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During November and December 2010, for three weeks, twenty 

five choreography related artists from different countries gathered 

at Centro de las Artes Centenario in San Luis Potosí, and at Centro 

Cultural del Bosque in Mexico City in order to research the notion 

of community. Several performances and open workshops also took 

place.
At Interferencias we shared our practices, we discussed the 

many topics that came up, we collaborated, we partied together, we     
started to think about this book, we made a performance, and we 
moved slowly as a big mass towards an indefinite place that became 
clearer to each of us only after everyone went back home.

The making of this book took more than one year. Its process and 
the book itself have become the medium to continue the project and 
might be an attempt to understand

WHAT HAPPENED AT INTERFERENCIAS.



C A N  W E  S T A R T ?  O K ,  T H A T ’ S  A N  I N D I V I D U A L 

D E C I S I O N !  O K ,  t h a t ’ s  a n  i n d i v i d u a l  d e c i s i o n !  O k , 

t h a t ’ s  a n  i n d i v i d u a l  d e c i s i o n !  T h a t ’ s  a n …  T h a t ’ s 

a n  i n d i v i d u a l  d e c i s i o n .  C a n  w e  s t a r t ?

W e  a r e  i n  a  r o o m  w i t h  c h a i r s  a n d  t a b l e s  a n d 

m a n y  u n k n o w n  p e o p l e .  A  f i r s t  c o l l e c t i v e  m o v e m e n t 

i s  t o  d e c i d e  h o w  w e  w a n t  t o  s i t  t o  b e  a b l e  t o 

s t a r t  a  c o n v e r s a t i o n .  S o m e  p e r s o n a l i t i e s  b e g i n  t o 

e m e r g e  i n  t h e  f i r s t  m i n u t e s .  S o m e  a c c e n t s  b e c o m e 

e v i d e n t .  W e  a r e  s e a r c h i n g  i n  e a c h  o t h e r ’ s  e y e s  t o 

s t a r t  b u i l d i n g  u p  s o m e  c o m p l i c i t y .



W e  a r e  l o o k i n g  a t  e a c h  o t h e r ,  i n  t h a t  s m a l l 

r o o m  a t  t h e  e n d  o f  t h e  A r t s  C e n t r e .  S u d d e n l y , 

e v e r y b o d y  b e g i n s  t o  r e o r g a n i z e  t h e  s p a c e  i n  o r d e r 

t o  d o  a n  a b s u r d  a n d  f u n n y  s q u a r e d  c i r c l e  w i t h 

t a b l e s  a n d  c h a i r s ,  e v e r y b o d y  t r y i n g  ( a t  t h e  s a m e 

t i m e )  a  d i f f e r e n t  i d e a  o f  h o w  t h e  t a b l e s  s h o u l d 

b e  o r g a n i z e d  s o  w e  c a n  s t a r t  t a l k i n g ,  m a k i n g  i t 

c o m p l i c a t e d  f o r  e v e r y b o d y  e l s e  t o  a c c o m p l i s h  t h e i r 

i d e a .  T h e  f i r s t  p e r s o n  t h a t  p r o p o s e d  s o m e t h i n g 

w a s …





 I N T E R F E R E N C I A S  1 3 

I n t e r
f e r e n
c i a s
Carolina Guerra

The infinite discussion about the separation 

(or not) between theory and practice, plus two 

different languages, plus writing it backwards 

while hanging over. Complicated and fun like 
Interferencias.



Tr a
 c i n g
b a c k
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«SPICY FOOD, KNOWING EACH OTHER AND CHOOSING BY CHANCE» WHAT 

IS COLLABORATION ABOUT by C R I S  O L I V E I R A  Strategies to 

stimulate creativity: 1. Daily 15 minutes ritual (that I felt like 50). 2. Commit-

ment to stay together 5 hours a day (without considering: breakfast, lunch, 

dinner and sleeping with your roommate) -double meaning. 3. A collective 

notebook  and talking about: what is a community? How do you deal with 

leadership? What time is it? Would you like to live 400 years? (Why are hu-

man beings so idiot?) Are you there? «Observe nature». «Clapping project». O 

que capita-lismo tem haver com tudo isso? People are people anywhere. Big 

question: What is the difference between singing and talking about singing? 

Ananás, abacaxi and pineapples’ discussion. How to get there? I don’t wish 

to sell my philosophy. I think I found my movement: to hit the head on the 

wall... but maybe I’m being superficial searching for a MEANING. I have pro-

blems with logic.. M A R T A  As I think of Interferencias a smile comes to me. 

It was such a surprise to get involved in this, even at the last moment; it meant 

a lot being invited without too many formalities. As I think of Interferencias, 

questions come: Did we make art? Did we create or exchange knowledge?

I think we developed a common style and presence. A way to be together. As 

I think of Interferencias I think about language: which words do you choose to 

speak about the work? And to make a proposal? Do you try to be politically 

correct or you like to be always politically incorrect? Do you listen? As I think 

of Interferencias I think about meeting. A meeting is an opportunity to rethink 

points of view, decisions made, get new desires. It gives something and each 

one takes it as each one wants. Interferencias: I don’t know if we developed a 

NEW way of thinking community/leadership. It has been a NEW experience 

for me, in which I challenged myself as a social being, questioning my way of 

interacting and my way of being present in the process, a process in which 

dea-ling with art was the common denominator, and the lens through which 

READ THE TEXT FOLLOWING THE COLORS THAT UNDERLINE EACH TOPIC

FactsCuratorship Failing Leadership  Emerging questions  Just words

Comunity / Multitude / Role inside a group / collectivity / individuality  

Theoretical or analytical approach (methodology, politics, production modes...)

I think about language: which words 
do you choose to speak about the 
work? And to make a proposal? Do 
you try to be politically correct or 
you like to be always politically in-
correct? Do you listen?

I challenged myself as a social being, 
questioning my way of interacting 
and my way of being present in the 
process
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we were living every moment of Interferencias. I pushed myself to recognize 

my personality and I pushed my wish to turn it in a positive way. I followed my

intuition and natural attractions or rejections. I tried to be an observer and 

a part of the observed thing. Complexity is another word that comes to me. 

Impossibility to grasp the whole thing and at the same time «respect» for

everything that was happening. When do you decide to talk, or when do you 

leave the situation go with the flow/the other? Which is your capacity of

being interested in the other? At some points I felt the need of a bit more of

«organization» from one day to the other, less resistance from some of us or a 

clearer positioning, going till the last consequences of one thing. Then I found 

out that I wanted the overall experience to be about being in such a place, 

a place of strenuous discussion, think again, erase, adjust or restart, and go     

further in such a way. It was a constant internal monologue and dialogue, 

from individual to collective and vice versa. Wasn’t that a big freedom? We 

were protected enough to allow ourselves. As I think of Interferencias I think 

about games: games where to get engaged you try out an alternative reality. 

The ephemeral community. A chaotic organism. I think it can be a new way of 

relating in order to make art, but it needs more time. It is completely an anti 

capitalistic way of production. Which responsibility do artists have towards an 

audience when they decide to open the doors of a process? I think we failed 

and it gave me the wish to try again. Interferencias rewind, the performance:   

it is like a writer who writes about a writer and his attempt of writing a 

story, so then he writes memories and reflections from his life. This was

Meta...  and it was physical. We finally came together to body and memory. 

And again with this publication we are g ing through memories to leave a 

memory. I remember myself saying, «we don’t have a history together». 

 We are writing our history now. N A D I A  Interferencias is a process with

different stages. Even before meeting the participants, the project  had

already started. By exchanging some e-mail’s that would intr duce some

ideas or reading the people’s biographies, I was already riing expectations 

or constructing some prejudgments. Some of these were confirmed, 

some dramatically changed. I found myself being some kind of mediator

between people. Sometimes by translating from one language to  the other,

sometimes by negotiating and trying to make two points of view coincide. 

It is completely an anti capitalistic 
way of production. 

It is like a writer who writes about a 
writer and his attempt of writing a 
story, so then he writes memories 
and reflections from his life. This 
was Meta... and it was physical. We 
finally came together to body and 
memory.

It was a constant internal mono-
logue and dialogue, from individual 
to collective and vice versa.
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I admired some people’s radicalism, but since all the heads had to get some-

where we needed to create channels and methods to round up the journey. 

And I can assure it happened. I can also assure that some voices where not 

heard, but beside the linguistic problems, I think that was a matter of perso-

nalities. On the one hand I regret that one person’s idea can hardly get till the 

last consequence. But on the other, I am glad to see how such a big group of 

people is capable of entering into a dialogue. At the beginning of the encoun-

ter, someone stated the fact that we were not sociology specialists (I can’t  

remember who it was, while we still didn’t know each other so well). When  I 

think about it now from a certain distance I would like to point out that my 

observations at the end of the day where mainly sociological. How do people 

behave? What kind of political relationships do people base on to interact? 

How do the cultural backgrounds affect the ways of interrelating? How do 

people react to a problem or a crisis? When does someone get distance from 

the group? Etc… And that of course, starting from myself… I was pleased to 

hear that many voices were much louder than mine, but unpleased to find 

out that going far enough is not an easy task for me. Interferencias functions 

as a kind of mirror. It is a sort of container whose inner walls permit reflec-

tion, whose construction material is kind of flexible, whose shape is hard to 

define while nobody dares to affirm too much, and whose points of exit will 

probably be very diverse in time and form. After such an experience I confirm 

the importance of a huge issue I am concerned about. We have to be aware 

of the ways we work and not only of what we work on. It might sound quite  

banal, but I believe that we need to go in a deeper discussion about the posi-

tions  we take in a creative process. Contemporary work asks for a  discourse 

and a meta-discourse. This experiment is a great example of it. The possible

products are probably just starting to be palpable, but the ways we are

looking forward to construct them are getting quite clear. Some positions

are being taken. There might be some nomad leaders, but I don’t think

they need to be established. N U R I A  Part Idea  /Image/Writing.

From an uncertain place. Memory debate... Looking for a concrete place 

where words still translate active images… Then I  will  see if it is possible 

to be there.  Today, a detail... To figure out what is an invention and  what is

 real in memory? /// /// Interferencias /// /// Part Mind.  Utopias Part Body.  

It is a sort of container whose inner 
walls permit reflection, whose con-
struction material is kind of flexible, 
whose shape is hard to define while 
nobody dares to affirm too much, 
and whose points of exit will proba-
bly be very diverse in time and form.

Contemporary work asks for a dis-
course and a meta-discourse.
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Pure reality 1. Interferencias as a community experience went through

a shared embodied-reality more than an artistic one. I would synthesize

this adventure as a big possibility of (having been) being community,

of (trying) to build up community actions. To think about, with, from

community and/or community to be in disagreement with itself. Finally,

community to be present. 2. Therefore I refer to presence as something       

physical. Then, the questions of what Interferencias was start leaning out. 

From my experience they rely on the deep research about the way we can 

perceive body as communicator. Not anymore a body making in the move-

ment, but as a state.of.mind.spatial.temporary body that makes possible 

the creation of a positive connection with the environment, reaching what 

is intended, through an intellect openness and dropping out the Ego at the 

moment of being present in the collective set, looking for common aims and 

the communitarian development of research lines that can be aligned with 

the reflection upon modes of artistic production in dance/performance/ac-

tion.   3. So, I perceive community more as a constant process rather than 

something defined a priori. An encounter that proposes the gathering of 25 

active organisms with specific thinking systems, that on the being calmed 

presence, being active-receptive body, kept offering specific meanings to a 

concrete experience: the coexistence and/or survival of an ongoing organism to 

be cons- tructed, the will and the constant retraction that find a place in the  

difference, so it can self-define into an artistic practice; in fact, the possibil-

ity  of thinking ourselves through the fragility of the group that knew itself 

uncertain but powerfully certain on affection. 4. Community as a group of  sin-

gularities, without remarking on the more or less important, able to express 

in different levels the positions to do collaboration work. The way to bear into 

them is what makes an experience as Interferencias something crazy and hallu-

cinating, which makes me not being surprised on the fact that it was precisely 

there, where we had to invest more energy, giving to the experience its 

hyper.human quality and not only the active.artistic character. The commu-

nication, as the first step, needed more time to be able to be  defined as a

concrete artistic project.  5. I wouldn’t dare to talk about obstacles in the 

doing, but I would talk about obstacles to stop being (self-definition). I be- 

lieve in identity as a mutable construction within a hyper contextual character. 

Finally, community to be present. 

I perceive community more as a 
constant process rather than some-
thing defined a priori.

Being calmed presence, being 
active-receptive body, kept offer-
ing specific meanings to a concrete 
experience: the coexistence and/or 
survival of an ongoing organism to 
be constructed
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Part We have to create community… I see Intererencias as a great op-

portunity to think art within the field of collectivity.  As an artist and as an 

Interferencias participant I remark the fact of being able to begin proces-

ses in a communal context, as the highest element to be taken in consi-

deration. I applaud the institutions that believe and support this kind of 

projects and I celebrate with the ones that from this excitement fly to-

gether in a communal journey based on its principles, on uncertainty nets, 

bordering on the ambiguity of a non systematized project but always 

aware of the liberating possibility     that anything could/should happen.  

Part Chingón!!! This is the beginning... the best excuse to continue...

1. How did the encounter affect your practice? P I E R R E - Y V E S

I wouldn’t say that the encounter «affected» my practice, but it definitely

fed it. The encounter found its right place on my path, prolonging previous 

experiences and projects having partially similar interests and directions. 

Nevertheless, what made Interferencias meaningful is that it wasn’t just a 

frame to experiment a topic, but that the frame itself was the experiment. The 

fact that the setting gave space to the human and personal matters to be the 

motor of the artistic attempt was for me crucial. V E R A  I arrived without 

too many pretensions, just to live what would happen. We generated a quite

surprising way of working. Now I’m interested in collaboration work, in

taking the how to relate to, a group, a community, and the multiple pos-

sibilities and directions that a work or an idea can take in these circums-

tances.  C R I S T I N A  It has definitely affected me as well personally

as professionally. I would say that  this encounter has «mixed me» and 

forced me to question everything.  My first reaction was a blocking, but now 

that I am digesting I’m sure  it will signify enrichment for my work and me.

J O S E F I N E  Probably the effect on my artistic practice will happen

 in a longer time perspective.  I became very aware of the specifics of my 

own practice; colliding mine with many differing others in terms of cultural

context, educational background, and other interests in relation to practice. 

Generally, I think that the brave and generous leadership attitude by Alma 

and Esthel, and the (by Ana Monteiro established term) DIYT spirit, created

a non-prestigious atmosphere which facilitated a constructive challenge

for stigmatized perspectives on different practices.  2. Main issues / subjects 

A communal journey based on its 
principles, on uncertainty nets, bor-
dering on the ambiguity of a non 
systematized project but always 
aware of the liberating possibility 
that anything could/should happen.

DIYT spirit, created a non-prestig-
ious atmosphere which facilitated 
a constructive challenge for stig-
matized perspectives on different 
practices.
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/ ideas that afterwards still have resonance.  C R I S T I N A Interferencias 

meant a stop in my way and a reconsideration of everything, from the basic 

to the superficial. I’m still full of doubts  respecting the notions of collabora-

tion, leadership, direction, community, creation, authorship… I haven’t found 

answers, but a lot of questions, that break somehow conventions and preset 

rules. J O S E F I N E My first thought concerns the lack of discourse around 

creativity and its criticism in the larger artistic context. During Interferencias

I reckon that we had some good discussions around the subject in which I 

am interested in continuing. Secondly,  I think of leadership and group dy-

namic as an effect of it. The aspect of geopolitics in relation to art; it’s a tough 

one, but interesting and always relevant. V E R A  Thought turmoil bubbling,

exploding, messy, out of order, distur-bed, intimate mixtures refigured.

Why are we here? What moves us to get us here? Relation, culture, theory, 

practice. How can I analyze what    is happening to this community? An option 

to get to analyze is to do.   We  can analyze already made projects, but now

that we are in a collaboration process we have to do to be able to analyze 

while we do. Barrier of  doing and analyzing. How to analyze the fact of being 

interfered if the action of interfering is willing to analyze it? Excuses to work

 within a community,  to generate links and exchanges, that which fills you 

with energy and  gives you an impulse to make more decisions and find 

a way to project  in individual actions. As if these two ways would have to 

be placed  among each other in order to revitalize one another. Anarchy,

no words, inexistent room, talking hanging over the head... Structures

that are  excuses to work together. P I E R R E - Y V E S  Size group,

togetherness, community, multilateral  initiatives. The format in San Luis

Potosi (a set  of workshops, performances and open-space to experiment,

implemented into a local community) had some limits and paradoxes,

but was also  very inspiring. It created a real ground to meet each other,

but not only: the struggle of having to do everything was also a way

not to get passed into a given structure… We had to find personal and

collective resources on this daily base to reshape the effectiveness of

our actions. The «hangover proposal»: its spontaneity, its mystery,

 its coherence. The «chaotic room»: its convergence of needs, moments and 

craziness. The «rituals»: its flexible protocols, its search for common experience.
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Our two collective presentations in San Luis Potosi and in Mexico City:       

something in there is still in process and upcoming!  3. How do you relate with 

the collective process-experience as individual? V E R A  Group and collabo-

ration workmade easier for me the individual reflection to find the dif-                 

ferences and coincidences with the others. It is sometimes easier to find one’s 

way by listening to the others, and that is also framing your own thoughts. 

How do I relate and negotiate with having to give something up, validating   

or invalidating my own ideas or other people’s ideas. C R I S T I N A     

Sometimes I felt that this collectivity was flattening individualities. I wouldn’t 

feel represented by the mass and I don’t think my individual experience had so 

much to do with the collective one. Something would remind me the «Lord    

of the flies»… J O S E F I N E  Dealing with the aim of holding dominating 

impulses back in order not to lead the work in a specific direction, and instead 

to trust that the work will generate a «something» of relevance, through an 

insisted practice, by repeated trying and doing. Also, that no matter how    

lovely we wish a collective experience to be, there is power structures within 

society that are present in every context that creates hierarchies. This is     

something I wish we will have a more open discussion around in our                     

future collaboration. P I E R R E - Y V E S  I think the collective process                       

succeeded by not suppressing individualities in order to secure its global  

functioning as a system. It succeeded also by not transforming the encounter 

into a war of egos. We finally managed to overpass the problem of agreeing/

disagreeing about each little detail, in favour of supporting the existence of 

the group in general. Nevertheless, a group remains a movable space where 

personalities articulate a unique landscape, with some people attracting 

more attention, more power or more polemic than other. I don’t think we 

were naïve about it: personalities are at the same time the actors of the        

synergy and the potential points of fracture between people. In that respect, 

we did well but we shall continue our effort. We never aimed to constitute a 

homogenous group: from the beginning we were a gathering of singularities 

trying to act if possible together. All the fragility and the potential were in the 

«if possible» that was calling for our good will, our motivations and our               

inventiveness to find a «how». By who we were, we put together such a large 

Dealing with the aim of holding 
dominating impulses back in order 
not to lead the work in a specific di-
rection, and instead to trust that the 
work will generate a «something» of 
relevance, through an insisted prac-
tice, by repeated trying and doing.

Nevertheless, a group remains a 
movable space where personalities 
articulate a unique landscape, with 
some people attracting more atten-
tion, more power or more polemic 
than other. 

Personalities are at the same time 
the actors of the synergy and the 
potential points of fracture between 
people.
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panorama of artistic positions and statements that we couldn’t aim to             

generate a unique line of action and outputs. From my point of view, from the 

beginning, we were searching for a kind of collective emulation. I like a lot our 

exuberance and polyphony! In that context, I felt free to vary my personal      

implication depending on what was going on. The important point was to     

always sense if the group had a minimal mass of people to achieve its current 

actions. The actions didn’t always request everyone’s full adhesion, but        

everyone had to feel at least concerned that the group had sufficient direct 

contribution and following to go on. It’s an individual and collective matter to 

find the measures between leading actions, giving inputs, following someone 

else’s idea, proposing alternative, offering hands, taking personal initiative, 

simply listening and finally, sometimes having objections, in order to  create    

a dynamic equilibrium. 4. Did you need a leader at some point? Why? 

C R I S T I N A  Maybe leader is not the right word; I don’t know if I needed 

one myself, but the group did need that figure or «coordinator». I don’t know 

why yet, but I think it has to do with two things: efficiency and egos. 

P I E R R E - Y V E S  I don’t think leader(s) would have been necessary.         

I am rather supporting the idea that in some circumstances a «mandate»           

of decision can be given to one or few people on the behalf of the                          

whole group. It did happen several times and worked out very well!                  

J O S E F I N E  This was mainly an encounter, and I perceived that the      

aim of it was to create a platform for sharing, colliding and generating ideas 

and opinions around artistic practices, and getting practical with that infor-

mation. The leader was somehow the proposal, which we all had  agreed          

on by accepting the invitation. V E R A  I like the fact that we managed     

without leader, I think it’s a great and rare opportunity, so  I understand  this 

experience as something that fed me enormously, even if I felt a bit lost             

at some point. 5. Do you feel we constructed a system or a collective        

speech? C R I S T I N A  No. J O S E F I N E  I can definitely see a be-      

ginning of a system, but I think that we tried to try out as many proposals as  

possible in order to minimize the compromising of everybody’s ideas and    

values. Vera. Not clear for me. Is it necessary to establish a system in order        

to  create it? We generated a methodology where individual discourses      

could interweave generating collective discourses, but still there is a lot to do. 
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We are starting just now to clarify from the time distance. P I E R R E -

Y V E S  We had enough coherence in our reasoning to claim for a kind of 

collective speech and artistic discourse, yes, but our goal wasn’t to fulfil a 

speech or a discourse. Or is it? The attempt itself was the speech, not (yet?)      

its constitution into a system. During the process a know-how appeared   

gradually as well as an empirical understanding. Nevertheless, it didn’t             

establish   itself as a full system or single speech. Of course, we generated 

specific answers to the situations we faced and we could try to construct a 

model out from it… But if I look at what we went through and what type          

of choices we took, the model we would generate can only be a sort of         

multi-bootable system in continuous mutation. Maybe the simply fact to 

search for a model, a system or a speech might change the way we work       

and relate together.  Maybe, if we end up wanting to construct a system or a 

clearer speech, we might restart with something completely different next 

time. 6. Do you  think we developed a new way of thinking community/     

leadership? P I E R R E - Y V E S  At least it was ours. It made sense at     

that moment and place, with those people. I think we can make value from     

it without the criteria of innovation or originality. It was specific, and that           

is enough. C R I S T I N A  No. J O S E F I N E  Probably, yes. I am not 

sure yet how, though. 7. Did you have a particular aim or need during                

the process?   C R I S T I N A  I would have liked to  try practical things      

out, not only theoretical nor dialectic. J O S E F I N E My aim was to          

challenge and stimulate my ideas and opinions, to learn as much as                     

possible and to meet interesting artists that I would otherwise never meet      

in Europe, to find new colleagues and to further define the agenda of my 

work; tune it.  Some needs changed during the process, as a result of               

what was going on, in other words; the acute needs in the work we did            

together. Those needs mostly concerned organization and the collective  pro-

tocol. P I E R R E - Y V E S  To take it as a journey, with all beauty,  unpre-

dictability, frustrations and situations to go through. V E R A  During theen-

counter I felt I was flying over the concrete. An inside-outside feeling, but I 

think it was due to the lack of leader we decided to assume as a structure. 

Then the time would change in ways I’m not used to work with. I left go, and 

that helped me not to intervene with whims, I left the group operation lead. 
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8. Do you think we created new possibilities of relations in order to make art? 

C R I S T I N A  No. P I E R R E - Y V E S  We made the choice of a con-

text (Interferencias) where the way to create was shifted from what is in use in 

the field, yes. But this is in the air beyond our project: many other collective 

attempts are addressing partially same aims and issues. In this sense, by being 

part of this global move we are touching and acting on art making aspects 

from our time. It’s difficult to know yet what its place is within the art field and 

the institutionalization of the culture, but it’s worthy to continue and to stand 

for it. Nevertheless, we still have to find more maturity into it. We still have to 

explore it further, to really use it to create and experiment with more commit-

ment, to finally see if it can really make something «else» happen. There is al-

ways the risk to project too strongly our own ideology, wishes and illusions on 

top of what we would like our project to be. We have to stand for it, to believe 

in it but also to be self-critical. J O S E F I N E  I think that one creates new 

pathways as long as the focus is to deliberately not reproduce old ones. So, 

sometimes yes, when that was in focus, and sometimes no. V E R A  I don’t 

think it’s new, we worked with formats we are used to inside the field such as 

medium, discussions, analysis, practice… but the idea of living together with 

the people you are working with and consider the group as a community 

structured that experience in a different manner. It gave me the will to try this 

manner and activate it in other contexts: generate links and put the focus in 

the relations and the essence of the people you will work with in a very first 

stage. Another point was to enter the chaos. Now I feel I can assume this in a 

different way, I can live it and feel it from a much more profitable way. 9. Main 

obstacles. C R I S T I N A  Too many people (too many egos), but no clear 

direction. V E R A  Hard to say... J O S E F I N E  Generally, how we de-

cided not to develop an agenda of subjects that appeared, to leave matters 

«unsolved» to an extent, I found a bit of a waste, but I think that was a result of 

differing interests. The high ambition of the proposal —to do it all— was an 

obstacle but I also reckon it being one of the biggest contributions to the 

process, since it meant a challenge for everyone involved! P I E R R E -

Y V E S  To give ourselves time to generate our own solutions. Listen. To not 

know, to be lost, and to let it find its way throughout. To not be afraid of words 

like: product, result, efficiency, quality, exigencies, meaningless, precision,

We worked with formats we are used 
to inside the field such as medium, 
discussions, analysis, practice…

Focus in the relations and the es-
sence of the people
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nuances, ambivalence, failure, provocation, self-reference, tradition, opinions, 

truth, ideology, pertinence, obsolete, wrong, cohesion… But to learn how 

to decompose and temperate their senses in order to use them also within 

our frame. To produce more works, of all sizes, goals and purposes. Allow-

ing a sort of effervescence. almaesthelveracristianenurianadiahrafnhildurji-

hyunanaanajoaobenjaminjuanfranhelenajosefinefranciscomoisesrosariom-

agdalenapierreyvessandracristinajesicamartacarolinaaline ANOTHER WAY 

OF EXISTENCE OF COMMUNITY / COMMUNITY ITSELF AS AN ART PROJECT by 

J I H Y U N  Jinita thinks the decision-making process during Interferencias 

was way too complex and slow as a group. Jinita thinks each artist should 

independently take decisions and assume own responsibility to search the 

personal artistic interest as a starting point at first place in this proposed con-

dition; San Luis Potosi in Mexico / 2 weeks time frame with 26 international 

artists. Then, would be easier to encounter each other’s field of interest within 

the context, finding the common ground at last. If everyone bet with their 

own card to play the game then the game can be more playful in responses, 

interfering in a concrete way and more artistic collision might happen. The 

group’s biggest concern was in relation (community, interference, collabo-

ration) but the singularity still needs the place. Jinita felt that her individual 

artistic self was ignored to respect the «concept of community» or in name 

of «collaboration» but allow to formulate the subjectivity of personal artistic 

interest can be the one way to begin the relationship. Jinita thinks that inter-

fere with «outside» society hasn’t been fully activated. Jinita felt a bit heavy to 

carry this togetherness and being united in certain level of agreement with 26 

artists. For this reason the theme «ritual» was contextually problematic for her 

at that moment because it feeds the inner circle again as a group of artist be-

ing in a foreign city. Also no process of sharpening the theme itself. The final 

target could be «the others» not so much «artist ourselves» as a group already 

discussed during the meetings. The group was waiting a certain decision ar-

rives naturally at some point and it never happened by itself until the group 

pointed out one person as «curator» at last minutes. It seems for her giving up 

the insecure authorship as a group. Jinita thought it ruined the unconsciously 

ongoing process of «blur-bravery-not yet-new way of existence of artist

community» project where she found hope and interest in the late process

Heavy to carry this togetherness 
and being united in certain level of 
agreement with 26 artists.

