.

2) A6jeKTOT Ma ¥ Ha[-/IMyHa NoKaLmja 1 Haf-MCTOPUCKO BpeME.
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Toa e OHa MeCTO Kafie ofie[iHaLLl Ce [onMpaaT apxanyHoTo 1
COBPEMEHOTO (@HUMaNHOTO W KYNTYpPanHoOTO).

3) ABjeKTOT He MOCTOW Ha ABe MecCTa ofeHall, TyKy Ha Mery-
npocTop, 6UAEJKMN aKo CTUrHEME [,0 KPajoT Ha e4HO HeLTo (Nos,
NpeTnocTaBka AeKa HeLLTOTO Ce FPaHnYK CO APYro HELLTO LUTO
€ o[, UCTa CYNCTaHua), Ke fojaeMe L0 NOYETOKOT Ha ApYroTo
HELLTO, HO TWe Mefyce6e He ce naeanHo OBOEHU, TYKY Ce
[ONVpaaT Co efeH 3aeHNUKI KBA/INTET, Ce C/ieBaaT Ha eHO
e[MHCTBEHO MECTO 1 TaMmy CnoAeNyBaaT HeLLTO 3aeHNYKO, Toa
3aeHULLITBOTO € abjekToT.

4) A6jeKTOT e no3unuuja Koja e HanHaTa u onacHa. OBa ro
nuysa seke Mepw [Jarnac: “/lnuHocTa Koja MyHyBa of, efiHa
cocToj6a BO [pyra camaTa ce Haora BO OMacHOCT 1 3paun
onacHocT no apyrute”, u: “[la ce 6uae Ha MapriHaTa 3Hauu

na ce 6uae BO fonMp CO ONacHoCTa, Aa ce buae Ha M3BopoT

Ha MOKTa". AGJEeKTOT COAp>KI 3aKaHa 1 HacuCTBo. [peaTa
peueHnLIa o, kHuraTta Ha Kpuctesa racu: “Bo camata
a6jeKTHOCT Ce Hasupa efieH Of, OHWe XXeCTOKU, MpayHu

GYHTOBW Ha 6UTUETO, HACOYEH NPOTMB 3aKaHaTa Koja Kako

[a n3nerysa of, egHa npekymepHa HagBopeLLHOCT W
BHATPELLUHOCT, ucpneHa HagBop 0f, AOCEr0oT Ha MOXHOTO,
[1030/1EHOTO, 3aMUCNBOTO". W HaABOPELLHOTO 1 BHATPELLHOTO
npeTcTaByBaaT 3akaHa eHO 3a Apyro, 3aToa LUTO CyLUTUHaTa Ha
OUTNETO, Ha HALLETO CyLUTEeCTBYBaHE € HaCW/iHa, peBOATHa. Ho,
ornacHocTa 3a koja 360pyBame He e OMacHOCT M0 CY6jeKToT, TyKy
€[MHCTBEHO MO NOPefoKOT U HEroBUTE MHCTUTYLMK. Buam Bo:
JacHa Kotecka, ,CanutapHa enurma’, Temnaym, Ckonje, 2006,
46-52 ctp,

CveTam feka 61 6110 HEBKYCHO [la Ce KOMEHTUPA, HO cenak
KaKo aHer[0Ta, Kako efeH HapeaMCcTNYK1 Npo6uB Ha
HECBECHOTO BO >KMBOTOT, KaKo MHKOpMopaLja Ha MapdresnoT
3akOH, CamMo efiHa Hefena no npeTcTaBaTa LUTO € NpesMeT Ha
0Baa peLLeH3Mja, Bo apyra n3senba, nnachoHOT HaBIUCTIHa ce
YPHa 11 NoBpeayn HEKOIKYMUHA, U akTepy U Ny6/nKa, BO efeH
yKaceH UHLUNOEHT.
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Transformation
as an Impetus

VERONIKA STEFANOVA

- Each of us has experienced, either consciously or
- unconsciously, a process of transformation.
Social changes accompany transformations of

- lifestyle, fashion or artistic trends. If an art critic is
- not able to effectively react and accommodate

. his/her attitudes to such transformations, which
naturally emerge, s/he can't openly speak on and
- evaluate works of art created by others.

A major transformation in my own critical

. attitudes has perhaps occurred over the last six
years, during which time | have decided to follow
. the path of contemporary circus and its aesthetic
transformations. In this period | have witnessed

. accelerated and unrestrained changes in
contemporary circus as it has taken issue with its
- audiences, as well as with itself. As Jean-Michel
Guy states in his article ‘The Specificity of Circus’,
. published in the collection Documentation of
CARD. Circus Artistic Research Development:

. “Circus is a social and historical construction that
varies considerably according to time, space,

- cultures, people, and maybe from one moment
 toanother for a single individual.”

