Touching the Invisible
A choreographic practice through movement and filmmaking

By Rosalie Wahlfrid

Submitted in partial fulfillment for the requirement of the degree for MA Creative
Practice.
Trinity Laban Conservatoire of Music and Dance
September 2016

ACKNOWLEGEMENTS
Thank you,
To Independent Dance, Kirsty Alexander and Gitta Wigro for awarding me the
Leverhulme Trust, Gill Clarke Bursary that financially fully supported this MA, without
it I would not have been able to accept my place.
To Gill Clarke for creating this MA and for introducing me to Independent Dance.
To, Kirsty Alexander for being an exquisite supervisor, for understanding my
thoughts and writing and guiding me to make sense of them.
To Rosemary Butcher, who was an extraordinary artist who influenced and
supported me in my career the past six years. My work Rosco 2x2m is dedicated in
her memory.
To all the performers in my film Småland for your support and contribution, Tuuli
Hynynen, Emelie Wångstedt and Helka Kaski.
To my partner Arthur Shaw for immense love and support though my journey during
the MA and for helping me believe in my self.
To Charlotte Darbyshire and Gill Clarke for laying a strong ground of experiential
anatomy, somatic practice and improvisation in my professional training.
To Tom Paine and Lucy Cash for introducing me to an embodied filmmaking
practice. Thank you Tom, for introducing me to the work of Andrei Tarkovsky who
has been a major figure in my research.
To Meg Stuart and Rosalind Crisp for their extraordinary teaching, tools and curiosity
in improvisation.
To Paul Douglas and everyone at Tetsushinkan Dojo at Movingeast for all the
insights and practice in Aikido. Thank you Irene Cena for bringing me there.

2

ABSTRACT

Touching the Invisible is a final project by Rosalie Wahlfrid that is propelled from the
experience of the present moment and further explored through establishing a
practice of choreographic improvisation and filmmaking. The work has its roots in a
desire to clarify and investigate the invisible and how it is touched through attention
and movement. The practical outcome of this project is two separate works, a solo
Rosco 2x2m and a film Småland. Both works are sourced from an embodied practice
of accessing and giving form to invisible bodily storage spaces and settled time
through an investigation of shifting and displacing attention in movement.

Both the movement and film practice intertwine concepts from each other such as
permeability and time-pressure to find out more about their compositional links.
The work explores filmmaking with the body as the source by drawing from
experience of time, space and energy through movement. The film practice
investigates shooting and assembling images through a meeting of the experiential
and visual.

The work is placed next to and influence by dance and filmmakers such as
Rosemary Butcher, Meg Stuart, Andrei Tarkovsky and philosopher Maurice MerleauPonty.
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Epigraph

Things are what they are. As they move in the present moment time makes itself
visible. If I keep practicing letting go letting go letting go time will reveal itself through
me as a fluid state.

"Rose is a rose is a rose is a rose."
(Gertrude Stein 1922, p. 178)
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Introduction

Through my years of practicing dance, both traditional technique and over the past
nine years through improvisation and somatic practice, I have come to realize the
importance of my engagement with the present moment. Practicing in the moment
has allowed me to let go of anticipation and judgment and it has made me recognize
what I am interested in through each moment of the dance. This is where my
research is rooted and where explorations and questions are propelled. To be
completely present, recognizing and embodying what is here and now, has in turn
opened possibilities of touching the past and the future as well as the internal and
external. This Practice raises questions of what it is that moves me and what it is that
I give form to. These questions flow from my interest in improvisation and how to
clarify what we do when we improvise, so that we can strengthen it as a
choreographic skill. Finding out what moves me is about touching the visible and the
invisible in the present moment and giving form to something I can’t fully grasp. For
my final project I have decided to explore this through making a short solo of
structured improvisation and a split screen film.

“The visible body is “the visibility of the invisible.” As such the visible is the surface of
a depth that reveals (and conceals) the invisible and reveals it as the depth of the
visible, allowing one “to see farther than one sees.””

(Merlau-Ponty in Simpson 2014, p. 44)

This quote from Maurice Merleau-Ponty fits very well with my desire to make visible
the invisible through my dance practice where my body becomes the surface that
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reveals the depth of the invisible. In dance the ‘visible’ are tangible things that I can
see such as the floor, the walls, the air, my skin, etc. The invisible are the intangible
things that arise into form through movement and inform the next step in an
improvisation. The invisibilities are a wider field and harder to categorize. However
Merleau-Ponty describes them as two types, inner and outer (2014, p.55). How I
experience this when dancing is that the inner invisibilities are things such as
thought, imagery, memory, emotion whilst outer invisibilities are things such as
negative space, relationships or energy. Merleau-Ponty also points out that the
visible and the invisible are attached and can only exist interdependently (Simpson,
2014, p.55). I can only see the negative space between my left and right arm
because my arms are visible and I can only really understand another person if we
create a relationship. This is also true in terms of movement because I can only
really understand a movement if I understand it’s invisible agency. I am interested in
how certain movement qualities access certain invisibilities and in turn how certain
invisibilities take me to new qualities. By exploring these relationships I want to learn
more about these stages in the process and develop my ability to revisit specific
states of movement and their rootedness in the invisible. However in order to revisit
them I had to somehow name them and place them, which is how I came to bodily
storage spaces. These storage spaces are locations of dreams, memories, emotion
and sensation mapped out through my body. I have a very specific memory of a
dream located in the center of my chest and by moving into that place I can access
that memory and find out about it’s physical qualities. Because of the attachment of
the two types of invisibilities (inner and outer) and the visible, I can move storage
spaces from an inner place to the outside and the other way around. I can create a
relationship between the floor and me and then shift that relationship to the center of
my chest or to the surface of my skin. I can start recognizing both forms and physical
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qualities that belong to certain invisible ideas or storage spaces and from there I can
select and craft a repeatable choreography without resorting to set material. To that
end I created two intertwined works in parallel mediums (pure film and pure dance)
as a methodology for learning what of the invisible invariably belonged to each one
of them. To create forms, which can be detached from their invisible motive forces
and to see what kinds of things routinely attached/reattached themselves.

