
AFTERWORD PROJECT 
PARTIAL REMAINS

This text began as a conversation recorded 
in three parts1, one year after the last time 
material / rearranged / to / be (hereafter 
material) was presented at Bluecoat, 
Liverpool 1–9 July 2017. Two key questions 
formed the basis of the conversation. What 
did you take away from the experience 
and do you notice any related changes in 
your artistic field or community? Project 
documentation was made available including 
images, scores, research and development 
notes, engagement activities and artist 
folders as well as individual interviews 
conducted after the first presentation at 
the Barbican, 20-28 January 2017. The 
aim on the part of Siobhan Davies Dance 
(SDD) was to reflect back on the project, 
to exchange and deepen understanding 
within the artistic collective as well as to 
gather insights that might be made public, 
not as a comprehensive analysis but as 
partial remains and fragments. What follows 
is an edited compilation of these. Short 
descriptions of each artwork created for 
material can be found in the Appendix.

SDD has always been committed to the role 
of conversation in and around the making 
process, exemplified in the Conversations 
around Choreography in 2008.2 Conversation 

1 Conversations recorded on 5 June 2018 with: 
Siobhan Davies, Scott deLahunta, Matthias Sperling, 
Emma Smith, Andrea Buckley, Sarah van Gameren, 
Tim Simpson.

2 Conversations Around Choreography. https://
www.siobhandavies.com/whats-on/talks-events/
edmund-de-waal-conversation/ (accessed 17 
November 2019)

was the starting point for material, which 
began partly as a result of an invitation 
to participate in the American artist Doug 
Aitken’s project Station-to-Station at the 
Barbican Art Gallery in summer 2015. “We 
were asked to be in a public process of 
making, and I chose four artists I knew well 
and three I knew less well to invite someone 
they very much wanted to speak with in a 
public situation”.3 

Authors/Editors: Siobhan Davies, Lauren 
Wright, Matthias Sperling, Emma Smith, 
Andrea Buckley, Efrosini Protopapa, Charlie 
Morrissey, Helka Kaski, Sarah van Gameren, 
Tim Simpson, Scott deLahunta. 

Scott deLahunta: Siobhan, you wrote in 
the catalogue that the first experience of 
material was a series of conversations you 
invited the artists to engage in. Can you say 
something more about that?

Siobhan Davies: I like to ask each artist at 
the beginning of a work period to talk about 
what matters to them at that moment, not 
what I or others remember of them from 
even the recent past. But it can be hard to 
stand up and talk about yourself. So I asked 
each one to choose another person whom 
they wanted to speak with in front of the 
rest of us. In this way the artist could deflect 
some of the pressure and the rest of us were 
introduced to someone we did not know.

3 Davies, S., (2017) “Introduction”, material / 
rearranged / to / be (catalogue), London: Siobhan 
Davies Dance, pp. 37-43.
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Scott: What does conversation contribute 
to a creation process?

Siobhan: Conversation is a way we can 
reveal ourselves. The dialogues become 
engrossing and information bubbles up. 
Nothing has to remain fixed afterwards but 
conversation is a way of doing and doing 
is part of learning and making. For these 
conversations at the start of material, each 
of the individuals involved used language 
belonging to their discipline, history and 
culture. It felt good for us all to expand our 
language by appreciating someone else’s 
use of words, which might resonate with our 
own, but re-explain them in different terms, 
wake them up again. 

Scott: What I like about your emphasis on 
expanding language is how it supports 
a process when different disciplines 
are involved. Since material brought 
together artists working in dance, visual 
arts and design, I wonder how you each 
experienced this?

Emma Smith: I think for me this is the first 
time I collaborated with dance movement 
as a practice. That was in itself a completely 
new development in my work, and it was 
particularly interesting working with Efrosini 
[Appendix NOTE NR. 1] because the focus of 
her choreographic practice is around scoring 
which felt familiar to me, so we had some 
synergy in the way we approach practice. 
But one of the most refreshing things coming 
from working on material was that even 
if there were these shared interests and 
approaches, all of the references everybody 
was using, the material, practitioners and 
histories that people were looking at were 
very different because of coming from a 
different discipline. For me that was really 
productive and opened up lots of new 
avenues for thought and fields of enquiry to 
explore in the future. Material also left me 
feeling it would be exciting to explore further 

collaborations with movement practitioners.

Charlie Morrisey: I’m sure there are many 
things that affected me in terms of being in a 
making process alongside so many different 
artistic practices and approaches. How so 
is difficult to put my finger on. It’s partly just 
a matter of perspectives – of feeling the 
presence of other works in a space and how 
those works changed my sensation of being 
there. The attitudes of the other artists gave 
me a sense of other possible ways of being, 
both in the space and with the audiences 
that came through the spaces. 

