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R: So, the first question
asks…should we start with this
one?
J: Why not!
R: Ok. The question is: the
Velcro is very loud for you as
performers, but do you feel the
desire to create or avoid sound
while in the contraption?
S: Can you say that again?
R: Do you feel the desire to
create or avoid sound? …Or,
what is the experience sonically
for you in the contraption?
S: I think there is a huge
difference between the sound
from the Velcro in the face and
the Velcro in the body. In the
face, it’s just unbearable. So, me
personally I’m just trying to
avoid this loud, difficult voice.
But when it is the Velcro in the
body, I’m playing with the
sound. In the face, it’s like it’s in
you. It’s so loud.

J: [Yeah. It’s like a drill in your
head.]
E: It’s like a dentist.
[Group laughs]
R: And what about you, Elena?
E: I was just thinking about the
quality of the silence because of
the loudness of the Velcro.
When you have a section of
sound, the silence in between is a
different silence than just having
silence. It’s like a recovery or
reconciliation, or a time out.
S: Or time to resonate.
E: Yeah. A lot about the echo. I
think the playfulness to have this
“on/off”, this is something
that resonates in the body
because it’s the whole body
involved. It’s not something we
manipulate with the hands or the
face. You have the whole-body
surface to create or stop the
sound. So, it’s affecting the
whole architecture of the body
and of the other person and of
the room.
S: But also, the physical
situation is so intense that I am
not all the time considering the
sound.

The musical body in pain is at once a
paradoxical and perfectly logical
phenomenon. Musical torture could take
a diverse and sometimes confounding
variety of forms.

Like many medieval visual images,
which ‘act on the viewer, inviting visual
participation and devotional imitation’,
so the textualization of musicality
induces an empathetic and extralinguistic
participation from readers, a participation
that often involves intensive reflection
upon the violence entailed in certain
forms of musical experience.

R: Right. It reminds me of that
question, “what does it mean to
be alive?” And that if you are not
testing your own limits then you
are not actually experiencing the
present. I mean that is the adage!
Without that present awareness
and being conscientious of how
you are feeling, you are not
really experiencing life. And
when you learn or inherit trauma
from family, it can mess with
your reality. So, thinking about
what does it mean to be alive …
if you are not able to permit
yourself to feel, then you are just
moving through motions and
missing a massive swath of
experience.
E: Yeah.
J: This has been great. Thanks
for taking the time.
R: Yeah. Thank you both.

Marginalia text by George Bataille,
Bruce Holsinger, Reza Negarestani &
Lisa Silverman.

Eroticism opens the way to death. Death
opens the way to the denial of our
individual lives. Without doing violence
to our inner selves, are we able to bear a
negation that carries us to the farthest
bounds of possibility?

the maximum pain we have felt
can be 100 times more. I find it
interesting to play with this
limitation.

J: So, you don’t make a decision
about how you move based on
the sounds?
S: No. It is more from the
physical experience.

E: Yeah. How far you go.
R: Right. And then you take into
account all of the other social
factors that influence pain and
perception of pain …
E: Yeah. Because it relates to an
emotional pain. I remember
having a period when I went
through a challenging time. But I
also kind of enjoyed the pain,
because it made me feel
alive. It made me be a human
being to be able to cry and to
feel it. Because I had a time
before where I became almost
numb. I was so focused on
functioning, and something
cracked open but it was also like
… I felt it was part of being
human to feel this kind of
emotional pain. In that way, it
was also kind of enjoyable. I
mean it sounds stupid!

If we had infinite moral resources we
should like to live like this ourselves.

E: I do but not only. Yesterday
when we tried it I took this also
as an input on whether to move
or not … or how to move
whether that be fast or slow or
sliding or the different ways you
can handle surface.
R: I almost wonder if there is a
moment when you can consider
anything else while in the
pieces? If your mind gets to
wander or not, or if you are
always in the parameter that the
contraptions suggest about how
you have to move?
S: I wonder a lot what Elena is
doing. Trying to guess or feel, or
sense. Where is she? What is she
doing and what are we creating
together?

J: It doesn’t!

J: Would you say you are trying
to imagine yourself from the
outside?

E: But, it was a new way to
accept it and to process pain so
that it wouldn’t go somewhere
else … It was necessary pain.

