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EPIGRAPH 
 
 
 
 
 

There is no vacuum.                                               
I'm here. My volume moves in thick air. 

Achievement of a rooting site 
The air is sifted 

My shape conforms to the shape of the air. 
 

I become porous to this transparency. 
A cool breeze surrounds me. 
I lighten up and I dissolve. 

I feel tenderness for this meat that burns me. 
My body has the fragility of water. 

 
                                -Sonia Sanoja 
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ABSTRACT OF THE THESIS 

 
 
 

   “Like in a Dance, We are Dispersing Together”: 
Between the Joy of Autonomy and the Manifestation of Resistance 

 
 

by 
 
 

Verónica Santiago 
 

Master of Fine Arts in Theatre and Dance (Dance Theatre) 
 

University of California San Diego, 2019 
 

Professor Liam Clancy, Chair 
 
 
  
 

      Throughout this document I will articulate the way in which it was possible to conceive “Before 

the horses Crash into the ground and then the ground” I will open a window that will take me to expose some 

reflections that have been occurring during this process of creation. From the manifestation of the dance-and in 

particular from the improvisation, and the pre-establishment of scores as places that I inhabit. Associating 

concepts like ‘resistance’ and ‘autonomy,’ and the inclusion of notions such as ‘presence’ and ‘landscape’ all of 

them informed and inspired by the language of dreams and poetry. This paper serves me as an excuse to 

exercise how to narrate: telling stories to exchange the experience of how little by little I have immersed 

myself in this activity of weaving and re-imagining situations in order to displace concerns, doubts and desires. 

From the inner space of the body towards the outside, referencing to those landscapes that are indivisible and 

hidden, using them as a path to reenact movement, acknowledging the ephemeral as a possibility that can make 

us stay in constant change. Like in a dance. Before the horses crash into the ground and them the ground... is a 
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piece that reflects on the concept of territory —the description of a space— by using complementary bodily 

approaches: chants, music, percussion, dance. The piece introduces these notions to the audience through the 

construction of a plural zone, a scenography conceived as an archipelago where every performer has its own 

autonomy.
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Proposition 

Before the horses crash into the ground and them the ground... is a piece that reflects on the concept of 

territory —the description of a space— by using complementary bodily approaches: chants, music, percussion, 

dance. The piece introduces these notions to the audience through the construction of a plural zone, a 

scenography conceived as an archipelago where every performer has its own autonomy while keeping a shared 

sense of kinship. This enclave has also its own extension; a skin that covers and sustains, embracing the scenic 

space as a responsive texture where every performer dwells. 

Before the horses... is a space in suspension, the interim between leaping and plunging, from free fall 

toward its crystallization into a fleshy state. But the void is not a funny affair though;  in the interim, bodies are 

deprived of agency. Due to that, there’s nothing we can do but to try (again and again) to build actual relations 

within the void.  As a result, we are less interested  In depicting apocalyptic landscapes that acknowledging the 

tectonic texture of a silent earth. The trope of a stumbling horse will be told as an image of the majestic in its 

encounter with  failure, with realness, with dirt. As an interstice between given narratives that understood the 

figure of the horse as either a donor of life and the harbinger of death. 

This suspended space allows us to share the unknown, the intimacy of our personal paths; turning the 

private into a collective realization of the act of sharing. In this regard, what is visible in the piece mirrors the 

way in which the creative process has been developed; a generous and vulnerable panorama. 

Before the horses... is the third instantiation of a trilogy of dance pieces focused on three main 

concepts: birth, being, and territory. This piece has been co-created with Orlando Rodriguez, and its research 

began in Vilnius (Lithuania) at the Arts Printing House, during the summer of 2017 and continued theretofore 

at UCSD’s Dance & Theater. In collaboration with John Burnett (Sound/Projections Designer), Barbara Byers 

(Vocals/Performer/Costume Designer), Ben Rempel (Percussionist/Performer), Samantha Rojales (scenic 

Designer), Javier Fresneda (Creative Consultancy) Kasson Marroquin (Production Stage Manager), and Joel 

Britt (Lighting Designer.) 
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Before the... 

 

 

Where we are?                                                     What is the language we speak? 

 

 

 

 

                                                        

Where am I? 

 

 

 

 

 

 

 

What is that smell? 
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Where am I? 

 

Experiencing all what my senses combine and my body contains by paying attention to what  turns 

around, comes around, hangs around, walks around, messes around me, around we, around you. 
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I get up and I feel how my fluids make my bones remain elastic. At the same time, I have this  feeling 

that my eyes filter the light in such a way that makes me believe that I am falling. Sometimes I do not see the 

ground and sometimes I see it moving, in a way that I experience the depth of a place without feeling the 

solidity of the ground. 

Maybe I'm going through the void. The emptiness that returns to my weightless body. 

 

 I'm standing, I wonder, so why do I see myself falling? 

 This sensation of imagining the fall makes me believe that it is not possible to go back 

 anywhere. 
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Notions within the process of creation "Before the horses crash into the ground and then the ground". 

 Free Fall: was the core from which I was visualizing and tracing the structure of the work with 

silence. 

 A scene finally summarized on a smaller scale; the different stages of our research process in  some 

European residencies1 alongside with Orlando Rodriguez.2 This scene gave me clues  and helped me to 

delineate and concretize the structure of the work in San Diego "Before the  horses crash into the ground and 

then the ground" 

 This scene, Free Fall, came after rediscovering the bone structure of Orlando's body by means of 

touch. An "anatomical journey" situation that little by little became an unfinished transition in a short time 

span. 

 Free Fall was the only scene in which we danced covering the entire space. 

 A starting point to start falling freely. 

 Where? 

Freely where? 

From the agreements: previously Orlando and I had planned the score that would allow us to find ourselves 

somewhere within the improvisation during the Free Fall scene. We began to distinguish the nature of the 

language that appeared when we danced together. Now, we seek to establish parameters in order to create 

																																																								
1 Arts Printing House: The Arts Printing House is a unique creative phenomenon in Lithuania, a vibrant 

performing arts venue and a meeting place for artistic souls. Established in a former printing house dating back to 
1585, nowadays it deals with performing arts layouts and linotypes- those that help develop a new understanding of 
creativity within modern society.” 

RADIALSYSTEM: Is a cultural center in Berlin where new ideas 'radiate' out in all directions. 
2 Orlando Rodriguez, (Mover) was born in Caracas, Venezuela is a body worker in the performative sense of 

body work. He made his first steps both in theatre and dance. Graduated at University of the Arts in Caracas, he 
completed a Master at Folkwang Universität der Künste in Essen, Germany. He is now a freelance performer based in 
Berlin and has been collaborating a.o. with Stephanie Thiersch, Vincent Bozek, Sergiu Matis, Juan Kruz Díaz de 
Garaio Esnaola and Sasha Waltz. He likes to challenge his collaborators in finding specifics ways of addressing 
emotions, body language and contact with the audience, in regard to the pulse of the time. 
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conditions in which we could decide free improvisation guidelines, and, at the same time, to nurture our 

relationship during the creative period. Reinterpreting and discussing about dance together, we considered the 

possibility of naming something we were doing and turning it into a score. 

 From my notebook 3 

 Crystallization of the moment. 

 Intimacy, that third person who appears to unite us (identity, oneness?). 

How do we get there? From the perception of electricity = magnetism through the body in relation to 

the other and the space. 

 "From the distance" 

 The objectification of the body. 

Openness to the architecture, generating dynamics from the movement that highlight the surface; the 

space appreciated from the ear, the listening and the gaze. 

 Free Fall: do the things that are named or remembered form the score? 

 - Articulated gestures. 

 - To recycle energy. 