Efrosini Protopapa: I would say that working 
with Emma on material alongside other 
visual artists and designers made me think 
more critically about the visual coherence of 
the different works I contributed to. At the 
same time, I noted differences in how we 
engaged with abstract concepts, structured 
our working time, tested materials, but also 
dealt with practicalities including resources 
and money. But the differences are not 
only between artists working in different 
disciplines; they also exist between those 
of us who identify as working in dance 
and choreography. The way we each work 
with time and space, image and the public, 
movement and action, varies enormously. 
Even though supposedly working in the 
same field, we also brought into the space 
quite distinct perspectives, languages and 
references. So I learned a lot from everyone, 
including the other dance artists in the room, 
because it is rare to be making work in 
dance alongside peers in a situation where 
you can have an exchange on your working 
process and preoccupations regularly and in 
a structured way.

Matthias Sperling: It is interesting to hear 
Emma and Efrosini mention this idea of 
new references coming out of participating 
in this project. That makes me remember 
that Warburg [Appendix NOTE NR. 2] and 



references around Warburg like George Didi-
Huberman were things I was introduced 
to through this project and that remain 
important to me now. So material was a kind 
of introduction to begin an engagement with 
this body of thought and I have an appetite 
to continue further with that. The other topic 
I didn’t go as far with during material is 
systems theory and cybernetics. So there 
are these initial threads that became a set of 
interests for me that I remain engaged with.

Sarah van Gameren: Working on Datum 
[Appendix NOTE NR. 3] as designers gave us 
the gift of the relationship between Siobhan 
and Helka, which brought a new ingredient 
to our palette because normally we don’t 
have the opportunity to work with people 
like that. So if we collaborated again I would 
be really curious to learn more about how 
Siobhan and Helka work together so that 
could become a greater part of our collective 
approach. As this was the first time for us 
working this way, we had to be observers 
of their working, which means we couldn’t 
really find the fullest expression of this yet. 
I think next time around we will be in a bit 
better position to take more from your side 
and give more space to it.

Tim Simpson: We made a conscious 
decision quite early on that we wouldn’t 
become ourselves part of the work. By being 
outside it, we were able to better control 
what we wanted people to see. But this was 
very different working with Siobhan and 
Helka, because we didn’t want to dictate. We 
just wanted to make a framework that would 
give them a chance to bring themselves into 
it.

Helka Kaski: For me this was the first time 
working with designers like Sarah and Tim, 
and I think I anticipated that their thinking 
would focus more toward something with 
a final form. So it was very inspiring to me 
that our conversations reflected on the act of 

working, processing and change. This led us 
to discussions about gravity, the passing of 
time and action, and also the work Figuring 
[Appendix NOTE NR. 4], which Siobhan 
and I had begun devising for materials. 
Perhaps my after-thought for the future of 
Datum would be to go beyond how it was 
performed in materials, which exposed our 
collaborative decision making in drawing 
something that was choreographed to come 
out the way it did. But Siobhan and I would 
find huge pleasure in negotiating the chalk 
line between us in the studio, making messy 
drawings with overlapping, straight lines. The 
‘not-knowing’ what we were making excited 
me, but didn’t fit into the frame of what 
Datum was becoming.

Scott: Sarah your comments about 
learning more about what Siobhan and 
Helka were doing, what they brought to 
the collaboration; that makes me ask the 
question, are performing and dance artists 
developing a certain expertise working 
in galleries or museums in very different 
conditions from a theatre situation?

Matthias: One of the things I have taken 
away from the experience of bringing 
choreographic work into a gallery context is 
a reflection on the duration of performances. 
I feel that has moved on for me since the 
experience of Table of Contents and now 
material. I think we, and the field, are in a 
place now where we can be more specific 
about the most appropriate duration for 
a specific piece of work and also about 
the kind of context it might need within a 
gallery. So that it needn’t have a duration 
that is determined by the opening hours 
of the gallery, but a work can have a 
duration that is specific to it. Also the work 
wouldn’t necessarily need to have the kind 
of audience engagement that seems to 
have been in the exhibitions and the gallery 
previously, but one can also invite audience 



members to be there at a particular time for a 
particular duration.

Helka: Choosing to present dance in a 
gallery context is still a very curious one for 
me. In this project we have been lucky with 
the time, the range of collaborators’ skills, 
support of a recognised organisation and 
the negotiation that has gone into preparing 
the best situation for both the galleries and 
the artists. However, the conditions the 
performing artist needs to be able to support 
the work and its performers are not always 
in place like this for it to flourish. And I’m not 
pointing a finger at the gallery context, we as 
dance artists need to have courage to speak 
out as we now have years of experience 
in bringing work to the galleries. And this 
is where I find the conversation that was 
constantly a part of the process of making 
material so valuable, that practice of using 
one’s voice and the act of being heard. 

