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ABSTRACT

The identity creation takes place on the sociall&wough interactions with various
others. What is more, the process of shaping theepons of the world, as well as the self-
awareness, is determined by the cultural contexghich one is entangled. Such a biased
social embeddedness, inevitably narrows peoplajsitige capacities. This thesis
emphasizes the importance of holding multiple dacias, and accumulating various life
experiences, in the process of self-developmenbae individualization. Importantly, the
latter is also conditioned by means of shiftingnhesn different social frameworks, each of
which has its intrinsic rules and focuses, theeefartails individuals’ changing angles of
perception. One example of such influential framesas investigated: the interacting and
improvisational performance theatre — the caseystud

Fiction is a substantial component of the realityerefore, exploring the world and
the ‘self’ should be done through different chasneboking at the reality from within the
fictional framework turns out to be highly influgdtin shaping one’s identity, worldviews
and deeper understanding of the ambiguity of tleeakceality. The performance is also
discussed from the perspective of its respondirtheaeeds of the postmodern subject. As
argued, the individual living in the era of perwasfreedom and still growing
individualization, is in constant search for newpesiences, approaching his/her identity as a
project. In the technologically mediated socia lfeople are in need for authenticity, more
intimate and close social encounters, as well aBder expression of their subjectivity. The
latter is being constantly suppressed by the alltalirectives” of how to perform the official
social roles — those, as a result, are the moktedgparts of the human being'’s self-
definition.

This thesis argues, that the wider spectrum obuarand differently framed social
experiences, the more individualized one becomestiteerefore the more self-sufficient in
terms of cognitively approaching and explaining sbeial world and the ‘self.” Pluralism of
the roles one undertakes — whether temporary @titeqe, whether in reality or in fiction -
provides one with psychological well-being and &eitbtegration into the society. Moreover,
it has the potential to extend one’s emotionakliattual and perceptual capacities, as well as

to provide the enriching of one’s ‘overall identity



STRESZCZENIE

Tworzenie tasamdci odbywa s na poziomie spotecznym poprzez interakcje z
innymi ludzmi. Co wiecej, proces ksztattowania zapatrywsaswiat, jak rownie
samadwiadoma¢, uwarunkowane jest przémdowisko kulturowe, w ktérym jednostka jest
uwiktana. Takie stronnicze spoteczne zakorzeniei@aniknienie zawza ludzkie zdolnéci
poznawcze. Praca ta podieeznaczenie, jakie niesiezrtorodnd¢ rél spotecznych oraz
skumulowanyclryciowych dédwiadcze, w procesie samorozwoju i stawania jgidnostld.
Co wane, te ostatnie cele zostapwniez spetnione poprzez zmiany ram spotecznych, z
ktérych kada posiada swoiste zasady i cele, a toam@ jednostkom wikszy plastyczné¢
pod wzgtdem postrzegania rzeczywista Jako studium przypadku, przedstawiony jest
przyktad ramy wywierajcej tego typu wptyw: interaktywny i improwizowangetr
‘performance’.

Fikcja jest nieodicznym elementem rzeczywisto. Dlatego te poznawanigéwiata i
siebie powinno odbywasie za pomog réznych kanatdw. Spogtlanie na rzeczywisfé z
wewmtrz ramy fikcyjnej okazuje giniezmiernie wane w ksztattowaniu tesamdci,
poghdow naswiat, oraz dla gibszego zrozumienia komplekso$goswiata spotecznego.
Przedstawienie ‘performance’ jest rown@mawiane pod wzgtlem tego, jak reaguje na
potrzeby jednostki w erze postmoderniziiyjac w swiecie wszechogarniagej wolngci i
rosmcego indywidualizmu, cztowiek wgt poszukuje nowych przgé | doswiadcze,
traktujpc swop tozsamda¢ jak projekt. Wzyciu spotecznym zapgoedniczonym przez
technologe, ludzie mag potrzele autentycznéci, bardziej intymnych i bliszych relacji
spotecznych, jak rownigpotrzelg mniej skepowanej ekspresji swojego ‘ja’. Te ostatnie jest
nieustannie ttumione przez kulgktéra normatywnie reguluje jak odgry&vormalne role
spoteczne — one, w rezultacie, stsig najbardziej swiadomionymi elementami ludzkiej
definicji siebie.

Praca ta ukazujee im wicksze spectrum dwiadcze spotecznych, ktéreas
réznorodne i naleg do r&nych ,ram”, tym bardzie zindywidualizowana staje jsidnostka,
co z kolei prowadzi do wkszej samowystarczalda w poznaniu i wyjénianiuswiata
spotecznego i wkasnego ‘ja’. Pluralizm rol, w ktévehodzi jednostka — czy tymczasowych,
czy powtarzajcych sk, czy wzyciu realnym czy fikcyjnym — zapewnia jej dalkondycg
psychiczn i tatwiejsz integracg w zyciu spotecznym. Ponadto, wigtorél poszerza
zdolnagci emocjonalne, intelektualne i percepcyjne czidaiea take wzbogaca jego

‘tozsamd¢ catasciowy’.
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PREFACE

The key issues of this paper is the process otiigeformation through interactions
with others, with an emphasis on the argumentitiatactions with physical presence, no
matter if in real life or fictional, are the mosgsificant factors shaping individual's social
and psychological life. This thesis is based oniasgired by my acting experience in the
theatre. People’s understanding of different cedubetter understanding of the world in its
whole, and — what seemed the most important — p&ogélf-knowledge, is a function of
authentic experiences of various social situatamg different role-takings. This thesis
investigates social interaction theories - of EgviBoffman (1959; 1986) and Randal Collins
(2004) — as well as the case study of the lasty@#eractive performance theatre ‘Seven
Tales of Misery,’ set in Copenhagen in Septemb@62ihd directed by Signa Sorensen, a
Danish artist. Moreover, this thesis elaboratetherninterrelatedness of fiction and reality and
their co-operation in educating individuals to tnerld and shaping their identities. The
inspiration and theoretical framework for this argant is taken from the scientific conference
titled ‘Educating to the Real World by means of Eietional World’, which took place in
Gdaisk in December 2006. | argue that complimentagtiah of fiction and reality enriches
people’s identity, embraces well-being, and conteb to a deeper and more open-minded
understanding of ‘self’ and the world around them.

This research grew out of my inspiration from spoebus observations of and
participation in interactions with various ‘Othétseginning from the period, when | was
much more vulnerable to various influences commgifmy social environment. Reflection
on society as a whole or its different subcategoéten follows a reflection on myself.
Considering myself against others as co-represeesabf human nature, and at the same time
as culturally alike or different individuals, help® find similarities (empathy) and
differences (tolerance) - essential for discertirgcomplexity of the world and for
appreciating diversity that makes the world botmpbcated and richer. Approaching the two
guestions will give the reader the idea about nagoes to focus on such subject: Why |

became a sociologist?; and why | became an actress?

Why | became a sociologist
My interest in the subject came out of my own fielitations of myself, self-

restrictions, as an individual fixed in the so@alicture, routinized by socialization and



highly influential, though not fully internalize@sio-cultural norms. My observations of the
society proved that being deeply “fixed” in onetau is highly one-angled and creates a
prism through which we define the notion of reattt tends to be dangerously
universalizing. Taking for granted the “normalityiat we became used to and internalized,
makes us conform tacitly — as Garfinkel nottceso the social world that has been
“arbitrarily” constructed. Intrusion of alternatidigscourses into the existing social order -
which we are usually far from questioning - provekeactive responses from inside members
of this “sanctioned” system. This kind of unreatlznchoring is limiting for an individual
who becomes disabled from unbiased self-developarahfrom creatively transforming the
reality. The argument is that taking various ragesnportant for overcoming the above
mentioned limitations. Even more important is tketaoles outside of one’s cultural context.
Being situated in an unknown cultural environméeing faced with situations one never, or
merely, imagined, or creating a character in attbgalay, uprooted from one’s regular time
and space — all such experiences enable peopll@auvto extend the variety of their initial
identities. Learning theories about society andviddals anchored in a society, which | often
referred to in the daily observations of the soltialand my personal experiences in
interactions with other people — all this gave mealaable theoretical foundation for
interactions in practice — in life and, then, wlalging. | became fascinated by the realization
how different aspects of social life influence pledgpidentities and how improvised
interactions teach an individual his/her “self’c&d skills and general “life” skills. What took
my interest was performing new social roles as ans@f extending people’s imagination,
understanding the previously unknown areas, aratiogetheir open-mindedness to the
complexity of the world.

Why | became an actress

My participation in the “Seven Tales of Misery” Hiee performance - the case study —
resulted from my eagerness to experience myselé fudlly and more authentically. In order
to gain more self-knowledge and also — the mosbmapt — to uproot my inhibitions about
improvisation and locating myself in unpredictalgetentially discrediting situations, |
decided to act. | was aware that there are so regpgriences and emotions | would never
have an opportunity to try, and/or so many of thkat | would never dare to expose myself
to. What | found the most interesting, yet verylEraing in terms of the performance and

placing myself in the fictional world, was in acdalso with my interviewees’ impressions:

! see Collins, p. 103-104



escaping from everyday personality; taking diffémemes in the changed framework;
experiencing oneself as “someone else” (in a sehdscovering different sides of oneself).
| was also convinced that fulfillment is the chifigoing beyond the personal boundaries. It
also seemed to me that the only way of dealing feitins is facing them, instead of escaping
from them.

What is important in my approach is that alsasteym roles, tiny life experiences,
temporary encounters and emphatic observationaligosetential components of identity
formation as a process. The stress, however, islynam social interactions as the most
influential factor in creating people’s identitié¢evertheless, | admit that indirect contact
with the world, like for example through books, Aaarticipant observations, and even
dreams (that are obviously also affected by one'stiag in the society) play important role
in forming an individual's personality. However,dagise it is not my intention to go too far
into psychology, and because the conviction is itagt of the forces affecting identity comes

from the social level, my focus is intentionallytfmn social interactions.



INTRODUCTION

This thesis has three main focuses. First oftadiimploys general theorizing on
tendencies and needs of the contemporary sociéiytiae focus on identity formation
through the process of taking different roles. ®ety its composition is threaded with my
personal, retrospective experience as a particguashtan observer of the theatre performance.
This will be supported by the general and — whéeveat — detailed description of the
project, in terms of the story presented, formrtifac expression, potential and actual
influence on the audience and the actors. The itmpdbrtant component is an overview and
an analysis of the in-depth interviews with co-ast@nd directors, conducted in Copenhagen
in November 2006, meaning two months after theqgoerance finished. The main questions
addressed, was their experience itself, the expezithey shared with other participants
through improvised interactions, and impact - it of identity (re)creation - this theatre
had on them and on other people involved. They aks®@ asked about their observations on
the contemporary condition in the society and pegsmiuests being satisfied by that kind of
performances, which renders the latter attractheesaiccessful. | consciously and
intentionally give the actors voice, quoting thexteasively instead of only paraphrasing
their discursive responses. Therefore, chapteryplbrealeemed untypical, but, | argue, form
highly valuable contribution to the whole compasitiof the thesis.

In terms of literature on social interactiong;udeed upon in chapter 1, the theoretical
direction is mainly based on Randal Collins (20@4ying Goffman (1959; 1986) and Peggy
Thoits (1983). In addition, | will also use somedhies like Bauman’s (2001) and
Berzonsky's (2005) on subijectivity and identityatien in the postmodern condition. Collins
contributes to the subject matter with his thearyrdgeraction ritual chains as a set of
cumulated interaction rituals that carry their sytitcontent through further social
interactions, influencing them and shaping theiogomal level. It is emotions that are major
motivating factors in the social life. For him, Eflomal Energy (EE), a crucial component of
interaction rituals, is either embraced or decrea@keing social interactions. The argument is
that the more affective a ritual of interactiore tihore influential it becomes in terms of
shaping one’s overall identity.

Goffman’s (1959) theory of role taking in his m@tarical paradigm of the social life as
theatre, is a second important approach. Varioesgmtations of ‘self’ through performing

social roles in front of others, are the most cansgps, and the most realized, faces of one’s

10



identity. It is important to underline that thise#is regards the complex network of an
individual’s roles - whether real (actual) or fantial (theatrical) - as a main identity builder.
“Frame Analysis”(1986) — another book by Gofffmas going to provide a foundation for
the theory that a change of social framework inftes the definition of situation, therefore
changes the principles and general mode of satidaction. He claims that people tend to
understand their reality by perceiving it througk primary frameworks. [ELABORATE
more]

Another theoretical approach employed in chaptes the theory by Peggy Thoits
(1983), presenting Identity Accumulation Hypothemisl seeking the correlation between
multiple identities and psychological well-beindneSargues that people integrated in the
society - those holding many social roles - finelitlexistence more meaningful. The
argument, inspired by this author, is that multidientities extend and enrich an individual's
personality. The world is complex and also peoplieling complex identities and taking part
in a wider variety of social domains, become ma®uatomed and included in a society, than
people with only few identities. In accordance wtike case study, described more briefly in
chapter 2, the argument of this thesis is thatoperénces like ‘Seven Tales of Misery’
provide individuals with differently framed, stroagd influential experiences. They well
respond to postmodern conditions, in which peogatvwnore and more freedom, more
control over their lives and over their experiend&sstmodern subjects are driven by
constantly new demands, bottomless desires, capsavishes (see Bauman 2001). They
want participation in place of alienation. All tleoseeds, it is argued, can be perfectly
satisfied by Signa Sorensen’s performance projétitste has been a wide interest in her
innovative works, both in artistic and academitdfiget still not sufficient for covering such
a new and interesting theatrical and social phemome- not sufficient, at least, in the field of
sociology.

While investigating the performance as the prooésseation and a source of social
influence, this experimental project, fully intetime and improvised, does reflect
contemporary tendencies of the Western societygoai the same time a product of them.
Moreover, | will shortly refer to one essay by K#kjoldager-Nielsen (2006) and his analysis
of interactivity in the previous projects by thersadirector — those marking a similar-to-
‘Seventales’ pattern. His essay is valuable, bexdus written from an audience’s
perspective, being at the same time analyzed lydeist of Dance and Theatre from the

University of Copenhagen.
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‘Seven Tales of Misery,” as a genre, places i@elthe threshold of two domains:
theatre and performance art. In chapter 3, the BBoktmodern Theatre” by Lehmann (2006)
is to be applied to categorize some distinctivéuies of the two mentioned. Of special
significance for the subject matter, is the shidfi the principle of influencing the audience
(theatre), to self-transformation of the artistsr{prmance). Lehmann, along with Nightingale
(1999), also draws attention to the importancéneétre in today’s rationalized, technologized
world.

Chapter 4 - on methodology — explains the supgyiofiqualitative methods over
guantitative for the sake of investigating the sabmatter of this thesis. The research method
is based on interviews with actors and directasyell as on my participant observation from
the performance. Respondents’ observations, teirexperiences, memories and recalled
conversations with people from the period of perfance surface in free-floating
conversational form of unstadarized interviews.mdescourse analysis is applied in order to
interpret the complex responses, which are to blelyintegrated into chapter 5. The latter is
fully dedicated to the findings from the analysigtee interviews with actors. Those
interviews were highly discursive and free-floatitmuching on such delicate matters as
personal experiences from the performance, recalieations, impressions, as well as
opinions on the actual and potential impact sucfopmances have on participating
individuals. Thus, with the intention to use thpsecious materials as exhaustively as
possible, | decided to extend simplified conclusitmmore detailed review of their
responses. This requires including many relevaatajions, which give the reader more
approachable picture of what happened in the heliframework and why. To be able to
understand the potential influence of such an imgeal theatre on interacting individuals, it
is more effective to shift back and forth betweketidn and the meta-level of the analysis.
Therefore, multiple quotes on identity formatiordaelf-exploration, presented in chapter 5
are highly supportive for the comprehension ofwele thesis subject. Actors’ narratives
partially contribute also to chapter 8 and 9. Welisions of the interviews | conducted are
stored in my private archive.

Throughout chapter 6, the theme of theatre attiteshaper is elaborated upon. For
the purpose of this matter, | describe my own erpees from the performance, with the
focus on those which influenced me individuallyisTis to be additionally supported by the
essay in Sociology of autobiography by Robert B{2®06), writing on the transformative
power of theatre, as an example using his own t#seescribes how acting in drama

changed his inner ‘self’ and the perception ofwleeld. Complementary to the section on
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influential powers of role-taking is the refererioésociodrama’ workshops | participated in
(December 2006 at the Department of Pedagogyngkdlaas well as to the academic
conference (December 2006 in 4ma’, Gdaisk) on educating to the real life through fiction.
This is all included in chapter 7. Both workshops #she conference elaborate on educational
and therapeutic effects of one’s stepping intdfitteonal frame. Such “universe” can be a
means of undergoing perceptual transformationshifna¢ a potential impact also on the real
life. Departing from that, one of the principal thes to be explored is the complementarity
of fiction and reality in the cooperative proce$stmaping one’s identity and helping to
deeper explore complex dimensions of such an alhgthenomenon as the Reality. Fiction is
another dimension of reality and not - as it haanbaften argued - its antithesis. The simplest
supporting argument for that is the fact that estayysocial reality is also constructed,
therefore - one can say - constitutes anothepfictht this point, relevant is Goffman’s

(1986) theory that people tend to use variousitfitg” to confirm social order. Moreover, S.
Neubauer’s (2006) lecture stating that people atehble to reach reality by any other means
than fiction, is another contribution. As sociolstgi claim, people make their reality, but then,
in turn, are inevitably constrained and shapedkysbcial structure they themselves created.

Chapter 8 touches upon the notion of authentistiiigh-valued condition for
stronger individualism, as well as a means of atiing from excessive consumption of
reproduced goods and images. ‘Authenticity’ is aggpto such fields as experiences and
‘self,’ to debate over people’s quest for more teantic’ experiences to feel more ‘authentic’
self. Peterson’s (2005) theory on social discouo$esithenticity is discussed.

The final chapter, the"™ focuses on something that in our times is thetmesired
“good” on the social market, namely: experiencehknarticle on ‘experience economy,’ Pine
and Gilmore (1998) deem experience presently th& eftective factor that attaches people
to certain trademarks, institutions, interactiswgial roles, etc. The argument presented is
that Signa, through her performances, mediatesl@saxperience of creative (co)creation.

In Appendixes - following the pictures - in orderdive the reader a more in-depth
overview of the idea of this theatre project, s@upplementary materials related to the
performance ‘Seven Tales of Misery’ are includedaéing them is optional, and is mainly
addressed to those who find the performance irttegesot only from a sociological point of
view —this, | hope, | covered exhaustedly in mysthe but also as a story telling, and
therefore have a wish to explore it a little bitneorhe stress, however, to become familiar
with the provided texts, can turn out to be ustdubetter understanding of the inside of

fictional frame — a perspective also used to expneg personal experiences in the character |
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played. In Appendix 1, you find the background gtofr ‘Seven Tales of Misery’ as a ritual,
forming a general foundation, on which the actoesensupposed to create and develop their
characters. In addition, Appendix 2 includes a irggatb support questions provided by the
director. The reader can gain an overview of whatdomplex process of creating and
internalizing such character may start from. Appedpresents a very general biographic
background for Danka — the character | played. ighout Appendixes 4 to 7, there are
reviews of the performance published by Danish peysrs, translated into English by ‘Plex’
— a company hosting the project.

It is extremely hard to examine the social influei€ theatre on people — participants.
However, what one of the themes in my intervieveeaeched was that this kind of highly
interactive theatre changes people to some exitaetmore people push themselves to be
involved, the bigger the extent of change theyrgough. | need to underline, that |
intentionally centered my interviews on actorsthes go into their roles and character-
creation process in the most conscious mode st i®ecause they can be deeply integrated
into their characters, while at the same time mgjdlistance to a role. As Goffman (1959)
writes, nobody is in better position to observeeEgrmance, than one who has designed it.
Another hypothesis is that such an interactivettkess ‘Seven Tales of Misery’ affects the
participating audience too. As audience were rneruewed, this issue is only discussed
based on the actors’ experiences with the audievitieh was repeatedly touched upon
during the interviews.

As the reader will be able to sense, in my debatethie contemporary society, | will
strictly focus on the Western world — globalizedmplex, plural and individualized — part of
which is also Denmark, where the performance tdake Theorizing about the theatre
performance - a case study, will be done on thedreyel,” so from within the ‘real’ frame.
However, there is a constant shift to the fictioiname, especially when describing my
personal affective experiences. The latter areausly crucial for better understanding of the
performance from the sociological perspective.

2 Goffman 1959, p. 110
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Chapter 1.

|dentity creation in social interactions

Identity: subjectively defined, socially-constructel

Definitions of identity, like definitions of culterare countless and still multiply
whenever another author tries to theoretically apgh this highly abstract phenomenon.
However, in this thesis, the theoretical deparisif®erzonsky’s (2005) definition. As he
conceptualizes it:

. identity is a self-construct, a mental represimaof one-self, not a substantive
entity that exists in itself.

Whenever (if ever) identity is possible to “catch,is only to be caught in here and
now, and only by an individual holding that identiSuch individual owns his biography,
fragments of which — both conscious and subconscioare an intrinsic part of the overall
identity. The latter is called so to make it pokstio connotatively distinguish between that,
and those fragmented “identities” that a lot ofislmgists and psychologists, like Thoits
(1983), use in the meaning of social roles. Sontleaas, like for example Berzonsky (2005),
oppose the term ‘multiple identities,” regardingét “oxymoron,” and stressing that ‘identity’
itself from a definition means something singfl&tevertheless, as the notion ‘multiple
identities’ has become quite popular in socialsoés’ debates, for the sake of this thesis |
will use it in a sense of separate social roleether temporary, or repeated in everyday
routine — performed by an individual and contribgtto his/her ‘overall identity.” This - to
my best knowledge — has not been used by any #gtdx@iore. The connotation of this key
theme refers to one’s self-realization — at a gimemment - of who one is as an individual.

Berzonsky (2005) writes:

(...) one’s sense of identity is not a category saeairom the roles, attitudes, motives,
autobiographical experiences, identifications, déads, values, goals, self-views,
regulatory strategies, and the like from whictsitomposed.

Inspired by that, the ‘overall identity’ consiststronly - yet mainly and the most
consciously — of social roles performed in Tho##nse, but also of all the interrelated and

accumulated experiences, social roles, dreamsiatajlzal factors, such as, for example,

% Berzonsky, p. 129
* Berzonsky, 2005, p. 133
® Berzonsky, 2005, p. 133
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gender. It is problematic if homosexualism or temxsialism is biologically or socially
determined, and it is not an issue in this th@dig important point is that factors like sexual
orientation or gender, to a great extent influemce’s identity. Nevertheless, there is an
undoubtedly interesting and controversial theorybgith Butler (1999) on the origins of
gender-identity. She writes not about the essehgeraler, but about its production along the
culturally determined standards of what is congdénatural” femininity and “natural”
masculinity. Butler claims that conspicuous beheliand mental signifiers of gender are not
the expression of nature, but are socially contgdimlentities, based on cultural normative
discourses. As she claims, certain activities, rmaddehavior and desires are:

..performativein the sense that the essence of identity that ¢fieerwise purport to
express argabricationsmanufactured and sustained through corporeal sigdsother
discursive means. That the gendered bodpedormativesuggests that it has no
ontological status apart from the various acts tisienstitute its reality.

The social regulates heterosexual ideals of fentynand masculinity, making an illusion of
gender as a pre-destined core of human existentiewing Butler (2005), we stress the fact
that identities are socially constructed, no mattdrey are temporary social positions or such
a seemingly objective and “ever-lasting” factorgasder. According to Goffman (1959),
self-presentation is oriented towards showing tigience — partners in interaction -
idealized, therefore selective image of self. ‘Selhot human’s substantial core, but - as
Goffman observes - scenic effect, created by aitestaged interactiohlt is formed when
witnesses of a performance start interpretinglentity, thus, as mentioned before, is formed

in interactions, on a social level of existence.

Identity as a project

People often say: “I've changed,” searching forsesun some breakthroughs in their
lives or a turning point inspired by a traumatichaerful experience. All this, however, is the
long-term accumulation of tiny and less tiny expedes shaping one’s identity. Those
experiences can be seemingly unimportant, andftlhesh with significance when confronted
with other interactions/experiences that followeyltan also be forgotten and then
“reproduced” through often uncontrolled and unexpeé@ssociations with some new events.
It bears relevance to Collins’ (2004) theory otéraction ritual chains’: social interactions
are mutually influential and form chains that deyglcarrying one’s emotional energy that

influences one’s well-being and self-perceptiorcalh be argued then that identity is

® Butler, 2005, p. 173
" Goffman 1959, p. 129-130
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constantly created through the chain of sociabsibms, a chain of ‘interaction rituals’ (IR).
The author, uses this term after Goffman’s (IRjjraing that symbols originating in social
interactions are carried throughout sequentialaateons — interaction ritual chains:

Rituals create symbols in first-order, face-to-fasteraction, which constitutes the

starting point in an array of further second- amddtorder circuits in which symbols

can be recirculated. (...) How meaningful those medated symbols are depends on
what level of emotional intensity is reached in firet-order social encounters in

which those symbols are used.

If we consider all the significant experiences @slsols, we can say, analogically, that those
experiences form chains, contributing to one’s allédentity and influencing other
interactions to take place. The greater amounymi®lic experiences one goes through, the
wider ranger of those experiences to be used byasmesources in further social encounters.
Collins focuses in his book on so-called emotiarargy (EE) as “the social emotion par
excellence” and distinguishes that from commonbtpgnized particular emotions like fear
and joy? In order to build an interaction ritual, peopleedeo involve emotions, which are
then transformed into other emotions.

