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prises professional development

activities, research, production
and distribution, and is intended to
spread over a period of 5 years, starting
2008.

Between the 8™ and the 14™ of
Octobre 2009, as part of Jardin dEu-
rope, several artists were invited to
Bucharest: Bojana Cvejic, Jennifer
Lacey, Jan Kopp, Jan Ritsema and
Valentina de Piante Niculae. They took
part in a week-long seminar entitled
Teaching the Teachers. With their di-
verse backgrounds - dramaturgy,
dance, theatre and visual arts - they
analysed different methods from the
field of contemporary education in
dance and put forth proposals for pos-
sible new formulas that could meet
the needs of these artists: self-educa-
tion, consultant-teachers, informa-
tion-centre-universities.

Teaching the Teachers (TTT) is an
initiative of the Jardin d’Europe net-
work, aimed at providing the necessary
frame for starting active debates regar-
ding new teaching methods, training
systems and creativity in the field of
contemporary dance.

Young Romanian choreographers
also had an active participation in the
meetings and discussions of the TTT.
Numerous performances and creative
methods were viewed, analysed and re-
viewed. Just like foreign dance schools
or centres (P.AR.T.S., PAF, CCN Mont-
pellier, etc.) propose new methods and
explore new, more contemporary, ave-

The Jardin d’Europe project com-

nues in research/teaching, Romanian
artists are also showing an interest
towards self-education, despite the fact
that information is sometimes slow to
reach them and that the responsibility
they are taking upon themselves is of-
ten doubted.

The talks of these last few days fo-
cused on the ideal school, or what cour-
ses a dancer/choreographer should
take, and several models were presen-
ted, some better suited than others...
What is crucial though, is the actual
coming together of these artists from
different generations, with their rich
experience or their neophyte stance,
and the confrontation of their opinions,
all stemming from a common desire to
transform the contemporary dance
scene. The five artists who coordinated
the TTT meetings were invited to Bu-
charest so that they could share their
conclusions, ideas and vision on con-
temporary dance today with the in-
ternational community. Thus, we have
tried to provide a certain moment of
reflection to all those involved in dance,
be they teachers, choreographers, dan-
cers, students, managers, financial
supporters, or directors of universities
or dance centres. Bucharest has once
again proven to be a fertile ground for
new ideas, as all of those invited took
note of the unexpected potential of the
place. All that we can do now is hope
that the ideas put forth are going to
become established in the near future.
It all depends on how much we really
want them to.

Jardin d’Europe Romania

Andreea CAPITANESCU

cuprinde activitati de formare pro-

fesionald, cercetare, productie si
difuzare, cu o duratd de cinci ani, ince-
pind din 2008.

In perioada 8-14 octombrie 2009, in
cadrul Jardin d’Europe, au fost invitati
la Bucuresti artistii Bojana Cvejic,
Jennifer Lacey, Jan Kopp, Jan Ritsema
si Valentina de Piante Niculae. Acestia
au participat, timp de o sdptamina, la
un seminar intitulat Teaching the Tea-
chers.

Avind backgrounduri diferite — dra-
maturgie, dans, teatru si arte vizuale —,
ei au analizat diferite metode de edu-
catie folosite in prezent in dansul
contemporan si au propus idei pentru
posibile noi formule care ar putea veni
in intimpinarea celor care practica a-
ceasta arta: self-education, profesori-
consultanti, universitati - centre de
informatie.

Teaching the Teachers (TTT) este o
activitate a retelei Jardin d’Europe prin
care organizatorii isi propun sa ofere ca-
drul necesar inifierii unor dezbateri
active privind noi metode de predare,
antrenament si creare in domeniul dan-
sului contemporan.

La intilnirile si discutiile din cadrul
TTT au participat activ si tineri coregrafi
romani, au fost vizionate si analizate
numeroase spectacole si metode de
creatie.

Daca sistemele scolilor/centrelor de
dans contemporan din strainatate
(P.AR.T.S., PAF, CCN Montpellier etc.)
propun noi metode si cauta solutii de

J ardin d’Europe este un proiect ce

Textele din acest supliment au fost traduse de Sebastian BICAN

cercetare/predare adaptate nevoilor
actuale, in Romania, putem observa un
interes al artistilor pentru self-edu-
cation, in pofida faptului ca informatiile
ajung uneori cu intirziere, iar respon-
sabilitatea pe care ei si-o asuma este de-
seori pusa la indoiala.

S-a discutat in aceste zile despre o
scoala ideald, despre ce cursuri ar tre-
bui sa urmeze un dansator/coregraf, s-
au oferit modele mai reusite si mai putin
reusite... Ceea ce ramine foarte impor-
tant este intilnirea dintre artisti din
generatii diferite, cu experientd bogata
sau la inceput de drum, confruntarea
opiniilor acestora din dorinta comuna
de a schimba lucrurile in dansul con-
temporan.

I-am invitat pe cei cinci artisti care
au coordonat intilnirile Teaching the
Teachers la Bucuresti sa-si imparta-
seasca nu doar concluziile, ci si ideile si
viziunea lor despre dansul contemporan
actual catre comunitatea internationala.
Un timp de reflectie pentru toti cei
implicati in arta dansului, fie ca sint
profesori, coregrafi, dansatori, studenti,
manageri, finantatori, directori de uni-
versitati sau centre coregrafice. Bucu-
restiul s-a dovedit a fi, inca o data, un
teren fertil pentru idei noi, toti invitatii
sesizind aici un potential deosebit,
neasteptat.

Tot ceea ce ne ramine de facut este
sa speram ca ideile acestea vor prinde si
radacini in viitorul apropiat. Totul de-
pinde acum de cit de mult ne-o dorim
cu totii.
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SUPLIMENT

Learning by making and making by
learning how to learn

Contemporary Choreography in Europe: When did theory give way to self-organization?
(fragment)

Bojana CVEJIC

dancer’s self, a new care of the body

already in practice now, entirely
dissociated from the premises of mastery
and authenticity. I will illustrate it from
an example of the choreographers I have
worked with.! Instead of pondering
whether to take a ballet or modern dance
class or any of the established bodyprac-
tices as a general warm-up before the
rehearsal, some choreographers think
they should rethink their training more
specifically. Each project develops its own
technical procedures and the body
specializes accordingly.

Another approach to physical
technique in currency now stems from
the question: what kind of body practice
should one set up from the concept and
work method one is elaborating in parallel
so that such a body practice may
positively interfere and transform a
habitual methodology? So, rethinking the
body training anew runs along two lines:
either dancers have become pragmatic
and opportunistic to fully accept that
their body intelligence is relative to and
instrumental for particular purposes, or
they invest in searching for means
without ends in order to prevent
themselves from consolidating the know-
ledge or the “mindset” in which theyre
going to make a performance. In both
cases, they give up the trust in the orga-
nic wholesome curriculum training diet.

The constructivist approach towards a
more specific but plural body practice
described above, wouldn't be possible
without critical theory’s incursion into
choreography in the 1990s. Until the
1990s, one could go away with speaking

There is a new technology of the

I am

uring a meeting that took place in
DBucharest, October 8-14, with An-

dreea Capitanescu, Bojana Cvejic,
Valentina De Piante, Jan Kopp, Jennifer
Lacey, Jan Ritsema, a few points crystal-
lized on the question: “What is the ideal
education in choreography that we can
imagine?”. I will try to write down what I
retained from them, and this will probably
imply my own preferences.

The contemporary dance, by and
large, lacks an education for choreogra-
phers, i.e. makers in the field of dance.
Most of the education follows the tradi-
tional hierarchical model: to become a
choreographer, one has to be a dancer
who climbs the ladder toward mastery.
Therefore, dance education is primarily a
training of the skills required for dan-
cing: dance techniques, styles and
idioms, movement research, composition
and perhaps some theory to “feed the
thought”.

In what ways would an artistic edu-
cation be different from the model de-
scribed above? [ will summarize the
answer point by point.

about dance performances by asking
what kind of object of dance a perfor-
mance produces; by defining, first, style
with a formalist concern with the body as
the instrument for a certain technique
and, second, subject matter by way of
metaphoric representation. In the 1990s,
another approach settled in: not what
kind of object a dance performance is, but
what kind of concept of dance it proposes.
Concepts of dance sourced other - not
specially, autonomously or intrinsically
belonging to dance - domains of know-
ledge, theoretical discourses and cultural
practices: semiotics, historicity, speech
act theory, poststructuralist theories of
text and death of the author, concepts
from the theories of Deleuze and Guat-
tari, cinema techniques, opera, pop,
digital art, sports etc.2

Speaking to choreographers, dancers
and performance makers of the generation
between mid-20s and 40s now, one gets
the sense that everybody wants to learn,
as simple as it sounds: to learn rather
than produce. The change in attitude from
making to learning, and learning how to
learn in order to make, perhaps comes
from the realization of a larger frame that
artists as workers share. What could be
common about the frame is what Paolo
Virno called the practice of an intellect in
general: the faculty of language, the
inclination to learn, memory, the ability to
correlate, the inclination toward self-re-
flection.® The fact is that artists nowadays
represent the type of worker in an imma-
terial economy of services and infor-
mation, constantly producing outside of
the (paid and recognized) labor-time, in a
non-calculated productivity.

Bojana CVEJIC (born
1975 in Belgrade) is per-
former and performance
theorist, currently resear-
ching for a PhD degree in
philosophy at the Centre for
Research in Modern Euro-
pean Philosophy, Middlesex
University in London.

She directed several
independent music theatre
performances in Belgrade ||
and was a co-founder and §
member of Walking Theory
performance group (YU).

Since 2000 she has
been collaborating with Jan
Ritsema with whom she
made and performed pro-
ductions such as Verwant-
schappen (2000), TODAYu-
Iysses, Pipelines. A construc-
tion, KNOWHZ20W, and
CoCos: Breeding, brains &
beauty. As a dramaturg,
she has collaborated with
Christine Gaigg, Eszter Sa-
lamon, Mette Ingvartsen and Xavier Le Roy.

Pipelines. A construction

She has been teaching performing arts theory and conducting workshops in Belgrade,
Brussels, Lisbon, Warsaw, Montpellier and other cities.

Her essays and reviews appear in magazines such as Walking Theory, Etcetera, Mas-
ka, Frakcija, International Magazine for Music New Sound, Musical Wave etc.

