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Use em or lose ‘em.
Here it goes:

| wish for art, here and everywhere, to
continue to be made possible through
the vigilant passion and principled
commitment of people working together,
especially when and where nobody asks
for it.

| wish for art makers, here an

to continue to set examples for ot
fields than our own and for life beyond
our field in stubborn experimentation,
radical inconsistency, sustainable vulner-
ability, proud heterogeneity, and habitual
celebration of misfits and anomalies.

here, to aggressively de-colonize our
spaces, our institutions, our projects, and

our ideas of who is an artist,

audience, and

| wish for art

onsistently, and
ents in all possible

art makers and everyone else
and that the hardest person
to drop our guards a(g?, to question
our judgement of, an challenge the
preconceptions of, might be our closest
friend, family member, or colleague. |
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margins, fro

institutions to

organizations, from the

to the innovators; all
creators, educators, stude
critics, curators, administrat

| wish for art makers and everyone else
to fully grasp and behave according to
the concept that whether the world —
including but not limited to the art world
— progresses, depends on each one of us
individually to wilfully move each other
forward. To defend the vibrant hetero-
geneity of the art world, and the world
at large, by supportir:i one another’s
differences, by caring 0 nother’s
conditions, and by making things possible




779 3 JAN/FER gaI7



NEW YEARS RESOLUTION:
NO PRACTICE
-UNKNOWN



the dance a perfec
make its dancing

it is the dance which knows it is not the
inventor of its form

it is the dance which knows that there is
room for things to exist within it which
makers can not make

it is the dance which understands that it
is made in collaboration with dance itself
it is the dance which is comfortable with
its complexities and simplicities being

5 itself
open to question

dance or dancing the dances

it can be danced by anyone

it can be seen by anyone

it is always seen by the person dancing it.
it can never be repeated even though it
may be done more than once it does not
worry too much about things

ect dance was dancing anyway

e perfect dance is the

id. The dance your imagin

graphed, the conscious
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dance you just
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makes an angry squeak as a
remembers a small lecture

ike this, but, it’s obviously too
mentally shrug her shoulders.
at pillow under her back. As
the sofa as well, her feet



In this project, | have considere
information and knowledge constructing
and constituting the dancer as a score:

the dancer as a performative identity “I”

do rather than am. The dancer as a score
is multiple, | can perform many different
dancers, and thus, | use the dancer as
score as means for activating a specific
kind of dancing.

It is only in relation to the disciplinary

e to you is to read and use the

in many different ways, through

any different plays, or affairs, and to
are ways of relating
at | find intriguing, fun

econstructing

ancing, and dancer

can be multi-fac-

Decomes to me something

o, rather than something to

ished by, or identi with. An

example for what titles ssed as
subscribed to in this t dancer.

Through titling and scoring the infor-

mation collected under the title the

dancer, it becomes de-authorized not
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ormation
contextualize

e y identities cheat
eep with each other. Together, as a
collectlon they interact with each other
in a polygamous way, cross-polluting,
feeding, informing and contrasting each
other. The play of understanding ‘myself”
as different identities that | do, perform,
indicates an identity affair, adulterous to
the idea of essence, self-expressweness
d consis herefore, the text
the titles i project are con
shifting, u at| ed|
not static,nor the tltle or st t. Thus
the dancer is also a body text, where the

9




the material of the

messing with materials | am not ¢

to, as | do not have a title in their field.
| mean to use the dancer as a container
for a certain kind of dancing, considering
the dancer a collector: to collect many
dancers, with their adherent dancing, and
curator: to activate the dancer desired at
the moment as means for accessing and
activating a certain kind of dancing. The
score series called Score about the dancer
and the dance explores the dancer as a
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3. She is again so sharply

g at the same time. It is only

at people are this punctual. She
er; her hair has that cold and

be ritualistic, before untying

ffer her tea also this time

e water boiler as she accepts.
hey're already closed, as she gets
es herself comfortable in the chair.
es her body. The touch is soft, very
ish or warm on her skin. | assume
her skin in contrast to the air. |




ways of moving to gain

necessary for good body motion:
postmodern dance broke with the virtu-
osic, expressive and representational in
modern dance. Dismissing the formless-
ness of Duncan, faulty habitual movement
could be banished through re-educating
toward natural movement.® Through the
use of John Cage’s time structures and
chance methods to compose and score
activities, the post modern dance often

ocusing on

ts as anatomlcal

has been practice

within the ideals of bodies

its naturalness (primary to or post di
plinary training) training away habits and
optimizing bodies.