It seems for her giving up the inse-
cure authorship as a group.

It ruined the unconsciously ongoing 
process of «blur-bravery-not yet-
new way of existence of artist com-
munity» project where she found 
hope and interest in the late process
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because finally she understood the goal as «Unknown-goal» or «having no 

goal as a goal» or «how to manage 26 artists working together while avoid 

having directorship». Lately Jinita found interesting this social level of artistic 

engagement as challenging methodology. That she can recognize as «pro-

ductive potentia- lity». She thinks that was a positive exit of first round of 

Interferencias. She thinks that the group successfully created safety ground in 

social-friendship level although having difficulties with language and unders-

tandings. Continuation of Interferencias, especially with same members, she is 

excited to think of possible experiment in other way of existence of commu-

nity and the community itself as an art-product; in their thinking, organizing 

the issues, researching the method for communication in a practical way for 

the community, what the community acknowledge as a problem, testing the 

new system, experiments, examine, finding a common purpose, what’s the 

intelligent decisions for the community… etc. In this community, produce 

a performance is a by-product. If we take the ‘community’, ‘collaboration’               

seriously as a priority theme, not as a tool for making a final art-product            

on Stage/Theater but to push forward the real experiment of the art into other 

way of existence, it will be astonishing! Thank you everyone for your delicate 

patience during Interferencias. Some points to think about: how do we get out 

of claustrophobic inner circle of Self? How to activate projects for a socially 

responsible change in society? How to explore between art community and 

society to investigate methodologies of creative interventions? HOW CAN WE 

GET RID OF THE WEIGHT FROM THE MAKING AS A GROUP? TRACING BACK 

INTERFERENCIAS by A N A  V .  M O N T E I R O  art reflection speech 

chingón post-modern-colonial discourse bullshit open source impossibility 

cartel commons imagination sharing knowledge power structure notes  re-

search information criticality chile image ;P ..................... life/art blah blah blah 

memory de-re-construction paradox I/we personal experience subjectiv-

ity engagement making tart re-presentation photos ambiguity ;/ maybe to 

spectacle uncertainty apparatus relation institution mezcal curation cover. 

The first issue I would like to bring about concerns the curation of this pro-

ject. It seams to me that the ‘aleatory’ curation, not being completely aleatory 

(that would equal irresponsibility) managed to put into question the domi-

nant modes of production that imply legitimization through applications,

Because finally she understood the 
goal as «Unknown-goal» or «hav-
ing no goal as a goal» or «how to 
manage 26 artists working together 
while avoid having directorship». 
Lately Jinita found interesting this 
social level of artistic engagement 
as challenging methodology. That 
she can recognize as «productive 
potentiality». She thinks that was a 
positive exit of first round of Inter-
ferencias.

How do we get out of claustropho-
bic inner circle of Self?
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cv’s, discourse, prestige, aura, etc. This was, is, the first political gesture that 

will always intrinsically color Interferencias and that makes me proud to be 

part of. It is hard  to pin point through the means of language, how the ex-

perience of this  encounter interfered/is interfering with my practice for its 

intensity and   complexity are working at different levels of perception/affect.

Nevertheless, I can identify the struggle in the attempt to articulate theory 

and practice as my main focus during this process. My interest in contempo-

rary art in general and performance making in particular resides in the shift 

from the production of the fascination with aesthetic objects and experienc-

es to the creation of a space for the production of knowledge (in a vast sense) 

that aims towards the emancipation of the maker(s) and the beholder(s). The 

question remains: What kind of knowledge can artistic practice/making  pro-

duce versus the mere reproduction of preconceived perspectives or trends, 

product of dominant power structures? In other words, how can art take part 

in the production of other possibilities of existence? The engagement with 

the practice of ‘hanging over’ was the materialization of an attempt to (re)

invent/imagine other ways of being-in-relation, in relation to language, body, 

thought, the other, the communal. It came about while observing that the 

decision making process, not of the ‘what’ but of the ‘how’, was being made 

through a conventional process of discussion. The acknowledgment  of the 

impossibility to separate art from the way in which it is produced and that 

the working methods will not only determine the aesthetics  but   also create 

opportunities for ideological production and meaning, brought the ques-

tion: If discussion is the way we make decisions as a group, then how can 

we engage with discussion differently? «Hanging over»  was an attempt to 

answer this, by using language in order to communicate but also by ‘force-

fully’ engaging the body, in its sensible and perceptive experience and in its 

phenomenological and semiotic presence, as an element that can potential-

ly generate significance, thought and affect.  How to STOP MAKING SENSE 

in a common sense manner, how to shift our subjectivities? Did we make 

it? Hum... ahhhh... ugh... between experience and representation, maybe?

Is the hypothesis enough? Yes yes, yes, of course we failed and that’s

precisely why I am developing a micro lecture-performance based on this 

practice that I’ll gladly give back to Interferencias pool of stuff. Ohhhh we 

failed so good and then again, I cannot not quote quote and quote once

My interest in contemporary art in 
general and performance making 
in particular resides in the shift from 
the production of the fascination 
with aesthetic objects and experi-
ences to the creation of a space for 
the production of knowledge

In other words, how can art take 
part in the production of other pos-
sibilities of existence?

The acknowledgment of the impos-
sibility to separate art from the way 
in which it is produced and that 
the working methods will not only 
determine the aesthetics but also 
create opportunities for ideological 
production and meaning

«Hanging over» was an attempt to 
answer this, by using language in 
order to communicate but also by 
‘forcefully’ engaging the body, in its 
sensible and perceptive experience 
and in its phenomenological and 
semiotic presence, as an element 
that can potentially generate signifi-
cance, thought and affect.



2 8  T H E  B O O K

more my first true love: Ever tried. Ever failed. No matter. Try Again. Fail again. 

Fail better. I came back but not to the same place I left. I brought much more 

questions than answers, so in this sense the answers take necessarily, the 

form of questions: How can we interfere with one another if we don’t take

position individually? Or as Esthel once put it (If we are an amorphous 

mass...), isn’t interference the coexistence and confrontation of different

perspectives that have to be somehow identified? How can we instead of 

searching for consensus deal with multiplicities and differences with a DIYT (Do 

It Yourself Together) attitude? Where is the focus, the direction? Do we want 

to be        concerned with what art does, how it is produced and for whom, or is 

the emphasis on the expression or what it says? How do we critically deal and   

renegotiate the organizational constraints of the institutions that support us? 

Isn’t there a risk that artistic practice becomes the mastering of the discursive 

acrobatics capable of reaching the Olympics of artistic production? How do

we draw and analyze from previous approaches to collaborative proces-

ses? How do we go from sociological and personal experiences to artistic

production?  MULTITUDE  INTERFERENCIAS WAS FREAKING WEIRD by

J U A N  F R A N C I S C O  M A D O N A D O  I did not really know 

what to expect, I did not even have a very clear idea of what we were going 

to do. None of us did, apparently. Anyway, my expectations

(because I can’t say I didn’t have them) were very abstract, and so…

I found myself experiencing relations in two different ways at the same 

time: one was general; my relation to the group itself as an ungrasp-

able-always-shifting-tidy-multiple entity, and the other way was par-

ticular: my relation to differentiated individuals, or to little sub-groups. 

Though its inevitable and necessary, I have never been very fund of 

groups, and especially not fund of forcefully feeling part of one. There is a

certain implicit subjection, a certain decline of the personal matters, the

personal decisions. This declining does not make them disappear, of course; 

it just (normally) hands them over to someone (or something) else so you don’t 

have to take care. This is what I find fucked up; of course it’s more comfor-

table, but it’s also dangerous. I don’t know if the system we came up within 

Interferencias (we came up with a system) could actually work in a society.

I mean, at the end it would, just as it worked for us but…hell! It’s slow.

How can we instead of searching for 
consensus deal with multiplicities 
and differences with a DIYT (Do It 
Yourself Together) attitude?
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In terms of taking decisions, the way we worked is not practical at all; it 

takes ages, and it’s very exhausting. Of course everything depends on the 

circumstances, but even like that I would dare to say: What the fuck, make 

it slow, make it hard, make it unpractical, but make it cool. In the context of  

Interferencias, no one ever gave up a personal perspective just to please 

someone, or just to agree easily. No one left its individuality in order to

belong, and yet we all did belong, and fit and feel part of. No one handed over 

his or her personal matters and decisions in order to subject his or herself  

to an institution, and this is fucking amazing. Am I exaggerating? Am I over-

reacting/overacting? Am I being a memory-idealist? YES. But I am sure that 

what I am writing, though is not precise, is quite recognizable. Lately I have 

been very interested in the word multitude, and its etymology that could 

refer to a large number of people and its implicit multiplicity, to a plural entity, 

more than to an unrecognizable scummy mob. Interferencias was a multitude; 

a plural entity that did not erase the particularities of its parts, but rather

recognized them and even functioned from them. An immense machine, 

falling apart at every movement, including its dysfunctional system in its

production ways and in its «product» itself. At least «I» learned a lot out of all 

the communication and organization problems. Foshizle, that was  perhaps 

the greatest part of it. More than being, we were becoming. Always falling 

out of the expected. My way of seeing art and my own artistic process has 

definitely been affected by this big time, and I think it will keep going. In 

the middle of this cancer tumor (with pieces of shapeless teeth, bone and 

hair inside it) the Interferencias experience was; there was also a space for 

the tête à tête experience. (Of course, a personal relation inside such a con-

text is not at all what it would be out of it, and so it cannot be torn apart 

the common one) Besides of party, meal, hallway and casual talks —which 

were very important—, the workshops and the performances we all offered 

and took were determinant. Having the chance to get to know and relate 

to the work of others in that way, was the perfect other side of the multi-

tude, it gave a face to the name, or a voice to the face, or a body to the voice, 

etc. independently of matters of personal taste, the rush of performances, 

and the tiredness of workshops, the fact of everybody knowing that (let’s 

face it)  want it or not your work will represent you in front of others, and 

Interferencias was a multitude; a 
plural entity that did not erase the 
particularities of its parts, but rather 
recognized them and even func-
tioned from them.
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the fact that it  actually did, gave a whole other perspective to the collabora-

tion, another layer of understanding (or not understanding) upon what we 

were doing. There is also the situation about the people who were invited 

(oh, little thing). This way of making this (perhaps) very intuitive curatorship 

of people instead of a cv’s casting, apart from the fact of being quite a political 

statement, worked beautifully. So, perhaps intuition rocks, but what I can tell for  

sure, is that: Interferencias rocked. C R I S  O L I V E I R A  The  Interferencias

experience makes me think about collaboration -sure! And makes me proud. 

Because it remembers me many situations that I experienced before and 

makes me compare. I could observe me as a much more «passive» individual 

in the group, in reference to other times. This wasn’t a problem because I 

adopted a different position, I tried to hear more, to be attentive and wait. 

There were other people that were calm too. I feel that everybody was full 

of needs and energy so some calmness was good. It was a way to balance 

the situation. I consider we had leaders all the time. When someone proposes 

something it’s a kind of leadership and that’s not a problem. A leader presup-

poses responsibility and that’s good. We can have a ‘circular leadership’ that 

means that each one will be a leader in some situation. A leader is different 

that an «authority» or «dictator». The leader divides the problems with the 

community and discuss with them to find a way to solve it. We dealt very 

well with our «problems» breathing, singing, talking, dancing and screaming.        

An important point that I wish to remark and I consider that contributed with 

the success of the experience was the fact of ‘being there’ a hundred percent, 

with adequate food and bedrooms, concentrated to plunge in the situation. 

We were there because we wanted to, everyone is an autonomous individual 

searching for new experiences. That made all the difference, I know that it’s 

really different when you are working for an institution because they pay your 

salary and you are ‘obliged’ to be there. To collaborate we need something more... 

I think we constructed a discourse around diversity, around our questions and 

desires. We found a way to organize ourselves. What determines the success 

of the experience? We got our goals that were: 1. Each one presented a solo 

piece (sometimes twice). 2. Some people gave workshops. 3. We did a piece 

together. 4. We discussed about collaboration and got subjects in common.  

A leader is different that an «author-
ity» or «dictator».
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All that, in a little space of time, talking different languages and not knowing 

each other from before. It was a very ‘productive’ stay. I was thinking about 

the variables: time, people, relationships and organizational modes. J O Ã O 

B E N T O  After Interferencias I understand better how it is to get involved  

in projects that imply a variety of people with different cultural backgrounds. 

It was interesting to start this encounter without much rules and expectations, 

believing mostly in the process and the potentiality of sharing knowledge and 

experiences. The Mexican context was strong, the places where we had been 

working and the people we met. Something that still has resonance nowadays is 

the idea of nomad collaboration and how it is possible to sustain it and continue 

working together above our distance. As an artist, I use sound as the material 

to perform or to make collaboration, which makes me different from the ones

that use their body. For that reason, in the first period of this collaboration, I

wondered how to operate in the group, but the specificity and identity of each 

one became the starting and strong point to do everything. About leaders,

I didn’t need them. We really needed to go deeper and lose ourselves in space. 

But we somehow had the pressure of time, to develop our work in a specific 

and short period. I don’t know if it is new but we found our way to do it. What is 

important is not that we built a new thing concerning the thinking of a «com-

munity» and leadership, but the way we have done it, and how we established 

our interaction with this community of people. We constructed our system, our 

specific language, in order to develop our relations. During the whole process 

I had the necessity to be out more, it would have been interesting, at least for 

me, to engage more with the local community and the architectural and social 

context of the city. We accomplished our objectives. I believe also that collabora-

tions with this big group or in small groups will permanently occur in the future. 

CAROLINA I would like to start by saying that before I travelled to Mexico to be 

part of INTERFERENCIAS I had never imagined what the result would end up 

being. When I arrived I felt that everything that I had in mind was disappearing 

to leave place for the unexpected and to let me be taken away by the river of 

ideas and actions. That was for me an almost perfect way to start, since almost all

prejudices and preconceived ideas that I could have brought with me were im-

mediately erased.  Interferencias was above all a learning process about human 

behaviour and a reflection on democracy, collectivity, leadership, and charisma.A reflection on democracy, collecti-
vity, leadership, and charisma.
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What I found interesting is that despite being immersed in a mass of 25 

people, one could find the space to do a work with oneself. For example, 

personally, several times I felt the need of a leader inside a process that was 

almost anarchic, but this need quickly faded away leaving space for a feeling

of satisfaction when I saw that we were able to function without it. It was 

pleasant to discover that  a leader is not always needed in order to go some-

where together. I think Interferencias generated a new way of operating and 

working in art, a new paradigm. A mechanism that worked and produced 

good results, both artistically and personally, was built almost by accident. 

Finally I can brainstorm ideas or words: democracy? Hang over, ritual, collec

tive, Anarchy? Impossibi-lity, possibility, despair, laissez faire laissez passer,

let it be, forget, hate, love, round…







Pe r f o r
m i n g :
recor
dando
Ana Trincão / Vera Garat / Benjamin Kamino
Based on memories of the meeting

7 minutes performance: December 10th 2010
 Teatro de la Danza, Mexico City
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Waiting for the moment to start:
Vera: Estábamos reunidos en el espacio de sharing (compartir). 

Una de las cosas que queríamos compartir con otra uruguaya era 
cómo hacer mate. Muchos de ellos probaron y ponían cara como de 
asco (a veces); a otros les gustaba y decían: «It’s like a tea». 

Acá había una especie de torre, el panóptico de la cárcel… se 
podían ver otros pabellones. El que más usamos fue el de danza 
y el de teatro. También había un patio grande en el que pasamos 
bastante tiempo, y el sol estaba muy fuerte. Muchas veces usamos 
ropa para ponérnosla en la cabeza…

Ana: We were in the studio, all together, it was one of the first 
days we meet. We decided to find a way to organize ourselves, so 
we spend, como tres cuatro horas, doblando papel haciendo juegos 
muy raros, así nos quedamos tentandonos organizar.

Ben: I remember seeing this guy on the bus, he was kind like this: 
«Hello, I am João».

Ben: We became really good friends, he was always telling stories, 
we would go lunch after collaborating… he would be like: «Ben, you 
know, in Portugal I have this friend, a very crazy man».

Ben: All his friends are really crazy. «We go out, and he is like…».
Vera: Juanfran diciendo «es toda una dama…» y en realidad era 

un caballero. Pero cuando hay una dama se puede decir «es todo 
un caballero». En la forma mexicana… fsss... esta es la manera de 
representarlo. 

Ana: We decided to climb a mountain, we started all together, but 
of course it was hard, and as far we were climbing we started to split 
up, there was so much sun that we had to use our t-shirts to…

Ben: … In this huge courtyard where we would meet every day, 
and she just started to crawl half kilometer.
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 Vera: Bien, atrás habría dos chicas sacando sus blusas lentamente; 
a medida que caminaban en el patio seguían sacando… en realidad 
quedaban desnudas.

Ana: … And I was next to her trying to support her…
Ben: I remember: «¿cómo te llamas?», and haa, cuchillo and 

tenedor and plato and... yo no hablo español.
Vera: pasamos 10 minutos saltando.
Ana: Aaah 
Ben: Sometimes this guy would play music, he would have this 

keyboard all this stuff set up and he would get really physical.
Vera: Aaah
Ana: No teníamos mucho qué hacer, decidimos que, in lo patio 

iríamos recorrer todos los small garbage.
Vera: Aaah
Vera : Y gritar.
Ben: Aaah
Ana: Hacer una pequeña instalación, des objets trouvé.
Vera: Aaah
Ana: Aaah
Ben: … and Vera’s piece, had a very long piece of tape and….
Vera: Aaah
Vera: Piedraaaa. Tirábamos piedras de un lado al otro de la pared 

de la cárcel… en el patio.
Ben: He was sitting in the front of the stage, over there, and started 

this head thing, and keep going, and he… Pierre-Yves.
Ana: I remember Vera, always trying to crawl over us.
Ben: … and she would do a thing like this.
Vera: Cristiane, que se movía de una manera bastante lenta…
Vera: También nos fuimos de copas, el «Chino» empezó a moverse 

un poco más… las manos algo así… una forma newyorkina…
Ben: oi yeh chingonissimo.
Vera: Time



////////// What is your motivation/interest/desire? 

///// How do you enter your work? 

////////// Is theoretical research necessary for your work? 

///// What importance has the starting point during the process? 
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A L M A  Q U I N T A N A

What, why, how, where… it seems that these questions appear 
constantly in order to identify artistic practices and positions with 
their continuous and infinite unfolding experiences, reflections and 
works. Mixtures of layers and ingredients, processes not necessarily 
linear in time, references that affect, desires updated upon specific 
circumstances… All the dynamics generated on specific contexts 
are suddenly embodied, and then, while intellectual research 
digs further, other artistic proposals are allowed. It would be 
pretentious to say there is always a clear starting point from which 
a project is   developed. There are more intuitions and spontaneous 
situations, talks and mainly reflections that seduce, in a certain 
way, the possibilities of new proposals. There are certain affinities 
and tendencies toward big general subjects, most of which are 
addressed towards time, realities and human expressions/relations/
conditions…

The food I normally eat to nourish my practice has different    
levels of input. Intellectual exercise, sensitive approaches, writing, 
reading, translating ideas into images, connecting them with 
experiences (not always on a conscious level...). I mean, I am trying 
to let everything pass through me and attempting to digest things 
in a responsible way. 
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I believe in the necessity of theoretical research as a container/ground, where a kind of 
confrontation can be held out. I enjoy the resonance and blurriness, like beginning something 
unconsciously and then suddenly acknowledging there is already a project and a clear desire to 
keep digging in.

A N A  M O N T E I R O

First, I’ll state the obvious, this text does not mean to ‘carve in stone’ my statements or positions 
(coming from an awareness that it will be printed and published) it is a product of a specific 
moment and state of mind. I will change perspectives in relation to what is expressed here or how 
it’s expressed and yet I will also always stand by it in reference to its context.

Currently my interest in contemporary art in general and performance making in particular 
resides in the shift from the production of the fascination with aesthetic objects and experiences to 
the construction of a space for the production of knowledge that aims towards the emancipation of 
the maker(s) and the beholder(s). The question remains: What kind of knowledge can art practice/
making produce versus the mere reproduction of preconceived perspectives, assumptions or 
trends product of the dominant power structures? In other words, how can art take part in the 
production of other possibilities of existence, other ways of imagining, doing, retro-projecting the 
future?

Each work has it’s own integrity and therefore, starting points, methods, strategies and 
approaches change each time, depending of multiple factors (context, collaborators, urgencies, 
irritation, fascination, boredom etc.) and this is the kind of development I am interested in. How 
come? Precisely because it does not confirm me or my artistic identity, on the contrary, it reflects 
a process of constant differentiation from oneself, pointing to a moving constellation of relations 
rather than the making of products.

The articulation between theory and practice is perhaps my main focus at present. Paradoxically, 
the distinction between them seems to be a mere convention, I am practicing while reading a 
book and thinking when I am dancing.

I like to read philosophy as a children’s book or as a novel, not trying to find the connections or 
usefulness but instead allowing them to emerge and be imprinted on my awareness.

The starting point has always already started and my job is to cultivate the attention to notice 
it, to allow myself to look at and identify what is already there, maybe to demystify or deconstruct 
it, maybe to dive in completely; it does not matter, I guess what matters is where it comes from.

A sort of necessity, a sort of curiosity, a certain kind of desire.
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A L I N E  K R I S T I N  M O H L

Before my start there is inspiration. A thought, a bliss, an idea, an atmosphere, an impressing se-
cond, a word in an unexpected context, the energy radiating from a picture, the irritating surface 
of a subject, the aftertaste of a performance, pictures I get in my head while reading an article, the 
sound of my heals on the ground, the feeling of a movement I like. Most of the times it’s an outside 
trigger, filtered through my perception, translated to words and sketches brought to paper. 

«And the world moves in slow-motion 

Straight to my head

Like the first cigarette of the day»

(extract of the lyrics The bones of you from Elbow)

Those papers are kept in different spaces. I give the ideas time & space to grow. Feed them 
with collecting images, movements, music, other words or pictures surrounding their context.                
My starting point is made, when I make the decision to take this idea/collection and work actively 
in time and space on it.

A N A  T R I N C Ã O

There is always an unfinished matter, something that I did not go into as deep as I wanted… or 
lacked of some research.

The first day I enter the studio I always set my table. In it I place objects, texts, pictures, quota-
tions. This table becomes a point of return, a place I can always come back to. Throughout the 
process I will return here many times, ‘my little world’. Past issues collapse into the present and 
generate a future. This problematic takes control and gains an internal procedure. I am there to 
simply acknowledge this procedure and work on it.

E S T H E L  V O G R I G

The starting point is never only one. An overdose of theoretical research at the starting point of 
the process is suicide if the meaning of «theoretical» is taken too strictly. Being too attached to a       
staring point can sometimes be necessary, but it usually leads to self-chaining. Probably the only 
thing I can find in common between my starting points is that I never know were they will make 
me run.
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V E R A  G A R A T

Starting from my interest in creation and communication, in questioning and exchanging through 
artistic languages, there are certain immediate and personal impulses that take me through 
a process of continuous re-signification. There is also the need for research, discovery, and 
composition, about the thing to be transmitted.

It is in this compositional structuring intent where the most complex work lays: getting ideas to 
emerge into focus, in order to attain clarity in a territory of perception.

Is there something punctual to transmit? Is the object an excuse? What do I propose with 
my selection? (I change the term creation for selection, in order not to idealize the word). This 
and other questions make me change my production method every time. To reformulate, and 
formulate, and reformulate; to work in a continuum that shifts, so that my latest works have all 
been connected, like a process that «opens up» to one performance and then another…

H E L E N A  S T E N K V I S T

I am interested in my own history, dance history, the value of knowledge, the canonization of work 
and the credibility of historical rigor. I started by mapping out my own personal history; those 
pieces which have influenced me most and I studied them for a fuller understanding of what they 
are. I read reviews and theoretical texts that used the pieces in some ways, to see what myths 
surrounded the work. This research is the base or main focus during the process.

H R A F N H I L D U R  E I N A R S D Ó T T I R

There is no single way of how I enter my work. When I get interested in a subject or an idea I usually 
begin by gathering different sources of information, often theoretical or visual. Interviewing and 
talking to people also plays an important role in my way of researching. I find influence for my 
work through experiencing the places and people around me. As I go on with my research, it 
happens often that the work takes a different direction from what I first imagined. However the 
starting point usually stays as some kind of thread throughout the process -it reminds me where 
all of this originated. I do not ignore this thread, but I am often relieved to move away from it. 
When I go to the studio to investigate in a physical or more practical mode I do not drop the 
theoretical research, instead they weave together, enmeshing the two distinct lines of research. 
To my collaborators and myself I give tasks in visual formats, often scores that lead to practical/
physical exploration. I rarely stay true to the original score; it keeps developing along the journey.
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B E N J A M I N  K A M I N O

The spectacle is confined to the body, no illusions of lighting or sound or distance will infringe on 
this purity. The body itself and alone is already spectacular, it is the organ of desire, the missing 
object in my life, what I search for always. The body knows everything before me and only lets 
me in on some of its secrets. It writhes and wails to its own gods and rhythms. It exists without 
language, without the contamination of the other, it has no ideas only sense directors, vectors of 
desire, which it feels and moves. It is no animal, not unnatural.

I choose to start in nothing.

C R I S T I N A  G Ó M E Z

The starting engine happens to be the urge to do something and the curiosity for that something. 
Sometimes it is an image, a picture or a painting; some others the starting point is marked by a 
lived (or nearly lived) experience; sometimes it is a sentence you read or hear. In definitive, the 
starting point is something that captures your attention and moves you to act. Then the search 
comes: documentation, parallelisms, opposites, and the adaptation of «that» you are researching 
on, into a stage and choreographic language. I have also started works in which apparently there 
was no starting point. It’s an option, going into the studio and letting the body do. In that case, the 
starting point would be movement.

J O Ã O  B E N T O

I enter my work understanding performative space and the stage as a fascinating place where 
everything can become visible. A space where it is possible to «bring to light» what disturbs me 
most deeply or makes me move. Where reality can be questioned allowing a better understanding 
of what experience is. 

I am particularly interested in the role of the performer on stage. In its actual condition, 
questioning the borders between real and fictional environments. My research in the last years 
has been focused on the relationship of sound and music composition with performance, and in 
the role of the technician as an interpreter. I am always engaged as a performer, either as a real 
time music composer or by operating technically and theatrically the scenic space.

More and more I think theoretical research is very important to understand what I want to say 
and how I can share my point of view. It can provide a starting point where everything begins. 
Although this research is of big importance I do not consider myself a theoretician, rather someone 
that can more effectively express himself through practice.
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C A R O L I N A  G U E R R A

Undefinable
For me, the point of entry is not very definable. In general I don’t have a «style» or a particular 

way to enter a process. Sometimes I fall into the process almost by chance, and sometimes I think 
a lot before starting to work in the studio.

Interest and motivation permanently change in me, I tend not to get fixed on a subject. I like 
to destroy everything and start again from a different place. I don’t have a concrete methodology 
(though that could be seen as a methodology of disorder). It is partly my intuition and partly 
arbitrariness (I trust it a lot). Sometimes there is a specific interest in researching on something, but 

the truth is that there is always something that makes you go to the studio, or want to make a piece.
I admire artists that insist in a way of working. It is not possible for me at the moment.
The only thing I think a lot about before starting -and then throughout all my life- is whether 

it’s worth it to do what I am doing. The answer is always yes, hahaha! All this leaves a lot open and 
very little close, does it not? Well, that is the way I handle a process.