Efrosini: The gallery context allowed me to 
work more freely with different media and to 
think of event spaces, setting up situations 
that involved the audience in different ways. 
[Appendix NOTE NR. 5] And to consider 
how the work becomes public and how 
visitors encounter what I have placed in the 
space amongst everything else that is on 
offer there. At the same time, like Matthias 
says, with material I felt that we also had 
an opportunity to test how much we were 
willing to change or control the conditions 
determining how the audience engaged with 
our individual work, and to what extent we 
were willing for the overall event to affect 
those conditions.

Scott: That reminds me of a short interview 
I have listened to with Claudia La Rocca 
about dance in museums, how dance sort 
of gets “thrown into the public areas” and 
that in order for dance to be thoughtfully 
integrated into the artistic life of the 
institution, it must be “contextualized in a 

larger curatorial framework.”4 Would you 
say that material seems to have set up the 
opportunity for this larger framework to be 
constantly in view somehow?

Emma: Yes, and because material was a 
touring project, it allowed us to think those 
things through in quite different gallery 
contexts. How the public used each of those 
galleries5 we were in was very different, so 
how we occupied the space and how we 
interacted with the public was also different 
in each of the spaces we worked in. Also I 
think when the relationship with the space 
becomes really more collaborative, you 
are getting insight prior to a project into 
those sorts of dynamics from working with 
the curators and gallery staff, people who 
use those spaces that we were working 
in. So that opens up another layer of who 
contributed to material, kind of another layer 
of who actually was part of the work. Even 
though we didn’t necessarily think of them as 
part of the full team, they, the curators and 
staff, are really crucial.

Scott: What about the relationship to the 
audience for the choreographer/performers, 
how did that effect your work in material?

Siobhan: Performing in front of an audience 
for extended periods of time re-plucked 
my senses to the necessary and immediate 
response I can build and learn from between 
a member of the public and me. During 
material the audience was free to wander 
between the works. So the lifeline between 
us could be fragile and it was exciting for 

4 Questions of Practice: Dance Critic Claudia 
La Rocco on Dancing in Museums. https://www.
pewcenterarts.org/post/questions-practice-dance-
critic-claudia-la-rocco-dancing-museums (accessed 
17 Nov. 2019).

5 For a list of the galleries and past events: https://
www.siobhandavies.com/work/material-rearranged-
be/ (accessed 17 Nov. 2019).
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me to return to and renew the questions that 
performance asks. That process began as 
Helka and I devised our work for material, 
[Appendix NOTE NR. 4] and it was in part a 
response to working with the still imagery 
from the Warburg collection [Appendix NOTE 
NR. 2]. Instead of trying to embody the pose 
we saw on the paper, we researched how 
our bodies remember. Specifically we were 
looking for the feeling of an action.6 We 
came up with the term ‘hovering’ for how 
we worked. This hovering felt super alive 
and unsettling, and it meant that whatever 
gesture we devised had to be open to 
change at every millisecond of its existence. 
We began to understand how a movement 
hovers in us in an unfixed state as much 
as a thought can hover, as we begin to find 
its parameters. Without this, the movement 
or gesture would become too finalised, 
too photographic. We also used hovering 
in performance to keep the connection 
between each other and our audience. 

Charlie: How we inhabited the different 
gallery spaces together as artists and 
audiences also served as a very rich ground 
for experimentation for me, for researching 
what happens when people navigate live 
work in a gallery space. [Appendix NOTE 
NR. 6] The presence of the different artists’ 
work gave me an opportunity to experience 
the work as both performer and viewer, 
and this is informing me now in my current 
research. It’s something to do with loosening 
or opening up the space of performance 
to include or invite the viewer into a more 
active engagement with the work they 
encounter. Or to ask how it might become 
a more active encounter. material opened 
up a series of new questions for me about 
the behaviours of both audiences and 
performers in environments less encumbered 

6 ‘How the body feels when it is in the act of doing’ 
was a key idea informing the creation of material.

by the implied behaviours or histories within 
theatrical contexts. So what do these other 
histories and behaviours implied by the 
gallery or museum spaces activate or shine a 
light on in the creation process?