 - To stay Autonomous 

 - To re-signify the notion of Autonomy / practicing / to be it. 

 - Space for expression. 

 - Gender? 

 - Social conventions. 

 - Characters, characterization. 

																																																								
3 Notebook: loose ideas, words to remember the specific practice of rehearsing we had between Vilnius, 

Berlin and San Diego. 
Notes are intersections where I not defining a linear narrative. Everything flows around with uncertainty. 
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 - Contact, to move in-between. 

 - Electricity / Magnetism. 

 - To follow the other’s momentum. 

- To end together. What is the score? 

Do I want to come back to my sense of solitude? 
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A secret score 

 I run, I run, I open my toes, and I feel like my knees want to be carried away by gravity, I take my 

weight to one side, while something makes me return to the center, it is a drop of sweat that runs through my 

chest, and it makes my skin itch, I'm not going to scratch, I'm going to make that drop move me, even though I 

feel unstable, I begin to tremble, it is that sensation in the front part of my torso, I turn around, I do not want to 

be frontal, I indirectly direct my shoulders backwards, I raise it to someone who is sitting watching me, but I 

do not see it. The drop has slipped through my navel, before reaching my sex completely disappears it, runs 

between the clothes, leaving me wanting to feel wet and at the same time makes me forget everything. What 

comes next? What comes after the absence of desire? 

 I drop my head, I align it with my pubic bone, I raise my elbows up, and from my fingertips I  open 

my arms, I think I'm going to hug you, but you pass by so fast that I just smell the sweat of your body and the 

earth that covers you. 

 I feel you even though you're on the other side, I crouch under your legs from where I'm and  I feel I 

know you from my seat bones, I feel like they are going to you, my coccyx is going towards you, my animal?  

vivid stillness ... 

 I seeks you while my head is in opposition to yours, there is not fear I will continue with or without 

you, but every part of my flesh will know you now.   

 Your movement sequentially follows my movement, but we are dispersing together like in a the 

 south... 
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The score versus the practice of autonomy. 

Everything we had defined have collided, been diluted and transformed organically. Our cells 

managed to function beyond the score, and they made us to see if it was enough to remain aware of our 

presence. 

 From the beginning we felt confident, which is a very valuable place from where the body can 

incarnate what it has to offer every day. 

  In this scene, the score evolved from being a structure, a choreography, a cartography, a geography or 

a definitive landscape to follow into a presence that sometimes have enhanced more speculatively what could 

happen but did not. Sometimes, the score served metaphorically as a column, as a mirage; like someone who 

walks through the desert hallucinates an oasis before the dunes. 

 However, the score weakened more and more. We witnessed a failed score, the factuality of practice 

as a source of information rather than planning, was something we had to assimilate. One of the things that 

caught my attention was the rediscovery of other impulses among us, that kind of magnetism4 that occurred 

																																																								
4 “Magnetism is a specific force different from gravity and electric force, the electric force and the magnetic 

force can be both attractive and the electric and magnetic forces are the same phenomenon seen from reference sys-
tems. Both depend on the electric charge and the electric charge exists when the charge is at resting, with respect to 
the observer and when it moves it becomes magnetism. Gravity depends on the amount of matter and is explained by 
the fact that matter deforms a thing called space-time that is the area where we live! 
The Movement is relative, it depends on the observer, what has cause is the acceleration 
The acceleration depends on the theory you use to study it: if you rely on Newton (very small speeds compared to 
light) the cause is the force produced by the interaction with another body, but if you rely on relativity depends on the 
deformation of space time is valid for any speed” 
 ose Alberto Torres: professor of physics at the University of Andes (ULA) in Merida-Venezuela. 
Magnetism 
The ancient Greeks, originally those near the city of Magnesia, and also the early Chinese knew about strange and 
rare stones (possibly chunks of iron ore struck by lightning) with the power to attract iron. A steel needle stroked with 
such a "lodestone" became "magnetic" [...]”  

 “The magnetic compass soon spreads to Europe. Columbus used it when he crossed the Atlantic Ocean, 
noting not only that the needle deviated slightly from exact north (as indicated by the stars) but also that the deviation 
changed during the voyage. Around 1600 William Gilbert, physician to Queen Elizabeth I of England, proposed an 
explanation: The Earth itself was a giant magnet, with its magnetic poles some distance away from its geographic ones 
(i.e. near the points defining the axis around which the Earth turns).” 
The Magnetosphere. 

On Earth, one needs a sensitive needle to detect magnetic forces, and out in space they are usually much, 
much weaker. But beyond the dense atmosphere, such forces have a much bigger role, and a region exists around the 
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between our bodies, that feeling of wanting to instinctively trace the other; a mixture of changes in body 

temperature and instability between the accident and the surprise. 

 From this multiplicity of layers, what to grab? How to articulate everything at once? 

 

 Starting from the doubt and that need of identifying the order in which the composition or the 

choreography could appear in relation to magnetism, this latter understood as an impulse or a fact from which 

chaos can be traversed by means of improvisation, beyond the score. 

Is magnetism a force5 that makes us stay together and at the same time autonomous? 

																																																								
Earth where they dominate the environment, a region known as the Earth's magnetosphere. That region contains a mix 
of electrically charged particles, and electric and magnetic phenomena rather than gravity determine its structure. We 
call it the Earth's magnetosphere 

Only a few of the phenomena observed on the ground come from the magnetosphere: fluctuations of the 
magnetic field known as magnetic storms and sub storms, and the polar aurora or "northern lights," appearing in the 
night skies of places like Alaska and Norway. Satellites in space, however, sense much more: radiation belts, magnetic 
structures, fast streaming particles and processes which energize them[...]  

What is Magnetism? 
Until 1821, only one kind of magnetism was known, the one produced by iron magnets. Then a Danish scientist, Hans 
Christian Oersted, while demonstrating to friends the flow of an electric current in a wire, noticed that the current 
caused a nearby compass needle to move. The new phenomenon was studied in France by Andre-Marie Ampere, who 
concluded that the nature of magnetism was quite different from what everyone had believed. It was basically a force 
between electric currents: two parallel currents in the same direction attract, in opposite directions repel. Iron magnets 
are a very special case, which Ampere was also able to explain. In nature, magnetic fields are produced in the rarefied 
gas of space, in the glowing heat of sunspots and in the molten core of the Earth. Such magnetism must be produced 
by electric currents, but finding how those currents are produced remains a major challenge.” 
NASA 

5 “Gravity to Move” 
“In our bodies is a constant interplay between gravity and movement. When we move, the action happens through two 
physical alignments - one with gravity and one against [...]” 

“Gravity: Gravity is a natural force, a constant pull on all bodies towards the (earth’s) center” 
“Inertia: the reluctance of a massive object to change its motion. Inertia in inherent to mass, present even in 

the absence of gravity. We can sense inertia in dance, when we try to change direction. The previous direction still 
exerts a conservative force onto the new movement [...] 

“Momentum: defined as the product of mass and velocity [...]” 
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The autonomy of the body can be seen as expressed by the ability to exist within chaos. That  is why 

we cannot see the score as a formula to control the body’s expression, or for reading or reinterpreting space in 

full. There will be always a percentage impossible to identify or denominate. Is this autonomy? Something 

unspeakable, if we take into account that the path that activates or embodies a score is a living being. It is the 

nature of a body and its mysterious impermanent universe.  

 Sometimes the fact of integrating, recalling and recording through the muscles a score is not  the 

same as conceiving possible to avoid the disorder of certain notions, impossible to accommodate in a 

definition. Regarding time: the suspension of it, the impossibility that generates against repetition. 

The score’s influence upon a body is not determined by it. 