C R I S T I A N E  O L I V E I R A

My interest is in the other’s subjectivity and how it can affect my own. How can I produce many 
possibilities of interpretation about a particular subject? How can I use different «media» supports 
to develop my work and enlarge the concept or improve and develop new information? Difference 
is my key of investigation. I consider that each work process is completely different, because I 
structure a plan of research based on my «field of exploration», so I need to build my procedures 
based on it. If I’m researching about «liquids» how can I create a proposition of investigation 
and strategies to explore this «source»? Who decided that? -Most of time it’s mixed intuition, 
information, desire and results.

The creative process starts from a research situation. How do I get there? I believe and feel that 
things are a continuous endless process of curiosity and elaboration, so I don’t have beginnings 
and ends… The inspiration is everywhere; I only try to be receptive to perceive what is happening 
in the moment and when something touches me to create. Theory feeds me a lot and I look for it 
according to my subject of investigation. I usually relate seemingly unconnected issues to structure 
a search. I consider each element as data information that needs to be analyzed and addressed in 
detail in the process of composition. So, I can spend one year and a half researching something until 
I arrive at the «performance». At the same time, I can have an immediate idea when I’m descending 
somewhere by airplane… then the process of investigation-experimentation-creation starts.
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J U A N  F R A N C I S C O  M A L D O N A D O

I’M DANCING WITH MYSELF
It’s not like I read or write something because I need it for my piece… Or I do… but not only… 

I also do a piece because I need it for my reading-writing research. But theoretical research and 
artistic practices are not the only factors of this equation. There is more: there is my existence, 
which is related to my artistic production, my theoretical interpretation and my interests. What I 
mean is that my ongoing theoretical research, and my ongoing artistic research inform each other 
simultaneously, or perhaps even «oscillatory». Always, however, in a multidimensional relationship 
to weather, diet, sex, walks, t-shirts, money, café, friends, alcohol, music, etc. In this sense, it’s 
impossible to separate theoretical, artistic, personal, and social interests/practices. Because for me, 
interest is practice. So, it might be impossible (and unnecessary) to identify the moment when the 
work is born: the cut on the flow, the bookmark.

Lately, I never work in a studio.

M A R T A  S P O N Z I L L I

My interest and desire is to make everything I can with body, space and sound in order to let 
an atmosphere appear. This atmosphere is a reflection of my research. Every time my needs are 
different. According to my central idea, I imagine and structure a reality/fantasy where the body 
lives and becomes material, from which images and sensations arise. I am interested in proposing 
a different experience in the perception of time and space.

It is never clear when the idea/motivation/work begins rolling in the head; sometimes it has 
been there for a long time, it is part of my ongoing life process.

Usually I like to have a «preparation time» (not in a studio) where I begin with an act of collection; 
these can be texts, images and objects in which I find interest. This allows the shapeless idea to be 
attacked by the moment I am in. I work obsessively. I have fun, or not, during these days with my 
fantasy.

This kind of work affects the beginning of the physical research in the space by directing the 
tasks or by acting as an echo in the body.

I find it important to go back to the starting point to see where I have got to and to assure 
the consciousness of my decisions. I do not like it when everything becomes acceptable, still 
everything is possible.
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N U R I A  F R A G O S O

I believe in the starting point as the chance to venture a group of people into the act of making. 
When I start a project I don’t have necessities, I prefer to give a privileged place to surprise. I believe 
in the chance of doing a lot with the energy of everyone who attends to realize a project. The 
energy of a collective is what defines the idea, but the idea stops to be an idea without its context. 
There is a point where the temporary element modifies what we built. And with the abstraction of 
the idea, we survive until the next one comes, and it fuses to start again from a continuous zero.

Every project experience can be new and every pretended novelty incites to an adventure, 
great motor to move on.

R E G I N A  P I C K E R

Reading Die Unendliche Geschichte by Michael Ende I found one possible description of how to 

get started. I like the picture of walking through Phantasia until a new wish arises –you cannot 
force it, it has to grow and manifest over time. Following this wish will change your perception and 
surely another wish will arise. The attention I give to this arousal is determined by my inner desires 
but it is just as connected to outside circumstances like applications, festivals, new collaborations 
and venues. Sometimes I am not totally aware of why I get caught by a certain theme. During or 
after a process I realize, bit-by-bit, the necessity to deal with the chosen topic, often the next work 
grows out of this procedure. The process of (re)searching and developing a presentable work feels 
like giving birth. This is the most exciting experience; first the searching and growing, then the 
point of stepping out of the process -to disconnect from the inner process and let go. Then the 
presentation, to let the work be free and visible to spectators and their interpretations.

M A G D A L E N A  L E I T E

Most of my works have their starting point in experiments about the relationship between music 
and dance, in a search for a particular way of understanding that relationship. I have always 
been interested in working with dance from a formal logic, more than looking for an anecdote 
or a theme to develop dramatically. I like to work from the word, the instruction, the task, or the 
analysis of a concept. Sometimes I have to research about the concept I am interested in, some 
other times theoretical information has limited my creative research. The starting point is very 
important because it is the initial motivation of a work; I come back to it when I feel lost in the 
creative process, but I don’t tie myself to it when I feel it was only an excuse to start and nothing 
more.
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S A N D R A  G Ó M E Z

The motivations, interests and desires to start working in a performance project change according 
to the moment or stage of research I find myself in. I could start either from a technical interest or 
even from an emotional interest that does not necessarily have to do with dance.

I start from the doing: improvising, trying or researching from the movement on stage. I always 
consider theoretical research, even if the starting point and the process are mostly assumed from 
the movement. I don’t untie movement and thought. I am conscious that the creative journey 
starts somewhere and can end in a very different place, but always considering the initial interest.

N A D I A  L A R T I G U E

Consequence of a mood. A pretext. A prejudice. A feeling of panic. Doubts, many. Decodified. 
Recycling of an idea. Intuition.

A place of departure is never silent, and probably gets to its end when the noise fades out, 
when the insanity finds less space, when what has been generated is looking for a place. Is what I 
am doing necessary?

P I E R R E - Y V E S  D I A C O N

Behind the notion of Starting Point there is the archetypical idea of «beginning» declined into 
different views, concepts and understandings in relation to a considered situation. One of these 

declinations is the search of origin(s) of an artistic action or project. There, we might loose ourselves 
in an endless debate about where and how one thing/action/idea starts or finishes. In some 
situations we can refer to clear moments of «conception», «gestation» and «birth» while in other 
ones it’s not the case. Nothing emerges alone out from nothing. There are always premises and 
resonances that respectively precede and prolong the action or the project. Instead of searching 

for the real beginning of an action or a project, it’s maybe more helpful to simply search for its first 

visible traces, knowing that deeper ramifications are surely present underneath the surface.
Whatever is the semantic declension in use, a Starting Point can appear punctual or extended, 

single or plural, hidden or evident, entire or fragmentary. It can be from any source and media 
(text, image, sound, music…). It can take the form of anything material (book, picture, object, 
computer display, body…) and immaterial (thoughts, imagination, memory, sensation, feelings, 
idea, concept, notion…). It can be a composed mix of all that, including not being of a graspable 
nature and also not being fixed in one single aspect. Here stands a multiplicity of figures and 
variations, with an infinite range of nuances and rising of complexity.
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Finally, a Starting Point might operate in the process of the project as:

An input: something that stimulates from the outside, like a «push», a link or an inspiration.

A momentum: the long-term effect of an initial influence.

A starter: something we use to launch a project, to engage the work or to put it into motion.

A completion: the achievement (in a local level) of an assembly of elements, which, by their 
synergy, open new understandings and perspectives of the nature and possibilities of the project.

An early clue: a first and small indication in the resolution of a wider enigma or an inquiry.

A missing element: the absence of a trigger that keeps you restless.

A scaffolding: a kind of skeleton from which the project is being developed. When the work can 
stand by itself, this building structure is removed. A protocol or a method can be seen as a kind of 
scaffolding. It can be anything that deploys itself as a working-frame.

A processor: a principle, a statement, a concept… Anything that treats and transforms contents 
directly, like an algorithm or a formula we can refer to.

A reference: an external source, a remembering or a constant value that remains there as means 
of orientation.

A component: simply one of the elements of a project.

An arrival point: any goal or objective that motivates a journey. It doesn’t have to be the final 
ending point of a project, but it constitutes the set of projection, motivation, finality, wishes and 
ideology a project has started with.





System to collect data and analyze information about a creative 
process, looking to establish strategies for composition.

The proposal is influenced by questions about authorship, 
autonomy and collaboration. It’s an organizational experiment that 
proposes a systematic analysis through procedures and structural 
rules, where the purpose is to have access to individual memories 
from the collective experiences generated from the creative process.

The goal is to take into account the ownership of the information 

arising from the subjectivity in relation to the other, in order to 

transform this information into a scenic proposition.

The art of managing

2 6  a r
t i s t s  i n
c o l l a b o
r a t i o n
Cristiane Oliveira
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P R O C E D U R E S  A N D  R U L E S

1. Each group member will receive a sheet with the names of all the people who participates 
in the collaboration. Each one should write a memory about the other, experienced during 
the creative process: an action, phrase, sound or image, of each member of the group (putting 
information after the name).

Task time: 30 min.
2. We will hang all the sheets in line on the wall, so that the names and information are aligned.
3. Each person will choose from 1 to 6 «data-memories» about himself, from all the sheets.
Task time: 1 h.
4. The entire group will be divided into 3 subgroups (randomly).
5. Each group member has the task to work in a scenic proposition of maximum 1 min. and 30 

sec. (individual time). The format of presentation is a free choice.
The proposition will be presented to the other two groups.
Task time: 1 h. (for each group).
• If the group can self organize in order to submit a joint proposal, then we have to add up 

the time of each individual to determine the total time available for the group. If there are two 
individuals interested in working together, they will have a total time of presentation of about 3 
min. Right?

• Each group or individual has the freedom to pre-empt the content (the frame and rules) and 
do whatever they want.

6. While one group is working to organize its presentation, the other two groups will observe 
them as researchers. The task of those people is to take notes about the procedures adopted by 
the group in action. 

The «observers» can formulate questions about the experiments and the decisions taken by 
the group in the creative exercise. They can also document the experience taking pictures, making 
videos, writing texts etc. And of course, whatever else it occurs to them.

Facilitators: Jihyun Youn, Ana V. Monteiro and Cristiane Oliveira







«Squeeze the dough» is a performative exercise/reflection that tracks 
the experience of Interferencias’ project. 

Two participants recall memories and create a playful 
interpretation of various aspects of the project developments during 
the three weeks of work.

What follows is the score made for the performance. It was created 
through improvisation and the exploration of what it means to build 
something, to create, to respond to another, to wait and act.

Sque
eze the
dough
Marta Sponzilli and Alma Quintana

6 minutes exercise performed at

the Teatro de la Danza, Mexico City 2010
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M A T E R I A L S

4 kg of flour
2 bottles full of water
1 carton board

A C T I O N S

collecting flour / shooting / hugging / 
massaging / pouring / throwing flour-dough 
into the air / throwing flour-dough to the floor 
/ squeezing / keeping water in the mouth / 
hanging-over / jumping / splitting the dough 
/ gathering the dough / talking to the dough / 
rest-pause / humming / closing eyes / walking / 
interrupting / dancing / singing / remembering 
/ creating a hat / proposing a new action / 

W O R D S  A N D  S O U N D S 

I N C L U D E D

¿Cómo te llamas? / Me llamo Benjamin / tututú 
tututú tururururu ru turu tututú / but I think… 
/ Chingón / Chinita / song Machadinha (http://
www.youtube.com/watch?v=1LMN0X6Q5k4) / 
¡Agua! / ¡Piedra! / PEOPLE / oh Margot! / Don’t 
cry song / Maaarta

D I A L O G U E 

While preparing the dough…
M: This is not working!
A: What the fuck?
M: But which was our first idea?
A: Did we have a first idea or are we just playing 
the question game?
M: Didn’t we talk about ritual?
A: So this is my ritual: SQUEEZE, SQUEEZE THE 

DOUGH (repeat)
M: Why don’t we make pizza? Everybody likes 
pizza!
A: Great! O no, no, no, the sun is too strong. Let’s 
make a hat.
M: We need to engage.
A: I don’t agree.
M: Maybe we should have an anarchy moment.
A: Haven’t we been in anarchy until now?
M: …Let’s dance.

A: Salsa or jazz band?
M: We don’t need to be always together.

A: Yeah, let’s cook bolillos.

They divide the dough in many small portions.

M: (as if a bolillo was speaking) No! I don’t want 
to be alone.
A: Please, don’t cry…

They start singing together «Don’t you cry» of 

Guns N’ Roses. A Hit.

Suddenly they stop.
A: Ok, let’s talk about what happened.
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«Stories can overlap, or mockingly oppose, 

what matters is the ghost of another action, inside any action […]

sometimes it can be hard to rediscover the hints of a nexus,

until such point occurrences that compound ones own history 

have been disfigured by the irruption of casualty.

In the idea of repetition lies our whole relation to the past;

of time, as an immense void of memory,

figures stand out in their avid long for reappearance. Sometimes miserable and dull,

sometimes precisely then, they reach utmost impact force, they murder.»
Roberto Calasso (1)

 About the tremor that

inter
feres
the 
body
  Zulai Macias Osorno*
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If we start from the premise that the contemporary time is a present 
riddled with fractures, that it is not an homogenous or crystalline 
time, that it is a fractured time packed with obscure and void spots, 
we could almost naturally infer the conception of performance 
works that are sceptical towards the certainties offered by traditional 
creative models, models that have been introduced as univocal and 
immovable, pre-arranged as the state of affairs that ignores the shifts 
taking place in the environment, hereby closing down the question 
about the other.

Facing the means by which this successful ways of operating 
the stage have been questioned, open and ever in process works 
emerge, built up from methodologies (considering methodology 
as the ground from which to start any movement) calling on the 
other, open to the listening of the senses that have been adjourned, 
the elusive unfinished and consciously never individual senses. 
Every attempt of ultimate meaning or finished process is in this way 
abandoned; moreover, it could be said that the work’s only reality is 
the state of becoming, a flux of occurrences that is never entrenched, 
that is always false because it never lands on the truth. 

It is immediately evident: to cease believing in the permanence 
of forms, leads to a disturbing deformation, a crises that threatens 
the being itself. Thus, we see that diving into a continuous becoming 
dispels balance, making us unstable. Facing the untimely, the 
different, facing what operates and intoxicates within our own safety, 
what seduces us but then gives back a disfigured and unfamiliar 
glance of one’s self, we babble. And this off-centred and fragmented 
instant, that in Derrida’s words provokes a tremble (of fear, but also 
a cartographical tremble), points to a diluting, absolutely interfered, 
contaminated «I», crossed by infinite references, by strokes and 
blends, traces and ghosts; it underpins an «I» out of rubbing, 
touching and listening to the other, under the impact of the leaks that 
disrupt and resonate, that push aside any originality, any paramount 
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authorship or geniality. Now the other appears because I am the others, because I am in others, 
because I’m neither individual, nor essential, nor a geniality touched or contained in some exemplar 
figure. It is also necessary to make a warning: that hesitation, which is borderline, could become 
nostalgic of the absolute that ensures order and eternity. In that moment, one longs and clings 
for the shelter of a secure and absolute system, close to equilibrium. However, we should consider 
Suely Rolnik’s words: «To pretend our cartographies to be pure, eternal, universal or simply true by 
themselves is to repeat exactly what sickens and silences the difference, what calcifies the existing, 
what disempowers life, what locks the processuality of the being, what slows history down.» (2) It 
seems that the dissolution of stability and security, causes a discomfort, the unrest induced by the 
difference of the other that crosses through, disrupts and moves; of the other which, after being 
refused, neglected, ignored, blinded, is now determined to emerge from the darkness.

In this case, we observe the difference not understood as multiplicity of identities, that is, as 
«the alleged specific characteristics of each individual or group, which will distinguish it form the 
others» (3). Rather, what is emphasized here is a difference between singularities that are visible 
through the discomfort, which becomes present in the processes of community and listening, 
while destroying identity, homogeneity and a longing for transcendence.

This difference, also a communion, darkens and destroys our world, makes subjectivities fragile 
and triggers a void that reminds us of a stare to the sky in the starry night, when, inevitably, we 
are assaulted by the question of the indeterminacy that leads to infinity. We tremble. And yet, art 
brings the possibility of moving from the mere contemplation to the field of practice, by intro-
ducing the body into making. 

Here, in art, we’ll have to face the bewilderment experienced, and to recognize the current 
plane of creation, which already lacks meaning. The task will be to let happen, to let the tremor 

shake the tectonic plate that freezes the body, so the irruption forces us to new modus operandi 
and to paradoxical movement: although the current level appears meaningless to us, the disloca-
tion of the safe cartography also throws us into a void of meaning, in which responsibility towards 
a lack of world is claimed. We do not know what will happen, there is no more control of the work 
itself, and yet, full responsibility is chosen (in the sense of knowing how to respond to the shifting 
condition itself ), made by contamination, gaze crossing and holding the other.

To look up, to sharpen the ear and sensitize the touch, brings with it the outline of an always-
unfinished subject, decentred, infected, fragile; which positions itself in the ethical-political            
horizon where dialogue with the other activates processual spaces, always aware of its vertiginous 
surroundings. We see that this processuality, that feeds itself from listening to the difference, goes 
beyond all anesthetized anonymity and approaches subjectivities that recognize themselves to be 
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made out of multiple forces and othernesses, which lead to a critique of the notion of individuality, 
individualism and solipsism. We see here, once again, the implication of the tremor. Derrida says: 
«The earthquake, the tremor, the seismic shaking and its aftershocks can become metaphors to 
designate any disruptive mutation (social, psychological, political, geopolitical, poetic, artistic) that 
forces us to brutally, that is, unpredictably, change ground» (4), since it alters cartographies and 
disrupts worlds. Thus the «I» simply ceases to exist, it is deprived from all individual commitment 
while being interfered by the untimely other, faced by the void of the absence of world, faced by 
the failure that makes it stutter, which renders it unstable and easy to be threatened. So the tremor 

presents itself as an underground crack that corrodes authority, continuity, identity of the self and, 

more importantly, the self as subject, as a substance or support, upholder, substratum. (5)
When there is no world to hold, one trembles. When there is no ground or foundation, one 

takes the responsibility of building. For Rolnik: 
«The emergence of an event calls us to create shapes that come to give substance and 
meaning to the regimentation of the differences it promotes. It makes us shake our 
boundaries and separates us from ourselves; for the sake of «another» we are in the 
process of becoming. Our maps lose meaning, our consistency is impoverished, we 
become fragile -all at the same time.» (6)

The consequence of this lack of solid platform will result in the failure to establish univocal 
links belonging to the logic of representation. Then, another way of making appears. A way that 
unsettles the often successful references of the maker emerges in the body: instead of operating 
from a safe place of decoding or perfect translation from a sort of ideal model, it gives space for 
the mistake, the invention, the attempt without hidden or essential purpose, without originality or 
geniality, along with the constant claim of copyrights. 

/////

The folding back of the creator puts forward her/his own presence in becoming, traversed by 
unpredictable forces, contaminated by other bodies interfered by memory itself, made out of a 
thousand references, references that recount worlds that have been diluted, and wastes that have 
folded into the other in order to remain. Intended in this way, the author’s view can only cease to 
be that of a creator or even of an artist that originates a work from its epicentre, establishing it as 
its own and determining it as a proprietary object. * Already Roland Barthes noted:
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Today we know that a text is not constituted by a row of words from which a unique 
sense appears, somehow theological (since it would be the message of the Author-
God), but instead it is a multi-dimensional space in which many writings correspond and 
contrast; none of which is the original: a text is a tissue of quotations that comes from the 
thousand outbreaks of culture. (7)

Where the one who makes a work exists only at the very moment of the making of the work, 
where the subject ceases to look down to the easily led object, where the work becomes present 
time and present body and where the body becomes vulnerable to the resonances of the living 

presence as matter and force; the artist, to give it a name, becomes the agent, operator, generator 
that discards the macro-power and positions himself in the potentialities: he sets the device for 
the shootings. He makes apparatuses, connection points, starting platforms. Then, through the 
concept of cartographies (understood as the invention of strategies for the formation of new 
territories, living spaces and affect) it intends to disintegrate already obsolete and meaningless 
territories, to form others, able to express contemporary affections: the goal is to draw and 
reconfigure territories to put an end to identity, immovability and merely discursive frictions, easy 
to digest, questioning, at the same time, that self-referential freedom for experimentation, which 
claims a relativism of values, equally meaningless.

From this perspective it is important to point out that the relation of becoming and otherness 
with the world sprouts a certain way of producing a work, which in itself implies different policies 
and different ways of apprehending the world and the politics of the relation to otherness, whose 
effect will never be neutral. In this context, to activate void-spots facing the absence of referential 
and predetermined worlds, implies in itself to take a stance, that does not directly appeal to an 
institutionalized power (a power that, as Rolnik states, determines both the spaces designated for 
the presentation of works and the categories from which the official art history categorizes them, 
passing through the means employed and the recognized genres).

It seems like in such way of acting, in the becoming and the falsehood found in every truth, 
the artist’s duty is to free contained movement. This political doing could result from two different 
pathways: 1) To operate at a macro political level, acting on the visible reality polarized by the 
dominant cartography (which names and assigns places); fighting on behalf of fairer social 
settings; this is, also, the speakable reality, the one that can be exposed and represented. 2) To 
operate at a micro political level, which stresses the dominant cartography and makes it resonate 
without obviously confronting it, which irrupts the relative stability through the sensible, which 
moves minimally, skimming the other and sharing sensitivities through doing so.
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Since these last actions trigger micro-movements, they move in the invisible and unspeakable 
level, where instead of images or representations, what operates are presences that, by touching 
each other, build new cartographies up, this time, carved in sensation itself. Then, the artistic action, 
inevitably falls within the performative level, from which the contagion that dilutes the solipsistic 
«I» gains strength. Just like a virus that contaminates, that feeds revolutions not exclusive to large-
scale political and social struggles; subtle and silent, it operates on such a minimal level that it 
would be impossible to point out, for a fact, what is the figure to defeat.

To step aside from macro structures that turn (reduce) every process into identical, so that 
multiplicity made from uneven singularities can find a place; to lean towards performance practice 
from the micro-waving, makes me endorse the following quote:

The artistic practices of most striking interference in public life are not the ones that by 
approaching militant practices end up mixing with them–reducing their field of action to 
the macro and risking to become strictly pedagogical, illustrative and pamphleteering. 
Indeed, the stronger artistic practices of intervention are those that claim the political 
potential of art. (8) 

Here, the micro political power is pointed out, the micro politics that affects the sensible, bursts 
the skin and the present, calls out for the presence, weakens hierarchy, erupts the stable, dilutes 
the author, looks at the other, listens to others. Here, the representation of forms slips into the 
forces that drive becomings, misconfigurations, meetings, processes, movements that are no 
longer looking to immobilize, to objectify, to fetishize the other, ones own work, the maker itself, 
allowing thereby a disengagement from the issue of authorship and meaning, sentenced by a 
creator «I». 

But then, how to problematize the processes of making in relation to the dominant 
context? And how could those other ways of generating work operate without exalting 
certain singularities, diminishing this way the difference, turning it into mere opposition? 
It cannot be ignored that activating reality from minimal and micro positionings, brings 
with it tremor and hard questions, exactly because one operates outside the safety and 

comfort area, out of resolutions. This is a space that barely appears, that has no a priori, a 
space that acquires materiality in the encounter itself, where each singularity resonates into 
the other, like an eco. Multiplicity that becomes movement, continuous displacement, ever-
open questions that take no answer, outlined only in the making, while activating an art 
that is closer to experimentation and increasingly distant from the truthful interpretation.
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 Thus, this contemporary convulsions corrupt and corrode modes of existence that have 

self-positioned themselves as universal references, that establish a priori procedures,
values and meanings from which everything else is assessed, framed and unified. As Rolnik says: 
«Such a hierarchy reinforces the illusion that there are untouchable modes spinning over the 
turbulence of the living, that it is possible to remain in balance, immune to finitude» (9). Therefore, 
the hierarchy and the illusion of completeness should be weakened, being careful not to fall into 
the same binary pattern that appoints the good and the bad; we’ll have to mobilize, to quake, 
to assume the task of shifting towards the processuality of the self, to remove the negative stain 
of uncertainty, to make way to the null guarantee of truth and to the great possibility of failure. 
More than a front acting on the macro and bringing to visibility, it is about playing outside the 
conventional parameters of funding, to enable the articulation of new frameworks of action 
able to generate bifurcations, to rebuild fixed work rhythms, and to operate under a personal 
relationship with time. More than making works to defeat the always-triumphalist-art, the 
search is for a road opposite to the major patterns that, while trying to include everything, have 
become empty, vain, nonsense. Thus, to move outside the area in which universal concepts and 
general notions operate, leads us to create references, cartographies and practices that will for 
sure require to be questioned again, in order to break any system that claims to be a dominant 
subjectivity, in order to make subjectivities mutate and to embody the overwhelming and
skin-shaking tremor.

Finally, I consider that the artist’s constant task is to capture the power of problematic 
beginnings, to be alert of anything that could block the transformation processes of the subjective 
realm, to sharpen the ear in order to detect obstructions seeking to fit the destabilizing and 
trembling experience into secure parameters. And since a lively listening to the other is essential, 
such processes are impossible in isolation; they claim for memory, history, the socio-political field 
in itself. 

Epilogue. Interfered body. 
A body openly contaminated during the work’s production process, the place where sensi-

tivities are exchanged, forces are impulses, the place of inner potentiality that contaminates and 
breaks the univocal, that folds and dislocates while moving inside the always resonating differ-
ences that contaminate, that interfere. A body that has been electrified by forces that shoot di-
rectly to the other, through no mediation, movement that is already a work. Provocation. Tension. 
Senses that emerge to the surface. A body involved in the making of the present, of the becoming 
of time and space. A body that does not belong to an author, that is occurrence. A body filled, like 
the space, with a variable infinity of environments, intersected by forces/flows, subversive forces 
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that silence the author as an individual subject. More than an «I», it is the body who speaks, a body 
that slips away from the disciplinary and proper, through always-uncertain movement, impossible 

to enclose in one unique discourse. A body with otherness, not individual, never a priori, nor carrier 
of a solitarily speaking creativity. A body from which the self is diluted.