The reason for working with both dance and film has to do with how form and image
become metonyms of the invisible through the same concept but with different
outcomes. I have chosen to talk about the relationship between form/image and
concept as metonyms. Ian Munday describes how the meaning of a metonym is
created through contiguity rather than metaphor which, being representative, has a
lesser status because what it represent will always have priority (2011, p.136). If I
think about the metaphor “The light of my life”, it is there to serve and enhance it’s
source, in this case a person that brings love and joy, and so the metaphor itself has
a lesser value whereas the metonym is equally valuable as its source. Munday used
the example of a crown being a metonym for the queen; it is not a separate
representation of a queen but an extension that is touching upon her head. I find this
interesting in the context of making dance and film, even though the relationship
between concept and image is perhaps more abstract than the queen-crown
relationship. It is a very appropriate way of describing my choice of form and image
and how my practice touches on the invisible.

To find out where my work sits in the context of conceptual dance I will refer to and
compare my working methods to other dance practitioners and filmmakers such as
Rosemary Butcher, Meg Stuart, Andrei Tarkovsky and Béla Tarr. I will also refer to
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my readings of Merleau-Ponty and Theology (Simpson 2014) as I have found his
take on the visible and the invisible deeply suitable and has strengthen my
understanding and helped me find a way of describing my experience of the present
moment.

My aim is to write this document largely as a chronological account, however I will
define terms such as bodily storage metonymy and settled time, as they arise but
with a language that became clear to me later in the process. I will begin by
discussing my motivation for this work, my desire to be at once the performer and
the choreographer as a necessary function of ‘improvisation’. I will also describe
here inspirations and experiences that have led me to my interest and in making
improvisational scores that are performed in detail and with precision. This will be
followed by an explanation of my relationship to ‘storage spaces’ and ‘settled time’
as ideal source material for such structured improvisation. I will then move on from
defining my terms and intentions to a chronological account of the work in
development, discussing the process of embodied research and the making of
conceptual work where the body is the source. I will cover the work I have done with
Meg Stuart and Rosemary Butcher.

Having covered the conceptual fundamentals of the work I will then go on to
describing the somatic fundamentals i.e. the preparation of the practice. Here I will
draw from the martial art Aikido and its breathing techniques. Moving from embodied
research to somatic preparation I define my emerging philosophical approach to
internal/external permeability, which allows me to intertwine internal/external
resources for improvisation. Continuing from there I will go on to my very recent
practice of filmmaking. It is equally important here that the body and experience is
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the source and so I will explain this practice as embodied filmmaking. Describing
how I have used my movement practice through shooting and editing in terms of the
experience of time, space and energy. I will refer to Tarkovsky’s idea of ‘timepressure’, how time flows and is experienced within and through frames, something
very valuable in composition of both film and movement. Using the work of directors
such as Tarkovsky and Béla Tarr I will pick up on choreographic elements that they
use to communicate ideas and concepts and how these have influenced my own
work. Once again having discussed the conceptual fundamentals I will discuss the
physical process of filmmaking itself and the impact it had on the film and how it fed
back in to my conceptual approach. Finally in the chronology I will talk about a
residency I created in order to have studio time reflecting on my film work and
making the solo in response to my work and research thus far. Then I conclude with
a brief word on the role of the soundscape, its composition and conceptual
grounding and lastly my experience of the performance and the conclusions of my
investigation.

In my practice the body is always the source and starting point. All further research
has been guided and sourced out of kinesthetic experience. Due to the nature of this
embodied practice being experiential I have strived to find the appropriate language
and framework to break it down and express it’s content. For this reason some of the
text is more poetic as it might be written from immediate experience describing
invisibles and decision making, some of the language is more formal and drawing
from other practitioners, filmmakers.
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Section One – Motivation and conceptual basis

To move or to be moved, a choreographic practice

“Which was the figure and which the ground? When my eye explored something still,
the movement of my seeing was the figure. When both the framing and the subject
were moving, however, it shifted back and forth. This was most interesting.
While dancing, figure/ground translated to mover/environment or moving/being
moved. Which was determined by how I directed my sensing. In stillness or
movement, when I thought I was touching the wall, I was the figure. When I
perceived the wall touching me, I became the ground. My body became the
environment of the space”

(Nelson, 2003, p.5)

Practicing Improvisation for many years has led me to an interest in investigating the
clarity of it and how it can become a choreographic practice. I used to participate in
and watch improvisation classes or jams where decision-making could be completely
indulgent and only based on the experience of being on the inside of it. At times I
would enjoy the simple fact of moving around with others and seeing where it would
go but more often than not it wouldn’t really go anywhere and I would be frustrated
with a lack of clarity and attention. It was when I encountered choreographer and
performer Rosalind Crisp in 2009 that I could really see a sophisticated use of
choreographic tools used to make improvised performance with extreme precision
and presence. I desired to recognize which my tools were, what made me move and
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what moved me, bringing me into a solo practice of choreographic improvisation. I
was no longer moving around only because I liked feeling the flow of movement or
because I was indulging on the inside. I became fascinated with becoming visible to
a spectator and the particularities of shaping sensation, impulse and intuition into
form that extended beyond my own interest. I was practicing being on the inside and
on the outside simultaneously; I was both the performer and the choreographer. The
difficulty with this was the invisibility of myself to myself. I could practice imagining
what I was doing as a spectator and get better at it but never actually grasp the
impossibility of becoming visible to myself. Neither did I actually want to put all my
attention on the external. Because I was only becoming visible through the eye of the
spectator I was juggling keeping integrity, sensitivity and confidence in balance. I
didn’t want the spectator to become the overruling reason for what kind of work I was
making. The impossibility of making myself visible to myself kept me curious and still
does, and has become my ongoing practice. However I have lately decided to
explore filmmaking as an expression of my physical practice which is fully
external/visible to myself. Part of what I feel has given me more clarity of what my
visibility is when dancing, is working with improvisers and choreographers such as
Rosalind Crisp, Julyen Hamilton, Meg Stuart and most particularly Rosemary
Butcher. Butcher was my teacher for many years and I was part of making and
performing her work The Silent Room (2012). She taught improvisation based
classes and delivered verbal improvisational scores but she would always have a
choreographic, even if it was just a two hour morning class. By participating regularly
in her practice she would help me realize if I was doing what I thought I was doing.
She would often point out that just because you think or experience that you are
doing a particular thing doesn’t necessarily mean it is being communicated. I
remember her saying to some dancers “I can’t see it, if I can’t see it you are not
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doing it” and they would get very frustrated because obviously to them they felt as if
they where in the right place. I wanted to be able to become this particular with my
own practice and find a language from which I could make pieces of improvised
performances that where distinct from one another. In order to make them really
distinct and particular I had to create a score for each one. For me the score making
was about recognizing what I was doing and picking out or harvesting the important
elements. I could then go back to those elements and shift them. One idea was to
access an invisibility that emerged whilst moving and displace it from its source to
the surface of my body. For example if I accessed something in my chest I could
then shift it to my skin or even out in space. This would shift something in the dance
at the same time as it was still extending from its source. As I kept working this way,
accessing and displacing, I would have to decide what is kept in the score, what is
thrown out and what might belong to a different work. This way I would eventually be
left with a work of it’s most authentic form.

