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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
2019 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.

This is a field recording of variable quality with a live audience at Siobhan Davies Studios.

(2009 audio file begins)

Gill Clarke 00:42
And I'm really pleased to be able to welcome Nicky Malloy dancers performance at the
Southbank Centre, but who previously as director of Dance4 had quite an association with Willi,
also in terms of urban environment. So thank you very much.

Nicky Molloy 01:04
Thank you very much Gill. Hello, everybody, and welcome. Can everybody hear me? Okay? I
don't know if some of the people at the back pointer,

Willi Dorner
would you?Would you like to come close, come close if

Nicky Molloy 01:13
you want to, that you can hear more easily. So, hopefully our discussion this evening will be will
be informal, and will be opportunity for you to ask lots of questions. But to start off with just to



just to follow on from Gill's introduction, I thought maybe it'd be useful if we just if I just give a
little bit of a biography of Willi, and then maybe really sort of add to that just to sort of just to
start us off really. So obviously, Willi is Austrian. He studied at the Austrian society for dance
therapy, and is a certified Alexander Technique teacher. And also studied that Eric Hawkins
studio in New York and at school for body mind centering in development movement, worked
with a number of people, including Nina Martin's company in New York and Mark Tompkins
company in Paris, and began choreographing in the early 1990s, really. And it's been making
work since that time, both and touring internationally, internationally. So just to sort of help us
understand a little bit where we're really comes from, so I thought that would be a good place to
start really just to get ready to tell us and tell us a little bit more about your background and your
education.

Willi Dorner
I started off the cons of it all in Vienna. But the at the Conservatory. It it changed now into it
become it became a private university and it's now four years programme, the same institution.
The Conservatory became a private university and the same education was elongated with four
years education programme. And now you can also become a dancer, but in my days in the 80s
I had to study the dance pedagogics it was a three years programme...Louder? and my first
education was actually the very old fashioned one. We had we had a dancer, choreographer in
Austria, her name is Rosalia Chladek. She was the generation of Mary Wigman. So my first
education was actually very old fashioned. And, and for, for it's just not enough to be to be a
contemporary dancer,

Nicky Molloy 03:46
which is why you went to New York and

Willi Dorner 03:50
I realised that after the first year, this is just Yeah, it's interesting, but I didn't get a strong
technique. And and, yeah, I got it was a it was actually by chance a colleague and friend of
mine, he, he went to Juilliard School in New York in the mid 80s. And, and he he came back
during vacation and gave classes and I actually started to like Hawkins technique, because it
helped me also to improve my turnout, for example, because I did, I did ballet training, but it
made my muscles very hard and very stiff. So I looked for a kind of technique or training that
that opens my body. And it was Hawkins technique and release technique and contract improv.
And afterwards, I could do ballet training, again, because I understood how to use my muscles -
how to you use my body.

Nicky Molloy 05:03
Can you tell us a bit more about your life as a performer and how that maybe informed what
came next in terms of making work, maybe a little bit about your time with Mark maybe?

Willi Dorner 05:16
Yeah, I mean, what I like in Mark's work is that he connects to daily life. And in a way he's, I
mean, it's also it was his personality, because my admiration for Mark Tompkins is quite a



character. He's tall, and he doesn't look like a dancer is wide shoulders, short neck, bald head.
And he looks like a boxer. But his movement I found very, very interesting, because he is like a
bit like a spider. long arms long legs. Really, quite a weird personality. And this influenced me
also in in the way I started to choose stances from my projects, always look for dentists they
have the quiet individuals or characters. Because I wasn't too interested in ballerinas To be
honest, because very often, ballerinas look the same. I like to know, a woman tend to that is just
more if she's around. She's short. Or, you know, something, something specific in the in the
appearance. And I found this in Mark's work, because when I joined the company, and Sasha
Waltz was in the company, Thomas Lane and . I don't know if you notice people, probably
Sasha because Sasha became the star. After she left the company after she had stopped work
with Mark , Franz , is quite, quite humorous, because he was always the alter ego of Mark,
because Franzs poster wasn't aware it was Mark was in the in his appearance close to mark
Tompkins, also quite tall, bald. But he has he has a nicer face.

Nicky Molloy 07:36
Could you maybe tell us a little bit about the Austrian dance scene and, you know, coming back
to Vienna and the beginnings of wanting to make work?

Willi Dorner 07:46
Yeah. Because these were the years we're actually in Austria, when you started to dance in the
in the mid 80s, you had to leave, you had to leave the city. Because it was there was nothing. I
mean, there was the ballet, the ballet school. And sometimes, I mean, the the international
summer festival, you probably know now - Impuls - had started in these days, but in this year's
but but it was in summer for two weeks or three weeks. And this was it. But during the year, it
was almost nothing. And, and besides, I mean, I had to do an audition to be able to join the the
programme in the conservatory. So I was taken for this for the for the conservatory. But But
even then, as I told before, as I said before, you know, after one year, I realised that the
technique I learned in school is not enough. And and so I tried to get scholarships, through the
ministry to leave and go to the States or go to Paris or Berlin to take workshops.