The score makes more sense for spectators or witnesses because it justifies structures and power 

dynamics to them. 

 To establish an order or avoid chaos: Who sees? How is your gaze? How do you absorb or document 

what you see? 

 

 Is dance attraction as a reaction against instinct? Or is it instinct a motif for dance? 
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The choreography has an order, an agenda in which planning and pre-determined movement structures 

are everything, also repetition results essential as much as daily routines: walking, washing your hands, 

drinking water, kissing, climbing the stairs, caressing the face, lying on the bed, hugging people, leaving home 

and return to it, sleeping, asking how everyone is, and so on. 

  

  And improvisation? 

  

That tension among body, instability, dance, accidents or unexpected situations since the alternation of 

decisions may affect the perception of time… So, the sensation of perceiving timeless may be also a 

provisional and improvisational zone? 

  

I like to compare improvisation with those moments directly related to precariousness, a word that is 

not fully related to scarcity or lack of something. In my case, I name it to indicate the absence of planning 

before an event. A zone or state of fluidity and fertility in any of its facets, in which sometimes you know what 

you have to offer, and depending on the moment you just let everything coming to you. It is an opportunity for 

a self-dissolving, melting into everything, an event in which situations alter the perception of time and space. 

  

  

 

 

 

As Pauline de Groot6 explains: 

																																																								
6 Pauline de Groot has been creating, performing and teaching her movement work in an international circuit 

around the world for almost four decades. Pauline has played a central role in creating a climate for New Dance in 
Europe. Her vision and her school in Amsterdam (’68) have formed the foundation for the Modern Dance Department 
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 [...] Improvisation: the challenge to make decisions in the nick of time, or to risk postponing 

decisions and spend time in an open moment, in undecided time, to walk the 

unclaimed/uncultivated terrain between activities, so that decision makes itself, is not 

wrought up but is guided by an alertness to the forces and emotions at play at the moment - 

the intensity of light, sound and movement, and their placement and displacement in space. In 

this play of forces, a state of mind, an atmosphere and temperature is generated between 

performer and watcher. This can never be reclaimed - in any case, not with the Impact and 

sharpness of the moment. The challenge is in generating this fullness, not in claiming its final 

form 

 

 Through my notebook: improvisation and everything that brings me closer to it. 

 Improvisation: sense of transformation. 

 Something shifting in my choice making, a multiple mode: elasticity, mutation. 

 Desire or impulse. What do I sense? 

 Desire or discipline? What? what what, is that? Why discipline? 

 Is discipline the score we are in? 

 

																																																								
of the Theater school (’76), presently the School for New Dance Development (SNDO) of the Amsterdam School of 
Higher Education AHK, where she has taught for over 20 years. 

Pauline’s early dance and performance experience in New York (’57-’64) has rooted her in the American 
avant-garde of the 60’s. From this fertile period stems her deep interest in the dimensions of energy in action and 
stillness, ‘chi’, which underpins her research to this day. Her present-day work and teaching is informed through a 
rich lineage of dance, body-work and mindful movement practices, the martial arts, tai chi, chi kung: standing dynam-
ics, and shamanic healing. Pauline has assisted generations of students to discover their own process. In her teaching, 
she generates an engagement with the senses – to a direct experience of the alignment in the natural forces (& breath-
ing), re-energizing our vitality. 
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The very fact of wanting to establish an order makes me wonder -and hesitate- between improvisation 

and composition in general, as they circulate around the body and its possibilities. 

The body as a resource and theme: its memory comes from its reality into its present. How it moves 

and reacts, what it attracts from within, from the environment and its converse. 

 Like in a dance, understanding chaos:  

[...] Are there laws of chaos? Is not chaos by definition unpredictable? We will see that this is 
not the case, but that the notion of chaos forces us to reconsider the notion of the laws of 
nature [...] the introduction of chaos forces us to generalize the notion of the law of nature and 
to introduce in it the concepts of probability and irreversibility. In a radical change, since 
from this perspective the chaos forces us to consider again our fundamental description of 
nature[...] whether it is the microscopic, macroscopic or cosmological level […] To recognize 
chaos is to accept being within it, it is very rare to be a witness or a spectator. Chaos is 
sensed, felt, experienced as feeling, and when that happens it is an alternative to manifest 
through movement the qualities of natural forces: wind, earth or the mixture of all at once. 
The water, what is ethereal, the drama, the dawn, the fire, and the fiction? Or the 
representation? Identify the animal, the beast and the sounds. The voice. And again feeling, 
being, weeping, laughing, hunger, sleep. But the connotation of chaos...can it be humanized? 
[...]Chaos tells us that it is not necessary to understand things exactly to know them[...] 
 

               Ilya Prigogine. 

 For me chaos is a combination of forces or situations that I cannot designate, and if I could it  would 

be a collective activity or a dance. Chaos is a reason to move with less effort, from the pleasure of constant and 

sequential movement. 

 The order of chaos: the wind moves the branch that makes the flower fall, which falls to the earth and 

once there it has multiple possibilities. (Is the example that my grandmother gave me one day when I asked her 

what was love) Is it chaos?  An organic organization of nature and its internal relations. A consequence of 

instabilities subject to the awareness of uncertainty and its irreversible aspect. 

Within chaos there is still an indefinite, unpredictable, unproductive and liberating organic movement. 

Can a chaotic situation be the reason for magnetism? That area between one's body and the other? And the 

interpretation of this area, can have its own language or style? 

The satisfaction of dancing with someone without going in unison, and knowing each other is perhaps 

in a way to avoid the biological interests of each body in nature. At the same time, it offers another way of 
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relating to the other in which the concept of synchronicity is no longer necessary to establish a connection. At 

least, neither in order to be in the same place or to go in the same direction.   

So how are we tuning in? 

This way of being connected from the autonomy reveals the care that naturally appears among 

ourselves, either at distance or from the vicinity. What else can be produced far beyond care? 

The opposite of what would be a partnership between animals, which is merely a relationship  with the 

objective of reproducing the species. 

The first thing that comes to my mind is the ‘trato rociador’, a fish living in the Amazon river  that 

needs to lay its eggs on the tree leaves surfacing above the water. The male jumps to find a safe place and 

make his bet. He wants leaves whose surface result easy to get adhered to. The jump requires starting from a 

certain position; the fish must line up to be able to stick to  the leaf. The male defends and takes care of the 

eggs until a female approach. He locates himself next the female and the two jump together in a synchronized 

way to the point that both can be perceived as one. 

As a warning, the female touches the male with her head, and with a quick movement of her t ails they 

propel themselves out of the water in unison. 

Once the work is done, the eggs stay on the leaf, and it is the male that must take care of them, 

moistening the leaves for two days until the eggs hatch. 

 

  What can be reproduced from an ephemeral dance or act? 