I had spent a long time earlier in my training being immersed in experiential anatomy
and various somatic practices where the taught rule was that the experience of
moving was the important thing not what it looks like. This has been a very
significant practice for me in terms of moving from experience and sensation.
Through that work I became a more sensitive dancer and I found myself becoming
very particular with imagery and I gained a more sophisticated understanding of my
body. However, what Butcher did was help me connect this with an even earlier part
of my training in classical ballet where the only thing that mattered was what it
looked like. In this part of my training I was very aware of what my movement looked
like through the constant use of mirrors and having to strive for the ideal positions
and demands. Although that practice gave me a lot of discipline and physical control,
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I did not want to be in either one or the other of those places but in both at the same
time, which created a whole new discourse. In this discourse I would have to
constantly negotiate emerging into the source of movement but at the same time
distancing myself from it to be clear about its form.

Storage Spaces and Metonyms

My clarification of the visible and the invisible will through this project lead me to the
possibility of locating invisibilities and mapping them out in my body. Imagining my
body as a container full of a variety of boxes in all shapes and sizes stored within.
These boxes contain memories, dreams, images or emotions and each one has it’s
own complexity and infinity to it. Imagine opening a box with a dream you have had,
it has it’s own pathway, associations and endlessness to it. These are the things that
Merlealu-Ponty describes as inner invisibilities, or the interiority of the visible
(Simpson, 2014, p. 55). My body is placed in the world and so enmeshed in the
visible tangible and the external intangible, such as negative space, relationships
and invisible structures. This is what Meraelau-Ponty describes as the invisible
before me being an exterior invisible. This project, Touching the Invisible, becomes
the practice of accessing these storage spaces located in my body by exploring
movement qualities in various locations. I earlier brought up the dream stored in the
center of my chest and that when moving into that place I could access it’s physical
qualities. As I entered this storage I could map it out very clearly and also shift it to a
different place. I could intertwine the inner invisible with the visible and the outer
invisible by displacing storage from its original form into space or into a different
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bodily location. I could throw boxes out of the container or carefully place them next
to it.

The invisible storage its something that can never be directly shown or described in
its full right which is why it is problematic but most interesting to be clear about the
relationship between it and it’s expressive form, in my case dance and film (which I
will go into more later). Ian Munday states that through metonyms meaning is
generated via contiguity where things touch on one another rather than a metaphor
where there is a gap between it and reality and it is merely standing in for something
else (2011). Using language as an example, he refers to Jacques Derrida stating
that meaning is only possible through interdependence, which has no final stability.
Confirming that language is metonymical as it only becomes meaningful when words
are touching on one another interdependently (2011, p.136). In the same way,
through my own work, moving image and form is interdependent and metonymical to
its invisibles rather than being representations of them.

Settled time as storage, a variety of the invisible

This project will investigate possibilities of giving form to bodily storage spaces and
in this chapter I will suggest the invisibility of settled time as a form of storage space.
Time settles within us, in our lived storage. We are living through our own settled
time as well as our inherited cultural and historical time. Andrei Tarkovsky states in
Sculpting in Time, that we live more in the past than in the present, “Time is
constantly reversing” meaning that we are made up of the past (1986, p. 58).
Tarkovsky suggests that the past is more present than the actual present, an idea he
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puts across most strongly in his Autobiographical The Mirror (Waisberg & Tarkovsky,
2002). Early on in my process I felt I basically agreed with this sentiment but as I
have worked I have felt more and more that whatever version of the past manifests
itself in our living experience is itself an immediate experience in the present, which
is in constant motion. It is a past that animates and is animated by the present, both
are mutually subject to each other and neither can be discretely seen as purely ‘of
the past’ or ‘of the present’ meaning the past can’t be a foreign settled presence in
its own future but rather permeates throughout it. As a dancer working with
improvisation in performance I spend a lot of time practicing being in the present in
order to be able to make instant and clear decisions simply because live
performance always happens in the present. This presence of the present becomes
vital to recognize when working through a live performance medium, which
(excepting preparations) is made in the present. Even if we experience film in the
present when we are watching it, it is still a completed document of the past and in
Tarkovsky’s case often drawing from past personal experiences. These two
mediums have different strengths for the purpose of touching the invisible. The
movement work deals immediately with the body being the container of storage as
the source and the work is being witnessed live as it is being made through it’s
invisible structures. The film work, even though it’s partly created during the
shooting, has more time to be finely edited and processed, touching invisible storage
from another place and time than those available in and during the performance
space. The film becomes an extension its maker and a visible object. This therefore
allows its witness to be transported to a different space and time. By exploring the
invisible through both these mediums I am able to understand it from different but
related directions.
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How might time settle? Sensation and memories are formed through somatic
experience and find their way of settling or remaining in the body. However I want to
be careful when using the word settling as it suggests an impossibility of movement
and change, which is not the case. As we move through states of time and
encounter new experiences our perception shift and so too our relationship to
memory and history. Even though our past has already happened our relationship to
it is constantly moving, therefore the effect of past facts on the present has an
indeterminate, fluid quality. We do not live in the past but are in fact very present with
a perceptional mobility. I feel that both the past and the future only exist in the
present as we are constantly in relation to both. So in my work of accessing storage,
each storage space is in motion both revolving around itself and being revolved and
displaced around the axis of the work.
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Section 2 – Development and Process
Chronological Influences

Meg Stuart

I met Choreographer Meg Stuart and did a workshop with her just before starting my
MA in 2014. She had a particular way of delivering the work and interacting with us,
which was extremely generous. In just one week I felt I had gotten close to her work
and everyone in the group, both from moving intensely together and also verbally
sharing personal experiences. Stuart facilitated a space in which I could access
particular states, which made me connect to new sources of performance and during
the work we did I experienced a fully charged embodiment with the possibility of
connecting and growing in all directions. I will come back to my idea of these states
later on in relation to Tarkovsky’s time-pressure. This experience did not only grow
from doing heavy physical work but also through minimal movement and
concentration of the breath. I found myself building up body heat purely through
concentration and focus; it was as if I was experiencing myself as charged. Through
different exercises and improvisation scores working with the voice, shifts and tuning
of movement states, touch and interaction, I could explore what it was like to contain
this energy and direct it precisely through the source that was driving me. I
particularly connected to the shifting and tuning of movement states as I felt that I
was provoking something other than the action of the movement, something that I
experienced as physically emotional. In an interview with Meg Stuart
(PanoramaAumentado, 2012) she talks about her piece Violet1 in which the dancers
work with containing and shaping energy. Stuart describes the work as not being
1

A clip of which is linked to in the bibliography (Meg Stuart/Damaged Goods, 2012)
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personal but rather dealing with transcendental forces and tracing imperceptible
lines. I find myself relating to this concept throughout this project.