Nicky Molloy 08:59
But maybe maybe we should start talking a bit about about your work so we can understand
that his practice a bit more. I mean, you said when we spoke earlier that the piece of work that
Maisie when was Maisie made,

Willi Dorner 09:09
Maisie was made 1998 1999 Actually, it's it's it's based on an idea of intertwining I did 97
Because the big change in my the, the big change in my career as a performer dancer was
when I started to do the Alexander Technique programme. It's a three years programme. It's
actually quite intense. You work Monday through Friday, and it's like in school and you have only
off from you know, the normal location. And, and, and so this education programme or let's say, I
wanted I was 34 when I started it, and I missed something in my life. I don't know I wanted to I
wanted to learn something new, but I didn't just want to learn another another dance technique I
wanted to work on my body and in the body mind relationship. And, and I had done several



Alexander classes in the in the US before. And then I thought I started the programme and I got
I was chosen for the programme. And actually, this this was, for me very inspiring because I
really got into philosophy and, and into phenomenology in specific, and this was actually very
inspiring for my next artistic works of after what you're in because 97 I was about to finish the
programme, but I already did the duet during the, during my education programme

Nicky Molloy
Did you do Intertwining?

Willi Dorner
Yes, because when I started the Alexander Technique education programme, I really got into a
crisis. It really stopped me from from moving. Because I got, you know, I got all these
corrections in my posture again. And, and, you know, habits find out about your habits. And
actually it was like, not wrong. It was. So this actually, yeah, it was really in a was blocked. But,
but I didn't give up because a crisis means also that you can find something, you know, a crisis
doesn't always mean something bad. But there is something that you there's something new
you can discover in the crisis.

Nicky Molloy 12:06
What exactly was it that you will discover

Willi Dorner 12:10
it's the philosophical approach from my artistic work. But also then, I didn't think of my my habits
anymore, I really felt that it freed my body again. And that could also be my movement, I found a
new approach, in which I like to improvise a lot again, because before I started the Alexander
programme, I did a lot of technique, I gave technique classes, did choreography in, in, in
technique, but I didn't improvise so much. And through to the Alexander Technique. After three
years, I discovered again, improvisation. And, and I could find movement against you
improvisation. I somehow I got a deeper trust in my body again.

Audience
Wondering, so you say you've got all these corrections? And I'm just wondering how you got
through the crisis? Was it by acknowledging them? And saying, Did you do you feel like you
tackled them? That you understood what they were and you resolve them? Was it a priority to
correct everything or?Or not? Did you actually mean that?

Willi Dorner
Well, I tried to avoid them on the one hand, but as Alexander would say, you know, because I'm
sitting like this now, this is not a correct Alexander position. But he said, If you do it consciously,
you can sit like this this is this is a decision that you're aware of it and then then you change it
when you when you feel the strain or whatever, that you did you change it. So you, you, you
organise your organise your body again, you know, your alarm bells ring earlier. You don't need
to be sore. You don't need your muscles don't need to be blocked that you realise, okay, I have



wrong posture. You know, you use your you make your body or your your, your awareness is
more sensitive.

Audience
So you're sort of empowered by the choice.

Willi Dorner 14:47
Yes. And when you do it consciously, then it's okay. Because the problem is also when you start
this education problem, you try to be a good student, you know, you try To avoid it, and this is
actually this is again, now we talk about the teaching system, we think, because this is a master
student relationship, and your teacher says, You shorten your neck, you know, when you, when
you, when you think that when you're in the break, you know, when, when we, when we sat
together in my exam is everybody avoided you know, to do this, the coffee, because you should
think of how you how you can drink your coffee, you know, bring your cup up to the lips, and
then, you know, because your your master was sitting next to you, and he was watching you.
Because in between we keep because he even even in class, you know, when we, when we
stood up in between, he was watching us, you know, if you didn't get up like this, to work on
somebody, you know? Because he always said you have to you have to practice it in daily life.
And it's true, you know, because you have to take it in, in your life, Alexander is, it's when you
go shopping, when you lift back from the you have to integrate it in your life. And yeah, but if you
do it, if you make a conscious choice, it's also fine. Because I because this I remember this, this
helped me a lot. And when when and when our teacher told us about this, the grace lens. And
Alexander says, if you do it consciously, then then it's fine.

Nicky Molloy
Believe me, when we talked earlier, we we just talked about the sort of the sort of, in a way that
the journey is that that is taken with the with the different sort of aspects of his work. So maybe I
know, unfortunately, we haven't got a DVD of Maisie to show you and Intertwining, but maybe
just a little bit more about that. And then we'll

Willi Dorner 16:51
Yeah. Because intertwining it's a man duet, and it it reflects the subject object relationship, that,
that we carry in us. Because we, I feel myself and I see myself at the same time, you know,
there's a visual information of myself, I see my leg, but I feel that I feel my leg on the chair. You
see, there are two informations at the same time. And, and, and in phenomenology, or, like I see
her sitting in front of me and her the way she looks at me recognise how she follows what I say,
if she understands or doesn't understand if she has a question, or if she's not interested, it's it's
this fundamental logical approach, that I'm not, I'm not an isolated being. And depending on
your reactions, you reflect me in the moment, at the same time, you will your your awareness, or
the way you look at me, you reflect and this is this is the relationship to the, to the other to the
you know, and, and, and the duet reflects this relationship. And it's, it starts with short shall
explain, keep it more global, it's in it's a duet of two men they need but then they never, they
never can get rid of each other. They're constantly connected. And it ends up in a in a loop in an
endless loop. And it gets faster and faster. But it's this constant because you never get rid of this



subject object relationship. This is this is this. It's constantly it's constantly with us. It's just that
you are more aware or less

Nicky Molloy 19:05
Okay, maybe we'll come back to this in a minute because I think it's nice that how that body of
work connects to what to what you're doing now but maybe just to take us to the work that
you're doing with as you're working

Willi Dorner 19:18
it's in a way as we said before, it's it's actually because I did some other work in between but it
was this work and the new stage work above and in between that I did I come back actually to
to Maisie and intertwining and and those are two seconds which is also three seconds is a is a
work I did four years after after Maisie and it's the phenomenological approach on language.
Which is that you it's I mean, the philosopher like most it's Merleau-Ponty. Maurice
Merleau-Ponty is a French philosopher. And I chose his way or his his perspective whose
perspective on language.