Short-term situational emotions carry across dinat in the form of emotional
energy, with its hidden resonance of group memlj@rsbetting up chains of
interaction rituals over tim&.

Biographical identity vs. role-identity

Treating identity as a project entails approacliimg something highly subjective to
the individual, and under constant constructiorchEsymbolic interaction and each single
experience is “collected,” more or less conscioushd absorbed by the individual as part of
his/her overall identity. Each is also a fragmefintanstantly projected, accumulative
biography. This thesis’ notion of ‘overall identiig similar, in terms of meaning, to what
Goffman calls “biographical identity.” He claimsathan individual entering a social role
carries such identity with him and expresses soaneqg$ it, depending on a situation and its
frame®* It can be argued then, that in certain frames, ékpression is freer, so one’s identity
can surface more. This free-floating of one’s bagdry makes one feel more authentic, truer
to oneself. Such biographical identity is reflegtone as a person, and not as a social role one
performs at a given mometftPeople, however, often know themselves more foeir t

8 Collins, p. xii

9 Ibid, p. i

10 |bid, p. il

M Goffman 1986, p. 573
2 |bid, p.573

17



official social sides, i.e. roles and positionghe society. The argument of this thesis is that
changing the framework enables us to explore dterdnt role-potentials that are otherwise
suppressed by our main activity - which does netrte use ‘irrelevant’ for the role
resources from our personality. Social roles dwexegfore, often “utilitarian.” Making use of
the wider range of our human sides, makes us rigsendividuals, provides with well-
being and does not reduce only to main social riblaswe are attached to in our everyday
interactions. That is also what we can call theariauthentic’ self. During the presentation of
one’s ‘self’ in front of others, one has to be stie in terms of exposing certain parts of
one’s personality and behavioral styles, while glating those sides that contradict the
normative and expectational ideal of a role pertomoe. However, as Goffman (1959) claims,
if one is, nevertheless, attached to those “iraai¢tor undesired for a role sides of one’s
‘self,” one indulges in them in the “backstage’agperformance, a different framework
concealed from looks of othef$In this way, we can regard those unofficial atié - not
destined for the actual “performance” — as oftemevauthentic in comparison to staged social
roles where one disguises oneself in various m&sie the debate over limiting frames and
non-authenticity of everyday life begins. Goffmarserves that instead of just indulging in
one’s real feelings while fulfilling various sociasks, one fulfills those tasks in a way that
the performance is impressive for others who wétch.

In “Frame Analysis” (1986), Goffman elaborates bis issue again. According to
him, there is a relation between persons and thisundertake. That relation is determined
by the frame, or - as he also names it - “the auive system.” How much of the of role-
performer’s ‘self’ is to be spotted while performgia role, depends on how much space for
that is left by a role in a particular social sttaa. He further emphasizes:

Self, then, is not an entity half-concealed belémdnts, but a changeable formula for
managing oneself during them. Just as the curiertion prescribes the official guise
behind which we will conceal ourselves, so it pded for where and how we will
show through, the culture itself prescribing whattsof entity we must believe
ourselves to be in order to have something to shosugh in this mannet®

The individual’s identity, as we see, constantlgradpes, as the proportions of its components
to be enhanced change - according to situatiorthtaltural demands attached to a certain

social role.

13 Goffman 1959, p. 116-117
bid, p. 121
15 Goffman 1986p. 573-574
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Agency within social structure

If a current situation is a source of clues foiradividual about what and how to do in
that situation, it means that for Goffman the slosfiaicture in terms of power, is above
agency. As Collins notices, Goffman is a limitediabconstructivist, because he claims that
it is rather the situation that creates an indigidwith his social role) than an individual
(actor) shaping and controlling a situation thropgbsenting his “idealized” self in front of
others — the audienc¥. This thesis follows such a paradigm. People mhk&# teality, but
then, in turn, are inevitably constrained and shdmpethe social structure they themselves
have created. An individual’s valuation of a part&r identity and its hierarchical position
among other identities possessed is mostly depgnamsording to Thoits (1983), on one’s
cultural or subcultural embeddedness. Whether aosimg, sustaining or changing of an
identity, the role of culture is to form a directiéor personal values and priorities in those
processes.

Therefore, it also influences the level of one’syaaitment towards an identity. The
latter is measured, as Thoits claims, by a numbeetwork ties related to this identity,
subjective, affective importance of those ties, @ multiplexity” (overlapping) of those
ties’ Following such path of argumentation, it can be #aat it is the society and social
interactions that create individuality and persdiesl. It does not, however, deny the social
constructivist theory, saying that people subjetyicreate and perceive reality. Berzonsky
(2005) stresses that events themselves are nadlihit is only their meaning,
interpretations and significance that are sociatigstructed and depend upon non-objective
frame of reference, meaning “a set of values, gs#ésdards.*® Berzonsky’s (2005) claim,
following Kelly (1955), is that biological and satiphenomena exist independently of an
individual, but his/her understanding of the reait based on theoretical constructs he/she
applies to them® As we see, society is socially-constructed inrsseehat it exists through
people’s perceptions and interpretation. However imterpretations and cognitive trends
depend on culture where we are embedded. Berzamstes that knowledge and cognition

are relativistic, and dependent on cont®®ne could say that it is framework-specific.

Knowing is considered to be a constructive procgssubjectively creating meaning,
and those constructions always take place withpamicular socio-culturally based

16 see Collins 2004, p. 16
Y Thoits 1983, p. 176-177
18 Berzonsky 2005, p. 128
¥ bid., p. 130
2 |bid., p. 127
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context of implicit assumptions, values, theordtanstructs, attitudes, and signs and
symbols?

Identity formation takes place on a community lebebugh interactions with role-partners.
There is no “self” without society and others, agawhich we create ourselves developing
into separate entities. Durkheim (1915) writes:

The only source of life at which we can morallyniaate ourselves is that formed by
the society of our fellow beings; the only moraides with which we can sustain and
increase our own are those which we get from offers

Relevant at this point is also the notion of loagkijlass self that Thoits (1983)
mentions after Cooley, and the notion of takingritie of the generalized other that he
mentions after Mead. The self-perception is baseldaw partners in interactions perceive us
(and our particular position in an interaction)oith completes these theories adding that
others’ perception of us is also affected by theegal cultural worth of a position we hdfdl.
Therefore the ‘subjective’ is strictly interrelatedth the ‘objective’ (assuming that cultural
worth of a particular social position is relativehore objective in comparison with our
subjective self-definition when performing suchefjolOur identities are strictly connected to
and dependent on repeated and temporary interactitth others. Interaction is - as Goffman
(1959) defines it - individuals’ mutual influencéan each other’s behavior, while in direct
and physical presenééPeople perform roles in front of and for oth&$he foundation of
the whole social theory included in “The Presentatf Self in Everyday Life,” is the
argument that everyone always, everywhere, witQdni@r lesser awareness performs a role.

It is through various roles that we know others metf.’*°

Multiplicity of identities and its advantages

The argument is that the more identities one hakdsricher one’s social experiences.
We need to emphasize at this point, that by ‘righegience’ we do not mean good or bad
experiences. This subjective valuation, in turnuldalepend on social status, the affective
attachment to certain roles and the level of emalienergy one reaches in certain

2L Berzonsky 2005, p. 127
2 Durkheim 1915, p. 473
% Thoits 1983, p. 175, 177
2 Goffman 1959, p. 109
% |bid, p. 110

% |bid, p. 111
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interactions. In the strict sense, ‘rich’ meandaus, and the variety of experiences and roles
undertaken in one’s social life enrich one’s oVddantity.

It has been widely debated among social psychsti®ginat holding many identities
tends to lead to dissonances. However, as we readReggy A. Thoits (1983):

... multiple identity involvements do not necessardgult in role strain or role conflict

)%

According to her, different identities are not slynpeparated, but they rather tend to overlap,
especially when one holds multiple social roles 8laims that the more identities one
possesses, the more interrelated those ident@i@sniee, and the same role partners can be
role partners in interactions attached to a differgentity”®

Thoits divides individuals into two groups: intega (with multiple identities) and
isolated (with few identities). The lack or lossveall as possession or gain of the identity
influences a person psychologically, and soci#lly Collins (2004) claims, high emotional
energy gives one well-being. For Thoits (1983),l\eing is achieved thanks to a wide
variety of identities in a sense of social rolesr kheory is that integrated social “actors”
(those possessing multiple identities) are mor@eto gain mental-emotional well-being
than the isolated people (those holding few idesijt

The greater the number of identities held, thengteo one’s sense of meaningful,
guided existence. The more identities, the moréstential security” (.. 3°

By being situated in a wider range of differentiabencounters and ties (and roles —
following Goffman), individuals become more “indikialized.” Collins (2004), influenced
by Durkheim and Marcel Mauss, writes:

(...) the greater variety of social situations, theren unique each individual's
experience, and the greater variety of individdals.

Not only can previously unknown situations changeson’s identity, but they can also add
more ‘material’ to make such identity richer (thgbua variety of experiences) and the
individual's biography more unique (individualized)

As mentioned before, most of person’s identitiegi@ roles) are anchored in and
reflect his/her culture or subculture with its w@duand role-expectations. Such cultural bias is
inevitable, yet highly limiting for individual’s peonality and for understanding other cultures

or people that conspicuously differ from us. wvgrth considering, though, that an individual

2 Thoits 1983, p. 183
2 |bid, p. 184

2 |bid, p. 175

% Collins, p. Xix
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with a lot of alternative identities, is often lemsgaged in following the norms attached to a
particular role, because, as mentioned by Thofi83), one has to balance and distribute
one’s limited time and energy resources amongmiffeidentities’™” Thus, one is not that
engaged in each of one’s formal roles, based @sebdiaultural norms. By changing roles and
involving ourselves in new ones, we become abledk at the reality from different
perspectives. We can discern relativity of socistdurses.

Identity loss or identity gain can have comparabhailts. Thoits (1983) argues that
identity change is influential both to integratetiasolated members of the sociéty.
While gaining a new identity (a social role), osable to extend one’s behavioral,
ideological and emotional horizons and discermriadtee dimensions of the social reality,
previously known only through the prism of a setesser number of identities. Inspiration
and a fresh way of looking at the world are fecchgnges. When one experiences an identity
loss, on the other hand, it can allow one to seetirmative and affective structure of such
identity in a different light, from a different aleg thanks to being now an outsider to this
social role. Dismantling the structure throughahsting and questioning gives a person a
space for relativism and criticism. If we assunfteraCollins (2004), that a person holding
multiple identities is more individualized - he/snégght be much less dependent on culture in
terms of values, choices and personal prefereftamsy also correspond to the theory of
personal commitment to a role.

An important points is that there is not alwaysraat correlation between the time
and energy one invests into a particular idengéitd one’s personal commitment to that
identity. Such argument is inspired by Rosenbe®39}) and Mark (1977) that Thoits
mentions juxtaposing them with theories that clthat commitment is strictly determined by
one’s cultural embeddedness. The two, howevemdiaat commitment depends on
“psychological centrality” attached to a certaiteror identity or on subjective importance of
this identity for the indiviual. Some identitiescasingle experiences may give a person a lot
individually and create a strong attachment. ‘Séales’ experience was intense and
influential in my case - so in the case of oth@oel interviewed - even though it was only
our temporary identity. If to talk about any hiextay of identities, it would be those identities
that give one affect, discoveries, satisfactiopradffort, feeling of inclusion and other
‘assets’ as components of Collins’ (2004) ‘emoticrzergy.’ It is argued that if one

cumulates multiple and various social roles andearpces throughout one’s life, one

3L Thoits 1983, p. 178
32 see Thoits 1983
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becomes more individualized, more open to diffexamiants of reality. And, most important,
one’s values, personal choices and perceptionessenarrowed to culture in which one is
entangled. Participation in ‘Seven Tales of Misgrgiformance was an experience that to a
certain extent released me, and many other adtors,too much dependence on society’s
rules of various kinds — or at least helped meazedhat it is possible. At this point, this

hierarchically high experience is going to be @éistiuncovered for the reader.
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Chapter 2.

Seven Tales of Misery

The performance ,Seven Tales of Misery” took plec€openhagen and lasted for
three weeks (from™®o 30" of September 2006), everyday from 6 p.m. to 11 pexcept for
Mondays. It was an interactive theatre - or perfomoe theatre, set in a four-level building
designed in a bleak® style and composed as a model of the Earth. THerpeance was
stageless, involving the audience, fully improvisa@ated without any script, only with very
general director’s (Signa Sorensen) idea about wkatant to achieve in terms of the story.
Actors were given trust and freedom with one coadithat they cannot ruin the general

framework of this story.

The official (fictional) frame

The framework was as follows: we all live in thig,ahree — level old house; we are
the followers of the Prince we love. The Princthis leader of the cult. The house constitutes
a model of the Earth, with seven ‘continents’ (Adiaabia, Germania, Arctica, America,
Africa and Russia) and a Gypsy ‘refugee camp,” syliming the world’s populations that do
not have a homeland. We are performing the ritbieéoording continents’ miseries on holy
tapes — that is carried out by two continent ladiegach continent; the misery tapes are
going to be then taken by the Prince to the Nodle Rnd erased there by the force of the
magnetic field. This will result in erasing the egs of miseries from the real world; we
believe in God, ‘Das Magnale Magnum’ (great magma}i- we believe in magnetism, in that
there is negative and positive pole in each creand in all materia. The purpose of the
ritual is to bring back the balance to the worldttis now ending, because of an unbalanced
amount of evil misery that outnumbers the good.tRersake of effectiveness of the ritual,
we, the cult, need the presence of guests froroutede world representing misery-soaked

population of the Earth. After successfully finisgithe ritual, the Prince will fertilize all the

3 As directors explain it, ‘bleak’ is a “word desitif the look of certain objects and styles, (ofething
offering little or no hope, unpleasantly cold armh (...) bleak is often old and neutral to anyadsK...)
something which is seldom seen, timeless in itsesgion and a little off-beat. Bleak things arealisicheap
and worn out things of poor quality. The former Bbis generally very bleakBleak’ is an intrinsic part of
Signa’s logo and she was extremely strict abouhtaaiing that to the last detail.
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ladies from the seven continents, representingsieveations on Earth. In this way, in the
future world the balance between the good andvellibe brought back again.

Due to only general, therefore a very open stagngwork, as well as improvisational
and interactive mode of the performance, the endiag not known, and the continuing story
depended on a story from the previous day. More #ety actors participated - some of them
amateur, like myself, some more or less professi@@ch of us was required to develop
his/her own character, mainly based on the charagiast life, created by each actor before
rehearsals. Actors were only given their charasteame and a position in the cult. There was
a hierarchy within the cult, the “division of laB@nd different forms of contribution to the
whole ritual. This, however, was not permanentkgd, but also shaped during interactions.
The cast looked as follows: The Prince — the fouatie the leader of the cult; the Lady of
the Law; Ernie (the spiritual father); continerdiles; control technicians — responsible for the
efficiency of holy tapes capturing misery rituatglacirculating - like veins within a human
body - around the whole house; music and danc@éreicontributing to many rituals,
enhancing the aura of the ceremony; leaders didhse who guided the incoming guests in
terms of rules within the cult and its religiouslpiophy; shifters, taking care of the overall
functioning of the house, and the “Gypsies.” Exdepseven ‘continents’ and a Gypsy
‘refugee camp,’ that were composing a model ofghgh, the rest of the building played the
function of the cult’'s house. It included such raoas the Great Hall where the Prince
resides, a café, a chapel, a balcony — a placeevdmer can talk to God, a spiritual father’s
room (Ernie’s room), the music and dance troupegssing room, the sleeping quarters,
where leaders and shifters sleep within their ‘iage groups™

Actors, as mentioned before, were given only thieiaf position within the cult’s
structure, and the remaining personality “gap” Vedisto them to fill with the content. Some
people were creating their new identities for weaksl some being very detail-oriented.
People were deeply involved in the story. For atim@md a half, everybody was involved,
first in six-hour-rehearsals, everyday except feetends, then in 6-hours-playing, everyday
except for Mondays. This period of everybody'’s Wfas almost completely filled with the
story as long as one wished to remain focusedepstdnal and effective in developing
his/her character and relations with other acteush “well-prepared” identities were
nevertheless constantly being shaped, reshapefiedeand altered as the story proceeded —
all through interactions with co-actors and theiancke. The performance was in English, but

34 Leaders and shifters were matched within marrgggeps that changed periodicaly according to the ofi
‘Lady of the Law.’ It was natural for the cult sgat of reproduction and of enforcing the family'$idarity.
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because of seven continents created in the houstcuituralism was highly praised and
native languages were considered “exotic,” moréentic, thus more appreciated. Different
components of the story were happening simultangoss that neither the actors, nor the
audience nor even directors were able to captudeegperience its whole narrative. All the

performance itself was treated as a great ritual.

Social frameworks

This thesis focuses on complementarity of realfatidnal frameworks in the process
of identity formation. At this point | will referot Goffman’s (1986) “Frame Analysis.”
However, to be able to follow some relevant aspethis theory, it is essential to understand
some basic terms involved in the book. For him réda social world is interpreted by people
through primary frameworks, out of which we cartidguish two main frameworks: natural
and social. Social frameworks provide people whin background understanding of events.
He describes actions of an agency as “guided dbthgs make him/her follow the
“standards,” social valuation of a certain actidbhe doer’'s motive and intent determine
which of the various frameworks of understandintshe applies to a particular situation.
Thus, people tend to generate the meaning of amt &yeapplying primary frameworks to it,
and a type of framework they choose help describh an event: Goffman writes about
‘real’ social events and their “keyings”:

Actions framed entirely in terms of a primary framwek are said to be real or actual,
to be really or actually, or literally occurring. k&ying of these actions performed, say,
onstage provides us with something that is notditer real or actually occurring.
Nonetheless, we would say that the staging of tleesi®ons was really or actually
occurring®

Keying is a process of transforming the actual evaready meaningful (because perceived
through some primary frameworks), into a pfa@ne of the basic keys present in our society
is ‘Make-believe,” with dramatic scriptings as stsbcategory® As the author writes about

them:

(...) their deepest significance is that they prowadmock-up of everyday life, a put-
together script of unscripted social doing, andstlare a source of broad hints
concerning the structure of this domain.

% Goffman 1986, p. 22, 24
% |bid, p. 47

37 |bid, p. 43-44

3 |bid, p. 48-54

% Ibid., p. 53
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‘Seventales’ performance was highly realistic amiyed for achieving the feeling of
authenticity: authentic scenography and objecteadic ethnic groups; improvisation
resembling “unrehearsed” mode of everyday soctafractions. It provides a “keying,”

a “mock-up,” to use Goffman’s (1986) terms, of wbah happen in the reality - a religious
cult, a subculture living in the middle of Copenbag the normal mode of Western urban
life. The internal realm of such sect was condeiby its own philosophy, everyday habits
and laws. The cult was strictly exclusive towaltus outside, however - the story said - for
this particular mission of erasing the misery neleeldernal guests as a necessary factor to
successfully fulfill the intended ritual. Incoméosthe house had to surrender to the rules, for
instance be ritually cleansed by the two ‘Virgirigltee Doorway,’ as the miseries they bring
from the outside world could affect the efficierafythe ritual. Everything from the beginning
to the end was happening in the fiction.

The framework determines interactions to take pleitiein. Like is a case of any
frame, certain aspects in ‘Seventales’ - like sgeaphy, “biographies” of the characters, and
the general story-lifé - have an impact on interactions and the prodnaifaneaning in the
performance proce$$ Skjoldager-Nielsen’s (2006) writes about generatibmeaning in the
process of placing an object within a certain damatext. He uses D. von Hantelmann’s
description of the concept of ‘performativity’:

The notion of performativity (...) centers on the gibgities and limits of productivity
— the ability to produce a meaning, to provide gmegience or to create a situation. We
all know, for example, the meaning of a door: yatee or leave a room through it. But
asking about the performativity of this door poitdsthe situation it produces, which
might be integrative, segregative or exclusive.t@vards the actions that can take
place with or through this door, like slamming itdathereby performing a certain
culturally coded convention of arguing. So, in ashell, performativity leads us
towards a situational understanding of culturey situational aesthetics (%)

In ‘Seventales,” the whole framework was composatdonly by objects, but also by the
people within the house who were “filling” the heyss if completing the scenography.
Objects - with their location against other objeatsl the way people were using them —
altogether with live actions made the whole picttine meaning of the framework that in turn

influenced the experience.

“0see Appendix 1
1 See Skjoldager 2006, paragraph 13
“2 Skjoldager-Nielsen 2006, paragraph 14
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Three dimensions of the performance

Debate over what composes the official frame oté&eTales of Misery’ can be
approached from two different sides: is it a the&br the audience that pay the fee, or a cult
carrying out a serious ritual and inviting outspople - the guests - to participate? It is
crucial to understand the multi-dimensions of teefgrmance. On the meta-level, ‘Seven
Tales of Misery’ was a performance theatre crebtedrtists and visited by audiences.
Goffman (1986) would call it the level of actordaheatre-goers. The rest happened
exclusively in the fiction, which rejected the fiteavel even when checking people in. Even
buying the tickets by the audience and undressinige clock room belonged to this frame -
from welcoming guests at the door and dressing tinemtualistic costumes to the point of
letting them out of the house. All “offstage” actgowere made part of the fiction.

The second dimension is: we are the cult perforrainigual of high importance, to
participate in which we invite guests, namely algss. The third level is a part of the second
one. Misery rituals are, in a way, play in a pl@gntinent ladies, with the help of other
followers and guests are performing and recodiogétrituals. Those are a crucial part
generating meaning and bringing forward the mideredmlities of the surrounding world.
Those small rituals also justify the whole everitey require temporary transformation of the
cult members into various characters. In ‘Rus$a,example, Queen and Princess Russia
would shift between roles embodying Stalin, a h@s&lchild, a prostitute or a victim of
‘Kursk’ submarine — all for the sake of the multiuof single misery rituals contributing to
the final goal of erasing miseries. It is importemstress that during those small scenes,
obviously not everything had to be realistic, waogblayed with symbols substituting the real.
It was not, however, treated as if we were nowiplayheatre — the discourse of the second
dimension remained throughout the play: we arerd#eg the sound of misery. Political
issues were repeatedly touched upon by means etfzodhclose to representation, however it
was only happening for the sake of and during tieem rituals. In such moments, we
represented, reflected what is really happeningappened once in the real world. It was this
“make-believe’ framework that Goffman (1986) writgsout. Outside of such rituals - which
are treated as a necessary illusion inside ofrtéad’ ‘play — we did not represent in a sense of

mimesis. We simply gave our real presence in iotemas, being the religious cult.

Different from “classical” theatrical framework
During the process of my character creation, ttt@internalize some important

features of my character’s identity that | finatigver really showed clearly in front of the
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audience. | often wondered if some people notibedd things anyway, without really being
shown any corresponding conspicuous actions. & doécorrespond to how Goffman (1986)
perceives actors in a theatre play: as trying tmstheir characters in their entirety and as
visibly as possible. Moreover, he claims that angtage, actions are seen in a compressed -
simplified, but completed — form. This is unlikethre real world, where this kind of
“overview” is possible only in retrospect, so bytstructive reflection®® However, what we

- the actors - considered artistically valued, leasling us to a different direction. Trivial
activities like drinking tea or peeling potatoedaxed conversation with the audience (the
guests), slow motion of ‘nothing-really-going-onstead of only conspicuous, loud action
and provocative scenes. In such seemingly unirtegesioments — as if the plot were never
to culminate - there was room for discerning dsetard reaching authentic intimacy with
actors who seemed as ordinary human beings asithenae. Moreover, such equality
encouraged to participate and open up. In ‘Sevesitadhe audience participate directly,
however — contrary to how Goffman (1986) charazeritheatf¥ - not in the entirety of the
story and without having a simultaneous overviewlbthe aspects present in the fictional
time and space. That makes the performance evea maalistic in a sense that in the real life
we are also not able to witness different eventsggrenomena at the same time. What is
more, the life “script” is being written by curremappenings - and so was “Seven Tales of
Misery” performance.

Goffman’s theory also suggests that the fictiomatysis provided to the audience
democratically (evenly) and with artists’ effortsachieve meaningful and understandable
(and therefore effective) audience’s impressions Ththe rule which is not followed in our
performance. The most beautiful and valuable ictevas were those — and most of the
respondents had similar opinion - on a relativetyimate level, when the story was happening
between myself and one or very few people, out$idevery mainstream of the story. Such
situations might have been discriminative, in a tawards others not involved, but, at the
same time, this mode of improvisation resembleddrunelations from the real life. So, there
was no evenly distributed “information state? referring to Goffman’s term - provided for
the audience, who in the traditional theatre wisesghe same portion of the story, in the
same tempo and in the same time and space. Itlveaaateristic that often only a few people

could notice some of character’s states, theirdtaphy” that was hidden under the surface.

3 Goffman 1986, p. 138
* Ibid, p. 130
> |bid, p. 133-134
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Often, only a few could have the experience ofatrscy, which was given specially for
them. Neither directors nor actors took responigydibr the level of audience’s understanding
of the context and their definition of the situatidike in life, it was their own task to

investigate the (fictional) reality through intetiaos with other people.