Embodied Practice

When I started Embodied Practice2 I had just gone through the workshop with Meg
Stuart and so I brought all this information with me, as I knew I wanted to explore it.
After weeks of somatic practice alongside my own improvisational practice the work
manifested itself as scores based on internal noise, This was something that was
present with me from the work with Stuart and is something she talks about in her
book Are We Here Yet? (2004, p.15). For her this was a result of having done a lot of
work where she aimed to become a transparent body rid of personality and thus
becoming more interested in turning up the internal noise instead of repressing it.
She describes noise as inner monologues, sensations, memories that cloud our
awareness of being completely present. For me, making the noise visible was not a
rebellious act but a result of entering states of movement and shifting their volume
and in turn finding out more about what they where in the present moment. As I was
exploring my noise I found that I could work with my body as a vessel for energy at
the same time as investigating the noise. As a result of this investigation I arrived at
scores, which came from personal storage of unsettledness and anxiety, things I had
already experienced as an internal noise outside the studio. This was a way of
working with past experiences in the present moment and so my experience of the
past became translated and dislocated. This was a meeting of two other kinds of
states, transcendental energy and personal stored noise, which meant that the work
was neither wholly personal nor transcendental but both equally. During this
Embodied Practice is a five weeks intensive module focusing on various somatic
practices with an aim to refine a particular interest and a finishing presentation.
2
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investigation I also found out something about my connection of internal and external
awareness and their relationship. I was experiencing my body as permeable. This
meant that I could absorb the external into my dancing at the same time as I could
allow my self to be absorbed by my exterior including my audience. Part of my
practice of noise was to both investigate my internal noise and let it extend out
through form and also absorb experiences of external noise, which would in turn be
embodied and part of the moving. I have dedicated a chapter later on to the idea of
permeability in improvisation.

21

Noise score:( 2nd Version)
I listen to the noise in my body.
Inside-outside is the same.
I follow the noise in locations and intensity.
Noise is unfolding within me.
I resist.
I let go.
Connecting and disconnecting.
I unfold my joints.
Unlock.
Let the breath direct.
Can I Manipulate?
I meet and receive.
I agree and disagree.
When is it silent?
Is silent ever still?
The noise is the same as me.
The same as inside/outside.
The same as to move and to be moved.
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Investigative Practice

After having gone through and drawn from the practice of Meg Stuart, through
embodied practice into my own work I was now going to take this through the
practice of Rosemary Butcher in Investigative practice3. Butcher was working with
scores that all had the body as a source. The aim was to arrive at a concept of my
own through her practice. It was here that my work could really crystalize itself and
have a more choreographic direction. Butcher was leading us through scores
exploring distribution of weight, locating and confronting, displacing and mapping. As
I through these scores explored memory and time my earlier experience of internal
noise transformed into what I have introduced as bodily storage spaces. I was
practicing accessing and revisiting these storage spaces to the point where their
physicality became familiar enough that I could work with them strictly within a final
score. I was specifically working with exploring and experimenting with each
storages time state and physicality as well as the possibility of displacement within
my body and in space. In a class with Ana Mira4 around this time she talked about
our places of attention as places of contemplation, which really resonated with my
idea of storage, so my final score of displaced storage became Displacing
Contemplations. This process was very intense and my journal for this module was
hand written and included many drawings (figures 1–4) as it was the only way I could
at that time express a work that was so close to me and newly developed. It was
when Butcher asked us to consider the preparation for our work that I started
explicitly tying the knots back to Stuart and Aikido. I had not been practicing Aikido

Investigative Practice is a five weeks intensive module drawing from the practice of
Rosemary Butcher with an aim to create an artistic work.
4 Anna Mira is a dance and philosophy practitioner who joined us for a week during
Investigative Practice and taught morning classes.
3
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for years but I was carrying something with me about breath and energy. The
preparation for Displacing Contemplations was similar to the description of the
beginning of an Aikido class, in that it involved activating the concentrated breath
and charging my body for availability, access and precision.

Figure 1: Dream map

Figure 2: Intensity score

Note. Copyright 2016 by R. Wahlfrid

As I tied the knots to Aikido (that I will talk more about next) I decided to take up the
practice again alongside of my project. This became a vital influence for structuring a
preparation that would set the conditions from where I could further investigate my
choreographic ideas.

24

The preparation of the practice

I sit down with my legs folded underneath me in “Seiza”5 as called in Aikido. I close
my eyes and concentrate on my breathing. I send my breath to the center of my
body just below the navel to “Tanden”6. From here I can slowly expand out. I fill my
body with concentrated breath and I empty out. As I’m going through this process I
start feeling a sort of serenity and calmness, my lower body melts into the ground
and my torso and skull float up towards the sky. The concentration of the breath
builds up warmth and spreads through my body. The breathing empties my mind,
makes it invisible, and I detach from anxieties and intellectualizing. I bring my hands
together, right over left and begin to shake them with a slight circular movement
downwards and out “Furitama”7. As I shake, my lower body keeps sinking and my
skull keeps floating, the action of this movement encourages my torso and shoulders
to free up and soften, my breath stays calm. The warmth I felt earlier starts turning
into heat spreading trough my legs into the ground, my torso and skull up to the sky
and out through the sides. I open and soften my joints so the heat and energy can be
directed through. I follow this with a stirring action of the hands and arms
encouraging more mobilization around the center of the spine and down in the hips. I
stir to right and to the left, and go back to shaking. Then I stop, I relax my arms on
my thighs and I experience an aliveness of vibration within me radiating out. I
concentrate my breath; I am calm, available and internally charged.