The explosive expansion of art as concept
after the Second World War peeked in the

To not manipulate the inherent proper-
ties of material teased the use of chance
and gravity.!!

Simone Forti*
minimalist, h

position were

e as form.!? Before

abstract expressionist

painting, leaving the

paint for the actions alone:

ke to think that choreography

is like oil painting, while improvisation is
more like watercolour,ﬁ]the mark, or
gesture, is laid down in a fresh way and

there it is. The immediacy is an import-
ant part of the poetics’® The dramatic
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oth different and
g to aspects of abstract
sm by their incorporation of
rmanciinto object-oriented domain
of painting.

responsiveness

‘natural’ as so

moving that it had becc

The ‘natural’ of unthoug
provoked by the dance co
and the acqmred response
repetition

e performers evoklng partial
presence of the original events.'®

“For contemporary dancers, the ability to
be flexible in relation to methodology is
essential. They can transfer skills from one
process to the next, but the application is
unpredictable because experimentation
with form and content is part of their
work. They become skilled in adapting
to new demands: transforming what they
know, dropping it and learning something
new are all part of their training and

e




Th|s sklll of adaption, or

patterns is in one sense both exter

and inherent to the skill of accumulating
patters: the contemporary dancer needs
to be plastic in relation to disciplinary
coding of the body, the accumulation and
reformation of patterns are somewhat
external, tangent and simultaneous
practices. The question thus posed is
whether plasticity is disciplinary to the
contemporary dancer, or a break with the
discipline of modern dance? Is the plastic

sphere. In other words, the tools and sk

the dancer possesses can only indirectly
be applied to the hobby and the hobby
unwarily informing the artistic practice.
The moment the dancer indulges in their
hobby with their professional awareness
and knowledge, the hobby expires to

e, and specifically to cheat the
rial of the institution.

The material of the dance institution

plined, exercise
Instltutlons ec

g as practice

0 which the knowl-

> dancer is projected

disciplines and histories

ne practice become a mirror
nce for the other discipline.

| do not paint as the as | am only
entitled to a hobby painter title; this
project specifically incorporates painting
as material into the artistic practice of
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g. We have met in my home,
ding time together as | pamt them.
The pamtlrg e

look at both her angles and
layers of flesh, bones and blooc

|t The use of colour to deal with the
problem is as within any art form or
discipline, not about reducing complex-
ity or solving the problem. Rather the
problem is the activator, or the stimuli for
a process, or an experience. The reading
of the problem is inscribed into the
painting; colour arranged on a canvas in
a way that it moves your eye, activates
your gaze and perception. An expert
could tell us the levels of a considered
‘good’ and ‘bad’ painting by how it allows

B3
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1 move surprises me in the dark. “Hey, you're

dim glow from the streetlights outside

be. She crawls closer, her skin humid with

getting restless, her heat almost urging me out

d replaced with an explanatory gesture. She crawls

angles with each other, | hug her close. Her body is



conditions temporary - the cc

only sustained through the act of pl
Once the play is over the conditions alter
or rest.

After all,a score and a play instruction are
not that different.

ent, generative for
experiences. As play messes the
|al doctrine of orderly productlon

dancer is a spatial and temporal spa

Comparing the dancer with a disciplinary
space, like a studio in itself, the dancer is
a portable workspace and working space
(a space for work and a space that works).
Cheating the dancer as a disciplinary
and disciplined space, is thus to play the

hrough the timetable regulating

recurrence and progress. Further,
this repetition also produces the dancer as
an identity, hiding its genesis. To consider
the body a score, the dancer a i
score specrﬁed wrth specific |nf

arable to domg

as many conno-

recognizable as the

. The dancer is constituted

acts - a caption for different

acts into different identities

enacting and evoking different stylized
performances. The danﬁnot a fixed or
stable identity or locus of agency deduct-

ing various acts, but rather an identity
tenuously constituted in time, instituted
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ormat. Thus, the

d techniques - and through
bodies ﬁdoposed by these different
practices a i

rather, | am a shape s
principle shifter. | shift witl
principles, or different informati

ential. The followrng series of
scores called Score about the dancer and
the dance is a game for emphasizing the
fiction that the dancer could be consid-
ered. Through proposing the dancer as
a score in itself, the score proposes the
dancer as something you do rather than
are, a score and place to enter and exit -
hence to be activated through practice, or
dance. One can thereby pick a dancer to
activate, in order to access a specific kind

of dancing. ||

3




weight distribution, a
awareness, and presence

Stand up and walk the dancer in space
Pt. 2: Doing the Dancer
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e score with the
of your imagina-

walk; note your
ncer's body, weight

er: plan a date for the dancer

owers, dinner etc.)