Andrea Buckley: Similar to Charlie, 
doing material exposed me to the kind of 
environment I would like to continue to 
work in, in terms of how the audience has a 
relationship with the work. [Appendix NOTE 
NR. 7] That feels like something that I want 
to keep exploring. I think that has also come 
from previous projects like Table of Contents, 
and I have become more interested in finding 
more ways to understand that. I’m trying 
to be flexible or open with thinking about 
whether my live presence is important or 
whether it can also be a recorded presence. 
My thinking here also has to do with what 
a live presence sets up, how an audience 
can view the work but still have their own 
autonomy within the given surroundings. I 
have a desire to keep nudging and testing 
that more, and I would like to find out where 
that all sits within the environment where I 
am now. It feels if I’m making new work it’s 
going to be more about being here in the 
northwest. So I’ve got my search light on and 
am definitely curious about how to continue 
that way of meeting the public.

Matthias: The project allowed me to make 
a body of work that had different iterations, 
[Appendix NOTE NR. 8] because I made 
the three versions of my work, and that is 
interesting for me. I haven’t done that before 
I don’t think. In this project, from quite 
close to the beginning, I had the idea that 
the same core work would exist in these 
different forms. And so what that has ended 
up producing is quite flexible, and I’ve ended 
up bringing it into different contexts. For 
instance, before the premiere of material I 
made a group work based on the ‘looping’ 
task on stage with the Northern School 



of Contemporary Dance post-graduate 
company. It was also a video installation 
in an exhibition at DeMontfort University in 
Leicester, and I’ve shared the ‘looping’ task 
in workshops with different groups of people.

Scott: So it seems we are now looking at 
the question – what did you take away from 
the experience of material?

Emma: For me, although it’s been a while 
since the project has happened it feels 
like there is not enough time yet to know 
necessarily what the full outcomes or 
impact of the project are. I’m aware that 
what tends to happen is you have other 
projects booked that you then go on to 
working on straightaway. So it takes a while 
for you to have enough space for things to 
have percolated, or to end up transforming 
themselves into new things. Just taking the 
time now to listen to the interview from after 
the Barbican7 and think through what were 
the key things for me at that point mid-
way in the process has been interesting. 
And there are things which seem to have 
been followed through which I hadn’t really 
thought about until now. For example, in the 
interview we discussed architectural space 
and creating different environments within 
a gallery context. And I realised that a large 
part of the show I’ve been working on at the 
Bluecoat, is architecturally devised in a way 
that was not so prevalent in my practice prior 
to material. So it feels like maybe there is a 
combination of links I have not yet seen.

Andrea: In the moment, there is a lot more 
space between me and making work or 
being in the studio. So, I guess I’m more on 
the periphery of the impact of material, there 
is a memory there of having been involved 
in something that had a structure. It’s just a 

7 Individual interviews with each artist were 
conducted after the first presentation at the Barbican, 
20-28 January 2017.

slow process and it needs time. And there 
is nothing that is making anything happen 
quickly, there is simple slow time and I’m 
just aware of the peaks and troughs of that. 
There is still something in me that would 
like to follow up on the collaboration with 
Dan Williams that happened for material. 
And I think this is why it is slow. It’s more 
about addressing the collaborative process, 
and about me not leading it. So it’s about 
us finding out what that is and that feels 
different from in the past. It also has to do 
with thinking about how different disciplines 
demand different responses, something I 
experiencing with material. And now it feels 
like we are trying to find ways where we can 
both lead on our own things and finding a 
collaborative process that’s new for us, Dan 
and I. That might mean some new processes 
are arising for us from being involved in 
material. Does that make sense?

Scott: Yes it does, you have already 
mentioned being up in the northwest now, 
where it seems you are taking the time to 
see what evolves in that environment which 
is not London. Especially if you remain 
interested in this new relationship to the 
public.

Charlie: Referring back to my last comment 
about how performing in material stimulated 
for me questions about how live performance 
can be accessed outside of traditional 
spaces and how those environments can 
imply a different relationship between 
the audience and the work. I have been 
wondering what the implications might be 
for the creation of the work itself, how can 
the context of place and relationship to other 
works open something up about what feels 
important to make? I’m in the middle of 
creating something with a group of dancers 
that is attempting to work with this question. 
A big part of my research in both Table of 
Contents and material was how some of the 



depth of information that is communicated 
and processed in action within a workshop 
or creation process in the studio situation 
can find it’s way into the performance 
context. And how an audience can be 
implicated and included in what happens 
when they encounter performance? There is 
this question for me about how something of 
the creation process might extend into the 
performance, or maybe how the process of 
coming into contact with audiences in these 
very particular environments informs the 
work itself as it is being performed. I wonder 
what room there is for the encounter with the 
audience to somehow transform the work in 
interesting ways without the integrity of the 
work itself being diminished?

Sarah: We haven’t done so many installation 
things recently, so any follow up is a bit in 
progress with us in the moment, and we 
haven’t got much to show yet of work that 
has been influenced by material. But I think 
the most important thing is we talk a lot 
about it and also reference this work a lot, 
in particular what was for us its authenticity. 
We talk a lot about when something feels like 
it’s real or when it becomes a contrived layer 
in our work at the moment, and we try to be 
closer to the authentic. I think this experience 
was very important for that.