Seiza is Japanese for “Proper sitting”. It is a traditional Japanese kneeling position
carried on in Japanese martial arts.
6 Tanden is referred to as the center of the body from which all technique is built in
Aikido.
7 Furitama Is Japanese for “Soul Shaking”. This is an exercise in Aikido where you place
your hands together over the lower belly and shake.
5
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The above describes the beginning of an Aikido class. This work has become an
essential preparation that lays the ground from which technique is practiced. I am
choosing this example from Aikido because it is a martial art that I practice parallel to
dance and filmmaking and it has a big influence on my work and how I set my own
conditions. When I’m in the studio practicing, I start each session by going through
this breathing and shaking sequence. When practicing this I experience certain
availability and awareness and through this I am also setting up a relationship to my
external environment. The work place in Aikido, the “Dojo”, is a very sacred and
respected place and the relationship to your teacher and fellow practitioners is a
respectful but humble one. I also experience this, perhaps in a less overtly formal
way, when I am practicing in the studio. In both the studio and the Dojo I have an
interest in, and interrogation of, the shifts between internal and external focus and an
exploration of the possibility of being in both places at the same time or them being
intertwined and fluid. For example in Aikido it is essential to be prepared and
available at all times so that you can respond quickly and efficiently to your attacker
and external environment. Equally in dance I would want to have the same
availability to make decisions and respond in the present moment. What I have
found a very interesting difference in Aikido compared to my intention of the invisible
in this project is that in Aikido you rather want to become so fluid and quiet that you
become invisible. Becoming invisible in a martial art means rendering your intentions
and movements imperceptible to your audience, in this case your attacker, so that
you can easily slip away from an attack or a grip rather than becoming a rigid form.
This is most effective particularly if you are smaller or have less muscle mass than
you opponent.
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The importance of this preparation and conditions of my practice is something I have
realized and developed alongside my aikido practice through the work with
Rosemary Butcher and Meg Stuart as well as earlier encounters with practitioners
Kirstie Simson and Julyen Hamilton.

Figure 4: Drawing of energy lines

Note. Copyright 2016 by R. Wahlfrid

Permeability

In an anatomical sense the skin that holds us together is permeable, we perspire out
salts, toxins and fluids and we absorb substances from our external environment.
However, when I’m talking about permeability in this context I want to bring a slightly
more philosophical view to it and expand the possibilities of what I can perspire from
my internal landscape and what I can absorb from the external space.

If I go back to the Aikido based preparation of the practice, which is preparing and
charging the body through expanding and concentrating breath, I have the beginning
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of internal and external relationship through building a flow of energy through breath.
When I started practicing this work I was working as if energy was something that I
was creating inside my body and projecting out. However continuing the work I have
come to understand and practice that energy is universal, it surrounds us and exists
in all of us. The practice is how I contain and precisely direct it through the internal
and external.

It was during the module Embodied Practice that I recognized and gave a name to
the idea of permeability. The work I was doing then was more focusing on what drew
Leder (1990, p. 156-173) draws from Confucian theories about forming one body. In
this case the internal and the external is one and the same. The boundaries of being
contained are blurred and indistinguishable and the idea is that you are sharing one
body with the whole world. I was practicing this concept of being one with my
environment exploring possibilities of what distances and proximities could be and I
had the feeling that I was working deeply both inwards and outwards. I could be on
the surface and beyond without losing the core idea of availability. With this idea I
was then also more specifically working with my noise score. Whilst practicing the
score, through a permeable body that was morphing with space, the internal
embodied noise could be projected out and what I experienced as external noise
was being absorbed and redirected. However there is a linguistic problem with this
concept of oneness as it is invariably described in terms of “I” being the same as
“that”, which is already a separation creating a relational rather than synonymous
perspective. Equally when I say I’m projecting out “from” something and absorbing
“in”. I am projecting from something that is contained, my body, and so separate
from what is outside it’s boundaries. As I kept practicing into Investigative Practice
with Rosemary Butcher and then into this final project I found that it was actually a
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positive thing to be contained and it gave me more clarity as I was in relation to my
surroundings rather than the same as them. I could simultaneously be permeable but
choose in what capacity and from which place I was projecting and absorbing. I
could come into contact with my surroundings and be touched by them much more
precisely. This concept also brings practice beyond the studio. Meaning that perhaps
by recognizing my containment I can be more precise (therefore more intentional
and sympathetic) in my relationships with my surroundings and the world.

Time-pressure

In Andrei Tarkovsky’s Sculpting in Time he talks about the notion of time within the
frame and it’s significance in relation to Eisenstein’s montage cinema (1986, p. 114).
He refers to the accumulation of rhythm or intensity of time within a frame as a ‘timepressure’ or thrust and claims that this is the definitive element of how frames are
assembled together, as opposed to creating rhythm and meaning through the cutting
of shots. The idea of montage cinema is that it’s only through two shots colliding that
meaning is created. It consists of more frequent cuts where the use of time is
emphasized on the cut rather than, in Tarkovsky’s case, within the shot. Eisenstein
claims that cinema is made on the editing table whilst Tarkovsky believes it must be
made in the moment of shooting. For Tarkovsky, editing is the assembling of shots
where the time-pressure dictates how they sit together. In this case an edit only
works if their relative states of time-pressure are reconcilable, radically different
kinds of time cannot fit together (1986, p.117). Time-pressure is more than just the
actions within a scene but it puts the emphasis on how time is felt and becomes
tangible through something significant beyond the actions. Even though I relate
mainly to Tarkovsky’s way of filmmaking I won’t completely discard the montage
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effect that certain images can have next to each other and how that can change my
sense of time and meaning. I was interested in working with the idea of timepressure but through a split screen in my film Småland. The choice of a tripartite split
screen had to do with the notion of multiple storage spaces to be surveyed at will
and/or focused on by design. My main priority was the intensity of each individual
shot and then figuring out how to spatially arrange them sequences without
disrupting the particular time-pressure of each shot. As a concept I can particularly
relate ‘time-pressure’ to my dancing and how time is felt and made visible whilst
moving. It also becomes clear and Tarkovsky mentions himself that, through the idea
of time intensity, time is a state and our history and storage are not time themselves
but merely a consequence of time (1986, p. 57). This ties back to my experience of
states of time in dance where consequences of time permeate through and become
tools for choreography. It became clearer to me that a state was a kind of time
intensity that could either be dictating or become dictated through making work.

