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Why did you choose the subject of "noise"? Is it a typical fact of our times that needs to be covered in art and do you think it is a particularily impressive to be dealt with in performance? 

More than the concept of "noise", I was interested in the word "noise" and the concepts that it carries. The performativity I am intrigued by starts from language (after all the definition of performativity comes from J. L. Austin's speech acts) but goes beyond it. The language helps me to start to work and to communicate with the dancers but during the process other kinds of "performativity" became central.

Indeed, "noise" means something different in acoustics, in communication sciences and IT. We worked on the choreography starting from these definitions. In concrete: echoes, blurriness, mistake, leftovers, decorative, camouflage... In general "noise" as something that is always there but sometimes not heard, or seen, as a tendency for mistake by default in the system, as a disturbance in a communication which becomes meaningful in spite of us, even in its lack of meaning. We developed the piece per fragments, almost like paragraphs. Of course and paradoxically, to work about noise means immediately to change its nature, so it is a challenge destined to failure since the beginning but it is the effort of "being at work" that interested me. If we would talk about "noise" as one thing, my intention is to reveal it, as something that we can recognize but not name, something that is in between things (even in between us and the spectators) but without definition or perimeter. I like to think about it as something with a sense, a texture and a direction but without an established meaning yet.

To go back to your question- I think these matters are contemporary because of the illusion of noiseless communication or in a more pervasive way of saying, the illusion of "transparency". Especially within performing arts there is a certain idea of "efficacy" that we like to add to the one of "efficiency", the latter being more commonly related to the English term "performance". In other words, resonances more than results.

In creating the piece did you work with a hierarchy between the moving subject (the performer), the fixed objects that constitute the space and the acoustic phenomenons? 

We tried to consider the materiality of all the elements as objects but of course there is a difference between them because the performers think and the acoustic phenomena need to be magnified or framed in order to be more visible as object in a theater.

In spite of this, we do things like (trying to) disappear in the space, or moving to the recording of the sound we just produced before with our dance, or draw patterns according to the way the walls and the objects change the direction of our rolling. We work a lot on the idea of moving from foreground to background and back again as a task for us during the performance and ideally as an invitation for the audience: a physical and mental movement for the eyes and the ears, a bit like in some negative-figure/positive-figure optical tests. 

Is there any "space" for individuality in the movements of you and your performers?

I have the tendency to say "we" because the collaboration with the dancers Ondine Cloez and Michiel Reynaert is very important. There is certainly space for their individualities not only in the movements but also in the making. They are both strong thinkers and therefore sharp dancers. But in the work it is not a matter of finding personal movement or of reproducing someone else's. Part of the work was finding out restraints or systems, which will make us move with more will than intention and control. In the back of my mind I had the phantasm of an automatic choreography: one that emerges out of a system of basic rules and not because of a personal decision: due to circumstances, a choreography that might be there, waiting. 

Does noise reduce the space for a moving body or open it up?

Considering by now that we are not talking about one thing such as "noise"... I can say that for us it was a way to find restraints, for example we use the definitions of "black noise" to work on a movement part of the piece, which is basically the idea of working with contradictions that coexists. So that is what we are trying to do physically and literally. This is probably reducing space but it is giving us clear directions and textures so in fact it is making us dance per reduction. On the other hand, lately we have been working on the difference between hearing, listening, understanding and not hearing while we perform and this is opening up new layers, which oblige us to constantly work and never be in a comfortable position. 

What is "Lawaai"?

"Lawaai" is my favorite word in Dutch: it means noise but it sounds like "Hawaii". Indeed I was talking with someone, yesterday evening, and apparently there is a word in Chinese that sounds similar to "lawaai" and it means "the stranger", "the foreigner".