How to inhabit the choreography of the ephemeral? 
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Vulnerable, vulnerabilidad, vulnerable, vulnerable, vulnerable, vulnero, vulnerability  yyyyyyyyyy 

Vulnerable, vulnerabilidad, vulnerable, vulnerable, vulnerable, vulnero, vulnerability oooVulnerable, 

vulnerabilidad, vulnerable, vulnerable, vulnerable, vulnero,  aaaaaaaaaaaaaaavulnerabilityVulnerable, 

vulnerabilidad, vulnerable, vulnerable, vulnerable,  vulnero, vulnerada vulnerado oooooor 

vulnerable.Vulnerabilidad Vulnerability Vulnerabilidad Vulnerabilidad Vulnerabilidad Vulnerabilidad 

Vulnerable, vulnerabilidad, vulnerable, vulnerable, vulnerable,  tttttttttttvulnero, uuuuuuuuuuuuuuuuu 

 V Vulnerabilidad a Vulnerabilidad Vulnerabilidad Vulnerabilidad Vulnerabilidad vulnerabilidad iiiiiiiii 

Vulnerabilidad Vulnerabilidad Vulnerabilidad Vulnerabilidad o Vulnerabilidad Vulnerabilidad oooooo 

Vulnerabilidad oVulnerabilidad Vulnerabilidad vVulnerabilidad Vulnerabilidad Vulnerabilidad lllllllll 

Vrlnerabilidad m Vulnerabilidad Vulnerabilidad m Vulnerabilidad  mVulnerabilidad Vulnerlbilidad 

jVulnerable, vulnerabilidad, vulnerable, vulnerable, avulnerable, vulnero, vulnerada vulnelada vulnerada 

 .Vulnerabilidad Vulnerabilidad Vulnerabilidad Vulnerabilidad Vulnerabalidad Vulnerabilidad  v o 

Vulnerable, vulnerabilidad, vulterable, vulnerable, vulnerable, vulnero, vulnnrability  vulnerado Vulnerable, a 

vulnerabilidad, vuleerable, vulnerable, vulnerable, vulnero,  vulndrability Vulnerabilidad jVulnerabilidad 

aVulnerabiladad Vulnerabilidad Vul 

 Vulnerabilidad Vulnerabilidad Vulne aabilidad Vulnerabilidad Vulnterabilidad Vuln   vulnerada vulner 

Vulnerabilidad Vulnerabilidad mVulverabilidad Vulnerabilidad Vuleerabilidad vulva 

aaaaaaaarrrrrrrrrVulnerabilidad Vulnerabilidad Vulneribilidad Vulnerabilidad Vulnarabilidad vulva aaa vulne 

Vulnerabilidad Vulnerabilidad oVulnerabilidad Vulnerabilidad Vulm  vulnerada vulnera vul vu Vulnerabilidad 

Vulnerabilidad Vulnerabilidad rVulnerabilidad Vulnorabilidad  uuuv vulll 
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Between Orlando and I: in opposition to the previous example, the magnetism between us did not 

depend on our effort or our awareness. We consciously did not decide to follow any tradition, nor had an 

objective besides continuing to inhabit the space from the movement. We simply accept to create within 

academia, juggling consequences, nothing far from it? 

 We rarely categorized emotions between the two of us, but we moved around the landscape that 

autonomy provided. From that autonomy, we built the conditions of each moment. That showed us how to 

share our intimacy -which was manifested throughout the scene. In each room, during the work’s process of 

creation, with all the people who collaborated, we learned to do so. 

 Between Orlando and I, we could trace ourselves very specifically from the attraction that the  idea of 

autonomy and its practice gave us. 

 The truth is that autonomy shifted our attention focus towards the care for the other, something that 

became a language in itself and that still remains to be fully explored, along  the simultaneity between the 

visible and the hidden. 

 The care as that third presence? 

 Keeping in touch with the other beyond the vision, from the integration of the peripheries and 

 the senses, with the alternative of exposing that secret space that seeks to cross the limits of the skin, 

and in which there are many opportunities to conceive space, time and landscape as something new, different. 

 

 A landscape founded from autonomy? 

 In order to amplify the interior landscape independently, we share a common landscape. 

 The body is a personal and mysterious territory that can become dominant with its tendency to place 

the condition of vulnerability only on one side. 

 The constitution of the landscape in common arises from the interdependence of a less defined space, 

in which each one is creating its own connections beyond the exclusionary character of the dynamics of art. 
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From our own interest, an elastic layer is created that will allow us to listen to ourselves, to choose while doing 

(choice making) within the composition. 

 Notes from my notebook in relation to this scene (Free Fall): dissolve manipulation, submission, 

domination and desire to control in the encounter with the other. 

 Since our first improvisation in Lithuania, we have agreed to feel free in terms of our choices  (choice 

making). It emerged in an organic way and evolved in each one differently. In my case, autonomy allowed me 

to be everywhere at once. It allowed me to compose and weave all the work in its entirety. Sometimes during 

rehearsal, I could focus on imagining the lights, the sound, or where the video would go, the play. 

 It is an advantage to trust in the other, to be together in the distance or the opportunity to be able to 

dance with the other by adding details that go beyond the body; the atmosphere of the work in its entirety. 

 

  Reshaping the score in my notebook: is there an outside and an inside? 

 -Micro / macro. 

 -What happens when someone is outside? 

 -Find everything that blends us. 

 -Elasticity. 

 -Stillness. 

 -Elastic membranes. 

 -Membrane fertile space, feminine = smell of damp earth, mother, 

 - Like in Cavia7 

																																																								
7 Cavia is a video dance made in Merida-Venezuela in 2016 in collaboration with Manuela Planas, Gabriel 

la Cruz and Gerard Uzcátegui. It is a ritual that I offer to my grandmother, where I want to embody an animal that 
has no name yet. Is a journey where my body explore many possibilities of listening to the earth and, at the same 
time, a space where I do render the image of a membrane as a metaphor of remembering the mother. To name the 
feminine, fantasizing the membrane as a belly that still contains us. A reminder of the fabric of which we are made, 
the space from which we are able to communicate and coexist without even agreeing upon. A space where I point 
out the relationship with the earth where we are born, and the cosmic connection to the body we inhabit. 
 



	

	
	
19	

 -From the macro / space? 

 -The urgency for the other. 

 -Read, rearrange the vision, re-learn, play, but no juggle, with the definition of the other. 

 -Weariness to recognize how my body is choreographed, institutionalized. 

 - What am I not? / again, the urgency for the other. 

 - Underneath / how we included ourselves in the world… 

  -Timelessness. 

 Since Free Fall: The other needs to arise like a personification. We gave ourselves permission to 

communicate by using daily gestures and exaggerated gesticulations that integrate the expressions of the face. I 

often find myself laughing, or I caught myself looking at some spectator, noticing how the activation of facial 

expression through an eyes contact can be a source that could leave some room for the viewer to participate. 

When is it clear that the viewer unexpectedly participates in the score? 

 "When the score can disappear, its nature can be another score". 

 -Jennifer Monson 8workshop at Movement Research Melt.Summer 2017. 

 

 Free writing from my notebook: 

 Decisions that consider the viewer? 

 And are they related to amplifying space? ...How? 

 What are the means? 

 Through the reflection of light and shadow. 

																																																								
8Artistic director, choreographer and performer, iLAND:  jennifer Monson is a choreographer, performer, 

and teacher. Since 1983, she has explored strategies in choreography, improvisation, and collaboration in 
experimental dance. In 2000, her work took a new turn to investigate the relationship between movement and 
environment. This ongoing research has led her into inquiries of cultural and scientific understandings of large-scale 
phenomenon such as animal navigation and migration, geological formations such as aquifers, and re-functioned 
sites such as the abandoned Ridgewood Reservoir. 
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Sound as landscape, soundscape. 

Where do my movements come from? ...Something naive, domestic or previously identified for me? 

It will be such a moment when my body reveals my identity and the cultural sounds vibrate and at the 

same time disappears. I am the echo of drums. I hear them from here activate my hips. And then the echo. 

 I move along with the light, inside of it. I go back to no place. My bones and my muscles move 

together, and there is a sadness in the harmonic, in the coordination. I think that is what disturbs my dance at 

times. 

 Something hurts me of that echo, and the echo's identity. Something makes me feel with a broken 

heart, there is something dry in the sound of that echo... there is no Ithaca9 

 The reduction of that sound as a transition to what is coming, the clarity of a new score, keeping the 

score alive from something "exquisite / sacred" counting on precariousness in space. 

