
What If… we could view all this as dance? with Becky
Edmunds, Claudia Kappenberg and Lucy Cash (2010)
(automated transcript)

SPEAKERS
Gill Clarke, Becky Edmunds, Claudia Kappenberg, Lucy Cash and Audience

(Introduction: Renée Bellamy speaking in 2021 over spare guitar chords)

Welcome to Independent Dance. This talk is part of our digital library, which houses an extensive collection of material to
read, watch and listen to, drawn from ID’s programme over the past decades. This talk is part of the Crossing Borders
series, which ran between 2008 and 2018 and featured dance artists in conversation with people from other fields, including
philosophers, scientists, geographers, and architects. The entire library is free to access at independentdance.co.uk/library.

(2010 audio file begins)

Gill Clarke 00:44
Welcome to the very first crossing borders of 2010. And we go every Tuesday now to actually to Winlab festival as well to
mid December, late December. So welcome especially to new MAs at the place. So welcome to the space which you
probably haven't been to before many. I'm really excited that this particular talk is our first one. Because I think is a way of
launching in. It's nice to be challenged in our notion of what dance and choreography might be and how far we could stretch
up on that border rather than cross cross across borders. So  this is Becky Edmunds and Claudia Kappenberg a nd Lucy
Cash and fair, I think to say that they all have a background in dance, but now work also with film. And what's intrigued me
about the work that they make is that it doesn't always have dancing or bodies in it. And yet I sense that I see a
choreographic mind at work in how they play with time and space and movement. So they also were the curators of a
festival that we had here throughout the building last April called What If, and we just counted up and the work 49 works that
we showed many of them on screen, some of them performance and installation. But in a sense, they were kind of asking
the question, what if you looked at this as dance? So in a way, they're here tonight to expand upon that. Thank you very
much.

Lucy Cash 02:44
Thank you, Gill. So what we're going to do is I'm going to give you a little bit of background information about What If, and
then we are all going to talk together ask each other questions, talk a bit about our practice in relation to how we considered
curating this interdisciplinary festival that Gill mentioned. Could What if Can I just ask was anybody here? At what if just so
we know. Yes, of course. Yeah. Brilliant. Okay. Some of you, thank you. Okay. So anyone one of the things that's really
interesting, actually, when we were discussing coming to talk here today is that cloudier found this article in tait, the tech
magazine, and basically by Katherine Woods, who has written a very interesting book about Yvonne Rainer amongst
numerous other articles, and she's really interested in a concept of dance in relation to visual arts. And I think one of the
things that provoked us very clearly, and we'll talk more about this later was going into visual arts context and hearing visual
artists speaking about their notion of dance, and then notion of choreography. And all of us coming from embodied
movement practices, feeling like we had a whole wealth of knowledge, and experience and ideas about composition, that
perhaps weren't always represented by visual artists when they were talking about their notions of choreography. And so in
a way, that's one of the kind of layers of soil that sort of fed or provoked for us to come together and curate what if Gill made
that possible, because Independent Dance invited us to bring it to this amazing building. So I'm going to throw out a couple
of quotes which feel relevant. One of them is by Katherine Wood. And she talks about in her opinion, dance has become
relevant to contemporary arts practice, because there has been a combination of influences between the history of
performance art, and things that artists have investigated like relational aesthetics and participation. And these two things



have come together to reignite an interest in what choreography can be. And she defines choreography for her as a
formalised aesthetic way of looking at interrelation between people. So I wanted to throw that out as an example of someone
coming from a visual arts background and their conception of choreography. And we'll kind of come back to our various
conceptions in a moment. One of the quotes or reference with that for us, when we were curating What If we had a very
particular sense of the idea of encounter between an audience and various different artworks, and they could be that could
be a live encounter with a performance, or it could be an installed video, or it could in fact, be a single screen work. And as
part of that, and I think a writer called Brandon LaBelle, who was writing in the 60s says it very well. He describes this
process of encounter as a conversational exchange, in which the object produces the looking slash listening. And the
looking slash listening produces the object comes to discuss the field of attention as a performative arena. Thus, objects do
not so much container embody meaning, but rather given meaning through performative exchange, which seems incredibly
relevant to anybody from a background in performance, since that's, you know, one of the key elements of a language that
we might be dealing with. And so that's a little bit about What If, and I'm going to throw over to Claudia and how to code to
talk a little bit about what the choreographic means to her.

Claudia Kappenberg 06:46
We could perhaps start with this video that you have seen a little bit off, maybe you could just play it a little bit longer, which
is from Eva Keller, and it's called Death is Certain And we had that as part of the what if Festival, and we had a lot of
conversation beforehand to try and articulate what is it that we like about this work? And to talk about the choreographic, for
me, there's the perhaps the key aspect of this is that there's something very real going on. There's real things, and
particularly real cherries. At the same time, there's something very choreographed, there's a ritual and objects. So it's quite
open. There's a kind of movement language that comes out of a particular context and particular tasks. And at the same
time, it's also representational. So there is another reading of this you can look at it as cherries and what happens to
cherries and that's how it's done at the same time it's done in the knowledge that it represents something else and that is
comments on another whole world.