S: Yeah … in order to structure
it.

E: I also think when you cut one
of the senses that the other
senses are stronger. There is this
half blindness and you cannot
hear very well. So, you start to
be more connected in another
way. You are more aware.
E: The fact that you cannot use
100% of your sensorial abilities
makes you kind of focus. But it
is also closing my awareness, in
the moment, and my ability to
care about what people are
watching on the sides. It creates
a bubble and a feeling that this is
just happening.
S: There is also a feeling of
disorientation for me. Do you
feel this also?
E: Yeah. Sometimes I can only
look down to understand our
constellation, but I kind of enjoy
not knowing where we are in
relation.
J: You don’t feel scared?
E: No.
S: I feel like because we are
experienced with our bodies, we
feel secure in not knowing.

But I think a lot of dancers have
this. Because you go through
pain, but there is also a good
pain. And I think already you
build a different relationship to
pain than someone who is not so
much body related in their daily
work. And I think also pain is
very individual. I always find it
hard when you have health
issues and the doctor asks if it is
painful.
J: Yeah. And they ask for a 1-10
scale of how much pain you are
in!
E: Yeah. It is very hard! I
remember once being at a dentist
… and I didn’t want to have an
anesthetic, and I tried it without
it. At some point, they said,
“isn’t it painful?” And, yeah! I
was like “it is painful, but …”
S: [But you didn’t mind it. Yeah.
Exactly.]
E: But this relation … just
because something is painful do
I have to numb it? I was talking
about this with a close
friend who had a terrible
accident, and I think there is
really no limit to pain. I think

This truth is lodged in the matter of the
body: judges were required to draw it out
(tirer) or extract it (arracher) from the
body, just as tears and teeth are drawn.

Without too much personal discomfort
we experience the feeling of losing or of
being in danger that somebody else’s
adventures supply.

else in the street that they
wouldn’t be thinking this way,
but that they’d just be thinking
about what they can’t do.
E: [Yeah. Freedom inside the
restriction.]
J: I think we all like this in some
way.
R: Is there anything that you like
the least, the thing that is not
enjoyable?
J: Ha! You’re neck!
S: Sometimes there is a position
where things must happen, and I
don’t have a choice. I’ll have to
move my head like this or that.
At these moments, I feel a bit
forced from the structure. But
it’s an interesting task to put
yourself in this position where
you go, “Ok. I have to do this to
unfold myself from this
position.” This must is
sometimes difficult for me.
E: I can relate to this idea of
pleasure in pain, because I like to
go there. I like to not stop or say,
“Ok. It is too much!” I have a
pleasure in stretching this limit.
So, I think when something is
like pulling or pushing or
scratching, I want to see how far
I can handle it.

E: Before I thought I would like
to unlearn being so stable, not
having good balance in order to
be closer to the loss of control,
which I have been working on
all these years because it is what
you need.
R: Interesting.
E: There is also this thing, for
example, about walking and
running on stage for dancers,
because it is so basic and you
always try to do something extra.
And dancers running is just
horrible because they are always
trying to add something extra.
Dancers running is just
horrible…it’s like “just run! Do
it very dry”.
[Group laughs.]
S: They are adding too much
motion.
E: It is also why it’s interesting
to work with people who do not
have a dance background
because they can be purer in
their movement, less artificial in
a way.
J: Less self-conscious.

The whole business of eroticism is to
destroy the self-contained character of
the participators as they are in their
normal lives.

E: Even though I am always
trying to not go too much into
form and letting the body speak.
But yeah, I would like to switch
this off sometimes in order to
have a wider range and be able
to lose the control faster.
R: What would you need to lose
that bodily knowledge? What
would be that constraint that
would force your body into a
different kind of knowledge or
awareness that, as you said,
would be its original form?
E: I think a lot would change if
the ground would change. I think
if you didn’t have the same sense
of gravity that would change it a
lot.
J: The next question was how do
the various constrictions, the
restriction of the head or loss of
sight, how does that affect your
relation to each other? Not just
in how you feel but how you
relate physically?
S: There is a lot of listening and
caring, but also negotiating. I
had a piece where we explored
BDSM principles.