NOTES
* Word interfered, none is mine.
(1)  R. Calasso,  «La ruina de Kasch», Translated by Joaquín Jordá, Barcelona, Anagrama, 2001
(2) Suely Rolnik, «El malestar en la diferencia» at Caosmosis Biblioweb, <http://caosmosis.acracia.net/> 
[Consulted: February 10th, 2011]
(3)  Ibid
(4)  Jacques Derrida «¿Cómo no temblar?», Translated by Esther Cohen, in Acta Poética, No. 30-2, Mexico, 
UNAM/IIFL, Otoño, 2009, p. 23
(5)  Ibid
(6)  S. Rolnik, op. cit.
* Examples of the author’s retreat: in the «selfdisolution of the «I» (expressionisms, cubisms or the several 
surrealisms), as a subject invisible in the abstraction or absent in empty signs (Suprematism, Constructivism, 
contemplative painting, Minimalism, Conceptual Art, etc.), in the technical and telematic reproductability 
(Warhol, «pop» artists, digital art), the combinatory (cyber art), the universal creativity (Dadaism, Beuys or 
Vostell), the pictorial and photographical appropriations of the exhibition El Arte y su Doble (1987), the event 
form the action painting to the happening, the interactivity in the participatory, relational or digital art, the 
procession or virtual reality simulacrums, etc.» Simón Marchán Fiz, «La muerte del autor de Roland Barthes», 
at El cultural, 2009. <http://www.elcultural.es/version_papel/ARTE/25808/Hitos_de_la_historia_reciente>, 
[Consulted: February 20th, 2011].
(7)  Roland Barthes, «La muerte del autor», Translated by C. Fernández Medrano, in La letra del escriba (en línea) 
http://www.cubaliteraria.cu/revista/laletradelescriba/n51/articulo-4.html, [Consulted: February 19th, 2011].
(8)  S. Rolnik, «La memoria de cuerpo contamina el museo», en Transform, Trad. de Damian Kraus, 2007, <http://
www.transform.eipcp.net/transversal/0507/rolnik/es>. [Consulta: 14 de enero, 2011]
(9)  S. Rolnik, “El malestar en la diferencia”, op. cit.
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Three people talking

Nine people talking … softly

shoes, breathing, water

empty room

/////

A 100 meter box of stone

O n e h u n d r e d m e t e r b o x 
f
s 
t shout! 
o a small crowd inside.
n (they shout! ) shout! shout!
shout! ut!
e o
They think

/////

An air conditioning. A coffee machine. An elevator…
A door
A pillow

My thoughts       



D i d  I n t e r f e r e n c i a s  s t a r t  a s  a 

c o n c e r n  a b o u t  c o l l a b o r a t i v e 

p r o c e s s e s ?    

As far as I remember, somehow the drive of Alma and me to start 
thinking about this, was the experience of sharing a festival with a 
large group of people were many inputs and outputs happened. 
We kind of wanted to live a similar experience again, because I felt 
that more than the festival, it was the meeting in time and space 
of so many people that made things happen. I remember we also 
complained that we had little time to really meet this people. 
So maybe we thought about what would happen if we had the 
conditions where a large group of people had time to meet.

I was also interested to gather a group with a varied proportion 
of perspectives. Somehow I felt that in most of the places where a 
group of artists converge, most of the people is aware and follows 
the grand narrative discourse of contemporary art. I wondered what 
would happen if we tried to constitute a group with no common 

Se l f 
quest ions  about Interferencias Esthel Vogrig
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ground, context, or aesthetic interest, so interferences could maybe happen. Also, instead of 
thinking about collaboration, the main idea wondered about community. 

We weren’t interested in gathering people to create something together. That’s why we 
decided that we would assure the institutions that supported us with some «products» as, for 
example: performances already made from the participants, and workshops. So the time we had 
to collaborate didn’t need to accomplish or achieve a final product. The only thing we knew when 
we started is that at the end we would have a public presentation. At the beginning we made it 
clear that we had a time set in a theater to open to the public our experience during the three 
weeks. It didn’t need to be a performance, even if at the end, that’s what we did.

S o ,  s o m e h o w  y o u  t r i e d  t o  d i v i d e  t h e  p r o d u c t 

p a r t  f r o m  t h e  c o l l a b o r a t i o n  p a r t ?      

Yes, maybe at the beginning that was the idea. What turned out as a big surprise for me, is that 
at the end, performances, workshops, and the collaboration were not divided in the experience. 
At the end, everything was part of one big thing. The edges of the time frame we had to officially 
collaborate (like 4 hours a day between all the other activities) at some point became undefined 
and blur. We did a lot of things, that summed up are difficult to define as one kind of activity. We 
were not preparing a performance, or discussing a topic, or sharing interests within an organized 
protocol, we did all sort of activities. It was complicated to understand what we were doing, but 
at the same time everybody was almost always present in the ACTION. For me, it didn’t end up 
being a place where people gets tired and just follows whatever is happening; everybody felt 
responsible (from their own point of view) of what was happening. 

S o  t h e n  c o u l d  y o u  s a y  t h a t  t h e  p a r t i c i p a n t ’ s 

l i f e  i t s e l f  b e c a m e  v a l u a b l e  s o  i t  w a s  s o m e h o w 

c a p i t a l i z e d ?

I don’t think the experience was capitalized, because its the product was ungraspable while it was 
happening. It was almost impossible to actualize what we were doing; things changed so fast and 
no clear goal was ever established. Definitely it was about pure potentiality.  

Maybe through this book we are being able to write what those three weeks have been for 
us. But then, this book in itself became a place of potential during more than one year. Skype 
meetings, editorial teams spread around the world, texts produced from December 2010 to 
February 2012… again, a long process where deadlines were never respected, but the work on it 
never stopped, and if you are reading this, it happened.  
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S o  m a y b e ,  o n e  c o u l d  s a y  t h a t  s i n c e  y o u  d e d i c a t e d 

y o u r  f r e e  t i m e  t o  p r o d u c e  t h i s  « c u l t u r a l »  o b j e c t , 

e v e n  i f  n o t  r e m u n e r a t e d ,  y o u  d i d  e x a c t l y  w h a t 

p o s t - f o r d i s t  c a p i t a l i s m  w a n t s ,  w h i c h  i s  t o  b e c o m e 

a  s p e e d  u p  f u l l  t i m e  w o r k e r  t h a t  p r o d u c e s  n o n 

s t o p  i d e a s  a n d  i n n o v a t i o n s  t h r o u g h  e x c h a n g e  o f 

k n o w l e d g e  w i t h i n  a  c o l l e c t i v e  g r o u p . . .  

No, because we always projected something in the future, and we never had a true necessity of 
constant actualization. Actually we moved extremely slowly as a group in the 3 weeks in Mexico 
and during the making of this publication. I don’t think we were effective at all, but at the same 
time we kept working to have something in the future together. Like when some of us were 
simultaneously writing an application in a Titan Pad. After some confusion we managed to self-
organize, but then, unfortunately we missed the deadline. The truth is that I am not even sure we 

can make Interferencias 2012 happen as we are planning it, but I would like it to happen, and it 
probably will and if it doesn’t, something else will happen. 

I think that if post-fordist modes-of-production models are really based in the sharing of 
knowledge and signs, it would be pretty cool to be in that kind of society. But I don’t think that 
Capitalism is interested at all in producing or sharing knowledge, it’s only interested in producing 
and sharing a kind of knowledge it needs for its own sake. 

So through Interferencias we didn’t support any capitalistic principle mainly because productivity 

or achievement were never the main issue. Interferencias is not about WHAT we are doing but 

instead is about HOW we are doing it. (I know this phrase has become almost a cliché, but for 
some reason it isn’t put into practice very often). To be «part of» or to collaborate were never an 
obligation, as much as now, not everybody is working to make this year’s meeting happen, but it 
doesn’t matter. We didn’t end up sharing common ideas or having a common dream, and I think 
each of us has different reasons and desires in relation to doing it again now in four countries. 

It’s hard for me to recognize a common need, but I definitely feel a community (including the 
dead, the visitors and the immigrants). 

So it’s like MOVING not only for the sake of moving, but moving towards an unpredictable 
and changing goal. Moving, thinking in what will happen in the next hour instead of in the next 
year. I constantly feel like floating in relation to this project, it’s hard for everybody to keep up 
with it. For me it has become a field where I can experiment ways of communicating and making 
without a pre-fixed structure that aims to achieve something specific. As it is known, a pyramidal 
structure of communication ensures a faster and more effective way of working since the number 
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of interactions needed are pre-structured and counted (the director talks with the sub director, 
who talks with the manager, and so on). But then, this kind of structure privileges effectiveness 
over a more complex and dynamic communication, and limits the field of potential. In relation to 

Interferencias, the question for me is what kind of strategies and protocols can be used to make 
non-linear communication more dynamic, aware and complex. How can I become a more skilled 
performer in this kind of communication? Is this way of working destined to be extremely slow or 
it can also be fast? How can I become more aware of the roles and perspectives when they change 
so fast? 

Besides, I also think what we missed to do in the first meeting (and I know this is an idea shared 
with other participants) is to relate deeper with the context. I could say we had a kind of «closed» 
process. For the next edition, there is a common drive to find a way of working to relate more with 
the people from each context. 

S o  d o  y o u  t h i n k  I n t e r f e r e n c i a s  w a s  a  d i f f e r e n t 

o r  n e w  t h i n g  t h a t  h a p p e n e d . . .

Difference and novelty can only be perceived from a personal point of view. 
What is new for me can be very old for you. Personally it was certainly a different experience to 

be part of. I never felt so disoriented and I never had to deal so deeply with my self-consciousness. 
After it happened, I could say it was like a football game. In football it’s only when you are able to 
avoid an excess of self-consciousness that you can play a good game. It’s a strong awareness of the 
relation with the ball, the field and all the players that can eventually score a goal. In the moment 
that you think too much about how you are playing or the moment that you become conscious 
that you can maybe score a goal, in that moment, you disconnect from what’s happening, and 
then you’ll probably play it «wrong».







Con
   tex t
                 Q & A

/// How does space (architecture and social context) influence your work? 
/////// When does work become political? 
///////// Can art go beyond its cultural context? 
///// Do you use an external eye during the process? 
/// Does the knowledge of who your audience is influence the way you work? 
/// How does your economic circumstance affect your work? 
///// What is your relationship with the modes of production in which you 
develop your work? 
//////////// What are the implications of nomadism? 
//////////////// In which art field do you position your work? 
///////How does art influence a broader context? 
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N A D I A  L A R T I G U E

I relate to the context almost as a starting point. I am a victim of my own time even if I resist 
accepting it. Although I run quite uselessly after timelessness, I love finding myself swimming in 
the fish tank I was put in to work. I understand what I do in different contexts and, more and more, 

I see how this finds new champs d’action. I am interested in migrating between projects, opinions, 
genres, tastes, and as my own story is proving to me, mobility implies adaptability.

N U R I A  F R A G O S O

Environment as a cause. At the time of developing research, collectivity serves a lot as a hub to 
refer to individuals immersed in the melodrama of social, cultural and media identity, topics I’m 
interested in:

• Collectivity/Community. A variety of stages during the process, strictly adhering to the 
understanding of the search for a collective result itself, that is to say, search the multidiscipline. 

• Theoretical context. Explore the line between body, theoretical research (anthropological) and 
stillness. Those are the intentions of my work; they dispose to portray a condition about individuals.

• Give a break. It is to work in a state of constant meditation, to be able to enter into the own 
catharsis of the group at the time of making. 
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• Consensus. Finding the subtleties that take place inside the social complex as a whole living 
organism through the constant exercise of observing the ways of being of their insight collectivities. 

• Silence. As the motor to achieve understanding and to cause the chosen disposition to travel 
in the same collective frequency over a certain period.

J O Ã O  B E N T O

It’s difficult not to be affected by context.
There are different ways to be in a process, but I think we are somehow always affected by 

social and architectural conditions. I think about the discussions people had during Interferencias 
(specifically in San Luis Potosí). Some claimed that to be there or to be in some other place was the 
same. I really don’t agree with this. It is not some mystic or esoteric thing, but when you are work-
ing in an ex-prison in the north of Mexico in the year 2010 where the social context today is really 
very hard, it’s impossible not to be affected. These varieties of situations and contexts generate the 
«political» attitude that art must have towards real facts.

We can discuss about the history of dance or the history of performance, but for me the context 
is of major importance, there we can have a direct intervention. I believe that art has the mission to 
change and question things. Nomadism may provide the opportunity to be near the facts and to 
discuss and question them. Nomadism establishes proximity with contexts and places where you 

can easily put things and facts in contact and relation.

H R A F N H I L D U R  E I N A R S D Ó T T I R

Space, architecturally and socially, influences my work both throughout the process and the 
presentation for a public. Because of the close link between the architecture of a space and the 
way in which a work is read, the choice of where to place the work has been imbued with value. 
The surrounding and what it represents cannot be avoided; a work will read differently when it is 
placed in different spaces and social contexts. This is why it is hard to avoid becoming political, 
even if the aim is not to be. Maybe more specific: is the aim to NOT BE POLITICAL, or is the aim to 
be anything just not specifically political.

I normally use an external eye to get feedback that I then choose to act on or not. This helps 
me to look at my work in various ways. Also it provides an opportunity to share the work in a more 
personal way then with a public. Normally, the knowledge of who my public will be does not affect 
my work. The process is really what matters rather then the product itself, which, in the end, is 
another mean of sharing the work.
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Could this somehow relate to my economical circumstances? As a freelance artist I hardly ever 
have the resources I need to produce the work in the way I would like to.

A N A  M O N T E I R O

Framing.
I believe that the awareness of the contexts or frames in which I’m operating, from the micro 

to the macro, is crucial to having an understanding about what I am trying to do and what my 
choices are.

Have you not experienced an assignment of values to both the work and yourself which is 
constantly changing from process to process, to one set of conditions to another?

I like to look at context as the frame. A frame always shapes the interior as well as the exterior 
-the frame of a photo that points to who/what is in the picture as well as to everything else which 
is not the picture or is not represented in it.

Who or what is included, who or what is excluded and what is revealed in that process?
Context can be perceived as a certain organization of elements in a given space in time.
Choreography can be perceived as a certain organization of elements in a given space in time.
Contextography points to the place where things happen: what is made visible and what is 

made invisible, how and why.
What are the assumptions behind a given organization of the sensible? The organization of 

the words I am writing are products of the interaction between myself and the contexts in which 
I have been choosing and being chosen to take part in. Who/what is producing and who/what is 
being produced? Maybe production is not the good word here because an interaction is always a 
relation and relation always a process, never a product, an end.

How to then articulate this uroboro effect without falling into utter paranoia?
What can be the meaning of autonomy? A frame within a frame within a frame within...?
Perhaps the chiasm autonomy-interdependence can be a place where the emergence of 

creative tensions, shifts and mutations of the perception of the possible can occur.
Regarding nomadism and the flow of information disseminated via the «new media», social 

networks, open source initiatives etc. I find myself thinking that I am where my attention is and 
at the same time I suspect that (more than I would like to admit) my attention is constantly being 
commodified, my emotions owned by facebook. While questioning the relationship between 
politics and art, there’s a question that has been intriguing me particularly: If capitalism has the ability 
to absorb criticism and adapt to new circumstances, is there not a paradox in the so called critical art?

By absorbing exceptions, do we end up confirming the rules?
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C R I S T I A N E  O L I V E I R A

I think that, from a historical context, the very existence of art is in itself something political. The non-
functional nature appointed to art in a capitalistic context defines the differences between art and 
entertainment. Entertainment has imported with it a bread and circus philosophy that maintains 
distraction among the people through illusion. Art invites imagination, resistance and freedom.

The culture (ways of being and doing) is part of the environment (space, architecture, social 
networks, money, etc.). Environments define the form our strategies will take and consequently 
impact the work both politically and esthetically. The «property» obtained from «being political» 
depends not on the elements but more on the viewpoints of who is watching the work -cultural 
sights named things (this is hard).

The fact stands that the perception of every individual is different. This doesn’t imply an absence 
of dialogue; otherwise communication would not establish a substantial exchange. An exigency 
of learning as a capability for survival is common nowadays. Exchange has become vital to being 
alive, without the Other you don’t exist.

The audience is a world to discover, each one has their own sapience. Relationships with the 
audience, most recently are becoming based on empathy, equating this relationship to that of an 
external eye or «clean source» not influenced by trends, concepts or aesthetic desires that comes 
from our common artistic field. Our skilled labor occasionally is «contaminated». The audience is 
often more open than the professionals who surround us.

I’m in the field of performance, because I work with the interdisciplinary, searching for different 
supports and techniques changing according to the needs of the project. My objective in art is to 
communicate, to express myself. My inquiry into dance is about movement. The body conditions 
the perceptions of the individual. I also think here about the brain’s complexity and ecology. I 
think that it is important to consider ourselves an entire «ecological niche». Nomadism help us 
to see further. When you are able to experiment with a different language or eat something that 
you never tried before you can develop flexibility, adaptability and comprehension about your 
limits and differences. You are obliged to listen. This leads to transformation. You can flow without 
being arrested by identity and you can discover the pleasure of always learning. About broader 
contexts... in art I think that there is nothing simpler than the synthesis between art and sensitivity.

B E N J A M I N  K A M I N O

Context changes. Desire is consistent in that it changes. I hope if anything I can maintain this fact. 
And maybe, by always changing context I will rigorously dig deeper and longer into the research    
I have given myself because it will be the only consistency of labor possible.
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E S T H E L  V O G R I G

When I was 14, my context changed drastically. Nomadism at that time was not a choice. I have to 
say that back then I struggle because of the lack of a feeling of belonging and the issue of context 
has always been very present for me. I try to recognize and understand the context; I can see 
sometimes how it affects me. Every time I change context, I can perceive how me and my work 
change with it. At the same time, I like the feeling of shifting all the time from one thing to another. 
It is very unproductive. It is not that I don’t take responsibility in how I move through my work, but 
instead I try to be responsible on what it means to work in between different cultural and artistic 
contexts.  

If I will live more than ten years in the same country maybe I will be able to relate deeper with 
a particular context. For now, since I cannot clearly contextualize myself or my work, I’m usually 
interested in those things that are present in different contexts, like gestures for example.

C A R O L I N A  G U E R R A 

Catharsis and romanticism. Puah!
About context, economical resources and modes of production…
First of all I should make clear that my work is basically developed in Uruguay, inside its 

production ways. Though it’s real that inside globalization our situation can be very similar to that 
of many other countries, I will talk about what I know… Since some years ago (since funds for 
dance exist), there is a strange phenomenon inside the modes of production and distribution of 
contemporary dance in my country. Generally speaking, it happens that the interest now lays on 
making a project as weird and complex as possible so you get the funding. Loads of different 
directors in the same process, strange rehearsing calendars, promises of performing in far away 
lands, etc. When the applications are open, people start inventing this kind of things. Lines of work 
or specific interests matter no more; the questions in dance change completely.

In my opinion, the why and what for of our artistic practice have been completely deformed.        
I don’t say it is wrong, but I think it’s good to realize what’s happening and to do things consciously; 
knowing that you are transforming the way things are produced and the questions of dance.

My way to relate to this is: if I have a project in mind I apply for funding, if I have nothing, I don’t 
make something up and just don’t apply. When I feel like working on something I do it and that’s 
it. We are fortunate to find a lent studio; and making an effort between working hours, we can find 
rehearsing time.
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A L M A  Q U I N T A N A

The presence of the body is already political. The ways in which it relates to structures and systems 
(social, political ethical, etc,) carries a strength with it. The «I» and its power of communication is 
fuelled by potential actions and encounters with other bodies. We are always inside a dynamic 
social constellation, within which relationships between points are constantly shifting and trans-
forming.

There are many layers implied in performance art: the environment, sources of development, 
circumstances, modes of production. This means there is no clear separation between artistic work 
and its environment (personal, social, cultural etc...). How we set up a project, how we frame time, 
how we make it happen, strategies and approaches to the «finished» product, economical value 
and how/where we can show are all environmental variables for the work.

I could say that I try to understand where I am standing, if I am using a particular reference, if I 
can present something that might be translated. Being nomadic, in terms of choosing to be, bonds 
differently the sources and inputs for artistic practice. Borders are constantly shifting, un-framing 
and re-framing my conceptions and values. Always clearly wondering, wishing and looking for a 
proximal and horizontal relationship with the audience.

H E L E N A  S T E N K V I S T

I work with very little time in the studio. I base my work on principles related to the idea that I 
decided during my research. It involves a lot of youtubing, skyping with other dancers about work 
and reading texts. When I come to the studio I know more or less what will happen, there is not a 
lot of trying out. This has a lot to do with the limited economy in which I produce. It means I have to 
work other jobs on the side and cannot afford to spend whole days in a dance studio. My computer 
has become my central technical source and my scenography remains minimal as I have opted to 
work whilst I travel.

To take a decision to do dance is in itself a political action. I believe that the political aspect of 
my work is the lack of respect for choreographic authorities and authorship. My work is very spe-
cific to its context and strives to go deeper within dance rather than trying to say anything about 
any other context. My work is positioned within the field of dance and possibly choreography; I am 
currently proposing to label my work as dance up comedy.

A N A  T R I N C Ã O

Art as I see it is always political. It is always a statement. Art stands for some perspective. It is pro-
duced within society that maintains always a certain context; art suffers our advantages from it. 
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I cannot separate what I do from where I do it. I can however consider that, to a certain extent, 
it is autonomous from its conditions, as I can never predict the other understandings of it. In 
my way of making, context is determinant. I perceive it not as an obstacle but rather as a way of 
proceeding that allows me to find new formats of operation, both on theoretical and creative
levels by constantly readjusting my own position towards it. Context is very fluid, even if we dare 

to think in a globalized world, which exists, but is a rather new world in relation to the old idea of 
a multi-cultural world.

M A R T A  S P O N Z I L L I

Nomadism has been both a choice and a coincidence. It has affected the economical cir-
cumstances and modes of creation which in turn have pushed me to invent and deal with
situations of production through contact with the place, visibility and exchange. I must often keep 
art-making and money-making separated wanting not to compromise anything.

Nomadism affects the role that environment plays in my work.
Probably one effect is that experience is so fundamental in what moves me. I like to choose 

fluidity of being and experience as values. Diversification of experience coming from entering        
various environments can be a possibility to be in communication with oneself and the other, 
keeping awake and open to changes.

Very often I like to get inspiration from the people I meet, their quality and materiality of the 
body. I like to get inspired by a place, its atmosphere, the imagination of what happened there. 
With these elements I shape figures, a new space and time and abstract them. Make them extra-
ordinary.

Through a dialogue with the environment a work becomes political. When it creates a certain 
tension within the community/context to which it is presented. When it gives attention to transfor-
mation, instability and micro-realities, redefining categories of relation, time and space.

How do you position the body in time and space?
I do think about the audience. Even though I do not work towards the production of a specific 

effect or meaning to be understood. I hope to make the space in between become palpable.
I like to work with an external eye during the process to keep alive the communication of the 

piece towards the outside and using it as a barometer that gauges the space.

S A N D R A  G Ó M E Z

Context will always influence the work; call it architecture or social environment. It is something I 
cannot be detached from, a fundamental aspect of the creative work. 
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The economical circumstances affect the results a lot. I am always trying to find the chea-
pest way of doing things, especially because I come from a country where most of the budget is            
destined to the «fight against the violence», which is buying military hardware. How could context 
not affect my work in these circumstances?

It depends on what do we understand for «being political», but it can work when you have 
something to say, you are conscious of that, and you don’t assume it as pamphleteer propaganda.

I position my work in the performative arts in general; it has to do with the fact of being, of 
creating and sharing the stage. Art can go further than its cultural context as long as it has an open 
and unprejudiced gaze. It will spread its influence to a wider context when the artists stop gather-
ing in closed self-sufficient groups; when the doors of art are open to all the interested ones, no 
matter who they are or what they do.

R E G I N A  P I C K E R

My last works were mostly created in residencies within festivals, specifically for the host festi-
val. The presentations were never repeated in other spaces. This made me question why I do not 
«sell» the works to other spaces. I do not because I find it exciting to «morph» from one project to 
the next. I am challenged by the process of researching, developing, collaborating and bringing 
something unknown in front of spectators, giving attention to political and cultural waves as well 
as focusing on being human. I am interested in asking whom you are making or creating art for 
and what is (your) art for? Also, how would you define success? For myself I am constantly in the 
process of finding new answers to these questions. At the moment, economically, art is not my 
profession although I consider myself a professional freelancer in the field of art. My work shifts 
between times of earning money through jobs I enjoy and times «off» where I concentrate on 
developing and showing work. I identify with the «in-between» -it is a very flexible mode. For me 
it is a position not to position myself but to keep moving in between. 

J U A N  F R A N C I S C O  M A L D O N A D O

WHEN I THINK ABOUT YOU I TOUCH MYSELF... YOU MAKE ME FEEL LIKE DANCING
Work is political from the moment it is social. Made to be seen.
All forms of art are context specific. Some works are thought for a different context than the one 

they are in, and so they have trouble communicating. Context-specific does not mean culturally 
(should I say country?) specific. It does not mean exclusivity either. If the epistemic conditions of a 
particular context (this includes trends, of course) allow it, the work, even if produced in a different 
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one, will be able to land on it, and fit in perfectly. If we think that the «art piece» happens only in 
the relationship between audience and work, then the context definitely influences the work, it 
even delineates it, defines it.

Now, of course context is not waterproof. It is also influenced by the work in the «art piece 
moment». So, sometimes when a work is forced into a context like a puzzle piece from a different 
puzzle; the context is shaken, shifted, quaked.

C R I S T I N A  G Ó M E Z

I still haven’t managed to define terms like art or dance, so I don’t know where exactly to posi-
tion my work. I am a person who dances, who moves and expresses herself with her body, that’s 
it. When I work I like to have various external eyes; it helps me to know if I am transmitting what 
I want to. The fact of having decided to make dances instead of anything else is itself a political 
act. Years ago I had the chance to watch Debora Hay, icon of the US postmodern dance; and after 
her performance she said: «It is not what I dance, it is not how I dance, it is that I dance». On the 
other hand, sociopolitical (and especially economical) circumstances condition and determine the 
result of artistic processes. Let us not forget that art is or can be understood as a good inside this 
consumer’s society we live in.

M A G D A L E N A  L E I T E  

The context we are in influences and determines in a certain way any work of art. Normally I am 
not so worried about context, because I do not perceive how much it defines until I am immerse in 
a different one. I constantly face the problem of context as a Uruguayan living in Mexico, and even 
more in encounters with European or Anglo-American people. Nomadism makes us able to see 
ourselves from outside and to realize how much does context influence the work, and once we are 
aware of this, we might «control» how far do we want this influence to affect us, and how far can 
we take decisions against or outside the context we are in.

Every expression is political since it cannot be detached from the conditions of the one express-
ing herself, such as context or social class. So the important thing is to be aware of what am I ex-
pressing now in a political level; what kind of bodies am I presenting, what am I proposing in terms 
of hierarchies and gender issues, how am I adapting to the ruling modes of production.

V E R A  G A R A T  

I am immerse in a very specific context and that can never stop influencing me; it modifies 
me, it crosses me, it interferes me. When I am working, I play with abstract layers that, though
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acting differently, dialogue with the signs of the context. To identify and play with certain cultural 
patterns and to propose a rupture, through the narrative or through the subject itself, is a                    
political act. 

I have worked alone, using a camera or inviting people to the rehearsals, and I had two very 
different experiences: In one work I invited people with experience in dance and composition, and 
in the second one, friends who had no creative experience. What happens when I want to defend 
an idea and the only thing that validates it is the fact that I am defending it? What state of mind am 
I in? How do I position myself in relation to what surrounds me? All of this backs up, validates (or 
not) the proposition I am making.

A L I N E  K R I S T I N  M O H L

My art & the matter of wanting to earn money with it. I am very unsatisfied about my working 
field. In the last years I managed to arrange my life in a way that I can financially survive while 
being a freelanced artist. Most of the time. Furthermore I tried to reduce the time I invest to earn 
the money I need for living or to reduce my living costs, in order to get more time to create my art. 
Even if this works out quite well for me at the moment -I have jobs that don’t «eat my time» and I 
earn money in fields I like, I can use/share my knowledge and I feel passionate about- it still feels 
like a bad compromise. Because I want to perform. And I don’t manage to create the opportunities 
to do so. Because I miss a working network, a lobby, because I am not making commercial art or 
wrong marketing… I don’t know.