Lucy Cash 08:18
The other thing I should have said is that at anytime anyone wants to make a comment or ask a question, please do feel like
you can do

Claudia Kappenberg 08:25
So to spin this idea of the bodies maybe the sound okay, I'm gonna better be up there now for a while for you to imagine.
Yes, to spin this idea a little bit further about the colour graphic and these bodies. What are the bodies on screen within a
choreographic context? And coming back to this essay by Katherine wood. She describes she calls this essay,

Lucy Cash 09:10
This is a classic example of upstaging here.

Claudia Kappenberg 09:15
I'm going to try and compete. She can't us so the art of writing with people. Yeah, I think that's very interesting. So it's this
thing of using bodies, thinking about society, thinking about the relational and then using bodies to work with that situation.
From a visual arts content point of view. And what maybe it's happening if you come from another side if you come from the
sort of embodied from the physical from the inner to the outer, that you're not so much writing with bodies, but you're writing
bodies. So there is a kind of an inside out process and there is something that a deeper Well, I don't know can I say a
deeper involvement it's probably completely wrong. If it feels very, it feels very integrated, that the space and whatever there
is on the screen, whatever happens, whatever the movement is, is part of these bodies. I mean, the whole thing is a body
and its comes from the body. Got it? So very difficult to explain. I'm so

Audience 10:25
Sorry, did you make it a contrast? So you've seen as this lady said that she was riding with people, and you're seen as the
opposite of the inside out process.

Claudia Kappenberg 10:40
I wouldn't quite call it an opposite. I think there's, this is also not a black and white opposition or a kind of saying they do this,
we do that. But I think there's a shift in emphasis maybe, or another kind of approach. And then at least definitely over
layering, overlapping. But if there is a writing with bodies, then I can imagine that I have some bodies, and I can see what
the text that I could write with them if we speak that language, or I can be a body. And I can see that the bodies themselves
made through that whole process. And the bodies themselves speak off that whole process.



Lucy Cash 11:22
One of the things that we did as part of what if was to commission 10 writers from different fields to respond to the works
during the process of the festival. And one of the writers, which is a scientist called Ken Grimes, whose background and
research has been a lot on, in fact, on collaboration and on empathy. And the idea of empathy was a kind of one of the key
ideas which we kind of pulled out in terms of thinking about embodiment and about how we might relate to various different
artworks from this sense of our position as as movers. And as having an experience of movement practice.

Claudia Kappenberg 12:02
Perhaps this might be good moment to choose to look at another piece of work and say goodbye to the cherries yes, but at
a quite a good moment.

Lucy Cash 12:17
And Eva Meyer-Keller. She's German, and she is a she trained at the school for new dance. And she makes both film works,
but also live pieces that look very much at audience interaction. And this originally was a live piece, but I've only ever seen
the video version.

Claudia Kappenberg 12:36
So what I'm going to look at next is a piece that I made a few years ago, and which perhaps, can say something about what
I'm trying to say here. So it is working with a I've used at the time I used an interview, which happened on television, and
rework this interview. So I'm working with a person. But it's very much something that comes out of a very particular context.
And I'm choreographing the whole thing. I'm re-choreographing this interview into something else altogether, in order to kind
of bring out somewhat an inner reality, perhaps in a truth of that person, which I could see in the interview, but wasn't
articulated. And so I'm using editing here to bring out another part of another kind of self.

Renée Bellamy 13:42
A video is played during this time.

Claudia Kappenberg 13:50
So think this would be a good moment to pass on to Becky. And I know that

Audience 13:58
you can so how long was the interview? The original

Claudia Kappenberg 14:02
About 20 minutes.

Audience 14:05
And was he distressed? All the way through? Yes.

Claudia Kappenberg 14:11
Got more and more distressed.

Audience 14:15
Did you choose the original?

Claudia Kappenberg 14:17
No. But the story is that this is an American soldier who walked he was part of the American army when they liberated
concentration camp. And for 50 years, he did not share ever what he saw at the time. So for 50 years, he lived this
experience only in his dreams. And this was the first interviews 50 years later where he shared it. He never even shared it
with his wife. And this story unfolded slowly over the interview. And it was really extraordinary. And it felt to me. I could very
much synthesise was the was this sense of holding this in for 50 years. What Would that be? And so, I, I re edited, took a lot
of the text out and shifted the text sideways. So it sounds more like his so we in terms of screen language we did like a
voiceover or like his thoughts, rather than something that's actually spoken. You know, so the words come back into become
thoughts again, rather than words that are spoken. And I find it very interesting the question as to how we can articulate or
how can we can we actually articulate our inner self that's, I think it's a very difficult process and very flawed. And, and for



me, it's also very important to work with people on screen who, who are real or who, who, who bring another bring a lot with
them, if I look at them in that's there's a particular work from Becky, which I'd like her to talk about in relation to that.

Becky Edmunds 16:02
Okay. I'm gonna sort of come back to the Water Festival first, really to talk about sort of why I wanted to be involved in it from
a very personal point of view of my own practice. So I trained as a dancer, and I worked as a dancer and a choreographer
for about 15 years. And then I stopped and moved into actually documenting dance on video. And that was how I began to
screen practice was that I would turn out and I would shoot people's performances or their processes, or I would make
documents or publicity material for them. That's how I got into a screen practice. And documentary appeared to me to be the
only way that I could move forward because I was struggling with making fictions which I felt I was doing when I was making
live work. I was somehow proposing and making fictions and I came to an end with that, and moved into a documentary
practice. But a lot of the work that I made, it all came from a background of dance and dance is what I studied. And it's what
I knew. And the work that I made, I felt very much was related to dance.