Nicky Molloy 20:19
I'm not sure we will come back to some of those points, but maybe just just to lead us into the
work that you're doing here in London. We first met properly, properly, when when you came to
Nottingham and told me about a piece of work that you've been doing in a building in Vienna,
would you mind explaining a little bit about that project and how that then informs some of the
things that we'll talk through

Willi Dorner 20:52
the project is called Hanging Gardens because it's the name of the buildings hanging the gaff, or
hanging gardens. And it was a, it was an offer of the company that built this big residential
building is the development company in the architect and the architect because the architect
heard about another project, it's the name of it is back to return. It's like an exhibition, I invited
dancers and filmmakers and video artists, and that the present of the form of presentation was
more or less like an exhibition. And I looked dances, the utterance became also like a video
projection in an exhibition. And, and the architect heard about this project and, and he told me
that he was very frustrated the way normally buildings, the openings of buildings happen. That's
usually the launch of the of the, of such a building, as the Lord Mayor coming and usually there
is a statue or any piece of art in front of this building, and then they pull the cord, you know, they
see the, this, whatever it is that the statue or whatever it is, they drink a glass of wine, and
everybody disappears. And he was frustrated, because nobody went into the actual building.
Because he wanted to see, they wanted people to see that his building, because it was empty at
this time. And then he heard about this project, can you do something in the building? And he
called the development company? And they said, Yes, we, we were part of it, we would finance
because their reason was purely economic, because they, they had a hard time to sell the flats.
So there was at that time, there was only 40% of the flats were sold. And they said, Can we do
it, we give you some money. And hoping it will draw the attention on the, on the building. And,
and then the summer festival, they know my work and I contacted them and they also co



financed the project. So I got the could do a residency of six weeks, and I could try several
ideas. And and all these ideas were placed in on in on different stories in the building. So you
had to walk all the building, and go into flats. And at that time I was interested in in different
forms of presentations. So for example, there was a one to one so one visitor and one
performer in an empty new flat. This was because this was really interesting, because normally
in a flat, you feel you see the history, but they were brand new, or like for performers and one
visit. Or like for example. So the four door handle. So people were guided, by the way that the
performer opens the doors or closes them, they also have character the way you you know, you
slam the door or you carefully open the door, but you never got to see the performer because he
could disappear into the next room. So he developed the kind of story by opening in different
ways that it was, you know, we played around and as well yes and and, and I got interested in
because I've worked with architects and they told me about lickable ca and and and how you
know how they develop or how they decide about dimensions and sizes of a flat like how high
has to be a ceiling or how how wide is a door or windows and I found out about modal law. This
is the modal No modal is the average European man of 1930 to build on the size of this man,
how high an apartment has to be, and how wide the doorway are, like how big a kitchen and so
on. And I, this was for me the, I don't know, somehow, it gave me the idea to fill up spaces with
bottles. Okay, so this is the man, this is the average size of one of my 175 or something,
centimetres, and one week 75 centimetres. And as I started to fill up this empty, like an empty
kitchen, and, and it was frustrating because it didn't have so many people. And I realised like
how big even a small a smaller kitchen is, in terms of dimension, or in the in relationship like
body to the, to the kitchen. And then I was allowed to see the same apartment where people
already had moved in. And then I was very, very surprised how many things and objects and
furniture people put in the flat. And, and then I thought okay, now here I can put all my my
dances in the space that is left over. So I put them in the spaces in between. And this was much
easier already. Because they were all the supports, and tables. So for chairs, shelves, and other
cardboard, they really fill up their flats. And, and this gave me the idea actually to, to put bodies
in spaces that are left over or marginal or random. And in between, this was for me like the help.
And, and I did it indoor and I made and I got more and more interested in it in the end and made
photos as a documentation of the project. So and I showed photos in the exhibition, and actually
the old people that like to run an auction, and at that time, I didn't know how to make a
performance out of it. But two years later, I was invited to speak about hanging gardens at
Polytechnical University in Barcelona. And they cooperate with a festival in Barcelona and
Western Museum of Contemporary Art. And they saw the photos. And they invited me to do a
work to make a workshop programme. And said you they gave me a carte blanche. Carte
Blanche means that I can do in it. And they helped me to realise this idea. And I said I would like
to make a performance out of this project and show them the photos. And and in these two
weeks, I made the first live performance in Barcelona around the museum, the MCPA Museum
of Contemporary Art in Barcelona. And that was two months before before I went to Barcelona, I
met a presenter in Paris. And she saw the photos and she said, I like this. And then I told her I
go to Barcelona. And instead she said, You know, I come and watch. And she saw it and she
produced the first bodies body train in Paris in the summer festival in July 2007. And this was a
very, very big success. And since then I do a lot of quality trades in Europe and in the US and
probably in Japan and Australia.