1. Eszter Salamon, Andros Zinsbrowne,
Mette Ingvartsen et al.

2. Among the choreographers whose work
proposed a new relationship with theory in the
1990s are: Jérome Bel, Xavier Le Roy, Tino

Sehgal, Marten Spangberg, Tom Plischke,

3. This is the definition of multitude and
its contemporary forms of life from Paolo
Virno, A Grammar of the Multitude, Semio-
text(e), New York, 2003.
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for an artistic education

B An education of “makers”. They are
making their own work and supporting
the work of others as performers and
various kinds of collaborators.

B All consolidated knowledge or
expertise is offered as optional, “elective”,
and the authority linked with the ex-
pertise is transparent. I am thinking of
this as resources mobilized according to
the interests and needs of the makers.
There are no mandatory courses.

B Teachers are asked not to teach
what they master — so, no masterclasses —
but to involve students in a research
process. Or, alternatively, to conceive the
workshop as a new research process
which may not necessarily result in a
performance. The result is what has the
epistemological and pedagogical value:
methods, procedures, ways of making
and learning about making.

B Two principles underlie the ideology
of this school. All that matters is the
attitude of the teachers, their capacity to
decenter from their own preferences
(taste, knowledge, experience, expertise)
and at the same time, although it may

seem contradictory to what has just been
said, their passion or enthusiasm about
what they do. Or more precisely, these
teachers are enthusiastic about learning,
and the process of learning for the
students is about learning how to learn.
The school is not a “formation-machine”,
which should nourish the future artist
with all the knowledge they will need for
ever, to start their careers, or to be
contemporary in three years... A school
trains abilities to learn, and the
independence an artist needs in order not
to compromise, but to genuinely create.
B Two attitudes for the students to
cherish: critical (and self-critical) and
experimental approaches. A school
should be a place where failure and
success do not matter, or their criteria
dissolve. The makers are encouraged to
try, question, share, reflect, change,
persist, stop, restart, continue, be slow or
fast, choose their tempo without being
lazy or disingenuous about their choices.
B In addition to the dance specific
workshops, the techniques of other arts
are available: image and sound editing,

an emphasis on new technologies, media
and tools of expression.

B Theory is approached from the
same spirit as the movement study: in
practice and research.

B The school is organized as a
collective practice where peer-to-peer
exchange is as important as, or even more
than, teacher-student relationship. The
school should be as much as possible
governed by a community of equals,
students and teachers.

B If learning is regarded as intel-
lectual emancipation, whereby one learns
by oneself and not by instruction (ex-
plication) from authority, this pedagogy
involves encounters, setting up situations
of rupture with the distribution of rules,
roles, voices, and competences.

B [deally, evaluation should be
immanent to the process of making, lear-
ning and sharing everything with every-
one. This is rarely possible, that where
one is, is evident, and needs no judgment
from the outside. But if reports should be
done, then

Bojana CVEJIC
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A Invata prin creatie si a crea
invatind cum sa inveti

Coregrafia contemporana in Europa: cind anume a fost inlocuita teoria cu organizarea personala?
(fragment)

Bojana CVEJIC

tehnologie a persoanei dansatorului,

0 noua grija pentru corp, care este
pusa in practica fara a fi asociata cu
premisele maiestriei si autenticitatii. Voi
ilustra aceasta tendinta prin raportare la
coregrafii cu care am colaborat!. In loc sa
se intrebe ce antrenament fizic consacrat
(balet, dans modern sau altele) sa aleaga
inainte de o repetitie, unii coregrafi consi-
derd ca antrenamentul ar trebui regindit,
in functie de contextul specific. Fiecare
proiect genereaza proceduri tehnice pro-
prii, iar corpul se specializeaza in acestea.
O alta abordare in voga a antrenamen-
tului fizic porneste de la intrebarea: ce fel
de exercitii corporale ar trebui folosite,
urmind conceptul si metoda de lucru ela-
borate, astfel incit acel antrenament sa
influen{eze si sa transforme metodologia
intrata in obisnuin{a?

Asadar, remodelarea conceptului de
antrenament al corpului cunoaste doua
directii: dansatorii fie devin mai prag-
matici si ,oportunisti®, acceptind faptul
ca inteligenta lor fizicd se raporteaza la
scopuri bine definite si este centrala in a-
tingerea lor, fie investesc in cautarea unor
mijloace lipsite de limitari, astfel incit sa
prevind blocajul intr-o singurd abordare,
aceea a spectacolului curent. In ambele
cazuri, se renunta la increderea in meniul
organic si hranitor al unei programe fixe
de antrenament.

Abordarea constructivista a exerciti-
ilor fizice Intr-un spirit mai aplicat si to-
tusi mai versatil, asa cum a fost ea pre-
zentatd mai sus, nu ar fi posibila fara in-
cursiunea teoriei critice in coregrafia din
anii '90. Pina in acel moment, se putea

La momentul actual, exista o inedita

Sustin educatia

Bucuresti, intre 8 si 14 octombrie, im-

preuna cu Andreea Capitanescu, Bojana
Cvejic, Valentina De Piante, Jan Kopp, Jen-
nifer Lacey, Jan Ritsema, s-au cristalizat
citeva idei centrale legate de intrebarea:
,Cum ar trebui sa arate educatia coregrafica
ideala, asa cum ne-o putem imagina?*. Voi
incerca sa pun pe hirtie acele idei pe care le-
am refinut in mod deosebit, ceea ce va
sugera, probabil, si propriile mele preferinte.

Dansului contemporan ii lipseste, in
mare masurd, componenta educatiei pen-
tru coregrafi, adica pentru creatorii de
dans. Cea mai mare parte din educatia in
domeniu urmeaza modelul ierarhic tradi-
tional: pentru a deveni coregraf, trebuie ca,
mai intli, sa fi fost un dansator care a par-
curs toate treptele catre maiestrie. Cu alte
cuvinte, educatia pentru dans consta, in
primul rind, in exersarea unor abilitati:
tehnici de dans, stiluri si directii/limbaje
specifice, studiul miscarii, compozitie si,
eventual, ceva teorie pentru a ,stimula
gindirea". In ce moduri ar trebui sa se dife-
rentieze o educatie artisticd de modelul
descris mai sus? In continuare, voi rezuma
raspunsul punctual.

A
In cadrul intilnirii la care am participat la

discuta despre un spectacol in termeni de
wobiect coregrafic produs®; stilul se de-
finea deci prin preocuparea formalista
pentru corp ca instrument al unor teh-
nici, iar subiectul - ca o reprezentare me-
taforica.

In anii '90, s-a incetatenit o alta abor-
dare: nu in termeni de ,obiect®, ci in
termeni conceptuali - ce conceptie a dan-
sului e propusa. Aceste concepte au gene-
rat alte domenii (nu toate legate intrinsec
de lumea dansului), privind cunoasterea,
discursurile teoretice si practicile cultu-
rale: semiotica, istoricitatea, teoria actelor
lingvistice, teorii poststructuraliste de-
spre text si moartea autorului, concepte
din teoriile lui Deleuze si Guattari, tehnici
cinematografice, opera, pop, arta digitala,
sporturi etc.?

Vorbind cu dansatori, coregrafi si cre-
atori de spectacole din generatia de 20-40
de ani, ai senzatia ca toti doresc sa invete,
oricit de simplu ar putea suna: sa invete
mai degraba decit sa produca. Aceasta
schimbare de atitudine, de la a crea la a
invata, si mai ales a invata cum sa inveti
pentru a putea crea ceva, ar putea veni
din congtientizarea unui cadru mai larg,
pe care artistii ca muncitori il impar-
tasesc. Ceea ce ar putea conferi unitate
acestui cadru este exercitarea intelectului
generic (dupa Paolo Virno): facultatea
limbajului, inclinatia spre invatare,
memoria, abilitatea corelativa, inclinatia
spre autoreflectie. Fapt e ca in ziua de azi
artistii sint producatori intr-o economie
imateriala a serviciilor si a informatiilor,
producind in mod constant in afara orelor
platite si recunoscute, cu o productivitate
nenormata.

B O educatie pentru ,creatori“. Ei isi
construiesc propria activitate si sustin
munca celorlal{i, ca dansatori sau asu-
mindu-si alte roluri de colaborare.

B Cunostintele sustinute de experienta
si expertiza in domeniu nu vor fi impar-
tasite decit in mod optional, sub forma
unor ,cursuri optionale®, iar autoritatea le-
gata de acea expertiza se va manifesta in
mod transparent. Concep aceste resurse
ca fiind adunate doar ca raspuns la intere-
sele si nevoile creatorilor. Nu exista cursuri
obligatorii.

B Instructorii sint rugati sa nu predea
ceea ce stapinesc cu desavirsire (excluzin-
du-se, deci, ideea de masterclass), ci sa im-
plice studentii intr-un proces de cercetare.
Sau, ca posibild varianta, sa gindeasca ate-
lierele ca noi proiecte de cercetare, fara
finalitatea obligatorie a unui spectacol.
Rezultatele vor fi de natura epistemologica
sau pedagogica: metode, proceduri, moduri
de a face si de a invata despre creatie.

B Ideologia acestei scoli se bazeaza pe
doua principii. Conteaza doar atitudinea
profesorilor, capacitatea lor de a se inde-
parta de preferintele proprii (gusturi, cu-
nostinte, experienta, expertiza) si, in ace-

Bojana CVEJIC (nascuta in
1975, la Belgrad) este performer
si teoretician al artelor specta-
colului, in prezent realizindu-si
studiile de doctorat in cadrul Cen-
trului de Cercetare in Filozofia
Europeana Moderna al Univer-
sitatii Middlesex din Londra.

A regizat un numar de spec-
tacole independente de teatru
muzical in Belgrad si s-a numa-
rat printre membrii cofondatori
ai grupului Walking Theory (Iu-
goslavia).

Incepind cu anul 2000 se
afla intr-o colaborare constanta
cu Jan Ritsema, alaturi de care
arealizat si a jucat in spectacole
ca Verwantschappen (2000) TO- §
DAYulysses, Pipelines. A con-
struction, KNOWH20W si CoCos:
Breeding, brains&beauty. Ca
dramaturg a mai colaborat si cu
Christine Gaigg, Eszter Sala-
mon, Mette Ingvartsen sau
Xavier Le Roy.

A predat cursuri de teoria spectacolului si a organizat ateliere la Belgrad,
Bruxelles, Lisabona, Varsovia, Montpellier si in alte orase.

Eseurile si articolele ei au fost publicate in reviste precum Walking Theory,
Etcetera, Maska, Frakcija, International Magazine for Music New Sound, Musical

Wave etc.