Lucy Cash 17:29
Could you also say about how you used for instance, a tuning school when you were approaching?

Becky Edmunds 17:34
Yeah, I could do might come back to that slide back to that, and its ways of making. But one of one of my problems was
where to show my work, because although it was clear to me, it came from dance, when I was submitting to the festivals that
are called screen dance festivals. They weren't taking the work, because there wasn't in their movement that they could
perceive as dance. And I. So that was one of the reasons that I wanted to be involved with the Water Festival, to begin to be
able to not only show my own work, but consider work that maybe doesn't obviously have a theatrical dancing body in the
shot, but which, however, is very much influenced by dance and by dance practice. And there are a lot of artists now who
come from dance practice or performance practice. So we're now working in moving image. And we really wanted to sort of
gather those and put them into context. Lucy just asked me to talk about Yeah, how I might still include dance or dance
related information in my work. I was. I did, I did a very brief working period with an artist called Lisa Nelson, who's an
American artist. And she has developed a practice of performance making, which uses a particular score, in order to make
performance or in order to compose things. And this score is called the tuning school. And I would really hate to have to
describe the tuning score at this moment. So something to Google later. But but it's a score that enables people to recognise
what it is they're doing when they're improvising. And actually, I will talk a bit about it because it's a score that comes from
her work. In video. She started as a dancer, and then she became a video maker. And then she moved back to dance. And
one of the things that she really loved about video was the control that she had in an edit suite. And so she could play when
she wanted to play, she could pause when she wanted to pause, she could reverse things, repeat things, accumulate things
or empty things out, all through pressing buttons, really. And she very much enjoyed that. And kind of missed it when she
came back to an improvisation practice. So she took, first of all, I believe the basic commands from a VHS player of play,
pause, fast forward, rewind, well, I don't actually ever use fast forward and listen to us rewind rivers, and use those
instructions within an improvisation to be able to control what it is that's going on, in a sense, or to be able to recognise what
it was she was liking what it was that she wanted to continue, what it when she wanted a moment to pause when she
wanted to see something again. So that was how the tuning score developed, in a way. And I have used the tuning school, I
put it back into video. And I work a lot with an in camera editing practice, where I notice, which is basically do the bulk of the
editing by switching the camera on and off. Although I do always tidy it up later, and get rid of the bits you don't like and then
edit suite. But the reason that I wanted to take this on is because video can appear to be a very easy thing to work with,
because you point it and you press record, as demonstrated at the back. And it's all being recorded, and you've got
everything. But it's actually, I think very difficult because it's so simple, because it's so easy to point a camera and shoot, it's
very easy to point, camera, anything shoot. And it's very hard then to know when not to shoot. And to be precise about your
shooting, if you're working in film, film is very expensive, you have to pay a lot of attention to what you're doing. Video can
become a bit murky, because it can be anything. So I use the tuning score or adaptations of the tuning school to try to bring
a sense of attention back into my work. So that's Is that okay. And I'm going to show a piece now, which is I had, I did. I've
done two residences, sort of trying to figure out how to put a moving body or a dancing body, I'll call it I'll go ahead and call it
a dancing body how to put a dancing body into a non theatrical environment on screen. I was really lucky, I got to go to
Argentina. The first time to experiment with this, I did a 10 day road trip through extraordinary landscapes. And the second
time I did it, I went to the Arctic Circle in Sweden. So I've not been sure to places to shoot. And this is a film called El Fuego
and put it in some contexts, we were driving down the road. And this was happening.

Renée Bellamy 23:24
A video is played during this time.



Becky Edmunds 23:29
So we think that he was great, he was like falling, I went out to look for dances in Argentina, and there he was with his fire.
And he'd kind of created a landscape here, it was his fire. It was an intentional fire. He'd made it and he was happy to talk to
us about it. And with with, you know, sort of quite extraordinary, very expressive movements. And the whole thing was just
there for me to pick up and take and record in an edit suite. So I think that relates to what you were saying cladonia About
this desire for the or there's a difference between the clearly theatrical body and the non theatrical body that you can then be
actualized that's a word or deal with as a screen body it's a it's a clear screen body that has a sense of the authentic about it,
I suppose but he's clearly I have I have altered it in order so that so that possibly you could be all this as dance.

Gill Clarke 24:47
And yet it still feels documentary. So this fiction image but it's also documentary.

Becky Edmunds 24:53
Yeah, I mean, it is really the only fiction is is the editing. Everything else happen. And so, yeah. But then there's huge
arguments about all documentaries, fiction, and all fiction is documentary. What to think about later, I'm going to get a
question back to someone, I should look at my list. back into play cloudy about how we curated the works, or to both of you,
I think about we have 49 works in this building. And what was the process of us deciding on those works and how those
works was seen.