On the intersection of fiction and reality

What was interesting, was this interconnectedned<gerlapping of fiction and
reality. There were some people who, outside reda¢éarwould go to a pub for a beer in their
characters to practice in order to become moreli@mvith theirs and others’ fictional
personalities. The backstage is commonly treatedtesnsient place between the stage and
the reality, a place where fiction and reality arériction, so it is hard to distinguish the
boundary. In ‘Seventales’ performance, it can be, $he backstage is happening on the
stage, so in this mixture between the fiction drelreality one participating can gain distance
to both. From one side, one can posit himself datsf the reality frame with its social order,
norms and conventions. From the other side, oablesto stand outside the fictional frame
for example in the process of questioning thedittiThere can be situations, in which the
fiction goes too far, crossing the border and uhitng on the territory of reality. It is claimed
that through such intrusion, fiction can changerdadity, by breaking its inner structure and
provoking different angles of perceiving it. As Rka— one of the interviewees and a co-
director - said:

What Signa can show is that we all have to be atvetethere might be situations we
act like we never thought of. If there’s a rightuation and as right push we can get
triggered to things we never though we might ewer d

Elaborating on the possibility of the freedom af tinrestricted improvisational acting
during the performance, | notice a paradox, whicthis case can be called a ‘vicious cycle.’
In this “playground” of role-talking, people feekt and secure due to the lack of real
consequences for their doings in fiction. Fromdtieer side, however, they are also likely to
feel more insecure and afraid, as such freedofmaied, meaning other people are also
unrestricted. Since the rules from the real wortllaft behind the door of the house, new
rules were introduced that many of the audiene®isure about. As Peter, one of the
interviewees said, it was creating another worlthwotally new rules. One might be as
scared by the unpredictability of the interactianthin a fictional frame and of other people’s
(other characters’) boundaries — in a similar wayfar instance, fearing a child, which is not
well socialized, not bounded by various culturatwentions and tactfulness.
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Participation

It was fully the audience’s decision and respotigybivhether to be involved in the
story, in interactions. Those who participated ddukt of all find the story fascinating to
explore, but also experience the influential patmif the whole framework. Skjoldager-
Nielser{® (2006) was a type of audience that took active (@57 Beds’ and ‘The Black
Rose Trick'} in terms of role-taking and discovering the unseethrough interactions with
others. In his article on interactivity in Signgerformances, he recalls from '57 Beds’:

I make the acquaintance of many characters, anddwentually able to piece together
stories. (...) In order to make my approach to theratters easier, | take on the
persona of a traveling poet seeking inspiraffon.

It was, nevertheless, difficult to understand caogted network of relationships and personal
stories, full of contradictions and paradoxes. Nohthe performers helped him to
understand. Instead, they deepened confusiongittirhinting at extreme relativism of what
is commonly termed ‘reality.” He recalls a meetimith a depressed character, Adam:

During our conversation, an angesits down behind him. | tell him that everything
will be all right, because he has a guardian andelthrows a glance over his shoulder
and answers, ‘What are you rambling about? Theme angel!™

'57 Beds’ was abstract, momentarily metaphysiaad, aften cognitively unapproachable.
Skjoldager-Nielsen writes:

Only on the meta-level does the ritual produce rimegmliness in terms of a
surrendering to a greater reality beyond my comgmeion, possibly with
religious/spiritual undertonés.

I know of many audiences — some of whom | talkepgersonally — who restrained
from “dipping” into the story and interactions, dwethe lack of familiarity with the unknown
framework and the lack of understanding of the mmenaof its fragmented elements. Using
Goffman’s (1959) notion, they had difficulty in mag the definition of the situation,
therefore they felt insecure and tried — althoughas little possible - to act only as

“ Kim Skjoldager-Nielsen was an audience in '57 Bedsl ‘The Black Rose Trick’ and then a perforner i
‘Seven Tales of Misery’

47'57 Beds’ was a continuous and improvised stdwg IBeventales,’ lasting five hours a day, butein a
two-week performance (12-24 Feb 2004) they playesive hours during the night; ‘The Black Rose Trick
(4-14 March 2005, Malmo) lasted for ten days, 2drho

“8 Skjoldager-Nielsen 2006, paragraph 6

“9 Contrary to highly realistic performance ‘SevereBaof Misery,’ '57 Beds’ was much more abstract
containing also fairy-tale-like characters. Afté'Beds,” however, Signa turned more towards ‘d&’ when
creating performances

%0 Skjoldager-Nielsen 2006, paragraph 7

*1 |bid, paragraph 16
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spectators. When talking about a potential charfiggeatity, | bear in mind particularly those
audiences, who allow themselves to become palteofi¢tion, those deeply involved and
actively interacting. As Skjoldager-Nielsen (20@&ims, if we overcome this comfortable
and secure separation between actors and audience,

...then both conflict and redemption can intoxiazewith a potentially transformative
effect

Origins of the idea

Signa Sorensen’s inspiration for creating such owged and interactive performance
installations came, as she says, from her experigna nightclub, where she worked as a
private dancer and a ‘Champagne GifIShe explains that she learned much from those
interactions that felt natural and intimate, beshghe same time located in an “extreme”
universe, much different from the world outsideemhas she says, she transferred this idea of
close interaction with the audience to a differ@nitext, the artistic context. She adds that she
has also been interested in other phenomena, Wailt call sociological aspects, such as
social situations and social institutions being{®&d” in a particular way in order to function
appropriately. What fascinated her was changesimam behavior that are determined by
such staging of different events and interactidfereover, she is interested in the very
common nowadays phenomenon of power structureg,itvimn@ans to be an individual, and
how people “fit” themselves in a social systentadh be said, therefore, that she creates

alternative ways of exploring the social realitgldhe ‘self’ inside of it.

Pin-pointing a genre
In Goffman’s (1986) “Frame Analysis,” there is atthiction between types of

performances. As Goffman underlines,

...these distinctions among performances refehneoofficial face of activity, not to its
underlying character and intetit.

| consider ‘Seventales’ belonging to a couple offaan’s types. First of all, it is similar to a
dramatic scripting, for the existence of which guglience is crucial and for which the

audience is charged. This type of performancedsribst pure. Secondly, it is a mixture

%2 Skjoldager-Nielsen 2006, paragraph 21
>3 One’s role is to encourage visitors to buy champaand private dances
** Goffman 1986, p. 125-126
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between instruction and entertainment. In a figtibe audience are obliged to take an
introductory tour by so-called leaders of the hanserder to become familiar with rules
within the cult and its religious philosophy. Thaertainment is probably the most surfacing
motive of the audience to visit the house — tourprised by the unknown, to be emotional
and impressed in a fictional-realistic, fascinatmgyld. Finally, the performance can be
applied to another type, that including ceremohlesweddings and funerals. The rituals of
cleansing the world from miseries, although inidiot were part of the serious world and
were rendered significant as a thought-provokiriigcgon of the real.

Signa Sorensen calls her works ‘installation penfamces.’ To be able to reach a
better comprehension of her artistic “trademarkis worth employing an analysis of Signa’s
performances by Kim Skjoldager-Nielsen (2006), @& eepresentative of the audience’s
perspective. We were performing together in ‘Sevales of Misery,” and before that he was
an audience in '57 Beds’ and ‘The Black Rose Triekhe two performances that inspired
him to write an analytical article. He expressespg@rspective on those projects:

Signa’s works are made up of dynamic and polycemrocesses through which the
audience’s and actors’ perceptions unfold. The dtargy does not deal with the
composition of a set production culture. It creadsamework and provides material
for emergent constellations of elements and meaniwgich the interactivity between
actors and audience brings to life, individuallynmeting the networR®

Inspired by Jensen’s (1998) definition, he callsgeformances ‘free interactive theatre.’
Such is characterized by employing audience aseatars of the performance, by
discovering, freely interpreting the fictional uaige, as well as making their own stories
along with performer2® He regards Signa’s interactive performances agrtwisational
role-play with an associated reality effect or perfative realism — ultimately creating
individual meaning® He also sees it as a space for identity creatimugh the experience
that can retard our ability to distinguish betwé&etion and our own reality — “two levels of

one and the same reality: the real, physical mgétth

Theatre reflects current social tendencies: interaovity

Skjoldager-Nielsen’s (2006) observations lead statement — similar also to one
presented by Benedict Nightingale (1999) - thatnatks always reflect societies with their
current ideologies and social tendencies. The foanthor says that interactivity was a key

% Skjoldager-Nielsen 2006, paragraph 28
%% |bid, paragraph 1

> |bid, paragraph 20

%8 |bid, paragraph 21
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factor in creating productions like those of Signdhteractivity is well adapted in our, as he
calls it, ‘performative culture,” where identity ég®@nstructed as a project by the individual,
who presents his/her created ‘self’ in front ofet’ — a concept taken after Goffman (1959).
Like in real life, we cannot have full control ovieteractions and people involved in those
interactions, also in fiction, Signa allows a semilinpredictability. She gives away a lot of
control over her performance, in a sense that asatvery democratic attitude while
selecting her actors, and no clue about enteridgeages.

Such an interactive process, a performance ingtallas not only mimetic acting — a
principle of theatre — but, as Mads, an intervievpess it, “is about searching the limits of
one’s own world, searching for frameworks of soo&tractions. And a framework sets a

definition of a ‘social game.” For the sake of sigoexplorations, Signa, as an artist, deprives
herself of the ability to control the performanceldeaves to the audience a wide space for
their own interactive initiative to co-create theibn and to set its limits. It is a new
phenomenon that considerably marks the shift irccttmtemporary art, reflecting at the same
time the condition of agency in the Western sociéprth discussing are tendencies of the

postmodern theatre that are to a big extent sutiestiadh in Signa Sorensen’s performances.

%9 Skjoldager-Nielsen 2006, paragraph 23
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Chapter 3.

Postmodern Theatre

In his book “Postdramatic Theatre,” Lehman (200@stto present the features of this
new genre that distinguish it from classical theatnd, especially, from dramatic theatre
(with its principle of pre-text). Postmodern tendies in the field of theatre turn the theatre in
the direction of performance art. It bears refeectocSkjoldager-Nielsen’s discussion on
‘performative culture’ we are living iff In performance, even if it may still represent
mimetically (being a work of representation), itaimfocus is shifted, and now located in the
process between the stage and the audience. Agtks:w

When it is not the ‘objectively’ appraisable worlitla process between performers and
the audience that constitutes the artistic valuen the latter depends on the experience
of the participants itself, i.e. on highly subjeetiand ephemeral reality compared to

the permanently fixed ‘worlé*

Thus, it can be stated that objective artistic @alapends on the subjective experience. It well
reflects contemporary social tendencies of excessiwjectivity and the wild quest for new
experiences. His argumentation proceeds to thd powhich he admits that because of the
above, it is highly difficult to draw a clear bordgetween a performance or other seemingly
alike forms of expression, like for example a mexhibitionist behavior. Therefore, as he
says, categorizing something as performance isrdated by the artists creating one, instead
of being an objective artistic domain. The corepoge of a performance, namely the
communication between artists and the audiencéheitast, if not the only one, determinant
of an artistic valuation:

The performative positingsészung) cannot be measured by previously determined
criteria but above all by itsommunicative succesh is inevitable that it is now the
audience — no longer just an unaffected withessabpiarticipating partner — that
determine the communicative succ®ss.

As we hear from Signa, the idea of performancaiohkind, came out of the need to create a
differently framed universe, where close and intemateractions between the participants
take place. The improvisational mode of those auons gives both naturalness and
spontaneity, instead of pre-designed acting, withe same time unpredictable outcomes. It

makes the framework highly authentic, reflectinggractions in the real life.

0 see chapter 4
®1 Lehmann 2006, p. 136
%2 bid, p. 136

35



The reception by the audience — that actually shoat be called ‘audience’ any
longer — becomes more important than the origim@inision of an artist or any possible
message he wishes to put forward. What mattetseipérformance theatre (not theatre
%3

performance or theatre play) are interactionshhedk the ‘Fourth Wall’® Lehmann writes:

It [theatre] has to become a communicative exchahgé not only admits to its
momentariness (the transitoriness traditionallyardgd as its deficit compared to the
lasting work) but asserts it as indispensably dtuiste of the practice of
communicative intensity”

Dealing with the extreme and the ‘self-transformaton’

As Signa’s performances are most often called p@idace installation, or
performance theatre (not theatre performance)pedding more on the phenomenon of
contemporary performance is more than relevartigfpoint. Lehmann rightly writes:

In "Performance Art’, the action of the artists designed not so much to
transform a reality external to them and to comroata this by virtue of the aesthetic
treatment, but rather to strive for a ‘self-tramsfation.”

What matters is the artist’s body used both asestiland object of action, therefore, as he
writes, the “aesthetic distance” of an artist andadience is eliminatéed.

Even though I find this new phenomenon fascinabiotp from an artistic and
sociological point of view, this paper does nobalime to step on a more detailed territory of
this subject, therefore | will present only two exaes of extreme performances, mentioned
by Lehman in his book. The artist Booby Baker, @n performance titled “Kitchen Shows,”
invited guests to her kitchen where she presentkdleague about women’s enslavement in
the kitchen and physically marking her body in eatmore than ten actions she td8khe
other example of using an artist’'s body as a dicaatier of meaning is the performance by
Marina Abramowicz, in which she exposed her bodly fio visitors’ actions, allowing them
to do anything they wanted. There was also aggressd sexual humiliation, up to the
moment when one audience forced a loaded gun ertbdnd and pointed it at her tempfe.
The author notices here an interesting analogy aldktimes’ spiritual rituals that are, in a

way, transferred by artists to the contemporarytextn

%3 a metaphorical reference to the separation betaetnms playing and seated spectators
% Lehmann 2006, p. 137

% Ibid

% |bid, p. 139

%7 Ibid, p.140
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Theatre as ritual

Schechner, quoted by Lehman regards theatre astarenbetween the entertainment
and the rituaf® Benjamin (1999) underlines the ritualistic origihany art. The unique value
of any authentic work has its basis in ritual.islsignificant that the existence of the work of
art with reference to its aura is never entirelyasated from its ritual functiorf>
Mechanical reproduction, however, as Benjamin enthrites, separates art from its
dependence on ritual. Rituals belong to the presdmreas reproduced images — to the past.
Whether we talk about traditional, magical / redigg rituals, or about contemporary and
secular ones, they are still “enchanted” and sunded by an aura. Theatre, thus, when treated
as the ritual, is enchanted, without being depriekis aura.

Durkheim (1915) also searches for the source otcppal artistic forms in religion. A
rite, is embedded in the serious life, even thatigivolves elements of entertainment,
recreation, as well as unreal and imaginary compisn®ites, as he proceeds, fill members of
a community with energy resources:

After we have acquitted ourselves of our rituali@gitwe enter into the profane life

with increased courage and ardour, (...) also Ilmxaaur forces have been

reinvigorated by living, for a few moments, in felthat is less strained, and freer and
easier?

In the performance ‘Seven Tales of Misery,” we dlid deal with such risky and
extreme bodily ‘experiments’ as described earlieLhmann. However, our performance
also entailed a heightened responsibility of thégomers having given away a lot of control
to the audience. By doing so, they were exposiagtielves physically and emotionally to
such unpredictability of improvised interactionse\dbuld say that on the one hand, it was an
extended freedom among actors. However, on the btrel, there was actually freedom on
both sides of interaction, which always implies ploeential of real risk - not only theatrical

and “represented” one.

Theatre — bringing back spontaneity and affect

Lehmann (2006) emphasizes that in contemporaryrthe@olitics of perception” do
not take the form of a strictly defined discoursa @olitical message, “but rather a basic
disrespect for tenability or positive affirmatioff.He observes that nowadays anything, even

% Lehmann 2006, p. 139
%9 Benjamin 1999, p.76
° Durkheim, p. 427

"L Lehmann 2006, p. 186
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the most controversial issues, can be touched upthreatre. Moreover, what is characteristic
is that they are not approached through the priscemain morals or ideology, but simply
shown, opening the space for individual reactiois. décio-cultural observations lead him to
the conclusion that in that way even taboos — whielnly originate from culturally-
determined affective reactions to certain occuresnecan be rationalized, and therefore de-
mythologized. In such a phenomenon, he sees éorgeople to eliminate their spontaneous
and emotional reactions and judgments, insteadsfoglonly on sensibility and intellect:

In light of this observation of the progressive dkdown of immediate affective
reaction, we have to realize the growing importaoica certain cultivation of affects,
the ‘training’ of an emotionality that is not undehe tutelage of rational
preconsiderations.(...) It will increasingly become important task for ‘theatrical’
practices in the widest sense to create playfub8dns in which affects are released
and played ouf?
Here conspicuous is the direct reference to Behétghtingale (1999) and his predictions on
the XXI century’s theatre. The latter, he claimd| warry a burden of mission aimed at
providing liberating and inspiring haven for peof#d up with the fast pace of life and
expansion of the ‘virtual’® Lehmann further explains:

(...) it falls to the theatre to deal with extremésaffect by means of aesthetics of risk,
extremes which always also contain the possibifitgffending by breaking taboo$.

In ‘Seventales’ performance real and often strangtens floated due to risk-
entailing physical closeness and the breakageaslsaboos of various kinds. Postdramatic
theatre, as Lehman states, is a mixture betweenttiad the physical presence and the
interactivity. The performance ‘Seven Tales of Myséncluded all those elements. As we

read from the author’s:

(...) the combination of a naive or blasphemous eti@cuof a magic ceremony,
interactive performance, and production of preseisc&n illuminating motif for
postdramatic theatr&

At this point the subject matter and the aboverilesare to be investigated more extensively,
and — what is the most important — more deeply thghsupport of analyzed interviews with

actors from the performance ‘Seven Tales of Misery.

2 Lehmann 2006, p. 186

3 see Nightingale 1999

" Lehman 2006, p. 186-187
" Ibid, p. 141
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Chapter 4.
Methodology

Qualitative research is the most relevant methags&to address questions relevant
for this thesis. The emphasis is on actors’ pelsexgeriences, impressions they had and
opinions about the ‘Seventales’ performance.

During my time-limited stay in Denmark (3th*1Rlovember 2006), | managed to conduct
nine in-depth interviews with actors (alltogethkven actors as two interviews were
guestioning two people at once) from the perforredBeven Tales of Misery.” Some of had
taken part also in other Signa’s Sorensen’s prejeefore — whether in role of actors or
audience. The selection of the respondents wasrrpthctical than carried out at random
(which would be more representative). First ofiallyas highly important for me to interview
directors who were also taking part as actors sdheere crucial for this research. The rest of
the respondents were chosen according to two maators: mainly their availability, and
secondly, my personal interest in them as actaifoaicharacters. | need to underline that the
whole performance was international in terms oiingctrew, even though most of them were
Danish. Since the interviews took place more tharoath after the show had finished, it was
difficult for me to reach people from ArgentinageevNorway and Sweden. All the interviews
were conducted fully in English, because that wes the language of the performance.

My scientific approach towards the qualitative e¥sh was constructivist. It departs
from the paradigm that both interviewee’s narratiaad my question-formation and interest-
orientation create the reality. Here lies the wesknof such approach when striving for
scientific validity. The analytical results are alyg affected by researcher’s interpretations, as
well as by interviewees’ limited ability to expressmplex emotions by using the language.
At the same time, however, no other method is tetfe in gaining possibly the most in-
depth understanding of respondents’ experiencesemtidgs.

The reality is socially-constructed, and this candion is, first of all, influenced by
the interaction between an interviewer and anwegree, and obviously also determined by
the socio-cultural environment each of them comas f According to Denzin and Lincoln
(2003), the epistemological attitude is based erbilief that “(...) the knower and known
interact and shape one anoth&Bearing that in mind, | intentionally shared ateyp

impressions and opinions with the intervieweesrater to create the atmosphere of

® Denzin and Lincoln 2003, p. 33
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informality, equality and the feeling of ‘exchangg&uch approach was also a stressed
principle during the play and turned out to be hygtffective, as the audience were more
eager to open up and be/explore ‘themselves’. Niytthe performance was interactive, as is
underlined repeatedly in this paper, but the ingsvg investigating that performance were no
less interactive. Miller and Glassner (1997) angpsutive towards that viewpoint: “(... ) an
interview is (...) an interaction (...) in which botlanicipants create and construct narrative
versions of the social world*| was aware that all the people involved in therview —
whether myself, as the interviewer, and one orpeople questioned at once — were mutually
influenced by what was said by others. Neverthelasstice a precious advantage of it: all of
us were given the opportunity to extend our perspeageptual horizons concerning our
‘self’ and the performance, and come up with newctasions. Such ‘exchange’ of
experiences and impressions gives fertile grounthi®realization of the existence of other
ways of looking at the same things. For achievirgg + and this is the core of the
investigation - we need either ‘Others’ or a chaafjgamework. That is why merely asking
fixed questions and obtaining answers is not endogain satisfactory analytical results. In
gualitative method of interviewing, a researchexdseto be relatively flexible and observant
and know intuitively when a certain question nekaither explanation. Therefore, in order to
reach more or less common terminological consersubas a result, a better mutual
understanding, questioning is very conversatiamghis specific kind of interaction — an
interview.

The constructivist approach is the point of departoth for choosing the subject for
my research, for its categorization and also forqugstioning orientation. To quote Denzin
and Lincoln again:

(...) the narratives, or stories, scientists tell aceounts couched and framed within
specific storytelling traditions, often defined gzaradigms (e.g., positivism,
postpositivism, constructivisny.

The authors further adds:

The gendered, multiculturally situated researchmgr@aches the world with a set of
ideas, a framework (theory, ontology) that spesifieset of questions (epistemology)

that he or she then examines in specific ways (ouetlogy, analysisj’

Ontologically, my paradigm is characterized by thlativism of multiple, constructed

realities and | realize that what | hear from myférmants” is always only one of those

"Miller and Glassner 1997, p. 99
8 Denzin and Lincoln 2003, p. 9
9 Ibid., p. 29-30
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realities. | will try, nonetheless, to find sometpens in the perceptions of people |
interviewed, because, as we read in Miller's anals&her’s, although reality is discursively
constructed, it does not mean that it does not &xigside” of the interview?”

| decided to be more narratively “active” during tinterviews, also because the
presence of some key aspects, definitions of wiviete far from explicit. For instance, the
notion of authenticity could be understood on vasitevels, so it was necessary to explain
what | mean when asking about it in accordance thithparticular performance framework.
As there might be many individual definitions oistiambiguous notion of ‘authenticity,’ |
had to make myself understood from which side klabit and what do | compare it with,
while applying it to my subject matter — then, oficse, | ask about their opinion.

According to Patton’s categorizati8h most of my questions were
“experience/behavior questions”, “feeling questicarsd “opinion questions”. | am aware
that, as the interviewer, | was not neutral fomther any third party, so from one side, it
could have an impact on them, as we had commoraadquces. However, on the other
hand, there was a closeness and trust betweeftarshaving shared fascinating and strong
experience of the performance. In addition, the mamication during the interview was
smoother due to the fact that all of us were familith the whole idea and framework — both
from the backstage and front-stage perspectivéhdnway, | was able to employ a
presupposition format of questions to straight aasly about a phenomenon/experience
instead of first asking about its factual existere@m example, | could ask how they
experienced the blending of fiction and realitghe performance, instead of first asking if

there was any.

As we read in Danzin’s and Lincoln’s (2003): “Timeerpretive practice of making
sense of one’s findings is both artistic and peait® | chose this free-flowing mode of
interviewing peopléwhat Michael Patton would probably call “the infahtonversational

"83) My intention was to give them the opportunitygmthrough this ‘Seventales’

interview
experience again and reflect on that from a digdr@nd more critical perspective, while at
the same time still recreating emotions. As | rexticthis “journey” back to the performance

would often change — slightly or significantly —athihey had said before, since the interview

8 Miller and Glassner 1997, p. 102-103
8 see Patton 1990, p. 290-293

8 Denzin and Lincoln 2003, p. 37

8 see Patton 1990, p. 280

41



was also a process of (self)reflection that lede explorations. Sometimes, apparently non-

related questions were leading to a highly relewaormation.

After coding and pattern-searching, as Gill (20€@)ms, a discourse analyst should
focus on interpretation of functions of certain tweristics of the discour§éIt means that,
as an interviewer, | should find some cause-effhains and the functions of actors’
responses, in terms of how they replied and wisateis they particularly emphasized or
repeated. | made an effort to choose relevant caty sort the narratives into those

categories and analyze the material searchingfbogatterns and “anomalie&>”
Categories essential for the research are regrdugesetl on themes:

- actors’ general experience of the interactive tleeand its actual and potential
influence on the participating individuals

- embraced ‘authenticity’ of the experience thankghysical presence, intimacy in
interactions and ‘reality effect’

- Dblurring of the boundary between fiction and realit

- questions on contemporary tendencies, conditiodsralues of the Western society,

all in reference to the performance.

8 Gill 2000, p. 180
8 Gill 2000, p. 180
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Chapter 5.

Actors’ perspective

Even though the interviews were not standardizethriaged to find some discursive

patterns reflecting what most of the respondentseaon.

One thing has to be clarified. Since the intenisoto give the reader a wider and a
more detailed overview of actors’ discourses onpiiidormance, this chapter is not limited to
a brief synthesis of their responses. Insteadr; efteegorizing the answers and the conclusion,
an extended version of findings is to be presentetliding multiple quotations of the actors’
responses on the relevant issues related to thecsulssues such as: exploring the world and
the ‘self,” as well as the identity creation in fp@cess of interacting within the frame of
‘Seventales’ performance. Actors’ views concerrtimg notion of authenticity and tendencies
of the postmodern ‘subject,” are to be includethmfollowing chapters. The purpose of a
wide elaboration on the interviewees’ responsés &void, at least to some extent, missing
important narratives from the interviews that dweags inevitably omitted in the process of
analytical generalizations. As Silverman (2003htiig notices, “(...) every way of seeing is
also a way of not seein§®

The first theme around which my questions circalatas thgghenomenon of
blending of fiction and reality in the performant¢@asked my respondentshether they
experienced that, and in what way, provided thely Mioreover their observations about the
audience’s experienda these terms, was another issue of interest. Miias curious about
waswhether, in such a blend, emotions are r@atn though they originate from the fictional
framework. All the respondents admit that a loboé’s real identity is included in one’s
character. It seems that it is natural to do ferahtors. From another side, it is quite
impossible not to do it, as it is a full improvisat and no background story of the character is
able to cover all the unpredictable happeningding® reactions. In such cases, thus, one
takes “affective” resources from one’s own identégtors also agreed that, to a higher or
lesser extent, blending of fiction and realityhere, which often makes people — the audience
especially, but also actors — puzzled about thethaty. Some of them, who elaborated more

on this issue, underlined the high importance eating such confusion, because in that way

% Silverman 2003, p. 348
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it was thought-provoking and implied reflectionswhat the reality is and how complex it
can be. All of them also claimed that the blurredrdaries of the two realms made the

performance itself even more realistic.