1. Eszter Salamon, Andros Zinsbrowne,
Mette Ingvartsen et al.

2. Printre coregrafii ale caror lucrari au
propus o noua relatie cu teoria in anii ‘90 se
numara Jérome Bel, Xavier Le Roy, Tino

Sehgal, Marten Spangberg, Tom Plischke,

3. Aceasta este definitia multitudinii si a
formelor ei contemporane in Paolo Virno, A
Grammar of the Multitude, Semiotext(e), New
York, 2003.
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In spiritul artei

lasi timp, chiar dacd poate suna contra-
dictoriu, conteaza pasiunea sau entuzias-
mul lor pentru ceea ce fac. Sau mai exact,
acesti profesori sint entuziasmati de pro-
cesul de invatare, iar pentru studenti
procesul de invatare se refera la cum in-
vata. Scoala nu este o ,masinarie de for-
mare”, care sa-1 echipeze pe viitorul artist
cu toate cunostintele de care va avea ne-
voie in perspectivd, pentru a-si incepe
cariera sau a fi contemporan peste trei
ani... O scoald invata deprinderea de a
invata si independenta de care are nevoie
un artist pentru a putea crea cu adevarat,
fara a face compromisuri.

B Doua atitudini vor fi imbratisate in
mod deosebit de studenti: atitudinea abor-
darii critice (si autocritice) si cea a aborda-
rii experimentale. O scoala ar trebui sa fie
acel loc, unde esecul si succesul nu con-
teaza sau unde criteriile de acest fel se disi-
peaza. Acesti creatori vor fi incurajati sa
incerce, sa se indoiasca, sa impartaseasca,
sa reflecteze, s schimbe, sa opreascd, sa
reinceapa, sa continue, sa mearga repede
sau incet, sa-si aleaga tempoul activitatii
fara a se lasa influentati, in alegerile lor, de
lene sau falsitate.

B in afara de atelierele specifice pentru
dans, vor mai fi disponibile tehnici din alte
domenii artistice: editare de imagine si
sunet, accentul pe tehnologii, mijloace si
unelte expresive inedite.

W Teoria este abordata in acelasi spirit ca
studiul miscarii: prin practica si cercetare.

B Scoala este organizatd ca o comuni-
tate de studiu, unde interactiunea dintre
membri este la fel de importanta sau chiar
mai importanta decit cea dintre profesori
si studenti. Scoala ar trebui sa fie, pe cit
posibil, guvernatd de o comunitate de egali,
atit studenti, cit si profesori.

B Daca invatarea este privita ca eman-
cipare intelectuala, in cadrul careia indivi-
dul invata independent si nu prin in-
structajul (explicitarea) autoritatii, atunci
acest tip de pedagogie presupune intilniri
si situatii in care distributia regulilor, ro-
lurilor, vocilor si a competentelor sa fie
suspendata sau intrerupta.

B in mod ideal, evaluarea ar trebui sa
fie imanenta procesului de creatie, invatare
si impartasire. Acest lucru este rareori
posibil. Asa ca, pentru conformitate,

Bojana CVEJIC
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O educatie ce depaseste matricea
de dominatie maestru-elev

uzurpat tot ceea ce poate fi spus prin
tacere”.

Sfatul unui regizor de film pentru a evita
dominatia limbajului in principiu non-filmic al
cuvintelor si a imbunatati limbajul imaginilor.
Parafrazind si aplicind aceste cuvinte educatiei:
asigura-te ca ai uzurpat fiecare ocazie de a
invata fara a fi instruit. Pentru a te educa pe
tine insuti, sfatul unui cercetator pentru a evita
dominatia instructiunilor in principiu limitative
ale unui profesor, pentru a imbunatati ciclul
intelectual observatie-comparatie-verificare.

Insa in ciuda acestui sfat, majoritatea
filmelor sint conduse de limba si nu de imagini,
iar educatia este condusa aproape in totalitate
de matricea de dominatie maestru-student si
nu de inteligenta. Felul in care educam oamenii
in scoli se bazeaza in continuare pe principiul
asigurarii unei fore de munca eficiente, for-
diste. in ciuda multor modificari, se mentine
principiul ierarhic de baza, conform caruia nu
elevul, ci educatorul evalueaza calitatea cunos-
tintelor insusite. Astfel dispare posibilitatea ca
elevul sa perceapa, sa evalueze si sa califice
propriile observatii. Haideti s numim aceasta
posibilitate capacitatea de a-si imbunatati pro-
pria inteligenta generald. Nu e un lucru nou.
Multi oameni au remarcat ca tehnica reprimarii
sta la baza sistemului de educatie actual. Multi
se opun. Unii o considera chiar ca fiind o edu-
catie prefascistd, intrucit ne invata sa de-
pindem de a depinde. De ce nu putem oare opri
lucrul acesta? Pentru ca toti par sa se fi
obisnuit deja. A se citi: sa fie dependenti. De-
pendenti de reprimare, ierarhie, deresponsa-
bilizare. E comod. Desi pentru multi, profesori
si elevi, e un fel de confort al inconfortabilului.

Autoeducatia promoveaza mijloacele proprii,
increderea in propria perceptie si inteligenta.
Facem asta Intreaga viatd: observam-com-
param-verificam. Autoeducatia include doua
abordari posibile: 1. educarea sinelui pentru a
deveni un sine sau propriul sine; 2. educarea
individului de catre el insusi (presupunind
reflectarea si abilitatea de a problematiza). In
acest articol vom vorbi despre cea de a doua
abordare. Autoeducatia se bazeaza pe posibili-
tatea de a alege liber subiecte, metodologii,
timp, spatiu si o intensitate a invatarii. Asta
presupune si nevoia de a invata cum sa inva-
tam. Autoeducatia nu se refera la a avea mai
multa libertate in alegeri (individul isi alege pro-
grama, devenindu-si astfel propriul proiect), ci
la un program de experimentare, care trebuie
analizat in permanenta in ceea ce priveste spe-
cificitatea sa (ce si cum), consistenta (cum sa
mentinem motivatia ca dorinta, mai degraba
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decit ca necesitate pragmatica), transformarea
(ca proces al schimbarilor, care poate genera
modificari radicale ale tiparelor de gindire) si
accesul celorlalti (problema autorului sau a
detindtorului).

Pentru a dezvolta o masinarie de gindire
autoreflexiva, incepeti cu intrebari, pentru a
putea face translatia catre un alt mod de a citi.
Aceasta traducere (sau translatie) este mediul,
operatia si calea pentru a obtine cunostinte, pe
cind scolile reduc cunostintele dobindite la ceea
ce va fi tradus (obiectul). Traducerea transpune
un obiect, transportindu-l, dar reuseste sa si
piarda ceva din acea entitate, modificind, deci,
ceea ce transporta. Pentru a putea traduce, a-
vem nevoie sa abstractizam, sa recunoastem
regulile unui sistem nefamiliar, prin analogie
cu regulile unui sistem familiar (comparatia
prin analogie, omologie, echivalenta).

Autoeducatia nu ar trebui inteleasa ca un
proces de alienare. Din contra, tehnica gindi-
tului impreund, cu voce tare, ar trebui sa pri-
meze. Antrenarea abilitatii de a-{i modifica
perspectiva, de a traduce de la un tip mental la
altul (tipare de gindire, metode, proceduri), se
poate realiza si independent, insa mediul, dia-
logul sau procesul colectiv (aldturi de studenti,
mentori, colaboratori) ajutd. Scopul nu e de a
genera noi probleme, ci de a genera noi opor-
tunitati de problematizare.

Pind acum ci{iva ani, era greu sa obtii
multe cunostinte. Profesorul era cel care pazea
toate cunostintele. in ziua de azi a devenit mult
mai usor, se poate spune, sa descoperi cunos-
tintele dorite de unul singur. Google&comp. au
permis accesul la numeroase resurse si vor
continua sa o faca. Paradisuri sau jungle de
cunostinte potentiale abia asteapta sa fie ex-
plorate. Schimbarea necesara de la ,invatacel”
la ,utilizator” e pe cale sa se produca. Cum
informatia a devenit accesibila si gratuita -
chiar coplesitoare —, avem nevoie sa invatam
cum sa o folosim, pentru ca informatia libera
nu include si gramatica folosirii ei (reguli sau
protocoale). Trebuie sa recunoastem ca bibli-
oteca, arhiva si alte locuri dedicate cunostin-
telor au ramas pina de curind un privilegiu
consacrat celor educati din clasa de mijloc. In
ziua de azi, prin continutul open source si
miscarea pentru software gratuit, are loc o
lupta pentru acces liber si pentru alfabetizare
informatica, care mareste potentialul obtinerii
de informatii fara discriminare.

Asta inseamna ca: profesorii se pot schim-
ba din instructor in facilitant; profesorii se pot
schimba din cei care stiu cel mai bine in colegi
de studiu; profesorii se pot transforma din
maestri in parteneri de lupta; profesorii se pot

schimba din cei care ofera anumite informatii
in cei care faciliteaza procese si metode de pro-
blematizare. Un profesor poate chiar sa nu
cunoasca un anumit subiect si sa fie, totusi,
un ajutor excelent, avind o experienta similara
a cautarii de cunostinte. Avantajele par a fi
numeroase: profesorului i va ramine mult mai
mult timp pentru calitate, individualitate sau
schimburi de opinii in grupuri mici, daca nu
e nevoit sa predea lucruri usor de gasit de catre
studenti pe cont propriu. Se poate petrece mult
mai mult timp in cautarea de cunostinte sau
pentru a citi, a pune in practica, a interpreta,
daca acest timp nu va fi irosit cu predarea
impersonala si nedirectionata din clasa.

Se pot construi pachete de cunostinte mai
bine individualizate si mai dinamice, pentru
a se potrivi cu filigranul diversitatii de abilitati,
nevoi si dorinte, cu diversitatea de personalitati
care formeaza societatea noastra si care devin
din ce in ce mai indispensabile acestei societati.

Scoala tipica e considerata a fi eficienta in
producerea de cunostinte standardizate, desi
tind sa ma indoiesc si de asta, insa in produ-
cerea de cunostinte variate si individualizate e,
fara indoiala, extrem de ineficienta.