The urge to make my own pieces grows out of the urge to create work I like to perform, not 
because of the urge to create. Honestly I would prefer to work as a performer than trying to be a 
maker at this period of my life. The work I appreciate to see and to do is quite rare, but though I am 
not feeling like creating it by myself, because I feel too inexperienced for doing it yet. So to gain 
experience and to fulfill my sense of life, I would love to have jobs as a performer. But jobs are rare 
and the concurrence is hard. Three job offers for 300 dancers applying for the project. Even if the 
payment is minimal. 

I’d LOVE to see ART as my WORK. In certain moments of my life I could. And they were con-
nected to regularity of performing, creating and payment.
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According to the Chilean scientist Humberto Maturana (1997), «the 

word conversing derives from the union of two Latin roots -cum, 

«with», and versare, «to turn around», so that to converse originally 

means «to turn around» with the other». Maturana considers this to 

be central for the comprehension of the human being and to under-

stand the participatory role of language and emotions in what we 

are used to connoting with conversing in our daily lives. To put it in 

another way, what happens when we «turn around» together with 

the others?
What really happens, according to Maturana, is a recursiveness 

of interactions, a continuous flow between emotion and languaging 

in which we are continuously building different domains of actions. 

It is important to say that languaging is a neologism proposed by 
Maturana to explicit the notion of language as a consensual coor-
dination of actions. This notion differs radically from the idea of lan-
guage as something completely pre-determined, or a gift common 
to all speakers who share the same idiom. Still essential to Maturana’s 

Tu r n i n g 
a r o u n d
t o g e t h e r with Interferencias

 Thembi Rosa
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notion of languaging are the emotions, which are understood as 
corporal dynamics. To live, within such perspective, is linked with a 
blending between emotion and language in a way that both are in 
a mutual change. To illustrate such feature it is enough to remember 
situations in which one can use the same adjective, either to convey 
something extremely sweet in one moment and something really 
disgusting, in another. Therefore, it all depends on our corporal 
dynamics, on our history of recursive interactions and on a structural 
instant. 

So, what are the relationships between languaging and The Bi-
ology of Cognition or Autopoiesis as Maturana and Varela theory is 

called, with dance, our artistic fields, politics and with Interferencias’ 
pro-positions? This is a too broad and open question that could not be 
exhausted in this text. The main motivation to bring this out is: firstly, 
because of my involvement with Maturana’s theoretical grounding 
in my academic research; secondly, because I am convinced of the 
importance of understanding the potential impact of his proposi-
tions not only in relation to the human being, but also to living and 
to our interactions and their continuous modifications. I consider his 
theoretical approach completely linked with practical things and 
exactly because of that, it enables to foster the readers’ curiosity so 
that our future conversations in different domains of experience will 
be benefited. In other words, my aim is to present recursive «turnings 
around together» dealing with topics such as creativity, emotions, 
language, collaboration, nomadism, which are some of the practical 

and theoretical issues related with Interferencias’ propositions. Lastly, 
this question matches my intention to give an overview of the pro-
blem I investigated in my master dissertation.

The research is concerned with choreographic composition; and 
has focused on the distinction between the dance based on the logi-
cal configuration of previously determined movement phrases, from 
the dance formed by organizational principles not previously esta-
blished that emerge from the creation process. This latter approach 
to dance composition has been largely absorbed and experienced, 
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having established itself as the post modern American dance, in the 
sixties and seventies. The choreography scores, tasks, somatic move-
ment techniques and contact-improvisation, form what is defined as 
contemporary dance.

Through the analysis of the works of some authors from that
period (Yvonne Rainer, Steve Paxton, Merce Cunningham, Trisha 
Brown) as well as through the evaluation of my own experience 
when I worked with renowned Brazilian choreographers (Rodrigo 
Pederneiras, Alejandro Ahmed, Adriana Banana, Dudude Hermann, 
Renata Ferreira) I have come in my master dissertation to this propo-
sition of organizational principles considering them as a powerful tool 
to study the choreographic composition of contemporary dance.

Instead of searching a list of characteristics for contemporary 
dance, which usually is an incomplete and incoherent task, I adop-
ted a strategy used by Maturana and Varela. They found a way to
distinguish the living beings in a different way of the theories in-
volved in searching features from the traditional list of properties. 
In the late sixties, Maturana and Varela proposed the so called auto-
poietic organization, as a peculiar process of living systems, since it 
is within that organization that they generate themselves and get 
their specificities; Maturana and Varela (2007) explain this by com-
menting that «living beings characterize themselves by literally 
producing themselves continually».

From that notion, which defines an organization mode and not 
a list of properties, I have tried to establish a mechanism of  func-
tioning in order to understand the multiplicity of contemporary 
dances. I have found it fruitful because it helps to understand the 
function of generating a type of dance and, at the same time, it 
keeps the dynamics of that which is continually producing itself. As a 
result, to observe, to test, to venture into each peculiar organization 
of a dance configuration is, somehow, a way to let flow the recur-

sive continuity of the body encounters in which languaging triggers 
structural changes in corporality and these, in turn, trigger changes 

in languaging.
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I see Interferencias as a way of testing and amplifying the poten-

tiality of turning around together, of recognizing what is happening 
around us, our structural changes in a recurrent flow of interactions. 
The setting chosen -artistic residences and collaborative processes 
with artists from several continents- as well as the peculiar organiza-
tions which define the varied systems named as dance, performance, 
installation and any other names we may create and share, all of this 
is a privileged time-space context to investigate the organizational 
principles. More than that, this task was a collaborative exercise that 
helps to enhance the biological factor of our species -being together, 
in small groups and keeping a history of continuity in a consensual 

coordination of actions. Last, I have chosen a suitable turning around 
with Maturana’s words:

«Note that, in interactions, there is an occurrence of structural and 
reciprocal transformations, so that language has to do with touch. 
Every time I say something, I touch you not with my fingers, but 
through sound waves that unleash structural changes that concern 
you. It is somehow an expansion of the mutual caressing of a recurrent 
sensual relationship (...) Pay attention to the fact that the metaphors 
we use to refer to such a flow within a discourse are all from sensory 
domain, they are tactile- «tender words», «soft words», «harsh words», 
«hard words», «your words touched me». That difference is not a trifle 
one because we effectively touch ourselves with words. Words are 
actually encounters which unleash structural changes in ourselves 
and in our physiology». (Maturana, 2006)



  The rules of

H a n
g i n g
o v e r

1. You can only talk about hanging over while hanging over.
2. You can only take or go through notes about hanging over while hanging over.
3. The hanging over practice lasts 20 minutes.
4. You can’t join once it already started nor leave before it ends.
5. It should be performed everyday for a pre-established period of time (say a month).
6. You can only talk about hanging over while hanging over: from its somatic or theoretical 
implications, to the actual fact of the suffering you are going through while practicing it...
7. You have to keep talking while hanging over.
8. There should be a defined space for the practice (a room or a taped square on the floor, for 
instance).
9. You should enter the space already in the hanging over position.
10. At the end of the practice, all the practitioners should align in space facing the same front and 
roll up slowly (Klein’s technique style).
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hangingover is self-referential because it does not know what it is, 
its conceptualization coincides with its practice.

hangingover is anti-metaphysical, based on the assumption that 
all the knowledge we need is already inside our head, thus, we just 
need to let thoughts drop, thoughts, ideas don´t come from above, 
they have to fall off.

hangingover proposes an alternative hierarquization of the body 
-the ass becomes the top.

hangingover is 2 in 1, it combines the extreme stretching of 
the hamstrings with the power of articulating sound in form of 
language.

hangingover is opportunist: it makes gravity our best friend.

hangingover makes the expression «where the sun doesn’t shine» 
senseless.

hangingover makes your hair look really cool.

hangingover has unknown physical and psychological 
consequences.

hangingover recycles techniques used in dance into the discoursive

requirements of today.

hangingover proposes an alternative way of being-in-relation to 
language, body, thought, the comunal, like many children’s games.

hangingover is as fun as painful.

hangingover makes you look like a weird animal or xavier le roy in 
self unfinished

M I C R O  L E C T U R E

H A N G I N G  O V E R  

Ana V. Monteiro





How can I make

vis i
ble(? ) 
what is there and for some reason

i s  not
avai
lable to the other?
Ana Trincão

What people could no longer see would, it was 
hoped, no longer live in their imagination.

Belting
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The guiding metaphor for this essay, which is not intended as a poetic approach, «How can I make 

visible(?) what is there and for some reason is not available for the other?», is used as a concrete 

point of departure that tries to account for the various issues involved which will be attentively 

examined.
I will support my discourse mainly through a phenomenological approach to philosophy, I will 

try further on to make co-exist notions and authors that base their discourse on other lines of 
thought.

Today’s performative practices have undertaken methodologies that become more visible to 
the public, not only in the epic moment of the premiere or in a regular theater evening, but their 
processes of creation are fed through the constant presence of the audience (work in progress, 
informal presentation, open studio).

Agamben speaks about a «dark contemporariness» unable to be perceived, Merleau-Ponty 
speaks about the «visible» as an «opaque» form of being, and performative practices exploit the 
visibility of their process of creation in the early stages.

I ask:
What is becoming available to the other? 
What forms of communication and sharing of knowledge can be adequate to sustain contem-

poraneity?

I ordered «The visible and the Invisible» by Maurice Merleau-Ponty, edited by Claude Lefort 
translated by Alphonso Lingis. Normally the edition and translation would be information con-
tained in an index or a bibliography, but in this case it is significantly different as without their work 
we would literally be unable to access this book.

«The visible and the Invisible» is Merleau-Ponty’s unfinished ontology, largely developed by the 
author until the day of his sudden death. (Rochefort-sur-Mer 14/03/1908 - Paris 4/04/1961). The 
published editorial notes contain the original layout of the book revealing that the work would 
have had 3 parts, each one divided into several chapters, at least 5. The layout itself is ambiguous; 
we cannot clearly understand the writer’s intentions. However, it is evident how he was writing and 
recasting the project while doing it, which makes it hard to imagine what form and content it could 
have taken due to its unfinished state. The book is perceived as «authoritarian» in the sense that it 
has never been possible to discuss with the author what was stated in this manuscript. The editor 
also remarks on the condition of its reader as autonomous but not solitary as the understanding 
and meaning results from a collective activity. If one cannot ever know the author’s intentions, if 
one cannot take possession of the final masterpiece, the work must be reinvented through each 
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attempt to understand it. This book represents the method, the thinking and the project, every-
thing but the final product of an author validated by his signature, and so it becomes an eternal 
open work in its form and in its philosophical essence.

«The Visible and the Invisible» fascinates by its title and its content, embedded in existentialist 
sources of thinking as a way of arguing about the world. «It requires a phenomenological inquiry 
into «the origin of truth» and a philosophy of Nature -of the «Wild» uncultivated, pre-objective 
nature.» (Lingis 1968) The concepts of «visible» and «invisible» are largely developed in the work-
ing notes, gaining deeper levels of complexity throughout the manuscript. Both undertake the 
perception of the world as a whole, operating in correlation, one informs the other and determines 
its limits: «… my body is made of the same flesh as the world, and moreover that this flesh of my 
body is shared by the world, the world reflects it, …» (Merleau-Ponty 1968)

Therefore I will quote some notes that define both terms:
«[The visible] involves a ground which is not visible. Even in what is figural or figurative in it, is 

not an ob-jective quale…» (Merleau-Ponty 1968)
«[To be visible] is to be opaque, existing in the there and the now, and in itself without tran-

scendence.» (Lingis 1986)
 «[The invisible] is what is not actually visible, but could be (hidden or non actual aspects of the 

thing, hidden things, situated elsewhere). What, in relation to the visible, could not be seen as a 
thing. What exists as a tactile, or kinesthetically. The cogito.» (Merleau-Ponty 1968)

«[To be Invisible] To be essence of signification, to exist in universality, in intemporal and spatial 
ideality. The invisible is there without being an object.» (Lingis 1968)

There is a sense of «belonging» (1), intrinsic to the terms. Merleau-Ponty describes it not as a 
bipolar relationship but as an interrelated one. The visible carries in itself the non-visibility as a con-
stitutive part, to see implies recognition, to know what one sees, therefore the invisible is invoked 
by visibility itself as temporal or spatial blindness. The visibility has a dimensional quality able to 
displace the act of seeing, providing recognition which one perceives through consciousness.

Once in front of Saint-Victoire Mountain (which he painted repeatedly), Cézanne, said: «Look to 
this mountain, once this was fire» (2).

In this regard I will point out a piece by the German photographer Thorsten Brikmann, «Dona 

Delle». The image was published on the cover of L´Art Meme Magazine. «Donna Delle» (3), is a 
photograph of a bust, apparently a woman with her face covered with an opaque white plastic 
material. Although we can see the picture, we cannot see the face in the picture... We have no 
power to undo the condition of an object which is subjugated to its medium, as the spectator of 
an image we can choose to embrace the condition of a photograph (the object as a dead entity) or 
its content (image—inaction—is alive).
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One can say that making visible does not imply objectiveness, but rather a sensibility to create 
the condition for experiencing the state of affairs. Either in Cézanne’s statement or in Brikmann’s 
photography, what is not seen becomes available through the empowerment of the dimensional 
quality of visibility over the «objective presence» (picture, mountain).

Whatever one wants to make available is already there in the first place. Nevertheless what one 
sees has a specific quality that strictly depends on one’s individual faith, beliefs, sensibility and 
values. It therefore would be naive to think that one can make the other see, one can only make 
available and hope the other’s perception encounters some meaning.

The «making the visible available», presupposes an encounter with the sensory and holds 
as principle that the sensible is abstract and un-measurable in a collective realm but is a quality 
possessed by humanity. Sensory is not only about sensorial abilities, as in an organism’s reaction 
to a stimulus or the disposition to be dominated by feelings and emotions, but an awakened
conscience stimulated by the world and the flesh. «It is thus that the sensible initiates me to the 
world, as language to the other.» (Merleau-Ponty 1968)

In her essay «The Economy of Proximity», Bojana Kunst notes that in the last 30 years dance and 
performance art makers naturally changed their methods of production and subject of inquiry, the 
borders among life, quotidian and art, shortened.

She observes an earlier engagement with the public in contemporary methodologies, the
creative process «becomes more visible», the artist works in front of the audience, the labor is 
visible before the art piece is nominated as such. This shift, according to Kunst, follows the post-
fordist ideas of production of labor where one demands the «intellectual exchange of knowledge». 
Contemporary production in the arts is too engulfed by these principles and should fulfill these 
needs as any other activity.

In the essay «What is the contemporary?» Agamben defines the contemporary moment as a 
realm of darkness, where visibility as recognition by the other is reduced, or even absent. «Con-
temporariness» arises from one’s relationship with one’s own time. One must position oneself in 
an inbetweeness where one must balance distance and contribution in order to «see». By pointing 
these ideas, I am not trying to raise a discussion concerning the methods of research and valida-
tion of the creative process in the arts, as I am assuming them to be a consequence of the world 
as a whole in all its affairs. I intend to ask what is becoming visible, as a consequence of this shift-
ing, if visibility as recognition is not acknowledged in the moment of its substantiation? When we 
encourage the assisted process and undertake it as a determinant part of the artistic creation, 
what do we intend and mainly what are we capable of sharing?
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The status of the visible-public, in the contemporary moment, often cannot be seen as a state 
of clarity, it may fall naturally into a dark, meaningless space of non intellectual recognition (in-
visible).

Merleau-Ponty speaks about the dismissing of the indefinite nature of the senses from in- 
tellectualization. «Intellectualism does not talk about the senses because for it sensations and 
senses appear only when I turn back to the concrete act of knowledge in order to analyze it.» 
(Merleau-Ponty 1962) But sensory knowledge does not disregard intellect nor separates body 
and mind. On the contrary, it relies on the content of the intellect as being in the body to 
achieve sensible states that can question the dictatorship of reason as the maximum power.

I would say that, in order to fully engage with contemporary practices, it would be better to 
undertake other forms of recognition.

We can only embrace (together) the realm of the shadow and pierce it together in order to 
achieve knowledge beyond the concrete. The engagement with obscurity is the key, according to 
Agamben, to an active relationship with the contemporary darkness.

In this regard, and taking into consideration post-fordism needs for concrete-objective capi-
talized knowledge, the sensible as Merleau-Ponty addresses in «The Visible and the Invisible», is 
the local in-between, where the invisible takes shape in the visible, the core of a pre-political state, 
before action and decisions.

How much can we demand of the contemporary as «… precisely the person who knows how to 
see this obscurity, by dipping his pen in the obscurity of the present?» (Agamben 2009)

If one believes that art in general and especially performance art occurs strictly in the relation-
ship with the other, and that this implies some form of communication that should be effective, 
one should rely on one’s own perspective and sensibility in order to share as much with the other 
as one possibly can. One should not expect the other to see what one sees, but still we can both 
engage together in a certain event or experience by simply being observers of the (contemporary) 
moment.

It seems relevant to give as an example Real Time Composition (4), (R.T.C) as a methodology 
that operates, in my experience, according to certain aspects of this ideas. I will do it not as an 
outsider, or even quote its author, but as a former practitioner.

To work with R.T.C a certain state of awareness is necessary, I would dare to say the emancipa-
tion of one’s own presence to serve its purpose. In order to «add» something during the practice 
in the studio, «the community» must agree on the quality of the moment in order to contribute to 
what is there, and what is there, is it.
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R.T.C. is not democratic; it is dictatorial but different to a dictatorship. In «theory» it does not 
have any leadership, besides the present moment and the sensibility of each practitioner to read 
and commit together with what that event is and what it evidences.

Marina Garcés in her essay «The Inquiry After a Shared Reality» proposes the analysis of
«… understanding collective actions and the world as a shared reality.» (Garcés 2009). She takes 
into consideration concepts such as singularity, individuality, community and collectivity. I will 
address the «We», to that what she also refers, as a relevant analysis to embrace the notion of 
Merleau-Ponty that the world is made of flesh as my body, and if the other is to be made of the 
same flesh, we both share some condition of significance that enables some communal qualities.

Considering the We as made of more than One, and that as a determinant condition for its con-
stitution, to further understand the example of the creative/methodological process mentioned 
above one should take into consideration that if the other is, as me, part of this world, I will have 
to reconsider my position in this space-moment we inevitably share. R.T.C., takes the other’s deci-
sions into account, it does not privatize the individual or overestimate his position, but engage in a 
negotiation that is not accountable, because it is constantly changing, while the moment and the 
perception are also changing.

C o n c l u s i o n

If one thing becomes visible in its own time, it is immediately out of the time in which it became 
available; if contemporariness designates One in its own present time, as Agamben stated, as soon 
as one is perceived it is immediately in the past. The shadowy contemporary moment does not 
provide total recognition. In order to decode it we can only exercise historical comparison as a 
form of analysis and measurement, but measuring by these means can just dismiss the potency 
of it. Merleau-Ponty demonstrated that the world (understood as in «we and the world as one 
same flesh») should not be perceived merely through «intellectual knowledge», senses gave him 
access to the world. Sensory knowledge can provide vision further ahead, if we don’t relinquish its 
content to any constituting power.

Having clear the un-objectiveness, to nominate what I can measure is hardly difficult. Without 
pre-objective there is no objectiveness, again the unseen delivers the visible as the visible will 
restore new invisibility, one generates the possibility of the other and increases its cycle. 

It is not possible to pinpoint «what can I make visible»; more often I can strictly commit with 
the action than with the outcome. I can only argue that the question «what can I make visible?» is 
a necessary action that uncovers ways and forms of understanding. 
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The invisibility is the place of nothingness, as the sensible is immeasurable, so it can be the 
space of unforeseen events that provides us with nothing more than the sensible, as concrete 
knowledge we posses in order to experience what is in front of us... What is there is what there is, 
what you share is nothing but that in itself.

I am ultimately stating that when the other enters your own world of commitments, as in 
today’s contemporary practices and methodologies, what we can share we still do not know, and 
that is exactly the sharing, the fact that the unknown is part, as the «visible as recognition» is, and 
its specific function must be taken into account.

«When I say that I have senses and they give me access to the world, I am not the victim of some 
muddle, I do not confuse causal thinking and reflection, I merely express this truth which forces 
itself upon reflection taken as a whole: that I am able of being connatural with the world, to dis-
cover a sense in certain aspects of being without having myself endow them with it through any 
constituting operation.» (Merleau-Ponty 1962).

NOTES

(1) Term extensively used by Merleau Ponty to describe the philosophical relation between visible and invisible.
(2) From the book Jean-Marie, Merleau Ponty, Danièle Huillet, published by the Portuguese Cinemathèque.
(3) http://byamt.files.wordpress.com/2009/05/donna-delle-p_600.jpg?w=450&h=600
(4) The method of Real Time Composition has been developed and systematized by João Fiadeiro since 1995. 
At a first stage, its main framework was the need to create a system of composition that could be shared 
by his collaborators along the creative process. In a second stage, it asserted as a tool to explore modalities 
of dramaturgic writing within the dance field, and was studied, developed and used by several artists and 
researchers. Since 2005 it has been asserting in the territory of research at large thus widening its range of 
interest and use beyond the boundaries of dance and even art. The goal of the «Real Time Composition» 
method is to put the maker in the position of «mediator» and «facilitator» of the events, blocking his 
temptation to impose himself by means of the will or the ability to manipulate them. His only «creative act», 
should there be any, amounts to the mastery with which he handles the tension, the balance and potential of 
the material he is dealing with, letting things happen – if they really have to – by themselves. 
(http://atelierealtextoctrgb.blogspot.com/)





We fall into a false alternative if we say that you either imitate or you are.
Deleuze and Guattari

For Bergson any act, as long as it continues generating an effect and an 
affect, remains in the present. As long as there is act, there is becoming; For 

Bergson, all that is present is becoming. Only the past is.
Lepecki

All bald in a hundred years. What I mean is that a collection of portrayed 
people is a collection of future corpses. 

García-Alix

Some theoretical notes on

s e l f - p o r
t r a i t  
p e r f o r
m a n c e
 Juan Francisco Maldonado
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Self-portrait is a confrontation against death, a clash into finiteness, 

and at the same time, an attempt to escape it, to immortalize the self-

image. In a performance self-portrait, if the confrontation with death 

does exist, there is no consolation. The self-portrait will not perpetu-

ate us, it will live even shorter than us. It doesn’t work as an eternizer 

of the person it re-presents, but only as augury of her inevitable end.
Photographer García-Alix talks about photography as a «certifi-

cate of presence, of absence...». This proposition is obviously appli-

cable to self-portrait in relation to identity and yet, in a self-portrait 

performance, the equation changes. In this case, the certificate of 

presence is registered, tattooed, not on paper or canvass but in the 

presence itself, and paradoxically, while corroborating presence, it 
also questions it. It makes it blink. A definition, in order to be a defi-
nition, must be articulated from the exterior. Absence, on the other 
hand, more than certified is promised. A gaze upon the inescapable 
future, upon the next tragic second. Differently from the physical/

objectual self-portrait that is in the past, that certifies a previous 
presence, an already dead instant, the live self-portrait (though [or 
because] it happens in the present) is there not so much to verify any 
kind of presence, but to experience it, and in any case, to promise 
brevity, absence, to guarantee that that unfolding presence is almost 
over. A self-portrait performance is in the future. It predicts catastro-
phe, or at least, death, end. A howl of despair, onto the future, more 
than a nostalgic view into what was.
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Because of the previous, a self-portrait performance, implicitly 
questions that modern necessity of treasuring memories, of looking 
for progress but longing for better times. The benjaminean Angel 
of History finally turning its back to the past, but not quite flying: 
stepping with stony feet, crushing the past on every present step, 
and raising it’s middle finger to what’s left behind. 

A self-portrait performance does not propose progress. It feeds 
from the past, from memories or things thought before, but it rips 
them apart, it decontextualizes, deforms and reuses them, and by
doing so, by transforming the past into a useful tool instead of an 
object of contemplation or canon, History looses its fossilizing ca-
pacity. It desterilizes itself. It activates and changes. It is not one. It is 
a lot of histories, and none of theme is true, or in any case it doesn’t 
matter. The many histories intermingle like stroboscopic slide-pics, 
making evident the impossibility of an objective self, leaving the 
Freudian «I» out of the game, making any process of subjectification 
inevitably partial.

Through reverting the kinetic-ontological polarity of modernity: 
From HISTORY (still) / PROGRESS (continuous movement) 
To HISTORY (continuous movement) / PROGRESS (still),
through taking a static history and an evolutionary future and 

reverting them, through placing movement in the past and the re-
frigerator in the future (the refrigerator of the morgue), self-portrait 
performance shakes that kinetic ontology of modernity. It breaks it. 
It stops progress.

The subject of portray does not advance towards the future, he is 
in it, he predicts it, he waits for it smoking. He walks backwards, or in 
circles, goes for a stroll, or stops for moments, and it is the future that 
advances towards him, inevitable. No change intends to go forward 
and up anymore, identity stops being progressive, linear. Modern 
narrative explodes and becomes expansive, wide, unpredictable and 
unembraceable. FUCK DARWIN. Possibilities are infinite and multi-
dimensional.
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//////////// Do we create or make? 
/////// How does collaboration question authorship? 
///////////// Is it possible to erase the author from the work? 
////////////////// Who needs an author? 
///// What is your style, how does you signature establish through it? 
////////// How do you relate to stealing? 
/// Are you acknowledging how your background has shaped you? 

Au
       thor
     sh ip
                                Q & A
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A N A  M O N T E I R O

What has happened to us has happened to us or to everyone else; 

if to everyone, then it’s no novelty, if only to us, then it won’t be understood
                                                                                              Fernando Pessoa

I have an acute interest in repetition, which I can connect here with the so called post modern con-

ception of identity and authorship that undermines the ideal of the author as a self-determined, 

illuminated genius and that instead, reinforces the idea of creation as a re-organization, a shuffling 

and a reshuffling. In short, a kind of repetition which enables differentiation of rules, sensations, 

language, knowledge, experiences and so on. What fascinates me is simultaneously the inevitabil-

ity and impossibility of repetition.
Even if strategies of copying/stealing/appropriation take a political stance that puts into ques-

tion notions of identity, unity and market values, it seems to always remain a resistance of human 
subjectivity towards repetition. Even a coca-cola bottle is never the same coca-cola bottle.

Perhaps the potential of performance derives both from the repetition of conventions, codes 
and values reflecting upon a particular cultural site and historical moment and from the citation 
of the different, which has the power to transform codes and signs into an undecidable ground of 
possibilities. To allow unexpected mutations, understood as nonlinear transformation that might 
open ground for the possibility for something else to emerge.

I am well aware that I am gathering, ruminating thoughts that were/are thought and rethought 
many times. Being-in-language is already repetition in itself but in this process of repetition, 
differences might be generated in relation to processes of subjectivation.
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In collaborative processes I’m interested in strategies that use a kind of «response mode» that 
I’ve been calling Joint-Creations. A joint is the location at which two or more bones make contact, 
which enables articulation and I am interested in the idea of articulation of practices or creative 
processes in opposition to the idea of definition or identification with practices or creative pro-
cesses.

This kind of approaches seems to facilitate the dialogue between different positions, creating 
interdependency yet allowing space for autonomy. These kinds of procedures seem to create a 
distance that mediates communication and that ultimately can facilitate processes of shifting per-
ception and displacements of each other subjectivity.

N U R I A  F R A G O S O

I don’t believe in the aim of defining the thing. In fact, I postulate my indifference for defining 
styles, even ideas. I like better to think in a bigger connection that finds similar ideas and deposit 
them in a bigger scope where suddenly they are working simultaneously in really different con-
texts and schemes with no control and no regulation, just set to be realized and maybe provoke 
their encountering one time. I believe that what we do as art makers comes from the harmonic 
madness of the environment, a madness of individuals, something that has to do directly with us 
because that’s where it arises, soon to be image, soon to be sound, and silence again. 