Tim: It may be the difference between doing 
and thinking. That’s how I am aware of it 
and how I’m thinking about things now. 
In the process of thinking you can end up 
with a product, an outcome that is very well 
thought through and considered, but in the 
process of doing you have a kind of residual 
energy from that. Maybe the outcome isn’t 
so determined, but there is a truth in the 
actions, provided they can be read. I wonder 
if that makes sense?

Siobhan: Yes it does and it is interesting in 
relation to something we were talking about 
this morning about the play between what 

might be initially described as conceptual 
or as corporeal. One artist having a concept 
which draws movement out of them and 
one artist moving in order to help find the 
concept. Both are creating a resource 
they can consistently return to, a place of 
thoughts and sensations which can renew 
the commitment and increase the energy 
needed for the artists to continue as the 
work evolves. 

Efrosini: Yes, precisely. I found that the time 
and space we gave to conversation allowed 
me to work on concept formation for longer 
than I might have done with previous work. 
Maybe this is why I felt that I could take 
more risk in experimenting with form and 
media. What has remained from all those 
explorations for me is a renewed interest in 
the action of thinking or the movement of 
thought, which I am keen to test in different 
spaces and situations. In this way, material 
has become a resource for future work and 
for conversations with practitioners from 
other fields. Recently, I returned to formats 
I played with for material in a workshop 
with Theatrum Mundi at Cittadellarte8 in 
Italy. They do research into architecture and 
urban planning, and the workshop has led 
to further conversations with them on how 
a choreographic approach to thinking can 
inform understandings and uses of public 
space.

Scott: We have covered quite a few things 
you have all taken away from working on 
material. We also talked about the time 
it takes for its impact to be felt by you 
personally. I am curious if anyone sees 
perceptions changing around material, 
perhaps not because of it, but somehow 
connected to it. Changes in how galleries 
think about this work, how the public is 

8 Theatrum Mundi Website. http://theatrum-mundi.
org/about/ (accessed 17 Nov. 2019).
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reacting or in your own artistic community?

Siobhan: One thing is clear that many 
others are doing dance work in galleries. So 
it would definitely be wrong to take credit, 
but we might have encapsulated or framed 
something that supports that thinking, which 
can be either used or talked about.

Matthias: I think there is a new familiarity 
with people in the gallery world, like for 
instance when I was at the Block Universe 
Festival9 last week. Now when I go to such 
events I see people like Leila Hasham, the 
curator we worked with at the Barbican, 
and we greet each other and chat. Before 
material that would not have happened, so 
there is a new network emerging. We are 
going to the same things that we have a 
shared interest in. There’s a scene, which 
there wasn’t before. But it’s more than just 
networking. There is a growing scene of 
performers who are the ones who are doing 
the work. So this relates to what I said before 
about being specific about the work and the 
context it might need within a gallery. There 
is a body of knowledge like that emerging 
amongst a group of freelance performers 
who are learning to adapt for and in many 
different contexts. And that’s both in the UK 
and internationally.

Efrosini: It seems like the field as a whole 
is starting to share questions and concerns 
around how we make and present work 
in galleries and museums.10 Some have 
to do with the working conditions and the 
ways dance has entered the visual arts 
market, and others concern the new creative 
possibilities these contexts offer us as 

9 Block Universe Festival Website. http://
blockuniverse.co.uk/ (accessed 17 Nov. 2019).

10 Dance and Art Form: Why Dance in Museums? 
https://www.siobhandavies.com/whats-on/talks-
events/dance-and-art-forum-why-dance-museums/ 
(accessed 17 Nov. 2019).

makers and performers. I am particularly 
interested in how choreographic practice 
itself might be changing because of more 
work being made for museums and galleries. 
And are such renewed approaches to the 
body and to modes of presentation feeding 
back into practices for the stage, or even 
training in dance and choreography? 
Something I find fascinating and which I have 
only recently come to realise is how material 
also demanded that I construct my work 
as something more open or porous to be 
presented alongside other live and non-live 
work. Perhaps this is another thing the dance 
field is learning, how to make work that 
can sit alongside other kinds of work. I also 
wonder if a broader question is emerging 
about the kinds of curatorial logic that might 
underpin or hold together a number of dance 
works in the space of the gallery.