Perf the date
Tr\;ﬁnet the dancer walk you home (with

consent even to spend the night)
Entertain the dancer and your relation-
ship; what

s s t

dancer a

Exit the dancer




score is both a hard drive

and a search engine. Specifically, it is used

Current: what is the dancer busy i as a device for writing, constructing and
interested in, now? What kind of training, constituting different dancers by writing

practices, projects, works does the dancer ive. ring these dances as files. To
do? yis e the dancer, is to title -1e an

and note the following text’s body.

Slogan/quote: Does the dancer have a

frequently referenced quote? Make a i i LN

slogan for the dancer i :

Exit the dancer i i he nervous [

system is used as a hard drive to save,

store, and collect information in differ-
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e

as lived historical situations
by experience. As a walking wo

with collected works of labour metaphor-
ically hung like paintings on the walls of
the workspace, the dancer is a score and a
scoring of information deriving from the
material itself.

order to 3
and still be able to see w

on that other field. To consider materi
as open sourced, and thus to play with
the connotations and understandings of

those materials as source.
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2 body is sore. | move
e off that | can’t reach
d whisper soft things
be my release again,

if she was seeing

ody relaxed and

a string of hair

rough my body.

e sudden tenderness in

sting her head on my arm,

this, just lying here together.

e times are never long enough, they
more, | want her.

e crossed her mind too. There is

s of the situation making our

Jur contact awakens my body,

S dy, soft, my breath increasing.

where my body ends and hers starting.

it’s like my body lacks of her, feeling her

ago. | look at her, again. She rests her
calm as ever, her eyes awake yet tired
mes | wonder what she sees in me.

1s affectively and gets up, placing a




Foucault insists on an understanding of pow
as producing: producing reality, domains of
objects and rituals of truth. Discipline as a
technology of power constructs the reality of
individuals as correlative elements of power
and knowledge. (ibid. 194)

The timetable controls occupations, their
rhythm and repetition to prevent the waste
of time, moral offence and economic dishon-
esty. By fragmenting time and maximizing
each fragment, discipline arranges a positive

; ordering desired behaviours,
ements or actlons (ibid. 143) As dlsapllne

of movements rather

Disciplines analysing space (distributing
and arranging activities) also capitalizes
time, accumulating time, force and ability in
bodies. (ibid.158) Disciplinary institutions
administrates individuals by rank; producing
interchangeable objects in a serial space not
giving them a fixed position, but rather distrib-

78) Alongside punish is reward for
esired behaviour, implementing hierarchiz-
ing values and subjects as good’ and ‘bad’ The
classification of ranks or grades works both
promoting and demoting, the sy

upholding disciplinary punlsh a
(ibid.181) The ai
extracted |nto th

alifying, classify-
k dividuals visible,
rrecting them. (ibid.184)

n disciplinary power seek to

through correction. Through the
disciplines, the power of the norm emerges,
in consequence establis coercion and
conformed behaviour mass, which
Foucault calls ‘dynamic  normalization’
Likewise surveillance, normalization is an
instrument of power. Marks of difference are
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he periphery and a surveil-

er in the centre, built so that the

objects of n'rmatlon are constantly visible,
permanently registered assuri a

edge the ind

tion never subje ‘

exercising correct mea
hierarchical surveillance,
psychologically sustain the powe
replacing visible power with invi

se, Soft is Fast, 19
7 ibid. 16
8 ibid. 17
9 af Petersens, Magnus, Explosion!
Painting as Action; In: Explosion! Painting as
Action, Daniel Birnbaum & Ann-Sofi Noring
(eds.) 93-108, Stockholm, London: Moderna
Museet: Koening Books, 2012, 93
10 Petersens, Explosion! Painting as
Action, 95
11 ibid. 96
12 Morse, Soft is FasﬁZZ
13 ibid. 39
14 Liz Kotz, Words to l!ooked at:
Language in 1960’s Art, Cambridge, Mass.: MIT

R




Clayton: ord; :