 What is not sacred? 

 What kind of movements do I decide? 

 I try to get my voice involved or just to turn it into a great gesture? 

 Can I know when I am being observed? 

 Moving from the carefulness, the autonomous, listening to the chaos showed me the hidden landscape 

between us. A landscape that we all share, from an intimacy in which we all were accomplices and sorcerers. 

Beyond the role that we were embodying in each moment. 

 

 

																																																								
9 Modern Ithaca is generally identified with Homer's Ithaca, the home of Odysseus, whose delayed return 

to the island is the Odyssey's plot. 
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From the series of scores. 

 The beginning without end. 

 

 

 

 

  

 

 

       Attract the cat that bites its tail and then... a wild horse 
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What is that smell? 

 

 Notions within the process of creation "Before the horses crash into the ground and then the 

ground". 

  

 Braiding from my notebooks: I move, I want to melt, melt, and stare from all the parts of my body. 

Sometimes I feel like spitting, or listening to the rhythm of my heart, while I move my hips are swinging back 

and forth, looking to expand my uterus, to excite myself. 

 Do I breathe from the beginning? ...breathe, breathe. 

 From where do I come from? 

 The animal, the fire, the wind. 

 What am I made of? 

 Spongy meat and organs, liquids, fractals of the black holes. 

 From where I am, my eyes show me their ability to distribute the light. Input in such a way that I feel 

the connection between my pupils and that place in my brain that makes me want to find a sense. It gives space 

to what my eyes inform me. 

 I breathe, I breathe... 

 I encourage myself to prove that I can do the opposite. I refuse, I decide to close my eyes so  as to 

experience internal recognition. Something goes through my mind, it is an observation I make about the place I 

go when I close my eyes. That darkness, but also that saturation of colors. That sensorial hallucination. Is this 

real? I wonder. 

  The idea of the piece’s first scene arose from the question: what the fuck is real? 

 From a dream in which I saw myself going from one place to another saying that phrase: is this real? 

is this real? 
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 And when I wake up, the feeling that in reality everything is superimposed onto each other, I felt 

strange in my own body. 

 My friend Alex Catona10 thinks about that scene that to articulate it in such way speaks in fact about 

what we all already know: for him, everything is real. Alex questioned the repetition of the sentence, as a 

mantra, as if in a religious mass. 

 However, knowing that this scene can be associated with masses, as if I were quoting some religion 

has made me reflect about the possibility of delving into this question in several places. The doubt before what 

is real and the doubt before reality. 

 Is this uncertainty religious? Approaching the interior without knowing me, thus doubting about 

reality in every moment? Is that real? What is reality? 

 “[...]Reality is a matter both too broad and too thin: too wide and too thin to be traveled[...]” I like to 

read Rosset, his continuous discourse on reality relaxes me, makes me feel in synchrony or attracted with 

something that I can barely explain. 

[...]the real event is recognized as real, but not the sum of events of which it is a part, or rather 
of which it is actually a part, since there is an accurate perception of the first and only a vague 
feeling of the second. This paradox of the certainty of the detail together with an uncertainty 
of the whole can be stated in mathematical form (paradox of an existing element that belongs 
to a nonexistent set)[...] Reality, even assuming it is fully known and explored, will never 
reveal the keys of its own understanding, because it does not contain in itself the decoding 
rules that will allow deciphering its nature and meaning[...] In fact there is nothing of the real, 
however infinite and incongruous, that can contribute to its own integrability: then it is 
necessary to look for its principle in another part, to try to find outside the real the secret of 
that same reality [...]  

																																																								
10Alex Catona: Director/Performer/Composer/Writer“I have been creatively involved in the arts, both 

performing (music/theater/dance) and visual arts (film/video-art/video-installation) for more than 30 years. Over this 
time, I have performed on stage, written essays, given lectures, taught, published a book, directed cinema, theater 
and dance, as well as wrote and performed music spanning almost all genres and for vast variety of projects, from 
film to theater to choreography to straight up blues gigs and free jazz experiments. I also speak read and write 5 
languages: romanian, english, spanish, french and german. This has helped me to connect with my students greatly 
when teaching all over the world. Some artists I've collaborated with over the years are: Samir Akika, Scott Smith, 
Norbert Steinwartz, Hans Werner Klohe, Markus Michailowski, Lorca Renoux, Hernan Jimenez, Charlotte Vincent, 
Alejo Crisostomo, Alfredo Catania, Janet Archer, Vladimir Cruells, etc. I am always looking for new challenges and 
to meet new people to mutually share our experience continue learning from one 
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However, Mary Peterson11mentioned some time ago in a choreography seminar, that her teacher 

suggested her not giving credibility to any word that comes from our mind. 

 It seemed like a good place to stop myself, even a splendid way to start moving, but then what I do 

with the words and voices I hear? 

 I see myself listening how they sound and essentially how words feel. My first reaction is to doubt and 

repeat doubting. 

 I listen to the voices of the people who collaborated with me in this project. This is how the dance of 

speculations begins, the infinite probabilities of knowing how to inhabit a body and a place in common. Where 

repetition prevails. I listen to everyone, to Orlando, to Barbara, to Ben, to John, to Javi, to Samantha, to Joel, to 

Kasson. My family memory is also revived, my grandmother, my nono. It is also an opportunity to think about 

Venezuela. The presence of Orlando is a way to get in touch with that cultural identity. I listen to the sounds of 

that place from where he and I came from: Caracas, parroquia San José. Another subterranean reality appears 

in a different context, which unites us but belongs only to memory. Is it real? 

 I think of Joan Nogué and his book on the social construction of the landscape, when he talks  about 

the geographies of invisibility "[...]And what to say about the emotional landscapes generated by diasporas, 

exile and emigration, materialized in the collective imagination of these groups through memory, landscapes 

that have nothing to do with those they see in their  new destinations. The landscapes of geography built by the 

immigrant, who does not follow in his daily life the global logic that has forced him to migrate, but that 

scrutinizes every corner of the city in a kind of micrography of everyday life[...] " 

 We inhabit simultaneously all those landscapes, the words and the voices have become sounds, they 

resonate and we listen in order to move with them. 

																																																								
11Mary (Reich) Peterson is a long-time practitioner of dance, movement improvisation, Feldenkrais Method 

and Expressive Arts Therapy. She facilitates others into spontaneous creative research and performance in San Diego 
and Vancouver, BC. 
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 I listen to and I feel Orlando and I dance with him in that Island, that dirty and old linoleum in the 

shape of an archipelago that we recycle; dirt and chunks of rubber. On that humid earth, which smelled like a 

forest that first day in the theater. 
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And there goes that smell 

 

 That smell in my body, that smell at the corners of some streets in Caracas or Yucatan, those chunks of 

land in the cities where there are some trees with roots that break the cement. And when it rains between the 

cracks that keep the water from the rain. 
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Outside the habitat, or inside of it? 

  

Before people came into the theater we had been together for over 20 minutes, but at distance, because 

each one stayed on his artificial island? 

 

 During the course of that dance / timeless: I never closed my eyes, but as if were otherwise, I  had 

perceived the darkness and stopped pointing, naming, and what it felt like reality came from the sound and the 

agreements between Orlando and me, that we were moving on the same island. 

 I moved, exploring the conditions of that space that we created together, and every day was different. 

At times it was immense, vast and sometimes it was confined and reduced to those emotions or feelings that 

were a hidden or invisible landscape that bound me to Orlando, to Barbara to Jon, to Ben, to Javi, to Kasson, to 

Samantha, to Joel, and then to every person entering the room. 

