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Preface
Andreas Liebmann

Phantoms of Stability

This small booklet is a document of conversations about working with
and on structures within the so-called independent scene (which
should rightly be called the "interdependent scene"), experimenting
with artistic freedoms, self-determined working methods, and thereby
always exploring alternative societal models. As a text that you, dear
reader, now have before you, it is one of several manifestations of my
artistic research, which | have called “Phantoms of Stability.” The artists
all try to create stability in a field whose ground is constantly unstable.
What are the practices, experiences and reflections on dealing with
this state?

The funding for this artistic research has been provided by the Dan-
ish Ministry of Culture, a testament to their recognition of the importance
of such work. As a part-time employee of the Danish Theatre Academy,
I've been fortunate to have the opportunity to explore the vague, precari-
ous, alternative, non-institutionally established as a field of research over
the past two years. The funds have also been used to compensate the
conversation partners involved in this book. I'm grateful for this support,
and | believe it's crucial that more artists from the interdependent, inde-
pendent scene have access to such funding.

For over a year, I've been facilitating a series of dialogues, invit-
ing various actors to share their experiences. In eight two-hour online
meetings, we, including Marijana Cvetkovié, cultural producer, lecturer
and activist (Nomad Dance Academy and Station Service for contempo-
rary dance, Belgrade), Annett Hardegen, artistic director of Vierte Welt
in Berlin, and Storm Mgller Madsen, researcher, dramaturge, and cu-
rator, came together. We shared contexts, experiences, conflicts, prob-
lems, depressions, strategies, joys and dilemmas related to shaping
collaborative institutional processes in interdependent performance
work. Excerpts from these rich conversations can be found in the book.
Storm, Annett and Marijana also contribute to this collection with their
own essay, each highlighting a central point of our discussion at that
point in time.

At the Tarnby Park Performance Festival 2023, people who set up
and run artistic institutions near Copenhagen were invited to exchange
their experiences. The "Soft Clashes" symposium was moderated by
Morten Goll, activist, artist and director of Trampoline House, and
brought together artists and activists with a self-instituting practice
like Kinéo 37, Gylleboverket, Nexus Dance, Pa den anden side. It clear-
ly showed that artist-driven spaces, which are often structurally and
financially precarious, need forums for exchange and the development
of trans-institutional solidarity.
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| experience both the online meetings and the "Soft Clashes" de-
bate as performative acts. The direct meeting, the time spent together,
create their own meaning. Everyone involved in the conversations pri-
oritised the exchange, protecting it in the calendar from being taken
over by everyday drift, showing up and getting involved. The exchange
creates a common ground that stabilises. When we say goodbye after
the talks, we know about each other. We are many. We work in differ-
ent places, in various forms and manifestations on a cause with many
things in common. Our experiences are similar. We have something to
do with each other. We can learn with and from each other.

The experiences | brought to these conversations come from
my work with Tarnby Park Studio. Tarnby is a suburb of Copenhagen,
right by the airport. Here, together with others, | create artistic-social
contexts using performance art and practice the constant reinvention
of formats that can bring people from different social backgrounds
together. Tarnby Park Studio (TPS) is the institutional framework for
this. Different people get involved here on a temporary or longer-term
basis. Calling the TPS an institution is already a performative act. The
TPS only comes into being because people decide to do it again and
again. Nobody is forcing us to do it, except our need to create a zone
of thought and artistic action that functions differently. Sometimes it's
not so easy to give this "differently" an appropriate name. What are we
actually doing here?

During the exchange, | often asked myself how the insights gained
could be translated into concrete work at the TPS. The experience of
solidarity and the community of the many who make alternative insti-
tutional artistic processes gives a good feeling, of course. There are
also moments of understanding. When Marijana Cvetkovié talks about
her visit to a favela in Rio De Janeiro, | understand better why creating
art within the social framework of Denmark often feels so detached
from everyday life and an existential sense of meaning, and that there
is a legitimate desire to create other connections. When Storm Mgller
Madsen describes the dilemmas of an independent curatorial team in
Copenhagen working with an established institution that is constant-
ly looking to exploit the artistic and curatorial processes as a brand,
while the two artist-curators see their actual concerns and processes
disrupted by this, | understand better how the idea of constant compe-
tition can hinder vibrant and surprising art events. When Annett Harde-
gen points out how the poor financial situation of artists prevents them
from forming a solidary connection with the place where they work,
because they have to be efficient, | understand better that some con-
flicts in artistic collaboration have their origin elsewhere than where
they manifest - namely, in precarious living conditions.
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It is these moments of understanding that find their way into my
work. Institutional work is relationship work and the creation of frame-
works for relationships and artistic events. It is also mental work. | can
learn from the conversations that underfunding and being misunder-
stood by political bodies or art juries are part of the game. | can under-
stand how working relationships can be shaped in such a way that they
are characterised by generosity and openness towards coincidences
or even accidents - even when the work circumstances are precarious,
when finances and other resources are scarce. | can learn that part of
this work is resistance work and that this resistance can be meaning-
ful, communal and fun.

The constant weaving of work relations, the quest for curious
openness despite a basically instable ground has no guarantee of
success. You can't return the result if you don't like it. Stability is only
ever an intermediate state. Balance comes from broadening your per-
spective beyond your actions. What | do in Tarnby is not just my thing,
nor the local thing of a few. It is woven into a context, into a social and
political reality that has different symptoms everywhere but is driven
by the same factors. That's why we can have such a fruitful exchange
about it. In concrete terms, our circumstances always look different.
But the mechanisms that shape these circumstances are the same or
very comparable. We can also learn from others being in similar but
slightly “worse” or “better” situations. So we can see what we can work
towards or prepare ourself for other developments to come.

Henry Lefévbre wrote that walls do not make spaces but people.
This sentence also applies to art institutions, especially when they are
phantoms that have to be reasserted into reality again and again by the
imagination of the people involved. This book provides a few experi-
ences and reflections on such assertions of reality. Perhaps it can be
a support or a companion when you lose your balance again.

The book starts with excerpts from our conversations, followed by
essays from each of us. These essays are closely linked to our discus-
sions and introduce new perspectives. You can read the book in any
order—start somewhere!
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"Frankenstein's first walking tour in the neighborhood" by Fremtidsklubben (Viktoria Strandgaard

. Andersen, Andreas Liebmann, Luciana Giordano and Delia Keller), Tarnby Park Performance Festival,
Phantoms of Stability ©Max Morris Doherty




Online Conversations

Excerpts

Tarnby-Copenhagen-Berlin-Belgrade

2023-2024

12

Phantoms of Stability

15.03.23
DEPRESSION

ANDREAS: Last time we spoke I
asked why do something, why
not do nothing. The mind and
the feelings, before you start
doing - that’s the most difficult
thing. A sort of a depression
beforehand. I know it very well.

12.05.23
STRATEGIES & PRACTICAL
PROBLEMS

anpreas: We always get feedback
that nobody knows about us.
Our strategies this year: we do
more in the city. Now we have
performances in the library,

in front of the library, in two
supermarkets, on an island.
Our guest-artist from Belgrade,
she found this island, Saltholm,
on an online map. She asked:
“what about this island?” So
now she will perform there.
This decision creates so many
problems for us. On the island
there is nature protection, no
drinking water, it’s expensive to
get there. I am very curious how
it will work. And in the festival,
we have a lot of practical prob-
lems: infrastructure, technical,
human resources.

MARIJANA: YOu cannot avoid that,
otherwise it would be too easy.
anpreas: If everything only went
smoothly, we would jump to
the next level.
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19.06.23
CULTURAL POLITICS

ANDREAs: What is the right of
artmakers in a public context,
in an institutional context?
What can they expect from cul-
tural politics, what can’t they
expect? What to advocate for?
What can I ask for, what can I
try to seduce people into, what
is my right - not personal.
MARIJANA: Andreas, you men-
tioned before that you will
have meetings with the policy
makers. It is relevant to bring
up the question - what cul-
tural activities, be it indoors or
outdoors, in the public space,
inside cultural centres, art cen-
tres in the public space out-
side: what does it really mean
for these decision makers? Do
they support it automatically
because they have to? Because
somebody said that they have
to do it? Do they have any
thoughts on it? The politicians
stopped thinking about it: this
has to be done or I have to tick
this box, and that’s it. Do they
have any professional reflec-
tions: why do this, who does it
serve, what kind of forms does
it take, what does it tell our
citizens? Do they see art as just
fun and part of leisure time, or
do they see it a learning oppor-
tunity, a community-building
oppportunity, or any Kind of
opportunity, where you learn
from others about their own
concerns, their own needs?
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I think the policy makers have
to be engaged in this thinking
as well, they cannot just think
“I reckon it is important for my
image, I have to do it, I have

to spend money.” That is not
enough especially if they deal
with cultural affairs. They need
to find a way to engage them-
selves as well.

anbreas: Until now, I have not
managed to talk with the
responsible people about these
subjects. I had some failed
attempts some years ago with
politicians, where I wanted to
engage with them in a collab-
oration but not on finances -
dialogue, infrastructure. They
refused. A friend of mine said
it is impossible for the pol-
iticians to say yes to such a
proposal. They want to decide
where the money goes, but
they don’t want to be involved
in the more detailed processes
of a project. The funding struc-
ture in the municipality is

like this: “culture and leisure”
supports associations’ activ-
ities like sports or minor cul-
tural activities. Then, there is
a small amount of funding for
independent projects that you
can apply for, they have very
little money; in the last round,
where we did not get funding,
they had €3,000 to distribute.
That’s it. But now I feel that

it is necessary that they are
involved in discussions. I only
get weird messages of “yes”
and “no”, or “we have decided
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this and that.” But so far it

was not possible to have a talk
about content. I was maybe
not really ready for it. As a
foreigner I need a lot of time

to create a space where I feel
strong enough. If I came with

a mindset which was prepared
for a good discussion, maybe
they would like it because they
are really improvising on a
very low level.

mARIIANA: Exactly, that is the
right term: improvisation.
They improvise, because they
calculate all the time. They cal-
culate about their own political
position, trying to avoid any
potential situation that might
be a trap. That’s a problem.

If they are civil servants for
awhile, it is about the public
interest and not their political
party. That’s the trap. How to
propose a platform for discus-
sion where they will feel safe...
sTorM: ... and where they feel
like they can succeed. A lot of
them also feel insecure about
certain parts of it. Arts and cul-
ture are not their main priority,
where they feel comfortable,
so they improvise, shut down
because of their own insecu-
rity, their interest, their image,
relying on what you have
already created.
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17.08.23
MONEY & SCARCITY /
FRIDGE TORTURE

ANNeTT: I have to check the
financial situation of Vierte
Welt to see how far we can go.
And yesterday I had a talk to
the senate (the authorities):
they really want to help. But
the meeting with them went
the same way again... - I really
don’t know if I want to do this
kind of work any longer. They
invent more and more rules. I
have been dealing with these
rules now for more than 12
years. But yesterday I needed
to explain to the nice lady why
I needed a kettle. I said: “Are
you kidding me? You give me
this small amount of money
and want me to justify buying
a kettle?” Or they ask: “Why
did you buy a new fridge? The
venue has nothing to do with
fridges.” I said: “Are you kid-
ding me?” I spent two hours
explaining that we needed

to buy a new fridge. This is
not creative, it is just stupid
bureaucracy... It steals time. It
is so important to help the art-
ists do what they want to do.
MARIJANA: It is a Kind of tor-

ture. “We give you money

but then we tell you how to
spend it”. “We Keep our eyes
on you for such ridiculous lit-
tle details”. It’s offensive as
well. Then you don’t have time
to ask them how they spend
their own money. “How do you
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spend the money that is given
to you? It is also my money, it
is public money. How much
money do you spend to buy
weapons?” You have no time
to ask these questions. But you
need to find a creative way to
buy a fridge.

06.12.23
SPACE

anpRreas: For me, to have a space
as an institution is so import-
ant, because the artist-commu-
nity is already so precarious
and not really a community.
We cannot say we work in a
common direction. Everybody
is so scattered, has their own
problems with finance and
survival. I cannot start with-
out space and claim “We are
strong enough as a community
to survive.” I feel the space is
an anchor for people. I would
never give up a space just like
that. There must be very good
reasons. For my practice, it is
absolutely crucial to have a
space. Denmark is too cold to
have no space, it is also a mat-
ter of climate.
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09.01.24
PERMANENT FUNDRAISING

mARIJANA: The good and sta-

ble thing is that we have four
European projects, which
means we have support for 3-4
years, it is all expiring mostly
next year - 2024. This gives us
the stability - money for sal-
aries, more activities, engage
more people from the scene.
Regarding the local funding:
it is very scarce, that is why we
are protesting. It is very dif-
ficult. They don’t have struc-
tural grants at all. Everything
is based on projects that end
every year. They don’t evalu-
ate the work at all in order to
see or understand the scope
of the work that is done by
each organisation. Then, they
have to give us the part of the
co-financing for the European
projects, it’s their obligation.
But you never know how much
they give you for your cofi-
nancing part, how they will
deal with this. It happened

to our colleagues: some were
refused because there was a
partner from Kosovo! So they
automatically kick the proj-
ect out from the funding. It is
very insecure, precarious, So,
we are good because of these
European projects. But then,
it’s always temporary. We are
permanently fundraising.
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18.01.24
NOMAD DANCE ACADEMY
POLITICS

mARIJANA: We did several
so-called advocacy events,
where we wanted to advocate
for different policies for dance
and cultural collaborations.
We had realised that the only
way to succeed in reaching

the politicians and decision
makers, who will then take the
concrete steps, is to involve
them in a way which is not the
typical and usual way of meet-
ing, where we sit and complain
to each other and everybody
has arguments, and then we
all leave and continue to do
things in the same way. Instead
we make the policy makers
participate in activities to
engage them not only in a rep-
resentative role, as politicians
and decision makers but also
to involve their bodies, their
imagination, their creative
sides, their affects and emo-
tions. We do this by creating an
environment with small dance
classes, talks, where the artists
speak informally about what is
behind their artistic work, how
they cope as single mothers,
for example, how they organ-
ise their life in order to get and
produce the artworks. These
kind of things, which are part
of our work, part of the whole
cultural work in all its aspects.
We work actively with the

fact that these people make
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decisions about how we can
work. The idea is that the deci-
sion makers also experience
our work and have it in mind as
human beings, as neighbours,
as collaborators, etc. This expe-
rience of the advocacy events
usually makes them put away
their mask of representation,
get away from their institu-
tional role. It addresses them
as humans with whom you
then can sit and talk. Then this
human will understand dif-
ferently what you are talking
about, what you are pointing
to and so on. And it works! We
did it for the first time in 2012.
Then we built these local pol-
itician advocates. And after
these events people from the
administration became our
advocates: people that really
know what we are talking
about, how we work, and where
we are heading. That’s really
precious. Whether we do a fes-
tival or create an environment
around the artistic practice: it
is very important, this under-
standing of the gatherings that
we create. It comes from our
experience in this region with
the Nomad network.
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15.03.23
GENTRIFICATION

storm: There is also something -
a point about gentrification - art
institutions and gentrification -
which I find is a big question, in
regards to Tarnby Park Studio
(TPS) as well. I lived in New
York for a while and LA. There
is a strong awarenes of that.