And this is what you are doing
now, you know?
J: You like being immersed in it?
S: Yes. Exactly. Exactly.
E: I think I mentioned this
yesterday, but the costume is
giving a kind of resistance or
limitation. So, it helps to frame
or lead your movement because
all of the decisions you make are
practical. It is not decoration, but
practical. For example, if you
want to pull away or separate
from the other or you want to
make contact, it is very basic
tasks you give to yourself! And
this feels like a very protective
environment to move inside.
R: You are protected from what
exactly?
E: It’s like, you know, those
boxes for children. And they
have all the toys, and they don’t
need to worry if there is a car,
because they are just there. It is
set and they have the freedom
inside there to do whatever. This
idea maybe.
J: I suspect being a performer
really helps with enjoying that.
And I imagine if you put these
contraptions on someone

E: It’s something irrational that
happens in you because you
know that I am there. That it is
me inside. But at the same time,
it is spooky because my face is
covered. So, when you sit next
to me something changes if you
cannot see the face.
J: Do you feel more power then?
E: I think it happens suddenly, a
relationship of power … there
was a piece I was talking about
with the ancient rituals with the
masks, we talked a lot about this.
We figured out that the moment
where the person was wearing
the mask and not acting or
moving was building the most
tension. Because you don’t know
and cannot read anything about
them. You don’t know if this
person is watching you. If she is
watching behind you. If she is
going to attack! To play with this
is something I enjoy.

But the difference here is that
there is not someone who is
dominant and someone who is
submissive. We are both in this
submissive zone. So, we are both
responsible for each other and
our own body.
J: Yeah. It is tied into the other
question in which there are times
in which one person is dominant
and the other submissive, but it
is always changing. How do you
negotiate those power shifts and
dynamics?
S: I am also sometimes playing
with leading and being lead.
Because I do not want to initiate
all the time, but I also don’t want
to be lead all the time.
J: Do you feel you have to be
slower about those decisions
than you would if you didn’t
have these constrictions?
S: For sure.

S: For me it is nice that there are
clear tasks, you know? I am
dealing with this. And this is
really surrounding and really
total. It takes you and you are in
this experiment, in this zone.
You know what you are dealing
with and it is really intense.

E: Thinking about the
restrictions in the senses: there
was a moment yesterday when
you said we were moving too
fast in the head trap twisting, and
I felt so bad because I was not
aware.

Nupta Cadavera: a marriage with the
diseased or the dead; a forcible
conjugation with a corpse; and a
consummation of marriage with the dead
as a bride. This punishment … should be
inflicted, by coupling him to one of his
own corpses and parading him through
the streets until his carcass and its
companion were amalgamated by
putrefaction.
Only once the superficial difference
between the corpse and the living body
started to rot away through the agency of
worms, which bridged the two bodies,
establishing a differential continuity
between them, did the[y] stop feeding the
living. Once both the living and the dead
had turned black through putrefaction,
the[y] deemed it appropriate to unshackle
the bodies, by now combined together,
albeit on an infinitesimal, vermicular
level.

It was impossible for me to sense
that for you, Savyon, it was
limiting. I felt so bad not being
able to know that it was difficult
for you. I did not know as a
mover. There was extra
information I could not know.
J: So, you might go by other
senses? It’s a hard question to
answer.
R: Right. There is another way to
think about it. Because beyond
the senses I wonder if there is
some other relational element at
play that is influencing the ways
in which you are reading each
other without being able to
visually or acoustically perceive
it?
S: Today we added touching
while in the head trap. It became
one more option or layer to say,
“Ok. Ok. I am here. This is me. I
am here.”
E: I think also the interpretation
of the movement echoes because
you have this connection through
the object. If you don’t touch,
it’s the only or most obvious
connection you have. I think you
listen a lot through how and
when the movement starts and
stops.

I can have an image in my mind
even if I don’t know your
position. I can think, “Ok. Now
she is moving.” So, I can
visualize the picture and what is
happening, which is probably
close to reality even though I
cannot see. It is using this
information to move or not to
move and make decisions.
J: Do you feel like you are
thinking about the other person
more than yourself?
S: It is hard to say the
percentages! But yeah. A lot.
E: I would say a lot.
R: I think we have covered most
of what we wanted to discuss,
except for this more general
question: What do you enjoy the
most and what do you enjoy the
least about being in the
contraptions?
E: I know what I love, and it’s
also what I’ve done in past
pieces, which is to use
anonymity. This is something
that is kind of…. when I was
sitting next to you…
J: Yeah. And you stared at me.