Nicky Molloy 28:42
It says here that you that you want to point out the urban functional structure and to uncover the
restrictive possibilities and behaviour as well as the rules and limitations.

Willi Dorner 28:51
Yeah. You talk a bit more about Yeah. Because then I realised when you go outside that it's not
only about you know that you start to interpret interpret the architecture or the surrounding you
are in and and and I got more and more aware of of of the architectural design you are in and
and started to consciously place these bodies on on spots that I find important for for this spot.

Nicky Molloy 29:35
I think we should say the film. Now would that be? We have Would you mind introducing?

Willi Dorner 29:42
Yeah. I want to show you first. This is a documentary of a train in Philadelphia. I did last year, in
September last year. It's in the it starts in LA Spark, which is very central and goes to the
business business district in Philadelphia. But, but it's funny, although it's, it's the business
district, that there are little, little corners or little parks in the in the district, because I like that, in
that, that the design of the neighbourhoods that they are changing on the way. So it's not that it's
doesn't stay in the same environment architectonical environment.

Nicky Molloy 30:37
What's the film and then we'll talk more a little bit more about your work generally,

Renée Bellamy 30:42
as the video is played during this time.

Nicky Molloy 30:50
We'll stop there, we've got some more time at the end, we'll watch some more, Billy was just
talking to me, it would be good to sort of understand some of the sort of the practicalities of
making the work and you were just talking then about you know, when you don't have
permission to be in a building or or buy a building, what what happens, what, you know, what
conflict arises from that,

Willi Dorner 31:09
because the one building you saw before, they were between the call to, you know, this high call
you it didn't have permission. And there was a CCTV camera, every time we rehearsed it, or we
perform the expected that we get stopped within the must have seen us. I mean, there's a video,
there's a video camera. And this is operated with a very busy street, and you're even at the
performance that was sometimes 400 or 500 people following so you couldn't hide it anymore.
But it never happened, because I'm because through this work, I get more and more interested
in stage actually this conflict. I mean, he it was the building, but also that we, I would I would like
to people get more access to the people get access to more spaces that are private. And, and



actually, I would like to stage this moment that you go in, although you don't have access, and
then provoke a conflict. And it's happening in front of an audience.

Nicky Molloy 32:15
We talk on that same strange thread, and then talk us through the difficulties of doing this work
in different countries. And the sort of issues with health and safety. But that was a pretty
practical, but actually, I think it's quite important, isn't it?

Willi Dorner 32:30
Yeah. I mean, yeah, I mean, we, we, we, we mostly can, we need permissions for the work, we
need permissions for the for the public spaces, as well. The police needs to be informed. And
then we enter the buildings and spots I choose or we also go for permissions. And is it easy?
Yes. Like for example, in, in France, it's, it seems like it's very easy. In Paris, Paris, in France,
Paris was a bit difficult. It's, it's a bit different. Of course, it's the capital town. And but here in
London, it's the most difficult city because it's also the because of the health and safety, you
know, because even you get in the US or in France or in Germany, you get the permission. You
can you can do more or less what you want. But even if but in London, you even you can you
you get you get somebody that controls what you do the position I want to put the dancers in.
Yes, they it needs to be assessed. And, and also this, I think that the UK is a country that is very
much controlled in

Nicky Molloy 34:04
how does that inform the development of the sculptures? If at all? Does that change? How

Willi Dorner 34:10
you? Yes, in a way, it's very limiting. Because I like to also stretch my boundaries. And, and
yeah.

Nicky Molloy 34:29
Would you talk a little bit about the simple things like the choice of costume and the duration of
each sculpture?

Willi Dorner 34:37
Yeah. It depends like how long the performance can can stay in this position. Because
sometimes it's very hard. I mean, maybe it looks easier than it is. I mean, you can help. We
have two here they are in the trail. So sometimes they only can keep it two minutes and
sometimes they are I'm also keep it or can keep it just long, because they're they're simple. But
usually they should keep it. I mean, it depends also on the audience, but like around four or five
minutes, so that the whole audience that that walks by can see them?

Nicky Molloy 35:17
Does does the audience think it's improvised? Do they think

Willi Dorner 35:20



sometimes? Yes, I get emails, does it? Yes, it's funny, you know, you could you come and we
improvised, like, for over the weekend, and, and then I have to write them or Eva writes them.
That something we don't reply, because it's something strange. But it's everything is set, even
the going up or going down, because they need an assist. They need they need to know where
to step. But to step up, to be able to go in, we have a question

Audience 35:56
I was wondering about, there is a lot of difference between rehearsing and performing a lot of
difference between Did you say? Very clearly, the rehearsal, five minutes, because you are

Willi Dorner 36:10
rehearsing this, too? I have to make it up. How you work for me? Oh, yes, yes, the difference is,
is quite big, in fact, because when you rehearse it, you meet only people that don't know. And
you get very honest reactions, these moments are like very much the day before, when you
rehearse it, and you do it in the street, is this this is actually very, very interesting, because
these reactions are very honest.