Charlie: One of the things becoming clear 
to me is the need to think about where 
performance work can happen and what 
each context can offer to the possibilities of a 
work itself. Of course it can happen in many 
places and does, but maybe something 
like material exposes how something can 
happen that transgresses definitions of what 
a particular space is for. The live work tests 
something about the habits of a gallery 
visitor, and the gallery tests something about 
the assumptions of the performer. One 
thing that springs to mind is the experience 
of, on the one hand being ignored in the 
gallery space and on the other, being given 
someone’s full attention. There’s something 
here for me about being an object, or a work 
in a space, and simultaneously a performer 
and a person. In relation to what Matthias 
said about a body of knowledge emerging 
amongst other artists I see this too, and I 
think that works like Table of Contents and 
material are definitely contributing to that 
body of knowledge. These works contribute 
to an encouragement for other artists to step 

http://blockuniverse.co.uk/
http://blockuniverse.co.uk/
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into spaces that may have felt out of bounds 
to them.

Siobhan: Sarah, have you noticed in the 
design field any new ways that designers are 
working with live elements? Because you 
have been involved with material, has that 
made you more aware of other events like 
this in the design field?

Sarah: It’s a very interesting question, 
because I think the answer is no. I think there 
is an opportunity at the moment, and it feels 
like in design everyone knows that there 
needs to be a complete change of mentality. 
But it’s not happening, and it’s remarkable 
how long it’s taking. You would think that 
this kind of movement toward being more 
authentic or truthful as we discussed earlier 
would be about to happen. But you don’t 
really see it yet.

Tim: That’s interesting because I would say 
I don’t identify ourselves with that particular 
discipline of design. I’m not bothered by it 
in a way, and I find, you know we say we 
are designers, we are schooled in design 
and when you think of design, you tend to 
think of functionality, of somehow serving 
a purpose or a user. But the difference I 
suppose in the way that we work, the way 
we apply ourselves to different projects is 
that the value we seek is an artistic value.

Scott: We have touched on a lot of key 
ideas in reflecting on material, about what 
its impact has been on your own practice 
and where you see possible changes in the 
field. Does anyone have any final thoughts?

Helka: I would like to highlight the privileged 
experiences we have had working with the 
support of an influential organisation like 
Siobhan Davies Dance. Support like this is 
not a given in this field, and it means that 
we now have cultivated several years of 
experiences so we can begin to feel more 

resourced when entering these sensitive 
negotiations that take place with galleries 
and museums… if that makes sense. Our 
work seems suitable to those spaces, as our 
creations communicate something about that 
initial starting thought, the very first question 
about the feeling of being in the doing act, 
the sensing act. This for me continues to 
inform and help me in understanding and 
articulating my work. Not only in terms of 
the performance practice, but the process 
of negotiating one’s way toward a shared 
moment. As much as I feel that the visual 
art context can be a problematic space 
for presenting dance work, I also, as both 
performer and audience, appreciate the shift 
in my perception of time and space that the 
different spaces in a gallery encourages. 
Many of us, artists, curators and writers, 
have a hunger to understand better what 
we do. For me, the prolonged time for 
practicing, for performing and watching in a 
gallery, this makes me more sensitive to the 
coexistence of the work with our audiences.

Charlie: material was a learning by doing 
experience for me in many ways. I had an 
opportunity to test something over and over 
and over again. This gave me an opportunity 
to do something like the same thing in many 
subtly different ways. I could feel something 
like success and failure and be suspicious 
of my own perception of either of those 
things and all the places in between. I could 
ask questions about performance, about 
space, about how something is altered 
by the environment, and also about the 
integrity of something I’ve made, and how it 
survives or struggles to continue to be itself 
when all around is in constant flux. And to 
question whether that idea of surviving or 
maintaining itself was good for the work or 
whether the nature of such work is that it 
must necessarily be transformed in response 
to the changing conditions, like we’re human 
and subject to constant change.



NOTE NR. 1

Emma Smith imagines a future characterised 
by new bodily abilities, this time reliant on 
training our capacity for empathy to such an 
extent that we can feel through the actions 
of another body. Smith’s visual art practice 
is generally concerned with elaborating the 
interconnections and intersubjectivity that 
exists between people, and in particular at 
hidden forms of connectivity. For material she 
created I+I : Variations on Alteroception, an 
architecture consisting of suspended screens 
made of copper pipe and translucent paper 
inscribed with visual scores. The structure 
takes influence from Japanese architecture 
– its nuanced relationship between inside 
and outside as well as a dynamic capacity to 
allow constituent parts to be re-arranged on 
each installation.

Working with choreographer Efrosini 
Protopapa, Smith offered a series of scores 
providing instructions for exercises to hone 
the body’s potential for alteroception, which 
means feeling through another body. Smith’s 
structure allowed visibility of bodies in the 
space around and within it. The suspended 
scores considered thought as movement and 
are activated by reading and observing other 
bodies in relation to them. The structure 
was accompanied by a number of live 
experiments allowing Smith to test the ends 
of the body.