If we want to understand the contemporary

- circus and its transformation, in terms of both its
temporal and spatial relations, it is necessary to

- ‘dis-locate’ ourselves since the contemporary
circus is an extremely international enterprise,

- and, in most cases, is predominantly an
expression of non-verbal art. The pivotal

. expressive element remains a body and the
human ability to generate extraordinary and

. extreme movements. The charm and difficulty of
contemporary circus lies in its multi-genre nature
- and its potential to transcend the boundaries of

- artistic disciplines.

. Similar to a theatre or dance work, a

. contemporary circus production consists of
© various elements. The key, and at the same

™ W

Transformace
jako hnaci sila

VERONIKA STEFANOVA

Procesem promény prochazi kazdy z nas, at uz
si to védomé pfiznd, nebo jen podvédomé
pfijme. Proméniuje se spole¢nost, s ni Zzivotni
styl, médni trendy i trendy umélecké. Pokud
neni kuprikladu umélecky kritik schopen
promeénovat své nazory v Case a ve vztahu ke
zménam, které se kolem néj prirozené déji,
nemUZe oteviené hovofit a hodnotit umélecka
dila jinych.

Snad nejvice jsem si svou vlastni kritickou
proménou proSla za poslednich Sest let, kdy

. jsem se rozhodla nasledovat cestu nového

cirkusu a jeho estetickou proménu. Za tuto
dobu jsem poznala, jak rychle a svobodné se
novy cirkus méni. V této proméné polemizuje

s ndmii se sebou samym. Jak pise Jean-Michel
Guy ve svém ¢lanku The specificity of circus
uverejnéném ve sbirce Documentation of
CARD. Circus Artistic Research Development:

Cirkus je socidlni a historicky konstrukt, ktery se

promériuje ve vztahu k ¢asu, prostoru,
kulturdm, lidem a moznd z jedné chvile na
druhou ve vztahu k urcitému individuu.*
Chceme-li poznavat novy cirkus a jeho proménu
v Case i prostoru, je tfeba nesetrvavat pouze na

jednom misté&. Novy cirkus ma totiz vyrazné

mezinarodni charakter. Predevsim diky tomu,
Ze ve vétsiné pripadd je uménim beze slov.
Hlavnim vyjadiovacim prostredkem z{stava
télo a schopnost Clovéka pomoci ngj vytvéaret
neobvyklé a extrémni pohyby. Plvab a
komplikovanost nového cirkusu spociva v jeho
multizZdnrové povaze a jeho potencialu
pFesahového umeéleckého druhu.

Inscenace nového cirkusu se sklada, stejné jako

Circus is a social and historical construction that varies
considerably according to time, space, cultures, people, an
maybe from one moment to another for a single individual.

VERONIKA STEFANOVA
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 time the least accessible, element of such a

- production is the live artist — actor, acrobat,
performer, mime, dancer, etcetera. The artist

. transforms his/her personality and physical self
into a form that represents other concrete or

. abstract phenomena — a form that refers to
other realities. However, the contemporary

- circus marks a discernible blending of signifier
(signifying performer) and signified (character/
- role): performers always present themselves
and their real physical performance, yet,

- simultaneously, they produce a certain image,
- illusion, situation or atmosphere while

. performing the specific circus routine.

In the contemporary or traditional circus, an
artist ensnares a spectator with his/her

. movement; s/he can even transport the viewer

- into an ecstatic state. The audience, confronted

- with the conspicuous accentuation of human
physical materiality, is enabled to generate new

- meanings. Acrobat’s body influences spectator’s
body; the former stimulates physical and mental
- impulses or reactions in the latter. The body

. manifests itself and, simultaneously, it potentially
refers to a different reality. The movement is

. offered as a coded message communicated by
the author of the production to a spectator who,
. then, can decipher it. Thus, the movement is an
imaginary line through which an artist can
connect with a spectator.

- During the Unpack the Arts seminar | had an
opportunity to attend three productions

. presented at the London International Mime
Festival (Vortex and L aprés-midi d’un Foehn by
. Compagnie Non Nova, and A Bas Bruit by
MPTA — Compagnie les mains, les pieds et la

. téte aussi) and a gigantic spectacle at the
Roundhouse (Fuerzabruta). We can'’t argue

. that all four productions fall exclusively under
the category of contemporary circus.

- Nonetheless, they included aspects of some
circus routines — pair acrobatics, Chinese pole,
- manipulation with objects, aerial dance.