How I experience time-pressure in a scene depends on how the director makes
visible what goes on beyond the image and how it is felt. This variation of intensity is
created through camera movement, duration of scene, amount of action and the
amount of props closing in or opening the space or the use of sound.
I have two examples below of shots in one frame with very different time intensities.
One of them is a scene from Aleksei German’s Khrustalyov, my car! (Golutva &
German, 2006. 9:12 -10:28). The other one is from Sátántangó (Fehér & Tarr, 2005
3:52:09-3:54:29)

In the first scene, from Khrustalyov, my car! We see an enormous amount of fast
movement from both camera and people (See figure 5 below). There is also a lot of
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clutter in the space, which seem to be closing it in and the people are weaving in and
around doorways, furniture and “pointless” decorations. There is also a lot of
conversation and sound, the meaning of which is evidently less important than its
simple presence and poetics. Even if this is a long shot with no cuts we seem to be
travelling quite intensely and quickly through different images and views through the
angles of the camera. In contrast I will use an example of a radically different interior
scene from Tarkovsky’s Nostalgia (Toscan du Plantier & Tarkovsky, 2003.
24.30mins-28.14mins). Here we have a very bare setting and a static camera
position, which eventually very slowly moves in to a close up of a man on a bed. In
this scene the changes are gradual and slowly tunes the intensity of time up and
down through slow subtle changes of light and sound.

The second scene from the film Sátántangó (2005) is very different, also a long shot
but following one single thing. This repetitive shot of Eistike walking with her dead
cat is loaded with emotion due to her static frozen gaze and lack of movement apart
from walking (See figure 6 below). There is no music or dialogue but only the sounds
of her footsteps and the wind, which makes it feel like we are following her in real
time and there is a sense of an eternity and vast space that penetrates from being
‘trapped’ with her pain and misery. These durational walking scenes seem to be a
reoccurring theme for Béla Tarr as we also see them appearing in various forms in
Werkmeister Harmonies (2009) both when János is walking down the road on his
own, then when János and György are walking in profile along a white wall, and then
again in the famously long group walking scene leading up to the hospital raid (Tarr,
2009. 10:45-1158,1:05:12-1:07:32,1:38:42-1:42:52). Another example from
Tarkovsky is the durational cart sequence from Stalker (Demidova & Tarkovsky,
2002. 33:23-37:00). All these scenes use repetitive exaggerated sounds of either

31

footsteps or the sound of a cart, which support the length and rhythm to create an
uncommonly engaging duration within the shot.

In Småland I have used influences from some of the above themes such as the
chaotic and messy environment of the scenes with the clothes and the moving
camera that produces a sense of the viewer following and moving into the image.
Although the scenes from Småland are not as speedy and noisy they have the
cluttered sense of a closed in space. In the beginning and the end of my film there
are scenes of a durational movement through a forest pathway which has a similar
idea to Tarr and Tarkovsky’s durational shots, however because of the deliberate
lack of sound and the fact that we are not following a person it changes the timepressure and makes it slightly more dense or unreal, almost as if someone switched
off the sound of reality (fig. 7, below). Other scenes I can draw parallels to from the
shot in Nostalgia with the man on the bed mentioned earlier, are the two frames next
to each other when I am lying in the water with the clothes. Although this scene is
quite cluttered with details from the clothes, because it’s shot form above at a
distance with a static camera position it is left with a similar time intensity as the
above scene from Nostalgia. This is because it produced a similar subtle gradual
change of light and movement within a very still image. My understanding of
Tarkovsky’s time-pressure is that it already exists everywhere in various intensities,
in a similar way to energy, that making films is a way of using that time-pressure in
different ways and some of these ways are through the earlier mentioned examples
from others and my own works with duration, setting, sound and light.
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Figure 5: Cluttered scene from Khrustalyov, my car!

Note. Image from Khrustalyov, my car! (2006).

Figure 6: Eistike Walking with her dead cat in Satantango.

Note. Image from Satantango (2005).
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Figure 7: Forest pathway from Småland.

Note. Copyright by R. Wahlfrid 2016.

Embodied Filmmaking, A motive for moving image

I wanted to try and express my physical practice and research I had so far, through
the medium of filmmaking. Though the storage spaces might be very specific in what
and where they are, the nature of the process filtering through permeability into form
is a fairly abstract one and so it only made sense to explore this through a poetic
series of moving images touching on a selection of stored dreams and memories.
This was a more refined version of an impulse I felt during the Dance and the Moving
Image module8, which was to explore and develop my practice through filmmaking.
Using my solo research as a score for a film and then responding to the film, in

Dance and the moving image was a module taught by Lucy Cash bringing an embodied
approach into filmmaking.
8
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development and as a final product, in a further solo. This impulse came about
through a developing awareness of time, space and energy in the editing and
composition of film through the films and writing of people like Andrei Tarkovsky. I
was specifically drawn to Tarkovsky’s use of time and space in films such as The
Mirror, The Sacrifice and Nostalgia through these works there is a very unique way
of using poetic imagery. In Sculpting in Time Tarkovsky highlights that thought is
more poetic than we might think and so it is only logical to make films through poetic
imagery (1986, p. 20). I wanted to refine and expand on my filmmaking and
consequently refine and augment my dance practice, producing a solo accompanied
by a film, both performances being parallel and complementary to each other. The
film began with a concept sourced from my solo practice of bringing invisible storage
spaces and settled time visible through images. Even if filmmaking was sourced from
my movement practice, the two ways of working kept influencing each other
particularly in reference to time-pressure. I would draw from my experience of
movement and choreography when making decisions about cutting, pacing and
lighting.

Looking at film composition as choreography, I see them as very similar in their
arrangement of time, space and energy. I did not want to film or document a dance
since this would neither take advantage of the medium nor would it produce
something sufficiently different to inform or investigate my existing practice. I wanted
to try and really bring dance into film through an embodied film making process.
Consequently although I wanted to make a film in a way that came from dance, what
I consider the equivalency between composition and choreography has the effect
that the end product isn’t objectively different from a work of pure film. In a similar
sense I can still appreciate and experience poetic filmmaking in the style of someone
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like Tarr or Tarkovsky in an embodied fashion. The difference between a dance film
(as opposed to a filmed dance) and a work of relatively pure film is, for me, really
quite subjective and subtle. My experience of The Sacrifice (Wibom & Tarkovsky,
2002), whilst bewildering in a traditional narrative sense, was dominated by strong
rhythmic elements and direction of attention through the full range of filmic devices
arranged in a way that felt choreographic to me.

“Film material can be joined together in another way, which works above all to lay
open the logic of a person’s thought. This is the rationale that will dictate the
sequence of events, and the editing which forms them into a whole. The birth and
development of thought are subject to laws of their own, and sometimes demand
forms of expression, which are quite different from the patterns of logical speculation.
In my view poetic reasoning is closer to the laws by which thought develops, and
thus to life itself, than is the logic of traditional drama.”