In ciuda faptului ca, de citeva decenii, sis-
temul existent de educatie se afla intr-o pro-
funda criza (violenta in scoli este un simptom
al ierarhiei minimalizante), acest mamut si-a
schimbat prea putin directia. De ce sa fie atit
de dificila schimbarea, cind atitea experimente
au demonstrat ca autoeducatia nu e cu nimic
mai ineficienta? Un experiment recent dintr-un
liceu elvetian, in Wetzikon, o suburbie a
Ziirich-ului, in cadrul caruia elevii din ultimul
an au fost lasati sa invete de unii singuri, a
demonstrat ca cei mai buni deveneau si mai
buni, iar ceilal{i nu inregistrau rezultate mai
proaste, mentinindu-si, pur si simplu, nivelul.
Multi dintre cei care lucreaza in domeniu
recunosc nevoia de schimbare.

Atunci de ce aceasta reticenta la schim-
bare? Profesorii, studentii/elevii, parintii, gu-
vernele si societatea sint convinsi ca singurul
mod de a invata este sa ni se predea. Fiecare
e convins de imposibilitatea de a invata singur.
Fiecare considera ca un profesor este indispen-
sabil. Pentru ca fara el, cum poate sti un stu-
dent/elev de unde sa inceapa si cum sa mearga
mai departe? In acest sistem, profesorul detine
cunostinte, iar elevul e ignorant. Dar profesorul
este cel care tine informatia pentru sine si o
transmite sub forma de pachete. Profesorul
este cel care controleaza cunostintele ce vor fi
produse. Prin aceasta abordare, profesorul nu
numai ca bagatelizeaza inteligenta generala a
elevului/studentului, dar il si mentine la

Intr-o comunitate a educatiei
artistice, fiecare membru ar
trebui sa fie o exceptie

Institutia exista pentru studenti, nu stu-
dentii pentru institutie, insa ei trebuie sa-si
desfasoare activitatea in acel loc in mod inte-
ligent si la potential maxim. Institutia si
studentii au asteptari reciproce mari — nu ca
ventriloci, ci ca parteneri intr-un meci de
incalzire. Ma refer, bineinteles, la cursurile
pentru artistii creatori. Cele pentru artistii
performeri ar trebui sa comunice cit mai bine
cunostinte si abilitati, chiar daca e adevarat ca
un artist priceput este si un creator priceput.
Nu tin prea mult la separarea acestor doua
tipuri de cursuri, intrucit, in practica moderna,
ele se suprapun adesea. Insd in realitatea
didactica de zi cu zi exista o diferenta reala
intre nevoile creatorului si nevoile celui care

evolueaza pe scena. Acesta din urma nu poate
accepta sa opereze fara abilitati si cunostinte
desavirsite, pe cind artistul creator isi doreste
sa fie cu adevarat artist, mai presus de orice.
E evident ca cel de-al doilea isi prezinta pro-
priul produs. il intereseaza atit mecanismele,
cit si calea care duce la cea mai buna formu-
lare a conceptului din mintea lui si la realizarea
lui practicd. La urma urmelor, legile si
dificultatile practice reprezinta granita dintre
vis si actiune. Aceste procese sint greu de
comunicat, intrucit sint neregulate si intot-
deauna diferite. Asta am dorit s spun cind am
scris ca arta si educatia se afla intr-o con-
tradictie. Cursurile ale caror reprezentanti cred
ca sint la curent cu toate laturile activitatii de
coregraf sau regizor nu au nici o problema cu
a le transmite mai departe. Sint, totusi,
institutii care privesc spre trecut si consolideaza
practici artistice, in loc de a incerca sa le des-

copere. Cu toate acestea, un curs poate avea
o influenta puternica asupra dezvoltarii unui
tinar artist. Este totusi o diferenta intre a trebui
sa inventezi totul de unul singur, in mod
autodidact, atunci cind trebuie sa actionezi in
absenta unei confruntari competitive cu ceilalti,
si a nu simti deloc o nevoie in aceasta directie.
Atita timp cit confruntarea nu este pedanta,
adica e eliberata de orice urma de eu stiu cel mai
bine, de orice forma de reprimare, un artist isi
poate accelera dezvoltarea lucrind in
permanenta si expunindu-si creatiile in cadrul
unei confruntari penetrante si directe. Aceasta
confruntare nu trebuie sa fie dura, ci directa,
raminind sensibila, blinda, subtila - artistii nu
ar trebui sa sufere blocaje in urma unei astfel
de abordari directe. Privilegiul unui curs rezida
in aceasta confruntare corecta si respectuoasa.
(fragment)
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acelasi nivel de ignorantd. Tocmai opusul a
ceea ce credem ca face sau ar trebui sa facd un
profesor. Nu e departe de a fi o crima, nu-i asa?

Din nefericire, alternativa autoeducatiei e
straina de principiile actuale din invatdmint,
bazate pe obedienta, disciplina si incredere in
evaluarea externa, care pare a fi integrata in
societate ca sim{ practic. In ciuda faptului ca
afacerile moderne necesita o forta de munca
creativa si flexibila, pare de neimaginat, pentru
mult prea multi, ca autoeducatia ar putea fi o
posibild solutie la nenumaratele probleme cu
care se confrunta scolile iIn momentul de fata.

Procesul de invatare disciplinar, represiv
pare necesar intr-un sistem caruia i lipseste o
etica a responsabilitatii individuale, intr-un sis-
tem care respinge complexitatea si individua-
litatea insusirii de cunostinte. E limpede ca un
sistem represiv are nevoie de disciplina. Asa-
dar, nu cunostintele ce vor fi insusite sint cele
ce presupun rolul unui profesor, sistemul ce
va fi aprobat este cel care-1 necesitd. Un pro-
fesor este indispensabil structurii rigide, clasice
de a transmite cunostinte.

Procesul strict de selectie din cadrul unei
scoli demonstreaza pietei cd, daca se urmeaza
anumite standarde, se pot insusi cu succes
anumite cunostinte. Nu e vorba de fiecare
student/elev, de actiunile lor, maniera lor de a
gindi si de a se mentine la un anumit nivel de
cunostinte tehnice sau specifice; se {ine cont
insa de evaluarea din partea scolii, urmind un
sistem standardizat de testare. De dragul
eficientei in procesul de selectie, piata accepta
in mod traditional acest sistem de invatamint
represiv ca fiind cel mai eficient.

Refuzul de a schimba sistemul educational
rezulta din credinta fundamentala ca dorinta
de a creste, a fi curios si a vrea sa functionezi
normal in cadrul societatii nu stimuleaza des-
tul motivatia necesara pentru a ajuta un elev
sa treaca prin etapele dificile ale procesului de
invatare. Sigur ca perspectiva de a deveni un
membru al fortei de munca fordiste nu stimu-
leaza deloc, cu toate ca mai toata munca de a-
cest fel apartine trecutului ori foloseste resurse
din afara. Dar societatea postindustriala a eco-
nomiei informatiei necesita alte calitati si, ast-
fel, promoveaza si mai multe diferente de cu-
nostinte si de dobindire a cunostintelor. Aceste
metode diferite se potrivesc cu necesitatile unei
societati aflata in constanta schimbare si care
astfel are nevoie de capacitatea de schimbare.
(...) Abordarea autodidacta se potriveste perfect
intr-o societate care are nevoie de initiativa
individuald, creativitate, responsabilitate si
capacitatea de schimbare.

Arta necesita o dorinta puternica de a co-
munica ceva specific. Ce poate fi acest ,ceva“,
cum poate €l sa se schimbe de-a lungul vietii
unui artist si in ce mijloace poate cineva sa
traduca/transforme acest ,ceva“ si cum s-ar
schimba aceste mijloace de-a lungul vietii unui
artist sint toate lucruri ce fac parte din procesul
critic, reflexiv, artistic, autodidact. Indepen-
denta de la sine inteleasa, ce ramine de-a lun-
gul devenirii unui artist intr-un mediu de inva-
tare bazat pe autoeducatie, de-a lungul deveni-
rii unei exceptii si nu a produsului regulilor u-
nei scoli, prezinta o importanta cruciald pentru
calitatea a ceea ce vrea sa comunice artistul.

Si partea bund a autoeducatiei, indepen-
denta, increderea puternica in propriile per-
ceptii, nu numai ca produce artisti mai buni,
dar este importanta pentru fiecare produs al

ciclului educational ca intreg.
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Education Beyond Dominant
Master-Pupil Matrix

everything that can be said by silence®,
a filmmakers advice to avoid the domi-
nance of the in principal non-filmic language
of words to enhance the language of image.
Paraphrasing and applying this to education:
be sure you usurped every opportunity to learn
without being instructed. As to educate your-
self, a researchers advice to avoid being domi-
nated by the, in principal, stultifying instruc-
tions of a teacher to enhance the intelligence
cycle of observing-comparing-verifying.
But, despite this advice, almost all films are
driven by language and not by images
And, almost all education is driven by the
dominant master-pupil matrix and not by intel-
ligence. The way we educate people in schools
is still based on the principles of supplying an
effective Fordist workforce. Despite many mod-
ifications, the basic hierarchical principle
remains that the schoolmaster assesses the
quality of the student’s knowledge and not the
student him/herself. This erases the individ-
ual student’s ability to perceive, to assess, to
qualify her/his own observation. Let’s call this,
the ability to enhance ones own general intel-
ligence. This is not new. Many people recognize
have recognized the technique of repression as
a basic principal of the current educational sys-
tem. Many are opposed. Some even consider it
a prefascistic education, as it teaches a strong
dependancy on dependance. Why then can’'t we
put a halt, a stop, to this? Because everybody
seems accustomed to it. Read: addicted. Addict-
ed to repression, to hierarchy, to deresponsabil-
isation. It feels comfortable. Although for many,
teachers and students alike, it's a kind of com-
fortability of the uncomfortable. To educate one-
self promotes self-reliance, reliance on one’s
own perception, and intelligence. We do this all
our life: observing-comparing-verifying.
Self-education comprises two possible ap-
proaches: 1. the education of the self to become
a self or to become oneself and 2. an education
where one teaches oneself (reflexivity, and an
ability to problematize). In this article we talk
about the second approach. Self-education is
based on the possibility to freely choose top-
ics, methodologies, time, space, and intensi-
ty/ quality of learning. That also comprises the
necessity of learning how to learn. Self-educa-
tion is not a matter of more freedom of choice
(one makes one’s own curriculum, and there-
fore, becomes a project of oneself), but it is
about a programme of experimentation, which
needs to be constantly questioned for its speci-
ficity (what and how), consistency (how to main-
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tain motivation as desire rather than a pragmat-
ic/utilitarian interest), transformation (process
of change which can entail a radical shift of
thinking patterns), and availability for others
(the questions of authorship and ownership). To
develop a machine of reflexive learning start
with questions, in order to translate to anoth-
er way of reading. Translation is the medium,
the operation and the means of gaining knowl-
edge, whereas schools reduce gained knowledge
to what is translated (the object). Translation
transposes something by changing its side, it
transports it, but it also loses something of it,
or it changes that which it transports. In order
to translate, one needs to abstract, recognize
the rules of a system one is unfamiliar with in
analogy of the rules of the system one is famil-
iar with (comparison by analogy, homology,
equivalence). Self-education should not be
understood as a lonely process. On the con-
trary, a technique of thinking together and out-
loud should be applied. Training the ability to
shift the viewpoint, translate from one mind-
set (thinking pattern, method, procedure) to
another, one can do by oneself, but it is helpful
to use an environment, a dialogue or a collec-
tive process with fellow students, mentors, col-
laborators. Not to produce new problems, not
that which should be problematized, but to pro-
duce new contexts of problematization.