The second question — the key one - was relat&tetaity creation while role-taking
in interactions set in the fictional framewoitlkwvas interested ithe potential of such
performances to influence worldviews and self-petioas of the participating individuals
Strictly connected to that was a questidmether fiction reflects the reality and, if it doe&an
people, interacting in fiction, explore the realépd ‘self’ more?The focus was on the
influence the performance had - according to inésvees’ observations - on people in
general, as well as on actors themselves, takidgruronsideration their personal experiences
and emotions. All the respondents admitted thapdréormance does reflect on the reality —
at least on some of its aspects — and has thet@dtehproviding people with clues of how it
can feel in the real world. The repeated statewastthat the more people make themselves
involved in interactions in fiction, the more theperience becomes influential for their
identities. It can provoke reflexivity over who thare as individuals, why they interact in
certain ways, and how they react on particulareéssuoften uncomfortable, controversial and

politically incorrect.

Another theme touched upon during the interviewas Wenotion of authenticityl
asked my responderifghey consider Signa’s performances more ‘auticetitan, for
example, the traditional theatr&/hat the question was mainly focused on was the
authenticity in a sense of less “processed,” lesdiated, and closer to reality and people —
meaning closer to the sources of experience. T$poralents perceived the performance as
relatively more authentic experience than whatlmprovided by regular theatre, in which
the separation between actors and the audiendeecett stronger. Therefore, the most
common association they had in terms of authepticithe performance was the fact of
interactivity and direct presence. That, in turand it was emphasized by all the respondents
— made it possible for people to feel more autleantierms of the freedom of expression in
the “democratic” environment, where everyone cdalke part and contribute to the whole
creation. As for feeling of self-authenticity, timerviewees also stressed the longed-for
opportunity — in ‘Seventales’ - to release onebelin the pressure and complex structure of

norms and standards of everyday frame.
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The next question is their opinion abaty the phenomenon of performances like
that turns out so attractive both for actors andtfte audienced. asked them about the
Western world’s contemporary needs that such itere, improvised theatre responds to
They were giving interesting discourses about ckffie directions postmodern subjects go
into. Some of those responses on the issue wididmissed with more details below,
however, the common denominator of all the answassthat it is people’s search for
freedom that renders such a fictional universeifiasing and needed. People want to feel
more individualized and freer from the limiting fin@ of everyday life. Moreover, as most of
the interviewees stated, contemporary subjects beoxging demands, want strong
experiences and special treatment. They want 8ubgects, not objects, therefore they are
eager to be in the middle of the experience.

The final question walsow valuable for them was the experience of beirthe
performance, and whether it can be said that Sigrselling the experience to peophes
turned out in the interviews, all the actors coased the performance an inspiring, influential
and highly precious experience. Most of the achoirsitted without hesitation that Signa
Sorensen - through her performances - is sellimgtexperiences both to actors and the
audience. Some of them made the response mors@retaiming that she does not sell the
experience itself, but provides an inspiring fraroduplayground for people’s individual

experiences and new discoveries in the procesgerfictions with others.

Now the reader is given the possibility to gain enmr-depth overview and better
understanding of the above mentioned findings wighfocus on exploring the reality and
oneself from the perspective of a different fraiMeltiple examples are provided from the
performance in order to place those inevitablyraosigeneralizations into the actual context,

in which the actors’ experiences originated.

Blending of fiction and reality

When asked about the boundary between the fictidreality, Padl said that from
the time we start, to the time we finish the parfance — there is no boundary. When a
spectator comes in to the fictional universe, amsas he stops being a spectator — which is

87 An audience in ‘Seventales’; a performer in '5tBe
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the principle idea — the boundary disappears. Wshaibre, one makes one’s own reality out
of different parallel realities — both in the perfance and in everyday life. By referring to

the religious cult that Signa has presented inéf&ales,’ he also said: “Like some of Signa’s
ideas now, we have a lot of people who use spintadity as the real life. | think they [the

two realities] are parallel. 1 don’t cut out thingAs he says, the real and the unreal are mixed
both in fiction and reality, in various proportioasd focuses, however, depending on the

context.

In terms of perceiving the world differently by bing oneself in a different context,
Sille and Petéf say that while changing framework, one gains ngesdor perceiving
reality. One starts discerning details, and reallz@w one’s criteria for judging people
change. In such circumstances, they met in thiefitt(she as a performer, he as an
audience) and then stayed together as a couphe ireal life. Peter recalls meeting Sille in
fiction: “I don’t really think that | saw her chanter. | really saw her.” They had deep
connection when in fiction — as humans, not asatdtars. They did not know each other
before, so it was even easier not to approach een through the prism of fiction. Peter
took her character’s story for real, believing thla¢ was really married and had children. This
story was only the background “biography” of heai@cter — he found out after the
performance. They met, playing with fiction - it sydnowever, playing with fiction by
authentic people holding their personalities. Tfaree the emotions, the connection were real
and stayed so in the “real” life. Peter expres4egerything was just for fun. What we did

was not real, but still as real as it gets.”
In terms of fictio-realistic blend and self-expltoa while in character, Sigiadescribes:

Sometimes it's surprising because sometimes myacksr just gets its own life and
you do what your character wants, but, of coursecharacter comes from me, so it's
really what | want to do. Normally, afterwards,duhd out that | really wanted to
experience this, but it wasn't maybe so consci@ierk.
When entering the house, the audience — at lease thot familiar with Signa Sorensen’s
performances — come with the traditional apprazfdieating it as ¢heatre As Goffman

(1986) writes, both actor and an audience have sklglin a way: an individual, while acting,

8 hoth took part in ‘Seven Tales of Misery.’ Befo&lle participated in ‘The Black Rose Trick,” wieePeter
was an audience.

8 the case described comes from ‘The Black Ros&T@el4 March 2005, Malmo) — Signa’s performance
lasted for ten days, 24 hours.

% Author and director; her character: Lady of thevLa
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is a person - with his/her capacity as an actoid-astage character. In terms of the
audience’s side, a theatergoer is the stage a&quiwalent, whereas onlooker, like a
character, participates — having signed a makeeontract - in the unreality onstage (FR,
p. 129-130). According to Goffman, when they stagparticipate in this make-believe
“game,” they are “transformed into collaboratorsinreality, (...) sustaining this playful

unknowingness™

Symbolically signing a contract to participatelinsion, the audience treats such
framework as theatre, as something not real. Fhanhposition, they are eager to play this
make-believe game, to partcipate in this realizeuléal.” However, if suddenly artists pull
them out of this ‘unreal’ and enlighten them thas is not real, then the visitors become
puzzled and start to reflect more on reality its&@fjawed? reminisces two situations. Queen
Arabia, playing a Muslim woman forced to cut off loéitoris. People approached her and
kept asking: 'aren’t you hurt?’ Then, she wouldd@t them and say: ‘Oh, | would never cut
my clitoris off! Are you stupid?’ Another exampleroes from the same ‘continent.” The
theme of the day was ‘war victims,” and ‘Queen Aaaperformed a ritual embodying an
Iragi woman, who lost all her family in bombingsdanho was insanely going around,
carrying a doll, treating it like a live baby — hewn, saved baby. The audience - used to
regular theatre - were playing around as if thé wak alive. They became puzzled, however,
when Anise approached them saying: “this is n@&ah lbaby, you know that, right?” Djawed

explains:

I'm talking to them like they are stupid and thew aot part of the reality. (...) That

was only part of a ritual and people were consyaminfused. We played a lot with

this ‘theatre-not theatre’ thing and in that wathihk, we made it stronger, because we

forced people to see the performance as serioeahty in a way. (...) | was breaking

the illusion in the illusion.
By intentionally breaking the ‘make-believe’ illasi (e.g. this is a baby; this is cutting off the
clitoris), he at the same time, broke the illusiat this is theatre. Such practices made the
audience confused about the boundary of fictionraatity. Djawed treated the guests as if

they were “not part of the reality.” In this waye Wwanted to convince them that it was real. It

1 Goffman 1986, p. 136
92 his character: Anise (Lady Arabia) - a woman withle body
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was, actually, very realistic, because for the tiandeeply-believing cult what happened in

the house was all reality they had. M&dsaims that:

... the basic impression of the audience was entmebther world that they have
never been in before and are never gonna be im.a@ai) It's so real that people are
actually forgetting that it's a theatre piece.

Interestingly, even actors were often unable tardisish between those two realms.
Sometimes, when this universe was so real the umgg@ppeared. There was a case where
even a mother could not be certain if her daughtegally suffering, or just playing. EVa
recalls her thirteen-year-old daughter, who onasesymbolized abandoned and suffering
children of the world (this ritual is describeddatn this chapter): “(...) it was quite hard for
me. | found her in a kitchen, crying, and | wasking: ‘Oh, my God! Is it Sasha crying or

her character crying?”

Real emotions

Sasha cried again after the performance. It tuougdhat both of her identities were
crying. She said that she cried as a relief amul &hait she cried all the tears she did not
released while being in her character. Going ime'®character and trying to be “true” in a

new personality, must build up a lot of emotiorat influence a person embodying a role.

As all of the interviewees agreed, many emotiorth@fiction are real. It is
impossible to feel anything only as a characteunis&® recalls sadness that both her
character and herself were going through, whemstsematched by the ‘Lady of the Law’
with another marriage group. Feeling derived frbwn fiction turned out to be very
contagious to the real life. She says that thasagtfeelings were over when the
performance finished. So was with my charactertsdabor love for a particular character.
Arthur also said that when his character wantedinfstance, to hurt somebody, it did not
mean that himself as a person wanted that, toovéAsan see, certain kinds of emotions and
behaviors can become evident only in certain fraorksy Nevetheless, it starts to belong to
one’s accumulated life experience. Paul saysittha&t sees or does something in fiction, he

always takes this with him to the real life. He sidtEverything we do makes everything

% His character: Aron, a control technician
% Her character: a control technician
% Her character: a shifter
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else.” What he means is that every action andaotem — from any framework - leaves a

track of itself in one’s memory, in one’s identignd is taken by one to other interactions.

Those fictionally-framed emotions - really, yet ptémporary occurring - build emotional
energy® that floats throughout future interactions in thal life. The argument is that it is
good to change frameworks and experiment with itdestin order to become familiar with
different sides of oneself and enrich one’s perbigndouise, again, says the emotions were

over when outside of the character, however, sh& sa

It was a little scary, because when you feel Iks it's no longer acting, it's real. (...)
In the end | really had a feeling that | was instoult - this world with my fellow
followers and this house was my whole world. lfpsised me.

Louise was involved in the story, momentarily et@ithe extent that it scared her, as we read
her words. This realistic world was very absorlimgs distinctiveness from the routine of
everyday life. She remembers when straight afteresemotionally intense performance, she
went for a birthday party to one of her friendse $#lt she could not “fit in.” She also found
that the everyday world is irrelevant in comparisoth what she was going through in
‘Seventales’ realm. The conversations among peapdeit job and trivial things seemed
shallow to her. When a framework changes, the wieabty changes. There are different
rules, people discern different things, prioritdsnge, and different sides of identity surface.

Djawed reminisces one situation supporting therhéwat the emotions in fiction are
real and influential for an actor. He remembersmQeeen Arabia, the Prince and plenty of

awaiting audience started to force Anise - his abi@r - to take off her veil.

(...) they were taking my clothes off and | was alijuguite angry — real anger. It was
anger on behalf of Anise. | could feel like sudgenhad to defend her (...) So in that
way it was authentic.

Signa is convinced that in her performances realtiems surface, because, as she says, “it's

about dedicating your real emotions to your charatt

% See Collins 2004, p. xii
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In-depth exploration of the reality and the ‘self’

In terms of the possibility to know the reality gee by means of Signa’s
performances, it was agreed among the respondaitsSeventales’ can give people a clue
of the functioning of the real life. For Arthliy the performances reflect the reality very much,
which can be visible in interactions of actors dgrihe play, which are often analogical to
their relations in the real life, in terms of syripa distance, connections, etc. He adds that

“you get very much the skeleton from the real &ifed then you put the fantastic on top.”

Eva discusses the process in which fragmented £uethe performance - sometimes absurd,
unnecessary or exaggerated and extreme - stamntothemselves into an interrelated and a

unified whole, uncovering its hidden meaningfulnasd purpose:

Sometimes | think: ‘well, this is a bit too far¢&ed’ and ‘this is a bit too much, like a
bloody playground.’” But towards the end of the skhomaybe I'm slow, | don’t know

— then it's like: ‘Ahal, now | get it. Now | seepw | can really follow and feel and
understand, and in a long way agree that we dehdt why we did it. See, feel and
understand that it actually had a purpose. (...) Wesare also mirroring what is going
on in the society.

In terms of self-eploration while in the fictiofaamework, | mentioned earlier why |
decided to play: to expose myself to the unpretibta of improvisation and, through that, to
explore my limits and the level of being “framed/ the society. Eva - who in ‘The Black
Rose Trick’ played a very authoritarian and masautharacter - says: “I chose in the last
performance ‘Seven Tales of Misery’ a differentreltéer, to be able to try and explore and
investigate into the more feminine, lesser aggvessides of myself.” For some, like for
example for Eva, such motives can lie “under-thdage” — existing as a need, but less
consciously. It is analogical with what Signa dddt often only after experiencing something
in a play, she realizes that she needed thatf luzts not conspicuous before. Because her
character and herself are interrelated, she wasosgbiously pushing her character (or her
character pushing her) into certain interactiongh\&wareness or not, it is influential.

Eva also mentioned another case where the aintoadiscover something about
oneself. One of the actors’ motives to join thef@@nance was his eagerness to explore more
sensitive sides of himself as a man. Djawed’s wial similar. As he says, he wanted to

make a “critical approach to gender,” playing a vaontransforming (physically) into a man

9 His character: the Prince
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and reacting against this manlihood. When planamdjdeveloping his character, he

describes:

| could start like a woman and become a man duhiegplay, so | could approach my
masculinity in another way - as | did when | wasaiirbecause then | was eager to
become a man and tried to develop a lot of staisdamd role-play.

It seems that fiction can provide a distance tocselieas a means of discovering closer-to-the-
bottom qualities of one’s personality that we oftake for granted as stable features. SArah

talks about the emptiness she felt when the pedoo® was finished:

Something really magic happened. It's not thatdswnita, but | miss the whole little
‘bubble’ of the ‘Seventales’ reality, cause me,@aihas invested such a great part of
me in exploring new sides — sides that | hadn't batbre. (...) | got a chance to
explore some forgotten parts of me, my own characte

People who let themselves to be involved in thigoing are potentially capable of
discovering new, unrealized assets of their pelggnhnterestingly, it turns out that not only
can they live out their hidden emotions, fears famdasies, but they can also more effectively
reach their intellectual potentials. Mads claimet tithen one puts oneself in another world by
taking a role, one has a chance to discover sornaa$ hidden potentials. Interestingly, he
mentions an interview on ‘Seventales’ that he ajaM@d gave at the university, in which

they were in characters and answered questionstiremcharacters’ positions:

The most fascinating thing was that we couldn' éekrything from being Mads and
Djawed. We talked like being Anise and Aron. Andairmore efficient way — that's
actually the most funny thing. | talked to a gugldme called it ‘performer knowledge’
— it's like you reach some parts of your brain thati are not able to reach when you
are just the everyday yourself. And it actuallysgehormous amounts of intellectual
capacity and emotional capacity. (...) | think thihttds is extended consciousness.

Becoming more self-aware when faced with the probheatic

Arthur claims that through performances, peoplergatice things that are similar to
phenomena in the real world and then reflect upah This reflexivity, as he says, often

comes afterwards, from the distance. | find it esponding with Frank® story:

% Her character: Anita, a shifter
9 Actor and co-director; his character: Ernie (thisial father)
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In Meintz, in a show about women’s trafficking apibstitution ‘Secret girl**° there
was one woman - she gave an interview (...) aaM this interview on TV in a hotel
room after the show. And she was asked about tiferpeance and she said: ‘when |
stepped in there, in this performance, in this #gewvorld’... she said she was
shocked and said to herself: ‘this can't be thedlie goes too far, this is not right, this
is too close.” So she went out. When she was athershe said to the interviewer —
she had second thoughts. She realized that whatveve showing is reality. And
actually, reality is much, much worse than what gan show on stage, or as a fiction,
or even if you play in totally realistic Signa Soesen’s performances. Always reality
catches you. And then we had a purpose to shovwbécause it's happening and it's
even worse - the real life. So she thought up thatare doing something very
important. We were right to do that, even in thisdkof framework. So she went back.
(...) What happened to this woman: she acted verytiena to run out for the first
time, and when she was home her intellect wasdragagain and she was thinking:
‘Why | was acting like that, why | was emotionalfhd then her intellect was saying
to her: ‘You know what, you acted like that becayse know it's real, and it's
happening and that actually scared the hell oybaf There was face you don’t want
to see. Go back!” And she went back.

According to C. Dziekanowski — a lecturer on thademic conference in Giigk'%* - it is

easier to remember things that frustrate or schezause they provoke reflection - than those
appearing easily and naturally. As Mads claimse@dopmance like ‘Seventales’ makes a
potential of understanding the reality more deefadiyexample what it means to be a cult, as
well as many severe political situations that waotured during the misery rituals on seven
different ‘continents’ and that people could algperience bodily. | would like to mention
here one ritual — which | heard both from Mads Byalved - that took place during a play, on
the continent of ‘Arabia.” They were showing a pret of a stoned woman from the Middle

East, and then, in Djawed’s words (playing Anise):

Queen Arabia started asking: ‘Do you want a stoArd the audience would always
say ‘yes.” Then she rises up, pushes me down ofidbeand kicks me (...), then she
tells some audience to hit me with the stones antesdo it and some don’t. Then we
confront them with the picture and ask them whyy il it, and they tell that she told
them to do it. Then she explains them that theypfjegsors from the picture] also did
that, because they were told to do that, and invilag we will never stop the misery.
So in that way, it was a nice twist, because theyewexpecting a story from ‘Ali-
Baba’ or something like that, and never realizeat the story had already begun when
she asked them if they wanted a story. We left thetimthe question about morality.

Mads thinks that thanks to such interactions, peapt able to experience with their own
bodies some things that are normally far away ftoeir everyday life or from their culture.

He comments on the same ritual:

1% gne of Signa Sorensen’s previous performances
191 Education to real world through fictional world’12-13 Dec 2006, tzia, Gdaisk

52



It was really a nice experience for the audienoené&of them were really offended: ‘I

didn’t do it because...’; ‘I'm not like them’; ‘I'm ot like one of those people in the

Middle East throwing stones’; ‘That's not me.” Steally got them insecure and this

political part was very beautiful.
Djawed claims that people, the audience, can egplegmselves and the reality better
through fictional interactions, giving as examgie eibove described ritual of stoning in
‘Arabia.” He said it forced people to think, to tm@re individualized and more conscious to
take responsibility for their own actions and theminsequences. He tried to push them to act
in fiction as they really are, and not as audiehtgexplains: “You can actually raise yourself
up to be in fiction. Of course, Mariana is actitkgIMariana, but I'm approaching her like in

this [fictional] world.” Eva says that the ideasafch a performance theatre is:

...putting yourself — because it’s in this framekverslightly on the edge, being slightly
extreme. Even though visually sometimes the misesg neat and clean and quite
perfect, all the layers underneath are pinpointanrgl paying attention to lesser
beautiful sides of life, (...) issues that we miglot be so proud of.(...) It's to try to
explore and to try to investigate into a bit darkieles of oneself.
She says that the audience can know themselves ldten some controversial issues are
being put on the edge that make them reflect upp@an change their worldview and the
perception of the reality. Such performances maaple think about their attitudes and the
way they normally deal with things and other peaplife. She gives the example of the
same ritual — already mentioned - that broughngtrmotions to her daughter. The theme of
the day was ‘The misery of the children in the \@gnivhen her thirteen-year-old daughter

embodied that misery. Eva recalls her daughter:

...standing on the end of the throne, by the staidsAxthur, the Prince, gave everyone
the glass of cherry wine and told them to spit ento symbolize the blood that has
been shed for children throughout the world, thiemg the history. And all the
audience that night spat, except one. (...) instéaitting on her feet she kissed her
feet.

Afterwards, she also talked to a mother of onéhefactors, who said to her: “Imagine what
they actually did, no one was opposed! They justiéthere, spitting on this child...even
though it was a fiction (...)” For Eva, the most innfamt thing such theatre can give to people

iS awareness:

Becoming aware of what we do in art, in the woddd thinking about how you
address people and how you treat people (...) That\s important that you're aware
of what you think you might come up, or what migiime out on the other side
[outside the fiction].
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Eva admits that Signa’s works can be a means dberpg oneself better if one does
not know who one is, or is unable to truly exprasssself. She gives an example from one of
the previous performances '57 Bed¥.She recalls a seventy-year-old woman, an audience,
who visited the performance twice and then spemiathole night during a long-running

performance:

| think she was slightly transsexual — it was sdrimgt about gender anyway. (...) she
moved into this universe and she just stayed thEnere were many really weird,
strange characters in '57 Beds,’ and she was takemell care of by everyone. She
was true to herself, she was taking part by beargédif - for the fist time maybe in her
life. People, who appeared real being performerg, (being emphatic and being
focused and listening to her, spending time, snykigarettes, walking to the café,
going for a shit or whatever. Embracing her stdry) She stayed until eight o’clock
in the morning and then she said: ‘thank you ferlitbst hours in my entire life.’

In this sense, such interaction in a different #arark, can help to find one’s identity
or to become more harmonious with one’s identitya Bays that even touching one soul is
worth all the effort of acting and preparationshié performance can make one person reflect
on his/her behavior in life, and make his/her fespected for whom he/she authentically is -
then it is the most important, she says. In terfreudience’s experience, Signa says: “(...)
They come to reflect on their own identity whendeiy they are in another world, where

their identity is something else.”

Djawed claims that he knows himself better noweratfte performance. In his case, he
could not choose his character fully by himselfheavas made to sympathize with the
personality that he otherwise would not find seiasting in the real life. He admits,
however, that it taught him tolerance and more tstdading for people whom he would
normally ignored. Moreover, he was able, thankhéofiction, to gain a better overview of

the political debates in the Middle East:

When they were taking my veil off, when | was fagliangry, | could actually feel

what the debate was about with those Muslim woméren they want to take their
veil off. Then | felt like they wanted to take mipthes off, and enforcing me, saying
that it would liberate me and that it was goodrw. | didn't feel that it was good for
me. | actually felt like it was a kind of rape,arway.

Before, as he says, his attitude to those issussatiaer ignorance, as not concerning him
directly. After being in such role of a Muslim womdorced to give up wearing the veil, he

has more “under-the-skin” understanding, and hasribe totally against it.

1921t was a continuous and improvised story like ‘Geales,’ lasting five hours a day. However, tviita two-
week performance (12-24 Feb 2004), they playedwetve hours during the night.
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The reality is not ‘black and white’

Frank claims that Signa’s performances reflectréadity and help people to gain a

better understanding of the complexity of the world

We often are confronted with the world througrestlthrough media for instance, like
TV, newspapers. And these titles are very rougleyTsay, for instance (there’s a title
about women'’s trafficking): ‘the pimps, some yeag® held the prostitutes like cattle,’
and the public is reading that. And of course ihislear what they think: ‘these guys
are assholes’; ‘this is awful business, poor wontleely have to go to jail — these guys;’
and this is the end of it. It's a clear judgmenhigh is an o.k. judgment), but this gets
no inside: why the women are there?; why they ateable to get out?; what is about
these guys - why they have power at all?; what kihgeople are they? (...) Now we
played “A secret girl” in Germany and we played4ahdur-performance installation:
Signa , Arthur and me. And we showed exactly trafitking, so for the first time
here people - who normally see it on TV, read iyb@ain books if they are interested,
or just in news and through titles, and then gebmment - get to know suddenly a
pimp...and a prostitute. And they talk to them anelytiyet insides of those persons,
which never would have before. And now they aretistato realize that it's not that
easy just to judge and then to say: ‘O.k., that’s This problem is much more
complex, because that is a human problem and sbtajyproblem of law and order.
And titles and the news and magazines call for démd order and not for the inside
understanding.