Claudia Kappenberg 25:39
Quite a few threads that emerged in our conversation, and these were conversations sitting around Lucy's table and eating
soup. And thinking, what are we missing? What do we need? What do we want? And eventually thinking, Okay, let's do
something which we feel we need, and want to see. And we had this fantastic opportunity that still invited us to come here
and curate festival here. So this building became very, very important as the first part of this festival in terms of the context,
the physical building. And the fact that this building is known as a dance building. And a lot of people who come here are
dancers. So there is a dance context, very clearly written into the festival, no matter what you do here, there is down
somewhere written into this thing. And that was very strong this basis. And it also gave us to some extent the permission to
then sort of go off into all kinds of directions, because the dance was already there.

Lucy Cash 26:45
And as an example of a work that we considered and then ultimately didn't end up exhibiting Jerome Bel's wonderful piece
called Veronique Doisneau, which we had seen in other contexts, we decided that within this context of this dance building,
that possibly the emphasis would then be too much on reading the work only through a dance lens and not seeing the other
layers of the way that it comments on social structures and power and hierarchies. So we will make it very subtle decisions
really, based on what we feel not only the physical context of the building is and the amazing opportunity there is in terms of
scale and placement. But also as Claudia mentioned this kind of subtle, other sort of invisible context that you bring to
something when you come to an event somewhere that we all know about, from whether we go to a proscenium arch
theatre, or whether we're in a white gallery.

Claudia Kappenberg 27:39
And part of that whole discussion was that we are very acutely aware of this thing of context. You know, you don't ever see
or read something by itself. And something changes meaning very much, or the reading has changed very much. If you see
the work if we were here now was an introduction, you will look at it differently to when you if you'd seen it before in the
exhibition or somewhere else, if it had been screened in Argentina, it would be a very different thing. So this context is
paramount. And hence we had a lot of pleasure in looking at and thinking as to what piece could sit next to which other
piece. So there was physical placement of proximity pieces. For instance, we had on the floor below here we have three
installed videos on screens, which going from left to right, were help

Lucy Cash 28:30
Noam Chomsky by Cornelia Parker. And then we've got Rosemary Butcher, and then finally a piece by Miranda Pennell

Becky Edmunds 28:39
who's a filmmaker, also from a dance background.

Lucy Cash 28:43



But then also, very importantly, we should say that we all knew of each other through going to very often screen dance
festivals. And sitting through hours of films,

Becky Edmunds 28:56
short films, yeah, we never know when one is in the next one started.

Lucy Cash 29:01
And the context of that proximity in time and duration and how that wasn't given any attention to. And it seemed that no one
ever thought about the fact that if you're six films in you have no you have no attention left to give this poor film, that you've
maybe you had attention for the first one and the last one, but then you get lost in this mud in the middle and sifting through
90 minute durational screenings of 10 or more works yeah, just

Claudia Kappenberg 29:25
as well as this kind of how the content actually adds up or stacks up on one another. Yeah. So for example, these two films
that we've just screened from Becky myself, they've never before that kind of came together in the festival in set in one of
our screenings one after the other and I for me, that was beautiful to see my work kind of in dialogue with this piece by
Becky and you don't get this dialogue usually in a screen dance festival because all you get is a programming which means
the newest or the latest from some country or something. So this there's randomness. Yeah. And the importance of the
dialogue was really important for us.

Lucy Cash 30:04
And we had a lot of humour and fun with it as well, the cherries piece was I'm gonna get the wrong way around, I think
cherries piece was in the men's top men's changing room. And then in the women's changing room was a piece by Tim
Etchells called 100 people, which is a piece that is just text, just white text on a black screen and describes various
scenarios which you as the audience are left in the imaginative space to project into and imagine what's being what's written.

Claudia Kappenberg 30:32
A nd then perhaps another little element of scale, we got into that fairly quickly as something that would be interesting for us
to work with. Not only because this is a huge space, but in that they are small spaces and very different space in terms of
corridor, but also again, to explore this relationship of how we look at something if a piece is really small in front of you. And
you kind of do that to look at it compared to this thing, which we often have in cinema. And therefore we had some of the
pieces that were played several times, or in different ways throughout the festivals. So for example, from posting right, there
was a piece which was permanently on a tiny little iPod, which then also at one day found itself into a screening, projected
enlarge. So the kind of changing of scale was an interest, which I think came from us in terms of a kind of choreographic
approach to curating so that the whole thing is a choreography, you know, the way you as audiences walk through a space,
the way you encounter space, that's constantly there's kind of a kind of a physical aspect to that.

Lucy Cash 31:39
And I should have added at the beginning that sorry, that Christinn was the other curator, she couldn't be here this evening.
But she was the other curator who was very integral part of what if I'm going to try and show something by her a bit later. So
there was do you want to

Audience 31:57
I was thinking about if you take this idea of the choreographic to paint things with the word like the chromatic. And if we take
it to the other extreme, to the degree that effectively, you could say anything, was choreographic. I wonder where the edges
are for you, or effectors? And why are you doing what you're doing?

Lucy Cash 32:27
That's a great comment. And question. Thank you. And we talked about this a lot.