Besides a meditation on the form, all four
productions provoked me to recognise the

- meaning and function of the acrobats who
appeared in these productions. One topic which

™ W

inscenace divadelni nebo tanecni, z riiznych
sloZek. Zasadni a zaroven nejnesnadnéji
uchopitelnou slozkou kazdé takové inscenace

: je Zivy umélec — herec, artista, performer, mim,

tanecnik atd. Svou osobnost a své fyzické ja
tento umeélec transformuje do podoby, ktera
predstavuje jiné konkrétni nebo abstraktni jevy,
odkazuje k jinym skute¢nostem. V novém
cirkusu ale v artistové vykonu dochazi

k viditelnému prolnuti predstavujiciho a

predstavovaného; vZzdy bude predstavovat sebe

samého ve svém reédlném fyzickém vykonu a
zaroven, pomoci tohoto specifického

cirkusového pohybu, vytvéaret ur€itou predstavu,

iluzi, situaci nebo néaladu.
V cirkusu, novém i tradi¢nim, artista uchvacuje

divédka svym pohybem, m{ze ho uvést i do stavu

excitace. Napadné zvyrazriovani lidské fyzické
materialnosti umoZiuje publiku pfi pohledu na
ni vytvaret nové vyznamy. Télo artisty ovliviiuje
télo divaka, vyvolava v ném fyzické i psychické
impulzy a reakce. Télo ukazuje sebe samo a
zaroven mize odkazovat k jiné skute¢nosti.
Pohyb je pak divakovi nabidnut jako kod

k rozlusténi toho, co ndm autor inscenace, chce

sdélit. Pohyb je tedy pomysInou spojovaci
Sndrou, kterou se artista mdze propojit s
divékem.

V ramci seminare Unpack the Arts jsem méla
moznost zhlédnout tfi inscenace v rdmci
festivalu London International Mime Festival
(Vortex a LAprés midi d'un Foehn od
Compagnie Non Nova, A Bas Bruit od MPTA

— Compagnie les mains, les pieds et la téte
aussi) a mimo festival také gigantickou show
v Roundhouse (Fuerzabruta). Nelze prfimo fict,
Ze se v piipadé vsech Ctyr inscenaci jednalo
vysadné o novy cirkus. Nicméné prvky
nékterych cirkusovych disciplin se v nich
objevovaly — parové akrobacie, ¢inska tyc,
manipulace s pfedméty, vzdusny tanec.
Kromé& zamysleni se nad formou mé vSechny
Ctyri inscenace provokovaly predevsim k tomu,
abych si uvédomila vyznam a funkci artistd

v téchto inscenacich vystupujicich. Jedno téma,

které by vSechny Ctyfi udalosti mohlo propojit,

. jeitéma transformace.

VERONIKA STEFANOVA
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could interconnect all four events was the motif
- of transformation.

. Inone’s own skin

Phia Ménard, the founder and the main

- performer of Compagnie Non Nova, experienced
-~ during her life an important intimate and

. personal transformation. Looking at her present
work, it is apparent that she has primarily

- undergone a major artistic transformation. As a
pioneer of modern juggling, she concentrates on
- manipulation with objects. Today Phia Ménard
can be perceived not only as a circus artist, but

- asan artistic visionary and experimenter. In her
new productions, she has deepened her research
- of object manipulation to such an extent as to
turn it into a high-level artistic discipline with

- skilled technique.

In the productions of both Vortex and L ‘aprés-
midi d'un Foehn she, as an author and director,
used similar staging: a little circular arena
surrounded by several functioning fans.

- Spectators could watch the stage action from
any angle, just as in the traditional circus.

- The dramaturgy of Vortex is based on various
semantic levels. Inanimate objects — plastic bags
. —are animated by means of the blowing wind.
The plastic bags resemble human bodies — head,
- two legs, two arms. The only performer in Vortex
is Phia Ménard, who at the beginning of the show
. demonstrates to the audience that the plastic
bag puppets are inanimate objects which, there

- on stage, she forms into the shape of a body. She
slowly and precisely cuts and glues, and naturally
. captivates the audience’s attention. The most
striking and surprising moment occurs when she
- dynamically throws the glued plastic bag figurine
up in the air and it starts dancing in the gusts of

- wind blowing from the fans. Hence, the plastic
bags, manipulated by an artificially produced

- element, are not like traditional puppets, which
are usually manipulated by a human. The

. trajectories of their movements are contingent
on many factors. Consequently, they can surprise
- both audience and performer.

The exceptional nature of Vortex lies in its dual
 manipulation, in the so-called meta-manipulative

™ W

Ve vlastni klzi
Phia Ménard, zakladatelka a hlavni performerka
Compagnie Non Nova, proSla ve svém Zivoté
nejen velmi zasadni osobni a osobnostni
transformaci, ale pfi pohledu na jeji sou¢asné
dilo je patrné, Ze prosla pFedevsim vyraznou
transformaci uméleckou. JakoZto prikopnice
moderniho, feknéme novocirkusového
Zonglovani, se dnes vice soustreduje
na experimentalni manipulaci s pfedméty. Phiu
Ménard Ize dnes vnimat nikoli jen jako
cirkusovou artistku, ale jako uméleckou
vizionarku a experimentéatorku, kterd ve svych
nejnovéjsich inscenacich povySuje manipulaci
s predméty na vysokou technickou i uméleckou
aroven.

Pro inscenace Vortex a L’Aprés midi d'un Foehn,

jako jejich autorka a rezisérka, pouZzila stejny

scénicky prostor; malé kruhové aréna, osazena
po celém obvodu nékolika funk&nimi vétraky.
Divaci tak méli moznost nahlizet jevistni akci ze
vSech stran jako v tradi¢nim cirkusu.