Being closely confronted with controversial issussps people discern their complexity,
which is much less possible when merely watchingearing abstract stories from the
distance. Arthur is convinced that such performarare influential and have the ability to
open up people’s horizons and make them “greateg’way — as long as people let
themselves go into this world and give in to unpredble experience. Since people can be
confronted with things that they did not know, fothiere are things they do not like or did not
learn to like, then, as he says, “suddenly yowsggtrised by your own feelings.” In this
sense, it can shape identities and alter one’sp&on of oneself. What is more, as he
proceeds, those performances are not merely abongygnformation, but allowing people to
explore different sides of common truths. In thagyythey can understand more than just
black and white facts — understand, for instande; actually people kill each other. He
comments on that: “(...) and that’s very difficiilthe killer is a white guy and comes into an
airplane or WTC, or when he’s your son or somebgmlylike. Suddenly you have to think

totally differently about the motivation (...)" Sigrsays:

Things aren't really black and white, there areotidf things that make life very

complicated and probably also that makes us clas@yes to a lot of things, because
they are very complex or make it hard to do somethBut we have o deal with those
things, we have to see that this is what's actula#lppening and it could happen to
anybody, it's not just something happening far awiaycan also happen here in
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Denmark that it would be a totalitarian regime anttatorship — it's not a very long

time since those things were here in Europe. Therewery extreme. We tend to say

that these things are impossible anymore, thatasni us, that we didn't have

anything to do with that. But it's still very cloge us and | think it's important —

instead of just saying: that was evil; that was abody else. To see what’s really

inside of us that makes those things possible.
Sarah says that people have a chance to escapé&tiemselves’ for some time and then,
after they come back to reality, they can realimytfound out new things about themselves
thanks to the temporary distance to their everymagonality. Moreover, she says, they have
a chance to react to some extreme political isbaagy shown. As Sarah says about some
scenes in ‘Seventales’: “(...) this is real bloo@| iéesh, people screaming, people being
kicked — it gives an opportunity to reflect ovealig important things that are going on in the
world at the moment.” Louise says her parents ardds (as audience) were comparing

‘Seventales’ to reality. She recalls:

My father — he hated it, because he didn’t undedsthat it was fiction, for him it was

so real and he was shocked that people were acwiadlying the leaders and doing

things that they would never do outside.(...) Pealtn't think about if they wanted

to do this or not - they just did it immediatelye ldsked me: ‘Signa — did she create a

cultin real life?’
For Sarah and Louise performances can create tidsrdind help people know themselves
better. Louise notices that they often have to nidasions whether to involve themselves in
some interactions. They are also forced to thinkmthe pressure is to do something they do
not want to do. Sarah says that such performarexasuad certain reflection and raise

guestions: ‘why did | not go and help this slaveowvas being beaten?’

‘Seventales’ made both Sarah and Louise freer. Ttwayd it inspiring and influential.
It made them focus on new goals, value differemigh For Sarah the performance made her
change her priorities, by releasing more individuabre authentic ‘self.” She realized after

‘Seventales’ experience:

I don’t have to know where I'm heading and that onna have a career. Maybe it's
o.k. for me being right here, right now, just beimg (...) | don’t have to play by
society’s rules. (...) | only take ‘Seventales’ ‘bldskas a gift for seeing what kind of
directions | can push myself into. And it helped m&ke the choices in the real life.
This temporary freedom from everyday ‘self’ andtaie toward daily life and its norms,
does not make life easier after the performanceveéyer, she adds, it certainly gives more

awareness of the complex system that makes lifeoioated, and at the same time puts

56



pressure on people to be fully responsible fordéeisions they make. It gives more

awareness of the difference between the two modesry.
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Chapter 6.

Theatre as identity sculptor

Myself in the character, character in me...

The above presented findings give explanation with &an emphasis is put on the
role of theatre as a significant contribution te ttlentity formation theory. According to
Goffman (1959), people perform not only in thealnd, in everyday life, during social
interactions, through which they present themseiveghers. To what extent social reality is
“real,” is indeed a subject for debate, as long/asake a standpoint that it is socially-
constructed. As we look at the complexity of thbjeat matter with the focus on the social
influence on an agent and his/her identity, arinitefy should be taken under consideration.
This is because it is also a social construct, whiemportantly — is intentionally created in
order to influence. This thesis places theatre otteer great fields of art, first because it is the
most interactive, therefore relevant for my subgdnterest, and secondly — the closest to
myself in terms of personal passion as a hobbytlaadtrongest inspiration for my
specialization in sociological studies. Theatre oa@g®wer to discover, create and transform.
Through theatre, artists take the challenge to dri@ntion to current events and processes,
express today’s fears, propose solutions, give hofies not surprising that more and more
often, more and more social theorists, therapiséshers, even politicians, point at theatre, or
art in general, as a valuable and effective me&ss®al and individual change.

An interesting case of transformative forces oatheis presented by Robert Brym
(2006) in his sociological, autobiographical essayhe role of high school drama experience
in shaping his identity and directing his futur@a@emic path. Growing up in Canada in the
sixties in a poor Eastern-European Jewish immidiamily, he suffered degrading treatment
and exclusion from his social environment. In tlosifon of ethnic minority, the only haven
of security and acceptance he was given was at hdmeould not find his place in the
world, lacking self-awareness and individuafityHe recalls from that period:

Around the age of fourteen or fifteen, | recalhtking how desperately | wanted to hold my own

opinions, to know where | stood in the world, tdak to a set of principles that could serve as

consistent guides to lif&?

193 5ee Brym 2006, p. 245-250
194 bid, p. 250
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He seems to have lacked a rich, and an overaltitgeHis immigrant experiences from his
youth — mainly composed of feeling of exclusion &undhiliation — limited a number of social
roles to hold. He was mainly a family member, & p&a rather estranged religious
community and a schoolboy of an ‘inferior’ typesignificant turning point in his life, was
when he won a casting — to the surprise of albhbifies and all students who were ignoring
him - and received the main role in a theatre pdsyhe recalls:

From a developmental point of view, playing TonyWest Side Story’ was by far the
most important event of my youth. The role actethadfirst section of a bridge across
my adolescence. It served this function by elegatity social status, making me more
self-confident, helping me to begin discoveringtparf myself that | had not known
before, and teaching me that | could act rather tharely be acted updff,

Taking from a temporary role to life

Theatre multiplied Brym’s partial identities (irsanse of roles undertaken) and made
him a confident, self-conscious, rich and fulfilledan. In retrospect, Brym gladly admits that
the process of creating the character, and “begghfinternalizing) this character, influenced
him in a sense of absorbing some virtues of theadher inside him. What is more, theatre
helped him to break his weaknesses and crossres limits, for example, he managed to
transform his lack of self-esteem into creativitbgaelf-expression and the butterflies in his

stomach that he had before the premiere, all “Bevay.” He further writes:

Like those old American social-psychology experitsewhich show that role-acting
can cause attitudinal change (making a speechvior faf civil rights caused the
experimental subjects to develop more pro-civilhtig attitudes), | learned self-
confidence (...}%

Speaking the words has the power of affecting alsgre and embodying a role, along with its
identity, can hold an even higher potential ofuefice. A character can also, as Mads
mentioned in the interview, extend one’s consciegsnThis he experienced, along with
Djawed, when he handed voice on to his charactanswer questions in the interview on the
performance, given at the universtfy. Analogically, Brym also learned a lot from the
character he played. This temporary role turned@ttve long-running consequences for
him as a person. He expresses: “Tony taught md thaght be capable of a virtue | hadn’t
even recognized before. Playing the role of Toterdily extended my self-%®

195 Brym 2006, p. 252
1% |pbid, p. 253

197 see chapter 5

1% Brym 2006, p. 253
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According to Berzonsky (2005), ‘self’ and conscioess are not inherent qualities in the
individual. All the psychological processes anderat/ity comes with the individual
development®®

Brym also recalls another role that had a greasichpn his identity — I2century’s Becket,

Archbishop of Canterbury:

For a 17-year-old schoolboy in 1969, it took a gteap of imagination to comprehend
how someone could be willing to die for his spiitprinciples, and a real extension of
self to play the role in a convincing wéy.

Bad social experiences from his childhood and ydaith been repeatedly convincing
him that the no-way-out role of being merely aneabf other people’s actions, and never an
individualized subject, was the only role he istohesl to take. Performing different roles in
the theatre, and performing them well, gave hiMfirsahfidence.

He concludes his experience after forty years:

(...) although I was not conscious of it at thedjnt is evident now that the drama
programme provided a social matrix within which mglf was encouraged to
crystallize and strengthétt.

Brym claims that he always treated drama as gikingmuch more socially and
emotionally than artistically*®> He admits that the theatre experience taught diragolve the
emotional problems with his identity and relatiovith the “unfriendly” world in his teens.
The rest of questions he approached in a mordantedl manner during his later sociological
studies focusing on issues that were concerningpersonally throughout his youth period:
class conflicts, assimilation practices to the dwani culture, rebellion against authority. He
writes: “At an emotional level, the drama programmedped me to formulate and pose the
questions that framed my first researches andethabled me to become an acaderit.”

In my case, the direction was opposite. | firshgdi sociological knowledge and then
complemented it with acting experience. The latiexyever, not only influenced my
academic field specialization, but also my idenfithiere is thus an analogy between Brym’s
and my own case in terms of change in my percetidhe world after playing in the theatre.
When | was in my early teens, | used to look ugh®Western World, juxtaposed with
Poland, my country — relatively backward, poor ananpressive just after "dethronizing”

communism. Looking at my nationality from a moragircal point of view, | remember

199 Berzonsky 2005, p. 129
10Brym 2006, p. 254

11 bid, p. 255

H2pid., p. 256

13 bid, p. 257
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feeling the disadvantage of being Polish, whenélireed abroad, where my social
opportunities were constantly being impeded becatisgy citizenship. Therefore, nowhere
and never could | feel sufficiently integrated inew social framework. In the performance
‘Seven Tales of Misery’ my ‘Polishness’ was appaésil and valued, because it could fill the
role | played with “authenticity.” As Princess ofi§sia, a fictional continent “inhabited” - by
Irina*** and me - with a peculiar mixture of Russian anlisRdadentity, | was to represent
Poland, its culture, its history and its miseriéss important to mention that | learned a lot
about my country, because | had been preparingestand pictures for people, who were
listening about what happened there in the pasdf Wappened to Danka — my character, and,
of course, also what happened to lwona, yet lassttly. What | was giving to people, was a
mix of personal experiences, stories | heard aad about in newspapers and books, and also
my imagination of how something | have never ex@ered might be like and feel like.
Thanks to a new framework | was situated in, | ibumyself looking at Poland with fresh
eyes, and actually being touched by it, by manysodspects that | had stopped noticing a
long time ago. Probably because being so embeddésireality, which prevented me from
taking a distanced standpoint, essential for afigxiity. | started to discern the beauty of
the Polish culture and the distinctive featurekastern-European region, which Poland
represents. | was able to see the beauty of iteopeatideological struggles throughout the
history, undeserved suffering of people and thestlessly following ideals, which showed
beautiful naivety in fighting with all kinds of opgssors — always from the position of the
weaker, the beaten. The performance taught me loagdor my country, appreciation of its

culture and understanding for its mentality.

My character’s emotions — my emotions

While showing pictures to people and telling miségastories about Poland — and it
was one of my tasks as an actress — the fictide¢ted” me with those feelings and emotions
were becoming real. After the performance, | cad fnside myself a deeper understanding
and more empathy, at the same time fascinationrtisathis widely connoted ‘Russian
continent’ that generally refers to the Easternopar When | was playing emotions, in the
beginning as fulfilling the actor’s role, but asé went by — and it surprised me — | started to
really identify with the suffering, absurdity, backrdness, unjust and hopelessness — with
Poland, with Russia. In those terms, performingpeventales’ taught me a lot. | realized that

more and more | am becoming concerned about peopléstening (1 felt anger), or their

4 Her character: Queen Russia; name before joitieglt: Rita
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inability to understand due to the lack of simiéaperiences (I could feel helplessness,
melancholy, sometimes irony or resignation).

After role-taking in some “misery rituals,’” | gaith¢he ability to more deeply imagine
how it might feel to be a humiliated prostitutecasing into drugs in a hopeless decadence,
intertwined in a vicious cycle; how it may feelltave power and abuse it over others; or to
have eerie feeling of being locked under the unetgae“deathly” shower, when embodying
the victims of German concentration camps and Halet Here, | elaborate more deeply on
some rituals that took place in the fiction andevef high importance for me from the
artistic, but especially the individual point oew. Iwona helped Danka feel for real, by
means of reaching to her memories and imaginalanka, in turn, gave lwona the
possibility of materialization of those emotionaperiences that otherwise would only be
existing in highly abstract, imaginary sphere.

There were times | could, while playing my chargcaiow myself for a dose of
“insanity,” unconventional behavior, felt freedomdrmally do not have in the everyday
framework. At the same time, | could discover défa sides of myself. In this fictional
context, the fear of being judged was consideredadiyiced. What is more, a variety of
personal capacities and individual ways of existem@s not only allowed, but appreciated.
That is probably one of the main reasons why arggweear old woman whom Eva
mentioned in the interview, could easily express'ttherness.’ Her identity, not accepted in
the real life, in the performance was respectedemeth embraced, making her feel “relevant”
in such a fictional, yet realistic framework.

Performing a certain role was most authentic whead able to find Iwona in
experiences and emotions of my character. On thensmt of Russia, we once performed the
ritual of the misery of witch hunt. | experienceety realistic feeling of eeriness, helplessness
at the same time, when | in the character was tipjpsnished for someone else or simply
out of people’s superstitious backwardness. It deggading when suddenly somebody
aggressively forced some slimy substance into mytime it turned out later to be butter. Not
only my character felt humiliated, it actually hadbt in common with rape, | imagine. That
is what Lehmann (2006) tried to describe when no@impg artists invoking themselves to
actions of audience with the key principle of gedfasformation'*® Of course, the extent of
those artists’ interactions implied more far-fetdlo®nsequences, yet the main idea was
comparable. In ‘Seventales,’ there was real viadeneal sex, real whipping of bodies —

everything, however, within one’s boundaries. Theision to cross them, was also individual

115 5ee Lehmann 2006
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at all times. Nevertheless, the mere fact thattbge interactions involved total strangers,
was enough to generate risk - as long as we canunpredictability as a potential risk. What
is important, the actual level of such risk is irapible to estimate.

During the ritual of the misery of prostitution amdmen trafficking in Russia, |
(Danka) could feel real anger and fear when theacii@r Adamo (playing a pimp for his
ritual) beat me, pushed me and offended me. Ifalsdesperate — yet senseless, because
even worsening the situation — eagerness to hégp'Riowards who he was even more
severe. This ritual was planned, however its cdraad its form only slightly discussed. | did
not expect such strong emotions, thrills and spwdas reactions when | saw him hurting
her. It had much in common with strong empathy tolwa character, internalizing his/her
emotions to the extent that we cry over his/herasoy unjust, absurd suffering, or feel
ashamed of him/her as if taking part of respongihibf blade on our shoulders. It was an
affectively strong experience. In that volatile et | really hated Adamo.

When | (my character) was giving to others, whearas looking at the Prince with
love, those feelings were coming easily. | was @ariig too — for the same reason: emotions
were real, although in fiction. Those feelings weasy to generate in this strongly-tied
community, isolated “haven,” where that love wasomon, conspicuously shared by the
fellow followers, and even enhanced by the missibiine cult. | also loved stronger, yet more
sadly, when | felt remorse for being unfaithfultire beginning™*’

When taking aggressive or authoritarian roles henather hand, | realized that | was
also very convincing — like in the case of playioge - as if | was internalizing the
character’s feelings. | could feel I am in powehieh turned out to be quite pleasant, | could
at the same time imagine how potentially addicpoever can be. | let go emotions that |
normally despise and refuse to imply in my persityiad mixture of domination, caressing
aggression (like a hug of Death), psychologicaéltyy cynicism and hidden hatred.
Releasing emotions that are always rejected bietie’ was, can be said, cathartic, in a way,
but also made me indifferent and ‘burnt out’ fomsotime afterwards. That indicates
evidently that the emotions were real. | also ha€l confrontation with one man from the
audience whom | “employed,” during the misery rifua help me (Russia) build a ‘Berlin
Wall’ on the continent of Germania and imprisoncitizens. | was very cruel, in my role, to
‘Lady Germania’ who was then embodying the oppr@$3erman people from the eastern
(communistic) side of the Wall. It was a psychot@gihumiliation under the mask of

8 the unofficial name of Queen Russia

17 see Appendix 3 for the background story of ‘PraxcRussia’
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motherly protection (that was, at least, how | imag Russian “protection” over conquered
nations). The man was not helping me - | realiZeésl @ while — he “froze,” sitting and

staring with fearful expression at how | was tregtiner. What scared me then? It was his
sight of being shocked and scared by what | wasgddis | said, my values do not allow
such emotions to enter my everyday personality,dvew | appreciate experiencing them in
that framework. | could come closer to the feelmgl try to understand it better. | discovered
that holding power was pleasant, but did not bhagpiness - only a short-term pleasure and
a temporary feeling of a strange kind of freedd&even Tales of Misery’ provides a
challenging opportunity for all the people involviedexpand their identity.

For the audience — especially those more passitteose used to the regular theatre —
it may require more time to discover this potentiaihe framework where they can enter
lightened from much of the burden of everyday idgnin terms of identity creation, Djawed
says that when the audience enters the housejdbatities change significantly, because
everyone is given an identical white cloth, sadites away their ability to signal what kind
of persons they are, what class and taste they(hay It provides a kind of ‘blank card’ to
distance themselves to cultural signifiers and rspand reach a connection with a stranger
that can be ‘anyone.’ It changes their reality arakes them more insecure, as they are no
longer able to cooperate and interact with othiesih the real life. They can experience
insecurity from one side, but from another — marerage to become someone else, as well as
open-mindedness to approach people with no presitppts.| would call it an experiment of

freshly and creatively discovering the world.

Educational and therapeutic function of theatre

Nightingale (1999), writing about the theatre of KXI century, refers to Lluis
Pasqual, an international director, who expresseddmiration towards artistic and personal
competencies of English actors. As he said, theg wpen, generous and so eager to
releasing their inside demons on the stage that@f Imoney in England has been saved on
psychiatrists® People have the opportunity to live out their $edantasies, and it has a
highly cathartic potential. What is fascinating abi, is that such emotions generated in
fiction can be real and deep, but not contagioubeaeal life with concrete emotions like
love or hate for a concrete person. Instead, tteraporarily experienced emotions are carried

18 Nightingale 1999, p. 51-52
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by the individual in the form of emotional energythe sense in which Collins (2004)
understands it.

In the ‘socio-drama™ workshop | participated 15°, we were presented different
methods of problem solving through creating smdhth scenes with role-playing. Such
methods are becoming more and more popular toolseidagogues who mediate pupils’
going into pre-suggested roles in order to helpntle&tend their imagination and look at the
reality from different perspectives. Two participatteachers were recalling one drama
session they carried out with a group of childreroag whom was a bully, a few bully’s
“supporters,” a humiliated child and a lot of oritecs — that is how the relations in the class
were like in the real life. When during the draneason, the teacher distributed the roles and
the bullied was supposed to play a person of agtamd prestigious social status, whereas
the bully’s part was supposed to be helpless aheralienated, the latter became rebellious.
It took the teacher time and effort to convince livat “it's just a game.” So the roles from
the real life were turned by 180°. The real bullgsmable to imagine how it feels to be
estranged in a group, and the bullied showed mamédence and also expressed other sides
of his personality.

Goffman (1959) describes “psycho-drartfa- which is very close to sociodrama in
form and purpose - as a therapeutic techniquehiohwindividuals take roles with no script,
yet with good results. As he explains, it is poesdue to the fact that we can take
inspirations and skills to act from memorized resesa from the past. A role which we used
to identify with, enables us to later perform itain artificially created and mediated fictional
frame. What is more, another source of inspiratiow to act is remembering roles that others
once performed in front of us. Interestingly, thiges us the opportunity to transform
ourselves from who we were then into someone wieagting towards us in that particular
interaction. Goffman calls this phenomenon “antatipg socialization” — we learn in advance
the reality that now becomes the true reality fat%4

According to the teachers from the drama sessi@digsk, taking the role of other
holds a great potential of extending pupils’ hongolt teaches tolerance to the difference and
it changes their attitude to other children andvtleeld in general. All because, one can say,

it's not just a game...

" improvised performance, in which people enactsale a means of exploring or improving the relation
within a group [source: Bé&o 2005, Dictionary of Foreign Words, p. 1159]

120 pecember 2006 in the Department of Pedagogy, Wsityeof Gdaisk

21 metod of group psychoterapy where members of apgemact in improvised scenes their experiences,
conflicts and fantasies [source: & 2005, Dictionary of Foreign Words, p. 1038]

122 Goffman 1959, p. 123-124
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Chapter 7.

Fiction as a means of exploring the World and ‘self

As mentioned many times before in this thesis viddials and their identities are
deeply influenced — whether the individual realittest or not — by the society and the
complex social interactions within. Although | undidedly agree with it, my intention is to
extend the meaningfulness of this theory alsoteractions in the “unreal” dimension of life.
Those two realms of life — fictional and real - s@@gly contradictory, are complementary in
creating individual’'s identity. The fiction helpse emotional truth surface more freely.
Whereas social reality suppresses the excessatitaff, no exaggeration ever exists when it

comes to fairy-tales.

‘Real’ versus ‘Unreal’ domains of life

One of the sociological observations by Erving Gath (1986) is that people, as
social beings, have the capacity to use actualigcis a model for farther transformations.
The latter, as a result, generate “unreal” realmsw genres that fulfill different purposes:
“for fun, deception, experiment, rehearsal, drefamtasy, ritual, demonstration, analysis, and
charity.” He calls them the “lively shadows of et@i?* People can approach those fictive
realms as part of the reality. Goffman proceeds:)‘(ve can become engrossed in fictive

125 He notices that a

planes of being, giving to each in its turn theest®f reality (...)
common paradigm is to contrast those two basiergalreal and unreal - treating the real one
as much more closely connected to what is actgaliyg on in the world, whereas the unreal
as merely modeled on that. However, as he furthigesy the real activities of the individual
are highly dependent on cultural standards conegithiose activities and social roles he/she
undertaked?® Here, it is easy to notice the resemblance totEn¢i983) theory about the
cultural valuation of an identity as a social rfleAs we can see, ‘the real’ is culturally-
constructed. Interestingly, Goffman also emphadizasculture itself often draws from such
sources of representation as folk tales, charaicter®vies and novels, advertisements, myths

and religious philosophies, all being the root fodations of moral traditions of a

123 see Lehmann (2006) in chapter 3
124 Goffman 1986, p. 560

125 | pid

128 |pid, p. 562

127 see Thoits 1983
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community*?® Those intrinsic components of the culture are otk referred to by
members of the society, even though they cannobfeetively called "real.” Here is where
the fiction intrudes on real or actual dimensiorifef Goffman writes that everyday life often
turns out to be a “typification of quite uncerta@alm status**° He also calls them
‘supportive fantasies.” Those unreal elements oiaddife are being created to prove
meaningfulness of the social order. People termbistruct various “fictions” in order to
confirm their reality. Goffman states:

What people understand to be the organization aif #xperience, they buttress, and
perforce, self-fulfillingly. They develop a corpa$ cautionary tales, games, riddles,
experiments, newsy stories, and other scenarioghwbiegantly confirm a frame-
relevant view of the workings of the world.(...) llountless ways and ceaselessly,
social life takes up and freezes into itself thdarstandings we have of'if

Discovering “fiction” of everyday reality

As Goffman (1986) rightly notices, people tendaket the framework of everyday
social life for granted® Taking things for granted, continuously stayinghivi one frame,
disables reflection and critical thinking. What sas a threat to self-consciousness is being
mesmerized by the routines of daily social prasti&ed not noticing the fact that paths we
follow are just a small part from a wide range kié@ative ways of existence. We are living
unaware of the real forces that push us to ceb@lmaviors, judgments and different social
practices. It is worth referring to Garfinkel, whd@ollins (2004) points out as an important
contributor to sociology of emotions. Garfinkel aeg that humans’ cognitive skills are
limited and that people tend to use conventiononbbf belief in them, but in order to avoid
guestioning them — questioning their highly arlsjreonstruction. His “breaching
experiments” demonstrated how emotionally (negatjygeople react to the realization
(artificially provoked by the author) that the rigglthe social order they constructed, turns
out to be false. Garfinkel managed to “enlighteadple in this direction, by “pushing” them
into situations, in which they became aware of hushtacit agreement on the particular
meaning of things in the social context. He alsmagkd them the actual origins of some of

their interpretation of the social wortdf What can be done, is to uncover for people real

128 Goffman 1986, p. 562

129 pid, p. 562-563

130 |bid, p. 563

131 |bid, p. 564

132 see Collins 2004, p. 103-104
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conditions maintaining social order, or any alldgeaibjective social fact, by the method of
breaking this fact and showing its opposite.

The intention of this thesis is to emphasize thistis exactly what fiction can do with
the reality. Reality is socially constructed, sdigsion. Therefore, both of them can cooperate
to build people’s identities and their understagdihthe world. Garfinkel opens people’s
eyes to absurdity and actual relativism of sociatigstructed everyday reality. Performances
like ‘Seventales’ are also able, yet by differemtams, to play such a role. People are, of
course, incredibly faithful to their fixed outloai the world. As shown above, “(...)
emotions that uphold reality come forth in intefmen when the social reality is brokett®
A perfect example is the case of the woman thatknaentioned in the intervieW’, whose
strong emotional reaction to the reality preseimetie performance made her rebellious and
leave this fictive world. Collins’ conclusion on (akel is that it is not cognition — which, in

fact, turns out to be highly limited - but emotiahst hold society togethéf

Fiction — the only channel of approaching reality?

Szymon Neubauer (2006), on the conference, prefietits as the pragmatic
construction of the reality in a sense that it gsimmeanings and order to the world. He
emphasizes that the world is impossible to be ¢ghy touched by humans. It is only the
world of representations - which serves as a meauasderstanding the world itself - that is
approachable. Fiction, it can be said, mediatesvibréd. He draws attention to pervasive
‘panfictionalism’ of the postmodern world — the pigbntact an individual can have with
whatever beyond him, is through fiction, which isaanmonly used tool to make the world
accessible and understandable. Fiction is ableganize the reality in such a way, that it
becomes communicative. There is a three-levelioglship: a person does not approach the
world directly, but always through fiction: persen fiction => world. The human beings’
life is all about interpreting. The world withouttion would be a world without men.