Judges were, on the whole, remarkably
silent.

It was impossible for me to sense
that for you, Savyon, it was
limiting. I felt so bad not being
able to know that it was difficult
for you. I did not know as a
mover. There was extra
information I could not know.
J: So, you might go by other
senses? It’s a hard question to
answer.
R: Right. There is another way to
think about it. Because beyond
the senses I wonder if there is
some other relational element at
play that is influencing the ways
in which you are reading each
other without being able to
visually or acoustically perceive
it?
S: Today we added touching
while in the head trap. It became
one more option or layer to say,
“Ok. Ok. I am here. This is me. I
am here.”
E: I think also the interpretation
of the movement echoes because
you have this connection through
the object. If you don’t touch,
it’s the only or most obvious
connection you have. I think you
listen a lot through how and
when the movement starts and
stops.

I can have an image in my mind
even if I don’t know your
position. I can think, “Ok. Now
she is moving.” So, I can
visualize the picture and what is
happening, which is probably
close to reality even though I
cannot see. It is using this
information to move or not to
move and make decisions.
J: Do you feel like you are
thinking about the other person
more than yourself?
S: It is hard to say the
percentages! But yeah. A lot.
E: I would say a lot.
R: I think we have covered most
of what we wanted to discuss,
except for this more general
question: What do you enjoy the
most and what do you enjoy the
least about being in the
contraptions?
E: I know what I love, and it’s
also what I’ve done in past
pieces, which is to use
anonymity. This is something
that is kind of…. when I was
sitting next to you…
J: Yeah. And you stared at me.

Judges were, on the whole, remarkably
silent.

E: It’s something irrational that
happens in you because you
know that I am there. That it is
me inside. But at the same time,
it is spooky because my face is
covered. So, when you sit next
to me something changes if you
cannot see the face.
J: Do you feel more power then?
E: I think it happens suddenly, a
relationship of power … there
was a piece I was talking about
with the ancient rituals with the
masks, we talked a lot about this.
We figured out that the moment
where the person was wearing
the mask and not acting or
moving was building the most
tension. Because you don’t know
and cannot read anything about
them. You don’t know if this
person is watching you. If she is
watching behind you. If she is
going to attack! To play with this
is something I enjoy.

But the difference here is that
there is not someone who is
dominant and someone who is
submissive. We are both in this
submissive zone. So, we are both
responsible for each other and
our own body.
J: Yeah. It is tied into the other
question in which there are times
in which one person is dominant
and the other submissive, but it
is always changing. How do you
negotiate those power shifts and
dynamics?
S: I am also sometimes playing
with leading and being lead.
Because I do not want to initiate
all the time, but I also don’t want
to be lead all the time.
J: Do you feel you have to be
slower about those decisions
than you would if you didn’t
have these constrictions?
S: For sure.

S: For me it is nice that there are
clear tasks, you know? I am
dealing with this. And this is
really surrounding and really
total. It takes you and you are in
this experiment, in this zone.
You know what you are dealing
with and it is really intense.

E: Thinking about the
restrictions in the senses: there
was a moment yesterday when
you said we were moving too
fast in the head trap twisting, and
I felt so bad because I was not
aware.

Nupta Cadavera: a marriage with the
diseased or the dead; a forcible
conjugation with a corpse; and a
consummation of marriage with the dead
as a bride. This punishment … should be
inflicted, by coupling him to one of his
own corpses and parading him through
the streets until his carcass and its
companion were amalgamated by
putrefaction.
Only once the superficial difference
between the corpse and the living body
started to rot away through the agency of
worms, which bridged the two bodies,
establishing a differential continuity
between them, did the[y] stop feeding the
living. Once both the living and the dead
had turned black through putrefaction,
the[y] deemed it appropriate to unshackle
the bodies, by now combined together,
albeit on an infinitesimal, vermicular
level.