Dramaturgie Vortex je postavena na nékolika
vyznamovych arovnich. NeZivy objekt se

v pfedstaveni promé&nuje pomoci vétrného Ziviu
v objekt zivy. Timto objektem jsou igelitové
sacky, jejichz tvar pfipomina lidské télo — hlava,
dvé nohy, dvé ruce. Hlavni a jedinou U¢inkujici
inscenace Vortex je Phia Ménard, ktera hned na
zaCatku publiku dokazuje, Ze igelitové loutky

. jsou nezivé predmaéty, které primo na jevisti

formuje do tvaru lidského téla. Pomalymi a
pFesnymi pohyby stfiha a lepi, a divaky tak
pfirozené napina. Nejsiln€jSi moment
prfekvapeni nastane, kdyZ slepeného igelitového
panacka dynamickym gestem vyhodi do
vzduchu a on zacne tancit v poryvu vétru. Ten
vytvareji spusténé vétraky. Sacky pak nejsou
klasickymi loutkami, jimiz manipuluje ¢lovék,

: jsou totiZ manipulovany uméle vytvarenym

Zivlem. Trajektorie jejich pohybu je ndhodna.
Proto mohou prekvapit nejen divaky, ale i
samotnou performerku.

VWyjime&nost Vortex spociva i ve dvoji
manipulaci, takzvané metamanipulativni
technice: vitr je manipulovan a vitr zaroven
manipuluje loutky. Phia Ménard se pak béhem

- VERONIKA STEFANOVA
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- technique: the wind is manipulated and

. simultaneously manipulates the puppets. Phia
Ménard, then, can observe the movement of

. puppets with whom she physically interacts: she
follows, changes, or interrupts their trajectories.

- The question of transformation is related to the

- duality of Phia Ménard's stage character. At certain
.~ points, Ménard switches from the level of an

- object, a status which at the beginning of the show
- isenhanced by her costume and an artificial male

- mask, to the level of a subject, especially in the

.~ scenes in which she undresses parts of her body.

. Following the object-subject alterations, Ménard
oscillates between her role and herself.

- Symptomatic of this is the image in which she
struggles with a black plastic monster, symbolically
- disembowelled from inside of her coat.

Ménard's stage presence is a declaration: ‘have a
. body and be a body'. In this state she switches
between the fictitious world of play and real

. corporeality. The artist, then, transforms her
body from the semiotic order to the order of real
body. She doesn't act, she co-exists with objects.

- From the self to the role

. The dramaturgical concept of the production
L’aprés-midi d’'un Foehn appeals to a younger

- spectator who will be able to appreciate not
only the charm, originality and fragility of the

. images, but also the narrative character of the
show. The images, created by a technique

- similar to that of Vortex, have an almost
fairytale-like atmosphere that comes from the
- use of puppetry. The puppets represent actual
characters which interact with each other. The
. atmosphere also creates dramatic situations in
which the crucial conflict stems from the

- struggle of good and evil — in the case of
L’aprés-midi d’'un Foehn with no happy ending.
- In this show, dramatic situations emerge from
the story, which draws inspiration from the

- music of Debussy’s ballet of the same name.

- At the beginning of L ‘aprés-midi d'un Foehn,
there is a woman (Cécile Briand) who stands on
- the circular stage, surrounded by the fans, as

© she cuts and glues figures from the plastic bags

™ W

predstaveni m(Ze vénovat sledovani pohybu
loutek, se kterymi navazuje pfimy fyzicky
kontakt. Jejich trajektorii bud opisuje, nebo
fyzickou silou méni, pfipadné prerusuje.

S otazkou transformace se poji predevsim dvoji
charakter Phii Ménard existujici ve scénickém
prostoru. Phia Ménard v urcCitych momentech
pfechazi z roviny objektu, ktery je na zacatku
predstaveni umocnén kostymem i umélou
maskou muze, do roviny subjektu, zviasté pak
v obrazech, jejichZ soucasti jsou pomalu
obnaZzeny Casti jejiho téla. Stejné jako se méni
objekty v subjekty, pfechazi Phia Ménard z role
k vlastni osobnosti. Zvl&sté pak v obrazu, v
némz zapasi s Cernym plastovym monstrem,
které symbolicky vyvrhla z atrob svého
kostymu.

Existence Phii Ménard ve scénickém prostoru je

také deklaraci ,miti t&lo a byti t&lem”. V tomto
stavu pfechazi z fiktivniho svéta hry do realné
télesnosti. Artistka se tak transformuje z téla
znakového do téla redlného. Nehraje, ale
koexistuje s pfedméty.