Nicky Molloy 36:41
And you mentioned that it's important that it's a way of the residents maybe exploring their, their
neighbour,

Willi Dorner 36:48
yes. And I hope that that people have where we rehearse that, they want to come and walk it
that their their neighbourhood, but or, obviously, there will be a lot of Londoners come and walk
it and because I invite people to take the time to that, you know, they should take time and
contemplate because they live in the city, and they should look again, on their environment and
take time, you know? Question? Tour, yes, the audience only walks with the performance have
to run because they are ahead of the audience. So the people, they know only the meeting
point, but they don't know where they will walk. So they don't know where the endpoint is, and
those those are not how they get to the endpoint, but the performance have to run because they
set up all these moments before the audience comes. Ideally because sometimes the audience
is very big. And then this is very hard for the performance because they have to keep it longer.
And then very often, the top of the audience is actually with the first performance to the see
them setup, which is in that moment also okay. Because Anyways, after while audience gets
interested how they get down, you know, if there is a risky moment that they want to see like
how they get up and how to get down. Just to get also interest in this moment. Stops are usually
14 That's minus usually an hour. Yeah. I mean, that the longest I did, I did in Stockholm. We had
53. With a long walk, it was I think it was almost like 4.5 kilometres. And it took one hour and 20
minutes. But people stay. This is really fun. I thought we lose them on the way. Any other
questions? And what I also like is I like to do it. It's just one. I like to do it on different day times.
wherever I can. Like in the night in the morning, so people walk the city in the in the early
morning, or late night

Audience 39:35



because you mentioned you told a tiny bit louder. Sorry. You said that like it's not so how do you
develop the pieces? You kind of take a group just do like games?

Willi Dorner 39:51
Yes, when we reverse Yes, but I come here. I come here before

Audience 39:57
just would you say the question again, sorry a little bit about I was asking how you, performers
kind of work through it together?

Willi Dorner 40:10
Yes, I have to come before, like humans before because of the audition, the local cast. I come
here with an assistant. In when we come back, we walk in the street, and we take all the
performance and then we play around.

Nicky Molloy 40:27
And how long does that process take Willi?

Willi Dorner 40:29
6 or 7 days, we we've worked eight hours a day.

Nicky Molloy 40:34
So it's happening now for the performance on Friday on

Willi Dorner 40:36
Friday. Yes. We started last week, and we finish on Thursday.

Nicky Molloy 40:45
Any other questions that was quick?

Willi Dorner 40:55
Take care get, they get. They get, they get told that they should follow the performance in the
beginning. In some, always, usually some somebody of the festival welcomes the people so that
they know okay, this is the right spot for both spaces. And they simply said just follow the
performance. But now we also what what turned out to be very helpful is to say also that they
should own they can walk, we go together for a walk, because in the beginning, it happened.
We didn't think that people started to run. And then he said, I mean, we could we could, we
could explain it to them on the go. But now we stress this and say, you know, we go together for
a walk, that they understand they can walk and they should walk. But the performance has to
run?

Audience 41:53
Do you take your own photographs? Yes. Does everybody hear that?



Willi Dorner 41:58
Yeah, because those are the photos got very, you have to say very popular. It's, it's actually it's
an agency here in London. They sell my photos worldwide in the meantime. So it's like, we
update the photos. And there's a lot of yeah, a lot of magazines and different organisations, they
want to get the photos. It can be also that can like for an architecture exit exhibition, for
example, as well for for magazines. And they took over actually selling the photos. And we, my
partner is a photographer, she she does all the photos. And we update them. Because I do
about 10 or 11 trains a year. And in specific cities, I asked her to come and make photos.

Audience 42:57
So you don't personally take photographs? Yes, I do. Some of the photos. You see in brochure
is also I found these photos, because she can't come to all the trains. So I also make photos.
Because very often, it turns out that the photos focus too much on the sculpture itself. It's
important to see the context where they are in because it's the relationship of the bodies to the
surrounding. This is very important. Because when you see people photos of private people,
they always like almost like a close up. They are fascinated sometimes by the sculpture itself.
But that's not that's not the point (Unintelligible question)

Willi Dorner 43:50
it was a no it was a restaurant. Yes, yes. Yes. I asked him to go even though somebody sitting
just to find space on the news because we could walk it was the Comcast building in Philly. And
this is also about the like that people find new ways. They entered the building actually in the
back, had to walk down the neath and then they came out in a different avenue because very
often people in their homes they don't know and there were some bathrooms in the city. And in
this they allowed me to to guide the people through the shopping mall, which was actually very
difficult. Doesn't feel the burden 500 people because we didn't expect so many people but it
takes a lot of time to get this 500 people to the shopping mall and up the stairs onto the avenue
again on the street again. This is this is done very problematic. On the

Nicky Molloy 44:59
you did a photograph in our office in Dance4 didn't you, our general manager was sitting on the
desk and there was all the bodies underneath him but he's carrying on working

Willi Dorner 45:09
because I like it that it's happening in daily life I did yesterday I trained in Bloomberg in the
financial agency and then we rehearse it was very nice people still were working but I placed the
bodies I mean of course some of them made photos but then some of them had they had to
keep working and the contrast is very nice to see this sculpt sculptures and and they do life
around

Nicky Molloy 45:43
that issue we we can we can come back to any of this what we'll do another 10 minutes and
then we'll have more questions but



Willi Dorner 45:49
the one minute because the just wanted to one thing or like I like one version of oh nine wrong I
go back and is it that no Is it this one? Yeah, this is a one minute trailer of a film I did in Vienna
and like Ron and I had to camera man with with a hand camera. And Teva. Follow the follow the
performance. And but this is the one minute of the film is long. This is a one minute version
because I sent this one minute version to a competition, the competition was initiated by a
German dance organisation joined adventures. And in cooperation is the Munich Film Festival.
They you could send in a one minute film. And this this trailer won the first prize in the in the
festival and the film gets shown in the cinemas in Germany, in all the cinemas in Germany.
During during the advertisement bid, you're in the beginning before the before the film starts.
This is again, this was an initiative but like behind that, that we can see art between
advertisement in cinema. So therefore also the format of only one minute. So in the in the
beginning, maybe it looks like it's an advertisement. I liked this idea very much into the 10th
House network. The film goes into different cities in Europe, and they also bring it in their
cinemas. Besides that, you get those on Monday.