 I perceived imperfect situations that made me change without effort. Experiencing emotions when 

feeling, as everything that seemed defined was transformed, ceasing to be an image to become smells, or in 

small encounters that do not need to be deciphered. A dialogue between the micro, the macro, the unknown.  
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I listened to the voices that I contain. As my friend Patricia Ribeiro12 says, let everything flow. Or Eric 

Geiger13, quoting Deborah Hay14: what if? you get what you need. 

 What I need in a dance? Regardless of how the body responds or pays heed to this question, the 

consideration of necessity as something to be taken into account is a very noble and wise gesture for the body. 

 

 

  

 

 

 

 

 

  

 

																																																								
12Patricia RA was born in Montevideo Uruguay. She knew how to dance before she could walk. She grew 

up dancing ballet and samba which gave her a very good grasp that there are  many ways to see the world  . She 
lives in the Mexican jungle now she believes in love and knowledge 

13Eric Geiger “I am a dancer and I make dances collaboratively with other dance artists. Making embodied 
connections within myself, and with others, helps me to navigate through, interact with, and attempt to make sense 
of the world around me. My values around performance and dance have been deeply influenced by my experiences 
in performing works by and collaborating with artists such as Bill T. Jones, William Forsythe, Stephen Petronio, 
Susan Marshall, Maguy Marin, Angelin Preljocaj, Nancy McCaleb, Sara Shelton Mann, Deborah Hay, Anya Cloud, 
Liam Clancy, Jess Humphrey, Tara Knight, Leslie Seiters, and LIVE. I’m the Co-Artistic Director of PADL West, a 
laboratory for performance, art, and dance, alongside Karen Schaffman and Anya Cloud. In my role within the 
faculty at UCSD, I guide students in experiences that allow us to continually question what dance is and can be. My 
current, ongoing training as a Feldenkrais Method practitioner is helping me to better understand what the least 
amount of effort means as well as the idea of reversibility and re-direction in movement and multiple other 
contexts.” 

14Deborah Hay is an experimental choreographer working in the field of post modern dance, and one of the 
founding members of the Judson Dance Theater. 
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From the series of scores. 

The beginning without end 

 

 

 

 

 

 

 

  Inverted dreams, your early nightfall and your far away dawn 

 

 

 

 

 

 

 

 

 

 

 

 What is that smell? 
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 “One always thinking, remembering or imagining, superimposing layers on the experience at  hand, 

which confronts one of the impossibility of being totally present.” 

 Meg Stuart...Are we here yet? 

 The process of learning to distinguish, the beginning from the end, the limits or the other, represents 

for me a conditioning that puts me in front of a need, and that is of resistance. 

 The word resistance comes from the Latin resistentia, which in turn is composed of the prefix  re-, 

which explains the intensification of the action itself, and the verb sistere, which derives from the verb stare, 

which is translated as to ‘stand.’ Because of that its meaning has to do with the action of opposition. Staying 

firm or in opposition, remaining active, or in physical resistance without being violent. 

 Physical resistance is a situation that in its most extreme circumstance makes me feel curious  about 

what happens when one holds oxygen. Holds it and at the same time distributes it without letting it go; playing 

with the possibility of manifesting the opposite to what my body is used to. 

 But we all grasp that resisting the essential is against the natural. 

 An example that allows me to experience vagueness and openness, madness, desire, ease, relaxation 

and tension at the same time, is to hold my breath and witness the diversity of dynamics with which my body 

reacts and organizes itself at the anatomical level. To be able to stay alive, at the same time this example is an 

excuse to remember that air is the food in life. Who can continue to deny that fact? The same happens in a 

dance, the flow of the movement generates air that stimulates and nourishes. It's breeze. 

 For me, resistance is not a way to deny, reject or manifest violence. On the contrary, it is a way of 

diverting attention to those invisible and hidden spaces, and at the same time, it is a way to oppose everything 

that has been denied to me; touted as identity or destination, and in so doing nullifying change. 

 What I can be or stop being, what I am and what we are versus what we represent symbolically of 

ourselves. 

 

 Resistance as a way to change the way I affect the outside? 



	

	
	
31	

 

 Resist what is established, and keep looking, as if searching between the cracks in the walls, or 

between the concrete streets that cover the roots of the ancestral trees. Resist and doubt to reveal the indivisible 

landscape, but being present. 

 Resist the pronouns, and mine. 

 So the alternative of both movement and resistance is a situation that will remove the "person", and 

make him feel different in the same body. 

 Resistance can be a way of guiding an improvisation and at the same time an excuse to include 

everything we usually deny, and then enter into dialogue. Resisting to the mine of the pronouns. 

 So the alternative between movement and resistance is a situation that will remove the personality and 

make the individual feel different in the same body. 

 Resistance can be a way of guiding an improvisation and at the same time an invitation to include 

everything we usually deny. 

What is it that place we name as periphery, and how do I include it and recognize it? 

 However, finding the meaning that you physically resist will not be all that gives meaning to an 

action, if not the fact itself to resist, and how? 

 Diverting the attention of the pre-established establishes another type of relationship and exchange. It 

can generate other types of connections in the relationship with others and the space. To create new dimensions 

within a creative process. 

 The intention of resisting the idea of responding in the same way our questions, like living the same 

passages that would lead us to the same actions. 

 So how can we feel affected in such a way that we explore different ways of reshaping the body / 

being? 

 Resistance appears to generate a very clear intention or focus whose aim is to destabilize established 

parameters and limits. Throughout it we can have the possibility of remaining in constant transformation of 
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what is seen, perceived or absorbed in a place or situation. The resistance is sustained by the organic presence 

of polarities, and the nuances within. From a side that reveals itself and from the other that opposes and 

questions a dynamic in reality. What prevails in its intensity is the movement that takes us and guides us in the 

transit of going from one side to the other. That impermanent nature that is incarnated from the body allows us 

to experience the difference between what we speculate upon a situation, and what we perceive from direct 

sensations. Beyond the image of a person or object and the relationship between them. 

 One way to inhabit space and keep it alive in a creative process or improvisation could be resistance 

as a guide / score / choreography. 

 Perhaps to keep a performative or choreographic act alive will depend on how we can interpret the 

resistance.15 

 Recognize what we oppose to when we dance, is to recognize the differences within disagreements, 

and discover a bit of ourselves from what we are not or vice versa. 

 Resistance intervenes in the rhythm that is expressed in the landscape. This can cause space to expand, 

attracting those places that remain hidden and adding other layers to the meaning of the real. 

Sensitizing the environment from an attitude contrary to what habits or customs establish, or demand 

in all aspects of social life is always an opportunity to break free and re-make it as dance. 

 Right now, images of rascal funerals in Venezuela come to me. I remember when I went to to  my 

grandmother's house in Ruperto Lugo -a Caracas neighborhood in the Sucre parish, - I used to go out with my 

cousins and on my way to the winery sometimes we were surprised by funeral processions. They were a 

hubbub of mourning that generated a lot of confusion. But it was not until I saw the coffin held up by 

																																																								
15"Then, life becomes resistance to power and ethical matter that resists and creates new forms of life at the 

same time." Gilbert Simondon (2 October 1924 – 7 February 1989) was a French philosopher best known for his 
theory of individuation, a major source of inspiration for Gilles Deleuze and Bernard Stiegler. 
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trembling, loose arms that I understood it was a funeral. This is an encounter of another kind but also a way to 

resist the usual farewells, and a different way of being affected by ritual and death. 

 Resistance as a movement that validates precariousness, as a way to make everything you want to 

perpetuate collapse or change, merging into space and creating a new landscape to inhabit while we approach 

what intimacy means for everyone. It will depend on the context and the scale of the space. 