E: Even though I am always
trying to not go too much into
form and letting the body speak.
But yeah, I would like to switch
this off sometimes in order to
have a wider range and be able
to lose the control faster.
R: What would you need to lose
that bodily knowledge? What
would be that constraint that
would force your body into a
different kind of knowledge or
awareness that, as you said,
would be its original form?
E: I think a lot would change if
the ground would change. I think
if you didn’t have the same sense
of gravity that would change it a
lot.
J: The next question was how do
the various constrictions, the
restriction of the head or loss of
sight, how does that affect your
relation to each other? Not just
in how you feel but how you
relate physically?
S: There is a lot of listening and
caring, but also negotiating. I
had a piece where we explored
BDSM principles.

And this is what you are doing
now, you know?
J: You like being immersed in it?
S: Yes. Exactly. Exactly.
E: I think I mentioned this
yesterday, but the costume is
giving a kind of resistance or
limitation. So, it helps to frame
or lead your movement because
all of the decisions you make are
practical. It is not decoration, but
practical. For example, if you
want to pull away or separate
from the other or you want to
make contact, it is very basic
tasks you give to yourself! And
this feels like a very protective
environment to move inside.
R: You are protected from what
exactly?
E: It’s like, you know, those
boxes for children. And they
have all the toys, and they don’t
need to worry if there is a car,
because they are just there. It is
set and they have the freedom
inside there to do whatever. This
idea maybe.
J: I suspect being a performer
really helps with enjoying that.
And I imagine if you put these
contraptions on someone

else in the street that they
wouldn’t be thinking this way,
but that they’d just be thinking
about what they can’t do.
E: [Yeah. Freedom inside the
restriction.]
J: I think we all like this in some
way.
R: Is there anything that you like
the least, the thing that is not
enjoyable?
J: Ha! You’re neck!
S: Sometimes there is a position
where things must happen, and I
don’t have a choice. I’ll have to
move my head like this or that.
At these moments, I feel a bit
forced from the structure. But
it’s an interesting task to put
yourself in this position where
you go, “Ok. I have to do this to
unfold myself from this
position.” This must is
sometimes difficult for me.
E: I can relate to this idea of
pleasure in pain, because I like to
go there. I like to not stop or say,
“Ok. It is too much!” I have a
pleasure in stretching this limit.
So, I think when something is
like pulling or pushing or
scratching, I want to see how far
I can handle it.

E: Before I thought I would like
to unlearn being so stable, not
having good balance in order to
be closer to the loss of control,
which I have been working on
all these years because it is what
you need.
R: Interesting.
E: There is also this thing, for
example, about walking and
running on stage for dancers,
because it is so basic and you
always try to do something extra.
And dancers running is just
horrible because they are always
trying to add something extra.
Dancers running is just
horrible…it’s like “just run! Do
it very dry”.
[Group laughs.]
S: They are adding too much
motion.
E: It is also why it’s interesting
to work with people who do not
have a dance background
because they can be purer in
their movement, less artificial in
a way.
J: Less self-conscious.

The whole business of eroticism is to
destroy the self-contained character of
the participators as they are in their
normal lives.

E: I also think when you cut one
of the senses that the other
senses are stronger. There is this
half blindness and you cannot
hear very well. So, you start to
be more connected in another
way. You are more aware.
E: The fact that you cannot use
100% of your sensorial abilities
makes you kind of focus. But it
is also closing my awareness, in
the moment, and my ability to
care about what people are
watching on the sides. It creates
a bubble and a feeling that this is
just happening.
S: There is also a feeling of
disorientation for me. Do you
feel this also?
E: Yeah. Sometimes I can only
look down to understand our
constellation, but I kind of enjoy
not knowing where we are in
relation.
J: You don’t feel scared?
E: No.
S: I feel like because we are
experienced with our bodies, we
feel secure in not knowing.

But I think a lot of dancers have
this. Because you go through
pain, but there is also a good
pain. And I think already you
build a different relationship to
pain than someone who is not so
much body related in their daily
work. And I think also pain is
very individual. I always find it
hard when you have health
issues and the doctor asks if it is
painful.
J: Yeah. And they ask for a 1-10
scale of how much pain you are
in!
E: Yeah. It is very hard! I
remember once being at a dentist
… and I didn’t want to have an
anesthetic, and I tried it without
it. At some point, they said,
“isn’t it painful?” And, yeah! I
was like “it is painful, but …”
S: [But you didn’t mind it. Yeah.
Exactly.]
E: But this relation … just
because something is painful do
I have to numb it? I was talking
about this with a close
friend who had a terrible
accident, and I think there is
really no limit to pain. I think

This truth is lodged in the matter of the
body: judges were required to draw it out
(tirer) or extract it (arracher) from the
body, just as tears and teeth are drawn.