Art institutions are often a first
step to gentrify an area. Some
of TPS’ worKk is, in a way, to talk,
challenge, strategise around
this. How do we have an art
institution in that area, the out-
skirts of Copenhagen, saying I
am not coming from the out-
side, putting some alien objects
into the neighbourhood, I am
not an agent of gentrification,

I am working from within.
anpreas: What you are saying

is: often art projects work as a
first attractor of gentrification,
which you describe as some-
thing that is planned from the
outside, make an area more
abrand than a living area,
attracting more hip, young
white people. Cities want to
clean up different areas with
art... this is pretty generalised.
mARIANA: That is exactly how it
works. The process of gentrifi-
cation: hip cultural activities.
Music clubs. Bars, and then it
goes, the renovation of public
spaces, I have seen it all around,
making places more visible,

all these ways of cleaning the
places up.
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sTorm: It can be a starting point
to speak with the politicians

- to say "my practice does not
go along with this. We work
with an accountability and an
awareness'". And what effect
gentrification has, how it is a
part of this large machine that
we see rolling over the cities.
AnDREAs: There is also a moment
of gentrification that you really
cannot control. TPS has the
intention to involve people’s
voices, people’s needs, ideas,
people’s stories. Let’s say we
could get a bigger space, lots of
funding and staff. There is an
effect you cannot control, you
might attract the next business,
then the next club. Is there a
way we could prevent this?
sTorm: By being accountable.
For Batida theatre in Nordvest,
this is the model. They con-
tinue to offer free theatre for
youth, and I think it is their
model to try not to . Their
response is to give back and
offer free access. They invest
more to be able to be at the
library as well, for example.
You already have as a model
TPS and the festival that is
already a different model to
“let’s pretend there is nothing
here” - and just being part of
the crowd. You already have a
practice that is countering it,
you already have the tools for
making relations, what you
have been making from the
beginning, you have a loving
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relationship with the clean-
ing staff. You have this level of
respect. That is the problem
with gentrification, the people
who live there disappear, they
are unimportant and the place
only attracts people from the
outside. In terms of the discus-
sion with the politicians that is
maybe a part of it - where is the
area going?

aNDReEAs: What are the ideas for
the future of this place? Now,
for example, the municipal-
ity has a very strong strategy,
making changes to how energy
works, how water works. There
should definitely be a question
of what the role of culture is for
this transformation. Is there a
role for culture in this transfor-
mation? Culture can be one of
the tools to achieve these trans-
formations...

MARIJANA: It is very important
that we are speaking from the
lived experience, from the
knowledge that we gained
through the specific process,
not from the complete out-
side. And I think you have a
very solid basis to speak to
that from your experience. You
have to use this position.
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12.05.23
THE DANCE SCHOOL
OF LIA RODRIGUES

MARIJANA: I’'m busy right now with the thoughts that came after my
visit to Brazil. I came back like, maybe three weeks ago from
Brazil, where I spent some 16 days. And the first week of this trip
was actually the visit to the largest favela of Rio de Janeiro, Maré
and the dance school of Lia Rodrigues. And the things I've seen
there, that I witnessed, and the people I met are still with me.
This experience is still very strong because I saw an example of
real democracy. I saw examples of how a democratic society gets
created out of the needs of people, out of the needs of the com-
munity, and then also how arts or actually dance gets integrated
into all these processes, what it brings, what it takes, how it
manages to take many, many important layers of this society,
such as race, history, politics, economy, social relations, political
relations, and so on and so on, how it all comes out through
dance, on the bodies of these people that live there and that work
there and that are produced there. It was an amazing thing to see,
amazing people to meet. And it was such a lesson for me and for
my colleagues that were with me from other parts of Europe. But
for me, it was also an example of the practice that I found very
close to me, like how a group of people, smaller, larger, it doesn’t
matter, out of necessity, starts to think about the need to be
together, to work together, and to create the whole system which
will help everybody to survive or to live at least a little bit better.
And what is the role of the arts in all this? This visit was part of
one European travel project, this APAP feminist future network.
It’s a European project. 140,000 people live in this favela. So, it’s
part of the city. It’s somehow in the middle of the city, but at the
same time, it’s completely forgotten or kicked out by the system.
So, it’s like an informal Kind of place, which has been... and its
population has been neglected by the system for, like, hundreds
of years. It’s the places where very poor people, mostly of African
origin, started to build their places to live and were not under any
control or protection of the state. At the same time, it was the
place where criminal groups started to organise their work. And
in some very strange ways, these criminal groups and these cities,
let’s say this population, have created very strange Kind of links.
On one side, the population depends on these criminal groups,
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these militias and mafia groups and so on, because they protect
them. On the other side, they are also being abused and used by
these criminal groups because these places for hiding, for organ-
ising the different criminal activities, like drug dealing, arms
dealing, you know, like all this. Then they are also very often the
sources of money for the criminal groups. And because these
criminal groups are in permanent conflict with the police, with
the official police, at least once per month there are huge police
raids on the favela. And of course, this results in casualties. A lot
of dead people, many, many more dead people from this popula-
tion than from the criminal groups. So when the favela commu-
nity opens, the question of how to get integrated into the broader
society and how to get certain rights fulfilled and certain services
provided by the state, then it immediately raises the problem
between the criminal groups and the state. And then, you know, it
becomes like a kind of, you know, closed circle without an exit for
these people who live there - when they want to communicate
with the state, then the criminal groups intervene because they
don’t want that. They want to keep this territory as their own, the
territory that only they control. And this is one side of the
problem. The other side of the problem comes from how these
cities, these neighbourhoods are organised. They are not slums.
That’s very important. They always repeat it. They are really
self-organised, meaning that they created proper, let’s say, urban
structures, with streets, with houses, with shops, with electricity
and water in houses, and so on and so on. So, it’s like all organ-
ised, but self-organised. Actually, it’s them who provide this kind
of infrastructure. Then there are not many proper services, for
example, like proper schooling, proper health care, proper, I don’t
know, other kinds of social services. And that’s why they have
these networks, these civil, let’s say civil kind of initiatives that
have grown with time and that have developed this network of
support. So, what they did, this is the most, this is the core of
their work, like they decided altogether. So, it’s like a consensus
of the society around four main focuses, four main basic needs in
this moment that they want to work on all together, so that
everybody contributes the way they can. So, these are education,
which means that they support young people from the favela to
prepare for the final exam in order to be able to go to university,
because ten years ago, only 1% of all students in Brazil were black,
while at the same time, the population is more than 50% black. So
the favela network supports the kids, young people, to pass the
final exam in secondary school in order to be able to go to

20 Phantoms of Stability

university. And then they significantly raised the number of
young people from the favela who go to university now. So, it’s
like a big, big thing for them. These educated people come back or
stay in the favela and work in the favela on different activities and
projects. So, another focus is something that they call arts,
culture, archive and memory, which is related to the need to
preserve the memory of their African culture, African origins,
because this was systematically erased by the official system of
education, school culture, and so on. And then, of course, all
kinds of artistic and cultural activities. They have libraries,
libraries for Kkids, the dance school, exhibition spaces, research
spaces, a lot of things. Then the third focus is what they call
damage control, which is related to violence, because violence is
part of their life. Violence is a big, big issue, but they cannot
easily resolve the question of the source of violence. But what
they can do is control the damage. So, they try to empowetr, to
educate people about how to take care when the violent raids
occur, how to protect themselves, how to protect their families,
how to, you know, how to deal with this situation of violence in
the best possible way, to protect lives and so on. And then the
fourth element, or focus, is health support, which they developed
because there is no health system that they have access to. And
then it’s organised in a way to provide some kind of basic or
urgent health support, like, for example, support for old people,
support for drug addicts. It’s a big thing, again, like this network
of support of taking care of these people, helping them to get rid
of the addiction, of finding them jobs, of educating them, and so
on. And then, of course, it was a big thing when there was the
pandemic three years ago, it was completely, selforganised,
because the state then with Bolsonaro, had anti-vaccine kind of
politics. And then the favela people managed to get vaccines. And
in the first, like, I don’t know, maybe ten days of the first vaccina-
tions, they managed to vaccinate 70% of the favela population,
just like, reaching people and, you know, like talking with them.
And it was a big thing because they couldn’t allow the virus to
spread virulently in the favela, because it would have been totally,
like, devastating. And so then you see how the whole community
gets organised and participates in working on these commonly
decided joint shared priorities. And this is amazing. This is really,
like, wow! And everybody whom we met from, like, dance people,
library women, they have something like the house of women
that also supports women in many different ways, because it’s a
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highly patriarchal society. So, they support young women, older
women, like, you know, so people there, women there, in all these
different places in the network where they work on different
things. Everybody who spoke with us spoke so articulately about,
you know, the reasons why they do it, how they do it, for what
purposes, with what goals. It was amazing. Like, these people
spoke, like, you know, like academics, like, in that way, clear and
understanding the context in which they work, they live, and
understanding all the factors that influence their life, their
environment. It was, like, really, really amazing. And then in the
middle of all that, we had this dance school, you know, and this
Lia Rodrigues and this crazy project that she created, like, the
school is there to bring the Kkids off the street and to give them an
opportunity to have a different life, a different career, different
chances in life. They come there. So the classes happen every day.
It’s open. But then she has also a proper school for dancers. And
the people who are in this school, they are paid. They have
monthly payments in order to really commit, to be there, to be
able to live of this, to help their families. And then after they finish
the school, they work with Lia in her company, or they go to, I
don’t know, different companies around the world, because they
are amazing dancers, and they are totally, totally rooted in the
favela culture. They don’t, at least, I couldn’t see that they dream
about, you know, going into the world, like, to some other place.
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19.06.2023
INSTITUTION AS
DEVELOPMENT SPACE

anpreas: We had this festival in
the last 10 days, for the first time
it also took place outside the
park. There was a dance piece

in two supermarKkets, a perfor-
mative installation close to the
library for four days, some activ-
ities in the streets, the festival in
the park itself. This year there
was a special quality of... this
year, I understood from practice:
it really is a space for develop-
ment. It helps the independent
scene to develop. The artists
who work here, they would not
do the same somewhere else.
That is Kind of the reward as we
cannot pay much, but we pro-
vide space, we provide artistic
support, and also an audience,
and that is beautiful.

mARIJANA: The experience of the
festival in the parKk, this amaz-
ing environment is striking: the
once-upon-a-time working-class
neighbourhood, and the absence
of any sign of life. Everything
looks quite clean and quiet.

You don’t see people filling this
public space, this park - besides
some parents with little Kids.
Without the activities of the fes-
tival, you really don’t see that
there are people living there,
who spend some time outside,
and have some specific interests
and the quality of being in these
public spaces, that’s why I find
this festival super important,
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it brings this invitation to the
public space for these people to
come out, to join proposals for
what they want, to join activ-
ities that you propose, giving
life to the public space. And the
festival as far as I could see, that
I attended, was really made to
be inviting, in a very nice subtle,
inviting and welcoming way,

so there was nothing that was
imposed, like elite culture that
is brought to some parts of the
city, a rather nice, fun, caring,
inviting combination of artis-
tic proposals, also social pro-
posals, having this blend of
artistic work of eating together,
small activities, informal chat,
small activities for children and
adults, having painting and
dance classes, music, really won-
derful, the kind of programme
in the public space which I
definitively prefer, because, it

is made in such a way as to be
truly a proposition. We propose
this, because we want you to
come to us, to participate, to say
what you want, like, what you
want to contribute. And then

of course, in the background is
the question: okay, we are trying
something, but we want to really
think about it, want to learn
from it - what can this mean in
this specific context, this ques-
tion of institutions - what are
they, what is their role, how are
they shaped?
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17.08.23
MAKING A FESTIVAL,
CREATING AFIELD

storm: I am actually sitting on

a text right now. I am work-
ing with this dance festival
here in Copenhagen. I work as
the dramaturge, there are two
curators. The festival should
be seen as an art piece in itself.
They invited me to do an inter-
vention at the festival. I will
give a speech. I write about my
work: what it means to curate.
About the relation between
curating and caring and car-
rying. When they decide to
curate something, who are
they when they are making
the choices, who are their col-
laborators. The curators have
a strong sense of care. When
you care for someone, do you
also decide what is good for
them? Love and affection and
power. Someone is caring and
someone is being cared for.
When is Tarnby caring for you
and when are you caring for
Tarnby? What is the relation
between the people coming
and investing in the people.
And when are they caring for
the festival by showing up and
when is the festival carrying
them? How to show account-
ability? The two curators of
that festival are giving a sort
of manifesto at the beginning.
They made their process really
transparent: these are the
choices we made, this is what
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happened. They make the pro-
cess of making the festival a
part of the festival... What they
want is to show the problem of
power, to make decisions, to
start a discussion on this. And
present this as a new way of
curating. Care has been at the
very forefront: the communca-
tion with the artists, what they
can afford in terms of time and
money. They are in collabora-
tion. They try to insist on not
doing it right and effectively,
spending their time in other
ways, so they spend much
more time talking with the art-
ists, much more time situating
themselves, making their role
specific, their practice trans-
parent. That takes a lot of time
and is in contradiction with
what the big institutions they
work with do.

17.08.23
BRANDING

sTorm: SO many of our meet-
ings in the preparation of this
dance festival were about the

fear of doing something wrong.

What if people think it is not
good? Representation. Say
something bad. Like different
parameters of different insti-
tutions. This pressure about a
certain schedule they are pre-
senting at the festival which
the Big Institution was really
pushing. This machine: we
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want you because you have a
creative curatorial practice but
it cannot be so messy, you have
to deliver!

ANDREAS: It is also funny about
this Big Institution. This thing
of pushing names. In the adver-
tisement for the event the cura-
tors’ names always appeared
first. That’s how it was framed:
“A festival as a performance”.
For my festival, I would never
say, “read this, it is by Andreas
Liebmann, read the name.”
storm: The Big Institution’s
advertisement was really push-
ing the names. But the artists
really did not want to do that.
That is how the PR system is. It
has this strategy of branding.
The Big Institution just said
“This is how it works”.

ANDREAS: Vierte Welt is never
branded as Cieslak Hardegen.
It is just Vierte Welt .

ANNETT: That was the idea, to
erase ourselves

17.08.23
MESSYNESS

ANDREAS: You emphasised the
value of “messyness”. Messy,
messy what does it mean?
storm: I think as an image,
messyness was an effort to
think about: what is all the
stuff, when you curate the fes-
tival. It’s unpredictable. Things
that are hard to put numbers
on, affects.
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The Tarnby Park Performance
Festival - this togetherness is
unique. By naming it “messy-
ness” I try to find a language
for it. Messyness - all the stuff
that spills out. All the stuff
that is hard to grasp, or that
does not fit the programme
line-up. There is a tendency

to think of curating as a result
of just putting the pieces of a
puzzle together. What about
all the things that don’t fit?
What about if a piece goes into
another piece. Disruption,
something unpredictable? I am
interested in the messy part,
not necessarily in the clean
part. Andreas’ practice is much
more messy. There is this com-
munity. There is an account-
ability to the mess. I put myself
in a community that is already
a community. But it will not be
a mess if you close your eyes
and pretend: I am here, there
was nothing before me, I am an
isolated island. Very gentri-
fying. My practice is situated.
And it is in context, it is in con-
versation. Then it starts to be
in contact. There has been a
history.
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17.08.23
TO SELL OR TO SHARE

MARIJANA: I totally disagree with
parts of the logic that comes
from this idea of control by the
artistic institution: “We want
to create a new format, but now
it cannot be messy”.

anneTT: If I share, I also have the
opportunity to invite people to
join. If I am going to sell some-
thing it is “Take it or leave it”.
anbRreas: Sharing could be invit-
ing other people to join, but

it could also be sharing some-
thing by showing it.