I+I : Variations on Alteroception. Suspended scores. Credit: Hugo Glendinning.

APPENDIX



NOTE NR. 2

In Aby Warburg’s Mnemosyne Atlas, bodily 
material is rearranged. Beginning in 1924 
and throughout his life, Warburg gathered 
still images of moving bodies and placed 
them in relation to one another to create 
mobile meanings. The images are hugely 
various, ranging from images of antiquities to 
photographs of people in Warburg’s present. 
The images were catalogued according to 
wide array of categories, and this collection 
continues at the Warburg Institute in London. 
Warburg presented a selection of the images 
on a series of large wooden boards where 
he would create arrangements to create 
visual arguments about the persistence 
of human gestures across widely various 
times and places. The Mnemosyne Atlas 
and Warburg’s larger system of thought was 

an important influence on material, both in 
terms of its interest in gesture and in the idea 
of new meanings being revealed through 
the constant re-combination of elements. 
This principle governed the presentation 
of material, where performance elements 
appeared in a range of different spatial 
and temporal arrangements across each 
performance day.



NOTE NR. 3

Design duo Glithero, Sarah van Gameren 
and Tim Simpson, are concerned with how 
bodies navigate given situations, and with 
Datum, created in collaboration with Siobhan 
Davies and Helka Kaski, they extend their 
interest in the instruments or tools that 
we use to make definitive sense of space. 
Glithero designed a version of the chalk line 
tool, used to draw straight marks between 
points in construction, to allow Davies and 
Kaski to investigate and survey the gallery 
space by creating a drawing. 

The drawing was adapted to each of the 
spaces material visited. Progressing between 
two plumb lines suspended at either end 
of the gallery space, Davies and Kaski 
created the drawing by moving together 

and coming apart to create marks in the 
space with their tool, always connected to 
each other by a straight line. As one moved 
along a line between the plumbline and the 
wall, the other moved in equidistant steps 
along the curve. They made a mark between 
them by extending and plucking the chalk 
line with each successive step, and the 
accumulation of lines began to form a curve 
following that of the space. Datum amplified 
the choreography of a simple task applied 
thoughtfully to a specific setting through 
simple and careful repetition and cooperation 
– the result revealed the spatial and temporal 
field of action for all the other artists’ works.

Datum. Helka Kaski drawing the line. Credit: Ian Gavan.



NOTE NR. 4

To create Figuring, Siobhan Davies and 
Helka Kaski examined their own movement 
and sought to understand how gestures 
they might do themselves or they might 
see others do, are really generated. Are 
they a function of memory? How can they 
be broken down and changed as they 
are made? How can they be emphasised 
or avoided? Their process was further 
informed by conversations with clinical 
neurophysiologist Jonathan Cole who has 
worked extensively with people whose 
pathologies prevent them from accessing 
and using the gestures we take for granted. 
Instead these individuals have to apply 
themselves consciously to relearning how 
to use their expressive body in order to 
communicate more completely. Working 

Figuring. Helga Kaski & Siobhan Davies. Background: I+I : Variations on Alteroception. Credit: Tim Nunn.

side-by-side, Davies and Kaski created 
various choreographic situations that 
explored and isolated familiar movements, 
allowing them to explore the boundaries 
between gestures and postures. They 
constructed narratives from the knowledge 
and memories of their bodies that were 
clear to them as they worked, but might be 
indecipherable to the viewer. They wished 
to see for themselves and for the audience 
how their embodied archive might form an 
enlivened ‘language of gestures,’ to borrow 
Warburg’s term.



NOTE NR. 5

Efrosini Protopapa’s three-part work, 
Disputatio (I, II, III), investigated one of the 
categories of Warburg’s taxonomy, disputatio 
– dispute or argument. Drawing on the many 
images in the Warburg Image Library that 
are classified into this category, as well as 
theories of dispute from political philosophy 
and studies of rhetoric, the work explored 
three elements that together make up the 
situation of an argument: the particular kind 
of thinking that is practiced in disagreement, 
the structures of speech in an argumentative 
debate and the postures of two parties 
in dispute. These elements made up the 
three choreographic situations Protopapa 
introduces into the gallery as her work: 
Disputatio I took the form of a one-to-one 
encounter with a performer who attempts 

to create a situation of disagreement with 
audience members; Disputatio II was an 
audio piece that positions the listener on one 
side of a two-way argument; and Disputatio 
III used film animation to playfully present a 
series of changing pairs of figures in dispute 
extracted from images in the Warburg 
library. Protopapa works frequently with the 
notion of thinking itself as a choreographic 
action. This work asks: How can dispute 
be practiced as a way of thinking together 
with, rather than against another? And how 
might we embody the positions, rhythms and 
movements involved in such a practice of 
disagreement?