A L I N E  K R I S T I N  M O H L

I could not really make my mind up about this issue, till I shifted from thinking about perfor-
ming arts to music. Some songs have been interpreted and covered hundred and hundreds of 
times. Still they can be amazing.

If I sing «Oh wär dein Haus durchsichtich wie ein Glas» of Hugo Wolf, goose bumps raise on my 
skin and I feel as if I can ADD something to the piece artistically through my interpretation. By in-
terpreting a piece it always gets a different shade, because of the individual performing it. But also 
so many pieces have been raped by bad interprets! So, should the author decide, what’s allowed 
to be done? 

In a wider sense, I think it is beautiful that a piece can stay alive/develop further without the au-
thor. Still, I don’t feel too comfortable when somebody does this to my songs. In my case, the songs 
I write are SO personal to me, that I cannot imagine them being interpreted by someone else at 
THIS time. But I can imagine, in a while, maybe some years, I can let go of them and be happy that 
somebody else, in his/her own interpretation, sings them.
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I think this issue is very much about the personal attachment of the author to the piece, as well 
as the way of the new interpreter announcing the original author.

And then the whole question comes up to how to pay your dues in a «right» way to the au-
thor. We could learn SO MUCH just by doing the pieces of someone else. As a singer/musician it’s 
normal to learn through the interpretation of pieces that have been already written. In my con-
temporary dance education it was not. We just learned the style of movement in phrases, never in 
reproducing a piece. But can contemporary art develop out of reproduced thoughts, movements 
and music? Or does everything need a certain base of knowledge, information and technique to 
build a ground for something new to grow? 

If we break it down to little pieces, everyone steals. I think it’s the question of how obvious you 
do/show it, if it gets recognized, if you get in trouble with it. Still I feel, that I have the attitude, that 
every lyric I write, every piece I make, have to come directly from me. I still have this demand of ab-
solute origin. In music I found my way to create without copying or stealing. Maybe I should start 
to steal movement, performative pieces in order to develop my own performative style.

A L M A  Q U I N T A N A

I approach creating as a source, a sort of invention, a «new» tryout in a specific time-space frame. 
Not from the point of view of something that comes from nothing, not at all related to this god-
human relation (creator-created). Of course historically the meaning of the word creation has to 
do with assumptions about beginning and end. Very Aristotelian or Christian. Regardless, these 
assumptions stem from a western logic thinking development.

Suddenly now we are able to confront creation with making in our artistic field. Questioning 
the position of the «inspired» artist, the one who reveals and brings about a «divine» experience.

I think we are constructing, playing, and recycling all that passes through us: The individual and 
collective memory, the physical, psychological and social experiences -the archive, both personal 
and social at once internal and external. Is it necessary to recognize and identify WHO? Then I 
would say it is important, but only in terms of having the possibility to approach closer to the 
work, setting up links and nets that we are able to identify, not as a patent and/or unique isolated 
happening. (Stealing is necessary, hopefully while being at least partially conscious of this fact). 
Then of course the different ways of working, like collaboration, make this reflection more evident. 
When many people invest stories and ideas mix, a sort of collective speech arises, maybe looking 
for a new and alternative possibility rather than to an individual/capitalistic position that remarks 
«I only care about myself».
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S A N D R A  G Ó M E Z

We create and we make. One thing does not necessarily deny the other. I don’t think that col-
laboration questions authorship. It is just another kind of authorship, another way to create and/
or make, both of which are completely valid. I think about the author of an art piece when this 
one captivates me. I want to know more about him, to get to know how she got to create such a 
thing. So actually I don’t mean to erase him, and anyway I believe it is possible to pull a curtain and 
conceal her, but not to erase her.

Really I don’t know if we need authors. We do need people creating. If the name is there or 
not, that might be irrelevant. I also think it is good to have references and it is good to be the re-
ference. Why not? We are copying all the time, stealing ideas, words, gestures, manners. The
question would be: How do we do it? There is the issue, how the way «the stolen» is assimilated 
and placed.

I am still in the process of finding a style, and many times I copy as a way for research; maybe 
this way I will find my particular way of creating

R E G I N A  P I C K E R

I remember a lesson with my music theory teacher Herbert Lauermann where we were dealing 
with Cage and composition. In my memory Lauermann said that it is almost impossible to create 
something new -we are quoting all the time. Therefore, to compose means to give known ex-
pressions, unknown structures and viceversa. To keep this in mind gives me a feeling of freedom.
I found the same idea in a workshop with Jonathan Burrows who openly announced that he is 
stealing ideas from other people. The idea of a patent for creations, ideas, thoughts maybe makes 
sense in an economical way but I question the arising limitations. Besides I also appreciate the 
thought that I learned from Keith Hennessy that whenever you enter a room, all your teachers and 
people who influenced you are entering with you.

J O Ã O  B E N T O

To create or to make, depends really on what we are doing. In our collaboration, for example, we 
created something; we were always in the movement of building things together. In collaborative 
projects, including Interferencias, the idea of authorship is completely dissolved in process.

My work comes from a background connected with visual arts. This has a particular signature or 
influence in the performances I make. I never engage with the idea of stealing, not to be original, 
but to somehow be truer about what I want to work on. It works in equilibrium.
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M A G D A L E N A  L E I T E 

Starting from the fact that the notion of Author was raised together with capitalism, nowadays it 
seems important to question this notion, because we know that as creators we are part of a tradi-
tion in which the artist is always recycling, always going back to previous works. Art’s terminology 
has been polluted with the market’s one, and so we talk about artistic product, brand signature 
or intellectual property. It is in this sense that I am against authorship, against signature. We have 
to accept that there is no spontaneous generation, that every work (consciously or not) has its 

intertexts, and that is why I prefer to name myself a maker; someone who drinks from the com-
mon source of our culture, recycling and reorganizing materials. This is a first political step against 
the society of spectacle, in favor of a way of understanding contemporary production from the 
paradigm of the individual who takes and offers, and not from the creator semi-god invested in a 
particular and un-transferable aura.

H R A F N H I L D U R  E I N A R S D Ó T T I R

Establishing «my own style» is not a goal when it comes to working, I would almost like to avoid it 
from happening. However, I think it is difficult to strip off who I am and how my background has 
shaped me; this might be the reason why a signature can often be seen throughout the body of 
work an artist makes. In collaboration it is more difficult to discern what is «yours» and what comes 
from collaborator/s. The place where work is indistinguishable whether it was generated by the 
group or by myself is often a place of surprise. In these kinds of situations there is always a question 
of authorship. Are we not constantly stealing each other’s histories?

N A D I A  L A R T I G U E

I CREMAKE. I am not that deeply interested in the question of creating/making… I probably do a 
little of both, while creating wouldn’t be possible without a persevering action. In my case I prefer 
handcrafted. The idea of creation is present in the fields of the unpredictable. I think authorship 
doesn’t need to be present in the work itself, but I like to get an overview of the work I have been 
a part of. Assuming some responsibility is a construction of identity. This provides the possibility 
to notice the ways in which I build myself, and eventually the possibility to break the constructs of 
identity… or not. Actually, that is the place where I could say I stand, in the «…or not».

M A R T A  S P O N Z I L L I

I have been faced with the matter of authorship -this is mine!- mostly when being involved in 
collaboration processes. Collaboration is an agreement that can question authorship. Ideally in 
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collaboration, all the participants are willing to give up the personal signature while constantly 
shifting and redefining power relations, in the name of the piece/the work. This on a small scale.

Probably audience and even more the market of art really like to have an Author. They need it 
to push it up or break it down. 

The moment an artist steals from somebody else, necessarily this act passes through his/her 
interpretation. Is this stealing? As I am made by my own experiences and background maybe I am 

constantly stealing from what I have assimilated.
What I have seen and experienced is part of the construction of my dream, ambition and it 

feeds my imagination.

E S T H E L  V O G R I G

I see no clear distinction between creating and making. To create means «to bring (something) into 

existence»* coming from the late Middle English sense, «to form out of nothing» or «used of a divine or 

supernatural being»*.The Latin root «creat» means produced. Maybe creation has been absorbed by 
the current capitalist culture that seems to have bonded producing and productivity.

I’m not really sure…
It is obvious that no one can generate anything from nothing, that we can just «make» in the 

sense of «form (something) by putting parts together or combining substances; construct»*, but it 

doesn’t mean that in the form/way we put things together we don’t «bring (something) into exist-

ence»* -even if it is just another way of putting parts together. So, in the act of making sometimes 
you also create especially if you are creative.

If «creativity» means: «the use of the imagination or original ideas, especially in the production of 

an artistic work»*, let’s disregard the word «original» and keep only «imagination». If imagination 
means to see something that does not yet exist in a personally-subjective reality (and I like things 
that do not yet exist for me), so as it can only be seen by a particular imagination, then we are 
all creative authors all of the time. And since there is no property, there can be no stealing, only 
acknowledgment.

*Oxford Dictionary

C R I S T I A N E  O L I V E I R A

Well, this reminds me of a performance I made.
The piece of my «authorship»: «Space to dance», went as follows: I go in to a public place, with 

a suitcase in which there are eight dresses and a list of eighty-eight songs. I start to dance with a 
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white dress of a ballerina, then invite the spectators to choose a dress and song for me providing 
context from which I improvise a dance. The spectators watch from whatever angle they wish.

As interpreter-maker I present an experience. Sometimes the spectators dance with me and 
sometimes they dance by themselves. So, I ask: Who is the author? Is that collaboration? Am I  
stealing? I put desire «on the line» and they give me a mission to comply.

I like to think that I’m a «proponent of possibilities» and the terms «my idea» or «their ideas» do 
not exist. Instead I prefer the term «ideas» without personal pronouns. Working together to create 
something. To create is to make something, but in regard to ideas, there are no owners.

As interpreter-maker, I’m not alone. There are «functions» to distribute the work. Who makes 
those decisions and how they are made makes all the difference in a collaborative process.

A N A  T R I N C Ã O

Authorship can be perceived as a word that undertakes power. It is, if we contextualize it in the 
capitalized society we leave in nowadays. The author, the one with the authority, holds the value 
of things. So then, what constitutes this power to generate value? The funding institution? The 
theater that receives the work? The collaborators? Participants? Consultants? Helpers? Friends?…  
I would like to understand authorship as a term that brings art to an earth-born level. I would like 
to know the person(s) who had the urge or need to engage in a creative process. I appreciate the 
fact that there is a «someone» behind the «author», someone that decided to manifest himself 
through artistic communication.

C A R O L I N A  G U E R R A 

Who?
I don’t believe in a style for my work. I am not interested in a signature, a way to repeat myself 

so people can say: «look, that is made by Carolina Guerra». I am interested in the opposite, to do 
things that don’t relate to each other. Not to care about coherence in relation to what I did before. 
I have no signature; I am not interested in being recognized in my work. Generally I am not inter-
ested in who made what, but rather in what the work I am seeing says. I don’t believe in stealing, I 
believe in taking and transforming. Taking Jorge Drexler and transforming his lyrics, I say: nothing 
is created; everything is transformed.

P I E R R E - Y V E S  D I A C O N

There is authorship as soon as something is being imagined, crafted, realized or made, but the 
nature, the application and the understanding of this authorship does vary enormously from one 
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set of circumstances to another. Sometimes, recognizing the role of someone inside a process of 
work and creation is simply a matter of good will and honesty. Other times, the situation is so com-
plex that the notion of author isn’t applicable and the use of more nuances and categories to give 
everyone a fair mention of his/her contribution isn’t enough. One part of the difficulty is that the 
idea of authorship is as well part of a peculiar and cultural vision of the world and our individual 
place inside it. But authorship isn’t a locked concept: it’s possible to vary the order of priority of 
values that make it be what it is.

Neverdeleuze, the debate isn’t simply philosophical and semantic; it is as well juridical, eco-
nomical and political, since public image, money and rights are involved in the issue. Domains    
like law, business, marketing and personal career are related to authorship mostly in the level of 
commercial and intellectual ownerships. As well, positions of power, present inside a working 
group in relation to status of authorship, tie together the act of making with a hierarchic pro-
blematic. It’s a global problematic with implications and dependences that goes beyond the work       

being made. Here remains a fundamental question: Is it possible to own an idea or a realization? If 

you are yourself the main actor of it, if you are the one that revealed it or had the vision of it, do you 

deserve prerogatives upon it like power of decision, brevets or rights?
I am not able to answer this question. What I can say is that as soon as there are more people 

directly involved, as soon as we recognize that ideas are often traveling through various minds 
and hands before taking shape, as soon as we consider other ways of relating with property like in 
open-source projects, authorship becomes less about owning an idea and a work, and more about 
giving everyone the recognition he/she deserves for the work made.

The English word «authorship» is translated in French as «paternité» (paternity), which here 
metaphorically means a relation of fatherhood between an author and its creation, what leads 
subsequently to intellectual ownership. Nevertheless, we can also propose that the word «au- 
thorship» includes in fact the global mode of formation of an idea/realization, and it is not only 
a link of affiliation to its author(s); that link is only part of it. In this second and wider acceptation, 
the notion of authorship is more generic and flexible than the idea of author itself. Authorship 
then doesn’t necessarily make a direct correspondence between a work and a person/group/en-
tity, but details the whole schema of threads of the different contributions and sources that are 
transversally combined together. In some cases, authorship applies to (a) clear author(s), in other 
cases we need to rename the roles and the responsibilities, as well as the notions of ownership 
and paternity.

Let’s also differentiate an author (general notion) and the Author (myth and figure associate 
to the idea of author). The Author is a heritage of History, an image of the artists/writer/scientist 
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viewed as Genius and Creator. But the notion of author doesn’t necessarily have to assume such 
degree of iconicity and personification. It can be more humble: artists, writers, scientists or any-

one else does not create out of nothing, but within everything. Semantically, terms like «creation» 
and «author» carry notions of absolute that should be relativized in order to fit into the reality of 
our human level. If we agree in rehabilitating the meaning of these two words in the measure of 
our acts and common interdependency, it’s not necessary to completely exclude them from our 
vocabulary. Nevertheless, it’s also possible to put more emphasis on the within everything and to 
say that we are more intermediaries or mediums (for what passes through us) than architects and 
makers. Here the delicate topic of free will appears with all the range of philosophical positions we 
can consider around it. This is, however, a sort of rhetorical question: Even if we completely remove 
our hypothetical free will from the operation of making, the question of authorship remains. Not 
anymore to determine «who» has made something, but «how» this something has come to be. The 
same first question simply becomes impersonal: the syntax is different but we are still addressing 
the mode of formation and production of something that passes through us and takes values in 
our human world.

When it’s not specifically applied to people, the word «author» means simply «that which is 
the first cause of something». This is the most helpful and basic definition from which we can

reconstruct any idea of author and authorship. If we mean by author the primary factors(s) of a 

transition or a transformation, this primary factor(s) can be anything, from a single person to a con-
jecture of elements put together. It’s up to us to consider the variety of factors that conduct to the 
formation of something (object, technique, concept…), including human and individual roles and 
their respective consequences and implications.

B E N J A M I N  K A M I N O

A man told me a great anecdote once that I think finds relevance here. Wikipedia marks the first 
time that an encyclopedia can be changed and revised by its readers. Before... you would have 
an encyclopedia that you had maybe bought from a door-to-door salesman or inherited perhaps 
from a dearly departed. If you had a question with a knowable answer, you could consult your 
encyclopedia and prove to your friend who was right -win a bet maybe, and that was that... facts. 
Nowadays however, we consult our encyclopedia with the understanding of it’s malleability. Fur-
thermore we have the close intimate knowledge of who writes the encyclopedia -ourselves. So, I 
see now that I can trust knowledge to the maxim of how much I can trust myself, which often times 
is not so much. 
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H E L E N A  S T E N K V I S T

I like to avoid the notion of creativity as much as possible. Instead I create frames in which deci-
sions must be made in relation to how meaning corresponds with the idea. Working with history, 
I deal directly with authorship and personal influence. I think it is important to examine these
influences with openness and directness. To show that you are aware and also to create some com-
mon ground with your audience, undoubtedly many people in the audience at a dance show have 
a dance historical knowledge. I hope to establish a signature through a way of working rather than 
a recognizable aesthetics.

J U A N  F R A N C I S C O  M A L D O N A D O

IM NOT GONNA TEACH HIM HOW TO DANCE WITH YOU
More than acknowledging how has my background shaped me, I would merely like to identify 

the shaping and the possibilities for it to happen -about which, I have a very foggy idea.
Though background has an obvious strong place in our development, it is practically eschatologi-

cal to think it as a determinant -as what shapes you. I don’t «believe», and therefore destiny is kind of 

nasty. Authorship is to believe in «I», in «shaping», and, as it were, in destiny. It is to believe in a historiz-

able subject -univocal- built up and taken through time. What about an entity that is not inherently a 
subject, but is constantly shifting from one subjectivation process to another, both through time and 
space, through contexts. And through this oscillation, never being a prey in the square land of a linear 
identity. Then there would be no place for author, but more a space of a partial, oscillatory maker who 
only exists (and therefore can only produce) in relation to the conditions he/she/it is in. If this were the 
case it wouldn’t be possible to talk about stealing (though I love the word) some other author’s idea.  
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C R I S T I N A  G Ó M E Z 

Generally speaking, I do what I believe in and I believe in what I do. I do not really care who the 
author of a work is, what I care about is the work itself, product and process. A shit is a shit, but 
if someone renown signs it, it might stop being a shit and become a work of art. I do not know if 
authors are necessary, but less hypocrisy is. In the other hand, the works that one makes, happen 
to have a personal print; a sort of tag identifies the work and associates it to you, to your way of 
thinking and creating. About the way I relate to appropriation of ideas, I follow a very good advice 
from French choreographer Mathilde Monnier: «copy, copy like crazy». Her proposition is that one 
is never capable of doing something the exact same way someone else did, and while trying, one 
finds one’s own way of doing things.

V E R A  G A R A T  

Many times I see myself working on questions that were triggered during moments of rupture of 
the contemporary dance’s history, like in the 60’s and 70’s. In fact, some of these questions moti-
vate and push forward my practice in this moment. 

I notice that authorship stops being personal when I realize that, sharing the work with any 
kind of receiver, the spectator creates its own experience. Interpretation is open for the receiver, so 
she can —consciously or unconsciously—  re-signify or transform the work. A lot of contemporary 
stage work is a revalorization of questions made before. What makes one piece different from the 
other is the personal selection of material. Subjectivity is at play. 



R e c o n s
t r u c t i n g
Chinita´s work
Magdalena Leite

Anabella Pareja invited me on June 2011 to 

be part of a project in which she proposed us 

to reflect upon our ways of working. I realized 

that generally I never start to work from a story, 

and that I almost never use objects. I started 

questioning myself why I work this way, and 

decided to play with these elements I never 

use, to retake the work I made for the final 

presentation of Interferencias. In that occasion 

I performed a reconstruction of the piece only 

piece I hadn’t seen during the encounter: Pos-

session by Korean artist Jhiyun Youn (Chinita). 

To do this I asked people who had seen it to 

tell me a word that came to their minds while 

remembering the piece. From those words I   

reconstructed it.

Te words were:
quietness
touching
objects
house
dead
empty envelopes
dead body
death
frame
cadaver 
small talk
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A b o u t  « S m a l l  T a l k » 

What to talk about: one of the most inele-
gant and clumsy moments happens when you 
are waiting for a meeting to start or for some-
one to show up, especially when you don’t re-
ally know the people you are with. That silence 
in the room, those shy smiles on the faces…  It’s 
hard to find something to talk about.

The art of small talk definitely makes us 
take control of that time. Talking about sports, 

clothes, the latest technology, brings us closer 
or pulls us apart. With small talk we can close or 
break a deal. Has anyone tried to have a small 
talk with the receptionist at a job interview? I 
am sure it was that way that I got my last two 
jobs. If the receptionist loves you, you’re in.

Here I will share with you what I consider the 
best and worst subjects for a small talk:
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T h e  b e s t :

1. Holidays: Plans for the summer are an 
excellent subject for a small talk. It is always 
good to see how jealous does the other one 
get when learning that you will go to Puerto 
Vallarta while he will go to Syracuse. It gives us 
a way to know the other’s character.

2. TV Commercials: Almost everybody 
watches TV and there are plenty of chances 
that the other has seen the same spot you did. 
People love to talk about good advertising. 
And if you think about it, when the ad appears 
on TV, he will remember you.

3. Food and Restaurants: Everybody eats. 

Why not offering a tip to one of our listeners as 
a secret to keep? 

T h e  w o r s t :

1. Health: How do you feel? Fine, fine. End 
of conversation. And if there were something 
interesting to talk about, it generates too much 
confidence and it’s not appropriated 

2. Offspring: Not only it makes young peo-
ple feel uncomfortable, we also disturb those 
who are in age to have children but still haven’t. 

3. Politics, Oil, Al Gore or Tiger Woods.
4. Basically nothing of what is asked to Miss 

America.

How to evade, avoid an uncomfortable sub-
ject?

For our luck, mobile phones are always in 
vibrating mode, so raise your finger and say: 
«one second, my phone is vibrating», take it out 
of your pocket and press one of the buttons.  
After this operation, proceed to start a different 
conversation with the topics listed above.

With all this information, I give way to Chini-
ta’s work reconstruction.



Poetic Terrorism
WEIRD DANCING IN ALL-NIGHT computer-
banking lobbies. Unauthorized pyrotechnic 
displays. Land-art, earth-works as bizarre 
alien artifacts strewn in State Parks. Burglarize 
houses but instead of stealing, leave Poetic-
Terrorist objects. Kidnap someone & make 
them happy. Pick someone at random & 
convince them they’re the heir to an enormous, 
useless & amazing fortune -say 5000 square 
miles of Antarctica, or an aging circus elephant, 
or an orphanage in Bombay, or a collection of 
alchemical mss.

Hakim Bey, TAZ: The Temporary Autonomous Zone

H i t
l i s t  o f 
q u o
t e s
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Consider that activist art is not just political activism, but a commitment to redirect engagement to the forces of production not 

mediated by any official mechanisms of representation. This non-mediation also involves the construction of a collective circuit for 

exchanging and sharing, open to the social, and inevitably clashing into conflict with the different vectors of the repressive forces 

of global capital and its systems of relations between governments and corporations, the reorganization of space in large cities, the 

monopoly of the media and entertainment by powerful groups, networks of influence, military industrial complex, religious orders, 

cultural and educational institutions, etc.. Collective art focuses on processes of work and multidisciplinary or theoretical fields, much 

more than on the production of a traditional art object. The spunk of their actions comes from a vocabulary of «science war» activism 

and sharing, with two important concepts: Tactics and Strategies.

In the terminology of the «guerrilla» (war), Che Guevara wrote in his manual of 1961, the Strategy is «the analysis of objectives to 

be accomplished,» while the Tactics are «the practical methods of carrying out separate strategic goals» (1998:14 y 18). 

Practices that depend on goals, motivations, concepts, perspectives, contexts and work processes can be considered strategic. 

Artists-activists prefer the use of tactics than the use of strategy. (...) Challenging the notions of originality and authorship of an 

artwork, exploring a variety of readings, a configuration of possible events and open situations (…) are tactical. The aura remains no 

longer in form, but in the collective that produces it. How do the «ways of doing» of artists-activists can potentially intervene in social 

orders, in power, and in economical and political set ups?

Interfiered translation from the text 

André Mesquita, Insurgências poéticas – arte ativista e ação coletiv

Whoever denies authority and fights against it is an anarchist,» 
said Sébastien Faure. (…) Anarchos, the original Greek word, 
means merely «without a ruler», and thus anarchy itself can 
clearly be used in a general context to mean either the 
negative condition of unruliness or the positive condition of 
being unruled because rule is unnecessary for the preservation 
of order.

George Woodcock, Anarchism: A History of libertarian

ideas and movements. Vol. 1 A, idéia
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One must make it palatable to people that it is interesting to totally abandon 

oneself with all of the mistakes that one has. I just want to encourage people not 

to wait for an ideal state of awareness. They must begin with the current means 

and with their mistakes.

Joseph Beuys. Every man, an artist,

de Clara Bodenmann-Ritter

Art can transmit the pleasure of the collective name, so that it becomes 
a model, a possibility for others. It can show you how to don the mask 
of power and appear within the constituted circuits, but speaking in 
a different tongue, twisting the functional language of networked 
capitalism into different meanings, satires, denunciations, voicing 
calls for action ranging from policy change, to sabotage, to exodus.

Brian Holmes, Escape the Overcode

It all depends on what you understand by the word impossibility. It was only not about 

looking for something that was absolutely impossible; I was looking at situations as 

the distribution of positions. It means what can be seen, what can be said and what 

can be thought of as being possible. A situation determines a set of possibilities, 

and the impossible is the limit. I was looking at the idea of the emancipated worker, 

where the question is always of crossing the borders of the impossible.

Rancière, Jacques and Lawrence Liang,  «Interview with Jacques Rancière»







What exactly is collaborative work? The collaboration does not al-

ways require an horizontal political structure. It is often thought that 

the collaboration is done by everyone in equal measure. This is not

necessarily true. It can be possible that collaborative exercises will 

appoint a coordinator or leader in front of the other participants as 

a choice or even a rule. The differential characteristic of this way of work-

ing is the methods employed to establish relationships or modes of 

group operations. The division of functions can be important for colla- 

borations to promote the smooth running of processes, clarity of in-

tent and proposals, as well as the individual’s flexibility, critical think-

ing and common commitment. Problems arise not in disagreements, 

but when we are unable to develop a dialogue from a disagreement – 

not taking disagreement far enough. Agreement is not necessarily to-

getherness. What is most common in collaborative processes is that 

they arise from the mixed motivation of an almost anarchic desire for 

autonomy in combination with a need to belong. When an individual 

finds an equal –so then can the process be developed.
I present here three different experiences within the collaboration 

–A, B, and C. The common goal of the three groups/situations was 
the development of a collaborative artwork. The differences between 
them were the methods used, the presence of an external «coordina-
tor», the time allotted for the process, and the various levels of need 
in relation to the intention of self-management.

A b o u t
c o l l a b o
r a t i o n
Cristiane Oliveira
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 Group A was a large group (more than 20 people), stable, supported by rules and laws, there 
was familiarity among the participants (between 3 to 20 years together), and finally a long period 
to develop the works (on average 1 to 2 years).

Group B was a middle group (12 people) unstable, heterogeneous in respect to artistic experi-
ences, with less familiarity and a medium-long duration to develop the work (eight months).

Group C was a large group (26 people), a bit stable, various nationalities and ethnically, mostly 
with no previous interaction and a short duration to develop the work (3 weeks).

I’ll start with A. In this group/situation I would like to highlight the experience of two diffe-
rent processes. There was an obvious  enthusiasm observable in most people involved in this 
project. They accepted the creative proposal, which broke with a paradigm in relation to artis-
tic choices and even with the formal organizational structures in that group. There was hier-
archy, the roles were clear and established before starting, however, participatory decisions 
were made. Everyone plunged deeply into issues while we had a particular method as a guide. 

This process employed rotating the role of director in respect to the artistic process. Responsibility 
and coordination of the process was passed between individuals through different stages. At times 
this happened deliberately, while sometimes adhering to the unspoken agreements nestled deep 
into the flow of events. For lack of a better word this form of organization could be called a «council». 

Transparency between the coordinators was essential to establish a bridge of communication 
with the group. Different opinions were heard and respected, and in fact the difference was a pow-
erful factor for the artistic outcome. At the same time in the group there was an excessive centrali-
zation of power in the hands of one person, which triggered a small process of empathy somehow 
less fluid. The criticism was too much and eventually killed any proposal prematurely. People felt 
threatened and vulnerable (all). Many gave up their desires for a process of investigation on what 
should be their rights and roles in the work. The reviews became veiled, what settled was a general 
feeling of insecurity, doubt, mistrust and frustration.