MARIJANA: Showing something,
and sharing knowledge. Telling
a story is also sharing.The
other thing is selling. When
you sell a performance it could
be selling the product by buy-
ing a ticket. But you can also in
some situations sell the tickets,
not in order to sell the product,
but to invite the participants
to contribute a little bit to the
fee of the artist. Inviting people
to contribute, and not really to
buy an experience. Of course,
sometimes it is necessary to
sell the tickets. It depends of
how to put this into a dis-
course, do you really sell it as

a product? That is why I think
it is important to stress the
sharing element. How can we
communicate it in a better way
instead of how we will sell it.
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anpreas: How do you do it,
Annett?

ANNETT: We have a website. Prices
for the events. Different prices
for the different events. We talk
to the artists. They can also
decide how much it should be.
But we have a kind of a stan-
dard. Before summer, we had

a drag show. They wanted to
communicate that the money
goes completely to the people
that do the show. They wanted
€12, or €16, which is a lot for
our venue. Normally we have
three prices. Almost everyone
bought the higher price. It was
fun but also pressuring the
people a bit, “Everything goes
to the artist”. Sometimes we
have small formats which don’t
even fit the “one hour-thing”.
The question is always: should
we ask for money or not? For
discourse stuff we don’t gen-
erally ask for money. Now we
have inflation. Everything is
more expensive and people
need to earn more money. It
will be even more difficult now
in the autumn or next season.
We always discuss anew how
we will do it. We have some
standards but they are not
fixed. I always try to under-
stand what is the best solution
in the specific case. Some of
the institutions will collapse. It
will be so difficult.
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06.12.23
SHARING THE SPACE
WHEN EVERYONE
IS STRUGGLING
SO MUCH

ANDREAS: Annett, is it correct that
there is this wish for a more col-
lective structure and in the end
it is just the two of you carrying
your institution? In the end you
are the servant of the groups.
They behave as if you were a
normal institution. You give
them what they need and then
they do what they want! Your
wish would be to share more, to
be more intertwined.

anNeTT: It is a Kind of a develop-
ment: in the beginning there
was a different plan or there was
no plan at all. We tried to have
this place outside the theatre.
Then we tried to have the col-
laboration thing and to share
the space. That did not work at
all because of the money thing.
Nobody else got the money,

we got the money. We tried at
least to offer alternative pro-
duction conditions. The proce-
dure would not only be to say “it
depends on your cool idea and
then you can do whatever you
want”. Our place is different to
other venues because the artists
get so much more free space to
follow their artistic interest. I
guess they get more individual
help from our side, but it is not
a collaborative way of working.
Because the structure is so pre-
carious, nobody can really earn
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money out of it. People cannot
put so much time in so people
cannot really commit: then it

is difficult to invent something
that is stable, if there are always
two people there and the oth-
ers just join when possible. You
cannot share it all in the same
way. You are not a collective,
you cannot share everything in
the same way. Others join it in
different periods. This creates a
sort of hierarchy.

anpreas: Which is not necessar-
ily bad.

ANNETT: No, it is just a fact. Now we
have money for the next season.
Next year we have this new gov-
ernment, need to see what the
new CDU government does. A
new minister for culture, a differ-
ent situation starting next year.
It would be fantastic if there
would be more young people
involved. We need different
perspectives of young people
coming from very different
backgrounds. In that sense I am
really lucky to work with a lot of
young people here.

anpReas: The topic of generations
is very important in terms of
institutionalisation. You easily
become this old authority and
everyone looks up to you. That
is not comfortable.

AnNeTT: If you work with peo-

ple who are 27 there is a differ-
ence you cannot ignore. How
they think, how they work,
different mood, mentality, very
interesting.
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18.01.24
SURVIVAL AND RESISTING

ANNETT: It is very difficult to sur-
vive, if you work in this very
tiny “in-between everything”.
MARIJANA: The idea of stability, to
survive: This term has not been
mentioned so far, survival.
Nomad survived because of

an enormous network, prac-
tices of solidarity. Nomad is a
kind of, is this liberated space,
resisting these forces that try
to push you to do things in a
certain way.

ANNETT: Maybe this is a better
word, resistance. Survive... it is
also a bit dramatic to survive.

_ 15.03.23
TARNBY CULTURAL
POLITICS

storm: Tarnby is not...

Nordvest. What you have
created in Tarnby is unique

to Copenhagen. It is not like
Nordvest used to be as a sub-
urb. There is also a theatre, it is
unique in its own terms: kids’
theatre. Now they managed

to get a bit of support for the
model of free children’s the-
atre. They got a lot of funding,
because there is interest from
the municipality. Taking sup-
port away from the inner-city
theatres. And I think you have
proved something very unique,
not only in Tarnby. A unique
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model, not just creating some-
thing and checking it out. A
chance to continue a journey,
inspired internationally, from
other institutions that have a
similar way of working. There
is nothing else like this. Now
we get a theatre and then what?
Your practice does not belong
in a traditional theatre.
MARIJANA: YOu have to present

it as a benchmark for Tarnby.
The specific thing that only
Tarnby has. To also make it as
their kind of success in a way.
They had recognised it, they
have supported it, but then

it needs to develop. In a way
which will show what the peo-
ple from Tarnby really want.

12.05.23
WHAT IS MY RIGHT?

mARIJANA: If you ask, what is your
right as a culture maker, you
can always start from the real
situation. You can use the festi-
val and the relation between the
neighbourhoods at the festival
and the public activities as a
starting point for the discus-
sions with the politicians. In
Tarnby there is this beautiful
neighbourhood, with a lot of
public space which is meant to
be connected with culture.
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19.06.23
CREATING AFIELD

anpreas: What I experienced in
the festival this year, it feels so
clear: the way our team collab-
orated was felt by the visitors
of the festival. We created a
field of a certain way of relat-
ing to each other that spread.
The ways we interact in the
core with each other creates
another space that the people
immediately feel. When you
say these curators spend a lot
of time with the artists to pre-
pare the dance festival, I would
be curious: how does it feel for
people that enter the space not
knowing anything about these
processes, because I am sure

it will create something peo-
ple will understand physically
through their body.

storm: The fear is that if you
spend your time in another
way that scores no points on a
checklist, it is not produc-

tive — in the ways that you are
required to be productive. They
insist on doing some work that
does not read as being produc-
tive, tick boxes, sell tickets, the
fear that appears when we try
to do things in different ways.
anDReas: What are the notions
of success? I also have ideas of
success - if nobody comes it
feels unsuccessful, or if the
next piece does not work - this
mindset, this fear is part of the
process. Let’s say “yes to the
fear”. It is very strange how we
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easily internalise somebody
else’s criteria or patterns of
how to do things or think about
things.

MARJANA: Like these relations you
mention with your team, it is
so visible in the structure and
in the production of the festi-
val, that people are embodying
it. That is extremely important,
they build their relation to the
festival with this element in
it... not only the performances,
not the precise agenda, not the
number of audiences. These
feelings/experiences of specific
relations among the people
who are there. So, your fear - if
we can use that word - should
only relate to this: how to build
good relations, with all the
people that are involved, and
not how many people, how
many journalists came. This is
what builds this body that peo-
ple really feel at the end. That
people take the experience
with them at the end... not all
festivals should be about audi-
ence numbers, some are there
to build relations, to be the real
experience that stays with peo-
ple. It is exactly like the topic of
care that is at the essence of it.
How we care for those around
us, no matter how many they
are. That’s what makes a dif-
ference.

anpreas: And I think that there
the festival is a performance in
itself, like these dance curator
artists say: they want the fes-
tival to be an artwork in itself,
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that is also what I learn from
you, Storm. The performance
is what it does to people, that
is the performance, and if you
think of a festival like this, then
the festival does not only rep-
resent a certain idea of art that
you can see and then criticise
but it also creates a space, it
creates relations and therefore
if you can see that, itis not a
stupid idea to say, “it is also an
art piece”. It is very concrete,
it is about a rhythm, relations,

about the quality of... and so on.

17.08.23
UNPREDICTABILITY

MARIJANA: It is very important to
take into account the unpre-
dictable elements of a gather-
ing. The system is pushing us
to control everything, predict
everything. To foresee every-
thing, every possible element
- and then to report it. When
you speak about the festival in
this Big Art Institution, they
say, “You have to do things
like this”. It is a huge obsta-
cle. Very problematic. “Things
have to be like this”. Super
problematic: if there is a PR
team that says how you should
do certain things. For me it is
totally opposite of how things
should work in an art place.

It is not that PR tells me what
to do. And how things should
be framed. The artistic work
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should say to the PR people
what to say, how to do it, how
to make it, how to communi-
cate it better. These things say
alot about this institutional
mainstream system. The ways
it works. The laws it accepts
and uses to function. This
messy, unpredictable, surpris-
ing place is being cleaned up.
Removed.

anpreas: But I think it has so
much to do with the fact that
that stuff is hard to sell.
maRIJANA: To sell or to share...
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"@ko-Sci Fi" by Fremtidsklubben (Stjerne i natten), © Andreas Liebmann
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Autonomy
Dirk Cieslak, Vierte Welt

Today’s artists are usually highly educated and qualified. They
speak three languages. They are professional and have several
masters degrees on their CVs. I didn’t go through that tough school.
The guards wouldn’t have let me into those academies. I wouldn’t
have been able to show the portfolio that proves talent and that

is so important to cross the first hurdle on the way to becoming

an artist. I am an artist without a diploma. Self-taught. The only
six-week workshop I ever attended was the training I received as a
rocket munitions technician during my military service.

Thanks to an illustrious reform policy in the 1970s, I was
allowed to enter the university as a working-class child through the
gates that had previously been well-guarded by the bourgeoisie.

A wonderful laissez-faire atmosphere prevailed, much to the
dismay and horror of many. After I got a first class degree in social
sciences, a lecturer I held in high esteem said I had made the best
of my abilities. The word “limited” before “abilities” was implicit
and only resonated. She was right. I was not talented. I was neither
a good student nor a good skilled worker. I only had a very early
developed determination to escape the madness of my parental
home, through which the still fresh traumas of the war were power-
fully striking in their capers. My will had no language. It was only a
pictureless longing. It was an empty will not to accept the swelling
depression. I wanted to leave behind the lack and the silent unhap-
piness in which I was trapped, the speechlessness that separated
me from the world. I did not want to accept this dark, insurmount-
able wall that surrounded me. It was built of inhibitions and inau-
thenticity. I felt wrong. But I wanted to understand the world. I
wanted to enter into an active relationship with the world. The real
world that I was thrown into held, at best, a secure job in the public
sector, salary scale 7, for someone like me who couldn’t even put a
comma in the right place. My determination did not lead to an exis-
tential act, as Jean Paul Sartre describes it for Jean Genet. The fos-
ter father calls out to Genet: “You are a thief,” and the child Genet
replies: “Yes, I am a thief,” thereby justifying his existence and, if
you like, his identity. I never said yes to the identity or identities
that were called out to me. I refused to be part of the debt econ-
omy of self-assurance that revolves around itself. I am not guilty.
My determination to establish an active, living connection with the
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world, to overcome the oppressive inhibitions and inauthentici-
ties that characterised me, and to find a language only worked by
entering into a productive relationship with a counterpart. These
productive relationships are autonomous. They are diverse, they
are singular and often temporary. They exist or existed out of them-
selves. The world is their material. They arise from chance, which
invites us to say yes.

Social spaces are needed for these autonomous relationships
of the first order. I speak of autonomy of the first order to distin-
guish it from the autonomy of the second order, which is conferred
or awarded to the artist by the institutions and their discourses
after an artistic education. This space of autonomy is infinite and
unspecific until it crystallises into a work at a particular place.
How can such a place be described? It is a place where it is tacitly
taken for granted that one is there and working. Where one meets
at eye level despite all the adversities and contradictions. Without
instruments of mediation. A place where the artist does not have
to explain himself. A place where the artist does not have to insist
on his rights (or put himself in this situation). A place that lives by
the rule of live and let live. Admittedly, it is difficult to maintain a
space of first-order autonomy in a place. You have to create, assert
and invent these places. Sometimes you can only hallucinate about
them. I know such places. I have fought for them again and again
and created them for myself in one way or another. In times of res-
toration, it has not become any easier to assert them. Sometimes I
just blanked out enough to believe that I was in such a place. There
were historical coincidences, such as the dissolution of the GDR,
when places for this first-order autonomy fell into one’s lap, so to
speak. And then at some point they were taken away again. Then
the well-trained professionals came in the guise of curators or artis-
tic directors and established a third-order regime, the programme.
The autonomy of the second order overwrites the autonomy of the
first order.
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"Airport in pieces", Tarnby Park Studio 2023, ©Max Morris Doherty
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it was never about equality;

it was about having a place
Annett Hardegen, Vierte Welt

VIERTE WELT opened on 5 November 2010 at Kottbusser Tor with
the double project: DAS HEIM: 1. Women and children first and 2.
Let me be your dog.

Both parts of DAS HEIM combined to create an evening of theatre. It
engaged in a dialogue about the state of our present. DAS HEIM was
a place where refugees, the poor, activists, children, tortured dogs,
women and dog lovers could live, work and receive guests.

Early summer 2024; more than ten years have passed.

When we opened Vierte Welt, we wanted to create an evening of
theatre outside the institution theatre and work with other artists to
connect in a joint work. DAS HEIM was a collaboration between the
Lubricat theatre company, Maiden Monsters, and Gutes Tun.

The Berliner Zeitung wrote: “Out of the cloud of consensus ... It is a
defenceless training in the existential leap from thinking to playing
to doing, which is at the same time so openly designed here that it
has never been more stimulating for the audience to jump along.”

During DAS HEIM, we decided to stay at the "Kotti”. We didn't want

to go back to the institution theatre. Over the past few years, we have
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worked on the following issues, in particular with Vierte

1.How 2. What are the mechanics ant
does a consequences of neoliberal ¢
space politics and economics on
emerge our culture and society?

as

the-

atre space that moves outside the institutit
theatre, and how can this space enable work in
continuity?

3. How do power and representation behave in our
society, and in what spaces (in the broadest sense)
can we oppose this?

While we moved away from the established theatre spaces back
then, the Vierte Welt has become an established space through its
many years of existence alone. And we still see ourselves as a space
for thought/action/art that is not affirmative, which rather, despite
and with all the entanglements in a market and competitive struc-
ture, creates an in-between space, a gap, and tries to protect it with
all kinds of practices. And so today, as then, one of our central ques-
tions is: how can we design a space that we share, a public space, a
space for thinking, a space for the new, the untried?