Without too much personal discomfort
we experience the feeling of losing or of
being in danger that somebody else’s
adventures supply.

the maximum pain we have felt
can be 100 times more. I find it
interesting to play with this
limitation.

J: So, you don’t make a decision
about how you move based on
the sounds?
S: No. It is more from the
physical experience.

E: Yeah. How far you go.
R: Right. And then you take into
account all of the other social
factors that influence pain and
perception of pain …
E: Yeah. Because it relates to an
emotional pain. I remember
having a period when I went
through a challenging time. But I
also kind of enjoyed the pain,
because it made me feel
alive. It made me be a human
being to be able to cry and to
feel it. Because I had a time
before where I became almost
numb. I was so focused on
functioning, and something
cracked open but it was also like
… I felt it was part of being
human to feel this kind of
emotional pain. In that way, it
was also kind of enjoyable. I
mean it sounds stupid!

If we had infinite moral resources we
should like to live like this ourselves.

E: I do but not only. Yesterday
when we tried it I took this also
as an input on whether to move
or not … or how to move
whether that be fast or slow or
sliding or the different ways you
can handle surface.
R: I almost wonder if there is a
moment when you can consider
anything else while in the
pieces? If your mind gets to
wander or not, or if you are
always in the parameter that the
contraptions suggest about how
you have to move?
S: I wonder a lot what Elena is
doing. Trying to guess or feel, or
sense. Where is she? What is she
doing and what are we creating
together?

J: It doesn’t!

J: Would you say you are trying
to imagine yourself from the
outside?

E: But, it was a new way to
accept it and to process pain so
that it wouldn’t go somewhere
else … It was necessary pain.

S: Yeah … in order to structure
it.

J: [Yeah. It’s like a drill in your
head.]
E: It’s like a dentist.
[Group laughs]
R: And what about you, Elena?
E: I was just thinking about the
quality of the silence because of
the loudness of the Velcro.
When you have a section of
sound, the silence in between is a
different silence than just having
silence. It’s like a recovery or
reconciliation, or a time out.
S: Or time to resonate.
E: Yeah. A lot about the echo. I
think the playfulness to have this
“on/off”, this is something
that resonates in the body
because it’s the whole body
involved. It’s not something we
manipulate with the hands or the
face. You have the whole-body
surface to create or stop the
sound. So, it’s affecting the
whole architecture of the body
and of the other person and of
the room.
S: But also, the physical
situation is so intense that I am
not all the time considering the
sound.

The musical body in pain is at once a
paradoxical and perfectly logical
phenomenon. Musical torture could take
a diverse and sometimes confounding
variety of forms.

Like many medieval visual images,
which ‘act on the viewer, inviting visual
participation and devotional imitation’,
so the textualization of musicality
induces an empathetic and extralinguistic
participation from readers, a participation
that often involves intensive reflection
upon the violence entailed in certain
forms of musical experience.

R: Right. It reminds me of that
question, “what does it mean to
be alive?” And that if you are not
testing your own limits then you
are not actually experiencing the
present. I mean that is the adage!
Without that present awareness
and being conscientious of how
you are feeling, you are not
really experiencing life. And
when you learn or inherit trauma
from family, it can mess with
your reality. So, thinking about
what does it mean to be alive …
if you are not able to permit
yourself to feel, then you are just
moving through motions and
missing a massive swath of
experience.
E: Yeah.
J: This has been great. Thanks
for taking the time.
R: Yeah. Thank you both.

Marginalia text by George Bataille,
Bruce Holsinger, Reza Negarestani &
Lisa Silverman.

Eroticism opens the way to death. Death
opens the way to the denial of our
individual lives. Without doing violence
to our inner selves, are we able to bear a
negation that carries us to the farthest
bounds of possibility?