Goffman (1959) describes that one is not able ltg tunderstand a social situation, yet
still eager to predict its final result. Therefoome grasps at various “simplifiers” (clues,
trials, partial suggestions, gestures interpresebfiecting interaction partners’ attitudes,
symbols of a social position, etc.) with the hopamticipate what is going to happen. If

reality is unapproachable, one has to base onéHstden of the situation merely on its

133 Collins 2004, p. 104
134 See chapter 5
135 Collins 2004, p. 104-105
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pretense. Paradoxical is - as Goffman writes —tti@tnore a person is interested in knowing
certain reality, the more he/she has to dependamkhallow semblances of i Lacking
direct access to things, we tend to employ sigribaif existence — but those are not things at
all.**" Provided that, we should accept the fact thattyealike fiction — is socially

constructed and consisting of many unreal elemémt#, we want to know the reality, we
ought to approach it from various frameworks. AsibBaier notices, in the contemporary
Western world, fiction is no more being eliminatbdi instead - after discovering its
influential potential — it is exploited. Obviouslfygtion can be “exploited” for many different
purposes, including for manipulation. This theb®yever, strictly focuses on explorative
powers of fiction, emphasizing that we do not thout making individuals better or worse,
but about enriching their identities, extendingttherizons. Such a function of fiction for a
human life is touched upon during the 2006 confegdaducation to the Real world through

the Fictional world 8

Fiction and Reality as complimentary realms

The key theme of the conference was fiction, baiogyopriately used as a means of
educating children - cognitively and emotionalky +eal life. Even though it was mainly
focused on the educative role of fiction for cheldis sake, it was underlined that humans
learn throughout their entire life. It is also ated that the best fairy tales for children are
those that can be addressed to adults as wellmbt® of the conference is inspired by the
guotation by Romana Miller: “Prevention from livimga closed space and in infertile time
has to be started in early childhood, and this imissan be undertaken by the fictional
world.” **¥ It was claimed that for the construction of tratfout a human, we need to express
this truth through many different ways that ofteass. Pedagogues should not serve dry facts
about the existing world, but, through using fiot@nd art, ought to teach skills to understand,
not merely to accept social reality.

K. Pankowska, in her lecture, agrees with Gadameén#ittgenstein, that fiction is
essential in the social world. She is also inspg&. Morawski, who claims alike: through

fiction we reach the truths of our human existei@etion can extend our human potential,

136 Goffman 1959, p. 127

137 bid, p. 128

138 translated from Polish [Wychowanie przewat fikcyjny dlaswiata rzeczywistego]: 12-13 December 2006 in
sLaznia” - Centre for Contemporary Art, Gigskk

139 translated from Polish [Obromrzedzyciem w przestrzeni zamktej i w czasie jalowym trzebajwacaé

we wczesnym dziesstwie i tej roli mae sk podja¢ wychowanie przewiat fikcyjny] — quotation from the
conference brochure
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which normally is limited by human condition. M.IB@n gave a lecture examining the
educative function of religious myth as influenfiation. He underlines the distinction
between the myth, which extends imagination, argihrdg which limits it. Dogma does not
leave space for one’s creative and critical thigkih merely serves discursive facts to be
accepted. One of the arguments in this thesisaisoging “prisoned” in a social world and
inability to look at it from a distanced perspeetialso closes human imagination. As B.
Didkowska and W. Limont - other lecturers - argoegple should be taught from the early
childhood the skill of existing in different realmeal, virtual and imaginary, each of which
has its own, intrinsic rules. Otherwise, they #ely to experience cognitive chaos. G.
Penkowska puts a similar claim: the boundary betveefairy tale, a commercial, the virtual
world of media and the real world, have to be exygld to children, because those realms
exist in parallel and all influence children’s idi¢les. There should be a harmony of
experiences from the real and the unreal world.

This teaching and explaining has to be done byiat@d of the fiction, however, it
should not be done in an authoritarian way. It sgary should not serve as ‘dogmas’ — like
Palator*® would coin it - because these are not developirgsopersonality. What are, then,
non-dogmatic methods of enhancing people’s creatidedevelopmental potentials? First of
all, the world presented to children by means @fdn should not be selectively “served” to
them after filtration of improper issues/imagespider to protect them. The safe and
balanced dose of opposite aspects of the complexl wiould be maintained, without
explicitly indicating their positions on a “plus-mis” scale. One of the most interesting
themes of the conference was the debate over ttsoihip of the fiction. Some pedagogues
tried to discredit some cartoons soaked with agipasand evil, proposing a solution to mark
the good by the beauty, and the evil by uglinasseaction to that, Andrzej §4ela in his
lecture, stresses that distinguishing the worldediog to only two colors can distort
children’s view of the reality that is actually fmom being black and white. Children, if they
are to be socialized to the world, cannot be seordg sweet bunnies and ugly wolves,
because life is much more complex. ‘Seven Talddiséry’ performance showed the
ambiguity of the reality. A person, a phenomeneensfrom inside, and, more importantly,
seen as a whole, is surprisingly much more diffitmjudge than simply in terms of right and

wrong, good and evil

140 seehis reference to the distinction between religioyshs and dogmas — chapter 7
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G. Zielinska talked about the XX century’s Psychodramat-wzs mentioned before
by Goffman (1959) — that by taking fictive rolesxageepen participants’ knowledge about
the humanity and teach them reflective thinkingcéwding to Piotr Odyseyak Niewiadomski
and his lecture, the range of available knowledgeossess is constantly widening.
Technological developments outgrow the emotionphcdy of a human being. Therefore, as
he claims, school should not teach mere knowleblgiethe skill of absorbing knowledge, the

emotional development and the curiosity towardsatinéiguous world.

Discovering ‘self’ by means of various frames

As Goffman writes, people in everyday activities aonstrained by cultural standards
of tactfulness and definitions of the situationefiéfore, they explore themselves less than
while in a different, less serious fran8Slt is because other frames have different essence,
form, and boundaries, so that people have a péigsibi know themselves from previously-
unknown sides - often more authentic. Feeling anttbeneans a closer approach to the core
of our personality, retreating into the frameworkere we as ourselves feel more ‘relevant,’
and where there is no pressure of overwhelmingilly-based expectations from us.
Goffman (1986) observes:

Realms of being other than the ordinary provideurstexperiments in which a

property of ordinary activity is displayed or cadted in a clarified or clarifying
142

way.

M. Puchowska in her lecture relates to Orzechoveskieatrologist, who shares the
conclusions from his working experience at schodtsording to him, pupils, through acting,
learned more about themselves, discovered theimpuoé@ntials and broke the weaknesses.
The fiction extends the personality and the consmness. As part of the conference, in the
final discussion on theatre, it was commonly agrtbeatl what is the most important is not the
final product of the ready performance, but the havocess of creation prevailing the play.
In ‘Seventales,’ the creation started weeks befoegremiere, when each actor had been
developing his/her character. In Appendix 3, theez can find the background story of
Princess Russia. Even though the crucial proceseeating her identity was after the actual
beginning of the performance — during interactiaitt the audience and other characters —
this story pushed many interactions in certaindiogs, or at least gave them inspirational

point of departure. In this way, it was the ongoimgcess to the last day of the performance

141 Goffman 1986, p. 572
142 |bid, p. 564
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and in this way, we learned even more. We learneadm emotions, their boundaries, their

needs, and the sense of life.
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Chapter 8.
Seeking Authenticity

As Nightingale (1999) rightly writes, even in the @f digital technology with all
kinds of new artistic forms it entails, the institun of theatre will not stop being essential. It
gives people something undoubtedly important thatot be provided by other channels of
art: human contact, risk and the possibility of mgkmistakes. That is what makes theatre a
theatre and what makes the theatre indispend&ifieich statement is related to one of my
guestions to the intervieweashether, according to them, such interactive angrovised
and fully unscripted performance as “Seven Talellisery” seems more authentic and
“humane” to themWhat | meant by this question was that, suppos¢idbatre like
‘Seventales’ is more democratic in that it enalbdediscover the universe presented from a
level of much more equality - comparing to othanie of art, like film, for example, which is
reproduced.

Whatever reproduced — belongs to the past, onlgipalycontact is set in the present.
In these terms, film, for example, can be calless leuthentic, because it can be edited,
corrected, and, what is most important, is not.[iMee separation of actors and the audience,
of course, appears also in a traditional theatre a8Wknow the feeling of distance between us
— as recipients of art, and artists are often mgtfined as extraordinary “gurus” on a
different level of consciousness that we do noehaacess to. In ‘Seventales,’ the audience
were so close to the actors that they could e&styay” mistakes they made or fakeness they
showed. According to Nightingale’s book, the theaif the future will be a desired retreat
from spiritless rooms full of innovative technologi equipments, a theatre in which people
will seek life and contact. Therefore, performant¢ede able to comfort such needs, will be
held in small spaces where the audience is abt®tointo actors’ eyes, hear their breaths
and sensuously check if they are réaSuch closeness is extremely important, and the
argument is that the interactive theatre is a doroaart that eliminates the distance the most,
creates intimacy and relieves people from lonefireexd shallowness of everyday social
relations. What is their authenticity? This thesigues that it is experiences that are less
mediated, of closer physical presence, sensuoggrarally those of more direct contact
with a source of experience - a person or a thimgis interacting with - can be considered

143 Nightingale 1999, p. 11
144 1bid, p. 14, 18
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more authentic. All the interviewees concertedlsead that Signa Sorensen’s performances

are deemed more authentic.

More authentic experiences

Actions in the performance — like in the real lifare shifting on the continuum
between the shocking and the ordinary. Even thaoghe scenes are extreme, for instance in
terms of violence or sexuality, there are also muséhat members of the cult lead normal
life, such as cooking, eating, reading, visitindpof@-followers. That seemed very realistic.
Mads interestingly says: “I think that the frusiatof being there when nothing was
happening, also made you think more about: 'Okhingts happening because it's so real’.”

Eva says: “Since Signa’s performances are morestieakthey are at the same time
also more ‘honest.” Organic food is more ‘honeBalking to friends directly is more ‘honest’
than ‘my-spacing’.” Such extravagant and spectaaiaws like, for instance, ‘Holiday on
Ice’ make people, as Eva says, more alienated as@mymous part of the mass. In contrast,
in Signa’s projects one becomes ‘somebody,’ arviddal, an important part of something.
Eva claims that this framework is “closer” to therficipants. In this way - she says - it is
more ‘humane’ than the alienation generated byeKutusive ‘extravagance’ of illuminating
spectacles, where everything is “too perfect” tapproachable by the ordinary people.

Mads emphasizes that even though the whole frankewas pre-designed, it was
created in a way that made the detail-orientedagr@phy look highly realistic and sensual.
Mads recalls a girl who

...couldn’t stand being in low continents, becatiseas so smelly and dirty in ‘Africa,’
smelling of cabbage in Russia, and all so hot.tA scenography really provokes
your senses.

Except for authenticity in a sense of immediatesseus experiences, Mads finds
another factor that contributes to the felt autivéiyt He refers to some interactions that
seemed very chaotic as if badly suited to the atfidhe ritualistic design of the house.
Contrary to the theatre play, which is repeatedhearsed to perfection before being staged,
the story of ‘Seventales’ definitely cannot be ¢dased as pre-designed. He remembers one

situation:
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When the audience see that the food is being btdtmh the kitchen to the café (...),
they can see that it has been made and somebodsriging it. And suddenly
something happens and then some audience is bgheg 0 help carrying the soup,
or, then a Gypsy comes and steals the food. Itt ¢enpre-designed, because it looks
so chaaotic (...), all the social interactions aredmad like a part of a ‘soup’ thing. All
those social interactions are almost disturbingattteal meaning of the frame, of the
pre-design. That makes it very authentic.

Peter noticed that when in fictional frame, pecpkttions are more spontaneous,
more expressive, not suppressed by the normatesspre of the daily life. It seems that one
acts by instinct, making the experience and thi€ is®re authentic. From Djawed’s point of
view, Signa’s projects are more ‘humane’ in a sehag first of all, they do not give people
some fixed idea about definitions and judgments, ibatead, provide the experiment, in
which it is possible for one to change oneself mpdlifferent kinds of personality, to find the
most authentic ones. Secondly, since it is impadios, it is not demanded that one will play
one’s role perfectly. It refers to what Eva suggdsthat it is more approachable for ordinary
people. Finally, it makes it more ‘humane’ expecenbecause, as Djawed says, it helps to
accept people having different abilities. Analodlicahis is what Paul has to say about

people being inside the performance:

They can make mistakes and they can find their temmpo, and they can find their
own thing they wanna do to this performance — thagry interesting, very good.
That's open.

Authenticity is a highly abstract category, and¢fiere we only pick a small piece of
this interesting discursive phenomenon — to fumetily apply it to the subject matter. It is,
nevertheless, a very conspicuous issue in the polgm times. Peterson (2005) claims that in
the global era of homogenization, where distinctigeial and cultural features blur, both
individuals and social groups, e.g. institution€ompanies, make efforts to present
themselves as unique and authetfiuch ‘authenticity work'— namely, practices ainatd
discursively making a thing or a person look marthantic - can be done in different ways,
as the author notices. ‘Seventales’ performaneetisentic in a way that all the ‘continents’
(except for ‘Arctica’) in our model of the Eartheve inhabited by “natives,” or people having
roots in a certain place in the world. Petersonld/igall it ‘authenticity through
ethnic/cultural identity.**° Following Lu and Fine (1995), he draws attentionhe fact that
authenticity can be highly valued in service indgsivhere the focus is on customers’

experience, not only the mere consumption of godédsarites:

145 peterson 2005, p. 1084
146 peterson 2005, p. 1086-1087
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(...) the ethnic appearance and role performanceooks and waiters is crucial to
customers’ evaluation of the authenticity of theddn ethnic restaurants’

Another field in which authenticity plays an impant role is art. Peterson touches
upon art communities, where, as he notices, adrgt®ften judged not according to the
quality of their works, but more based on their@inity’ in a sense of not being influenced
by the fine art world and related education. Apphoag it in such a way, we can say that
Signa and most of her amateur performers are atithéter lack of formal theatre education
enables her to develop her own instinctual modgexdting, rather than based on theoretical
standards. Therefore it has the potential of enfeesl more spontaneous approach to theatre.
This is ‘authenticity through status identity®

In terms of the performance theatre, the focusamiy on seeking authentic
experiences and seeking a more authentic ‘selférBen (2005), inspired by Grazian (2004),
writes about blues fans’ journeys to Chicago, whscbonsidered the home of the blues
music. There are different forms of “consuming” thieies’ experience, from the most
commercial and “up-dated” (suited to the presdat)he highly inflicted in the times of the
origins of the tradition. In terms of the lattep&y the author describes tourists, who despise
the non-authenticity of commercialism of ‘autheation work’ and choose to visit run-down
pubs located in the South Side African Americantighevhere originally in 1950s local
musicians played blues. Peterson notice: “Intarghtithe few intrepid tourists who venture
into this world take the dilapidated conditionsnaarks of heightened authenticity*® People
tend to claim authenticity for themselves by meainselecting experiences that they consider
‘authentic.*®® Another source of felt authenticity is being autieas an individual, living
harmoniously with oneself, or, as Peterson coirsédtnaining true to the authentic self one

has created®*

Self-authenticity

Self-authenticity is, of course, much more difficta investigate. However, findings
confirmed the hypothesis that in specific theatdamework of ‘Seventales,’ people could
feel freer, more authentic. As we know from Goffiisaf1959), one creates one’s identity

through he presentation of ‘self’ in front of otheA person tries to give the audience the

147 peterson 2005, p. 1086-1087
148 |pid, p. 1088
149 pbid, p. 1088
%0 pid, p. 1088
51 |bid, p. 1089
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impression that such presentation through the pagnce of role is in accord with reality,
instead of being a mere falsificatidh- namely, a discrepancy between the facade maedai
and the reality. When the same person, howevaeuasl in “realness” of the role he/she
performs, then we can say that by identificatiothwine role he/she feels more true to the
‘self,” being convinced that the illusion enactsdeality. If this illusion, this mask we wear
while in our role, is in harmony with our self-imeagnd an ideal of role we intend to perform,
then this mask constitutes our truest ‘self.” Gafimotices that such perception of our own
role is an essential part of our persondiftyMost often it is difficult to distinguish between
the mere play and the expression of true ‘selfgadose, as Goffman (1986) notices, social
roles can seem more real than one’s own biogrdpisydue to the fact that the authenticity
of the ‘self’ - like our identity - however subjeat, is born and developed in the social
context.

One issue needs clarification. This thesis claimas the performance like ‘Seventales’
gives people the possibility of being more authentiore “themselves.” From the other side,
it suggests that such a fictional framework prosiddree space for people to try different
roles, in a sense of Thoit’'s (1983) multiple id&es. It has to be stressed that in those various
roles, in confrontation with various people andcenfthallenging interactions, it should still be
‘themselves’ who are involved in the fiction. ltrche called, in a way, ‘becoming someone
else,’” but only in the sense that one takes athalemight not happen in reality or might take
a different form in the real life. The point istty, for a temporary period, to internalize a
character, to be able to live out the motives andtens that drive this character, to be able
to understand the world from the position of thsam@cter. It is obvious, especially in the
improvised theatre, that a character absorbsaf identity of a person that seemingly only
gives it a body. All my interviewees confirmed thia¢re was a lot of themselves in their
characters and the influence was often mutual. Wéhabre, one’s character gives one a
possibility of expressing one’s identity more fyeahd entirely. As Goffman notices:

Interestingly, in everyday affairs, one is not ajwaware of a particular individual's
part in life, that is, his biography, awarenessmffocusing more on the role he
performs in some particular connection — politicalpmestic, or whatever.
Contrariwise, he notices, part is the common cane@erdrama, much less attention
being given to a character’s special rdfés.

152 see Goffman 1959, p. 119-120
153 Goffman 1959, p. 110-111
154 Goffman 1986, p. 129
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Being inspired by that, if the theatre center&rposing the character’s biography as a
whole, and not his/her fragmented social roledpés not surprise us that first of all fictional
characters are more authentic, and secondly, tleemare interesting.

Two in one: closeness and authenticity

Walter Benjamin (1999), in his debate on contemiyonsorks of art, writes about the
death of the “aura,” the uniqueness that resubi® fthe phenomenon of distance to the object.
It happens tkanks to the process of mass reprantuctiobjects and images. He draws
attention to:

...the desire of contemporary masses to bring shinpser’ spatially and humanly,
which is just as ardent as their bent toward oweiog the unigueness of every reality
by accepting its reproductidr

It confirms the hypothesis that people nowadayhhe urge to have closer contact with
things, with people - to be able to sense themmnoee direct way. However, to satisfy this
need, they turn to the technology-mediated practiceproduction of objects - at the expense
of their aura and the ‘authenticity’ in a traditedrsense. Departing from Benjamin, the
analysis of the performance ‘Seven Tales of Misehgws that its attractiveness is to a great
extent determined by closeness, but at the sanee tirtannot be called reproduced. It is
neither reproduced, nor even pre-designed, witlexiception of the scenography - the latter,
however, was very authentic. ‘Seventales’ universeides people with strong experience of

both physical closeness and authenticity.

The framework of the performance encourages speatensocial encounters that
bear a lot of emotional potential because the nitstdetween the participants is dismantled.
Why is it valued today? Mads notices that today faa as the entertainment industry is
concerned - there is a growing tendency towardsbkimteractions that give people the
possibility to more develop things in their own wayaking their experience more unique. He
notices that nowadays, the phenomenon of creatiturming more and more to the “ground-
level,” being more reachable, available and dentmgrso that everybody can be an “artist.”
He searches for an explanation for such a tenddinstyof all in today’s feeling of alienation,
secondly in the quest for new experiences, andyina people’s enthusiasm for immediate

experiences. Immediacy is often connected withissus experiences, that in ‘Seventales’

155 Benjamin 1999, p. 75
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was provided by the scenography and by directactens of physical presence. The latter

satisfies the need of intimacy.

Paul notices that it is very important in our timedve touched, not only physically,
but “being able to be together: be uncomfortableamnfortable, or just be together as people
- and not knowing everything about each other jisttbeing touched, being moved (...)" His
observation is that people live in fear, lack ttestards others - to a big extent thanks to
media — and are scared of contact. He says tlsagjtod to escape from that by means of
intimate contact with others. As Maria Ossowska)(®0writes, the crowd is not a remedy for

felt loneliness, nor is the increasing surveillanoatrol**®

Nowadays people seek authentic,
intimate social interactions filled with affect, igh is the most - as Collins (2004) claims -

influential and motivating factor of human actions.

In the traditional theatre the audience’s passar¢éi@pation - even when emotional
(provided they sympathize with actors’ fortunes amdfortunes) - creates certain distance,
the feeling is to stay ‘outside’ of the story. Thatd of separation, while still sharing the
same space and the same ritual (here: a theaye wiauld be called by Collins (2004) a
“stratified ritual.” A ritual where spectators dedienated’ from the actors and “prevented
from approaching them, thus leaving the high degfdmdily contact as a solidarity ritual
reserved for the elite in the center of the cergmidt In contrast, the access to potential
physical contact is to a higher extent equallyriisted between actors and the audience,
participating in the ‘Seventales’ performance. tAls undoubtedly renders the experience
more authentic.

Pankowska, inspired by Baudrillard (1994), des&ithe modern shift from the rule of
mimesis to the rule of simulacra. She discusse$irte,’ the area in which technologically
created immaterial reality is being created. Hummagnition is no longer limited to
unmediated, direct experience. Through electroradimwe distantly “touch” the reality that
we have never directly experienced. As the readsraliready noticed, this thesis emphasizes
that the individual is touched by various chanmélmfluence from the social world. The
argument is that direct (of physical presence)auttientic (not reproduced) experiences
based in interactions with others, are the mogtfditun enriching people’s identities.

1% Ossowska 2000, p. 102-103
157 Collins 2004, p.57
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Chapter 9.

Mediating the experience in ‘Seventales’ — why doeftssell?

Inclusion and the emotional energy

Following theories by Collins (2004) and Thoits 8% on the importance of social
inclusion, the argument is that people seek a saefnselonging and participation - the less
mediated, the better. Thoits (1983) also writesubtiegrated versus excluded individuals,
emphasizing that the latter are much less likelj#ontain their well-being. According to

Collins (2004), successful participation in an rat#ion, elevates people’s energy. He writes:

Social structure, viewed up close as a chain araation situations, is an ongoing
process of stratifying individuals by their emotibenergy>®

This stratification is a result of the distributiohpower and status (on the continuum between
acceptance and rejection) of individuals involvedacial interactions. According to him,

both power and status interactions influence irtligis’ level of emotional energy being
carried in individual's set of symbols into anotimeractions:>° Order-givers gain or, at

least, maintain emotional energy, whereas ordezrtalose it. As he further explains, people
holding others’ attention and the group’s focus] trerefore successfully performing a group
member’s role, raise their emotional energy. Maaltjped or excluded individuals experience
the lowering of emotional energy, which cumulatesrdime affecting their future

interactions°°

Equality or power relations between artists and theaudience?

An interesting issue at this point is the questidrether there is always a power
relation between actors and the audience? If gggwer more equaled in ‘Seventales’
performance, because visitors are involved? Oedbi opposite: is actors’ power enhanced,
because they ambiguously shift between fictionthedreal,” which, as a consequence,
makes the audience cognitively and emotionally esedl about the boundary between those
two domains®?* It has been stated that ‘Seventales’ is a meditpdrience, however, only

18 Collins, p. xiii

159 pid

%0 bid, p. 118

161 see chapter 5 for examples
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in terms of the general framework, whereas thaactere content and the authentic presence
is to be created and filled with meaning by all plagticipants. Signa Sorensen provides a
playground for the individual experience of expaiming with one’s boundaries during
social encounters. This is the almost non-discénitediaton, merely consisting in allowing
access and then giving the audience the freedarnae in terms of discovering the

building and deciding what and how they wish torapph. However, there is another way of
mediation. ‘Seventales’ context also forces petplearticipate, to withess, they are led into
the directions of confronting problematic issuedten severely pictured. Signa, talking about
some extreme ‘misery’ scenes the audience witnegsesnade to participate in, admits that
they are often puzzled, even scared due to therekrtainty whether it is happening for real.
What is important, she considers it a valuableoialoelping to overcome narrow-mindedness

in perceiving the world:

Sometimes they need to feel scared, especially iheDenmark. People never really
have many problems, they feel secure and alsobagd. They think they know how
everything is connected, and if they are suddemlg iplace where they don’t know
how everything is connected, then maybe they waka bit.

One can say that in ‘Seventales,’ the experien@axplioring the world and the ‘self’ is
slightly mediated, leaving plenty of space for induality, creativity and searching for one’s
own ways of thinking and feeling. Such mediatiorexperience with a high level of freedom
in the process of educating through fiction tord life, was strongly emphasized in the
conferencé® Good “leadership” is beneficial for extending pkspemotional and
intellectual qualities, especially that a limiteshge of frameworks we deal with in everyday
life, is unable to provide such identity-challengjeachers and artists should be this kind of

leaders.

Seeking freedom, escaping from freedom

Djawed claims that Signa is opening up the dooef@ryone to become an artist. For
him art is “expressing yourself with things outyolurself.” For Peter, analogically, people
long for more freedom, escape from the pressuperdistent and judging eyes of the society.
In Signa’s performances, the pressure decreasagoMier, people are able to see, thanks to

this peculiar framework, that it is allowed andeguied to be strange, different from others.