Od osobnosti k roli
Svym dramaturgickym pojetim ma inscenace
L Aprés midi d’un Foehn blizko k mladsimu
divékovi, ktery dok&ze ocenit nejen plivab,
originalitu a kfehkost jednotlivych obraz(, ale
také narativni povahu inscenace. Skoro az
pohadkové plsobi jednotlivé obrazy, jez jsou
vytvareny stejnou technikou jako ve Vortex.
Pohadkovost L Aprés midi d'un Foehn spociva
v pouZiti loutky jakoZto zastupce konkrétnich
postav, které mezi sebou navazuji vztahy. Také
ve schopnosti vytvaret dramatické situace,
v nichz zasadni konflikt spocivé v boji dobra se
zlem; v pfipadé LAprés midi d'un Foehn bez
$tastného konce. V této inscenaci jsou
vytvareny jednotlivé dramatické situace
v ndvaznosti na fabuli pribéhu inspirovaného
hudbou stejnojmenného Debussyho baletu.

Na zacatku predstaveni L Aprés midi d‘un Foehn

je pfitomna Zena (Cécile Briand), kterd na

kruhové scéné osézené vétraky stiihé a lepi
postavicky z igelitového sacku, stejné jako Phia
Ménard ve Vortex. Na rozdil od Phii Ménard
Cécile Briand v L’Aprés midi d'un Foehn hraje
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— in the same manner as Phia Ménard in Vortex.
- Unlike Phia Ménard, in L aprés-midi d’un Foehn

.~ Briand enacts a role. In the opening scene she

- doesn't mask her face; she only covers her body
in a black cowl. Briand, contrary to Ménard,

- embodies a character and, at the same time, is

- amaster of the stage action. She controls and

. manipulates the plastic bag figures. Thus, she is
simultaneously a performer and manipulator.

- She partially controls the movement of puppets
with a little stick with which she pulls them

- towards herself or pushes them away.

L’aprés-midi d'un Foehn isn't primarily a circus
production, even though we as spectators

- witness an extraordinary movement of floating
and fluttering puppets whose kinetic energy is
- transformed into the semantic movement
paradigms of dance and acrobatics.

- Dismantled puzzle

Phia Ménard and Mathurin Bolze, the founder
. of MPTA — Compagnie les mains, les pieds et la
téte aussi, belong to the generation of circus

- artists from the 1990s who took the art in a

- different direction. The fusion of individual

- artistic disciplines and forms with
contemporary circus came about very fluidly.

- Contemporary circus as an artform became
more autonomous and authentic. New and

- powerful creative individuals, who increasingly
cooperated with artists from other artistic

- disciplines, emerged. The fusion resulted in a
real and vital artistic synthesis.

The contemporary circus of the 1990s

- experienced its own transformation. As a
member of this generation of circus artists

. forming in France, Mathurin Bolze also
experienced an artistic transformation. He

. started as a circus acrobat and ended up as a
contemporary circus director.

Circus directing is not a discipline to be studied
. as, for example, is dance choreography or
theatre directing. It is a process which a circus
- artist must gradually undergo through his first-
hand experience with his/her own body. S/he

- can create only on the basis of his/her intense
. perception and recognition of the body and its
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roli. Na za¢atku predstaveni nemaskuje svou
tvar, pouze hali své télo do Cerné kapé. Cécile
Briand je na rozdil od Phii Ménard hereckou
postavou a zarover demiurgem jevistni akce.
Ovlada a manipuluje plastové figurky vyrobené
ze sackd. Je tedy interpretkou a zaroveri
manipulatorkou. Caste¢né usmériiuje pohyb
loutek a pomoci hiilky si je k sobé pritahuje
nebo je odstrkuje.

LAprés midi d’un Foehn nevnimame primarné

jako cirkusovou inscenaci, nicméné i tak jsme
: jako divaci sv&dky vyjimecného pohybu, ktery ve

vzduchu predvadi poletujici a tiepetajici se
loutky, jejichz kineticka energie se transformuje
do vyznamovych pohybovych vzorc( tance a
akrobacie.

RozloZzena skladacka
Mathurin Bolze, zakladatel souboru MPTA —
Compagnie les mains, les pieds et la téte aussi,
patii podobné jako Phia Ménard ke generaci
novocirkusovych artist(l devadesatych let
dvacéatého stoleti, v nichz novy cirkus nabral jiny
smeér. Jednotlivé umélecké druhy a formy se

s cirkusem misily mnohem plynuleji. Novy cirkus

se jako uméni zacal vice osamostatrnovat a
nabyvat na autenti¢nosti. ZaCaly se objevovat
silné tvarci individuality, které vice
spolupracovali s umélci z jinych uméleckych
obor(. Vznikla tak skute¢né Zivd umélecka
syntéza.

Novy cirkus v devadeséatych letech prodélaval
svou vlastni transformaci. JakoZto soucast
generace cirkusovych artist(l formujicich se

v devadesatych letech ve Francii proSel si

uméleckou transformaci i Mathurin Bolze. Zac¢al :

jako cirkusovy artista a dnes je novocirkusovym

rezisérem.