Of Writing, dialectic, destructio

tion, Catherine Malabou, xi-xxv, NewYork:
Columbia University Press, 2010, xiii ) This
quality of reception and initiation of form from
the material itself, introduces the contempo-
rary dancer. This possibility dictates only a
process for transformation deriving from the

experience of the material itself, rather than
form as outcome. The dancer is not flexible,
as flexible, states Malabou, indicates only the
folding and docile capacity of the material.
Flexibility lacks, she says, “the resource to give
form, the power to create, to invent, or even

eration of ‘project’ into ‘strategy,

gender a strategy of survival within the duress
of compulsory systems. The performance of
gender is sedimentation of compelling social
fictions, which conceals the genesis of gender,
producing corporal styles and ‘“real” identities.
(Butler, Judith: Performative Acts and Gender
Constitution, In; Theatre Journal, Vol. 40, No.4,
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e_
ia Roos
ework Edition,

af Petersen Magr&, Explosi n..Painting as‘

Actio

Henry
London

Explosion! Pai s Action, Dani
g (eds) 9 ]
erna Musee ening
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E TIRED

YOU'RE DONE
YOU'RE TIRED
E DIGED-

HPIRRE DONE
; YOU'RE DIGEP
REVEHEN YOLEREVDIORE TIRED
2 ODPIVEIOR WHENEYOUME DONE

B H S
DON'T STOPWHENYOU'RE TIRED
STOP.WHEN YOU'RE'DONE
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Scrub the outside. Recover the

green, the smooth skin. Clear the drips and
the scent. Dissolve all of mine that has been
infiltrated by him.

| am a Salt Cave and he became the Cloudy
Trespasser. To be turned away.

Now the words | think to say - You are
Hopeless to me.
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both con i
2d spaces, yc press yourself
against a ti
with an indifference to the“so
difference. Not everything will resist you

body, not everything is an outside.

It is important that the rebounding and
production of edges does not slide into
a kind of practice of territorialisation.
Instead the practice should insist on
a dynamic participation of edges, and
to encourage plasticity of the edges
themselves. To question how different

between
ug sbound, materials

me both discrete and relational.

e rebounding gives form; through
production of edges, and it produces
N e of meeting

workin
mise but through“sp
meeting.

The rebounding makes it possible for
different materials to co-produce experi-
ence without giving way to one another. It
makes a dynamic relation.

n/

I was recently visiting my family, my

parents were in the process of moving

house and had endless errands to run, so

| accompanied them. | was noticing my
father walking around knocking on thing

he passed by. We wa

café and with his h uld kno

i i walking past a

re and the same

g past a mailbox, a

all, a building, a signpost.

action was merely annoying.

: ehow through the action’s

persistence | came to understand it was

not so much of a ha*s it was my

father’s way of walking ugh the world.

| asked him why he was always knocking

on things around him. Without so much
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yourself,

ay, and thus

The resounding

hand on a table, wall,

a practice of separation and

ection. A gesture that both forms

is world and forms his relation to his
world. . It strikes me as a particularly
tactile approach to meeting the world. He

xperier

body not t

his body. He re

knocking action, his bod

at once meeting and rebound

My father passes a table, knocks
firmly, it sounds,the table resists his press
it presses in fact back i i

eality ste‘il'
ight pass

nues. The knocking is somehow
mapping him into the world, anchors
and lines of rebound that both follow
and precede him. | started to imagine a
tensile structure forming between each
knock. An elastic formation connecting
my father with his own outside, his reality.
A taut web relying entirely on rebound
and resistance. | thought for a moment
what would happen if rather than the
objects resisting, if his hand would slide
right through a wall, his hand and the
wall not separating and rebounding but

ef




of resist

somehow without™ @

the sound was altoget

knocking sounded as a vibration, a signa
of distinct connectedness.

| stayed thinking about the intimacy
in this gesture, the contact my father
needed. It was a gesture of both separa-
tion and meeting, the paradox of intimacy.
Intimacy requires a kind of precise distinc-

move within the oce

moves into his hand. He can pr

hand into the ocean and leave as o

as he desired without rupture of either
entity. This relationship could not stabi-
lise him. Neither my father nor | swam. S
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was curious, but was then busy

h speculation rather than research, or
as just tired of observi im. My body
practiced its own kno was contin-
ally composing a de, producing
tance from which intimacy




dance move (some exa

taken from youtube if needed).

Perform the dance move and then write
the same something down.

Think you are writing the same something
and perform the dance move, think you
are performing the dance move and write
the same something down. Repeat.

walls, floor ce
yourself exactly the sa
asleep in the room. Wake up in the roo
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| AM CLINGING ONTO THE FACT THAT EVERYTHING IS MORE THAN

e
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