Much knowledge until some years ago was
difficult to obtain. The teacher was the guardian
of knowledge. Nowadays it is much easier, one
can say, since the last decade, to find the
desired knowledge oneself. Google and friends
opened up many resources and will continue to
do so. Paradises and jungles of potential knowl-
edge cannot wait to be used and explored. A
necessary shift from “learner” to “user” is under-
way. As information is available and free — and
we are also overwhelmed by it — one needs to
learn how to use it, because information in open
source doesn 't include the grammar (rules and
protocols) of use. We have to acknowledge that
library, archive and other places of knowledge
dissemination have been until recently (infor-
mation age) the privilege of the educated mid-
dle-class. Nowadays with the open source and
free software movement there is a struggle for
open access, availability and computer-literacy
which enhances the potential for acquiring
knowledge on a non-discriminative basis.

This means that,

Teachers can change from instructor to
facilitator. Teachers can change from better-
knowers to fellow-researchers. Teachers can
change from master to sparringpartner. Teach-

ers can change from conveying only specific
knowledge to facilitating processes and meth-
ods of problematization.

A teacher can even be ignorant of the spe-
cific knowledge to be obtained and still be an
excellent facilitator, as s/he went through sim-
ilar processes to obtain (different) knowledge.

The advantages seem to be many.

Much more time will be left for the teacher
to spend on quality, individual, or small group
exchanges, when s/he does not need to lose
her/his time anymore in conveying content
most students can find for themselves.

Much more time can be spent by the stu-
dent to search for knowledge, read it, do it,
interpret it, and appropriate it, when s/he does-
n't lose her/his time in the impersonal and
unspecific conveyance of knowledge in class-
rooms. More individual and dynamic packages
of knowledge can be constructed in order to fit
this filigrain of diverse abilities, needs, and
desires, to this wide range of personalities that
society consists of, and of which a modern soci-
ety with an ever changing market, will soon des-
perately be in need of.

The typical school is thought to be efficient,
although I tend to doubt it, in producing stan-
dardized knowledge, but it is highly inefficient
in producing a specific and individual variety of
knowledge.

Despite that for decades the existing pre-
vailing education system has been in deep cri-
sis (violence in schools being a symptom of a
stultifying hierarchy), this mammoth called
education has hardly changed its course. Why
is it so difficult to change when so many suc-
cessful experiments have shown that self-edu-
cation isn't less effective at all. A recent exper-
iment in a Swiss high school, in Wetzikon an
outskirt of Ziirich, in which the last year gym-
nasium students were left to learn by them-
selves, showed that good students became bet-
ter while the less good ones did not worsen, they
simply kept their level. Many working in the
field of education recognize the need for funda-
mental changes.

Why then this resistance to change?

Teachers, students, parents, administra-
tion, and society are convinced that the ONLY
way to learn, is when one is taught. One is con-
vinced of the impossibly of learning oneself. One
believes that a teacher is indispensable.
Because without him or her, how should a stu-
dent know where to start and how to continue?
In this system the teacher knows and the stu-
dent is ignorant. But it is the teacher who with-
holds information, conveys it in packages. It is

In an art education
community everyone should
be an exception

The institution is there for the students, not
the students for the institution, but the stu-
dents must work there intelligently and at full
tilt. The institution and the students expect
a lot from each other. Not as ventriloquists
but as sparring partners.

I am of course talking about courses for
creative artists. It is better for courses for per-
forming artists to communicate knowledge
and skills as efficiently as possible. Although
for these courses it is also true that a good
performing artist is at the same time a cre-
ative artist. I am not so keen on these two
sorts of course being separated, because in
modern performance practice they often over-

one. The performing artist cannot and does
not want to operate without high-grade skills
and knowledge, whereas the creative artist
wants above all to be an artist, whatever it
implies. What is clear is that the latter pre-
sents a product he has assembled himself. He
is interested in both the mechanisms and the
route that lead to the clearest possible con-
ception of the product of their mind, and in
the mechanisms and route to its realisation.
After all, laws and practical difficulties stand
between dream and action. These processes
are hard to communicate, because they are
fitful and always different. That is what I
meant when [ wrote above that Education
and Art are at odds with each other. Courses
whose staff think they know the professional
ins and outs of being a choreographer or

ing to discover them. Nevertheless, a course
can have a great influence on a young artist's
development. There is after all a difference, a
difference between having to invent it all one-
self, the autodidactic way, having to go with-
out the confrontation with one’s fellows, and
not feeling the need for it. As long as the con-
frontation is not pedantic, meaning stripped of
any form of ‘knowing better’, of any form of
repressiveness, a young artist can accelerate
his development by doing, doing, and once
again doing and by always exposing what they
have done to a keen and penetrating and direct
confrontation. This confrontation need not be
hard, but should be direct, though sensitive,
gentle, subtle artists should not suffer a block
as a result of too much directness. The pri-
vilege of an educational course lies in this fair,

Jan RITSEMA is an independent
theater director, actor and dancer. He ma-
kes his own performances and stages re-
pertory as well. He shows his performan-
ces mainly in Europe. He works in the
field of experimental and political theater,
develops research in theater and teaches
in art schools. He is based at PAF (Per-
formingArtsForum) near Reims in France
(http://www.pa-f.net).

the teacher who controls the knowledge to be
produced. In this approach, the teacher not only
stultifies the students general intelligence, but
keeps him or her ignorant. Quite opposite of
what we think a teacher does, or should do.
This is quite close to a crime isn't?

Unfortunately the alternative of self-educa-
tion is alien to the existing teaching principles
based on obedience, discipline, and reliance on
external assesment, which seem to be integrat-
ed in society as good common sense. Despite
the fact that modern enterprises demand a cre-
ative and flexible workforce, it seems unimag-
inable, for too many, that self-education could
be a possible solution to the countless problems
schools have to contend with currently.

The disciplinary, repressive process of
learning seems necessary, seems, in a system
that lacks an ethic of self-responsibility, in a
system that denies the complexity and individ-
uality of appropriation of knowledge. It is evi-
dent that a repressive system needs discipline.
Therefore, it is not the knowledge to be obtained
that presupposes the role of a teacher, it is the
system to be upheld that requires it. A teacher
is indispensable to the rigid, classical structure
of the conveyance of knowledge.

The strict selection process in a school
proves to the market that if one sustains cer-
tain standards one can successfully appropri-
ate certain knowledge. It is not the individual
student, their actions, their manner of thinking
and maintaining a certain level of technical or
specific knowledge, but the assessment of the
school, according to a standardized system of
testing, that counts. For the sake of efficiency
of selection the market traditionally accepts this
repressive school system as the most reliable.
The resistant to change the educational system
derives from a fundamental belief that growing,
curiosity, and a desire to function well in soci-
ety, aren’t stimulating enough to sustain the
necessary motivation that can help a student
through difficult phases in the learning process.
Of course, the perspective of becoming a mem-
ber of the fordist workforce isn't stimulating at
all, even though most of this type of work
belongs to the past or if not, it is outsourced.
But the postindustrial society of information
economy needs other qualities and therefore
promotes more differences of knowledge and of
gaining knowledge. These different methods fit
in the need of a society that is constantly under
change and therefore needs the ability to
change. (...) The self-education approach fits
perfectly in a society that requires individual ini-
tiative, creativity, responsability and an ability
to change. Art needs a strong desire to commu-
nicate something specific. What this ‘something’
might be, how this might change in the course
of an artistic life and into what means one might
translate/mutate this ‘something’ to, and how
these means might change in the course of an
artistic life, are all part of the critical, reflexive,
artistic, self-steered process. The self evident
independence kept in the course of becoming
an artist in a learning environment based on
self-education, of becoming an exception and
not a product of the rule(s) of a school, is of cru-
cial importance for the quality of what the artist
wants to communicate.

And the fun of self-education, the independ-
ence, the strong reliance on ones own percep-
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lap. But in everyday educational practice  director have no problem in passing themon.  respectful confrontation. tion, does not only produces better artists but
there is a great difference between the needs ~ But they are past-oriented institutions that (fragment) counts for any product of the education cycle
of a performing artist and those of a creative  consolidate artistic practices rather than want- Jan RITSEMA as a whole.
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Jan KOPP is a visual artist, born in
1970, in Frankfurt, Germany. Lives and
works in Paris, France.

Since 2003 he presented solo and
collective exhibitions, performances, pu-
blic works and collections in New York,
Paris, Lille, Rennes, Nancy, Reims, Bor-
deaux, Lyon, Barcelona, Singapore, Mos-
cow, Zurich, Basel, Koln, Guangdong,
Canton - China, Salzburg, Innsbruck,
Maastricht, Helsinki, Tyr -Liban, Berlin,

He collaborated with Alain Buffard,
choreographer Marco Berrettini and the
Melk Prod* Company.

He was artist in residence at théatre
Pole Sud, with Marco Berrettini/Melk
Prod*, Strasbourg, France; Atelier d'ar-
tistes des Arques (Musée Zadkine, Paris),
Lot, France, and PS1, New York, USA
(AFAA).

His works are presented in public
collections like: Im Treibhaus, Collection
Neuflize Vie ABN/AMRO; Quelques mou-
vements cycliques, Collection publique
d'art contemporain du Conseil général de la Seine-Saint-Denis, France; News from
an unbuilt city, Fonds National d’Art Contemporain, Paris, France. Currently part
of the permanent collection in MOCA Lyon, France; Drawings for “No Paraderan”,
Fonds National d’Art Contemporain, Paris, France; Taming the Alien/Final Races,
Fonds National d’Art Contemporain, Paris, France; Westlich, Fonds National d’Art
Contemporain, Paris, France; Amoco, Frac Ile-de-France, France; Monstres (rep.),
Frac Ile-de-France, France; Nowherelands, Frac Champagne-Ardenne, France.