Nicky Molloy 48:04
If you didn't hear Walter home was the director of joint adventures in Munich is what he was
talking about. And he's now the director of the

Willi Dorner 48:12
events house in Vienna. And both are like in the film is because I like the this is an aspect I like
in the work is that it is subversive that it's happening. I mean, now, of course, it's a performance
but but when when we rehearse, as I said before, you know, during rehearsals when we and
people don't know then it becomes more subversive, you know, because people don't know
what's going on and we occupy all these spaces. And it's in the in the night it supports this
character. And therefore I wanted to film it only in the night because the darkness supports this
idea and also Yeah, Because because he's images, it's not a CCTV camera, but we made it that
it looks like a CCTV camera you know that it that it also shows the aspect of control it because
in these days in the city you have a lot of CCTV cameras within the city wants to control what's
going on in public spaces. And we chose to, to show it as as if it would be a CCTV camera, of
course not the not the running, but these moments, it looks like the CCTV camera on you know,
to protect the building

Nicky Molloy 50:58
the next piece of work that you're that you've made is over under between which is over under in
between sorry, which is the next the next part of the journey to bring this work into a theatre
space. And just in one of these reviews here, it's interesting, it talks about exploring the surfaces
of round objects within the space and work suggested that we basically that we relate more
closely to the objects in our domestic lives than we think. So, maybe take us on a journey from
from this to to the work in the inside

Willi Dorner 51:31



and because after all the trades outside and the relationship to the art you know, to the
environment and environment or architecture I got interested in the in the environment we live in
and the objects we live in and in the way you use it and I wanted to have a new approach to
objects we use in daily life. And, and this is a similar approach I did in another piece added use
years ago it was about language. And because what I said before is that linguists look look at
the language they look at the semantic part in the syntax. So for linguist language is 50%
semantic semantics and syntax structure. And I tried to look at the furniture we are used to live
as also as an abstract form. So a chair is a chair and we have connotations to a chair and we
know how you know how to use it so that it's functional, but the chair is also shape is a form.
And in this piece, I started to look at it also as a form that it is only a form shape, I can use in
different ways. And and but the funny thing is even when you when you use the chair in different
ways you always remember what the chair is and what or how it should, how it should be
placed. It's always you always have this in your mind. And and and I like this ambiguity in the in
in the piece because it's it's becoming partly excerpt are funny because we use the furniture of a
flat and it's slowly introduced piece by piece. And in the end the handle a lot of furniture

Nicky Molloy 53:42
and and and jumping back outside again, just in terms of the other works that you've made you
made in relationship with Nottingham, in terms of supporting people to explore a city in a
different way and you use the

Willi Dorner 54:05
mobile phone

Nicky Molloy 54:06
would you mind describing that a bit

Willi Dorner 54:10
because I did another book for dance for in 2006 it was about the market. And all of this we we
used PDAs personal digital advices there were a lot of informations uploaded and people went
for a walk and and could get like visual and an audible information through the PDA. And we

Nicky Molloy 54:32
should say that that was this was this was developed with a relationship with Nottingham
University's architecture Architecture Department looking at how to develop technology to to sort
of create a sort of a map that had more information on it that you will control yourself a lot of

Willi Dorner 54:49
this we got the idea that we should use mobile phones because this is the tool that people have
in these days and and and people get guided via mobile phone and on their mobile phones,
they're all They're also uploaded informations. Like text messages videos. And, and people get
guided. Why, why information through the mobile phones and, and they start and think they go
on audio guide to. But then it turns out that somebody's following them and they get a video.
And they see themselves how they walking in the city. And then they get a phone call. And



somebody said, you know I'm following you. And if you want to you like to go with me for a
journey for walks with the city. And we call, we call this person to shadow and the shadow walks
with this visitor to the city. And the we made up several spots, the visitor could or the person
could visit this person in a flat or in a cage because it wasn't knocking him, I chose various
companies, I should have chosen very specific spots you usually cannot go cannot go to. So I
tried to get access to the spaces for the performance.

Nicky Molloy 56:25
And I'm one of the one of the people that went on the trail he talked about, you not only discover
the city in a different way, but obviously he felt like he was you didn't have his own he wasn't he
was under somebody else's control. So he was doing something at the whim of somebody else.

Willi Dorner 56:37
Yeah. Because at the same time when you when you guide somebody or when you get guided
you also controlled. And and all everything that happens on the tour was actually recorded. So
we have a lot of we have for each visitor, we have a recording, what happened, which text
messages, the phone calls, which which sites he visited. At the same time, of course, it's it also
reflects the how we how we are how we are constantly controlled.

Nicky Molloy 57:10
And we can be tracked wherever we are with our credit cards and our mobile phones and and
before we have some time, sorry, go ahead.