In 2017, we made a significant shift in our
approach. We decided to distance our-
selves from the concept of collaboration,

which was integral to our inception,

by removing the word from our name. Inspired by our friend Boyan
Manchev, we recognised this as yet another form of performative
capitalism in the neoliberal era, where artistic subjectivity is tied to
labour and the market. We established the Vierte Welt in order to
escape the modes of production and exploitation of neoliberalism
as far as possible, by inventing counter ...
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In 2010, we founded the theatre
and event venue Vierte Welt in
the centre of Berlin, in the new
building Neues Kreuzberger
Zentrum (NKZ) at Kottbusser
Tor. Vierte Welt is located in the
gallery of the NKZ in a gutted
shop. We deliberately chose this
location, outside of a protected
theatre and art scene, on the
social edge of the city, and in its
geographical centre. The location
does not define itself as under-
nd, in the shadow of the cool
b scene. The NKZ is synon-
g2ous with an urban planning

|l socio-political scandal. Here
| at the Kotti brutalisation and
e are constantly present. At
same time, the Kotti is one of
city's most urban and hetero-
eous places.

As a place where artistic work has been carried out since
2010, we have been asking questions such as:

How does a space for theatre emerge that moves
outside the institution of theatre?

How can continuity be made possible for this
work in a precarious location like ours?

What are the mechanics and consequences of

neoliberal policies and economies in our culture
and society?
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How can we undermine them? What forms of
representation generate power structures and
in what spaces (in the broadest sense) can we
oppose them?

Vierte Welt sees itself as a production space in which artistic work
is understood as an integrated social production context. We are a
space of thought/action/art that, despite all the entanglements in
market and competitive structures, creates an intermediate space
and tries to protect it with all possible practices. We see it as our
task to create a place that is a public and accessible space, a space
for thinking, for new forms, for the artistically untried. Our aim is
to perforate boundaries and divisions; to open up enclosures and
offer paths of connection. In this sense, we understand Vierte Welt
as a technique of appropriation and rupture and we claim these
techniques as the basis of committed political theatre work. The
basis of our work is a significant art-political agenda at the bound-
ary of art, politics and philosophy. Since its beginnings, Vierte Welt
has been dedicated to the exploration and practice of hospitality.

We understand hospitality as a counter-technique to tl&ﬁﬁ)ﬁ) E!
I,

sation of all aspects of life. 4
RADIKALE INTIMITAT
RAHICALE AT

First attempt: we build a
room in the theatre,

the theatre, the theatre
space disappears

Second attempt: WE
LEAVE THE THEATRE
And openaroom
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And so we understand our work as a WITH consisting of many art-
ists, and this WITH eludes a curatorial practice but connects all the
more with an actual working practice and the artists themselves.

Vierte Welt still wants to connect people, artists, activists and
everyone else. Vierte Welt also strives for a practice of solidarity in
art. And seeks a self-presentation of diversity. Vierte Welt is a place
for an art policy and practice that raises questions and in which
philosophy, politics, actionism, art and theatre intermingle.

Third attempt: we give up our

Derrida: Liberalisation is there-
fore accompanied by arestric-
tion of hospitality.

Politics of the dream
- a politics that keeps
alive the possibility
of the impossible
against the hegem-
ony of globalisation,

the phantoms of indivisible sovereignty, and the collective narcis-

sism of national identities.

Fourth attempt: we remove the

name and look for aname * word collaboration
part of this name is the word
collaboration
ALLES, WAS DU DENKST The location itself

Since 2018, we have had a 70-square-metre studio in addition to the large 120-square-metre space. Our office is located between the two rooms
which are located in the gallery of Zentrum Kreuzberg and which were originally a doctor's practice and then a Turkish cultural centre.

The entire space, organisation, administration and operations were run on a voluntary basis until 2014. Since 2015, we have received venue funding
which is now biennial and has been continuously increased until 2023. Among other things, this funding has enabled us to set up three quarter-time
positions for the organisation and supervision of evening events. The management was previously run on a.veluntary basis and has only been
implemented in two half-time positions since 2020. However, these positions are paid when.possible.

T
" oy

The Vierte Welt can
hold between 35 and
70 spectators for
theatre productions,
depending on how it = —
is used. For all other ﬂ#&"“ S
events (readings,
discussions), we can

accommodate up to .3 E l I i -
99 people. The stu- T

dio can hold up to 50 _
spectators.
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radikale Intimitat .
RADIKALE INTIMITAT
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ALLES, WAS DU DENKST
WRTENEL
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Anne Dufourmantelle: Invitation

Jan Patockas argued in favour of an “openn
shocking”, which requires us to “go through
ence of the loss of meaning” because it is fror
“the authenticity of philosophical thought”
Against this background, Jacques Derrida
in Patocka's experiences on the front during
World War that the concept of hospitality hq
pushed to its extreme limits. For in the expe
the front, the enemy is no longer simply the ¢
becomes “our partner in the shock of the da
is where the abysmal nature of ‘prayer for t
opens up, the phenomenon of ‘love for those
- the solidarity of the shaken”.
Perhaps the question (of) hospi-
tality is ‘a provocation of thought
itself’ and ultimately ‘only those
who accept the experience of being  hX-t
deprived of [their] home can grant
hospitality’. w
tal
to af
prac

A
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occasionally asked, very ten-
derly, of children or lovers. Or
does hospitality begin by receiv-
ing without asking, in a double
cancellation, the cancellation of
the question and the name? Is

it fairer and more loving to ask
or not to ask? To call by name

or to call without a name? To
give or to learn a name that has
already been given? Is hospital-
ity granted to a subject? Or is
hospitality granted to the other,
given to him before he identi-
fies himself, indeed even before
he is a subject, a legal subject
and a subject to be called by his
surname etc. (is set or presup-
posed as such)?,

This reveals an antinomy, a
clash of two laws at the bound-
ary between two equally
non-empirical legal systems.
The antinomy of hospital-

ity expresses an irreconcila-
ble opposition between the
law in its universal singularity
and a plurality that is not only
dispersion (the laws) but also

fie-dillefike

division and differentiation by
laws that distribute their history
and their anthropological geog-
raphy differently.

NIE WIEDER EIGENTUM literally
gives space to this description: the
spectators are received as guests
and then become hosts. The place
where this invitation is extended,
like the guests themselves, becomes
a central actor. The place is the
condition and the opportunity for
something to take place. The space
itself gives and creates space for the
experience of a different order. And
we are all involved in this. As spec-
tators, as guests, we will experience
that we can create a different order
from that of contracts.

Following the breaks and folds,
entering the niche and thus reveal-
ing it. Insist on the break, the
threshold is a transition.

Places of aesthetic
resistance // indetermi-
nate aesthetic experi-
ence //

distinguish
between fun and plea-

YFENELT piee volk

Oppression can also be fun, //
Joy arises when you do somethingin

a self-determined way.

As operators of Vierte Welt, we have been keeping a place literally
and metaphorically open for almost 15 years. Like everything else,
Vierte Welt is entangled in neoliberal logics, but due to its loca-
tion (in the New Centre Kreuzberg, in the middle of a block of
flats) and nature (e.g. celhng height: 2.30 m | fourmassiverectan-
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rupture, which virtually withdraws from itself, its classification and
transverse position in Berlin's cultural life, from any kind of profit
intention. As a space, Vierte Welt is perhaps something like an
inter-zone. A remnant of what is long gone and is not yet. A place
that cannot realise itself. Always on the edge.

Aesthetics of weakness // Representation with-
out object // Archive of ghosts // Home //

Space gives space. Space gives place. Space makes it possible to
actuallse the potent1al One of the essentlal tasks of art is to cre-



does not take place,
to nevertheless
appear conceiva-
ble, tangible and
potentially possible
(Isaac Julien). An
event is inconceiva-
ble without a place,
the place precedes
it. The question of
whether we need

the place does not
represent the owner
(host/performer),
but becomes a fluid
context that escapes
a fixed definition
(law). NIE WIEDER
EIGENTUM
searches for such an
eventful interrup-
tion of power rela-

neighboring, not
pure, but affected,
moved, irritated.”
Laura Strack

In Vierte Welt, we
have packaged our
reference, our desire
for connectivity and
dependency in the

reality in the field
of aesthetics. We
are looking for an
aesthetic judgment
that makes us capa-
ble of acting with-
out retreating into
a relationship of
dominance. In this
sense, we want to
design spaces that

oasellschaften

byttt i G
as been constant y I

' i | |
erence: thespacein  Together WITH the a BECOMING an

posed in the con-
temporary art con-
text for some time.
homelessness is one
perspective, under-
commons another.
With the first part

of NIE WIEDER
EIGENTUM—queer-
okratia, we worked
on, among other
things, creating a
place that is not
defined by who
owns it. If we enter
into a situation of
negotiation that can
only be conceived
performatively, and
can be produced as
a performative act,
because the space
and the interven-
tions that take place
in it are aimed at the
fact that we as guests
(formerly specta-
tors) have to nego-
tiate how we want

to be together, then
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which something
takes place does not
configure a homo-
geneous space-time,
but something that
takes place. There
is nothing univer-
sal, but only sin-
gular, conditional,
environmental,
also in the sense

of a neighbour-
hood, but not in the
sense of a commu-
nity. Something
that relates to other
singularities. Here,
precariousness
becomes the basis
of the social and
political.

"what is in the world
is essentially pre-
carious because

it is not free, but

in relation to and
dependent on, not
untouched, but

49

philosopher Luce
deLire, we have
invited each other
to make NIE WIEDER
EIGENTUM with
each other. In the
edition of Texte zur
Kunst by deLire that
she edited and

published, perspec-
tives are presented
that lie beyond rep-
resentational justice
(for marginalised
groups). Luce deLire
proposes hospi-
tality as a starting
point for working
on the possibility

of a different world.
An invitation to
indeterminacy that
doesnotactina
standardising way.
Art is the space in
which such solu-
tions can be tested.
In the best sense,
we experiment with

thus point to a lim-
ited temporality.
They mark a con-
stitutive boundary
between place and
the becoming that
takes place. The
"we” that receives
here (in the sense of
a hostess) is recep-
tive, porous and
likes to be pene-
trated. Because it is
also not a uniform,
homogeneous body
that presents and
exalts itself.

We are looking for
formats that under-
stand the space
performatively;

the space becomes
the protagonist,
because it enables

It was never about...



us aries that does not arise from intoxicating devotion. This corresponds to our idea of

to "see the an experience of the sublime, something that eludes any form. That which cannot
world with new be fixed, that which cannot be inscribed, that which cannot be represented per se.
eyes” as a communal, In this sense, they are also ghostly spaces enriched with a queer desire; the princi-

aﬂ’ectwe experlence o

mamuvAanvazamvvsa

X 0 mmumty/somety to be
invented in the performance. We meet as
guests, at our own limits and limitations.
This is meant quite symbolically: where
I end, you begin. We can meet and touch
each other there. But that only applies if it's
not about an offer, not an exchange (trade).
It is NOT a come touch my wound if you
cannot believe (that I am Jesus), but it is
precisely that indeterminacy/openness
in which and where it is not clear what
we could offer each other, and it is
precisely this experience that allows
us to touch and be touched. So we
work along the maximum bound-
ary, on and in a concrete space
that has walls, an entrance
and an exit, and it is pre-
cisely here that we work
on the experience of
dissolution of
bound-
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ple of an indeterminate + 1. They are located on the edge of the border; or as Donna
Haraway puts it: in the mode of to stay with, and we, the guests, experience this
becoming by witnessing the event within it. Objective access is ...

The edge is no longer an outer edge but the centre, a space in between. A mirrored

adikale (nhimitat (vieRtewilt L Ragikale

framing for a time-out: in this space, which leaves the world out-
side by including it, we can encounter each other beyond econ-

omy and efficiency. We don't have to be anything (anymore). No
more performance. And this space is only possible as a staged gap,
aniche, as an aesthetic experience. We need staged spaces, art
spaces that are at the same time its own edge =¥

-

, , =

prlatlon A space free of dommatlon and beyond a discourse of —
equality. =
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Frande Pian and E.T, Tarnby Park Performance Festival, © Max Morris Doherty
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Haunted institutions
and struggles for hope

Marijana Cvetkovié

This is the voice of the place that
lives in a permanent crisis, in a
social, political, and economic
crisis which is the result of a
transformation from socialist

to capitalist society. This brutal
transformation (euphemisti-
cally called transition) has many
cruel aspects that destroyed
social relations in a very short
time. The speed and the size of
destruction with the Yugoslav
wars in the 1990s were blinding
and resulted in many lost lives,
and families, collective traumas,
the destruction of one coun-

try, and the creation of seven
dwarf-countries with a fast and
ruthless internal robbery of pub-
lic goods (called privatisation
that led to the general pauper-
isation) which was the way to
create new classes of super rich
and super poor. The eastern
part of this larger conglomer-
ate, called the Western Balkans,
got stuck in this process with
never resolved problems of his-
toric heritage, mutual relations,
a new identity, and the desired
future. Such a situation in
between the worlds has allowed
the local economic and politi-
cal oligarchies to get richer and
better situated, profiting from
the collective traumas, struggles
for the survival of the majority,
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and unclear near future. The
political turmoil spurred by the
controlled media is the perfect
habitus for the Balkan oligarchs
to survive and adapt to the polit-
ical conditions according to
their needs.

Resisting such processes is
a mission. It can be done only
collectively, together, while
understanding how these pro-
cesses started, what their roots
are, the complexities of history
and its multiple manifestations.

Working in the field of arts
and culture allowed me to rec-
ognise their strength to create
stages for different scenarios for
different futures. I had profes-
sional experiences in all kinds
of institutions - public, private,
educational, cultural, political,
local, and national, in the last
25 years, the years after the fall
of Yugoslavia and the end of the
Balkan wars. On this path I have
witnessed the society and its
institutions that are haunted by
the remnants of the lost futures,
very similar to what Mark
Fisher mapped and discussed
in his book “Ghosts of My Life.
Depression, hauntology and
lost futures” (2014). Haunted
by the ghosts of nationalistic
imaginary and the lost futures
(of a capitalist state and free
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"lam not of public interest"

market that “balances all”),
these institutions are incapable
of producing any relevant ideas
and culture that may contrib-
ute to the society’s stability and
improvements of people’s lives.
Although these processes are
not recognised only in Serbia
and other post-Yugoslav socie-
ties, still they make a dramatic
impact in these places because
of the collective trauma of
losing one identity and build-
ing another one most brutally,
through the civil war. Double
trouble.

The complex social, politi-
cal, and economic crisis that has
lasted too long in Serbia nec-
essarily embodies the crisis of
social imaginary. After the great
collective dream of Yugoslav
citizens about the bright future
of a prosperous, independent,
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solidary, and educated soci-

ety based on high standards in
education, a self-management
system of social organisation,
values of solidarity, equality,
and brotherhood, the Serbian
citizens found themselves with-
out any dream about the future.
The mere concern was to sur-
vive the next day (literally and
symbolically). The new dom-
inant discourse was based on
the romantic past only, which
can bring us nothing but new
internal and external conflicts.
In such processes, we can iden-
tify the consequences of the
loss of the transindividual horizon,
explained by Bojana Cveji¢ and
Ana Vujanovi¢ as a capacity to
produce together. The social
conditions have deteriorated

to such an extent that all social
institutions have become empty
shells, weak and incapable of
fulfilling their social roles which
is progressive and beneficial;
there are the institutions of arts
and culture too. Speaking about
the dominance of individual-
ism versus communitas, Cveji¢
and Vujanovi¢ compare the two
modes of being in the society:
“Social consciousness of the
pre-individual and transindivid-
ual enriches the generic base,
in which there is more abun-
dance and multiplicity than the
image of scarcity and austerity
might suggest to an individual
who must struggle to obtain

his or her share.” (2016). The
capacity to produce together,
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to be together is being taken
away from us as citizens every
day by constant derogation of
the meaning and function of
justice and by introduction of
fear. Here people suffer from
injustice, oppression, and
media-processed tyranny of the
ruling oligarchy in everyday
life: the criminals are honora-
ble and distinguished citizens,
while ordinary people are pros-
ecuted, deprived, and humili-
ated. The level of internalised
violence that occasionally finds
its way towards the outside
(such as the mass shooting at an
elementary school in Belgrade
in 2023 when a 13-year-old stu-
dent killed 9 school friends and
the school guard and severely
wounded several people) is
frightening and directly con-
nected with the level of corrup-
tion and bribery.