Time to Think
in Bucharest

Jan KOPP

“.'

eXplore dance festival, an invitation to take “time to think”. I very gladly came,

since, as a visual artist, the world of dance represents for me a very specific
source of inspiration. I might look at dance as being visual art. What interests me
under that aspect is the absence of any other material than what a performer
installs within a given time. It is the unstableness and the economy of means that
activates our imagination. For me dance can be seen as a realisation of the
minimalistic demand considering “less is more”: Less material substance for more
intellectual and sensitive space.

Knowing Jennifer Lacey, Jan Ritsema and Bojana Cvejic from other moments
and meetings, Valentina de Piante Nicolae was a new encounter for me and her
presence allowed us to connect quickly to the question of dance education in
Bucharest, which was of precious help.

Very soon it became clear that it was not so much an exchange between us five
on the question of teaching but a very intense curiosity towards the Bucharest
dance scene and more generally Bucharest itself that brought us there. We
therefore hoped to meet the actors of the local dance scene and the few days I
joined the meetings became richer with every day the number of participants would
grow. I very much liked the sensitive attention, the pertinent questions and the
genuine directness coming from the choreographers and dancers we met.
Retrospectively, in terms of the question of “teaching or education”, I think we can
confirm by what we heard from the artists we met (it might very well be a very
personal interpretation) that no artist can be educated or taught by another artist.
Each individual should act through his or her own motivation otherwise s/he will
never act as an autonomous, creative person. A “truly educated” person will
continue to learn long time after having passed through the times of school classes,
since s/he is motivated by a natural curiosity and by a desire to obtain knowledge.
A “teacher” can only accompany this desire of learning, but may not fill it. To
accompany means to offer contents, images, sensibilities, confrontations,
experiences, examples, paradoxes, in short: all kinds of material that has potential
of triggering off the feeling of an encounter. To accompany does not mean that
these materials are guide lines or parameters of formation.

Beyond the exchanges we had in the framework of TTT, I carried very strong
images of the city of Bucharest with me back home. It is the layering of contrasts,
that reveal history, politics, power, presence and absence of money, the fast and
the slow. As a paradigmatic place I remember the four completely different facades
of the junction of Bulevardul Regina Elisabetha and Calea Victoriei, dominated by
the “Cercul Militar National”, the “Casa Capsa” and the other two sides with half
decrepit buildings more than half covered with monumental publicity and having
instruments of modern telecommunication extravagantly attached to them.
Another strong impression for me was Parcul Cismigiu where time seems to pass
in another speed. A very peaceful, yet anachronistic piece of town. It almost seems
that it is the users who shaped the parc through their desire for rest.

I very gladly accepted the invitation to join Teaching the Teachers, during the

Jan KOPP este un artist vizual nascut
in 1970 la Frankfurt, Germania. in prezent,
traieste si activeaza la Paris. incepind cu
anul 2003, a realizat expozitii individuale si
de grup, spectacole, lucrari publice si co-
lectii la New York, Paris, Lille, Rennes,
Nancy, Reims, Bordeaux, Lyon, Barcelona,
Singapore, Moscova, Zurich, Basel, Koln,
Guangdong, Canton - China, Salzburg,
Innsbruck, Maastricht, Helsinki, Tyr - Li-
ban, Berlin.

A colaborat cu Alain Buffard, coregraful
Marco Berrettini si compania Melk Prod*.

A fost artist in residence la teatrul Pole
Sud, alaturi de Marco Berrettini/ Melk
Prod*, Strasbourg, France; Atelier d’ar-
tistes des Arques (Musée Zadkine, Paris),
Lot, France, and PS1, New York, USA
(AFAA).

Lucrdrile sale sint expuse in colectii
publice, precum: Im Treibhaus, Collection
Neuflize Vie ABN/AMRO; Quelques mou-
vements cycliques, Collection publique
d’art contemporain du Conseil général de
la Seine-Saint-Denis, Franta; News from
an unbuilt city, Fonds National d’Art Contemporain, Paris, Franta. in prezent, parte
din lucrarile sale sint expuse permanent la MOCA Lyon, Franta; desene pentru ,No
Paraderan”, Fonds National d’Art Contemporain, Paris, Franta; Taming the
Alien/Final Races, Fonds National d’Art Contemporain, Paris, Franta; Westlich,
Fonds National d’Art Contemporain, Paris, Franta; Amoco, Frac Ile-de-France,
Franta; Monstres (rep.), Frac lle-de-France, Franta; Nowherelands, Frac Champagne-
Ardenne, Franta.

Time to Think
la Bucuresti

Jan KOPP

m acceptat cu mare placere invitatia de a participa la Teaching the Teachers, in

perioada eXplore dance festival, invitatie la un moment de gindire (Time to Think —

TTT). Am venit cu multd bucurie, deoarece, ca artist vizual, pot spune ca lumea
dansului inseamna pentru mine o sursa importanta de inspiratie. Pot sa privesc dansul ca
fiind o arta vizuala. Ce ma intereseaza cu adevarat din acest punct de vedere este absenta
oricarui alt suport material in afard de ceea ce realizeaza dansatorul intr-un timp dat.
Chiar instabilitatea/efemeritatea si economia mijloacelor disponibile ne stimuleaza cu
adevarat imaginatia. Din punctul meu de vedere, dansul poate fi vazut ca o realizare a
dictonului minimalist ,mai putin inseamna mai mult” (less is more): mai putina substanta
materiald, pentru un spatiu intelectual si senzorial extins.

Cunoscindu-i pe Jennifer Lacey, Jan Ritsema si Bojana Cvejic din alte ocazii si intilniri,
Valentina de Piante Niculae a fost o cunostin{a noua, a carei prezenta ne-a permis sa
patrundem fara intirziere in problema educatiei in dans din Bucuresti — un ajutor cu
adevarat pretios.

Destul de repede insa, a devenit evident faptul ca nu era vorba atit de un schimb intre
noi cinci, cit de o curiozitate intensa fata de scena/lumea dansului din Bucuresti, si fata
de orasul Bucuresti in sine, care ne adunase acolo. Speram, deci, sd cunoastem actorii
scenei de dans, iar cele citeva zile in care am participat la intilniri au fost din ce in ce mai
bogate, pe masura ce crestea numarul participantilor. Mi-au placut in mod deosebit aten-
tia marcata de sensibilitate, intrebarile pertinente si deschiderea autentica a coregrafilor si
dansatorilor pe care i-am intilnit. Privind inapoi, in ceea ce priveste problema ,instructie
sau educatie”, cred ca putem confirma, din cele auzite de la artistii pe care i-am cunoscut
(cu riscul ca aceasta sa fie totusi o interpretare personala), ca nici un artist nu poate fi edu-
cat sau instruit de un alt artist. Fiecare individ ar trebui sa actioneze urmind o motivatie
personala, altfel nu va ajunge niciodata sa actioneze ca individ autonom din punct de
vedere creativ. O persoand ,educata“ in mod autentic va continua sa invete inca mult timp
dupa ce a parasit bancile scolii, fiind motivata de o curiozitate naturala si de dorinta de a
obtine cunostinte. Un ,profesor” poate doar sa insoteasca artistul in aceasta dorinta de a
invata, insa nu se poate substitui procesului in sine. A insoti inseamna a oferi continuturi,
imagini, sensibilitati, confruntari, experiente, exemple, paradoxuri, pe scurt: intreaga gama
de materiale care pot sa declanseze sentimentul unei intilniri. A insoti nu inseamna ca
aceste materiale constituie parametri sau coordonate rigide pentru formarea individului.

In afara de schimburile de idei din cadrul TTT, am luat cu mine imagini marcante ale
orasului Bucuresti. Suprapunerea contrastelor sugereazd istoria, politica, puterea,
prezenta sau absenta banilor, tensiunile dintre cei care se misca repede si cei care se misca
mai incet. Imi amintesc, ca loc emblematic, cele patru fatade complet diferite de la
intersectia Bulevardului Regina Elisabeta cu Calea Victoriei, dominata de Cercul Militar
National si Casa Capsa, celelalte doua laturi fiind ocupate de cladiri aflate intr-o stare
avansatd de degradare, acoperite de mesaje publicitare monumentale si servind drept
suport pentru instrumente moderne de telecomunicatii. Parcul Cismigiu mi-a lasat si el o
impresie puternica - acolo, timpul pare sa curga cu alta vitezd; un loc deosebit de linistit,
insa anacronic in peisajul orasului. Pare ca vizitatorii sint cei care au modelat parcul, prin

propria lor nevoie de odihna.
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Letter from
Jennifer
Lacey

Dear reader,

This last week in Bucharest was quite
instructive for me in many ways. The
meetings of our jardin party with the
“community” of Bucharest spawned some
of the more interesting talks I have had
about work (art) in a while. In the midst
of this I had a secret project. I was con-
stantly trying to tune my language to the
amazing speaking skills of Bojana C. in
order to be able to talk with her. This was
very fun, a big challenge and totally woke
me up. What became apparent was that
I tend to indulge myself with Ambiguous
Language. For entirely honorable rea-
sons, I often search for a way of saying
without statement. I talk around what I
am trying to discuss until the region
becomes visible through it's shifting bor-
ders. This functions quite well for certain
situations and I will most likely not give
it up. However, when faced with the sure-
ness of Bojana's language, I thought “per-
haps there is a different generosity in this
way of speaking”. There is a risk in tak-
ing a definate position. You might be
very, very wrong. And then someone will
tell you so. And then you may have to
change your mind. I am still busy with
this.

The role of teacher is to facilitate,
accompany and empathize with the con-
tinual process of auto-emancipation. This
process is ongoing and precludes a final
goal. There is no fixed method.

The role of the student is the same.

The role of the artist is the same.

The role of the person is the same.