As a result the process was bitter, full of dissatisfaction where most people felt overwhelmed, 
discouraged, disrespected; were sick, injured, depressed and extremely stressed. The work be-
came an ordeal and no one could pronounce exactly the source of the disorder.

The B group /situation was divided into different periods: The beginning state, when the group 
was all together and basic needs such as housing and food were attended, was a process of im-
mersion. This discovery of each other and each other’s artistic affinities gave rise to subgroups of 
interest. During this period we presented discussions, experiences and compositional proposals. 
Everyone had doubts, but we were seeking in the difference potentially ways to dialogue, exercis-
ing otherness and tolerance.
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Secondly, the group was broken into 2 parts establishing themselves in different locations through-
out the country. The idea was to make the participants circulate around those regions, but each new 
round was like a beginning of a new process and completely disconnected from the previous. What 
was so special about the beginning state of the process, this immediate specialization and sub grou-
ping of interest became an impedance. This second phase lacked all continuity; the work had been 
stratified by popular interest. In addition, preconceptions were established by self-appointed «lea-
ders». Those people heading the subgroups tried to determine what was eligible or not, as the creative 
experience for the performance. At each new encounter the disagreement grew up and caused indi-
fference and disconnection. Since there was no understanding between people, the anxiety emerged 
and individual proposals took place. However, there was another factor responsible for the break-
down of the collaboration process; individuals were in a state of vulnerability, related to housing and 
food, which were not being met in a proper way. All were being paid, but the amount received was 
not sufficient to cover these costs, and so the biggest obstacle was the simplest one —sustenance. 
Some went to the project aware of this issue but expected to find solutions insisting it would not be 
a problem related to their productivity. However the outcome was different. There were only few 
collaborations (duos and some solo works), others left for other regions of the country where the 
costs of living were more favorable, and others could not participate until the end.

In the cases of A and B, both were predicated on a key false statement –that it was not ne-
cessary to produce a final artistic result, when in fact such liability existed. In the case of group/
situation C the need to present a result/artistic proposal was a major focus of the experience and 
strategies of action were determined in accordance with this prerogative.

Group/situation C had the task to conduct workshops for the community, to have solo dance 
presentations, develop a collaborative project, develop discussions and readings and start the 
bases of what would be a publication about collaboration, creative processes, research and me-
thodologies in the field of performance. All these tasks have been accomplished in their entirety 
despite an intense experience of «living together» 24h/day, in a period of 3 weeks. We were com-
pletely immersed seeking each day to develop actions that could activate our thirst for knowledge.

Even after 8 months and the physical distances of up to 11,000 km. the collaborative actions 
have persisted. How is this possible? This «Ephemeral Nomad Community» possesses a very spe-
cial ephemera -one that is not fleeting but always changing. It possesses the magnetic power of 
a harmony of ideas that continually interfere, encouraging equally interest and action as much as 
non-interest and anti-action. We are writing this book at distance, we are developing projects of 
residence and doing curatorial projects around the world. We create videos, we use cyber plat-
forms (Freecamp, Titanpad, Dropbox, Booki.cc, Googlegroups) as tactical communication and we 
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conduct Skype meetings through aligning different time zones, we speak languages that aren’t 
our own in an effort to discover –why do we want to do this?

This group/situation goes beyond the task of developing an artistic product. While this remains 
a primary initiative we use this goal as a method to rethink concepts and values engrained in 
community, especially recognizing our capitalist and contemporary contexts. From these actions, 
we are establishing a platform for international cooperation for the spreading of information -an 
intense process of cultural and human exchange.

According to those experiences, I would like to present some points that should be observed 
and considered in collaborations projects:

• The commitment and involvement of individuals with the proposal.
• The flexibility and availability of negotiation between individuals.
• The ability to manage personal anxiety and expectation.
• Have respect and interest for the differences as a factor for cultural and personal enrichment.
• Exercise tolerance and otherness.
• Have a good bed to sleep and good food to eat, because they are factors that influence the 

productivity of individuals.
• Do not confuse artistic disagreements with personal discrepancies.
• The fine balance between «talking» and «doing».

• Being forward to take decisions while maintaining a laisser faire attitude.
• Being attentive and willing to discuss problems and device strategies for action.
• The other fine balance between autonomy and the community soul.

It is important to note that the choice for yourself to take responsibility and to build something 
together in a group is originated from an act of sharing an ideology. From the moment that this 
paradigm is presented and established by the other’s desire, even if this is a person or institu-
tion, this fact reconfigures itself as a collaboration and imposes itself as rule and law. Of course it 
remains possible for a proposal to be sourced from a singular person or institution. However it re-
mains crucial that all the participants share the burden of responding to those questions that arise 
from the work. Clearly it is complex to coordinate a collective project where several people are 
involved each responsible for various actions, sometimes distributed in different locations, which 
means that they operate in different contexts, and still they come with completely different types 
of information... So, how long will this movement resist? If we compare the collaboration with love, 
then: «… it should be eternal while it lasts».







1 a )  C o n d i t i o n s  f o r

s o m e t h i n g  t o  h a p p e n

Interferencias was a multilayered event. We 

can define and review it from various points of 

view depending on what we want to focus on. 

I choose to view it first as potential, like an open 

space that gathers conditions for something to 

happen.

R e v i e w
o n  t h e
f i r s t  e d i
t i o n of Interferencias
 Pierre-Yves Diacon
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Interferencias was addressing topics like col-
laboration, empirical process and alternative 
ways to make art. Nevertheless, the project 
didn’t intend to fix its own shape, ruling and re-
sults a priori. It didn’t intend to pre-define what 
the participants would make out of it. It was 
a bet on emergence and a try to embrace the 
fundaments of what experimenting is.

From the beginning the artists taking part 

to Interferencias were invited to (collectively 
and individually) appropriate the offered space 
and circumstances. It was their responsibility to 
create their own means, paths and solutions in-
side of it. In a way, the project itself sought after 
being surprised by what could occur from the 
conditions it gathered.

In my view, the main goal of the project 
was to allow an essay on pursuing, observing 

and feeding in vivo a self-organization. As a 
consequence, the main artistic attempt wasn’t 
located on the art media themselves, but in 
using these media to allow, channel and ge-
nerate a significant human and societal expe-
rience. Participants indeed went through a kind 
of micro-society managing its own process of 
constitution, adaptation and versatility in order 
to move along.

1 b )  R e - e x p l o r i n g

c o l l a b o r a t i o n

In Interferencias, we were a community in be-
coming as soon as we came together. The 
whole challenge for us was to take the chance, 
as a small and temporal society, to partially 
review schemes and patterns of organization, 
and to approach this attempt as an artistic 
proposition in itself.

We gradually understood and valued it. The 
fact that a group has to self-organize itself can 
first look like a boring but necessary pre-condi-
tion for doing what has to be done. Neverthe-
less, our point of attention was precisely in dis-
tinguishing how specific means to agree and 
organize lead to peculiar behaviors, whether it 
is in society, in politics or in art. Collaboration 
was indeed the core topic of our encounter 
and had as a consequence to intimately link 
our field of investigation with our collective 
process, in such a way that form and content 
merged together.

We entered both artistic reflection and col-
lective process by (re)exploring on us what 
collaboration is or could be. We tamed from 
scratch, without pre-made guidelines, ways 
to agree and function together in order to 
become able to actualize action collectively.      
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Collaboration was searching and testing itself 
as a live process.

Of course we only explored part of it, but 
the goal wasn’t to be exhaustive or systematic 
in our investigation: the crucial point was to en-
gage in a virtuous circle where the means and 
the subject have mutual incidence. Collabora-
tion was indeed searching itself into its own 
quest for collaborative procedures. This was the 
starting point proposed by Alma and Esthel: a 
way to make the experience be its own subject. 
This was the very minimal preset opening our 
gathering. All the rest was up to us, even the 
possibility to substitute this starting point by 
another one.

1 c )  B e y o n d  t h e  « v e r s u s » 

/  P o l y p h o n y

Very often we oppose individuals versus groups, 

personal freedom versus collective duty, singu-

lar initiatives versus common goals. Tensions 
will always remain between these elements but 
it’s possible to see them as a global problematic 
rather than as bipolar dualities.

During Interferencias, like anywhere else, 
a mix of personalities made leadership, follow-
ing and opposition appear. Nevertheless, eve-
ryone in the group was aware of the trickiness 
of collective behavior. As a consequence, this 
usual situation of leadership/following/opposi-
tion was somehow temperate. Each one of us 
was pulling his/her own string with different 
rhythms and for different reasons while trying 
to be somehow sensitive to the multiplicity 

constituting the group. Temporal and change-
able gathering occurred around points of view, 
interests, affinities and proposals, though, no 
global dynamic could really federate everyone, 
and the group kept pitching between a quest 
of cohesion and a kind of utopia of auto-regu-
lated chaos. In fact, we kept searching for our 
way until the end of the encounter as a contin-
uous experiment. In this sense, I like to say that 
we took our time to be born.

An outside observer might say that we 
managed to compromise with the circum-
stances, that our ability to converge for a 
common action kept improving throughout 
the encounter, but that we didn’t fully over-
come our dream of togetherness. This is true 
only if our togetherness was subordinated to 
value of efficiency, stability and objectivity. At 
some point, productivity and established rul-
ing became less important than allowing our 
group to keep experimenting with itself. We 
finally didn’t aim to institutionalize ourselves, 
but to feed a changeable dynamic equilibrium 
within our crossover of convergences and di-
vergences. There, we overcame something 
very important: even clumsy and fragile, we 
managed for this time to create a space where 
individuality and group weren’t necessarily in 
direct opposition. We surely had to constantly 
negotiate our personal space with the collec-
tive move towards common objectives, but for 
a while and within our circumstances POLYPH-
ONY was possible without being associated to 
disorder or inability to function together. This 
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was our solution: it was a space for attempting 
common actions without the need to speak 
from a common voice. We implicitly left our 
early dream of togetherness transform into 
another one, less obvious and more accurate, 
that become really visible to us only after the 
encounter ended.

We refused to uniform ourselves in order 
to have a more solid ground under our feet. 
We also quitted the exhausting search for total 
consensus, for systematical connection of eve-
rything into one entity. Instead we entered a 
continuous search for consensus, but without 
ever crossing the limit where multiplicity and 
polyphony are sacrificed in favor of a common 
middle voice.

1 d )  O u r  c o m b i n e d

c r i t i c i s m

I have to address the following critic on some 
effects of our combined criticism, which, at 
some moments, became a contra-synergy. 
It was however a learning path that finally 
brought us new possibilities to act and reflect 
together.

Each one of us was so able to anticipate 
weak points in a proposal and to conceive op-
posite possibilities that, in several situations, 
ideas were evicted right after being said, sim-
ply because of a single remark or comment fol-
lowing it. Sometimes we stopped taking time 
to consider contents to only react on «catego-
rization of contents». We are indeed so quick 

in bringing counter-arguments and situating a 
proposal inside the landscape of concepts and 
art history that we aren’t always fresh and ready 
to listen and give space. We are so trained in 
defending our own position and point of view 
that sometimes we create artificial antagonism 
where it isn’t necessary. At the same time this 
situation was nobody’s fault but everyone’s re-
sponsibility. Nobody was wrong in expressing 
his/her opinion, but the cumulative effect of 
our combined criticism made it sometimes dif-
ficult to renew and reinvent ourselves.

Of course, it’s vital to stand for artistic and 
intellectual exigencies, as well as being critic 
with what we do, but we don’t always have to 
systematically be in a crusade of ideas. We can 
sometimes let them cohabit (exist next to each 
other) even when they don’t fit mutually with 
their respective «politically correctness».

In conclusion, because our combined criti-
cism could virtually attack any front, state-
ment or position, it happened at some point 
that we symmetrically cancelled each other 
and that no proposal could grow within our 
group. However, these moments where we 

stayed stuck in status quo were as well very 
important for our process: by bouncing regu-
larly against that problematic, we progres-
sively learnt to give space to our multiplicity. 
It was in my view less important to force deci-
sions on the moment than to accept temporal 
vacuum and inaction.
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1 e )  O t h e r  p a r a m e t e r s : 

s i z e ,  s c a l e s  a n d 

m e m b r a n e s

There were other parameters that were cen-
tral in our group process.

First of all: the group size. We tried as much 
as possible to work horizontally in one group 
level of about 25 people. We quickly realized 
that it was a critical size for decision-making 
and common agreement, but it was not to-
tally impossible. It was worth it to try in this 
direction as far as we could. Only when it be-
came necessary, we left some temporal struc-

turing happen within our one-level-horizon-
tality. It occurred like this: [1] local divisions, 
[2] constitution of smaller groups with a clear 
mandate, [3] side initiatives and [4] wild ac-
tions (not necessarily approved by everyone). 
Of course, each occurrence brought specific 
reactions and debates, with paradoxes and 
other unsolved questions. However, the most 
important fact is that we slowly allowed our-
selves to explore case-by-case new possibili-
ties from our position.

In other words: we pursued to move ahead 
without instituting any permanent structure 
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within our horizontality, but we introduced 
instead the possibility of scales —as a flex-
ible and temporal architecture— inside our 
group dynamic. The type of solutions we 
experimented and aimed for, appears to be 
quiet close to the proposals developed by 
the Anarchy movement. Of course there are 
many short cuts, amalgams and clichés about 
Anarchy and it’s a hard reference to bring up 
nowadays, but it can become an interesting 
source of inspiration and comparison for us.

Creating temporal inner-architecture in rela- 
tion to specific needs and situations was part 
of the constant renewing of our tools. The 
use of ephemeral scales was a way to make 
ideas travel and evolve through several circles 
of people, as well as an empowering process 
of decision making. From scaling we experi-
mented possibilities of compartmentaliz-
ing and we started to substitute the idea of 
«borders» or «frontiers» for the one of «mem-
branes» as a gain of maturity.

Where we can consider a hermetic line 
splitting two areas (border/frontier), we can 
also consider a point of passage between two 
domains. It can be hermetic, yes, but it can 
also be devoted to differentiate each area, not 
to split or oppose, but to complement each 
other. Like cells inside our organism adapting 
in real-time to the transit in between these 
two places, allowing homeostasis to take 
place and being able to transform exclusion 
into synergy. Administrative borders inside 
a country or between countries have a simi-

lar function of filtering and modulating, and 
could ideally work in that direction too, but 
are often a source of exclusion, fear and ine-
qualities. Anyhow, what is important to notice 
is that division can be used with different 
motivations: splitting or distributing, preserv-
ing privileges or allowing synergy, generating 
antagonism or organizing the functioning of 
a wider system. It all depends on the inten-
tions it works for.

After being born as an ephemeral commu-
nity, we learnt to modulate ourselves in order 
to answer to new challenges of concrete ac-
tions inside a given context. 

To be continued…
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W h a t  y o u  n e e d  t o  d o  t h i s  p e r f o r m a n c e

Two performers  Two pages of this publication
One cigarette  Two pages of this publication

P e r f o r m a n c e  d i r e c t i v e s

Cut this page and the one after from this book.
In the middle of the space come together with your partner and read alternating Ben’s Breathing 
Instructions (instructions below).
Sit on the floor and make a plane with your page following the drawing «Paper Plane Directions» 
(reverse side).

Take 10 steps from the middle of the space getting away from each other and make Ben’s Breathing 

Instructions, step 1 to 5.
Start throwing your plane towards your partner and try to crash them in the sky.
After some throwing, crease the paper and throw it towards the other performer. 
Start a fight with your partner, trying to pull the other to the floor.
Smoke a cigarette together.

B e n ’ s  b r e a t h i n g  i n s t r u c t i o n s

1. Start with a deep breathing until your fingers tingle.
2. Increase the speed of your breath, breath becomes shallow.
3. Construct an identity; allow your breath to propel to its extreme.
4. Hold breath and move.
5. Repeat differently.

Me estás pasando

e l  a v i ó n
Jihyun Youn and João Bento
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P a p e r  p l a n e  d i r e c t i o n s
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Manifesto of Post-Futurism 
by Franco «Bifo» Berardi



On Lecture-performance

an over
view
Ana V. Monteiro

The ambition of this text, far from exhausting the subject, resides 

in thinking through the lecture-performance practice in relation to 

contemporary art production, its specificities, implications and prob-

lematics.
By choosing a specific form as a point of reference, this paper 

starts by asking the following questions:
Is the emergence of lecture-performances  a symptom of a para-

digm shift?
Which aesthetic and formal means does lecture-performances 

employ to establish a specific modus operandi?
Is contemporary art and performance a product of the fascination 

with aesthetic objects and experiences?
How can art be related to knowledge production?

a r t      r e f l e c t i o n      s p e e c h     m e d i a t i o n    p o s t -
i t s     p o s t - i n d u s t r i a l  f o r d i s t - m o d e r n    d i s c o u r s e     
e x p e r i e n c e   o p e n  s o u r c e  i m p o s s i b i l i t y      
s h a r i n g       k n o w l e d g e      p o w e r      s t r u c t u r e       
e v i d e n t i a      n o t e s     r e s e a r c h  i n f o r m a t i o n      c r i t i c     
w h o ? / h o w ? / w h e r e ? / w h e n ?     a u t o b i o g r a p h y /
a u t o f i c t i o n          l i f e / a r t      b l a h  b l a h  b l a h     
m e m o r y   d e - r e - c o n s t r u c t i o n   p a r a d o x      I / W e 
r e p r e s e n t a t i o n  a m b i g u i t y  « n o  t o  s p e c t a c l e »     
u n c e r t a i n t y      a p p a r a t u s   r e l a t i o n     p r e s e n t a t i o n /
r e p r e s e n t a t i o n  i n s t i t u t i o n      s t a b i l o 
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C O N T E X T S
«It is not certain that the question What is it? is a good question in order to discover the essence or the Idea. 

It is possible that questions of the type: who? how much? how? where? when? are better.»

Gilles Deleuze, The Method of Dramatization

In art’s classical tradition, cognition, knowledge and instruction were included in the artistic 
practice and fruition. In the age of Enlightenment one of the basis for the legitimization of artistic 
production was the establishment of the role of art as an activity that should «teach and enter-
tain», something that communicates knowledge through the filter of an aesthetic experience. This 
tradition was broken by Modernism, which established a new paradigm that consists in perceiving 
art as art, as a social activity that is autonomous and completely based on its own language: «the 
idea of a pure art that rejected not only any kind of social function but also any prompting by any 
subject» (Benjamin).

However, in the 60’s and 70’s, contemporary art renewed art’s interest in the «exterior world».
Developed in the 1960s as a subgenre of performance in visual arts or live art (although the 

actual term was introduced in the field of art during the nineties, through contemporary dance), 
lecture-performances have been used in other contexts such as academia, theater, music or cho-
reography, a fact that points to its transdisciplinar character.

Chris Burden, Yvonne Rainer, Robert Morris, João Fiadeiro, Sharon Hayes, Jérôme Bel, Andrea 
Fraser, Ivana Muller, BHQF (Bruce High Quality Foundation) and Xavier Le Roy are just some of the 
names of artists that have used this form in their practice.

Very little has been written about the history of lecture-performances although the birth of the 
«speaking artist», at least in the visual arts context, has been settled on Joseph Beuys’s «How to 
Explain Pictures to a Dead Hare» (1965). In this work, Beuys, in apparent dialogue with a dead hare, 
goes from artwork to artwork in an exhibition, symbolically addressing art discourses. This perfor-
mance is part of his project of a broadened definition of art, the Social Sculpture, that functioned 
as an illustration of art’s potential to transform society using speech as one of its means or, as David 
Levi Strauss writes: «Beuy’s theory of Social Sculpture arose from his recognition that the core of 
sculpture is the transformation of matter or substance. If we include in our definition of matter 
the actual substance of thought or expression, then the transformation can also include thought, 
speech and society.» (In Midler).

Fast-forward from 1965 to 1989, twenty-four years after Beuy’s performance, Andrea Fraser, in 
the core of the institutional critic wave creates the   performance entitled «Museum Highlights: A 
Gallery Talk», where she reveals how various contextual displacements within the museum appa-
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ratus influence the viewer’s reception of art by using a museum tour guide to address everything 
from a drinking fountain to a gift shop in an extremely articulated curatorial language. Thus, by 
uncovering the political and financial mechanisms by which museums operate, it becomes no 
longer a neutral space in which one is engaged in a cultural experience, but rather a place where 
power and social relations are prescribed.

Both Beuys and Fraser seem to signal a shift of paradigm in the artistic discourse. Becoming 
self-reflexive, the artist now owns discourse and chooses to contextualize art through utterances, 
in different ways: «Where Beuys focused on fostering a community within which to speak about 
artistic practice, Fraser limits her trajectory to subjective and objective relationships within the 
museum sphere.» (Archey)

Jérôme Bel in «Véronique Doisneau» (2004) constructs a solo during which a ballerina talks to 
the audience about her life and career as a subject in the Paris Opera, exposing her opinions and 
demonstrating extracts of repertoire.

Here, the lecture-performance form uses the biographical to reveal forms of social construction 
and the micro-cosmos of the stage reflects upon how roles are distributed in society enacting «an 
anarchic intervention within one of the most hierarchical sectors of the dance industry.» (Ramsay)

This solo explores a deconstructive strategy of the performative presence by disrupting «con-
ventional expectations about the charismatic presence projected by a solo dancer» (Ramsay), and 
thus carries an agenda of emancipation, in Bel’s definition: «It’s knowing what you’re taking part 
in. Not being alienated. Knowing what you’re doing, what it belongs to and what you’re playing.» 
(In Midler)

The reflexive format of the lecture-performance that was first used as an artistic medium to 
question established concepts of the artwork and the mechanisms of the art context seems to 
have become a recognized form of artistic expression. Freed from an art-centric perspective, the 
lecture-performance can be used in different ways, multiple contexts and many purposes, not 
presenting a unified conceptual framework.

C O M P O S I T I O N A L  P R A C T I C E

Before addressing the lecture-performance as a compositional practice, it appears to me neces-
sary to propose a definition of composition. It seems that the concept of composition has been 
loosing its specificity to a particular   artistic discipline and becoming more comprehensive within 
the artistic spectrum. This fact might be related with the intersections and the blurring of the disci-
plinary boundaries that emerged on the second half of the twentieth century in artistic practices. 
So text is no longer necessarily the main axis of theater, as dance is not necessarily the main axis of 
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choreography, as the production of a material object is not necessarily the main axis of visual arts 
practice. In this sense, I believe that the etymological definition of the word composition is today suf-
ficient to both define and comprise different artistic practices in general. Composition connotes the 
«action of combining» or «a putting together» of materials or information. This definition enhances 
the process by which different elements are arranged or placed in relation to one another in order to 
constitute a cohesive work. Its organizational component seems to put the focus on «how», on the 
decision-making process rather than on «what», the substance of the materials that are being used.

The lecture-performance might be considered as a genre or a format understood as a plan for 
the organization of a specific production, in other words, a specific way of composing with particu-
lar implications despite its multiplicity of manifestations.

As we have observed in the examples given in the previous section, the lecture-performance 
seems to be a heterogeneous format, meaning that it involves not only different disciplines but 
also different approaches with different purposes.

However, it is possible to identify some aspects that seem to be recurrent in this practice. 
Janine Hautal makes a provisional suggestion of differentiation for the relations between lec-

ture and performance: «1 the performance as a Lecture, 2 parallelization, 3 installation, 4 the mix-
ture, and 5 the mutual infiltration of performance and lecture.» (Hautal) In the first, the artists take 
the position of scientists by copying the conventions of a scientific lecture, in the second, both 
formats run in juxtaposition, in the third, the separation of lecture and performance is reflected in 
the spatial arrangement, on the fourth, there’s a mixture of both and finally, on the fifth, there is a 
intertwining.

Coming back to more general distinctions, the artist who operates in the borders between lec-
ture and performance tends to include elements of self-reflection, social analysis, discussion form, 
«non spectacular» presence etc.

In recent years, particularly in the performing arts context, the lecture-performances 
might include different mediums in their structure: image, movement, music, video etc. 
An example, is Keith Hennessey’s lecture-performance «Crotch: All the Joseph Beuys Re-
ferences…» (2009), in which he addresses issues about art, history and reference through 
the means of song, installation and movement. Another aspect worth underlining resides in 
the fact that most lecture-performances are solos and not rarely the maker coincides with 
the performer-lecturer.

Frequently, those who intervene address the audience in a form of public speaking that of-
ten transports an aesthetic component: pulpits, tables, slides, retro-projection, blackboards, video 
projection, computers etc. might be some of the elements to be distinctly used.
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However, this apparently modest, pragmatic, DIY (Do It Yourself ) aesthetics includes many 
times not only clear articulation and elocution but also a carefully scripted and precisely construc-
ted performance. In this regard, aspects of orality such as the production of sound and rhythmic 
effects as well as the treatment of visual and graphic component of language might be taken into 
account. In fact, one of the core aspects that seems to be present in most of the approaches to 
lecture-performance resides at some level, in the use of language. In this regard, it seems relevant 
to mention the work of J. L. Austin that disturbed the disciplinary borders between philosophy 
and linguistics. One of the main considerations of his theory consists in what he calls performative 
utterances. They take form of sentences that not only say or describe something but also perform 
an action. A classical example is the sentence «I take this woman as my lawfully wedded wife», 
that, said in the context of a marriage ceremony, becomes an action that changes the status of the 
actors involved. It is by these actions, through language, that the subject is constituted, that his or 
her intentions begin to be part of the intentions of the world and vice-versa.

Lecture-performances use language’s performativity and they imply that saying can be doing.
However, language does not comprise the whole of experience. Thus, enunciation seems to 

exceed experience, there seems to be an asymmetry between what is said and what (or how) 
is happening or is being shown. This tension can be pregnant of the driving force of thought. 
In this discrepancy or disruption seems to reside a compositional strategy used in some lecture-
performances. In the «Product of Other Circumstances» (2010), Xavier Le Roy, using a documental 
approach, alternates the oral description of a creative process with its demonstration or re-enac-
tment of the process through movement. This kind of approach not only uses language in order to 
communicate in a linear and perhaps reductive manner but also includes the body, in its sensible 
and perceptive experience and in its phenomenological and semiotic presence, as an element that 
can generate significance. This ramble of perceptive orders, between language and bodily experi-
ence, can potentially be generative of several layers of thought, affect and reading.

Here, it might be relevant to briefly bring about a pivotal aspect that accompanies different 
compositional practices and that seems to be most relevant on the making of lecture-performan-
ces: dramaturgy. If composition has a close relation with form, dramaturgy has a close relation with 
content or the production of meaning. Here, the dramaturgical is understood as the competence 
to read potential for significance in the compositional process or as André Lepecki reads: «the task 
of imaginative organization in order to communicate.» (in Van Imschoot)

In lecture-performances the layering of information and experience seems to be crucial to a 
form that through different approaches aims to encompass both aesthetical and knowledge pro-
ductive experiences: «It is, rather, how the precise construction of the form serves to hold and 
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disseminate the message, meaning and direct impact of a work of this nature’s true substance: 
progressive thought.» (Milder)

However, many lecture-performances don’t aim to disseminate a specific message (as in 
Jérôme Bel and Xavier Le Roy work examples above mentioned) but are interested on how the ele-
ments and the participants of the situation place themselves or are in relation to one another, as 
Joris Lacoste articulates in an interview: «Nous sommes partis d’une proposition simple: envisager 
la representation non comme un contenu, mais comme la relation entre celui qui agit et celui qui 
regarde». (Gateau)

A N  O V E R V I E W
The manner in which human sense perception is organized,  the medium 

in which it occurs is dictated not only naturally but also historically.
Walter Benjamin in The Work of Art in the Age of Mechanical Reproduction

The lecture-performances emerged from a context of practices that were trying to disrupt the 
limits of production, execution and reception associated with different disciplines by exploring the 
artistic, social and individual spheres.