(Tarkovsky, 1986, p. 20)

The following is a breakdown of a scene from The Sacrifice by Tarkovsky. I will
describe the scene and then go into more detail about the choreography as an
example of what I talked about above. This scene is an introduction of the darkness
following in the film. It’s building up tension and displaying a range of reactions to
that tension. I will focus more on the poetic logic of time space and energy than a
narrative story telling one.
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Figure 8.

Trembling tray with glasses, producing a jangling sound. Cut to static image of a
man in front of a cupboard and a man sitting starring into the wall. The sound of an
airplane appears and increases. The camera pans following the man who walks out
the door into the bright light. In the background there are two women, one covering
her ears.

Figure 9.

One of the women, eating an apple rushes across the room to another door. She
crosses paths with a third woman, the maid, who crosses the room in the opposite
direction.
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Figure 10.

When the maid crosses the cupboard the camera zooms in. The man on the chair is
still static starring into the wall. The camera zooms in on a jar of milk that eventually
drops from the shelf from the vibrations of the airplane.

Figure 11.

Note. All images figure 9-11 are from The Sacrifice by Andrei Tarkovsky (1986).

Just before the jar hits the ground one of the women crosses in a very close up
frame where a seamless cut is made to follow the drop of the jar smashing and
breaking on the floor with a loud sound.

Through sound and rhythm within the frame Tarkovsky has managed to give form to
tension. I was particularly struck by the shift of attention from jangling and vibration
to choreographed reactions and then how we are directed to one single object, the
milk jar that is communicating a sort of energetic climax by eventually tipping over,
smashing and filling up the frame with it’s broken form and white color.
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I can relate all of these elements to a choreographic practice in dance with the
trembling motion, literal external noise as well as the internal noise and invisibles of
anxiety and confusion. The direction of attention panning sideways and then
zooming in on one particular detail is something I can also directly relate to in
creating form with the body and directing attention in space.

In choosing to make a film I have two parallel and complementary goals. To learn
about and develop my practice through the paradoxical distance and closeness of a
practice deployed in a different medium; and to challenge myself to make something
that felt like a dancer’s film without resorting to literally dancing on film. These goals
are parallel in the sense of their distinct but simultaneous motivations and
complementary in the sense that they combine in the service of the same outcome.

Film process

As I have explained, my motive for filmmaking was my embodied research of storage
spaces as expressions of the invisible. As a starting point I decided to revisit some
particular storage spaces that I was interested in as source material. One of them
was a dream about franticly packing an infinite amount of clothes with a feeling of
being lost and never finishing. My first instinct was to try and literally restage the
dream by trying to remember all the details and the architecture of the dream. I did
this with a static camera position on a tripod. Looking over that material I realized
that what did not come across was the intended time-pressure but rather a flat
unsuccessful copy of the dream. Most people can relate to how differently memory
can manifest itself compared to the actual experience. In my experience this
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becomes even more distorted with dreams as they are already a kind of displaced
reality. Remembering a dream or trying to restage it can be very complicated and
can easily strip the image of its charged state and emotion rather than bring out what
the imagery touches on. To realize the true time-pressure I had to resort to my
movement practice where the storage space had been explored but to find a way of
incorporating it into the film process. For the scenes with the clothes I decided to do
this by shifting to working with a steadicam which meant that I was able to circle in
and around the image and move with its rhythm (fig. 12, below). Instead of directing
my performers through the initial concept of a restaging, I asked them to explore
their own relationship to the state I had created through set dressing and by playing
the soundtrack I had made. This became a way of meeting with the original dream
storage in that present moment of shooting through my movement practice and felt
sense of time. The landscape shots (fig. 13, below) came to me slightly differently as
I decided to visit a place in Sweden (Småland) where I spent time in my childhood
thus becoming a big part of my settled time. I chose to record most of these shots in
a static position because I wanted the viewer to be able to have a sense of the whole
frame and to convey a specific quietness that I associate with this settled time. I
found that with the black and white combined with the stillness of the scenery, there
was a certain sensation of unsettledness or infinity of memory that became the
visible time-pressure. Working this way in both cases discussed, clothes and
landscape, I found a way of thouching on the invisibility of memory and storage
through my movement practice and time-pressure.

The specificity of form possible in film means that there is a danger of trying to
literally or metaphorically document the invisible and consequently fail to outwardly
convey it, rather it is desirable to touch upon it through a mix of instinctive and
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deliberate decisions. Here I come back to the relevance of metonyms in this context.
Image and concept are continuations of each other and they touch one another.
They are interdependent and very different from representation and metaphor. Just
as language only becomes meaningful when words touch on each other
interdependently (Munday, 2011, p.136), the moving images of my film work are
interdependent and metonymical to the invisible.
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Figure 12: Still image from Småland, clothes landscape.

Note. Copyright 2016 by R. Wahlfrid.

Figure 13: Still image from Småland, Landscape.

Note. Copyright 2016 by R. Wahlfrid.
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In the studio

I created a residency for my self to investigate my ideas so far. I spent two weeks of
full days in the studio, mostly on my own. This time has been most valuable in the
sense that all elements of the work really became a sort of companion. The Studio
becomes the place where reading and writing is equally embodied as the moving. I
have been able to allow myself what I need and each day has been different in terms
of what I have spent more time on. If I feel stuck in one place I shift, I can always
refer back to the core through breath or doing the preparation again. The preparation
that I have earlier described was the first layer I encountered when I arrived in the
mornings but I can keep doing it throughout the day. If I felt the need I could access
it through shorter sequences of breath and shaking. The studio time was for me to
physically explore ideas that I had about storage spaces and their time-pressure and
how I experienced their metonymical relationship into form through choreography.
However because of the nature of my practice of intertwining filmmaking and
movement, I was alternating moving and editing in the studio. I would either move in
response to the images in the film or I would move and then go back to review the
order of shots and time-pressure of the film. From this practice I could create
movement scores and eventually select experiences form these scores that became
the final solo, which I will talk more about in the chapter “The Performance”.
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These are scores, movement reflections and quotes from readings that came out of
my studio harvesting for use in the solo:

“What if there is no space between where I am and what I need? “Where I am is
where I am” Is reasonable but less enjoyable than “Where I am is what I need”

(Hay, 2000, p. 2)
Letting go
Letting go
Letting go
Letting go
Practicing non attachment

When do I stay?
What do I keep?
Isolating and connecting
I concentrate my breath and it expands.
The expanding turns into an energetic filed.
Sound and space is being infiltrated.
I am permeable, projecting out and receiving from all directions.
The room is a magnetic field.
I locate points inside and outside.
Through the experience of being me, I am the container of energy.
Precision.
I am not overpowered but empowered.
It is personal and transcendental simultaneously.
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I am subjective and objective, empty and full.
I am moving and being moved with direction
I meet the sound.
It is emotional but not overwhelming.
Stirring through electric fields, states of time, states of movement.
I revolve around my self.