Class is a proposal of how to spend
one’s time, of how to spend one’s time
together. We, the class, spend time in a
subject, a body of knowledge or an idea.
These ideas are the space not the time.
The time is us thinking. Class provides
different modalities of thought to try out,
ways of considering and observing in
order to confront information and ideas.
In the situation of dance class these are
often experiential thoughts. From any
given class situation, other situations will
be created from it, proposed by others to
others. This creates a long discussion
that is not controlled by anyone person’s
position. This lets us think together with-
out imagining that knowledge is stable
and without imagining that we are stable.
sometimes, a teacher might perform the
stability of information, anatomical
things or history. This lets people think
towards something. This is one way of
thinking that is sometimes fruitful but it
is one choice among many and it is

dancers and also I should earn my liv-
ing so mostly I say “yes, sure”. Since I do
not have and do not want a fixed idea of
dance, what I do in these situations is
rather up for grabs. My main strategy
when I am invited as a teacher is to show
up there. This is not as flippant as it may
sound. I show up There. The constantly
fluctuating I and the variable destination
make the teaching jobs a constant adven-
ture in adaptation.

I am always making something, some
project is always happening. With chang-
ing projects come changing ways of
thinking, changing methods. The idea
that my behavior in the role of “teacher”
should be divorced from this change
seems absurd and impossible. Even
when invited to teach technique classes,
a fairly codified affair, the form of the class
I give will be a direct link to the creative
process I am currently involved in. This
sounds laudable but often produces some
pretty messy and obscure situations. My
assumption is that people will survive
these moments as they survive the more
lucid ones. So my first task when the
teaching invitation comes is to figure out
how to translate my current interests into
things that others can practice. In this
case [ use the word practice to mean “con-
sider by doing”. The next part of equation
is the there. Someone invited me some-
where. This somebody/where is the place
where I arrive. I teach site-specifically. I
always ask what they want and this
informs the possible form the class will
take. “Showing up” describes me thinking
in the situation and responding. To con-
clude in a very romantic way: the basis of
dance, any performance form really, is
someone showing up somewhere. The art
and the thinking is in the choices of the
how showing up in relation to the where.
When we teach, when we are students, we
create and recreate the basis of our form.

I look forward to changing my mind
about it.

Love,

Jennifer

P.S. On day one of the meeting Mr.
Ritsema took us all to task on our com-
placent usage of the word teacher, which
for him, necessarily reenforces totalitar-
ian systems. Although I generally use the
word teacher to refer to a constructed
performance, so I kind of reluctantly
agree with him. I suggest a new term: En-
thusiast. Imperfect surely, but anachro-
nistic and sweet and ambiguous.

Scrisoare
de la Jennifer
Lacey

Draga cititorule,

Saptamina petrecuta in Bucuresti a fost
foarte utila pentru mine, din mai multe
puncte de vedere. intilnirile grupului nostru
cu ceea ce numeste ,comunitatea“ din
Bucuresti au generat discutii (despre arta)
care se numara printre cele mai interesante
la care am participat in ultima vreme. in tot
acest timp, am avut un proiect personal
secret. Am incercat in permanenta sa-mi
adaptez exprimarea in functie de abilitatile
remarcabile de vorbitoare ale Bojanei C.,
pentru a putea comunica cu ea. A fost
extrem de distractiv, o adevarata provocare,
si m-a ajutat sa ma dezmeticesc. A devenit
evident faptul ca tind s& ma complac intr-o
exprimare ambigud. Pentru motive in
totalitate onorabile, incerc de multe ori sa
spun ceva fara a afirma. Vorbesc in jurul
subiectului pina cind acea zona se defineste
prin miscarea granitelor sale. Acest procedeu
functioneaza destul de bine in multe situatii
si probabil cd nu voi renunta la el. Totusi,
fiind confruntata cu certitudinea cuvintelor
Bojanei, m-am gindit ca ,acest fel de a vorbi
ar putea ascunde o generozitate proprie®.
Existd un risc in a adopta o pozitie bine
definita. Ai putea sa te abati cu mult de la
adevar. Iar apoi cineva iti va atrage atentia.
Iar apoi ai putea fi nevoit sa te razgindesti.
Inca ma preocupa acest lucru.

Rolul profesorului este de a facilita,
acompania si empatiza cu procesul continuu
de autoemancipare. Acest proces se
desfasoara in permanentd si exclude un
scop. Nu exista o metoda stabilita.

Studentul are acelasi rol.

Artistul are acelasi rol.

Persoana are acelasi rol.

Un curs este o sugestie pentru
petrecerea timpului, sau petrecerea timpului
impreuna cu ceilalti. Noi, clasa, petrecem
timp cu un subiect, o suma de cunostinte
sau o idee. Aceste idei sint spatiul, nu
timpul. Timpul este definit de activitatea
noastra intelectuald. Ora de curs ne ofera
diferite feluri de a gindi pe care sa le
incercam, modalitati de a judeca si a observa
pentru a putea confrunta informatii si idei.
In cazul dansului, acestea sint, de multe ori,
ginduri asupra experientei. Din orice situatie
aparuta in timpul unui curs, se vor genera
diferite alte situatii, ca rezultat al inter-
actiunilor dintre indivizi diferiti. De aici ar
putea deriva o discutie ampla care nu poate
fi controlata de punctul de vedere al cuiva.
Asta ne permite s& gindim impreuna fara a
crede in stabilitatea cunostintelor sau a
noastrd. Uneori, un profesor poate sa sta-
bilizeze informatii, aspecte anatomice sau
istorie. Astfel, studentii se pot concentra intr-

o directie concreta. Acesta este doar unul din
felurile rodnice de a aborda situatia si este
in mod cert o constructie artificiala. Rolurile
de profesor si student sint si ele convenabile
doar punctual, contextual, fiind de
asemenea constructii permeabile.

Ei bine, totul suna foarte interesant pina
aici. Dar, in definitiv, eu ce propun? Care
este solutia mea la acest idealism?

Intr-adevar, nu ma consider profesoara,
insa ma gasesc adesea in situatii in care altii
considera ca sint. Sint adesea invitata sa
Jpredau”. ,Ati putea preda tehnica trei sap-
tamini in ianuarie?*, ,Veti mai preda din nou
in cadrul festivalului?”, ,Ati putea preda cit
stati in orag?“. Nu am nici un motiv sa refuz,
compania altor dansatori imi face placere, si,
pe deasupra, trebuie sd-mi cistig si existenta,
aga ca de obicei raspund ,da, sigur®. Deoa-
rece nici nu am si nici nu-mi doresc vreo idee
fixa despre dans, in aceste situatii fac, de
obicei, ce-mi vine. Strategia mea principala
atunci cind sint invitata sa predau este sa...
apar la fata locului. Si nu spun asta in spirit
zeflemitor. Eu apar acolo. Acel eu care fluc-
tueaza constant, iar varietatea destinatiilor
transforma totul intr-o aventura. Creez in-
totdeauna ceva. Intotdeauna existd un
proiect in derulare. Cu fiecare proiect nou vi-
ne o abordare noud, o metoda noua. Ideea ca
acest comportament ,.de profesor” sa se rupa
de schimbarea constanta pare absurda si
imposibila. Chiar si atunci cind sint invitata
sd predau ore de tehnica, o activitate extrem
de codificata, forma cursului va fi strict le-
gata de procesul creativ in care ma regasesc
la momentul respectiv. Pare laudabil, insa
rezultatele sint de multe ori situatii incurcate
si obscure. Presupun cd oamenii vor trece de
aceste momente la fel cum trec si de momen-
tele mai lucide. Asa ca prima mea datorie
atunci cind primesc o astfel de invitatie este
sa-mi traduc interesele curente intr-o forma
experimentabila si de altii. Prin experimen-
tare ma refer la o analiza prin prisma prac-
ticii. Urmatoarea componenta a ecuatiei este
acolo. Cineva m-a invitat undeva. Eu ajung
in acel loc si la acea persoand. Predau in
functie de context. intreb de fiecare data ce-
si doresc, iar asta genereaza structura
cursului. ,A aparea la fata locului” se refera
la felul in care raspund provocarii contextu-
ale. Sicao concluzie profund romantata: la
baza dansului sau a oricarei alte arte sta fap-
tul ca cineva apare undeva. Arta si gindirea
se rezuma la felul in care alegem sa aparem
prin raportare la acel loc. Atunci cind
predam, atunci cind sintem studenti, cream
si recream fundamentul formei proprii.

Abia astept ocazia sa-mi schimb parerea.

Cu drag, Jennifer

certainly a construction. The roles of
teacher and student are also punctu-
ally convenient and entirely perme-
able constructions.

Well, that was all very fancy. So
what do I do in fact? What is my solu-
tion to this idealism?

Truly, I don’t consider myself a
teacher but I find myself often in sit-
uations where others do. I am often
invited to “teach”. “Are you available
to teach technique in January for
three weeks?”, “Will you teach again
in the festival?”, “While you are in
town, could you teach?”. I am up for
an invitation, I enjoy the company of

Jennifer LACEY is an American choreographer now
based in Paris. During the 90’s in New York City, Lacey
was a member of the Randy Warshaw Dance Company
as well as a dancer with Jennifer Monson, DD Dorvillier,
John Jasperse, Yvonne Meir and Ellen Fisher among
others. Her own work was presented at PS 122, Move-
ment Research Danspace St Marks as well as at many
European venues and Festivals. In 2000 Lacey moved to
Paris, founded Megagloss with Carole Bodin and began
what has become a longstanding collaboration with artist
Nadia Lauro, with whom she has produced 4 major
works as well as instalations and publications. She gives
class regularly at Impulstanz and is currently mentoring
the program “Essaies” at the Centre National de la Dance
Contemporaine in Angers.

Jennifer LACEY este o coregrafd americana sta-
bilita la Paris. in anii ‘90, la New York, Lacey a fost
membra a Randy Warshaw Dance Company si a
dansat alaturi Jennifer Monson, DD Dorvillier, John
Jasperse, Yvonne Meir si Ellen Fisher, printre altii.
Creatiile ei eu fost prezentate la PS 122, Movement
Research Danspace St Marks, in Europa si la festival-
uri. In 2000, Lacey s-a mutat la Paris, a fondat Mega-
gloss impreunad cu Carole Bodin si a inceput ceea ce
avea sa devind o lunga colaborare cu artista Nadia Lau-
ro, alaturi de care a produs patru lucrari de mare
anvergurd, instalatii si publicatii. Preda regulat la
Impulstanz si se ocupa in prezent de programul
“Essaies” de la Centre National de la Dance Contem-

poraine, Angers.