Becky Edmunds 32:35
With where the edges are. Where the edges are, I think, I'm not sure I have any very clear edges. They're all a bit fuzzy. But
there's, there's lots of ways in which I can, I can view something and use my understanding of choreography, which is totally
individual, I think and personal, I think everybody will have a different understanding of choreography, but I can use it as a
way to look at something. And if I use my definition of choreography, to look at something, then it will enable me to notice
certain things about it. So I will, I will obviously notice movement, but I will also notice, rhythm and pattern, it very much
comes down to pattern for me. And also maybe I will then notice the relationship of my own body, to the thing that I'm



looking at, whether it's live work or screen work, or a poem, or a painting, or an object, just just by looking at it with the
notion of choreography, it will, it will draw out other things for me. So often, if I look at something and I really don't
understand it, I'll try and look at it as a piece of choreography, whatever it is, whatever it is, and see if that will help me get
something from it that I really wasn't getting before. I don't know if that was anything about edges.

Lucy Cash 34:27
I think the another thing is that we were really interested in separating choreography from dance and so therefore making it
available as a process which perhaps could be accessible for people with no dance experience. So we tried to approach
water from two different angles. One was to as Becky was talking about, if you like take a choreographic lens and apply that
to non dance based works, and you know you could do like, like there are queer readings you Could do choreographic
reading of, you know, any feature film, say or any any piece of meaning image if you're talking specifically about that. And
then the other angle was really to think about looking at the idea of screen and image in relation to choreography. So we
tried to do this, each time looking for more than one position, which again, for me feels very much about being an
experience of being a performer and being embodied in that way.

Becky Edmunds 35:28
Sort of as well, the question of why, why are you doing it? I think one of the reasons that we did it was because we couldn't
find anyone else who's doing it. But we all wanted it to happen. And I think I think this is a little aside, but it's something
about artists led activity that I'm, I'm a member of, to artists, led organisations, if we can call this an organisation, which we
never do, but it's a loose organisation, and also another group down in Brighton, who became frustrated with a lack of
something in Brighton. And rather than moaning about it, we just thought we'd do it ourselves. So we, we programme stuff in
Brighton. But I think that notion of artist led activity is really useful. And I think it's totally possible for artists to go, I really
want something to happen and no one's doing it. So we'll do it.

Claudia Kappenberg 36:30
I also think there's something about a place and a time or a moment when which is right, yeah. And it felt a little bit. In those
days, when we're sitting around the table, that we had some or hit a moment of critical mass. And that something could be
happening now that enough, had come together enough had built up to make something happen. And I've had this
experience also in other times, or in other groups, you don't do these things as an individual, or rarely. And Lucy said initially,
this is a collaboration, it is very much is a collaboration. There's a lot of unseen players, institutions, agencies, whatever
people behind, you've all contributed to this at some point happening or coming to fruition. And, and a lot of us have been,
we have been sort of around this world for quite a few years, going to one place and another and trying to find feet. And then
somehow this happens.

Lucy Cash 37:32
I think another thing, just to lobbing here is that I've heard, I've had so many amazing conversations with dance makers and
dancers, and intelligent rigorous conversations about composition about choreography. And yet, I would frequently go to
visual arts events where visual artists would talk about choreography, as if all of this knowledge that we have is not wasn't
we didn't exist, I had this huge frustration that I wanted to address that actually make visible some of that knowledge, which I
didn't feel I felt like, very often, it's a very exciting time was very exciting time to do this. Because the reason that actually, I
started by mentioning the article by Katherine Woods is that this autumn, you know, the Hayward gallery has a huge
exhibition on choreography, read a really interesting, take this increasingly doing things about choreography. And this is
fantastic. And it's fantastic to see this work given the space and dressed in this way. But it also was really important to lay
claim to other elements that are involved in what that means, you know what that work is and not, and not always to be
given the way of talking about a piece of work by visual artists, for instance. And that was my experience, very often in
London of going to events.  And perhaps this would be very good moment to to claim some of these other processes. We
talked about looking before the importance of looking, I think it's very obvious on evidence and Becky's work, there is a lot of
looking going on. And perhaps you could talk about that as well in terms of reading or Yeah, I could show a clip from a piece
I made a piece a few years ago called sight reading. And I was very interested in fact that little dilemma really that I work a
lot with visual image, and yet I'm frustrated by the dominance of sight in our society. And actually, I'm really interested in the
other senses and not neglecting those. And I was also interested in this relationship between knowledge and vision. And
one thing actually, thank you I'm gonna throw in something we talked about before I show you a clip from sight reading. We
talked about whether we could quantify intuition. Intuition can be very woolly word. You know, we all work with intuition. It's
completely there as part of our process. And I for one, really wanted to find a way of kind of interrogating that slightly and
what it was so that I could be more aware of it and self aware about it. And Gill, she introduced me to a great book called her
brain tortoise mind by Guy Claxton. And he Guy Claxon and talks about, he breaks down what intuition is based on. And I
think it's, it's a really, really interesting he looks at the different kinds of thinking that are involved in intuition. And he



categorises them as expertise, implicit learning, so that could be the acquisition of expertise by nonconscious, or
nonconceptual means judgement, so making accurate decisions and categorizations, without at the time being able to justify
them. Sensitivity, we might say, heightened attentiveness, both conscious and non conscious to details of a situation,
creativity, the use of incubation and reverie to enhance problem solving. And the last one, which is my favourite rumination,
the process of chewing the cud of experience in order to extract its meanings and implications. And even just to talk a little
bit about intuition and what intuition meant for us, both in terms of our practice, and also thinking about the process of
curating what if gives you a tiny like, dip into the ocean of what we were thinking about in terms of this idea of embodiment,
and really analysing kind of barrier felt process in a way that could be talked about that would kind of be available to talk
about in different ways.