This is the context in which
the arts and culture must oper-
ate here. This is the context in
which the independent culture
scene must be strong, loud, and
resistant. I choose to be there,
to do my part in caring and
sharing with the small circles
of like-minded people. As a cul-
tural worker, producer, cura-
tor, collaborator, and contexter,
I choose to contribute to the
restoration of the transindivid-
ual horizon which will enable
the resistance to the humiliat-
ing and anti-intellectual public
policies aimed at culture, edu-
cation, science, and research,
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as well as to the destruction

of the common good that
includes urban public space,
schools, cultural institutions,
water, agricultural land, unpol-
luted air and all other natural
resources. The independent
scene serves as a platform for
various non-for-profit organi-
sations that operate in the field
of contemporary arts and cul-
ture in Serbia and that gathered
to be a counterbalance to the
state-controlled public insti-
tutions and profit-driven pri-
vate cultural enterprises. It all
started because of the neo-lib-
eralisation of the public cultural
policies that have undergone a
drastic transformation from the
beginning of the 1990s.

Due to the general politi-
cal shift of the public policies,
the cultural field significantly
lost its role that it used to have
in Yugoslavia. In those times,
culture, together with educa-
tion, was seen as a pillar of the
new socialist society and was
carefully taken care of. The size
and complexity of the cultural
system, with the variety of
institutions, in a decentralised
structure (for example, until
1960 only in rural Serbia, 2000
houses of culture and educa-
tion were founded; the plan
was to have 1 house of culture
for every 3 settlements/vil-
lages), grounded in research
and education, cross-polli-
nated with the education sys-
tem and the media, made the
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Yugoslav cultural production
globally recognisable and con-
nected. It is especially impor-
tant to mention critical arts
and culture production that
was created in spaces dedicated
to culture for youth (students’
cultural centers, youth clubs,
amateurs’ arts clubs...): they
allowed young people to exper-
iment in arts, self-organise,
relate to their social surround-
ing and shape and practice their
critical minds. The results are
Yugoslav conceptual art scenes
(in Belgrade, Zagreb, Novi Sad,
Ljubljana, and other cities),
famous Yugoslav films and
filmmakers, music production,
arts festivals, students’ cultural
magazines, and so on).

From today’s perspective,
this previous system looks like
a dream because the current
cultural policies reduced the
public culture to the repro-
duction of nationalistic, con-
servative or so-called neutral
narratives that must take a
spectacular form to be media
attractive and avoid any critical
attitude towards social reality.
Step by step, all public institu-
tions, strictly controlled by the
government (or local govern-
ments), have adapted to this
minor role: they are governed
by politically correct direc-
tors who are instructed by
the cultural authorities what
to do and are fully depend-
ent on their will. The fact that
the cultural institutions of the
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highest importance don’t get
professionals with knowledge in
the field and previous profes-
sional experiences and merits,
influences the programming,
professional profile, institu-
tional cooperation projects,

list of local collaborators, and
finally the effects on the local
communities and the society

in general. There is no account-
ability, no transparency, no
dialogue. Such institutions are
rooted in patriarchy, with male
dominance, male identifica-
tion, male-centeredness, and
obsession with control, which is
the same model of the political
mainstream organsations, polit-
ical parties, and the governmen-
tal structures they make. This
creates a very difficult environ-
ment for the artists and cultural
workers because critical and
experimental artistic and cul-
tural practices are not allowed.
Artists, curators, theoreticians,
producers, and thinkers are
forced to look for other spaces
and means to continue work-
ing. They are obliged to create
their own spaces, organisations,
platforms, festivals, and pro-
jects to provide for themselves
basic conditions for cultural
production that go beyond the
official norms. Of course, many
have tried to build bridges,
including me, to not give up our
public institutions and claim
the right to work in them and
with them. Most of the time, it
was a disappointment by their
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conservativism, a venom it
injects into the social body.
This kind of socially and
politically aware cultural work
that in post-Yugoslav spaces
started with the wars in the
early 1990s as a part of the anti-
war movement, continued to
exist till today and constitutes
the core of the independent
culture. It is often criticised
for being the facilitator of the
neoliberal transformation of
the cultural production field
because it introduced the pro-
ject-based operational mode to
culture (together with flexi-
bilisation of work in arts and
culture, free-lance status, the
concept of projectariat). But,
at the same time, it was that
cultural agent that wanted to
preserve the Yugoslav heritage
and keep this heritage live and
present in the models of work:
self-organisation, horizontal
structures, solidarity as a basic
principle of being together,
regional collaboration (versus
hostility of the mainstream pol-
itics and their official cultural
policies), cultural and body
diversity, feminist principles
of equity and care, and criti-
cal thinking not only about the
world but also about how they
participate in this world.

kkokoksk
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Working in arts at such
a place and under such con-
ditions is a challenge and a
madness. Belgrade is a beau-
tiful place, but with many
ghosts that haunt its streets
and houses. All the layers of its
tumultuous history are visible
but hardly readable. Its cultural
dynamics are powerful, inspir-
ing, resisting, and wild. This is
why it is so irresistible. Its main
feature is people who don’t lose
hope. And this is why I fight for
it. “Hope is a discipline... we
have to practice it every day”
(Mariame Kaba)

The previous year has
been very hard in Belgrade
and Serbia. The first-ever mass
shooting in a school in May
2023 was experienced as the
boiling point of all our collec-
tive delusions: it was a sign that
society should be recalibrated
urgently. It was like knocking
the air out of the lungs, sud-
den and painful. Many citizens
understood this ultimate act of
violence as a pinnacle of capi-
talist cruelty where the collec-
tive trauma of social splitting
is transferred and transformed
into an individual sociopath.

This event initiated a series
of political protests around the
country against the political
coalition holding the govern-
ment for 12 years. The protests
demanded crucial transfor-
mation of ways the society
functions, and above all the
transformation of education
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policies, juridical system, media
policies, and zero tolerance

for corruption. The perverted
inequalities that have been
installed in Serbian society
were threatening every citi-
zen in every aspect of their life.
The protests brought back a
wave of hope among protest-
ers and those who supported
the protest. Previously weak-
ened opposition parties got
together in a united block and
took over the protests, asking
for new elections. With many
manipulations and resistance
to change, especially in the
sphere of media and judiciary
system, the parliament called
out for elections that took place
in December. And the perver-
sion of the democratic proce-
dures became crystal clear: the
elections were stolen, citizens’
votes distorted, and the will for
change suppressed. The echo
and consequences of that event
are still ringing out.

It was clear that the regime
in Serbia openly demonstrated
that it was moving towards a
dictatorship with no mercy.
Targeting people who have
opposition views, manipula-
tions in the controlled media,
strict control over all pub-
lic institutions and systems,
banning of several festivals
(“because they are anti-Ser-
bian”), the ban on artists and
activists from the neighbour-
ing countries entering Serbia
are just a few manifestations
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of the new turn to the right.
While most of the Western lib-
eral democracies threatened
their citizens with accusations
of antisemitism if they raised
their voices against the Gaza
genocide, the Serbian president
incited fear in his co-citizens
with “the neighbours’ plan to
destroy Serbia in 5 points”.

Fear and hopelessness
are the dominant feelings in
the public spaces. This is why I
want to write down this roll-
er-coaster of emotions, ideas,
rage, excitement, hope... espe-
cially hope that I need to prac-
tice daily. I want to put a vector of
force into my world.

Building the independent
scene for many years, in differ-
ent constellations and with vari-
ous focuses, allowed me and my
colleagues to practice change,
resilience, and critical work in
arts and culture. These flexible,
liquid structures that needed to
change and adapt to unsecured
and unstable conditions made
us learn how to combine our
skills, knowledge, and values:
curatorial approaches, produc-
tion skills, theoretical research,
political and activist strategies,
managerial tactics, cultural
policy insights, advocacy tech-
niques, public speaking skills,
feminist care and determina-
tion, Yugoslav anti-fascism and
international solidarity.

The structures that were
created from these processes
have been the products of hope
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that it is possible to resist and
produce knowledge that is
traceable and transferable to
different contexts and condi-
tions. The practices of sharing,
co-thinking, co-writing, being
together had many challenges
and failures. But, the experi-
ence of collective struggles,
resistance, experimenting with
modes of production in arts and
culture, as well as the politi-

cal solidarity (Sally Scholtz) in
opposition to competing for
individual achivements, are the
most valuable experiences of
self-emancipation and of collec-
tive emancipation. It is a gen-
uine learning experience and
political profiling.

The platform of independ-
ent culture in Serbia is the only
place of resistance in culture
that uses the multiple voices of
its members across the coun-
try to articulate the problems in
culture and to propose solu-
tions and interventions into the
system. Member organisations
who work in smaller towns
or villages are very often the
only creators of contemporary
art programs in those places,
which is why their significance
is great. They are those local
actors who give the possibility
to the local population, espe-
cially young people, to have
direct contact with contempo-
rary arts and to experience con-
temporary culture. This should
be the value that is cherished
and encouraged by both local
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and national cultural authori-
ties. Independent organisations
struggle to survive and keep up
with program-making because
they are usually not supported
at all by any public cultural
fund. In such a position, their
presence in the independent
culture network opens for them
more possibilities through shar-
ing of common resources, and
exchange of skills and knowl-
edge. So, we support each other
and learn from each other.

We have learned together
how to deal with cultural pol-
icies that ignore us. In the
documents of the Ministry
of Culture, there is no such
thing as “independent cul-
ture”. As individual organiSa-
tions, we apply for funding for
our projects every year. Very
few get some minimal sup-
port and never enough for even
one single activity. This is the
money we don’t want to give up
although in many cases it does
not make any difference in the
total budget of a project or pro-
gram. We believe that this pub-
lic budget is ours too. When the
Ministry announces the results
of the calls for projects, our pro-
jects are usually not on this list.
We receive the evaluation from
the jury: THIS PROJECT IS NOT
IN PUBLIC INTEREST. It would
be acceptable if we didn’t know
that many other projects pro-
posed by several, well-known
GONGOs (government-organised
non-governmental organisations)
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that even don t operate in arts
and culture, received millions for
phantom projects that will never
be implemented. This is one more
fake procedure and a corrup-
tion instrument that we have to
deal with: to fight against it and
fight for it, seduced by the need
to share the common good and
to work in the public interest.
During years of such manip-
ulation and abuse of cultural
funding by the government, the
independent scene started doing
regular analysis of all results of
the public calls for projects in
the field of culture, on all levels
— from the Ministry of Culture to
local municipalities, cities, and
regions. We do it together, guided
by the researchers and media
experts because these reports are
presented to the public through
all the independent media. The
reports that confirm the abuse

of public funding and the public
debates that follow them, con-
tribute to the political struggle
and expose manipulations of the
oligarchy. This is one of the ways
the independent cultural scene
contributes to public awareness
and political gathering against
the regime.

What Ilearned from all
these years is that such a work
in such a context makes sense
more than anything else. I also
learned that speaking with
these politicians is impossi-
ble: they are not interested in
culture in any other way than
“to keep the status quo, avoid
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problems and eventually use it
to improve the public image”.
Which is great because I never
wanted our meetings to become
tools for them to learn how to
manipulate more.

I understand that it is
impossible to imagine better
working conditions for artists,
progressive cultural policies,
more space for arts and cul-
ture, and a better position for
the cultural sector in this same
political system. Fighting for
a political change is the only
precondition for a change of
cultural institutions and poli-
cies. I truly hope this is possible
through getting together, speak-
ing, thinking, and sharing, just
as we did in the Phantoms of
Stability project: sketching a
horizon of hope. All my com-
munity-making engagements
and projects are meaningful to
me because these long-lasting,
time-consuming, failures-based
learning processes have had
capacities to emancipate
myself and my comrades and
colleagues.

“Hope is an axe you break

down doors with in an emer-
gency”, Rebecca Solnit (2016).

Haunted institutions...



"Autopsy of a Dying Continent" by Mamadou Soma & Delia Keller, Tarnby Park Performance Festival,

© Max Morris Doherty
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Silence s its own kind

of symphony

Storm Moller Madsen

This text is both a reflection and
an effort to open a discussion to
ask critical questions about the
role and authority of the per-
forming arts industry in a time
of multiple world crises. What
are the conditions of the contem-
porary Danish performing arts
scene and its ability to engage in
urgent political topics?

It is simultaneously an
effort to document and archive
the work, done primarily under
the name Performing Arts for
Ceasefire, to break the perform-
ing arts industry’s silence in
relation to the atrocious events
we have witnessed in Gaza since
October 2023, and which are still
ongoing as I write this at the end
of May 2024. Trying to make
sense of it. To make the work
available for others. To docu-
ment it.

The following pages poses
more questions than it answers
- Thope it can be a starting point
for a further conversation. These
issues are not meant to be solved
alone, but in community.

Through this text I hope
to ask not so much what we
should say, but what we are
able to say, and how we can say
it. Are the Danish performing
arts institutions, organisations
and groups able to speak out on
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contemporary topics of political
nature — and under what condi-
tions? What happens when they
don’t - what is the reason and
consequences of their silence?
Some say that the silence is due
to tradition, others say that it is
because the institutions are not
political. But their silence is just
as political, if not more so.

Taking the events in Gaza
as an urgent starting point: if we
wanted to speak out on issues
of contemporary war crimes in
Gaza, could we use the theatre as
a place to do so? What “tools” do
we have for speaking out?

And what are the conditions
of our artistic freedom when it
comes to contemporary politi-
cal issues? How precarious are
our institutions if they choose to
speak up?

The following pages are a
way of making transparent the
thoughts, processes and discus-
sions around the question of the
role of the performing arts and
its ability to react when it comes
to urgent political events and
topics. As a writer and initiator of
many of these initiatives seek-
ing to break the silences, I am
not neutral — no one is. I have my
own stance on the events in Gaza
and though they are present as a
part of this text, in the language
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and as a part of the narrative of
the solidarity work, the text is not
about arguing for mine or oth-
ers’ opinions on the years’ long
Israel-Gaza conflict. The purpose
of this text is, through different
examples and discussions, to
make apparent issues surround-
ing the role of the contemporary
Danish performing arts scene, its
complicit role within a contem-
porary political world and how, if
at all, we can meet around press-
ing topics within the theatre as a
place fundamentally defined by a
time and space where we gather.
Many conversations have
inspired and lifted this work
and continue to do so. None of
this is done alone but always in
community. Despite me being
the one pressing send on emails,
making statements or manag-
ing social media accounts, there
is always more than one set of
hands involved. Throughout
the text I will therefore use “we”
when referring to the ones doing
the work. Sometimes there are
many, sometimes there are few.
ButIdon’t believe solidarity
work is ever done alone.
Phantom of Stability, the
project in relation to which this
text is published, has played
a significant role as a space
for reflection, transcultural
exchange and in-depth discus-
sions about the precarity of the
performing arts field and the
possibilities for participating in
the public debate or activating
the performing arts and theatre
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as a space of gathering in a time of
crisis.