 I do not know because right now I remember the words of Lucrecia Martel16  in one of her interviews, 

when she talks about comparing soccer and cinema. She suggests that if there were only large stadiums there 

would be less possibilities for many people to practice soccer. Apparently, the same thing happens with movies 

in Argentina; not only large movie theaters should exist. 

 These words of Lucrecia Martel put myself in front of another landscape and another  approach. Is 

resistance perhaps a collision zone where exchange and surrender is shared and dialogue happens in the 

intimacy?  If this is the case, will the scale of the creative process become secondary? The essence and 

interests that activate dialogue and dance among the people involved, including the people who are witnesses, 

may be highlighted. 

 Activating an internal space with the intention of suppressing the large-scale as it is nowadays 

advertised; a reward for a creator to produce his work and acquire visibility. 

 I am instead in favor of the appearance of an intimate landscape, in favor of re-imagining in what 

other contexts and scales can the audience be congregated. A landscape where the aspects of the work are not 

																																																								
16Lucrecia Martel: born in 1966 in Salta in the North of Argentina,Lucrecia Martel settled down in Buenos 

Aires where she attended the ENERC (National Film School). She started by directing a few shorts among which 
Dead King (1995), which garnered several awards in the international film festival circuit. From 1995 to 1998, she 
made a series of documentaries for TV as well as a children's TV programme, hailed by the Argentinian press for its 
unusual dark humor. From 2001 until today, Lucrecia Martel has managed to make three very personal feature films, 
La Ciénaga(2001), The Holy girl(2004) and  The Headless woman  (2008), in which she explores her favorite 
theme, troubled minds. and Zama (2017.) 
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negotiated on the basis of a business, but where aspects are  maximized to generate a space in which creators 

are able to be on command and deploy the agency of their work in relation to their interests. 

 In this specific case, we speak about resistance as a strategy to generate other types of encounters from 

the intimacy: to reorganize intentions and outline unexpected and imaginative ways that can include dissent; 

where everything coexists with autonomy. 

 Vilnius / Lithuania, Summer 2017...Notebook 

 I remembered José Saramago a Portuguese writer (essay on blindness) 

 “He was submerged in a sap so luminous and total that he devoured not only the colors, but the things 

and the beings themselves, making them doubly invisible.” 

 It opened my eyes to a conversation about disagreement, chance, accident, temporality, 

impermanence, instability, whether or not having agency, and cultural filters. 

 Translate and interpret everything from this flickering gaze. 

 This game, this dance, as a means to choose when to appear and disappear, to find myself within a 

space without a final destination. 

 Everything is integrated, these eyes make me see the world flickering. If someone places some flowers 

on the table, my first reaction is to look for leaves or petals that are about to fall. These parts about to disappear 

teach me how to have resistance and at the same time make me realize that I can afford myself to imagine and 

to invent, like when I want to find a way to catch my own shadow or as it happens whenever I listen to John or 

Alice Coltrane. 

 Speculating about a possible exercise confirming that the body is a vulnerable territory and that above 

all it seeks to be in welfare. 

 After holding the air, exercise + reflection. 

 “Just one breath is the initial impulse. With breathing rhythm, a subterranean force predates us in 

inexhaustible variations, takes us towards the sense. We feel it inhabiting us. The sense takes body, it is 

allowed to see” ...  
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“Apenas un respiración es el impulso inicial. Con ritmo respirado, una fuerza subterránea nos proyecta 

en inagotables variaciones, nos lleva hacia el sentido. Lo sentimos habitando en nosotros. El sentido toma 

cuerpo, se deja ver”  

Sonia Sanoja17 

 When I hold my breath, what I like to feel in its most detailed form is how my body inflates. 

 For me it is a challenge of inclusion and delivery of each part of the body. It is easier to think  about 

inhaling and exhaling from specific muscles, bones and organs, than from all my existence. 

 This process of holding the air several times in a row as an exercise was a warm up exercise undertook 

with Orlando in Lithuania. That taught me something about the relationship between the viewer and the 

performer. By dosing or exaggerating the amount of air that enters and it leaves the body, it is possible to 

communicate from breath to breath, to share an invitation to trace both breathings; a choreography. 

 This idea began to take main prevalence in the dramaturgy of "Before the horses..." 

 Does it make sense wanting to find the viewer from the breath? 

 Perhaps it is a very pretentious question -especially now when social networks confront us before our 

own apathy. 

 However, how can I express to the viewer my notion of time based on resistance? 

 And what would happen? If the spectator will be left with the feeling that he has not witnessed the 

combination of situations coming from that intermediate zone that we call transition. 

 Between the up and down there? 

 The place of ‘in-between,’ an unfinished space, a suspension. 

																																																								
17 Sonia Sanoja (Caracas, April 2, 1932-ibid, March 26, 2017) was a dancer, teacher, choreographer and 

Venezuelan poet, pioneer of the dance activity of her country in the 1940s, particularly in contemporary dance. 
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 One of the scenes lacks transition, it is in a scene that we call "Tombe," a word that emerged in 

Barbara during one improvisation in which the three of us (Ben, Barbara and I) improvised without stopping 

during 45 minutes according to concepts such as: suspension, repetition and  impossibility. 

 The impossibility as a trap, the space in which we live together, the repetition, a rhythm that can be 

broken, dismantled, elevated or displaced to that other place. Suspension like that strong and indefinite 

emotion that makes us continue without concluding anything. The time keeps us aware of the present (an 

unfinished state.) 

 In that scene Barbara sang, generated guttural sounds that might make reference to a horse’s neighing. 

Ben played a drum and the light twinkled through the left. Those neighings were in crescendo until they took 

over the whole room. 

 At that moment, a climax was created and then a spot illuminated Orlando. There was no pause, there 

was no silence, no transition was considered more than the immediacy of passing from one scene to another. 

 Can we consider the abrupt as transitory? 

 I think of Venezuela and the naturalization of violence and abruptness as a condition of place,  as an 

analogy of time, within that dual experience between life and death. 

 

 From my notebook: 

  It will be? 

 Transitions also speak of a certain privilege? 

 Where do I place my attention to inhabit simultaneously? 
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Horses... 

 The horse as archetype, the centaur as a fantasy to which I can recur constantly. 

 The horse as the presence and shadow of the animal of being, that origin, that nature that transforms 

us. 

 The erotization of the body awakened by the imagination of the animal. 

 The bird as a facilitator of worlds. 

 The meat: it is a scene within the work followed by the scene of the centaur in which we use linoleum 

as part of our bodies, to create a landscape that suggests the partial loss of the human. 

 These pieces of linoleum represented islands scattered in space, giving us the feeling that we were in a 

post-event. 

 The intention for nothing attempted to suggest an apocalyptic place. Samantha (set designer) and I 

agreed to create a relatively organic space for compensating the theater’s artificiality.  That is why we choose 

the land between island and island, and to conceive water as a resource to generate sounds. 

 What I know from the choreography 

 The flesh came to the scene, shining on the wings of the bird costume which Barbara had built and 

which she integrated into the work. 

 As if a ritual began, the bird brought us pieces of flesh, which were part of our own skin, pieces that 

we moved between our semi-naked bodies. The choreography was an adventure between the exploration of 

words like, impossibility, disgust, attraction, trap, skin, archetypes, desire, and experience during performance. 

 The flesh led us revealing the masks of the body and at the same time integrated us to the whole ... 

How to achieve wholeness? 

 Between us there was the presence of the animal as part of that hidden and secret landscape, which 

was easy to access from a private place in the presence of the animal and the witnesses. In each improvisation, 
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we were accumulating multiple ways to track which made us interrupt the consistency of the trajectory and the 

score. 