Claudia Kappenberg 41:32
We could perhaps pick up as we always intuition, just throw something else into the mix, which has been meaningful for us
or important in terms of the artistic process or something comes together. And that's the idea of a history. So this is this,
again, something very real. A sense that we work in the context and that there is a history from which we come. And that we
want to bring that history out as well in the work. And, again, this is a sort of reaction against that which happens very often
that you see something and there is no historical past to it, it seems it seems to exist on its own. And so for what if very
concretely, we decided to refer back to somebody who's been very important in the history here, Sally Potter, who has a very
strong dance, background, choreographic background, and worked very much across dance choreography and filmmaking.
And he continues to make very interesting work today, constantly experimenting, challenging form, challenging filmmaking,
and it feels it still feels very choreographic. In the festival we started was playing was an older film of hers, which hadn't been
played very often gold diggers. But you may be more familiar with other films, for example, Orlando. And that kind of
beautiful physicality there in the camera work in the scenery, in the way that the people are in space. It feels very much like a
choreographed piece of work. And so that, of course, has a huge history. That particular particularly gold diggers was also a
women's collaboration. There were a number of women involved, including the technical team, like Babette Magolte, was the
camera woman.

Lucy Cash 43:32
And everyone was paid the same amount.

Claudia Kappenberg 43:34
That's right. Very nice detail. Everybody was paid the same. Rose English was part of the writing team. Some of you may
know her as a performance artist. And they they've worked. It wasn't anyone's piece as such, it was a joint piece.

Lucy Cash 44:00
And also, the I mean, one of the reasons we considered Sally Porter is there's been a lot of writing recently about Yvonne
Rainer in the last few years very interesting artists. And it's it felt like one of the ways to in a way, put a little bit out there that
kind of reference of history. So to actually kind of cite to what we were doing in relation to this earlier period in the 1970s,
where artists like Derek Jarman, were making performative works and making very performative films. Sally Potter also
herself as Claudia was saying his made performance works as well as films and worked in a very performative way with
narrative filmmaking. And this, again, came from this sense of, actually, I was at an event once where visual artist said so do
dancers have any sense of the history? And I thought that was a really interesting question that was out there in the room
because of course, dancers have a sense of the history and yet What interests me about visual arts culture is there's
constantly a reference to where something comes in relation to the history of the form. And it really made me kind of aware
that actually, it's very, it's kind of important to be more referential to the historical placement of something is in order to make
it accessible perhaps, and for people to kind of really see where it comes in a lineage of things.

Gill Clarke 45:27
I was really struck by that in our conversations about what to do, not only in relation to works that were historical, but even
much more recent work, that you as artists have many common reference points, you could really have conversations about
the detail of particular works. And I was struck how, when, if that happens, in relation to live performance work, that one
doesn't build up that many common reference points, because the work is so ephemeral.

Lucy Cash 46:05
I think you're exactly right. It

Gill Clarke 46:07



And it felt to me a very rich vein that there was so much that you could help each other teams out, understand about your
own response to something you had this whole body of work. And it really struck me that it's something that we will miss out,
we miss out on what we ought to find other ways to capture the game. Yeah, so we're always talking about what we're
making now. Whereas there's something really important about grounding that in relation to this other work.

Renée Bellamy 46:47
A video is played during this time.

Lucy Cash 46:54
I'm gonna stop it there. Because I wanted to show a very quick excerpt from something else which relates to an idea that we
haven't had so much time to touch upon. But one of the things that's important to my practice, is this space between a
camera and a performer and how that space can become charged, I would say, yeah.

Audience 47:14
Why did you choose to repeat those frames with the old gentleman walking?

Lucy Cash 47:24
In this film, I was studying and exploring the idea of rhythm structures. And also in relation to the telling of jokes to the idea
of a rapid oven and Eclipse, which is a movement of planets, I was looking at the idea of repetition on larger and smaller
scales. And so I was using that repeated man walking past the camera, both as a punctuation and as a deliberate sort of
choreographic device.

Claudia Kappenberg 47:55
Reminds me, it makes me think of something cultural, which I think in our culture, we don't tend to repeat, we somehow in
performance, we tend to think something has to happen once. And by comparison, in the Japanese culture, haikus in
general, are performed twice. And I love this thing of something being performed twice. Because the first time you get it over
and done with you know what the thing is? Yeah. And then you can actually listen, yeah. And I find that I'm kind of tried to do
that very often, if I make a piece of work, it often in itself is repeated somehow, somewhere in it.