The way our conversation on
the precarity of the arts institu-
tion over the past year, has been
able to hold the complexity and
continuously changing cultural
and political climate has been an
inspiration; and, in its own right,
it has been an example of how
spaces of art can adapt, make
space for and claim the relevance
of burning political issues for the
performing arts.

The starting point for the text is
the events in Gaza and the efforts
to form and show solidarity with
the Palestinian people and to call
for a ceasefire and protection of
civilian lives on both sides of the
Israel-Palestine conflict.

For the past seven months,
the world has witnessed the kill-
ing of thousands of civilians while
the Israeli army has carried out
what human rights organisations
deem a genocide in Gaza. The war
crimes in Gaza have resulted in a
total breakdown of any infrastruc-
ture and health care system. More
than 36,000 people have been
killed, including more than 14,000
children (OCHA, 2024). Gaza‘s
universities have been turned into
ruins and many teachers, staff and
students have lost their lives. The
UN describes the situation in Gaza
as a “scholasticide”and a deliber-
ate destruction of Gaza‘s educa-
tion system (OHCHR, 2024).

Silence isits own...



As protests against the Israeli
attacks on Gaza have risen — in
the streets, at universities, in

art institutions — and solidarity
with the Palestinian people from
scholars, artists and students
has led to terminations, censor-
ship and expulsion, Gaza has also
become an issue of freedom of
speech - of scholarly and artistic
freedom. Pressure from artists

and students on their institutions

to take responsibility and divest
as well as stand up for the pro-
tection of Palestinian people is
increasing every day.

In October and November of
2023, the hallways of the univer-
sity where I work feel uncomfort-
ably quiet and almost ghostly. I
walk among co-workers, share
talks over coffee in the kitchen,
chats in the office - but none of
us mention what is happening in
Gaza. I am nervous to mention
anything. In my office of three
PhD students someone finally
breaks the silence and we each
share our concerns about address-
ing the violence happening in
Gaza and how it is not addressed
within the university or the art
institutions which all remain
silent.

I put up posters in the hall-
ways of the building where my
office is. I guess it’s my way of
bringing the Palestinian reality in
relation to our everyday life and
the institution we work in. A way
of breaking a silence.
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In early January 2024, after con-
templating it for weeks, I post on
my personal Instagram in response
to the silence on the events in Gaza
from the Danish Performing Arts
industry.

My text reads: “I think a lot
about the silence around the gen-
ocide in Palestine from the Danish
theatres and members of the per-
forming arts scene. It makes me
angry and sad that no Danish the-
atres are stepping forward in soli-
darity with the Palestinian people”.

Underneath my own text a
longer bit of text from an unknown
author. The final paragraph reads:
“So, art and artists that seemingly
have nothing to say about this
ongoing genocide are in fact say-
ing something about this ongoing
genocide. Silence is its own kind of
symphony”. (Unknown)

Underneath the posted
images I write: “I think a lot
about the silence surrounding
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the genocide in Palestine from
Danish theatres and performing
artists with strong public voices.
It makes me both angry, sad and
disappointed about the position
many evidently believe theatre
holds in society. Apparently, it
does not oblige them to come for-
ward and show solidarity when
we witness a genocide. It worries
me that Danish theatre appar-
ently sees itself as separate from
the current events in Palestine.
In other countries, we see a wide
range of theatre institutions
coming forward with statements.
But in Denmark, it‘s generally
quiet. Way too quiet in my opin-
ion. Let's remember that silence
often implies tacit acceptance of
events — not saying anything IS
saying something. It is complicity
in events that are of the utmost
relevance to our world and thus
our art form, field and profes-
sionalism. Theatre is and should
be a part of society - theatre is a
political space simply because it's
where we gather — and therefore

67

Dot gor migwred og ked af det

atingan danska teatr tradar

tydeligt iram i eaicariteat med
det pelestinensihe folk*

Fercnmr v i e e e Sy

'E,:-u:rrn raitee

we should have a voice when our
society is turned upside down as
it is now” (My own translations of
the text).

Several colleagues and profes-
sionals from the industry respond.
Some echo my frustration with the
silence from the Danish perform-
ing art scene. An old colleague of
mine, who is now the artistic direc-
tor of a theatre in Copenhagen,
expresses similar thoughts and
critique and notes that we, in
Denmark, unfortunately do not
have a tradition of using the the-
atre to respond to political sub-
jects like they do in Germany, for
example.

I wonder under which con-
ditions such a tradition can or
should be broken. If and when the
theatre is and is not a place for
political “responding”.

Is it this tradition of the per-
formance arts role in Danish soci-
ety that results in the silence on
Gaza in the performing arts indus-
try? Under which conditions do
we decide to break it?
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On January 11th we air the plat- And we create an online form
form “Scenekunstbranchen for where members of the perform-
vabenhvile” (Performing Arts for  ing arts industry can sign the
Ceasefire). We write a statement solidarity declaration. The state-
which is posted on social media  ment reads as follows:

platforms and our website.

The Performing Arts Industry in Solidarity with Palestine

In the Danish performing arts industry, we stand together to demand
an immediate ceasefire in Gaza and protection for the Palestinian
people!

We, members of the Danish performing arts industry - on, behind and
around the stage - declare our deepest support for the Palestinian peo-
ple and condemn Israel’s attacks on Palestine, including all aggression
in Gaza and the West Bank.

We demand that the Danish government cease its economic, moral and
military support for the Israeli occupation’s attacks on the Palestinian
people. An attack described by humanitarian organisations and inter-
national experts as genocide involving war crimes. It is an occupation
of Palestine that began 75 years ago and, in its intense escalation over
the past three months, has displaced more than 1.9 million and killed
over 27,000 Palestinians in Gaza, almost half of whom are children.

These enormous civilian losses are not just numbers; they represent
a culture of living people with dreams and hopes. They are our col-
leagues, someone'’s friends, families and children. All individuals who
have been deprived of the right to live.

We stand in solidarity with our colleagues in Palestine, including The
Freedom Theatre, which has experienced repeated targeted attacks
by the Israeli military, and we mourn the Palestinian artists whose lives
and voices have tragically been lost to the world forever.

As performing artists and individuals connected to the performing arts
industry, we work in and with an art form where we come together.

Theatre is and has always been a space where we can meet in diversity
and exchange, where we collectively create and connect with each
other as humans. The theatre space is also a space that historically has
provided a foundation for criticism and political solidarity, both in Den-
mark and abroad. The performing arts should not remain neutral to-
wards its contemporary world. Therefore, we see it as our duty to step
forward and use our voices at a time when the world and our Danish
society are turned upside down, and we witness catastrophic events in
Palestine that cost civilian lives every hour.

The attacks on Palestine are supported by our government, with us as
involuntary contributors. We cannot stand by without using our voices!

We demand that the Danish government does everything in its power
to:
. Demand an immediate and lasting ceasefire

. Stop the humanitarian catastrophe and ensure that all aid reaches
civilians in Gaza unhindered

. Uphold UN resolutions and human rights

*  Work towards lasting peace and freedom for all, regardless of
ethnicity and religion

. Stop the illegal settlements by Israel

We distance ourselves from all forms of discrimination and the killing
of civilians, both Palestinians and Israelis. Everyone has the rightto a
dignified life in peace and freedom.

We stand in solidarity with the Palestinian people.

Signed by actors, performers, dancers, lighting and sound designers,
producers, technicians, researchers, dramaturges, choreographers, di-
rectors, playwrights, set designers, production managers, tailors, prop
masters, makeup artists, students, educators, volunteers and others
affiliated with the Danish performing arts industry

(Scenekunstbranchen for Vabenhvile. 2024c)
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Within 24 hours the solidar-

ity declaration receives over

300 signatures. Within the next
two months it receives over 600
signatures. It seems there is a
relief that the silence from the
industry is at least partly broken.
A few institutions and organi-
sations share the statement on
their social media platforms, the
larger institutions remain silent.

Calling in, calling out

Bruge din
kunstreriche

pal=stirarsenes frihed

Bruge din
kunstnariske
fribed Lil at
kazmpe for
kunstnerisk friked

Screenshot from @scenekunstmemes,
Instagram. The image text reads: Top: Use your
artistic freedom to fight for Palestinian freedom.
Bottom: Use your artistic freedom to fight for
artistic freedom.

A performance arts group on
whose board I am on gets called
out on social media. They are
critiqued for standing up for
artistic freedom through pub-
lic happenings under the title
“Defend Artistic Freedom” but
now, during the attacks on Gaza,
for not making any artistic inter-
ventions or statements in sup-
port of the Palestinian people.
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I talk to one of the members
of the group on the phone. We
talk about the role and potential
of the performing arts. How it
can serve as a tool for political
change. About the group’s will to
use their art form as a medium
for making interventions in the
political landscape. We also talk
about their precarity. About
them as an all young, female
collective, newly educated, try-
ing to insist on collective forms
of performance making and on a
critical practice.

We discuss the relation
between their private activism
and them as a group and an
entity within the Danish per-
forming arts field. All mem-
bers of the collective have been
active in speaking up against
the violence in Gaza on their
personal social media accounts.
They agree with the critique of
their different ways of engaging
with the two crises but also feel
misrepresented by being framed
as not caring about the ongoing
violence in Gaza.

We talk about various
strategies for speaking out.
Happenings, collaborations,
statements. The silence of the
larger performance arts field on
Gaza remains like a cloud over
our brainstorm. What would it
cost for them to speak out? Is
publicly calling the group out
an effort to call them in, to show
them support if or when they
decide to intervene?
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Either way, I believe, it ignores
or disregards some of the com-
plexities of the issue.

As much as I, like the group
themselves, agree with the cri-
tique, it lacks the nuances that
I believe are needed. It does not
account for the ways in which
the group is participating and
using their platforms, and in
calling them out for not doing
“anything”, the meme creates a
norm for how this “doing” must
look. It also does not account for
the risk of speaking out on Gaza
and assumes the ability to do so
by framing the context around
artistic freedom. The easy take
is to call them out for not “fol-
lowing through” on their polit-
ical performance practice and
exposes their supposed hypoc-
risy. The harder take would be
to ask what the conditions are
for artistic freedom in the case
of Gaza. Can artists speak freely?
Under what conditions? With
what risk?

After our talk I wonder
about the relation between the
people within a performance
group or a theatre and the
organisation as a whole. When
do you speak out on behalf of
“your” institution - like the
artistic director of a theatre who
comes to represent the thea-
tre as a whole? And when does
our more private “activism” not
translate into representing the
group or institution as a whole?
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We must have a criti-
cal awareness about when a
demand for a specific reaction
from the arts to a political issue
becomes suffocating and limits
creative thinking about exactly
what kinds of responses might
be most effective and suitable
for our field. Simultaneously
we must be aware when the
silence borders on censorship or
self-censorship. A silence due to
the fear of losing funding or get-
ting on the wrong side of a board
or politicians.

Silence isits own...



At the end of January 2024
Performing Arts for Ceasefire
send out the following call to

tions within Denmark:

over 90 performing arts institu-

DEAR DANISH PERFORMING ARTS INSTITUTION

Let us together break the silence from the Danish performing arts
institutions and demand a ceasefire in Gaza!

We, Performing Arts for Ceasefire, are contacting you as an insti-
tution/organisation within the performing arts field. We would like
to encourage you to read and sign our appeal for a ceasefire in
Gaza and share the appeal within your organisation and through
your networks and platforms.

The declaration of solidarity has so far been signed by over 560
members of the Danish performing arts sector. And this call has
been sent to more than 90 Danish performing arts institutions,
organisations and theaters.

As a voice in a diverse and democratic cultural context, we urge
you, as a Danish performing arts institution, to publicly distance
yourselves from Denmark'’s support of the crimes against human-
ity we have witnessed in Gaza over the past 100 days and more,
which have cost the lives of more than 24,000 Palestinians, nearly
half of whom are children.

We believe that together we should stand in solidarity with our
colleagues in Palestineg, including those at The Freedom Theatre,
who have experienced repeated targeted attacks from the Israeli
military.

The performing arts should not remain neutral in relation to its
contemporary world. Therefore, we see it as our responsibility to
step forward and use our voices at a time when the world and our
Danish society are in turmoil, and we are witnessing an attack on
Palestine that humanitarian organisations and international ex-
perts describe as genocide and that includes war crimes.
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We urge you to:

- As an institution/organisation, sign the declaration demanding a

ceasefire in Gaza.

- Publicly announce that your performing arts institution demands

a ceasefire in Gaza.

- Share the declaration of solidarity with your network and follow-

ers.

- Encourage your members, employees, and partners to read, sign

and share the declaration.

- Help break the silence from the performing arts sector about the

events in Gaza.

Let us together break the silence from the Danish theatres and

performing arts institutions.
Sincerely,

Performing Arts for Ceasefire

(Scenekunstbranchen for Vabenhvile. 2024a)

Responses

I receive multiple answers to the
call. Some are critical, some are
positive, some express a will to
do something within an insti-
tutional framework but doubt
whether they have the authority
to do so. From the Danish Royal
Theatre, I get an answer that
they cannot speak out as The
Royal Theatre as a state institu-
tion is not able to participate in
political initiatives. This is due
to the fact that they are under
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the Danish Cultural Ministry
and as such follow their guide-
lines on what they can say and
how to speak out on political
issues.

From an established the-
atre in Copenhagen, I get an
email explaining how they had
previously gotten into “trou-
ble” with their board and their
funding body, the municipal-
ity of Copenhagen, for speak-
ing out on political art issues.
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It happened when the artis-

tic director of the theatre was
interviewed and proposed a
critical stance on a new law that
could limit the artistic free-
dom of especially performance
artists. This time they want to
check with their board and their
funders at the Copenhagen
municipality before speaking
out.

Both responses are dis-
heartening in their own way.
They pose the question of who
decides what the theatres can
engage in and under what con-
ditions. And, on a larger scale,
the role of the theatre (as a polit-
ical and social institution) in
society. What limitations arise
for the theatre as a space for
political and social engagement
and solidarity due to its rela-
tion to a board and dependence
on state, private or municipal
financial support? Who makes
the decisions about what and
how the theatres can engage in a
political conversation and under
what conditions?

What seems to be under
pressure is the arm’s length
principle. A tradition we so
proudly align ourselves with in
Denmark.

I call the Ministry of Cultural
Affairs to get clarity on the
status of the Royal Theatre and
their ability to speak on political
issues. On the phone, they tell
me there is no clear guideline
on how the state theatre should
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handle or can act on a political
matter. But when I ask how they
know what their parameters are
for speaking out, a secretary tells
me that the government and
the state theatre work a bit like
a family: “Well, you know, it’s
like in a family where you stand
up for each other and align your
opinions and expressions”[my
paraphrasing of the answer].

Seminar on political theater
In March 2024 there is a seminar
on political theatre at a larger
theatre in Copenhagen. The
invite mentions nothing about
Gaza or Palestine or the censor-
ship many artists and academ-
ics are experiencing due to their
support of Palestine and call for
a ceasefire.

During the panel no one
mentions Gaza until the very
end when a co-worker of mine
finally brings it into the space.