Willi Dorner 57:19
It seems very complicated, but a lot of data. Yes, it is. Yes, it is it is still, you know, this was one
of the problems because the beginning is a four minute video. But we couldn't we couldn't do it
in in one four was not one video we had we had to slice it. And, and and the video finishes and
the other one starts. But there is a there's like a break of a second, there's a blackout it needs I
don't know why there's a technical reason I forgot that already. Because this was a problem.
You'd like to forget problems. And but they had to do it. And sometimes it did not work, you
know that the video, the next video starts, there's still technical problems because this is a lot of
data on one mobile phone. But there's an interest in like, because I've worked with the scientists
together, they have an interest in such an artwork, because they get pushed, you know, it's my
ideas, but they have to make it possible. So they push actually the technology. There was a one
of them was just only responsible to write the programme. Because he had to change it's a
Nokia phone. But it's not too easy. Because this is already a problem when you use it as a
phone, it's a different surface than use it for for uploaded, data's and to switch from from the
phone to a guide is already very complicated. So in fact, he had to write a programme that
actually limited the use of the phone. But people did not know if they use it as a phone, they
could pick up a call. But they could not use it like they could not dial any any any any telephone
number. Because all the keys were blocked, they could only use specific keys because this
would have been because then the whole thing wouldn't have worked. So this is the DOS
actually very, very complicated. And he wrote the programme just for this for this work.
Afterwards, we just because the data came through a server they were sent but on the way to



the to the laptop they were recorded on the server because it's a project unique I mean, in in
Nottingham, it's easier if when the city is covered up by fire, because then it's then it's then it's
then it's easy. But but we couldn't use everywhere via fire. So I this is now I don't know exactly
how they how they made it available? Yes, I think so I think you can still look it up because we
are planning to do this repeat this work and probably in Paris because we got interest and we'd
be proposed. But it's a very big project. And it takes quite a while to prepare it. But we probably
do it in 2011. The question was, what was the content content, for example, was interesting.
There was a there's a film it got it won an Oscar. And it's about th Lawrence. And in the film that
was shot in the 60s. And in the in the main actor walked up a little alleyway into the city. And in
the film, you could see the old the old elevator

Nicky Molloy 1:01:24
is Jacquard is 1966 1960 conversion.

Willi Dorner 1:01:29
But now in Nottingham, there is a restaurant and there's only a little light door. And you can see
that this store leads you into this alleyway. But there's another new building and behind this
building, so you can you can walk this lane anymore. And so the people that were interested to
go to the spot because the shadow said, are you interested in film? Because they asked him
very personal questions on the way. And then he asked, Are you interested in film, okay, then,
you know, I have something for you. And then he guides him to the white door. And then he gets
a call and say, Okay, press press, this key of the press is the key. And then he sees the film.
And then he sees this, this extract of the film, he comes up with alleyway. And then at the end
where the white doors we make it overlaps to the life door. So he sees the old anyway. And he
sees the main actor walking up, and and then it blurs into the white door. It's the location where
he is we placed also the visitor that he looks at the white door as if he would would see the
person you know he would see the person come in.

Nicky Molloy 1:02:56
And film is there's another view of passions.

Willi Dorner 1:02:58
Yes. Yeah, because in the in the commission work, I did photons for in 2006. And it was a
project about the market. And and and it turned out that the main topic of this project should be
the future. Because people got confronted with that the market should have been,

Nicky Molloy 1:03:26
it was an it was an area of Nottingham that was up for redevelopment. So it was positive
sentiment and markets. And it had been inhabited for many years as a market. But it was going
to be changed completely. So we were interested in, in the residents view about what the future
of that market, the future of that place should be how regeneration affected affects us all.

Willi Dorner 1:03:49



And, and of course, also, I'm in I included this PDA and invited the school for environment,
Jonathan Hale architect to develop ideas so that the market will not be taken away.

Nicky Molloy 1:04:10
So the consultation that we

Willi Dorner 1:04:14
use the given us to give an architecture and the end, and the students developed ideas to build
on this architecture. And and they made animations. So people walked around in a specific
spot, they could press a key. And you know, they were looking they were standing in the market
had little little lanes in between. And from this point of view, the animation was so they could see
the buildings in the beginning as they were and then in the animation they could see the new or
the new idea how architecture should change.

Nicky Molloy 1:04:52
He was also the the residents of the market were informing what the future of the market should
look like. as well. that protect the students and the residents or was it just the students

Willi Dorner 1:05:03
just just the students and, and, and, and on this, I mean the work is also in that sense very, very
political and it should point out different positions, but I like to develop an artistic idea and my
idea my contribution was to work on future visions that people had in the 60s on the beginning
of the 21st century. Like Stanley Kubrick 2001 And Charlie Buddha, Alphaville, this, these are
the, in the 60s, the sons science fiction films of the 60s that actually look at the beginning of the
21st century. And because my point was also and this was also, I tried to, because I had
meetings with the, with the users of the market and say, you know, you have to make your mind
up, you also have to say what you want to do with it with your market. I mean, it's like, you don't
own it, but you use it, because future future is made, you know, there are people they meet,
these are called think tanks, they think about the future they make the future futures not
something that happens, future is made, is constructed. And in the in the in the in the
performance, I will refer to this construction of future.

Nicky Molloy 1:06:38
Do we have any more questions for you for five minutes or so?