Cirkusova reZie je obor, ktery nelze studovat tak

jako treba tanecni choreografii nebo divadelni

rezii. Je to proces, ke kterému se cirkusovy
artista musi postupné dopracovat na zékladé
pfimé zkuSenosti se svym télem. Diky
schopnosti télo maximalné vnimat a
uvédomovat si jeho schopnosti a moznosti
muZe tvorit. Cirkusovy rezisér, jakym je i
Mathurin Bolze, si musi uvédomit i limity téla a
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Company MPTA/Mathurin Bolze — A Bas Bruit © Christophe Raynaud ﬁe Lage

capacity. A circus director must also be aware

- of the limits of the body and empathise with the
bodies of the artists s/he works with in

- productions. As a contemporary circus director,
s/he transforms performers’ bodies in order to

. put his/her artistic vision into practice.

- In Mathurin Bolze's A Bas Bruit, it was easier to
perceive individual elements rather than a

- complex work. As spectators, we watched a
spectacular mobile scenography, frequent light
- changes, film projections, and mostly extreme

- and virtuous movements of the human body.

- The strongest of the elements was the

- movement of the artists, enhanced by an

- original stage machinery which resembled a
perpetual motion machine. A big rotating barrel
- even reminded us of a hamster wheel. There

- was also a conveyor belt on the stage, which

- irregularly accelerated or slowed down. Set
design consisted of various doors, trapdoors

- and holes in which artists appeared and
disappeared. In A Bas Bruit, human action

- accepted the movement of stage machines; it

- was, then, intentionally transformed into the

umst se empaticky vcitit do tél artist(, které ve
svych inscenacich rezijné vede. Jako
novocirkusovy rezisér totiz transformuje jejich
téla do své inscenacni vize.

V jeho inscenaci A Bas Bruit bylo snazsi slozky
vnimat oddélené spiSe nez komplexné. Jako
divacijsme byli svédky velkolepé pohyblivé
scénografie, Castych svételnych promén,
filmové projekce, a predevsim extrémnich a
zaroven virtuéznich pohyb( lidského téla.
Nejvyrazngjsi z téchto slozek byl pravé pohyb
artistll umocnény originalni scénickou
masinérii, pfipominajici perpetuum mobile.
Velky tocici se valec dokonce vypadal jako
kFecci kruh. Na scéné byl také pojizdny pas,
ktery se nepravidelné zrychloval nebo
zpomaloval. Scénografii doplriovala rizna
dvitka, propadla a otvory, kterymi artisté
prolézali, propadavali, zjevovali se a mizeli.

V A Bas Bruit je pohyb prizplsobovan strojim
umisténym na scéng, je tedy zdmérné
transformovéan do rytmu a formy pohyblivé
dekorace. Jako kdyby s jednotlivymi kusy
masinérie kazdy z artist( navazoval osobni
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rhythm and form of moving decoration. It was

. asif each performer personally interacted with
individual pieces of machinery, searching for the
. possibilities of how to merge with them in order
to become a part within their whole. As a result,
. their physical expression was dehumanised,

- transformed into the artificial form of the

- machine.

Mathurin Bolze mentioned in an interview that
~ he always bases his productions on the nature
- and expression of the artists themselves. There
is, then, an obvious question: what is the

- position of an artist in A Bas Bruit? Is his/her
stage presence determined by the particular

- character, or does s/he present himself/
herself? If the latter is the case, then the

- abstract movement expression didn't represent
another reality, being a manifestation of

- personal experience.

In the production’s programme, as well as in the
interview, Mathurin Bolze indicated that all

. three performers (Mitia Fedotenko, Elise

- Legros, Cyrille Musy) were also co-authors of
the piece. Such an approach is quite

. characteristic for the contemporary circus.
Thus, a contemporary circus artist is considered
. not only a performer but rather a creative
individual whose movement and gestures are

- unique and irreproducible. The individuality,
both kinetic and expressive, of all three artists

. pervaded the performance. Even though they
co-produced some stage images, it seemed

. that each of them formed around himself/
herself an isolated, impenetrable micro-space.

- Within the hardly comprehensible concept of
the production, the artists kept disappearing

. somewhere in-between the characters they
represented and themselves.

: Manipulation and euphoria

- Brought to London all the way from Argentina,
Fuerzabruta didn’t resemble any production we
- are used to attending either in a theatre or a
circus tent. Although it was presented in an

- enclosed space, it had the character and gaiety
of a carnivalesque procession. It was a social

- event full of wild rhythm, colour and exuberance,
- connected with an immediate corporeal
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vztah, hledal moznosti, jak s nimi splynout, stat
se jejich soucasti. Tim se jejich fyzicky vyraz
odlidstoval, transformoval do umélé podoby
stroje.