I get asked to speak about my
work with Performing Arts for
Ceasefire.

I explain what we have done
and why I have found it impor-
tant to try to break the silence
within the field and to argue
that the atrocities in Gaza are of
utmost relevance to our field.

I also say that by not doing or
saying anything, not using our
platforms and places of gather-
ing to speak or act, we become
complicit in the violence.

Someone raises their hand
and responds that art should
always speak for itself, and I
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should not be demanding all
institutions to make a call or
public statement in solidarity
with Palestine.

This comment and critique
is relevant and keeps coming up
in the conversations about the
art institutions’ role in times of
crises.

I answer that this is not
what I am suggesting. There
are many ways of showing sol-
idarity. In curating, in finan-
cial compensation, in the form
of discursive programmes, in
interrupting our daily life and
our everyday work in the thea-
tre because our world is turned
upside down.

In the letter to the Danish
performing arts institutions and
organisations we did encour-
age a public declaration and call
for ceasefire. But I recognise
more and more that solidarity
can be shown in many ways and
does not have to involve public
written statements. But it does
require action. It does require
showing up.

What matters, as much
or maybe more than showing,
through an art form, that we
stand with peace, is to show
that a conflict that in this way
has influenced and divided the
world is of relevance to our field.
That at least breaking the silence
to show that we, as a perform-
ing arts industry, are of the same
world as the one which is wit-
nessing and living (and dying)
through war crimes.
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Maybe we then can stop
debating what we should say,
or if we should say it, and start
talking about how we show that
the heart-breaking events and
humanitarian crisis in Gaza
which has turned the world and
our Danish society upside down,
which has received numerous sol-
idarity declarations from within
our and related fields, and which
continues after 8 months IS of rel-
evance to our field. And that we
need to affirm that.

Sadly, the panel and the sem-
inar day ends then — and we never
get to unpack it further. I guess
the hesitation or fear of bring-
ing it into the space - for myself
included - gave us only time to
briefly mention it.

After the seminar, when
people gather in the foyer, many
express gratitude for the solidar-
ity work and the importance of
raising this discussion and break-
ing the theatre’s silence. Several
people tell me that they have had
many internal meetings and con-
versations about how to navi-
gate their institution’s complicit
silence. That there is a will to “do
something”; for the theatre and
performing arts to be involved in
the contemporary political con-
versation - the current cultural
and political crisis. But also, that
there are internal disagreements
on what to do and how. And that
there is a fear of speaking up or
positioning oneself too politically.
That many boards are against the-
atres speaking up.
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In the spring and summer of

2024 we do a number of writings
and happenings in collaboration

with other solidarity initiatives.
We publish a text in the online
journal ISCENE:

Scenekunstbranchen
vil have vabenhvile i
Gaza: "Vi kan ikke se
til uden at bruge
vores stemmer!”

Fronsond daes ant e S nsmn i Rl o Theiioe s

Image text reads: “The performing arts indus-
try wants ceasefire in Gaza: We cannot wit-
ness these events without speaking up!”
Screenshot fromiscene.dk. See references at
the end of this text.

We do both watermelon and Kite
happenings in collaboraion with
Art Workers for Palestine. Here
pictured outside of the Danish
Royal Theatre at Kgs. Nytorv,
Denmark.
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Photo: Jeanette Schou

We also do a solidarity declaration
to Students Against Occupation
and Genocide who had set up camp
at the University of Copenhagen
demanding the university to divest.
This declaration was done in collab-
oration with Writers for Palestine,
Music Industry for Ceasefire, Art
Workers for Palestine and Film
Industry for Ceasefire.

SOLIDARITETS-
ERKLARING TiL
STUDERENDE MOD
BESAETTELSEN

Photo: Omar Righi, graphic design: Michael
Langer. Image text reads: Solidarity declaration
for Students against Occupation and Genocide.
See references at the end of this text.
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In early June 2024 I am a part of
hosting the panel Matters of Crisis
at Tarnby Park Studio in collabora-
tion with two colleagues.

We have invited three repre-
sentatives from three theatre insti-
tutions in Denmark. And we have
prepared the following questions.

1. In our historical present, polit-
ical neutrality seems increas-
ingly impossible. Where does
that put the performing arts?
And how do you navigate this
“new” reality?

2. What do you think about the
Danish “tradition” of consid-
ering the performing arts as a
largely apolitical space? Unlike,
for example, Germany. How
does this affect the position of
the performing arts in times
of crisis, such as the attacks on
Gaza?

3. What role do you think the per-
forming arts can/should play in
times of crisis? As a gathering
place, as a voice, as a mirror for
society?

4. What is your relationship with
your board, supporters, etc.?
Do they influence your artistic
choices when it comes to spe-
cific topics? How/How not?

5. Isthere an arm's length princi-
ple? Is it a problem that the arts
are so heavily funded by the
state?
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6. What kind of self-censorship
in relation to political topics
do you think exists among
theatre directors and artists?

7. How can we ensure the safety
of employees and audiences
in relation to political projects
that boarder on activism?

8. What means do we have, as
art institutions, to respond to
contemporary conflicts and
crisis?

Many themes come up during
the panel:

»  Self-censorship.

«  Artspeaking for itself.

«  The artists’ precarity when
they become the voice of
resistance.

+  The repercussions of being
political as a theatre. And
the strategies of making it
possible to have a political
voice.

« Art-artivism - activism.

«  Traditions.

+  Neutrality.

«  The power of the boards.

+  The fear of losing funding.
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«  Artists asking the institu-
tion to break the silence
and show solidarity with
Palestine.

« Institutional neutral-
ity as a strategy — and its
impossibility.

«  The white canvas of the
theatre director. And chal-
lenges to this.

We talk about a carefulness that
seeps in through the cracks and
affects the programming and
artistic decisions. Carefulness as
a way to protect the employees,
the art institution, secure fund-
ing, stay on good terms with the
board and local politicians. But
also, what limits experimenta-
tion and artistic relevance.

How can the theatre have a
voice, use its platform to speak
out, be a part of a contemporary
political climate if we are ruled
by carefulness? This is a form of
self-censorship.

We also talk about the
responsibility of the institution
and the director. Whether the
director and the institution are
white canvases, there to sup-
port and protect the art and
artist, but not a voice in itself.
Or whether the institution and
director have the responsibil-
ity to take a stand, step up and
be a voice. If they do not take
a stands outwardly, we risk
furthering the precarity of the
artists when they become the
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critical voice of solidarity or
resistance.

I believe that those with
resources, spaces, programming
authority have a responsibility to
find new formats. To adjust their
institution to be able to hold and
respond to our time. This time
of crisis. We must remember
that an institution is also action.
Institution is something we do -
instituting. And thus, it is what
we make it. It is the choices we
make. Continuously. A responsi-
bility but also a possibility.

After the talk I think about
how needed this space was
and is. And how much we need
moments of gathering around
these hard topics. That we need
each other; to hear how oth-
ers are struggling with similar
issues.

It became clear from the
panel that we need solidarity
and community in our struggles.
We talked about collecting cases
from theatres experiencing cen-
sorship and threats to their artis-
tic freedom when it comes to
political and more divisive top-
ics. A form of solidarity through
transparency.

Concluding reflections

In these months of organising
within the context of Performing
Arts for Ceasefire, during which
the intensity of the situation in
Gaza and subsequently around
the world has only increased.
Where death tolls have gone up,
where university protests are
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increasing, where artists and
academics are getting silenced
and fired, I still wonder under
what conditions we decide to
break the silence. When do
we start to use the theatre to
say that this burning world is
relevant to us; that the thea-
tre, as a place of gathering, is
a think tank in which we can
discuss and affect our current
political world? For me, only
then, does the theatre as an
artform really show its poten-
tial. Fundamentally, it is about
a faux impression that the the-
atre is not s political space. Or
that some forms of theatre are
political while others are not.
All art is political, maybe espe-
cially when it’s “not”.

In their commentary
“Hvid Stgj” (White Noise)
art historians Marie Fintsen
Jensen and Anna Vestergaard
Jorgensen critically examine
and question the institutional
responsibility of the Danish art
institutions in relation to cur-

rent and urgent political issues.

They write: "The reason
for the art institutions® ,neu-
trality® and silence can only be
guessed at: Perhaps it stems
from a general fear of polar-
ized political discourse, per-
haps from a desire to maintain
the status quo, perhaps from
a fear of lower attendance fig-
ures, or perhaps the ,neutral-
ity‘ and silence are expressions
of the belief that the art space
can be kept separate from the
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real political sphere. As long as
the reasons are not explicitly
stated, they have the character
of white noise, which is all the
more deafening once noticed."
(Jorgensen and Jensen 2024 -
my translation).

And later: " We certainly
do not believe that institutions
should take a stance on all cri-
ses and wars, but if the fear of
addressing political and human-
itarian crises, which are less
unequivocal for Christiansborg
than, for example, Russia‘s inva-
sion of Ukraine, becomes too
great, the art institutions lose
their relevance." (Jorgensen and
Jensen 2024 - my translation).

Following Jgrgensen and
Jensen’s comparison between
the art institution’s reactions
to Ukraine and Palestine; sev-
eral Danish theatres too had
Ukrainian flags on display,
hosted Ukrainian events, invited
Ukrainian artists to collaborate
etc. in the winter and spring of
2022. But are the theatres not
able to participate when the
issues are less unequivocal that
Russia’s invasion of Ukraine?
The lack of initiatives from the
performing arts industry tells
me there is a lot at stake in par-
ticipating in the conversations
on Gaza. But I also believe it
says something about a lack of
willingness to rethink the role of
the theatre and how we gather
around it. Could we not imagine
that the theatre could form a
place of community, mourning,

Silence isits own...



conversation, doubts, frustra-
tion, actions and much more in
exactly these times of crises?

I believe Jprgensen and
Jensen ask some immensely
important questions. And I think
they are right that the silence,
when it remains unexplained,
becomes complicit in the vio-
lence. I also strongly believe that
the art institutions risk losing
their relevance when they can-
not participate in the contem-
porary conversations on such
critical issues as Gaza. In the
contemporary Danish political
reality, we need a place for dia-
logues on our historical presence
and its burning issues. I believe
the theatre is, can and should
be that place. If the contempo-
rary theatre organisations and
institutions in Denmark do not
or cannot participate in “compli-
cated” or less definite contempo-
rary political conversations, then
they risk losing their importance
and relevance. And miss the
chance to engage the audience
in matters that are important to
their lives and times.

What I, from my work, have
wondered, and tried to start a
conversation about through this
text, is: what is the performing
arts institutions authority to do
and say something? Can they
speak out? How? Under what
premises? How do the boards,
traditions, unspoken expec-
tations, carefulness, political
climate, funding bodies play
arole in determining how the
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theatre can act and speak out on
the larger societal and political
scene.

And importantly; when do
we talk about these relations
and how they affect the art we
truly care about and believe in?
Have the promise of the arm’s
length principle and the Danish
“traditions” of the theatre as an
apolitical sphere pushed us into
a corner where the theatre is los-
ing its relevance and potential
as a critical mirror to society?
How do we create a solidaristic
practice that can break or make
transparent some of these ties?

Through my conversations
with members of the Danish per-
forming arts industry I under-
stand that many feel unsure,
worried, trapped, careful. And
that they both agree and dis-
agree on the role of the thea-
tre. I see many institutions and
organisations trying to navigate
opposing opinions of the staff,
the relation between the indi-
vidual voices and the voice of
the institution, relations with
boards, funding bodies, art-
ists and audience. Navigating
the precariousness of their
institution.

The organisation or insti-
tution is never more than the
people inhabiting it - than its
relations. The discussions within
an organisation about how to
navigate the surrounding polit-
ical climate rarely becomes vis-
ible to others. The silence from
an institution externally does
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need to be able to enter into
the dialogue on complex issues
without having the answers, but
be able to participate in a space
of institutional and professional
vulnerability and ambiguity
that will allow for an actual
development of our field.

I guess that’s what this text
is trying to do.

not always represent a silence
internally. But we need to make
these discussions more pub-
lic and more importantly more
collective.

We need places for qual-
ified dialogue about the role
of the performing arts within
our historical present. And
embracing complexity is key.
Institutions and individuals
within the performing arts field
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"We/Re Confess Our Faith" by Ran Suh, Tarnby Park Performance Festival,
© Max Morris Doherty
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Walking the institutional
tightrope

Andreas Liebmann

Quality control

Recently, Tarnby Park Studio once again received one of many
rejections for funding. The kind jury even took the trouble to justify
the rejection: “We don't see how your methods can lead to success.”
“We don't see how the population will be involved.” “We don't see
how the work will be implemented later.” After seven years of artis-
tic development and a constantly surprisingly lively network in

the local neighbourhood and the theatre scene, this justification
was equivalent to a vote of no confidence. Or a lack of understand-
ing. Perhaps also a lack of fundamental interest. Maybe we didn't
present our plans clearly enough? Possibly we took it too much for
granted that our concerns and our work would be easy to under-
stand, even for those not previously involved. Where is our blind
spot? Although I always like to mobilise self-doubt, the rejection in
this case was not due to a lack of substance in our work. In an email
response to this adverse decision, I tried to describe better what

we do and invited the jury members to our next festival. But the
train has left the station, and the jury is turning its attention to new
applications. How do you learn to speak the language of those from
whom you hope to receive support for your artistic work? As a rule,
juries do not perceive blurs in concepts as an opportunity but as a
weakness. There is no way around finding a language for the blurs
that the people who distribute (or withhold) funds understand. It

is unlikely that the decision makers will fill in missing informa-
tion themselves or research it with interest. But the uncertainties
we work with at Tarnby Park Studio are obviously difficult for us

to communicate - and that is precisely the task. Otherwise noth-
ing will ever change. Working with uncertainties is the principle.
There are philosophical, artistic, political and practical reasons

for this. We seek out uncertainty. We see opportunities for life in
dealing with uncertainty. We must seek out uncertainty because
the parameters generally regarded as "certain" do not offer this cer-
tainty either or are at least only deceptive. What is success, what is
a career, what is "good art", what are good production conditions
and what is the role of art in a community? New answers to these
questions need to be found again and again. Many freelance artists

84 Phantoms of Stability

are also structurally uncertain simply because there is no institu-
tion that could offer them a permanent employment contract for
their work. They do not have the privilege of sitting in an armchair
judging quality. They have to produce the quality themselves in
small-scale work. Working with uncertainty is partly voluntary,
partly born of necessity. And at Tarnby Park Studio, we try to make
something of it.

All institutions have their time and times of their raison d'étre.
Tarnby Park Studio sees itself in resonance with new institutions
and attempts at institutionalisation that have emerged from artistic
formations. People who together try to think in a new way about art
production, production relationships, aesthetics and local related-
ness. This sometimes clashes with institutional reality, local cul-
tural policy, funding habits and different ideas of art or social life.
Creating an institution between fear and ideas of happiness puts
you out of balance. Well, we have gone there, we want to endure it.

Four possible mantras for now:

»  We cannot face crises only with the production of security.

+  We cannot face art only by producing results.

«  Overcoming a crisis cannot succeed if the process is constantly
monitored.

«  The word quality assurance is a contradiction in terms.