  

Engaging the consistency within the score: from the emotional landscape 

 That intense emotion of feeling different from how it is perceived was something we  experienced 

through the manipulation of the flesh. In the same way, each touch between the flesh and the body a reminder 

of the organic. 

 The flesh as a reflection of the finite condition of the body. 

 His presence alerts us to the impermanent nature of matter. 

 It is soft, elastic, fragile. 

  

 From the flesh as material: for a few years I have been using meat as a material within my projects, 

as it was in the case of my previous work "The Implicit Self", in collaboration with the composer Annie Hui-

Hsin Hsieh. 

 The flesh symbolized there the conflict between the repulsion for matter and its noble nature serving 

as food. 

 The body as an organic matter and its potential to be consumed and desire to be consumed. 

 Who serves or will serve as food for our bodies? 

  

 

Braiding from my notebook 

 My flesh contains liters of water. 

 He witnessed how it is reaching a state of putrefaction. The metamorphosis is clear. 

 The sound it produces when handling it makes me imagine the soundscape of my interior. I feel my 

organs is a moment to stop me. 
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 I have morbid, I imagine a body dissected in life. 

 Its smell makes me feel nauseous. 

 How much impunity to find it everywhere. 

  

 I have asked myself what specifically attracts me to manipulate the flesh, and I still do not have a 

certainty but I understand that my relationship with her has arisen very spontaneously. Maybe there is a 

connection with the place where I was born, Caracas. And at the same time the flesh is a place from where I 

experience life, as in a time it was Venezuela, “when you do not know more than the place where you were 

born and the body that you inhabit, it seems that it is the only reality that exists”. 

 Since I find a certain masochism in dealing with it and in rubbing it throughout my body. The  flesh 

reflects a cruel and crude reality of a violent and unpunished state. I will never forget  walking in the middle of 

the street protecting my sex, because I had left the cinema very late despite having been warned by my parents. 

A woman walking alone on the street? in Caracas? 

 However, I decided to go, I really enjoyed attending the last show and watching art films at the 

National Film Library. Although I could have lost my life or being raped on my way home, I always felt 

capable of facing whatever came. As when in the meat scene Orlando and I are tempted to bite the flesh 

unleashed a carnivorous and at the same time vigorous instinct. 

 I have always appreciated the curiosity that gives me the flesh, that morbid fascination has motivated 

me to confront what can generate pain. 

 Am I a masochist or a sadomasochist? Am I able to find pain as part of a discipline? How to help me 

get free, and how are my wishes in developing it? 

 When I place a piece of meat on my face, do I hide myself? But how can I hide from what I am also? 

Do I play with my identity or do I reaffirmed it? what society do I belong to? 

 More often than not I want to shout that I am not made of flesh, I do not want to belong to this 

carnivorous system where I am seen as an object in the process of putrefaction. 
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 What can be more absurd than getting flesh as a material that caricatures a body in a performance? Or 

find it wrapped in plastic in the supermarket? 

 The meat is an element that reminds me of my masochistic relationship with the savage world of 

economy and social recognition. My sadomasochistic condition is one in which nothing satisfies me but in 

which I consume and I am consumed, thus susceptible to infection. 

 

Sado / maso 

 The beauty within sadism. 

 Sadomaso: It is a scene from Before the Horses ... 

 This scene is the continuation of the meat scene but without it, now it is the body itself that replaces 

the piece of flesh. In this scene Orlando and I invoke the horse, we use it as a reference to create the 

choreography. It is the only scene where we dance in unison, and where we are still partially naked but this 

time away from the audience. We stand at the end  of the stage, and there, framed in a rectangle, we became 

fetishes. We inserted ourselves in a showcase with a red light. I wanted to feel that we could be untouchable, 

the laughable situation that our distance generates increases the desire in the spectator. The music of John is an 

industrial soundscape loop that he improvised every day. There was a projection of us on one of the islands 

that fell from the theater’s ceiling and went to the ground. The idea with the video was to project in real time 

our choreography so that generates room for virtuality at the same time. 

  

Someone's attention 

 Our role in society is a circumstance where we inhabit a place that has been granted to us through a 

purely mercantilist exchange. It is something that still surpasses me as fact, and makes me reflect on my ability 

to continue to emerge from what I was imposed. However, the time it took us to discuss, imagine, and dream 

about this scene was enough to discover that the naturalization of pain becomes less violent when we are aware 

that we can treat each other with affection. 
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 Orlando and I were Inspired by the figure of the horse masseur, in this scene we took charge of our 

vulnerability to pain and we replaced it with caresses. 

 We became more visible going under, touching the underground, dwelling the darkness of a place to 

inhabit tenderness. What is the difference between the space that is offered to us and the space we are looking 

for? 
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Crash into the ground and then the ground… 

 I learned from my friend Pedro Zambra something about his practice of aikido. Through our habitual 

conversations, he told me that one of his teachers Michael Marino (7º dan Aikikai) forbade him to mention the 

word fallen, and instead of thinking in those terms, he suggested to receive gravity with his body in another 

level of space. Ukemi is the word for this  perception and Uke it is be the person who receives it. 

 I found this valuable as a way of losing the sense of limits and reinvented new parameters were the 

bodies can get scrambled into the space. 

 

 I remember Sonia Sanoja where she writes in her book: 

  
Space is living, a reality that is related to the whole body. The body of the dancer and the 
body of the space intertwine. The dance is the dialogue, the counterpoint, the conjunction of 
those two bodies. Confluence of the inside and the outside, each dance discovers new 
relationships through the resistance to emptiness and the inagotable projection of the body. 

 
El espacio es viviente, una realidad que se relaciona con todo el cuerpo. El cuerpo del 
danzante y el cuerpo del espacio se entrelazan, La danza es el diálogo, el contrapunto, la 
conjunción de esos dos cuerpos”. Confluencia del adentro y del afuera, cada danza descubre 
nuevas relaciones mediante la resistencia al vacío y inagotable proyección del cuerpo 

 

 Gazing the stars in absence of an ending 

 Gazing the stars became an allusion to those moments in which we are all relaxed and in which it is 

possible to stay in the same place without prioritizing any particular situation; we are all doing and expecting 

nothing. 

  This scene arose in a pause that we made during a rehearsal, in which we all stayed together,  each 

one in a different activity, playing an instrument, lying on the floor, whispering a song, looking towards the 

ceiling, like someone who crosses the ground with the gaze. It was a expansive moment, we had counted on 

our presences to hold the space by resting together, that pause was an invitation to share a collective space. 
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 A clear feeling of being together, un-working, suspended in that slothful moment, with no 

 repetitions at all and no need to go anywhere. 

 I did not found any tension between us. Instead I experienced a sense of togetherness, that made me 

feel involved with everyone, connecting without any effort. I found myself reorganizing my conception 

of...community? 

 Nevertheless, I noticed how confusing and ambiguous was our choice for the audience; the way in 

which I decided to circulate between the stage and the theatre’s seats represented a surprise, an unexpected 

course of action where transformation could belong to the choice of the audience. 

 We did not bow, we decide to stay closer for a while. and then we leave the stage. My idea was to 

create an invitation to continue to the next thing, making people doubting about the end and about their own 

participation during the performance. What about them owning the narrative of the end? 

 

 They could not clap or have any agreement about the quality of our performance. That information 

was there and the people could feel it, but it did not show up as part of the performance. 

 So, who is performing after all?  Who are we? And what role do we have here? 

 The crisis of the end makes me think about how to create unstable scenarios where the sense of 

immensity appears. 

 In relation to the audience? 

 How they can release everything that they absorb through the performance with us? How they can 

participate? 

   

  And how I can express my sense of continuity? 

  Do I can share my endless solitude? 
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