Mathurin Bolze v rozhovoru prozradil, Ze pfi
pracina inscenaci s jinymi artisty vzdy vychazi
z povahy i vyrazu artistl samotnych. Nabizi se
tedy otézka, jakou pozici ma v inscenaci A Bas
Bruit u€inkujici artista? Zda je jeho pfitomnost
v inscenaci podminéna predstavovanim urcité
role, nebo v nivystupuje sém za sebe? Tim
padem by pohybové abstraktni vyjadreni nebylo
reprezentaci jiné skutec¢nosti, ale prezentaci
osobni zkuenosti.

Mathurin Bolze v programu k inscenaci i
v rozhovoru uved| vSechny tFi aCinkujici artisty

(Mitia Fedotenko, Elise Legros, Cyrille Musy)

s takovym pfistupem setkdvame Casto. Artista

. je pak vniman nejen jako interpret, ale jako

tvarciindividualita, jejiz pohyb, gesto i mimika

jsou jedine¢né a neopakovatelné. Individualita

pohybové i vyrazové se u vSech tif artist{
projevila i béhem predstaveni. | pfesto, Ze
spole¢né figurovali v nékterych scénickych
obrazech, plsobili, jako by si kaZzdy kolem sebe
vytvofil izolovany a neprostupny mikroprostor.
V rdmci ne prilis srozumitelné koncepce
inscenace se artisté ztraceli nékde mezi svou
postavou a sebebu samymi.

Manipulace a euforie
Fuerzabruta dovezenéa do Londyna az
z Argentiny nema rysy inscenace, jaké obvykle
vidime v divadle nebo Sapité. | kdyZ je uvadéna
v uzavieném prostoru, ma charakter spiSe
privodového karnevalového veseli. Tato
spoleCenska udalost je totiz plné divokého
rytmu, barevnosti i bujarosti. Neni spojena
s blazenym estetickym opojenim, ale s pfimym
fyzickym zakouSenim télo na télo. Divaci jsou
doslova vrzeni do jedné arény, kde spole¢né

. jako spoluautory inscenace. V novém cirkusu se

napjaté Cekaji, co se bude dit. Toto napéti narusi

silné dunéni bubn( a hlasity hrdelni zpév. Zvuky,
rytmickd melodie, svételna show a rejdéni
artist( zavésenych na lanech poletujicich
vzduchem pfirozené zpusobuiji tlek i ohromeni
divacké klaky.
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~ experience rather than with blissful aesthetic

. elation. Spectators were literally thrown into an
arena in which they waited for whatever would

- come. Excitement was interrupted by powerful
drumming and loud throat singing. Sounds,

. rhythmic melodies, light shows, and the bustle of
artists, hanging on the ropes and flying up in the

. air, naturally startled and overwhelmed
spectators.

After a short time spent in the wild tumult of

- artists, who moved and screamed above the

.~ heads of onlookers, it was clear that the authors
- of Fuerzabruta wanted to surprise, shock and
entertain. As a matter of fact, they intentionally

- disrupted the border between audience and

. stage, and involved spectators in the heart of

- action. The stage was, then, anywhere,
encompassing the standing spectators who

- became an integral part of the performance.

Rambunctious gaiety and euphoria — that was

. Fuerzabruta. The artists drew the audience into
an atmosphere of mutual entertainment in which
. both parties enjoyed every moment. It was of no
consequence to search for the meaning of

. images, created by artists hanging on the ropes,
running on a conveyor belt, or swimming half-

- naked in see-through pools. Each spectator could
create his/her own meaning, if s/he felt like doing
- s0.Agalactic show full of flashing colourful lights
and constant spatial changes, accompanied by

- anirresistible desire to move to the thunderous
rhythm, Fuerzabruta excluded concentration and
. rational articulation of stage action.

. Fuerzabruta was more than a production. It was
a physical experience and temptation. On the

- one hand, it might perhaps be a pandering
temptation; on the other, hardly an irresistible

- one. The name Fuerzabruta says it all: power and
euphoric energy, enacted with almost brutal

- commitment by the body of each artist,
manipulates the energy of the spectators. The

- intensity of the manipulation is enhanced by the
immediate physical interaction between artists
- and spectators.

The authors of the show know very well which
: elements have an impact on the psyche of the
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Po chvili divokého rejdéni a pokrikovani artist(l
nad hlavami prihliZejicich je zFejmé, Ze autofri
Fuerzabruta chtéji prekvapovat, lekat a bavit.
Zameérné proto narusuji hranice mezi hledistém
a jevistém, ¢imz vtahuji divaky do centra déni.
Jevisté je pak vSude tam, kde stoji divaci, ktefi

: jsou integréIni soucasti akce.

Bujaré veseli a euforie, to je Fuerzabruta. Artisté

navozuji divakdim pocit, Ze se spole¢né vsichni
dobre bavi a uzivaji si opojeni kazdého
okamZiku. Nema smysl hledat jeden vyznam

v obrazech, které artisté na lanech, bézici muz
na pase nebo polonahé divky v priihlednych
bazénech vytvéareji. Kazdy z divaka si za né
mdze dosadit, cokoliv chce, mé-li potiebu
né&jaky vyznam vibec dosazovat. Galakticka
show plnéa zablesk( barevnych svétel, neustalé
pFesuny z mista na misto, a navic tézko
pfekonatelnd touha pohybovat se v dunivém
rytmu ¢lovéku ani neumozni soustredit se a
pfemySlet nad tim, co se to vSechno kolem néj
vlastné déje.