I recently met the curator and “Metropolis” festival director,
Trevor Davis, at a workshop I organised at the Danish National
School for Performing Arts. He was talking about the performance
of a tightrope walker. She said to him in the preparation that it was
more dangerous to secure yourself than to dance across the line
without a safety rope. There would be many more accidents with a
safety rope. Davis' conclusion: improvising in public requires more
knowledge and skill than securing yourself beforehand and doing
everything right. I listened to this with some satisfaction because
our "improvising around" is often perceived by representatives of
“established institutions” as lacking a concept, groundless, and
amateurish. And that's what it can become if you lose your footing.
To a certain extent, however, public tightrope walking when build-
ing institutional relationships is only possible without a safety rope.
That is the danger and the quality of our work, and I am still trying
to find a language that makes the quality of it more tangible because
what is certain is that we need partners. We need friends. Those
who have so much stability that they can distribute money must be
convinced that the money in our hands is well invested. But what
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do we have to offer? Perhaps this: we have good reasons for the way
we work. These reasons need to be explained.

Being a foreigner

Shimmying forward, walking over a precipice and holding on to each
other, seeking help, getting help, not getting help, going it alone.
Luckily, sitting on a road, you can't fall into a ravine.

When I sat on the streets of Tarnby for the first time in 2017, in
a square in front of the local Netto supermarket, to start up conver-
sations with passers-by, I of course knew nothing about Tarnby Park
Studio (TPS) and its sort-of-institutional future. I was interested in
the question of “public space” in Tarnby. Where do people in Tarnby
experience a public space? Where do they see themselves reflected
in a public discourse? Does “public space” play a role for them at all,
and what role? The answers I received were all very individual. All of
the interviewees had different ideas about their relationship to the
public sphere. Some wanted nothing to do with the public sphere.
Others described their experience of the public sphere when playing
sport or getting involved in clubs.

I had only been living in Denmark for a year at the time. I had
no idea how Tarnby functioned institutionally, and I only had a rudi-
mentary understanding of Danish. Nevertheless, my first thoughts
developed there, in the square in front of the local supermarket,
which still move me and which have produced something that has
something institutional about it through the continuity of starting
again and again, inviting again and again, writing applications again
and again and receiving money from time to time. The “Tarnby Park
Studio” that has emerged from this has to be set up again and again,
it has to be produced performatively again and again. TArnby Park
Studio has no stone foundations. It is only made by the people who
carry it. Its stability depends on relationships that keep saying “yes”
to it. Over the years, we have always managed to involve and some-
how interest artists, neighbours, politicians, administrators and
families. Public space cannot be done alone, that was the first lesson
Ilearned sitting on the street.

I only dared to develop an institution without a mandate and
without a superior, and initially even without a collective, because I
didn't even know that I was developing an institution at the time.

Initially, Tarnby Park Studio did not arise from a collective
impulse, but from a foreigner moving into Danish society, with some
support from a small grant from the Danish National School for
Performing Arts. It is important to say that I did not sit in front of the
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Netto supermarket as a homeless person but as a funded artist. With
the TPS, my professional-artistic vehicle developed in Denmark, in
the local public space. It is closely linked to my personal and profes-
sional history. This very personal connection to Tarnby Park Studio,
the institutional performance that I have been doing with Tarnby
Park Studio for seven years, is an important driving force for me. I
live in Tarnby. Why not do something here? Without my personal
history, I couldn't have mustered the persistence for TPS.

The public and the art public

However, what would have happened to me if there had been an
independent production house for performance in Copenhagen, like
the HAU in Berlin, Kampnagel Hamburg, Gessnerallee Zurich, etc? I
was used to these structures from my earlier working life. In the past,
I couldn't help but think about my next project and how I could best
accommodate it at one of the production houses. A mode of perma-
nent productivity and permanent presence that brought many joys
as well as many problems. Nevertheless, the structural routine drove
my artistic work forward and got me through financially.

Denmark's “independent” scene is much smaller than the one
in the German-speaking region. Co-production houses I was familiar
with only exist here on a tiny scale. My first experiences at Theater
S/H, where I had done two works when I moved to Denmark, could
have shown me how to approach the existing institutions as a free-
lance artist, look for collaborations and behave in the same way I
had done in my earlier years. But I didn't do it back then. The S/H is
a place for new productions by independent groups; it likes to cre-
ate artistic spaces dealing with political issues and is progressive in
appearance. But S/H lacked broader structures for creating pub-
lic space, both in terms of money and physical space. It was hardly
feasible acoustically to show two works simultaneously because the
performance spaces were so close together. There was no café where
people could gather after the performance, and the bar at the time
was not an inviting place to hang out.

The lack of an independent production house with interna-
tional connections is often the subject of internal cultural pol-
icy discussions in Copenhagen. In Winter2023/Spring 2024, the
Toaster platform, which works at the small Husets Theatre and
Det Fri Udstillingsbygning, an exhibition venue, organised a
10 weeks long festival together with Live Art Denmark, during
which two performances took place twice a week. There, for the
first time since I lived in Denmark, I felt that I was dealing with
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an environment for contemporary performance. This environment
could gather people regularly and could show challenging and spe-
cial performances. That was the first time I felt the possibility of a
working context in an institutional setting that attracted me because
of its internationalism, its experimental gesture and the social fun it
had. Each time anew, I was curious to see who I would meet on that
evening and what kind of artistic proposal would be presented that
day. At the same time, this setup seemed to be about the maximum
possible in terms of cultural infrastructure and cultural policy for
contemporary performance in Copenhagen in the current situation.
There wasn't even a closing party. The staff was exhausted. The press
barely covered the festival. There were a few online reports and little
in the print media. Compared to the 20 partly international perfor-
mances that were shown, this is puny for a capital city of international
importance. And as far as I perceived it at "Managing Discomfort," the
audience there was more or less exclusively scene-specific.

Generally, I find the theatre in Denmark to have a strangely iso-
lated status in the public sphere, which I can't quite grasp. However,
I'm not alone in this sentiment, and it's not solely because I'm a for-
eigner. Many students at the Danish National School of Performing
Arts, where I teach, have shared these reservations and expressed
different aspirations to me. In Copenhagen, there are also ongoing
institutional efforts with artist-driven spaces attempting to address
the issue in a manner similar to my own practice over these past few
years: hand-crafted, small-scale, and collective. The question remains
how much these modest initiatives can evolve into a more cohesive,
influential force over time.

Ilonged and still long for a theatre that can be generous. I long
for a theatre that can generate beginnings with open ends. A theatre
that is not sure what theatre even is and wants to experiment with
this, continually questioning itself - in the public eye. I yearn for a
theatre that does not confuse "greatness" with "mass," and that is
eager to position theatre as a vehicle for public contemplation. A the-
atre where wildness is not immediately aesthetically controlled, but
also allows space for disturbance.

Ilonged and still long for a theatre where you can "stumble in"
and accidentally discover "your" story or something exciting or play-
ful that you simply feel like opening up to. To provoke these moments
of incidents is the artistic agenda of Tarnby Park Studio.

Another institutional context in Copenhagen that cannot be
overlooked is the CPH Stage Festival. All theatres can participate;
there is hardly any curation. What is curated are an international
showcase, an emerging platform, some special “highlights”, and a few
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events for the "industry." CPH Stage has even made it into the national
budget. Apparently, this model, which aims to brand Danish Theatre
and throw it into the whirlpool of international networking, was con-
vincing for the politicians. CPH Stage is the most stable event in the
Danish theatre scene and grows every year. Can anyone feel at home
there? When I read the catalogue, I see everything. I have participated
before and will be part of it again this year with a performance (2024).
One hopes to get a slice of the pie. Who knows.

An unlikely community

Ilonged and still long for a theatre that experiments with the
public. Where have they gone, the theatregoers? Many complain about
the loss of visitors. Who lives in the neighborhood? In Tarnby, I enjoy
meeting "everyone". Regardless of whether they've been to the theatre
before, have any particular idea of what theatre is, or have nothing to
do with it in thought or practice. I keep thinking about how an unlikely
community can emerge here when you start to knit a public. Between
hipness and everyday life, between contemporary brilliance and un-
conditional enjoyment of encounters.

Ilonged for and still long for a theatre that is community-build-
ing for artists and the local population. I don't know of such a theatre
in Copenhagen, apart from other artist-run places like Warehouse
9, which forms an essential function within the queer community.
Artist-run spaces in Copenhagen stumble from one bit of funding to
the next.

What counts here, and I experience this repeatedly in my func-
tion as a lecturer at the Danish National School for Performing Arts,
is “the industry”. The “industry” is the country's self-reinforcing,
self-confirming theatre system, which is difficult to read for someone
like me who comes from outside.

I once sat in a round table with many foreign theatre makers,
invited by the local platform “Udviklingsplatformen”. They all said
the same thing: it is difficult or even impossible to find a place in the
Danish theatre “industry” as a foreigner. The vast majority of those
who find work in the “industry” are educated at the same institution
(Danish National School for Performing Arts) and know and commu-
nicate with each other. Of course, not all of them are friends. However,
there is the experience of a substantial homogeneity that all partici-
pants described that evening. A few of the assembled theatre people of
foreign origin have fought their way in; most do their own thing.

So I have become one of them here. But the idea of community
is still important to me. The idea that theatre should and can have a
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place in a political entity (community, city...) is too strong for me
not to feel compelled to build this very thing. What will come of it?

What Tarnby Park Studio is and can become is closely linked
to the local cultural policies and the existing art institutions.
“Local” means Tarnby, but also Copenhagen and Denmark. Tarnby,
the municipality in which this Tarnby Park Studio is now formed,
does not have a cultural policy like other cities. There is a mini-
mum budget for independent art projects per year, which in total
(current status) is less than the cost of a single professional thea-
tre production with two to three actors, with set design, lighting,
direction, author, etc. The budget is just over DKK 300,000 (approx.
€40,000). That is the annual cultural budget (current status) of
Tarnby! You can submit applications here. But I have no illusions
now: the money for my work must come from outside Tarnby just
like my artistic references and most of my fellow artists. But that
doesn't mean that the encounters with the people in Tarnby don't
feel right: because here, artists meet something that I can only
describe as an extreme everyday experience: a disused public space
that can suddenly blossom. Conversely, these approaches develop
artistic practice. Anyone who works in Tarnby can learn a lot. It has
always been very satisfying and surprising when the TPS has suc-
ceeded in experimentally awakening this dormant public space in
recent years. Suddenly, very different people appeared and inter-
acted with each other. Suddenly, a space was created in which
strangers could sit together and see each other between consuming
culture, reflecting, eating and passing the time.

Stability

Think Big. Yesterday, I sat with the board of Civil Sector, the asso-
ciation that runs Tarnby Park Studio, at their annual meeting.

We concluded that Tarnby Park Studio could build its own house
instead of trying to occupy or obtain empty spaces or entering
into precarious agreements with landlords who could kick you
out at any time. What could your own home be? How could it be
“secured” so that the ideas that drive Tarnby Park Studio do not
freeze and die in wood and stone? Would it be possible for TArnby
Park Studio's experiences of productive instability to produce
something special and appropriate in a process with many partic-
ipants - an architecture determined by artistic and social necessi-
ties? How could such a house be conceived, built and brought to
life? How and with whom could it be shared? How could it become
a starting point for artistic collectives and an open and inviting
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place for urban society? Which institution with money - if not the
state - could be interested in such a project and be persuaded to
fund it? Ultimately, like my colleagues, I want stability. Those with
stability can generate new, exciting instabilities and breathe visible
life into the phantoms that haunt us.

Credits

Many of the sentences in this text begin with "I". It's high time to
name those who carry and enrich the Tarnby Park Studio and are
or have been part of its activities. To accomplish this, I'm trying

to list everyone who was involved from 2023 to June 2024, striv-
ing for completeness: Delia Keller and Tanya Rydell Montan are
jointly responsible for much enjoyment, as well as Max Morris
Doherty, Birgitte Skands, Fran De Pian, FUKK, David Sebastian
Lopez, Samling (Helle Egsgaard og Marie Boye Thomsen), @restad
Koret, Fremtidsklubben (Jacob, Viktoria og Christina Strandgaard
Andersen, Nina Marie Sindahl, Ekko og Oona Liebmann, Sherish
Saqib), Morten Ammitzbgll, Jergen Hagen, Dragan Sgrensen, Allan
Andersen, Einer Lyduch, Martin Erik Dworak, Meet Singh, Per
Reichgruber, Knud N. Flensted, Sarkaut Tofiq, Nikolaj Kristensen,
Grethe Bille, Gert Adriansen, Matu$§ Duda, Kenneth Burchhardt,
Matthias Loose, Nadja Mattioli, Mette Sangaard Diederiksen,
Sophie Grodin, Cecilie Ullerup Schmidt, Helene Filskov Bjerre
Jensen, Brian Lykkegard, Paul Doherty, Proletar Teater, Miriam
Frandsen, Karin Bergmann, Soma Mamadou, Yeong-Ryan Suh,
Sang Gyun Ahn, Emil Torp-Rasmussen, Anna Chonovitch, Tom
Silbiger, Boys* in Sync, Ella Ostlund, AMOK, Boaz Barkan, Neda
Kovinic, Katrina Schellin, Betina Rex, Marianne Klint, Rebecka
Berchtold, Amalie Bergstein Nielsen, Tom Silbiger, Denise Lim,
Andreas Haglund, Parini Secondo, Signe Vad, Tarnbyhuse, Jeanett
Fredin, Diana Planteig, Torben Hansen, Malene Pedersen, Phil
Ayres, and many good spirits, collegues and co-citizens more.
Thank you all of you.
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“Soft Clashes", Symposium - Tanya Rydell Montan, Tarnby Park Performance Festival,
© Max Morris Doherty
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Dirk Cieslak, artist. After a 15-year
career as a craftsman, with adegree
in social sciences in Bremen and
London and aresearch stay in West
Africa, Dirk Cieslak founded the
theatre group Lubricatin Bremenin
1989. From 1990 to 1992, he worked
with Lubricat at the International
Culture Factory Kampnagelin
Hamburg. In 1993 he moved to
Berlin and developed plays at the
Volksbuhne and Tacheles,among
others. In 1996, together with Sasha
Waltz and Jo Fabian/Department,
he founded Sophiensaele, while
continuing to work with Lubricat
until 2007;1n 2008/9 Cieslak col-
laborated with Ballhaus Ost and was
guest director at Theaterhaus Jena,
Schauspiel Leipzig and Theater
Magdeburg, among others. In 2010,
under the heading of “For a the-
atre after the project”, he founded
VIERTE WELT in Berlin,where he
still works today.

Marijana Cvetkovic¢ is a producer,
curator and lecturer with a back-
ground in art history, cultural policy
and cultural management with
significant contributions to the
social dimensions of culture and
art. She has amaster’'s degreein
management in culture and cul-
tural policy. She is a co-founder of
Station Service for contemporary
dance and Nomad Dance Academy,
platforms dedicated to the devel-
opment of contemporary dance
and performing arts in the Balkans.
She s also co-founder of plat-
forms such as druga scena (other
scene), Cultural Centre Magacin,
Association of Independent Culture
of Serbia, and platform for the
Commons “Zajednicko”. She lec-
tures at the University of Artsin
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Belgrade and the University Lyon 2
as well as many informal education
platforms.In 2018 she received the
Jelena Santi¢ award for activismin
culture.

Annett Hardegen has been a free-
lance dramaturge and producer
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"In Duo With Earth" by Birgitte Skands, Tarnby Park Performance Festival,
© Andreas Liebmann
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