Lucy Cash 48:35
So the piece sight reading was an exploration, I'd find a book that was describing early 20th century experiments into
reading with other parts of the body other than the eyes, the whole fascinating study of what's called per optic vision. And
there are lots of experiments in the early part of the 20th century. And as the film goes on this the repetition increases of the
man going past and kind of build in a different way. This piece, which I'm going to show you a little tiny bit of is actually work,
which is a film version of a live performance, which was shown in what if, and the live performance in the film are called
subtitles. And although part of my work is also documentary based, I am interested in the idea still of invention, and this line
of or border where, perhaps, what might be called the heightened quality of everyday gesture and the kind of border
between how an action might be performed in a more or less concentrated way and how that might work on screen. And
subtitles was originally choreographed by Christina Chipko, Nick Haffner. And we spent an quite a long time talking about
how we might approach this film, and really finding a way to translate some of the original live choreography into camera
movement and how the camera relationship with the live movement would produce a kind of third effect.

Renée Bellamy 50:17
A video is played during this time

Gill Clarke 50:25
You talk about the sound, I said to me, I was trying to imagine it in silence. And it seemed to be something of this created
that charge that one has in a line

Lucy Cash 50:41
You mean the sound. That's actually yeah, it's basically a mix of very basic mix of atlases that were from the place that we
filmed.

Gill Clarke 50:54
And your decision making about the film

Lucy Cash 50:58



It was that it would be heightened enough to kind of feel the presence of a space and it can proceed or moving very quietly,
but not deliberately over accentuating their movements. But there is a sense of the lightness of the space in crackle or
something

Becky Edmunds 51:18
I wonder if we should. We can get a lot of time, but show something quickly from Christinn, Christinn who can't be here,
tonight, but was a very important part of What If, and I'm not I don't want to talk about her work on her behalf because I can't.
But I do want there's something for me about Christinn and the way that Christinn works that I find really, really inspiring.
And really fabulous. Her works are often very, very short. Usually about a minute. And then really concise and clear and sort
of condensed moments of, of choreography. And I I really enjoy how Christinn makes work and how she talks about making
of work. She she's maybe say she's a little bit impatient person, she doesn't have the patience for, for doing anything. That's
not necessary. That would be Christinn. She she's, she's sort of, I don't know, she's sort of firstly Scottish. But the one thing
that I really admire about her is she is absolutely and completely independent. If you're talking about an independent artist,
because Christinn Whyte is it. She works with no funding at all. She doesn't apply for it, she can't be bothered with it, it gets
in the way she went through it. She works incredibly quickly. Both in the shooting of her work. And also in the editing of her
work. She will she's told me she will make her work in an afternoon. And that work, Ben does go and tour massively to
international film festivals. And I find that incredibly inspiring. And I was something else I was going to say about about that
quickness. And that ability to make incredibly good decisions very, very quickly comes from a wealth of experience of
working as a live artists dance artist, and working with other people and being able to direct other people. I first met
Christinn, when she was pretty much involved in teaching young people dance about 23 years ago. And she was always
very clear and direct. Ben worked very well for young people. And she's kind of continued that through to this to these very
sharp and clear points of screen choreography. I think so it might be nice to show one or we've got the time for sure to his
face.

Lucy Cash 54:25
What is it the Christinn says when she's moving? You always have to slow her down because otherwise she'd be moving too
fast.

Becky Edmunds 54:33
Yes, whenever she's moving on screen fits her body. They've had to slow it down massively so that you recognise its human
movement.

Renée Bellamy 54:45
A video is played during this time.

Claudia Kappenberg 54:50
Maybe that's the good end in some ways and you have any questions?

Audience 55:00
I've a question here talking about a choreographic approach to interior, space and everything, all the different works, and
then how it would be in space, that I was just wondering, how did you decide? Or how did you think about people with stop?
Because there's been, some things are slower and things were great, and what were the sort of things you took into account
that people are going to stop and not be drawn to turn around and behind?

Claudia Kappenberg 55:39
Interesting question. I think, as you're looking at Christinn work, that is interesting, I think, because this, as I mentioned
before, was exhibited on these tiny, I've lived iPods. And so from going through an exhibition where you're kind of a bit like
this sort of wondering what's going on, there's a bit of sound from here, and there's people walking around there. And then
something happens, tiny, and you think, what is that? Yeah. So that kind of change of focus, I think is very interesting. And
very, it felt for us very clear that we could choreograph the the audience experience in that kind of way. And that would be a
moment of stopping, for example, stopping and looking.

Becky Edmunds 56:26
I think we also try to work with the sense of not just putting the work up and then abandoning people to it. So we did bring in
these 10 writers who all were around the exhibition and the events as it was happening. But also, they were given a chance
to deliver some of their writing, at some point throughout the festival, people delivered in different ways. And at different
times, one person delivered, she repeated her delivery of her writing, as it built up over the days. So I think people were at



least given some kind of clue by those writers and by their responses, that might open something up for them, or open up
connections, where they might go back and look at things again, or remember things in relation to other things. So there was
constantly a lot of information about how you might behave in the exhibition.

Claudia Kappenberg 57:37
Perhaps another good example would be the piece that we had up here, because in this space, we tend we had
installations. And one day, we had John Smith here, and Graham Miller, doing a piece which was called not Besides, the A
side, it was Beside the A Side. So they had a day's work here, which is a piece of him pursuing other some years where they
go somewhere, and then try and find audio tape that is left somewhere in the city. And these can be tiny, little snippets. And
they take them fat, try and find something, take it to the studio, see what is on anything on it. Previously, video, the piece,
this bit of audio on site where they found it, and then create a piece out of this little snippet of what they found. And what
happened here was very interesting, because they found something right outside the building. Hard to believe, but true
hadn't been planted now, which had not been planted.