Today, with the advent of Internet, social networks and open source initiatives, contemporary 
performances reintroduce the figure of the artist-speaker as a cultural agent, beholder of critical 
discourse in a direct addressing to the public. 

Nowadays, the borders between learning, informing, aesthetic gesture, political action and en-
tertainment are becoming more and more ambiguous.

Lecture-performances are inscribed within this context, both being a product and producing 
it, a reflex and a reflection on what can be called knowledge or information society: «a society in 
which the creation, distribution, diffusion, use, integration and manipulation of information is a 
significant economic, political and cultural activity.» (Wikipedia)

This context reflects a paradigm shift regarding the artist. Going through an overwhelming 
process of individualization and no longer autonomous regarding social and historical condi-
tions, she becomes reflexive, seeks to have an active, critical and responsible role in society. 
Art seems to have lost a great deal of its enchantment for aesthetic proposals and became inter-
ested in knowledge productive experiences influenced by postmodern theory, direct democracy 
movements, queer feminism, popular culture etc.

The acknowledgment of the impossibility to separate art from the way in which it is pro-
duced and that the working methods not only determined the stage aesthetics but also created
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opportunities for ideological production and meaning, and lead to a re-conceptualization of the 
role of the artist as a political agent.

Immersed in the immaterial production of information that characterizes neoliberal societies, 
the artist becomes a virtuoso by the use of linguistic skills or, as Paolo Virno states: «Post-Fordist 
work is virtuoso and it became virtuoso when it became linguistic and communicative.» (Sonja)

In this context, the articulation between theory and practice becomes one of the dominant 
features of artistic production «... and putting one’s job into words is part of the skill required to 
perform it.» (Benjamin)

In relation to this, some questions arise regarding contemporary performance making in ge-
neral and lecture-performances in particular:

What are the possibilities of relation between theory and practice within the artistic field?  
Isn’t there a risk that artistic practice becomes indistinguishable of the mastering of the discur-

sive skills?
If capitalism has the ability to assimilate criticism, is there not a paradox in institutional critic 

inherent to many lecture-performances?
In which ways can art operate with knowledge in relation to the flow of information dissemi-

nated via the new media: social networks and open source initiatives?
One of the difficulties found during the making of this paper, resides on the apparent lack of 

theorization on this particular performative practice. That simultaneously constituted a problem 
and a challenge. This fact might point to a marginal or peripheral character of this artistic manifes-
tation despite its proliferation, institutionalization and presence in the program of diverse cultural 
entities: universities, theaters, galleries etc.

In relation to this fact, different questions can be posed: Is the lack of theoretical dissemination 
a symptom of a practice that has been undermined by the dominant artistic and knowledge pro-
duction spheres? Or does it advance the awareness that a theory cannot encompass all its variants 
and, in this sense, a formal definition of lecture-performance may not represent all occurrences 
and contexts of experience?

Both pregnant of possibilities and problematics, the crossing over of different disciplines and its 
heterogeneity of approaches and mediums seem to constitute its most protuberant characteristics.

Between speech and action, reflexivity and fiction, the lecture-performance lies in a porous 
area, bringing up and questioning the relations between art, life, research, dissemination, politics, 
social relations, experience and the production of knowledge.
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Point
    
     of
        ex i t
                   Q&A

////////// What is a point of exit?

//// When do you see the end?

///// What ends and what starts when you finish a work?

//// Is the product more valuable than the process?

///////// How do deadlines influence the process?

/// What do you leave behind?
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J U A N  F R A N C I S C O  M A L D O N A D O

I’M NEVER GONNA DANCE AGAIN (GUILTY FEET THEY´VE GOT NO RHYTHM) 
For me a point of exit happens when I think the piece is finished. Half an intuitive, half an arbitrary 

decision. It can depend on many factors, but I think it is important to stop, to step aside from it, to 

allow it to become something not-me. There, another process starts, the process of re-adapting 

over and over, according to always-changing interests. Normally this is more about the angle and 

focus than about the structure itself: how to approach something done, something not-me. Value 

is a very wide term, but I would say that a product can be sold more easily than a process, unless 

we transform the process into a product, like a reality show, or something.

A L I N E  K R I S T I N  M O H L

I think that bad, unproductive criticism drove a lot of young artists into a work-in-progress genera-
tion.

A N A  T R I N C Ã O

Hard question.
For me there is no point of exit, there is always a constant deepening. Or maybe the point of 

exit is exactly that further engagement. I work in a discursive continuous practice rather than a 
logic of «work as product». Sometimes this becomes complicated because I feel that I dismiss the 
outcome of my research. But what is really challenging is finding the procedure to do. Behind?... 
Yes, always.... But not really though... Important things always come back and always have their 
place to be again embraced.
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B E N J A M I N  K A M I N O

This one is many. 
Sometimes I just get bored and move on, in such a case there is no formal ending, no ritual or 

rite, just leaving.  Sometimes I get tired and fall asleep and when I wake the thing is gone, the work 
itself has passed me by, in such a case I am sad and regretful. I did not take the thing seriously, did 
not show it enough respect.  Sometimes I get angry and throw the thing out like scraps of paper. I 
normally end up cleaning my room afterwards. 

Most often I never end things but keep them moving in front of me, structuring and re-struc-
turing them like Lego toys you convince your parents to allow you to leave out because you are 
building a city in your room. 

I am looking forward, with great fear, to putting things away and starting over again. «One 
should begin from the beginning again».

A L M A  Q U I N T A N A

What is history? Is it there to bring a «perspective» of past events to bond us to our present? How 
do we gather all that we have done/made/experienced etc... Will it still resonate? How can we 
construct what we are while remaining in the «present»?

Traces are left; maybe wonders or desires are not fulfilled. Ending something comes down to 
a decision. A choice to not go any further, to invest no more, because the inner motivation has 
suddenly shifted, the possibilities are no longer reliable. I believe in a clear inner timing -a deep 
dialogue of perception between inside and outside that renders clear a distinction between in-
vestment and withdrawal.

An interesting point might be how you stay in deep communication toward your specific con-
text; toward the constant ground generated to develop your work/practice (toward yourself ).

There is as well a timeline, clearly demarcated by the outside structures; deadlines, festivals, 
theaters, or the planning of alternative spaces. Basically for me it is about directions, dialogue 

and elections. Process by itself is already producing meaning; this meaning-product can be more 
connected to an economical value. Therefore each step of the process alone is potentially the 
product itself. For me documenting almost everything that happens is fundamental.

E S T H E L  V O G R I G

I feel a point of exit when there is an audience. It can be a friend, a guest, or a paying audience and 
it can happen anytime during the process. Even if the «communication» or situation is horizontal, 
when one performs, one usually starts the «conversation».
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The point of exit is when I can perceive the reaction of the person in front of me, when what I’ve 
being working on is shared. After that I can change the performance or never perform it again, it 
doesn’t really matter. Definitely there is a big shift from the circumstances of the private process to 
the ones of a public presentation; it doesn’t matter if I work alone or in a collective. 

Of course the process does not necessarily find an exit with a public presentation, it’s really hard 
to be sure when something ends. Like in life, you sometimes think you finished, passed or are over 
something, and then you realize you are not.  

R E G I N A  P I C K E R

Coming back to «Die Unendliche Geschichte»; In Phantasia with every wish that comes true, a part 
of your memory is lost. So it becomes harder and harder to find the exit. 

Mostly my process ends in a presentation, which could be called the end or my point of exit. 
Mostly I experience it with a set deadline, which helps not to get lost. I question if it is the nature of 
a process not to have an end, because one end opens the next door. 

V E R A  G A R A T 

If I see my work as a continuum that now and then opens to performances, to mark a difference 
between process and product is somewhat confusing. Generally, one work takes me to another,
either because I want to continue a process, or because I want to cut, change, or break it. One of 
the objective moments of a work is the ephemeral moment of exposure of the piece, the mo-
ment of communication, of exchange with the audience. That moment operates like a dense and 
concise core, filled with information. Lately I have become more and more interested in real time 
composition, in which the relation with the audience builds the present of the performance. 

C R I S T I A N E  O L I V E I R A

While thinking about the end, I might have found a beginning: catharsis is a good way to start. 
An end is found when I am intrigued, surprised or delighted. When something bothers me I 
have not found the end, though it can happen. When I feel good with the thing then I have fin-
ished, even if the work is not precisely how I had idealized it. I like to distinguish the difference 
between idealization and imagination: Imagination allows the creative process to develop, it is 
dynamic and it leaves space for chance and material transformations. It is necessary to be open, to 
 accept mutations in the material. I earnestly try desires and several lucubrations until arrival to «the 
perfect shape».
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Experiment. It is necessary for me –different angles, colors, people. I always introduce an
element of variation or instability in my empiricism, expecting that the «shape» will change and 
provide another way to materialize.

Deadlines are necessary for me; otherwise the things I make would have no end. People always 

say: «Time is not enough». It is really difficult to deal with this element, time. In Interferencias each 
one had a time for personal process and together we had group time. So then who is responsible 
to put an end to the experience? And more delicately: Who is responsible to put an end to the 
experience of a group or collaborative process? Another thing: each process is singular; even if 
we are the same people or have the same/similar subjects. Nothing can ensure the success of the 
experience.

After having lived through different experiences of collaboration I could see that what counts 
is what is accomplished. Not obligation or friendship or even agreement.

About product and process.

The most valuable depends on where, when and who is it for. Pas forcement we need to sepa-
rate product and process. If I recorded a video about my experiences, it could easily be the prod-
uct, but the definition of a product implies many other aspects. For example: If I’m selling a process 
that’s my product. This is related and depends on how you position yourself in the market.

M A R T A  S P O N Z I L L I

Deadlines/presentations influence the process as they push me to find a point of exit, which, most 
likely, is not the end of the process. The point of exit is an interesting moment because it reflects to 
which extent I became aware of the material I am working with.

The end is probably coming when I loose interest in the work. This doesn’t include when I get 
stuck or enter in a crisis nor does it ban re-entrance into the work.

C A R O L I N A  G U E R R A 

The light at the end of the tunnel. 
I know when the studio work ended and I have to premiere because I see a white shinny light at 

the end of the tunnel. I see the point of exit when I think the studio work is over. This is completely 
arbitrary and a little intuitive, since I think that every piece is infinite and it keeps mutating over 
and over.

Obviously sometimes there are deadlines and one takes the piece out of the oven before time. 
I hope this will not happen to me again, because I am not interested in tying up my work to dead-
lines. I have had processes of work in the studio that haven’t seen the light in more than a year 
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and a half. Sometimes I get to hate so much what I am doing, that I want to get it off me and do 
something else 

J O Ã O  B E N T O

Normally a deadline is a good engine to finish or to start.
Its not so easy for me to close work, I do it because it is necessary to finish, at least temporarily. I 

consider my work as something organic and in movement, something that is in constant construc-
tion and process.

I leave behind relations and experiences. Specifically in this project, I have memories of a pro-
cess that was really more important than the product. 

S A N D R A  G Ó M E Z 

Many times I just do not see the end of a piece, when a creative process ends, and when we decide 
the piece is done are two different moments. Nevertheless, in these two moments a cycle ends and 
a new world of possibilities starts, both for the creator/creators/performers, and for the audience. 

The process and the result have the same value, the process is as important as the product, but 
it is the product that gives a face to the process. We could say that the process is very important 
for those who experienced it, but we have to be aware that for the audience what matters is what 
is at sight.  A lot of people work better with the pressure of a deadline. Not my case. What I leave 
behind when I end a work is the curiosity about something, and at the same time, new questions 
and interests arise.

H R A F N H I L D U R  E I N A R S D Ó T T I R

A point of exit hardly exists for me. I often find it very hard to leave a work, and for me my work is 
never finished. There is always a way to dig deeper in developing a work, leading towards a new 
direction, or yet a newer work. However deadlines are usually what give me the kick to conclude 
a work, even though I like to think that it is not finished at that point. Presentation may seem like 
and ending, but presenting work to an audience, opens a new door and dimension to the work. 
Process is more important than the product as I seem never to leave the process; this «final prod-
uct» is just another part of the continuum.

H E L E N A  S T E N K V I S T

The end of a process has only to do with deadlines, ends of residencies and premieres. The amount 
of work has to be related to all those parameters so that whatever can exist when you want it to. 
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There could always have been more said. I don’t think a process ever really ends. Performance does 
not work in isolation from the rest of the things you do and whatever it is you do informs your prac-
tice or might even be your practice. When you premiere a work you simply move on to another 
part of your process. The work becomes a product to which you have to relate and it looses some 
of its immense possibilities.

N U R I A  F R A G O S O

At the time of ending a project, the necessity to define where did we get, is a constant. In fact, it’s 
not about reaching the goal because we celebrate the end of a project. Personally, I enjoy to see 
how in each project there is a brain mixture that intends to get along in the research of a common 
objective, and at least, if it does not work continuously, to vibrate for instants in the same frequen-
cy. These are the illusions that make a process so joyful. -That count’s a lot if we forget about the 
notion of costumes, and it is more important to work under the principles of detachment. –Make 
it simple–. Stay calmed.

A N A  M O N T E I R O

There’s no way out?
I suffer from a sort of delay, I guess. I have the impression that when I do a performance or when I 
see one, the process really starts after the presentation. Product before the process.

There’s the intensity of the consumable here and now experience and then the traces: what 
stays? What are the underlined questions? How does it affect? And I’m not talking documentation 
here or critical analysis, I am talking washing the dishes or conversing with someone about nachos 
and by looking away from art realizing something about it.

I am interested in proposals that work at different layers of engagement and ask for a certain 
kind of (in)completion both from the maker and the beholders, a sort of continuation that is not 
linear.  In this sense, the point of exit does not make sense to me; it’s ungraspable, ongoing.

I guess I am thinking performance as a means without ends.
Of course we operate within the demands and constraints of a certain production modes, they 

are intrinsically part of the work we do. Then, to entertain a creative dialogue with those conditions, 
using them, twisting them, acknowledging them, is as part of the job as putting our sweat pants on.

C R I S T I N A  G Ó M E Z 

The creative process and the final product are equally important for me as a creator. As an
 audience member I value the result better. Personally I work with deadlines. In all the creative 
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processes there are doubts about what is the best way to tell that that one wants to tell. Normally 
more questions than answers arise. That is why, for me, having deadlines is helpful; because it 
forces me to be concrete and finally to propose something specific. Specific does not mean still 
or immovable. Once the piece is finished, you will surely present it several times, or even for years 
after you made it. To create is like putting a puzzle together, a puzzle you ignore. You look for the 
pieces, try to make them fit, and sometimes its not until the fourth or fifth presentation that you 
realize there is one piece too many, or in a wrong place. That is why the creative process would 
somehow end when the piece is not performed anymore.

P I E R R E - Y V E S  D I A C O N

The idea of Starting Point imposes by itself the idea of Ending Point, and vice-versa. The arche-
typical notion of «beginning» has an implicit shadow: the possibility of something to end, which 
can similarly be declined into various sub-notions like: step, phase, cycle, achievement, closing, 
entropy, death, limits, outcome/results, exhaustive revealing, reaching through, quest for the
definitive moment, the last chronological facts, etc.

As for a Starting Point, the morphology and the contents of an Ending Point can potentially be 
anything. The same about the difficulty to eventually locate the exact end of something… Even 
when an end is apparently clean and sharp, it’s always possible to vary the criteria in use and to 
go up/down the scales into grey areas. Thus, an Ending Point might appear definitive or temporal, 
natural or artificial, singular or multiple, true or factice, formal or atypical, rounded or anarchic, etc.

Whatever is its aspect and contents, an Ending Point can also be described by the role, the func-
tion or the behavior it has inside the working process. It might operate like:

•  An inertia: no real ending, only a status quo that remains

• An interference: unpredictable circumstances that change, resume, stop or conclude a project.

• An immobilization: no more possibility of motion; forces are in balance and cancel each other; 
maximal augmentation of the entropy; progressive lost of momentum.

• An ultimate task: mission or protocol followed completely (type of completion).

• An arrival point: reaching the initial or updated objectives (type of completion).

•  A breakthrough: a relief, a solution, a sudden turn (type of completion).

• A deus ex machina: an intervention from above; an escaping; an arranging change of rules; a 
way to pass over a very mingled situation without solving it.

• A real or apparent non-success: mistake, surrender, failure, crash, disillusion.

• A count down: a programmed and external limitation; a game over.

• An examination: reflection, evaluation, tracing back, auto-critic.
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• An action: performance, destruction, irreversible changes, transmission, publication, passing 
it ahead; crossing a borderline.

• A repetition: confirmation, regularity, constancy, reliability, mastering.

• A departure point: ramification for engaging a new project or a next cycle; restarting the same 
protocol; closing the circle.

• A resonance: empty spaces; out of the frame; after-project, after-effect.

M A G D A L E N A  L E I T E 

I have very few «finished» works (in the traditional sense of the word).
Lately I find it very hard to say that a work is finished, static. I consider that every work is a 

dynamic process, condensed during the presentation to the audience, but that keeps elaborating 
itself and changing from one presentation to another. I think that the process is just as important 
as the exposition to an audience.

N A D I A  L A R T I G U E

Is this the exiting moment? Is the fact of thinking about it what defines it? Because until now,
I cannot see the end. One thing is influencing the other, and the next one, and the next year. A 
deadline is what allows me to articulate some ideas, and observe what stance I took on a particular 
time. This is a deadline. And I’m late.



For the end presentation of Interfencias 2010 in Mexico City, we 

decided to have a collective performance with the following rules:
• Each one of us had 3 minutes for him/herself to do whatever he/

she wanted.
• Anyone could associate with others and add their respective 

minutes in order to make a common action/scene/act.
• We could also ask the participation of other people for specific 

actions into our proposal (we had for example several scenes impli-
cating the whole group),

• A delegation of 3 people was in charge of editing the whole 
event from these individual scenes,

The process ran tightly during few days: minimal time for every-
one to share his/her idea, to constitute the groups and work on the 
proposals, to show some early tryouts, to elaborate the global struc-
ture and to have finally a general one.

My proposal to

i n t e r
f e r e
Pierre-Yves Diacon
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I decided not to use my 3 minutes and to propose instead some-
thing that would happen transversely in relation to the other and 
acts as a kind of «interferences».

Of course I explained that the goal wasn’t to destruct the scenes 
and neither to work against the construction of the whole proposal, 
but simply to introduce a factor of unpredictability that should (if 
possible) enrich the composition and give a red line throughout the 
performance.

I wanted firstly to create a game that would be played for some 
days between us and later also during the performance, but this was 
too ambitious for the current time and circumstances. Instead, I fi-
nally proposed the simple following protocol of interference:

• At any moment during the presentation, it was possible to pick 
a task.

• Everyone of us wrote down tasks that I collected.
• The tasks were inside a hat placed on one side of the front stage, 

visible to the audience,
• A task didn’t have to be executed directly after being picked. It 

was more like a joker that could be played in a moment where the 
person that picked it felt it would add something to the current 
situation and dramaturgy. It was possible that a task picked by 
someone wasn’t performed at all. It was a tool of composition, not a 
must. The only restriction was if possible to not accumulate too many 
tasks, but to use them before picking a new one. However, this rule 
wasn’t strict and was up to the self-responsibility and discretion of 
each of us. The priority was to support the presentation, not to be 
restricted by a set of rules.

When we tried this layer of interference on top of the other scenes 
during the general rehearsal, these interferences were a bit too in-
trusive and some uses of the tasks weren’t always taking enough 
consideration to what was happening on stage.

Nevertheless, it was the minimal and necessary time to appropri-
ate and understand the latitude of the game. We could then harmo-
nize everyone’s responsibility and sensitiveness for the performance.
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Here is the list of the tasks that were in the hat during the perfor-
mance:

• Have a dance in a corner

• Go to sit on the stairs in the audience and sing (quietly) a lullaby

• Say something about someone

• Make a scandal

• Try to bring all of us on one side of the stage

• Faint on the stairs and stay there for 1 minute

• You have with you an imaginary animal

• Get close to someone

• Smile to people

• Use the word «banana» during the performance

• Sing «Bésame Mucho»

• You are desperately searching for something

• Act towards the back of the stage as if it is the front

• Offer French kisses

• Don’t move at all during a complete act

• Do something you always have wished to do on stage

• Go on stage and do something

• Copy the action/mission of someone else

• Give Ben some love

• Think that tomorrow is the end of the world and act in consequence

• Cross the stage crying

• Kiss Ben in an appropriate moment

• Cross the stage in its two long diagonals on four legs

• Someone is trying to kill you! Beware behind you!

• Invite someone to dance with you

• Find a place in the theatre and dance very virtuously on this spot

• Turn quickly on yourself and experience dizziness

• Cross the stage trying to catch a kind of mosquito

• Take the hand of someone and follow that person





TOWARDS INTERFERENCIAS 2012 AND THE END OF THE WORLD
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I n  2 0 1 2 ,  I n t e r f e r e n c i a s  w i l l  h a p p e n 

i n  t h r e e  c o u n t r i e s :  M e x i c o ,  P o r t u g a l 

a n d  A u s t r i a .  E v e r y b o d y  s h o u l d  b e 

p a r t  o f  t h e  o r g a n i z a t i o n .

N o m a d i s m  i s  a  c o n d i t i o n  f o r  t h i s 

r e s e a r c h .  B y  c h a n g i n g  c o n t e x t  a n d 

p l a c e s  w e  c a n  e x p o s e  o u r  a c t i o n s 

t o  a  v a r i e t y  o f  i n p u t s  a n d  r e s -

p o n s e s  t h a t  w i l l  d e t e r m i n e  o u r 

m o d e s  o f  o r g a n i z a t i o n . 



 I N T E R F E R E N C I A S  1 6 7 

Interferencias 2012 started to wonder about:
W H A T  C A N N O T  W E  D O  A L O N E ?

Here some collective ideas wrote in a Titan Pad. 
Let’s maybe start with what we already know as 
things we do alone. Actions that require or are 
rendered simpler in solitude.

S O ,  W H A T  C A N

W E  D O  A L O N E ?

1. Masturbation (pretty obvious) what about 
«the other» on your mind? ahah... hahahaha
2. Solitaire (a simple card game using the whole 
deck in which a shuffled stack is converted to 
four ordered stacks based on suit using a formal 
system of organization and a system of draws.)
3. Solo dance show.----you can never make a 
solo alone dude...how many movements, ideas, 
thoughts aren’t we reproducing/recreating 
each time?
4. Meditate
5. Writing
6. Swimming

7. Read a book.
8. Wash the dishes 
9. Piss
10.Shit
11. DIE
12. Dream
13. Eat
14.Think
15. Talk

As this list grows, we can maybe begin to 
study similarities and differences with the goal 
of seeking for the relationship between things 
we do alone and things we cannot do alone. 

WHAT WE CANNOT DO ALONE?
1. Large scale riots
2. Kill a bear
3. Monitor the vector direction and direction of 
rotation of an electron.
4. Enact a live action role-play game (Pierre-Ive 
style.)
5. Relay races
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6. Three legged races
7. Sex
8. Group sex
9. Cult mass suicide
10. To born
11. To be witnessed
12. Eat!
13. Wake up in the morning... (at least me)
14. Performing arts
15. Small Talk
16. To channel William Blake
17. Gossip
18. To get married
19. To commit adultery
20. To have surgery
21. To push a 3 ton rock over a hill
22. To sing on a chorus
23. Synchronized swimming
24. To make a conference
25. To be arrested
26. To make practical jokes
27. To tell secrets
28. To take a class
29. To give a class
30. Punch fight (if you disregard Edward Norton 

office scene in Fight Club)
31. Sell door to door encyclopedias
32. To work in a call center
33. The reenactment of the Berlin’s wall taken 
down
34. To get an award
35. Class Reunion of ‘98
36. To do a collaborative project like Interferencias
37. To meet a stranger that changes your life

38. Revolution
39. I am highly doubting about this one: to 
communicate?
40. To be baptized
41. To bet
42. To be laugh at
43. Back Scratching (if you don’t have the 
scratchy hand or long arms)
45. Waltz dancing
46. Shamanistic and trance ritual
47. Rave Party
48. Party
49. To make a political party
50. To build a three story flat
51. To make a fire camp
52. French kissing
53. Shiatsu and Thai massage
54. To found a sect based on the assumption 
that Berlusconi, Merkel and Sarkozy are in fact 
aliens from outer space and that they are trying 
to colonize the Earth
55. To found a sect based on the belief that in 
2012 the center of the Earth will shrink and 
therefore there will be less gravity, so people 
will have less thoughts and walk approximately 
5 cm from the ground 
56. To imagine the «unimaginable»
57. To think the impossible
58. To make the «un»expected
59. To turn yourself inside out
60. To make a journal
61. To challenge our oh so dear assumptions 
that make us feel foolishly secure like we are on 
the right path
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62. To make us aware of our oh so dear assump-
tions we don’t even know we have
63. I can’t hear the word sharing anymore so; 
accord, administer, allot, apportion, assign, be 
a party to, bestow, cut the pie, deal, dispense, 
distribute, divide, divide with, divvy, divvy up, 
dole out, experience, give and take, give out, go 
Dutch, go fifty-fifty, go halves, go in with, have 
a hand in, have a portion of, met out, parcel out, 
part, partake, participate, partition, pay half, 
piece up, prorate, quota, ration, receive, shift, 
slice, slice up, split, split up, take a part of, yield
64. SM
65. Be ordained as Buddhist nun
66. Tango dance
67. Exist
68. To Borrow 
69. To make this number
70. To Lend
71. To make a book

Maybe doing things together is the only 
validation for doing things at all. Or maybe this 
is our greatest mistake. 

So I almost just erased this whole thing.
Shit! That was scary.

Reading through this pad is fun; I especially 
like the Time Slider application where I can 
watch the genesis of it as a movie. Great device 
this time slider, even if we know that time does 
not really exist it creates indeed a very good fic-
tion!

So reading so many fun answers is making 
me see trends. I can say that it seems (other 
then the ones I do not quite agree with) that 
those things which cannot be done alone re-
quire ... a political interaction, a community, 
and at the very least a position of power.

 
Individualism fogs those acts, which we de-

fine as things we can only do alone.

So, let’s dance a song...

good idea. I will now dance a song.

ok, I will sing a dance... actually this is an 
idea...if you send in a dance I can sing it, any 
suggestions of dances that you would like to 
see sang?

And we can dance lyrics also, without knowing 
how the sound of them goes,.. I would love to 
see a dance on these lyrics

It could fill spoon full of diamond

Could fill spoon full of gold

Just a little spoon of your precious love

Satisfy my soul

Men lies about them

Some of them cries about them

Some of them dies about them

Everything a fightin’ about the spoonful

That spoon, that spoon, that spoonful
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It could fill spoon full of coffee

Could fill spoon full of tea

But a little spoon of your precious love

Could had enough for me

Men lies about them

Some of them cries about them

But everything fightin’ about the spoonful

That spoon, that spoon, that

Fightin’ ‘bout a spoonful

Fightin’ ‘bout a spoonful

It could fill spoon full of water

Save you from the dessert sand

But one spoon of little forty-five

Save you from another man

Men lies about them

Some of them cries about them

Some of them dies about them

Everybody fightin’ about the spoonful

That spoon, 

that spoon, that
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