182 see chapter 7

81



Sille sees the reason for the success of suchrpafwes in that they present a more extreme
reality and more extreme individuals. Accordindher, we - the people - need “to be ‘more’
than we are now.” It seems, then, that it is a huoandition that one strives for less
restrained expression of oneself as a personxfmreencing more extreme affects. Lehmann
(2006) noticed the potential of theatre as ondeffew institutions that are able to remind
people how to experience emotions that became ienbély rationalized nowadays. Eva
says that in such a “slightly on the edge” perfanoes, people are forced to look, in a more
active way, inside themselves and just be themseltas is a very cleansing experience. In

Mads’ point of view

...Ina way ‘Seventales’ is an example of partlgrahistic zone where people live for
certain times and can let go a lot of things thatthbem in frames. People can act as if
they were free.

As can be noticed, the search for freedom is a humad most often mentioned by the
respondents. Freedom and the addtional contexosé interactions is what makes people’s
experiences uniquely inspiring as a possibilitiotak inside for truer inner ‘self.” Sarah

discusses the attractiveness of Signa’s works:

When we were kids it was so wonderful to slip iatéictive world. As adults we still

have this craving, this urge to slip into othelitgago away from all this daily life and

our problems and meet other people in this differeality, and just play along in the
fiction.

As she observes, Signa creates a great intergdtiyground for such experience that does
not happen in reality much, as people are so cledroAnd the most important thing for the
audience is a possibility to participate. Peopieaitracted to the performance because they
can put aside the everyday boundaries and evepelapnalities. Sarah’s observation is that
we are living in the highly complex world where tvald a great responsibility for our steps,
as every single choice, as she says, pushes dedistd a new direction. From Djawed’s
point of view, people nowadays want more contrbleyrwant to control how they live, who
they become, since they approach their life anol itientity as a “project.” From the other
side, however, they feel too framed, so they wdilkkelto lose control, but...in a controlled
way. For him, people have a need of stabilizingr tidkentities, but the Western, capitalist
society demands from them something quite the agde be infinitely flexible and to

always have a pro-innovation attitude.
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They [people] want to be more stable, so that tteay relax, but the problem is that

demands now are quite contradictive. Cause in aywayhave to be very professional

and have a professional approach to show that gwea bontrol over everything. But,

at the same time, there are those demands thabhawei to be flexible and relate to

different kinds and types of people. Also to likemnideas and change your work and

your routine constantly. (...) But it's quite hard&edause if you have been sitting in a

school bench - like those who earn fifty thousandnore [DKK] - at least twenty

years, they cannot be that flexible because thest #aow how to do it. They cannot

interact with different kinds of types [of peopldéjecause they have been interacting

with the same kind of people all the times. Somesirthey get those identity crises, |

think.
There is a daily pressure from the society to bestamtly flexible and overwhelmingly
responsible for all wrong choices or any failue&eep up with the pace of still our
changeabile life. According to Sarah, one coulceedtirom such distress by entering the
‘Seventales’ universe and just give in to all itsc§, unquestionable rules and fanatic,
simplistic religious beliefs. One could be activelat the same time forget oneself in being
led by cult members for whom life is much easia@mtts to one philosophy that they attach to
anything in order to explain the functioning of terld. The rules in this framework were
already made for the guests to follow, thereforegb® did not feel pressuring the freedom of
choice. Sarah expresses: “It's such a relief tp Bt® a world where the set-up is already
there and there are rules.” Following what she saySeventales’ people are able to get rid
of the everyday’s boundaries, experimenting wittirttself’ in a different framework, while,
on the other hand, are led by artists into challengnd explorative directions. Signa agrees:
“When you make a universe like ‘Seven Tales of Misét’'s a smaller universe and it gives

people a possibility to have a better overviewt @ind at the same time they feel guided.”

‘Wish’- driven consumption of experiences

Bauman (2001), in his article “Consuming Life,” aeds the contemporary subject as
a whimsical individual, who restlessly seeks pleastihe latter, however, does not come
from reaching a goal, but from mere pursuing itcéwling to him, the least endurable thing
in human life is remaining in rest, with no advers) passions and efforfs.He writes about
a shift in human condition with the advent of tlemsumer society. One’s principle is no
longer the functional satisfaction of needs, butstantly incited narcissistic desires. In
comparison with ‘need,’ he defines desire as “mmcie ‘fluid’ and therefore expandable

than need because of its half-illicit liaisons wiittkle and plastic dreams of authenticity and

183 Bauman, 2001, p. 9-11
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the ‘inner self’ waiting to be expressed® He even mentions - after Ferguson (1996) -
another shift in motives for consumption: from ‘glesto ‘wish,” which is even more free-
floating, irrational and immediat&®® People’s motivational factor in postmodern lifetie
bottomless desire for affective, still new expecien They make sure that when one
experience is finished, another one is startinginBan (2001) describes the consumer society
as one in which “constantly finishing and beginnaggin from the beginning” is commonly
available way of lif¢®® The argument is that the principle of one’s lifetie Western,
postmodern world, is the consumption of affectixpegiences that provide still fresh material

for continuous identity (re)creation.

Quest for emotional experiences and mediation of sh experiences

Collins (2004) underlines emotions as a key faptmhing members of a society to
motivations and initiatives, even those initiatitleat seem very rational and instrumental
(disenchanted). The network of situations is regadraly the author as “a market for
interaction rituals*” Inspired by Bauman (2001) and his theory on toslgyest for new
experiences, this thesis adds a different notigivele from the economic language: ‘a market
for experiences’ — the stronger affectively theexignce, the more attractive and motivating
the interaction providing that. What is more, emos are mostly connected to direct
participation. The more closely the individual enéronted with things and people, the more
emotional the experience. The level of emotiortium, influences the depth of reflection that
is most often provoked by strong affect or confabioin with something surprising/shocking.
Bauman, again, claims that it is no longer needstiotivate people to consumption, not
even desires, but even more leaking wishes, intwihis impossible to pin-point any
patterns. In the Western world, we entered the lepbpervasive, never satisfied
consumption of experiences. It is not only a caltshift. It touches countless fields of the
society, also the business.

As Pine and Gilmore (1998) write, the last greatneenic shift was from the
industrial to the service economy. Nowadays, howessgerience is becoming the highest
and most promising economic value. They notice titaidea of selling strong experiences is

no longer a domain strictly attached to theatetsthame parks'®® Contemporary people are

%4 1bid, p. 14

15 bid, p. 14-15

1% Bauman, 2001, p. 12

%7 Collins, p. xiii

18 Gilmore and Pine 1998, p. 99
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in need of affective and memorable experiences.yMampanies nowadays use this
potential, focusing on providing customers with esi@nce surrounding products or services
they offer. In that way, people interact with cestamers, and with products around which the
“mythologized” experience is built, creating araatiment to the brand that “mediates” such
experience. This is what composes the brand’s iremahtvalue, generated from the network
of individual experiences that form an overall hapipg®®

People do not just drink coffee anymore — theycaresuming the experience of being
surrounded by an aura: they receive individualtineat from hosts of a coffee shop; who sell
“authentic” coffee from Brazil; which is being sexVin a traditional way. Or, customers
given the possibility to choose from tens of flavand exotic origins; having them freshly
grounded before tasting; finally buying some selddieans as a gift for friends. That is the
individual experience that Gilmore and Pine aredbig. People want to decide on their
experiences, be in control of creating their reditThey, at the same time need mediated
experiences, but mediated in a limited way, whenede space for subjectivity and co-
creation is left for them. As the authors furtheplain the phenomenon:

While prior economic offerings — commodities, goodsd services — are external to
the buyer, experiences are inherently personaktiegi only in the mind of an
individual who has been engaged on an emotionalsipal, intellectual, or even
spiritual level. Thus, no two people can have thene experience, because each
experience derives from the interaction betweerstaged event (like a theatrical play)
and the individual’s state of mirié’

How to seduce today?

In terms of the entertainment industry nowadays Botices that people like being
seduced, but they have more and more demandsis t&rwhat and in which form it is
“sold” to them. Eva explains: “We live in the ageirformation. We know so much about so
many aspects of each thing that we don’t want toheated anymore (...)” Therefore, the
form of seduction has to be very surprising, higidgthetic and spectacular, in order to

appeal to people. She says:

We [artists] have to be more and more spectacutate and more different.
Everything has to be faster, bigger, more. So kesamore machinery or more
technique, or more ‘extravaganza,” more colors amate light to seduce people.
Because we don’t buy anything less than very dogerfect.

189 Gilmore and Pine 1998, p. 98-100
170 bid, p. 99
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She adds that Signa follows this tendency in ativaiyshe brings innovation and impressive
scenography, however, she turns the seductionathan surprising direction: becoming
more realistic, authentic, honest. In conclusiberé are two ways of seduction: either the
spectacular “extravaganza” with fireworks, or -eliBigna - being extreme in another, deeply

realistic way — sometimes extremely severe, songstiextremely trivial.

According to Arthur, Signa’s performances “sell"\well due to people’s quest for
new experiences. Secondly - and importantly - thagt to be in the centre of actions, instead
of looking up to an artist’s piece and admire @nfra marginal position. His impression is
that people want to decide what they experiencendralthey follow. What is important, they

seek a special treatment as subjects, not objeatgion. Signa thinks alike, explaining:

It's individual experience. | think it appeals t@dern people that you get something at
that moment — no one else, it's specially for théthink they like that. (...) It's also
something that comes with this freedom that we havwaodern times — that we can
want things for ourselves, make some kind of dersardl not just take what comes
from some authority.

One can say that since the power of creation ineéBtles’ is more equally distributed
between performers and the audience, both groups cait of this ritual with a raised level

of social energy. The feeling of control over theeraction — thanks to inclusion - with a dose
of mediation of a new, memorable experience altegyatompose the experience that people

strive for in the postmodern Western world.
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CONCLUSIONS

The key aim of this thesis is the departure frommdbmmon sociological theories on
the identity creation in social interaction, andrhextending them by focusing on the social
influences in the fictional framework. The themeagency being determined by the society
has been widely debated on among sociologists., Theeries by such authors as Goffman
(1959, 1986), Thoits (1983) and Berzonsky (200%eHzeen employed to present the
individual's entanglement in the social structurke way this thesis extends those theories is
by presenting the subject being exposed to a veplectrum of potential influences, including
those coming from the fictional frameworks. We hiearned from Goffman (1986) that the
change of social framework changes one’s realgygach of the frameworks has different
rules, and different prisms, through which the wasl perceived.

Identity (re)creation takes place on the sociatle€ulture is where our identities are mainly
created. It regulates what is praised as valuabl@ what is eliminated as deviant.

It was concertedly claimed by Goffman (1959), T&¢it983), Durkheim (1915) and
Skjoldager-Nielsen (2006), that we form ourselved aur experiences during social
interactions. The reality we discursively creaféecs us ordering certain behaviors,
perceptions, values.

Such felt cultural entanglement was my main conesra member of the society, as a
sociologist, and then finally motivated me to jtive improvisational, interactive performance
as a means of distancing myself to my everydaydraonk. My intention was to experiment
with fiction and use it to challenge my limits afié internalized frames. The results?
Cultural anchoring, in this thesis regarded astiigifor agency, was again confirmed —
paradoxically — in the fictional frame. | realizétht the boundaries | was not able to cross-
playing Danka resulted from Iwona being influenbgcher socialization. Therefore, in
fiction | found myself still “framed” by the normend restrictions from the real life. It is true
that | was able to “liberate” myself from them ttaege extent, approaching my identity with
fresh eyes and discovering its new faces. Howatdhe same time, the “social” inside of me
was accompanying me even in fiction, putting stammmy freedom - that proves that ‘blank
card’ in new frameworks is only partially possibidy experience did confirm the theory that
the cultural anchoring implies a wide and comple®vork of consequences in different
domains of life: personal choices, values, peroeptif others, self-perception, cognition

patterns, etc.
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Although this thesis follows the above mentionedd@ogists’ theories on subjects
being inevitably influenced by culture, in whiclethare rooted, it also presents the possibility
of liberating them from such cultural strains thatrow their perceptual. Inspired by Thoits
(1983), as well as by my personal acting experigtieeargument is that the more identities
one possesses, the more one becomes independeitttiodl ranking of social roles one
performs, and independent of the cultural prisftooking at the world. It is because there is a
wider range of identity alternatives, which theiindual can turn his focus to, as well as the
wider range of angles from which one can percencejadge. As long as one collects more
and more personal resources — in a form of vanioles and experiences — one becomes more
individualized, as Collins (2004) claims. In su@se, the strength of the influence of a
certain role on our identity can depend more onimgdividual valuation: what we gain out of
such experience — both emotionally and cognitivEhe two latter are strictly connected. It is
during affective experiences that we know oursetliesnost: “why do | react in this way?”;
“why do | feel anger?”; “where does this fear coimoen?” etc. What is more, it is common
that the recognition of anything that disturbs ontcadicts our “fixed” worldviews and
unquestionable beliefs, incite strong emotionsCA#ins (2004) — inspired by Garfinkét-
writes, people are very reluctant to accept uncotaite “truths” uncovered for them, e.g.
that the social world is organized in a simplifiadpitrary and fictional way. Therefore, as
Collins claims, society is more based on emotiaisch uphold such a fictional social order,
than on the objective cognition.

Thus, what this thesis focuses on is to go beyegdlar frames, either consciously or
unconsciously, both intentionally and when forcegmvoked to do that. Unconscious or
unwanted “liberation” from frames results eitherir the unpredictability of social life and
mechanisms of risk present in human interactionfoom the mediation of experience, which
is often done by teachers and artists. This forrmediation is needed for the sake of leading
people in the direction of confrontation, new chiafies - also those unwanted, unpleasant,
uncomfortable, yet true, therefore extending ourzoms. Those mediators of experience
provide us with the opportunity to be faced witmgs, events and interactions that we do not
know personally, and which probably we would nevave the possibility to experience.

Benjamin’s (1999) observations has been used, gdlyat people are striving for
“real” and “closer” experiences has been a staimigt for the argument that the
performance ‘Seven Tales of Misery’ is consideremaerauthentic, unique, involving

closeness and at the same time not “reproduceis.’also less mediated than other forms of

171 see Collins 2004
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art - like for example the film or the “classicdlieatre - since the experience is individual and
to a large extent left for the individuals to ceean their own. What is mediated in ‘Seven
Tales of Misery’ performance, is not the experiemmciself, but the possibility of and the
potential of individual experience — a departutte e unknown. The artist provides a
framework for the experience, which she at the stame does not control — she leaves it to
be continuously created, like it also happens teractions of everyday life. And therefore in
fiction, like in everyday life, as Goffman (195%yMtly expresses, social interaction is like

gambling*"

Peterson’s (2005) theory has been employed asnal&tion for searching for the
signifiers of authenticity in the performance.ditargued that people strive for authentic
experiences, and when identifying with them, tHegmselves feel more authentic. In
reference to Goffman’s (1959) ‘Presentation of seEveryday life,” as long as the individual
believes in the performance he/she gives in fréotlrers in social interactions, it results in a
deep integration with that role that makes himfleet more authentic. Authenticity is more
likely to be present, when one’s overall identiasta possibility to surface more while taking
a certain role. However, as Goffman (1986) notipesforming a social role filters different
elements of one’s ‘biographical identity’ selectimgly those supportive, not disturbing, for
the image one creates during a social interacRenple suppress plenty of different sides of
their identity when framed by everyday life - rut#fswhich are culturally constructed. In
frameworks, where one can more freely expressanchtvarious faces of one’s inner ‘self’-
like in the fictional frame, for example - one fee@hore ‘authentic.” Following Goffman
(1959), in everyday life, one wants to be seenthgrs in the best light. However, in
character, one wants to try oneself in a new, raatkentic “light.” Here being “true” is more

important than being “good.”

Following Thoits’ (1983) theory, it is argued thhe more identities and life
experiences one accumulated in one’s biographynttre meaningful one’s existence, and
the more open-minded one’s outlook is on 1if&Not only school in a sense of educational
institution should use various channels of teachmigelp children with wide self-
development and exercising creativity. | treatladl potential social influences - also those of

fictional origin - as a school of life. Robert Bry{@006) writes in retrospect: “What | learned

172 Goffman 1959, p. 126
173 see Thoits 1983
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from drama was not art but lifé” Art and fiction do not have to be beautiful, bedlistic, to
help humans learn to creatively transform the warld be able to live in parallel worlds.
What is more, it does not matter if the theatratentionally educative/therapeutic or has a
different original purpose. The outcome and somisisequences it generates is what matters.

This thesis is also inspired by Bauman’s (20019th@n modern times’ freedom and
whimsicality of a subject’> which results in still growing demand of to chase’s own way
of life. Postmodern subject strives for more contneer his/her life and experiences, since
he/she approaches identity as a project. Signafsermpeances, as has been shown, mediate the
peculiar experience of solidarity in the diversiDyversity not only in the sense of
multicultural casting, but also in that she progidateractive arena for relatively free
expression of subjectivity in the process of orexploring now differently framed identity
through the confrontation with others. The compedssetwork of highly individual
experiences — which is also the feature of theeéeigpce economy’® this thesis mentions —
at the same time forms the dimension of sharedreeqpe, felt sense of belonging, and
inclusion. The latter, according to Nightingalel®99) theory employed, is highly needed in
times of alienation in technologically mediated ldokVe employed Collin’s (2004) theory
on emotional energy (EE), which provides well-beiaigd which to a high degree depends on
people’s inclusion in a group interacting.

In the performance’s fictional framework, it is ribe matter of disguising human
identity, but about discovering it by extendingnithe process of taking different roles and
testing personalities. Aggression or love playedngyis the aggression and love expressed in
my way: it is my body, my emotions, my reactiony, @xperience — an intrinsic part of my
personal reality, my overall identity. Robert BryB006), presented in this thesis, also highly
appreciates school drama as an experiences tlggt tain life and extended his identity:
“What a lesson in existentialism acting turnedtoupe! (...)*’’ Goffman’s (1959) theory
searches for theatre in the reality, | discovereddality in theatre.

As has been hinted in this thesis, fiction is tgkanmore and more privileged position
in the social reality. Theories such as GoffmaB&rzonsky'’s, as well as Neubauer’s and
many other lecturers’ from the conference in f&da have supported such an argument. What
is more, | am sure more and more social domainga@irg to employ fiction in the service of

a better efficiency of those domains. Fiction, &sren of therapy and education is already

1r4 Brym 2006, p. 257
175 see Bauman 2001
1re See Gilmore and Pine 1998
1 Brym 2006, p. 255
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being used —yet still too little - at schools. Biesis also notices its great potential. As
Gilmore and Pine (1998) observe, certain compan@&® often employ theatre troupes in
order to provide their customers with new, memaabimotional experiences.

I am much aware of the fact that this thesis datsover the whole complexity of the
phenomenon of (re)shaping people’s identities thinawle-playing in theatre. What is more,
it only focuses on one example of fiction, one dontd relatively new, experimental domain
of postmodern art. | realize that bottomless angftegpproaching the subject exist as a means
of exploring it inter-disciplinarily. | hope furtheesearches will farther investigate the
phenomenon that has been only partially covereldignthesis. There are still plenty of
sociological aspects of the subject matter thateaddhe theoretical frame of this thesis. What
| find interesting as a subject of the future exalimns is employing theatre as a method of
integration and conflict-resolution between différeultures - by means of employing
methods similar to sociodrama/psychodrama sessions.

Cultural exchange through interactive art, and gméiag to people the cultures and the
realities that are distant from their own everyffayeworks — all this extends people’s
horizons and helps to appreciate the enrichingca&titnal potential of confrontation with
different “Others.” In terms of my acting experienm retrospect, | realize that | needed a
change of framework, as well as others, to be tabkmow my country better and appreciate
its values. It has been argued in this thesisghealism and the diversity extend people’s
socio-cultural consciousness. Ethnically and caltyhhomogeneous countries like Poland
may be less likely to be open-minded - to, firsalbf discern, and secondly, to accept
diversity - than countries where everyday framewsnkulticultural. Especially in countries
that were long living in a closed framework of commist, discourse-operated ‘micro-reality,’
it is extremely important to enrich personal anfiural identities through interactions with
other cultures and social experiences within défieéframeworks.

Thanks to the ‘Seventales’ performance, | hadbp@ortunity to experience the Polish
culture in the process of sharing it with peopirangers to Poland. Through cultural
exchanges people extend their horizons. | was ptiegemy Polish culture and my ‘self’ in
front of others. By internalizing feelings of myariacter and by making narratives in the
previously unknown manner, | was creating the neality — shaping my perception of my
culture, at the same time shaping myself, as | ladways been a part of the Polish culture -
like it has always been a part of myself. | waslestpg my culture from the position of being

an outsider to it and at the same time still ifgesentative.
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Signa noticed that the national mentality and calttan be easily explored through
theatre. Performing in Argentina had different @angences - in terms of interactions and
social communication and openness to various othtéen while performing in Denmark.
Theatre, as we know from theories by Nightinga@9@) and Skjoldager-Nielsen (2006),
does reflect social tendencies. It is also arghediever, that the direction of influence goes
both ways. It has the potential of shaping idezgitt especially the postmodern
improvisational and interactive theatre that reigdly resembles social encounters in the real
life. And yet at the same time, being the longedsfene for freer expression and an
exploration of one’s identity. In this thesis, ajomith Nightingale (1999) and Lehmann
(2006), we saw the great potential in the contemuyatheatre that is going in the direction of
integrating the performers and the audience imthauially influential process of the creation
of new meanings. It is no longer strictly artistsonserve paradigms to the spectators,
providing them with ready political messages. Nowtead, the principle of performing is the
process of communication and exchange of ideagrexees. It provides a priceless mixture
of demonstrating one’s distinctiveness and theskattse of inclusion into a social group,

leaving the individual with the high level of enmial energy.”®

178 see Collins 2004
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[beginning from the top left, clockwise]

1. The Gypsy camp 2. Princess Arctica and the little Gypsy
4. The wedding of a marriage group 3. The cafe




[beginning from the top left, clockwise]

1. Anise in Arabia 2. Princess Asia and Queen Asia
4. The meal in Russia 3. The chapel and the Prince praying on the balcony




[beginning from the top left, clockwise]

1. Lady of the Law and her brother 2. Cult members in the Great Hall
4. The Prince and continent ladies 3. The Prince




[beginning from the top left, clockwise]

1.The whipping 2. The misery ritual in Russia
4. Aron, the control technician and the holy-tape recorder 3. The misery ritual in Arabia




[beginning from the top left, clockwise]

1. Anise among the guests 2. Adamo, the Gypsy

3. The procession to the ‘Little Mermaid’ — carrying the Prince in the boat

4. By the ‘Little Mermaid’ - Saying good-bye to the Prince who is sailing away with the holy tapes




Appendix 1

Below, the general framework of the story - arowrdich actors were then creating their
characters - is presented. [It was written by tihectbrs]

Background story of ‘Seven Tales of Misery’

Arnie Ziegler has been traveling with a circus tbge with his father (a worker, not an artist)
most of his life, working hard from a very youngeaét the age of 16 he decides to run away.
From the city of Gmunden he disappears to the nadumiamed Traunstein, where he knows
his father cannot follow. He plans to stay in theumtain cabin until the circus has left the

city.

It is a foggy and cold spring day. As he reacheddlge cross on top of the mountain he finds
a newborn baby lying on the ground beneath it. ef@dis that he cannot leave the baby there
even if bringing it to the cabin would mean thatdventually would have to talk to the

authorities and go back to his abusive father.

However, on the way to the cabin he meets a wontamisvwilling to take care of the baby

and promises to deliver it to the authorities.

Arnie Ziegler stays in the cabin for seven daysndeer returns to the circus and never talks
to his father again. For the next 20 years he saas®und Europe (mostly Germany) working
here and there (at building sites or doing magg&srand gambling in bars). His only steady

interest is magnetism. He is a self-made inventonagnetic apparatus of various kinds.

The lady on the mountain never brings the babytbdkie authorities, but raises him herself

in the mountains where she lives isolated fromwbdd. She calls him “Der Prinz vom
Traunstein”, and he is brought up to believe tleatas born by the mountain itself. He learns
about the world from a few old books and from lawkdown on Oberdstereich from above.
The myths about Kranawitha, the wicked witch ofuirstein and the sweet mermaid,

Blonderl from the mountain lake are very real tmhMany times he runs to the lake and begs
the mermaid for protection from the anger of Kraithay when he has done something

wrong.



Exactly 20 years after Arnie Ziegler found the baby by the cross, Arnie Ziegler sees the
Traunstein mountain again on a painting in a haem in Hamburg while copulating an
African prostitute. From that moment on he is obsddyy the finding out about the destiny of

the boy.

As no register or archive mentions the boy, Arniegler decides to return to the mountain.
After searching for months he finds the cabin ef tlountain woman and “Der Prinz vom
Traunstein”. He is invited to stay for a while. Iradiately he feels drawn to the prince (not in
a sexual way) and the more time they spend togdtieharder it becomes to leave him
behind. Arnie therefore decides that it is timetfa prince to see the world and asks him to
come with him. The woman, however, will not let girénce go. In desperation Arnie finally
pushes the woman off the mountain while they ackipg blueberries together. He tells the

prince that it was an accident and the two menddavHamburg together.

To celebrate the arrival of the prince in the wadklthie shows him his own favorite place;
Reperbahn — the strip club street of Hamburg. Tdeeto the nightclub All The World where
exotic dancers from different countries entertaid affer their services. The prince is
impressed and genuinely believes that the womdéineotlub represent the populations of the
planet.

For the next 13 years the two men travel aroundryavhere the prince shows up, people
gather around him like around a prophet. Arnie ghjbe enormous attention which the
charisma of the prince draws. Gradually a groufplbddwers form around the prince. They

treasure his every word as divine truth and sooumltacomes into existence.