Becky Edmunds 58:36
But I think there was concern as well that because audio tape is no longer used very much, they'd never be able to find
audio tape anymore, because it just used to always be hanging off fences, and you'd find it lying in the street. And they did,
they found it right outside hanging on the branch.

Claudia Kappenberg 58:53
And it became something like a four second piece or something that was seven, seven seconds. So there was a big screen
in here. And the piece was projected from two sides. And just showing this moment of some people who were walking past
and the street trying to find their way looking one way looking the other way and then deciding to go which way. And there's
kind of contrast between the scale I mean, this huge space here, that big screen does big projection. But what was it about
is this little audio tape, which nobody had seen, which may have been there well for 20, 30, 40 years. And this moment of
the passerby caught in this instant felt very rich and satisfying.

Gill Clarke 59:38
And something about how they make the length of video the

Lucy Cash 59:42
Situational the sound. Yeah. And this also, this was a good example for me of how the installed screen works and single
screen works kind of flipped over into the live performance, because it's very performative act. John and Graham came, they
knew they had this constraint of the day A to make the piece, they had an open edit suite, you could go in and watch them in
their process. One of the writers actually followed them and wrote a beautiful response, which he gave after they unveiled
the work in the evening. But something about that making process very clear. And allowing access to the compositional
decisions. Yeah, felt like it was a segue really into the some of the installed works that we had, which, in some ways, all
related to the idea of bringing something from filmmaking, perhaps into the choreographic. So for instance, we
commissioned Augusto Corrieri to make three short pieces, which already lives, live pieces, which related somehow to how
sound and quality of sound effects work. I mean, you his previous work, he taken the idea of tracks that you might have
tracks of sound or tracks of video. And he made a piece where he separated those tracks, so that if there were four
elements to the piece, sound, gesture, props, he would, he would repeat the piece four times, and you'd only see one track.
And so for us, this was a clear indication of also this kind of borrowing from visual technology and the idea of the visual into
the kind of choreographic world. And similarly, Simon Vincenzi has worked a lot with getting performers to copy from film and
then filming that version of him copying. So this idea of a copy of a copy of a copy. And again, he his installation was his own
body cited in relation to one of these copied copied copies that was also projected in space.

Claudia Kappenberg 1:01:46
So something about what you were saying stopping is to do with repetition, I think, you know, coming, giving the chance to
come back to something, or seeing something over and over again, it's a way of stopping.

Lucy Cash 1:01:58
And I think one of the lovely things that kind of was a comment that was made more than once by several of the artists who
were exhibiting work was a quality of attention that that allowed, they felt very much that unlike an ordinary gallery with
people perhaps very much passed by and stored video work people here, it was really interesting, there was this kind of
concentrated attention, which we were very happy about, because that was our intention. But I feel very strongly that that
came from how we kind of placed things. And also, for instance, in the screenings, we never screened more than two or



three pieces at a time. So we often paired short films, I think the longest we had was three short films in a row. Again, this
idea of things, being able to have a conversation with one another if there aren't too many of them.

Gill Clarke 1:02:49
And you talked Claudia, you talked about choreographing people's movement to it. But it felt that that was only invitations of
office in a way that was constrained. Yeah. That felt it held 20 individual attention. Yeah, as well, you could be drawn to
make the conversations.

Becky Edmunds 1:03:11
And I think people would also be surprised by where they might find things. So we had a piece in the lift. That was actually
like a 20 minute piece, isn't it and it's quite narrative. So it's not something that you can get in the lift and just catch a glimpse
off and go, you really have to sit in the lift 20 minutes going up and down and other people coming in. But if you want to see
that film, you kind of you kind of sit with it. So I think there were invitations to sit down and take your time.

Gill Clarke 1:03:45
Your question was something I mean, you alluded to it earlier, Becky, but something interesting, just to note, I think that you
you're very independent, individual artists who make work actually, that's got it's quite different, one from the other. But
something really rich in deciding to come together and the benefit of doing something that as you say Claudia will be difficult
to achieve on one's own, to feel the boldness to and the value that came up to that, I'm sure in relation to your thinking about
your own practice, but that you were respecting that you were bringing different perspectives into something and that would
enrich it, that it had to be going down. To me just a model of cooperative working. That didn't mean you had to sell your soul
to this entity. Yeah. But that was something that was fluid and had a purpose.

Claudia Kappenberg 1:04:56
I mean, you said before that we had a common ground and could talk about work but also there was a lot of work that I was
introduced to because of our conversation. And they wouldn't have thought of bringing in or hadn't seen in that way or seen
and thought of in their context or seen a different way because you know, somebody else brought it in. So it was both this
kind of enough of a common ground to think we have same energy here. There's something that same kind of urgency.
Yeah. But a lot of differences as well. Yeah.

Gill Clarke 1:05:26
Great, thank you very much.

Becky Edmunds 1:05:27
Thank you

(Outro: Renée Bellamy speaking in 2021)
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