P.S. in prima zi a intil-
nirilor, dl Ritsema ne-a
mustrat pe toti pentru folo-
sirea cuvintului ,,profesor®,
si modul in care ne com-
placem in aceasta situatie,
intrucit, pentru el, cuvintul
are o natura totalitara. Desi
eu folosesc acest cuvint
pentru a descrie un tip de
spectacol construit, nu pot
sa nu fiu, totusi, de acord...
As sugera un termen nou:
entuziast — este fara indo-
iala imperfect, insa si ana-
cronic, minunat, ambiguu.
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Teaching The Teachers (TTT)

A Moment of self-criticism

Valentina DE PIANTE NICULAE

his meetings took place in
TBucharest at the National Center of
Dance between the 8™ and the 14%
of October, organized by ArtLink as part
of the project Jardin d’Europe and led by
the dramaturg Bojana Cvejic, the visual
artist Jan Kopp, the choreographer Jen-
nifer Lacey and the director-dramaturg
Jan Ritsema. The common denominator
of all the encounters was an eloquent
“Time to Think...”, various methods of
education and methods of creation, rela-
tions between choreography and drama-
turgy.
I was there too, because I am a teacher
at the University of Performing Arts “I.L.
Caragiale”, choreography section, and I felt
the need to debate many questions: meth-
ods of teaching, topics, purposes, strate-
gies, goals, and nevertheless the way of
communication with the students.

I am following a personal search focus-
ing the body-mind connection, integrating
Body-Mind Centering, Feldenkrais and
Ideokinesis. My starting-point is “the mind”
of the body, of the different tissues, the
place of sensation, imagination, intuition
and emotion. I have started working on our
structure in order to discover our different
ways of functioning through visualizing,
listening and moving.

Teaching The Teachers (TTT)

Valentina DE PIANTE NICULAE

Valentina DE PIANTE NICULAE,
nascuta in 1972 (Udine, Italia), este de
nationalitate italiana, dar si romana.
Locuieste in Bucuresti, unde ocupa un
post de asistent la UNATC ,I.L. Cara-
giale" — Catedra de Coregrafie. Este co-
regrafa si dansatoare profesionista, a
absolvit sectia de Coregrafie a UNATC
si a urmat Universitatea de Arte ale
Spectacolului D.A.M.S. Bologna.

Sustine conferinte despre Body-
Mind Centering si metoda Feldenkrais,
pentru dansatorii profesionisti, in Bu-
curesti.

ceste intilniri au avut loc la Bu-
A curesti, la Centrul National al Dan-

sului, intre 8 si 14 octombirie, fiind
organizate de ArtLink, drept parte a proiec-
tului Jardin d’Europe. Printre coordonatori
s-au numarat Bojana Cvejic (dramaturg),
Jan Kopp (artist vizual), Jennifer Lacey
(coregrafa) si Jan Ritsema (regizor si dra-
maturg). Punctul comun al intilnirilor a
fost elocventul motto , Time to Think" (a ve-
nit timpul sa gindim...), accentul fiind pus
pe diverse metode de educatie si creatie
sau pe relatiile intre coregrafie si drama-
turgie.

In calitate de asistenta la U.N.A.T.C.
.L.L. Caragiale®, sectia de Coregrafie, m-am
aflat si eu acolo, sim{ind nevoia de a dez-
bate nu putine probleme: metode de pre-
dare, subiecte, scopuri, strategii, finalitati,
si, nu in ultimul rind, metode de comuni-
care cu studentii.

Urmez o cale proprie de studiu, o cau-
tare centrata pe legitura corp-minte, inte-
grind metode ca Body-Mind Centering,

How to start? We found this general
question: “What do you do while you
teach?".

So we interviewed each other about our
personal teaching-experience.

But a research in Bucharest without
context seemed sterile; by consequence
they open the encounter to everybody inte-
rested. Cooperativa Performativa came in,
with Ion Dumitrescu, Madalina Dan, Car-
men Cotfofand, Mihaela Dancs, Paul Dunca,
Catalina Gubandru, Florin Fieroiu, Andreea
Novac.

We had a brainstorming, testing where
we are and what we think about the per-
forming process, defining differences
between education and creation.

We analyzed videos of contemporary
performances: Eszter Salamon with NVSBL,
Boris Charmatz with Heatre-Elevision,
Madalina Dan with Dedublarea, Antonia
Baehr with Laugh, or we just talk and
describe others: Ion Dumitrescu with Ceea
ce am convenit noi a fi hazard and On holi-
day - Self Performance with latency, Xavier
Le Roy, Jerome Bell, Eleanor Bauer, Walk
And Talk performance, each of them propos-
ing very different aesthetics and ideologies.

Hard: after watching NVSBL, we tried
to do what we think we perceived, as a
method of creation.

Un prilej de autocritica

Feldenkrais si Ideokinesis. Pornesc de la
~mintea” corpului, a diferitelor tesuturi, de
la locusul senzatiilor, al imaginatiei, in-
tuitiei sau emotiei. Am inceput sa ma pre-
ocup de alcatuirea noastra, pentru a des-
coperi cum anume functionam, prin vizu-
alizare, ascultare si miscare.

De unde sa pornim? intrebarea gene-
rala la care am ajuns suna astfel: ,Ce fa-
cem atunci cind predam?*.

Asa ca ne-am intervievat unii pe
altii in legatura cu propriile experiente
didactice.

Parea, insd, ca o intilnire bucu-
resteana lipsita de context ar fi ste-
rila — am deschis, deci, portile tutu-
ror celor interesati.

Ni s-au alaturat Cooperativa
Performativa, cu Ion Dumitrescu, Madalina
Dan, Carmen Cotofand, Mihaela Dancs,
Paul Dunca, Catdlina Gubandru, Florin
Fieroiu, Andreea Novac.

Am avut o sedinta de brainstorming, de
explorare a ,locului* unde ne aflam si a
gindurilor noastre despre procesul artistic,
incercind sa definim diferentele dintre edu-
catie si creatie.

Am analizat impreuna filmari ale unor
spectacole contemporane: Eszter Salamon
cu NVSBL, Boris Charmatz cu Heatre-Ele-
vision, Madalina Dan cu Dedublarea, Anto-
nia Baehr cu Laugh, sau am vorbit pur si
simplu despre spectacole ca: Ion Dumitres-
cu cu Ceea ce am convenit noi a fi hazard
si On holiday - Self Performance with laten-
cy, Xavier Le Roy, Jéréme Bell, Eleanor
Bauer, spectacolul Walk And Talk, fiecare
dintre acestea propunind estetici si ide-
ologii foarte diferite.

Nu a fost deloc usor: dupa ce ne-am
uitat la NVSBL, am incercat sa punem in

We meandered from social choreogra-
phy to the anarchical experiments of the
Collectives, from aesthetics to the philo-
sophy of perception, from Deleuze, Berg-
son, Pasolini to cinema, visual art, per-
formance.

We reflected upon different school sys-
tems:

B the P.A.R.T.S. University, where pro-
grams have changed in time in order to
achieve better results;

B the 6 MONTH 1 LOCATION project,
with the movie and the book documenting
the research that took place at the Centre
Choreographique National de Montpellier
between 17 artists;

B the “nomad” University of Choreogra-
phy in Stockholm, always changing the
place and the teachers;

B the PAF ( Performing Art Forum), a
model of self-education directed by Jan Rit-
sema from 2005, where different artists
and theoreticians go to work on their own
projects.

I felt excited and depressed at the
same time, old-fashioned, very little in
touch with contemporary art and with the
process behind. I took a moment of self-
criticism... Discussing the way I was
thinking that a dance education
must be for a student that

practica ceea ce ni se
parea ca percepu-
seram ca metoda
de creatie.

Am navigat, in dialogurile noastre, de
la coregrafie sociala la experimentele anar-
histe ale Colectivelor, de la estetica la filo-
zofia perceptiei, de la Deleuze, Bergson,
Pasolini, la cinematografie, arte vizuale si
performance.

Am meditat la diverse sisteme de edu-

catie:

B Universitatea P.A.R.T.S., unde pro-
gramele s-au schimbat cu timpul pentru a
se obtine rezultate mai bune;

B Proiectul 6 MONTHS 1 LOCATION,
cu filmul si cartea care au documentat
studiul de la Centre Choréographique
National de Montpellier, implicind 17
artisti;

B Universitatea ,Nomad" de Coregrafie
din Stockholm, care-si schimba in perma-
nenta spatiile si profesorii;

B PAF (Performing Arts Forum), un
model de autoeducare condus de Jan Rit-
sema din 2005, unde diferiti artisti si teo-
reticieni lucreaza la propriile proiecte.

Valentina DE PIANTE NICULAE,
born 1972 (Udine, Italy), Italian and
Romanian nationality. She lives in
Bucharest, where she’s assistent at the
UNA.T.C “IL. Caragiale” - Choreo-
graphy Department. She is a freelance
choreographer and dancer, graduated
the Department of Choreography
Bucharest and attended the University
of Performing Arts D.A.M.S. Bologna.

She’s leading lectures Body-Mind
Centering and Feldenkrais methods,
for professional dancers, in Bucharest.

wants to became a choreographer of our
times.

I don’t want to be pathetic but the
words of Jan Ritsema, Boiana, Jan Kopp
and Jennifer are still in my mind...learn
to think, learn to make through the
process of doing, exhaust what you want
to do, look for different layers of a per-
formance, don’t worry if you get contra-
dictory information, get in touch with the
contemporary arts and artist, allow con-
tamination, teachers must be makers,
know about the social-economical-politi-
cal context, inquire into nowadays soci-
ety, create a flexible situation in which
every student must be responsible for

himself.
|

M-am simtit incintata si deprimata in
acelasi timp, prea de moda veche, prea pu-
tin la curent cu arta contemporana si cu
procesele din spatele ei. Mi-am ingdduit un
moment de autocritica, discutind propria
mea conceptie despre educatia studentu-
lui care doreste sa devind un coregraf sin-
cronizat cu prezentul.

Curiscul de a suna dramatic, marturi-
sesc ca sint inca bintuita de cuvintele lui
Jan Ritsema, Bojana, Jan Kopp si Jen-
nifer... Invata si gindesti, invata s creezi
prin ceea ce faci, realizeaza exhaustiv ceea
ce ai in minte, descopera diferitele nivele ale
unui spectacol, nu-ti face griji daca primesti
informatii contradictorii, ramii in contact
cu artistii contemporani si arta lor, accepta
contaminarea, profesorii trebuie sa fie crea-
tori, cunoaste contextul socio-economic-po-
litic, cerceteaza societatea actuala, creeaza
o situatie flexibila, in care fiecare student
este responsabil de propria persoana.

VIII C OBSERVATOR
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