Fuerzabruta je vic nez inscenace. Je fyzickym
zakouSenim a pokusenim. Na jednu stranu
mozn4 podbizivym, na stranu druhou tézko
odolatelnym. Nazev Fuerzabruta je doslova
nomen omen; sila a euforicka energie, ktera
skoro hranici s brutalitou dobrovolné pachanou
na téle kazdého artisty, manipuluje energii
divackou. O to intenzivnégji tato manipulace
probihd, dojde-li k pfimému fyzickému kontaktu
artisty s divakem.

Autofi této show moc dobre védi, jakymi

prostredky plsobit na psychiku divéka a jak jeho

naladou manipulovat. Je to jinad forma
komunikace prostiednictvim kédu
zasifrovaného ve vice ¢i méné ustalenych
pohybovych tvarech.

Ve Fuerzabruta proto neni manipulovana
loutka, ale zivy jedinec. Dochézi tak k
transformaci energie obou ziastnénych stran,
ale také k transformaci socialnich roli. Divak
prestavé byt divakem a tak, jak je tomu

v tradi¢nim karnevalovém veseli, se stava
prévoplatnym ucastnikem. | divak je v priibéhu
predstaveni transformovan: vyssi produkce
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spectator, and how to manipulate his/her mood.
- Itis a different form of communication by means
of a code encrypted in more or less stable kinetic
.~ patterns.

- In Fuerzabruta, there was no manipulation with
puppets but this was achieved instead with

- individuals. The energy of all the participants was
transformed, as were their social roles. The

. spectator ceased to be a spectator, and, as it
was in traditional carnivalesque gaiety, s/he

- became an effective participant. Even the
spectator was transformed throughout the

- show: increased production of endorphins
resulted in a trance-like state, achieved by the

- audiences as they surrendered to the rhythmic
movement and the drumming music. Physical

- energy was transformed into one stream, which
gradually engulfed all the spectators. Although it
- was not a Dionysian festival, nor Brazilian
Candomblé, Fuerzabruta was very close to

- carnivalesque festivity and ritual.

In all four productions extreme human

- movement and manipulation exerted by a
human had a particular meaning, and as such

- fundamentally fulfilled the dramaturgical essence
of contemporary circus. In A Bas Bruit and

. Fuerzabruta, the dominant mode was the
transformation of physical power; in Vortex and
- L'aprés-midi d'un Foehn it was the
 transformation of personal power. The different
- natures of transformation were reflected by the
- meaning and function of the individual artists

- performing in these productions.

- Consequently, spectators were either confronted
with mere physical power (Fuerzabruta), or with

. physical power permeated with mental
manipulation (A Bas Bruit), which increasingly

- stimulated the spectators’imagination. In Vortex
and L aprés-midi d’'un Foehn, there were only

- slight indications, supported with other visual
elements, which guided spectators towards

. conceptual thinking.

- Transformation is a process and each process
produces new energy. This energy is inevitably an
- impetus. In which direction does it take us? It is

. upto us as individuals to decide.
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endorfin(i funguje na principu transu, kterého
Ucastnici dosahuji na zakladé rytmizovanych
pohyb( podmalovanych hudbou vyluzovanou
pfevazné bicimi nastroji. Fyzicka energie se
transformuje do jednoho proudu, na néjz se
postupné nabaluji okolo postavajici divaci. Neni
to oslava boha Dionysa ani brazilské
Candomblé, ale k festivité karnevalu a ritualu
ma velmi blizko.

Extrémni pohyb, lidsky i clovékem
manipulovany, nabyval ve vSech Ctyfech
inscenacich vyznamové povahy a v podstaté
tak naplfioval dramaturgickou podstatu nového
cirkusu. V nékterych byla patrné vice
transformace sily fyzické (A Bas Bruit a
Fuerzabruta), v jinych transformace sily
osobnosti (Vortex a L Aprés midi d’un Foehn).
Proto se liSil i vyznam a funkce jednotlivych
artist(l v téchto inscenacich ucinkujicich.

Na divaky tak nékdy plsobila jako hybny prvek

. jen sila fyzické (Fuerzabrutau), jindy (A Bas

Bruit) se fyzicka sila prolinala s mentalni
manipulaci a podporovala vice divackou
predstavivost. A nékdy zUstalo jen u ndznaku
(Vortex a L Aprés midi d’un Foehn) a jinymi
vizudlnimi prostiedky byl divak veden

k abstraktnimu myslent.

Transformace je proces a kazdy proces je
produkci nové energie. Tato energie je zakonité
hnaci silou. Jakym smérem? To uz si kazdy
urcujeme sam.
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