Audience 1:06:41
So the more time to go back to the Body Trails. Because when you're talking about how you first
started making the average size, well, and people are looking at that differently, maybe you're
sort of exploring space? And it seems I don't know whether it's just because I've seen it mostly
on film, photographs, but it seems it's very much common documentations become available to
people who are watching it always taking photographs, and films made and CCTV protocols, did
you anticipate that this would be such a big part of it? Like, a long term? No,

Willi Dorner 1:07:36



did everybody hear that? So actually, it's important that you experience it life the best as you
walked, because it's different, when you see the bodies in space, it's very strong. And this, this
is more important. But in these days, everything gets documented. I mean, the, for me, this
really strange thing is, but these are the days, people make photos, they always put the media
in between this, I wish I could take all the mobile phones or photo cameras before they walk.
Tell them where you get them, you know, when you get them when at the end, you know,
because everybody walks around. And the first thing is to make a photo instead of fact, just
standing there look at it, you know, they see where they see two or three moments at the same
time to change perspective, the vantage point so that they just they are in space and and see
what's happening. I mean, I document it because I'm, I like to have documentation of my work
and but also it's some photos I find interesting, like the relationship of bodies to the architecture
but I don't like it so much that the audience makes photos. Because it happens during rehearsal
and a car comes by sees it you know, but what they do is sometimes they don't ask you You're
right but then make a photo and then they you know, then they go on so becomes an obstacle
or not an obstacle but I think they it takes something away instead of like just you know, be
there. Look watch. Again, they make themselves busy. That's my point. You know, the ticket
busy was making a good photo. But it's up to them, you know, I mean this, this is their choice.
You know, this

Audience 1:09:44
is something I'm interested in other work as well.

Willi Dorner 1:09:51
Because when I did it when I did it in Barcelona the first time I didn't want to make photos
because I thought I should document it so I can like use it and enjoy it. But I didn't want to do it
because it was so I was. So I was fascinated by it. I didn't want to make a photo. And I liked it so
much that I didn't want to deal with in the moment because it was so was so I was
overwhelmed. You know, it really works. And when you when you do something and you don't
know what, how it will be received, you know how it looks like, it's just like, I didn't want to make
any photos, gel and then receive directions.

Audience 1:10:40
side or what your feelings are now go back and think about what that experience really is, or
could be.

Willi Dorner 1:10:53
Yeah, I mean, I hope also to get interested to watch this. But um, this work, I present in different
formats, the premiere actually wasn't on the inner street. So we, we had to block the street on
both ends. And it was a people had to work with the performance, and they took the furniture
out of the garden or the house. So they didn't see that there will be fun. I mean, and they read
the programme, they know that there will be furniture involved. But in the beginning, it wasn't so
obvious. And the big moment where most of the furniture was they started to use it was in the
garage, so they open the garage door. And everything was taken out of the garage floor. And
the nice thing is that we left traces behind by we walk was about 60 or 70 metre from the



starting point to the end. And, and again, this is the everyday life version. So it's happening it
was in a in a residential area. So not not too busy. And people live there. And this version I like
very much. And then in the I was co-produced by a foundation in the US and and I showed it in
Philadelphia in a big gallery space. And then it becomes very sculptural, because it was a big
white space. And I like this version was very much because of white floor white walls, white
ceiling, really a bit gallery space. And then it becomes really, yeah, structure. And this is also
very nice, because then they're really exposed to the forms and the object and the whitespace.
And, and now I put it into a theatre. I mean, I did in Pittsburgh, actually already I did it on stage.
It was it was a very big stage. For the stage, I would like to add something, something more
clear. The final stage was now a present beginning of March in the dancers in Vienna. But it's
also my concept is also different formats, but also indoor as well, outdoor.

Nicky Molloy 1:13:08
You have two more questions.

Audience 1:13:15
Do you call it dance?  Y

Willi Dorner 1:13:20
Well, yeah. Yeah, no, I have, I can tell you know, the difference is, because in France are used
free runners and climbers, that it's funny because, like, for example, free runners are climbers,
they're very strong, but they have a totally different understanding of the body. And they don't
know what it means to perform. And also, they're not so also not aware of, of how a body can
kind of just like can can radiate out or the presence of a body when when a performer is aware
of his position or the position he is in. And the climate doesn't have this is not a free run, that the
free runners are like, Oh, we want to do this we want to know how we can get up there and
hang upside down No, no crazy things. But then once he's up he's he's not he's not aware,
where he is in which position the body is in space, this is that this is very important. This this
distinction. I mean, this work is refuelled also in fine arts magazines and in an architecture
magazines you know. So it reaches actually, this is also about the like it reaches many people,
which is the people on industry but it reaches the art world and the fine arts and dance and
performance in life arts.

Nicky Molloy 1:15:00
category that it's placed into is not so important to you.

Willi Dorner 1:15:03
Yes. Because I have to do what I need to do. Because of this work above under it, it's it's
important that I do it with performance because it is a performance. But, but in a way, you can
also see it like, like in this review, for example, if you cannot find it on the homepage, I mean,
this is a this is a shorter list. He is very, he knows a lot about Fine Arts. And he, he, he knows
how to do he, he made the connections to reach lightweight and efficiently advice. We're in the
thick of the way things go, because it has an aspect of it. There are a lot of, you know, like
connections to find out.



Nicky Molloy 1:15:52
One last question if anybody has a burning question. Thank you very much.

(Outro: Renée Bellamy speaking in 2021)
This has been a talk from Independent Dance's Digital Library. Find more from the archives at
independentdance.co.uk/library