Going through places of contemplations
As soon as I recognize one I shift
Micro beginnings
Shifting through the body
I move them
They move me
What is a beginning?
How do I travel through?
Contemplating microscopic states
I contemplate quickly
Change, change, change

I go in to go out
What if I go out to go in?
I listen to planets
Revolving
Pressurizing
Centrifugal power
The center is my chest
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A Metonymic soundscape

I tend to make my own sound scores rather than using already made sound. This is
because sound is very significant and specific for each work. If I create them myself I
can design the sound and make it precisely attached to each work. Even though I’m
not a trained musician or have any expensive equipment or sound studio I find that I
can accomplish fairly interesting sound scores with the use of what I have access to.
For both my solo Rosco 2x2m and my film Småland I made the sound scores with
self made contact microphones, pots and pans, a toy accordion, a reverb effect
pedal and garage band9. There is one exception in the solo where I decided to use a
part of a pre-recorded composition in the end of the sound score. I did this because I
wanted to use the specific sound of grand trumpets as a contrast to the simplistic
repetitive movement. With the added reverb it gave a slight impression that the
sound was coming from another space or echoing from an invisible layer of the work
rather than being literally there. Looking at sound this way it becomes another layer
of metonym that touches and continues the work rather than just being a support or
setting the mood. In regards to the text that is read out in the film in Swedish and
Finnish, I see this more as a part of the soundscape than an informative script. The
importance was the sound of text and the sound of these two languages and for this
reason I chose not to translate the text or have subtitles. The performers reading the
text know what it means and so it was also part of the idea that part of the texts
meaning is carried on through the way it is delivered rather than through direct literal
translation10.

Basic recording software.
10 See appendix attached for translated text from Småland.
9
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Section 3 – Performance & Conclusion

The Performance
The two works Rosco 2x2m and Småland came together as one performance with
two separate works. The Solo is set on a square of white dance floor which is
precisely 2x2m placed on the floor and lit brightly in reference to the tripartite frames
of the film. In the film each frame or box contains a metonym of a storage space
whereas in the solo the whole score is performed within one square. The titles of
both works come from the ground where they are set. Rosco 2x2m is simply the
name and size of the white dance mat used and Småland is the name of the place in
Sweden where the majority of the filming took place. This was significant as the
works became an extension of their ground and the ground would permeate through
the work as well as the work would be absorbed by it’s ground.

The final score, Rosco 2x2m:
I am places within places
Contained invisibility, landing on this square
I go back to where I was, now
Transporting and crystalizing into revolving planes
I keep landing invisibles into form
The pressure of my invisible is thrusting through form
Shaping time, Shaping space
Covering my self with dark and light
Suspended silence and stillness
Constantly revolving
Becoming visible
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Performing the solo I became aware of how attached I had become to the form and
structure of it, more than the emotions that I had come across occasionally when
digging into dreams and memories through the earlier process. It felt as if the work
had become more transcendental and less personal. The interesting part of this was
that I was the body that had transformed my own persona into something that wasn’t
emotionally attached to me in the same way. What was clear when performing was
physical language that had come out of the score such as, shifting planes, covering
light and dark, revolving, spinning and suspending. As this developed in to a
language of the score it was telling me something about certain movement
accessing certain storage spaces. It keeps striking me in performance, that I can
have complete ownership and awareness of something that at the same time does
not belong to me. As I was devoted to the present moment I could practice both
holding on and letting go and letting them slip through each other much like the
internal and external.
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Figure 14-17: Still Images from Rosco 2x2m

Note. Copyright 2106 by R. Wahlfrid.
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Watching “Småland”

The earlier detachment of the solo work also happened with filmmaking but in this
relationship it was clearer as I had made an object, which was in my external and
completely visible to me as the maker. What I did find when watching my film as a
finished product was that even though I had detached the process of the making I
became more emotionally affected. This was perhaps because only after I had
finished the film it became completely visible to me as a whole and I could see an
extension of myself and what I wanted to convey before me. Viewing my own
finished work I could absorb the ideas of metonyms touching each other through
time, form and sound as a form of it’s own.

50

Conclusion

The arrival of my finished products Småland and Rosco 2x2m feels more like
something opening up rather than closing. What I set out to do was to investigate
and establish a work based on improvisation with enough ground and tools to make
it a precise choreographic practice. Through my experience of movement and being
in the present moment I arrived at a concept of touching the invisible through form
and moving image. Going deeper into the methodology of score making in
improvisation, discovering bodily storage spaces and time as a state, I used my
embodied practice as a source for filmmaking and I found a metonymic relationship
of concept and form into image. I could intertwine concepts from both my film and
movement practice such as time-pressure and permeability. I found contiguity of idea
and outcome and the images and form were touching the invisible. This metonymical
contiguity, though less straightforward than representation (literal or metaphorical),
allows me to communicate more directly with the viewer by touching upon a shared
abstract sense of our invisible depths.

Through influences and comparing my working methods to other artists such as
Rosemary Butcher, Meg Stuart and Andrei Tarkovsky I could find out more about the
identity of the work and where it sits. Through the work of Merleau-Ponty I found a
phenomenological understanding, a way of describing my experience of the present
and what it touches on. I have arrived at a practice that has an identity, which is
moving with the present moment. As ideas keep dropping into the practice it will
keep moving and revolve around itself. In a bigger perspective it is much like the
earth revolving and moving in time with everything it holds and if it would stop
moving around it’s axis everything would collapse and cease to exist. I want to keep
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re-considering within this framework, which is robust but mobile, by making new
scores for performance and films.
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Appendix 1.
Translation of text in Småland:
Slowly digging up the buried truth
But it has changed color
Can we become beautiful again?
Were we ever beautiful?
To make up for the ugly which hangs in time
Like a distorted mobile echo
All color turn grey
Time travels continuously
The present slips away and vanishes,
like the sand through the fingers
Where has time settled?
I exist in a state of time and space
I manifest myself to myself immediately
Images imprinted in my memory
Memory imprinted in time

Appendix 2.
See Included DVD of Rosco 2x2m and Småland bound in overleaf.
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