Magnetism becomes an important force in the preessw of the world. He also believes
that in making symbolic models of places, peoplsitations he can influence the real
world, and that the part represents the whole (sudte phenomena - this will be explained in

details in the acting workshop).

13 years after the prince left the mountain hesfaeling unwell, like a dark force is trying
to draw him back there. He identifies this forc&kagnawitha. His followers also start feeling
the influence and several among them become pe&skbgshe witch. Fear and sorrow reign

and the followers beg the prince to find a curenfithis evil curse. They tell the prince that



this must be a sign that it is time to clean theary off the planet before it destroys
everybody. Meanwhile the prince has realized thahwitha and the woman who raised
him in the mountain are the very same person. NM@e ever he needs the protection from
the mermaid. He figures out that the only safe@lacst be Denmark, the land of the

mermaid which has no mountains at all.

Arnie Ziegler organizes for a house in Copenhadée (/th House of The Prince) and the
prince makes a plan for a big ritual to free theld/from misery and destroy the power of
Kranawitha. For one year all the followers workatranging the house into a detailed model

of the world following the directions of the prince

Finally the prince and Arnie go to All The Worldhet nightclub in Hamburg, to collect a

selection of women representing the 7 continente@fvorld.

The Ritual

We will build a model of the earth in the name efrpanent magnetism, that in form of tape
symbolize the blood veins of the planet A multisgahenomena to create a new, transhuman
generation free of misery.

With help of ferromagnetic triangles, we will capdwall the world's misery by recording it
onto a tape. When this is done, the world is pregéo be fertilized by the prince.

To secure the successful maturation of his offgpiine magnetic-misery-master-tape has to
be erased by the magnetic force of the Earth’shruote.

Here is a short description of the misery recordiystem (see graphical network diagram):

Each continent is a little sound studio and isgoed with an old mixpult, several reel-to-
reel tape recorders (machines) and an archiverdframt-specific sounds on magnetic tape
reels. Each machine is connected to (hard) scehigrafements with an audio-transducer.
The audio transducer will set the elements intoatibn. This vibration creates a very special
sound depending on the material of the elementsdkeunds are picked up by contact

microphones. The lady continent uses her own miwnop for her or any other present voice.



With this apparatus and her assistant, the ladtireamt can mix down a certain composition
of misery onto the tape loop that is connectedn® af the two decentral control rooms. The
operators in the decentral control rooms transfar tcomposition onto the tape loop, that is
connected to the central control room. Only Arcticdirectly connected with the central
control room.

The operators in the central control room recoedsthund onto the misery-master-tape with
the meta-master-machine by the throne of the prince

The meta-master-machine is connected to threeradnaiachines, that roll:

1. the "monitoring loop” to the attic, where theldavers live. Up there are several machines
that play that sound with help of audio transdudtersugh the walls, furniture and the pipes
of the central heating system (for a better audingmission through the pipes, we drain the

water from the central heating system).

2. the "sales loop” to the shop, where we copysthend on small reels and sell it to guests
per meter (as it is only a copy, that misery caindwoany further harm, no matter how that

guest is using it).

3. the "accumulating loop” to the tape cutting rqamhere operators cut a copy in pieces and
edit a new order of that sound. This new order bellsent by couriers back to the archive of
the continent, where the composition originally wesated. In that way, the compositions of
the continents are accumulating along with theatjtas the sound of misery is recorded layer

upon layer...

To coordinate this ritual, we use telephones tbatat ring, but blink.



Appendix 2

Questions [provided by the director to help actors developititharacters]

Age:
How old is the character? Has the character bemie Prince a long time?

Special skills:
What is the character particularly good at? (laggsaspecial knowledge, practical stuff...)

Position:
What is the character’s position? Is the charaetésfied with this position?

Family relations:

Is the character related to any of the other chears®

Does the character ever think of his or her fanml{the outside’?
Did the character give birth to any babies in thk € or before?
Is the character pregnant? — or did he get anymgmnpnt?

Marriage relations

How is the relationship to the other parts in yoo@aracters marriage? Has the character any
feelings towards anyone outside of the marriagethd character satisfied with the leader of
the marriage — or is the character the leader?

If the character is not married (for one or theeotleason) what does the character feel about
that?

Special relationships:
Does the character have a favourite relationshgmymne?
Who does the character trust in the most?

Relation ‘the outside’

How does your character feel about ‘the outside’

How does your character feel about the audience?
Would you character like to go outside or is he/staid?

Life Story
You may write a short overview of the charactefis li

Temper

What is the typical mood of the character?

Is the character open or shy?

Does he/she establish contact with the public?witbrthe other characters?
Does your character become angry or sad sometiiesn?

Mistakes:

What was the worst moment as a follower of Thedem(Could be a small thing like spilling
coffee or a major fuckup.)

Does some mistake from the character’s formehbignt him/her?



Golden moment
When was the happiest moment in the charactefs (Mé&th The Prince or before)

Secrets:
Does the character have any secrets. Does anyonedtout it?

Weaknesses

lliness, fears, vices?

What does the character do to cope with these?
What would make the character totally freak out?
What would make the character shut off?

Strengths:
What is the character really good at?
What is the character proud of?

Activities:

What does the character do during the day (and)ngand what does he/she do during the 5
hours when the public is there?

What does your character do in his or her spareim

What is your characters favorite duty?

What is your characters favorite way of enjoyingbelf?

Passion
What is the single state of being that will brihg tharacter to final happiness (approval,
respect, control, love, etc.).

The witch:

Was your character ever possessed?

Did he/she ever witness another character beingggsssd?

How does your character deal with the threat ofto&ed witch Kranawitha?

The Prince:
Describe why your character believes in The Prince.
Describe why your character thinks The Prince sdjo

The big mission:
Does your character ever doubt if it is possibleawe the world from misery?
Why does he/she carry on anyway?



Appendix 3

Below | present the created background biographyytharacter, Princess Russia

(unofficially Danka)

Princess Rusia — a background story

| was brought up in a Polish village close to thstern border. My mother was
Russian, my father Polish. We were poor, but neddfinot the poorest family. Quite happy —
common everyday struggle kept us closer. A go@imgpte of love between man and woman
created a vision of how it should be. | was motacited to my father, he thought me a lot, he
never had money for educating himself, but he wselfaearner and read a lot, he was my
window to knowledge, so, being stuck in this mierorld of the village | used my
imagination while listening to his stories aboutside. My relationship with my mother was
much more shallow, I loved her, but we lacked spieechless connection, that secures and
inspires even if absent. She poured all the belseofove and touch to my father and plants in
the garden.

Suddenly (or maybe gradually — that was hard tecepshe changed. | don’'t know
who she mefwe supposed with my father that it was this mamfi circus that came to our
village), or what kind of "inspiring” dream she h@éltle dream that kept coming back and
would haunt her every night when she was lying nexny father), but | know, | could feel —
this helpless and scary feeling — that this oowsoltld totally swallowed her, she became
totally obsessed with magic. She became a straagee, to us. She simply put dreamed her
love away, she never looked at my father with aldpagain, she ignored me totally. She
started to read some suspicious occult books, waiskppear to the woods and collect some
herbs and dead animals. This woman was still bieutthe only thing that reminded me of
my mother, cause | lost her. She attracted attemiohe village, started to sell her magical
practices to desperate help-seekers for littledes and goods. One day she disappeared, my
father started drinking. | could be 13. | hatedrgtreng associated with her: Russian nation,
magic, flowers..

We heard after two years that she went to Moscomgithe same, but in a more
sophisticated form — magical practices to helprimessmen get rid of the competition or get

the loan back, attract love..



One day, after years, she came back, to take itz tirl”.
[She must have given me something — a plant, mostiffe cause | went dizzy and then |
remember nothing. She wanted to make me her “assist escaped.]

My character hitchhiked in Poland, then Holland wtshe met those street artists, she
fell in love, but it was this kind of impatient|fsh love, living in a “bubble”, experimenting
with drugs, living on a street, or on squats — fle, indulgence, a sense of community. They
ended up in Hamburg, they needed money, how cbaléirancially contribute to the group?
Clashes began, blaming each other, frustration. \8ae lonely and felt like being alone, she
went to a club called “All the world”, she needemhse booze, spent the rest of “her”
(group’s) money. Asked for more — on a credit. Bedu“Do you have anything to pay with,
my dear?” — asked a woman behind the bar. She di&h'e couldn’t imagine doing that. She
suddenly felt this desperate urge to see her fagres, she has to come back. She needs
money, though. She decided to do it, “only oncehat’s nothing”, “just for the sake of my
father”, “only once and never again”. She did. lagn’t enough to get to the village, she was
pulled by the group again.

Several times it happened again, then more oftem she stayed in with girls — permanently.
It lasted about year and a half since the firstejrahe was part of a club for less than a year,
till the Prince took her (them) from there.

[ I liked dancing, then | could have control, | &éathose ‘turned on’ guys visiting,
only twice | got passionate, it was almost like mglove — almost, cause that very context
would spoil everything. Others were rather off-pwgtor disgusting.]

She got used to it, she remained cold, so coldptdected, she let them do whatever
they wanted and scorned them. Suffering, beindgogatbto them, but looking down on them.
[ Ernie totally didn’t suit any pattern, first ldbight he was a freak — he doesn’t wanna fuck;
then | got suspicious — he’ll listen carefully teetstory of my life and then he’ll cut me into
pieces and fuck each of them separately; thenrtest#o trust himghe usually got close to
people in her own, slow tempavait for his visits and at the same time trenthkg he’s
gonna leave one day like my mother did].

One day Ernie introduced us (girls) to the Prineke was kind, good looking, a bit
living in his own world, we talked sometimes abbigt, he never visited me to fuck. He was
special, he pulled like a magnet.

My character is a bit moody, sometimes excitedianptient, sometimes quiet and
passive. She’s also a bit jealous, doesn'’t likeea@wommanded. But she can show a lot of

respect when she believes in somebody and adnarésm.



She’s quite suspicious and usually doesn’t belieksinterested intentions . She’s a kind of
person that becomes easily alarmed when it comassociations, she believes that
everything is interconnected and if something hapdeonce than definitely it will repeat,
cause life is a circle.. Therefore when she heéthat absurd idea about the Prince who
intends to erase misery from the world it seemgithioulous to her, especially that she hates
everything connected with any kind of magic andstasy” of rituals (reminds her of her
mother).

Yes, but... “of course, I'll join, it's my honour tove by the Prince, contribute to the
misery ritual and finally give him a childShe did it all for her own interest, she pretentted
love and to believe in the mission, she wantedethweird community” to give her a hand
with getting out of this terrible, cosmopolitandriick-market. Then, she’ll escape again, of
course, she’s good at that. She’ll come back tofhiter, after these three years she doesn’t
even know if he’s alive, but if he is, he must laevary sad person.

[Ok, I'm safe now, | can escape, but... no! I'll s@aypit longer, not to leave Rita and
Miss Germania yet, and people from here make meaawve in a way. Where should | go?
My village? Poverty is such a misery! Alcoholismy(father), broken love (my parents),
abandoned children (me) — misery wherever you gomther? — using people’s fears and
dreams for her own profit — she’s such a miseraloisan! War! — my grandpa told me a lot
of stories.. Drugs! Prostitution! The Prince sadea, he wants to fight it. His mind is so
virgin in a way, his ideas look utopian, straigtarh a fairy tale! But he is right, he is right!
The happiest | was as a little girl when dreamibgud saving the world. Then being so
sceptical and shallow... Traumatic discovery: ’'myeriserable woman, | used those people
for my own interest, | pretended love and devotjost to be taken from a club — pitiful! All
the miseries being part of my life — they were préseverywhere | went. Suffering is so
universal. One single soul like me is the examplie® whole world suffering! The Prince is
right. Maybe if we get rid of misery in our littleorld, then it's gonna be erased in the whole
world. We should try at least. | believe in thatwd can’t believe | believe! When the ritual
is over I'll bring my father here to the communibg’s gonna be happy again, like I'm
becoming happy being with the people.

| feel so guilty that | was unfaithful, but moreaththat I'm afraid to confess! | should
tell the Prince and Lady of Law, but I'm scareddnna stay here so much!]

[Me and Rita on one continent! | like her, but tdh&ussians, Russia did a lot of bad

to Poland like my mother did a lot of bad to me amdfather] — now we have a mission,



though, we have to overcome prejudices if we amitweed in erasing the misery, we should
start from ourselves.

But she’s attracted to her somehow too, she’s fedith men and, at least for now, if she
could feel fascination, also erotically, it would towards a woman.

[So, we're having a baby with Rita (JUST A SYMBOIEMPTY SWINGING CRADLE,
THAT WE'RE GONNA TREAT WITH CARE AND A BIT RITUALISTIC MANNER), a

baby in a cradle as a symbol of peace between &assdi Poland. As it's a paradox that we
keep together, as we had tensions, on the contimeigive an example of representing and

overcoming them at the same time — there’s ourybaba cradle.



Appendix 4

Below, the reader can find the following four renvgeof the performance by Danish

newspapers (Appendixes 4 to 7).

The Magnetism of Misery

Performance. Signa Sgrensen and Arthur Kdstler together witiaartist, Martin Stig Andersen, have moved
into PLEX, and with their ‘Seven Tales of Miserkiave created an interesting, cult-like universe.

Af Vibeke Wern
(Engelsk overseettelse: PLEX)

“It's just like being accepted into a real cult,ays a young girl as she exits the door of
Kronprinsensgade after having spent a couple ofshiouthe performance installation ‘Seven Tales of
misery’. A very accurate description of what itlkel to visit this open performance at Copenhagen’s
newest music theatre, PLEX — formerly homéef Anden Opera

In the hands of Signa Sgrensen and Arthur Késtleng with audio artist Martin Stig Andersen, the
building on Kronprinsensgade has been transfori@ede home to both a Freemason’s lodge and a
Pentecostal mission, it is now both a fairytalelilet scarily cultish representation of a world @fl
religious, secular and political rituals — inclugljdor example, a total devotion to Coca-Cola.

As soon as | enter, | am welcomed by two brides mit@ate the cleansing ritual, then we are taken
and dressed in white cassocks. The cult would ratbehave that we bring too much misery with us
into the building where the naive Prinz von Traiams{played by Arthur Késtler) reigns in his regal
wig and lederhosen, enthroned in the Grand Halh witrather provocative mermaid at his feet. A
living image of a charismatic religious or politid@ader who, with help from his followers, endegsvo
to maintain the world’s balance and free the glwbm its misery.

A second preacher, Arnie Zeigler (Der Prinz’ spait father) regularly appears, encouraging the
audience to participate in healing singing. Anresting audio element in ‘Seven Tales of Misery’ is
the collection of old magnetic reel-to-reel tapeoreers that run throughout the building and record
stories and sounds. Inspired by the late Americanposer David Tudor’s use of audio-transducers,
Martin Stig Andersen has created a fully functigniand well-balanced sound universe with an
unceasing, deep base note, which can be sensedtibypddy and ear. The building itself becomes a
sound-emitting body — magnetic tape circulatingptigh the rooms like veins able to pick up bad
vibrations.

As in Sgrensen and Kdstler's previous performanstlilations, ‘Seven Tales of Misery’ delves into

the aesthetics of decay and disbandment. Retratsldigad the mind to cold-war Eastern Europe, as
do the militantly dressed leaders who show us rorl once again, the two artists guide the

audience into the subtle question of control arekdom, seduction and submission, as well as
authentic and constructed reality.
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To those who are familiar with their former workhe format of the performance installation, in
which audience members decide themselves the gkipinteract with the performers, will be of no
surprise. Throwing yourself into the stories is wteven Tales of Misery” is all about. StoriesIsuc
as those of the seven ex-prostitutes who, in eatheir chambers, represent the different contsent
In these continents, unrest and imbalance smouldeéer the surface and in the connecting halls and
on the stairways homeless refugees converge.

The format and content of “Seven Tales of Miserg” viithout doubt interesting and thought
provoking. Logistically, however, the work fallsighitly short, as those involved are insufficiently

able to accommodate so many people arriving asahee time to the Prince’s house. With a long wait
to get in, the dynamic effect is somewhat lost.

L XXX XN

Berlingske
Press Review 15 Sep 2006
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Appendix 5

Fascinating misery

Powerful installation theatre experience religious sect

By HENRIK LYDING

My greeting comes in the form of a loving kiss ondith cheeks from a bride dressed in white. Following
this, uniformed guards take over. However, their tae is mild, not harsh.

We have entered the house of a sect — a religios As new recruits, we are given white gowns toear
and are guided round. Appropriate in a building that once belonged to the Pentecostal Movement and
before that, home to a Freemasons lodge. After thithe building became Den Anden Opera and now it
houses PLEX music theatre.

The seven continents

PLEX's first production is a terrific piece of installation theatre. It boasts a cast of 60 and has
transformed every room of the building into a religousdrop-in centre.

We wander round lead by two soft-spoken, young digales who tell us about the Prince, his birth and
how he first met with the world’s misery.

We file past the Prince in the throne room and visithe seven continents, symbolised by seven young
women, all the time accompanied by a backdrop of ed-to-reel tape recorders constantly collecting a
multitude of misery and sending it on to the Princewho then erases it.

We meet the world’s displaced souls, visit the doritories of the disciples’ — who are married four wih
four — we observe their small chapel, view their maest kitchen in which simple food and we visit the
women of the seven continents.

The colourful and happy Africa, the direct and blurt America, the cabbage-tainted Russia. And before
we’'re let loose on our own, a ribbon of magnetic fze is tied around our wrist to protect us from the
misery.

Fantastic experience

Now it's more of a sense of being brainwashed thateeps up on us — that’s how thoroughly well
executed and convincing the performance in Signa 8msen and Arthur Kdstler’s total installation is.
The old building provides a fantastic feeling of bygone days with its faded wallpaper, worn-down
staircases, grotty attic rooms and damp-stained basnents. And the many performers, from princesses
and beggars to the disciples themselves, fulfill #ir roles with an impressive combination of autherit
reality and theatrical mystique.

As installation theatre goes (a field in which theluo Signa Sgrensen and Arthur Kostler are well vee,
with a number of success performances under theirdits) it doesn’t get much better than this. There'sa
feeling of landing in a frozen pocket in time and 0 an unknown continent at the same time. There islso
a definitely threatening element as the universe lig depicted by the production symbolises the mixte
of tyranny and total devotion that unfortunately is all too prevalent in the real-life religious sect®f
today. Luckily here, unlike in these real-life se, you are able to walk out the door once you've sp
enough.

MOHGENAVISEN

Jyllands-Posten
Press review 14 Sep 2006
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Appendix 6

Languid Loops of Misery

The boundaries between voyeur and participator areerily blurred in Signa Sgrensen and

Arthur Kostler’s fascinating performance installation ‘Seven Tales of Misery’

PERFORMANCE
By Mette Garfield
(Engelsk oversattelse: PLEX)

Kilometres of old-fashioned reel-to-reel tape rundérom floor to loft, along twisting corridors and through
chambers, halls and stairways.

Seven Tales of Misery has taken over PLEX, the building that formerly haised Den Anden Opera.

The house reverberates with the creaking sounds tfe tape players.Loops are the main audio
characteristic, giving a constant impression thathe tape has got stuck. Whispering voices and a plgent
cello tone flow through the walls and the carefullychosen, dated old furnishings.

It is the magnetic tape, which physically and as soundscape, links this shabby world together. A world
inhabited by soldiers, scruffy gypsies, singing Rissans, Arabian princesses and dancers dressed inithal
gowns. And the magnetic tape becomes an importasymbol in this micro-universe and its tale of a
Prince who has passed on to his followers his bdlihat magnetism is crucial for the world’s survivd.
The prince’s followers — the people who have takeover the building at Kronprinsensgade 7 — have a
mission to maintain this world’s balance. They dohis by recording misery onto magnetic tape and then
erasing it. It is in actuality this languid sound d misery which beautifully penetrates throughout tre
building surreptitiously enchanting the audience.

Crawl under a dress

Any voyeuristic tendencies you may have are easiatisfied in this building. In the café you'll find
everyone behaving as ordinary café guests. They ska drink coffee, and speak in hushed voices with
and about each other. Then suddenly someone crawlader someone else’s dress to be ‘cleansed’, as it’
called. The level of intimacy is overwhelming.

It's easy to sense how the different stories iBeven Tales of Misery take on their own lives and grow. You
certainly get the urge to remain seated — or comealok another evening: The production unashamedly
absorbs the audience’s time.

It's also possible to take it a step further and iteract with the residents — you can even talk to & Prince,
who mildly and in a friendly tone tells that this beautiful and sad universe is only like this becausés a
copy of the real world.

That's why spectators need courage and curiosity topen the doors on their tour round. You never know
what’s on the other side.

Information
Press Review 12 Sep 2006
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Appendix 7

On the Track of Misery

With her lavish theatrical journey, performancen@er Signa Sgrensen has created a

spectacular paraphrase of theatre as a ritual.

PERFORMANCE
YYyyeyYe

PLEX (formerly Den Anden Opera) Seven Tales of Mis€oncept and staging: SIGNA (Signa Sgrensen and
Arthur Kostler). Music: Martin Stig Andersen. Frddpm to 23pm. Until September 30.

| should never have eaten that powder. But oncévgoentered Kronprinsensgade 7, you do the stranges
things. The orange powder lay alluringly in a séa&sk by the entrance under a sign saying ‘Key'dAvho
wouldn’t want to have the key to what was goingrothe building?

The entire building, which appropriately once seras a Freemason lodge, a Pentecostal missionarghch
and Den Anden Opera, has been taken over by aepcint and transformed into something reminiscéramm
Eastern European hotel from the time of the irortatn. Every detail has been brilliantly staged $igna
Sgrensen — with Arthur Kostler — who recently reedithe Association of Danish Stage Director’s treniard
for outstanding achievement for her groundbrealiagormance installations such as ‘57 Beds’ andyli
Finder'.

As a visitor, we bring with us the raw materialtthalds the entire house togetherisery As soon as | enter,
I’'m met by a smiling bride who begins cleansing afieny misery by caressing my aura, chanting mararak
lastly, kissing me on the forehead. This is the2 som of the cult: to remove all misery from therldoand
restore balance. SIGNA is definitely not aversen@ssage theatre. Instead of passive audienceipatito,
Seven Tales of Misery envelops us into an intevactileansing ritual in. Perhaps thellnesstrend has
infiltrated the theatre?

With a polite tone, the strict, cult members, alldrisp, brown uniforms, begin taking us in hande \&fe
clothed in white, linen cassocks before proceedimgle file, on a tour of the opulently decorakedlding. At
the centre of this universe, we find the large tlerooom where a massing group kneels around a ydulhg
bosomed woman. Dressed in a slinky nightdressjsshes and writhes upon a podium of dark red vel@he
is, as many others turn out to be “in a state dfalance”. OnlyDer Prinz can cure this by laying his hands
upon her. He (Arthur Kdstler) sits regally in theckground dressed in a wig and Lederhosen, surealby a
collection of constantly running reel-to-reel tggayers acting as the regalia of power. The 148 f@pyers,
which can be discovered in every room, emit theiatielectro-acoustic spherical sound, which peteethe
building through walls and floor: this is the sowfdnisery.

| discover this when | end up in the domain of L&lyssia, one of the building’s seven lady-virgigach
lady-virgin represents a different continent. Watbackdrop of steaming pots of borsht and thesteaBuper-
kitsch Russian interior she shows the chosen visjictures of barbed-wire re-enforced work camps a
orphaned children and asks us to record out resgango the tape. All this recorded misery willrthee sent
to Lady Antarctica and erased — operation Misegpaplished with one press of the delete button.

Gradually, disturbing by-gone Germanic undertoree®al themselves through the cult’s undertakingstha
mixed continents (all women! Here, men are onlyaets) from the mud huts in Africa to the Japar@sisha
rooms. In actuality, could it be not misery itsddfit miserable people who are deleted? The ergiradson of
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brown-uniform-clad cult members aim to preserverthaiformity — not only among the 60 inhabitantstioe
house (who carry out their roles with infectiousdibility) but also among us outsiders. We areestagnaged
as full members of the cult.

Looking beyond the obvious religious or politiceferences that may be derived from ‘Seven Taldgiséry’,

the strength of this piece of total-theatre liestsnparaphrasing of theatre as a ritual. The entuilding is in
actuality a mega theatre stage. A depiction ofttkeas entrenched from the outside world and distetiult.
Was it not Aristotle who talked of theatre as aanking, a catharsis. And uniformity, this is thenfative
process around common human misery, which we greotad to take home. The most challenging aspect of
‘Seven Tales of Misery, is the contrast betweertrotied uninformativity and varied diversity. Potedly, it's

a case of ‘all power to the audience’. Each onesoias the opportunity to create our own performancthe
background of the uniform story.

Unlike in her previous performance installatiomswhich the audience was immediately let looseisd the
different rooms and tableaux, in ‘Seven Tales ofdWly’ Signa has very cleverly created a framewadokys
which is communicated trough the guise of a guitted. After this, it is left up to the individuaudience
member to move around and form opinions througlodiee with the characters. For example, joininggbe-
drenched cult with its lady-virgins surrounding thence — a typically distinctive characteristic $igna’s
works, however here she performs in an almost Isaek+ole of a military Lady of the Law.

| never made it that far, because the powder beméitk in giving me a sore stomach. Perhaps tlis purely

in my mind — a placebo effect. Whichever was thgecdt is evidence of the power of the theatricalgio
SIGNA is able to create. The mighty cult of theattne.

Monna Dithmer
(Engelsk oversaettelse PLEX)

POLITIKEN
Press review 15 Sep 2006
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