Disputatio III. Film animation. Foreground: Loop Atlas with Matthias Sperling. Credit: Hugo Glendinning.



NOTE NR. 6

Charlie Morrissey created a choreographic 
scenario that queried our ability to identify 
and interpret another person’s actions – he 
wanted to explore what is possible for him 
to experience as a body and to play with the 
discrepancies and convergences between 
what he feels and what the audience see 
and feel as they watch him. Jumping off 
from Warburg’s unusual taxonomies, Actions 
from the Encyclopaedia of Experience 
was influenced by a passage from Michel 
Foucault’s The Order of Things. Foucault 
cites a passage from Jorge Luis Borges 
that lists a series of unusual categories for 
grouping animals in a fictitious Chinese 
encyclopaedia; he observes that this strange 
taxonomy brings forth through ‘the exotic 
charm of another system of thought…

the limitation of our own’. Morrissey 
moved in relation to a series of projected 
titles describing possible and impossible 
actions of thinking and doing: ‘Actions 
of construction,’ ‘Actions planned but 
unexecuted,’ ‘Actions made in dreams,’ 
‘Actions made by my ancestors through 
me,’ etc. Each title induced an attempt 
by Morrissey to alter his experience in 
action and to make that experience, and 
his attempt, palpable to the audience. 
Morrissey was informed in creating this 
work by his conversations with the cognitive 
neuroscientist Anil Seth about the extent 
to which we are active agents in the 
construction of our own realities and how 
classifications and taxonomies influence our 
ways of seeing and experiencing the world.

Actions from the Encyclopaedia of Experience. Charlie Morrisey. Credit: Ian Gavan.



NOTE NR. 7

Andrea Buckley’s three-part work In Tension, 
made in collaboration with Dan Williams, 
encouraged close attention, on behalf of 
the artist and the audience, to the detail of 
the movement she made as she performed. 
Buckley’s dance and making practice turns 
around improvisation, responding to tasks or 
situations with movement generated on the 
spot from her repertoire of experience and 
embodied knowledge. As she writes: “I’m 
interested in the imprinted sense of the way 
we are in the world. An oscillation between 
places from here to there, zooming into the 
in-between moment. There’s a transparency 
of the inner life of the body as a whole. The 
challenge to stay fluid in all its dimensions, 
not getting stuck in the mechanical patterns 
of moving parts.” In Tension re-engages in 

action through sensing, tracking, listening. 
Letting go to be simply present.” In part one, 
Body, she made this visible by moving in 
front of a camera that captures and projects 
onto a screen the detail of her feet as she 
shifted her balance and passes from one 
position to another. A second work, Gravity, 
considered in detail the feeling of being off 
kilter in movement and in our relationship 
to the world in general. Her final element, 
Environment, was a film installation of an 
improvised series of movements performed 
in a confined space she encountered while 
travelling in Italy. Across all three of her 
contributions, Buckley sought to account 
for her body’s capacity to make sense of the 
primary conditions of her environment.

In Tension. Andrea Buckley. Credit: David Oates.



NOTE NR. 8

Matthias Sperling’s work, Loop Atlas, 
continued his investigations, alongside 
neuropsychologist Guido Orgs, into the 
relationship of body, mind and environment, 
considering how they constantly reshape 
one another. Sperling created and performed 
a choreographic task he calls ‘looping’, an 
ongoing process of rhythmically repeating 
a movement such that it changes slightly 
with each iteration and gradually evolves 
into something quite different from its 
original form. Sperling aimed to work at 
the border between visible repetition and 
invisible difference; to at once sustain the 
presence of a single movement over time, 
while also embodying a continual process 
of incremental change. The effect was to 
make a deliberate and perceptible feedback 
loop between Sperling’s body and brain: 
his body moved, and his brain responded 

by adjusting the next cycle in the loop to 
take the beginning and end of the previous 
one into account. Sperling performed this 
task sometimes on his own and sometimes 
using video to enhance its effect. He stood 
between a camera and a screen and used 
the camera to capture short passages of his 
movement, which are then projected onto 
the screen behind him. By capturing a series 
of these short passages and projecting them 
he created images within images, so that 
several different movements were visible 
side-by-side, as in Warburg’s Atlas. He 
sought to effectively create a sequence of 
movements or gestures that were perceptible 
as discrete, yet they can also be inseparable 
from one another, morphing in his physical 
presence one to the next. Sperling said 
that with Loop Atlas he wanted to create an 
opportunity to contemplate “whether we can 
experience the emergent process of non-
verbal meaning-making.”

Loop Atlas. Matthias Sperling. Credit: David Oates.


