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[SE]
INTRODUKTION

I Laholm ligger teatern mitt i byn. Den anvéinds
som géstspelscen utan fast ensemble, och huse-
rar savil kommunfullméiktigemdten som revyer,
konserter och foreldsningar.

Scenkonstkollektivet Nyxxx bjods hosten
2019 in till ett fyra veckor langt residens pa
Laholms teater. Nyxxx arbetar i alla delar som
ett kollektiv och ambitionen #r att skapa intima
estetiska hindelser och spel dir publiken, bade
som enskilda kroppar och som tillfillig gemen-
skap, kan ta plats. Kollektivet som ofta viljer att
utmana teaterrummets givna ramar i sina pro-
duktioner valde hér att fokusera pa sjdlva teater-
rummet och de grinser som finns mellan niva-
erna scen, salong och balkong.

"Intimitet for mig dr faktiskt alla tillfdllen nér vi riske-
rar négot i ett socialt méte. S& du kan ha intima erfaren-
heter som &r allt annat 4n njutbara. Att vara intim &r att
utforska nigot du inte redan visste om en annan person.”
-Tova Gerge | Nyxxx

Ett residens erbjuder de deltagande konst-
nirerna tid. Tid att for en stund stanna upp,
tid att experimentera, tid att undersdka nagot
dnnu oprovat. Nyxxx dr som scenkonstkollek-
tiv utspridda over Sverige och Danmark, de har
sedan starten for sju ar sedan sammanstralat i
olika konstellationer och pa olika platser. I nis-
tan full ensemble sammanstralade fem av Nyxxx
medlemmarna under fyra veckor hésten 2019 pa
Laholms teater. De utvecklade metoder for att
lyssna pa teatern med alla sina rumsligheter och
nivaer och varje vecka bjod Nyxxx in laholmarna
att lyssna tillsammans.

Sa, vad dr egentligen en teater?

En plats déar vi kan gomma oss i skydd av
morkretisalongen, en plats fér drémmar, en plats
att motas pa? Det ryms langt mer i Nyxxx under-
sokande arbete pa Laholms teater. Vilkommen
att ta del av deras utforskande!

Petra Johansson,
Konstnirlig ledare Art Inside Out

[ENG]
INTRODUCTION

The theatreliesinthe middle of Laholm and rather
than having a permanent ensemble, is used as a
stage for hosting other events and performances,
such as council meetings, reviews, concerts and
lectures.

In the autumn of 2019, performing arts col-
lective Nyxxx was invited for a four-week residency
at Laholm Theatre. Nyxxx functions as a collec-
tive in every aspect of its work and aims to create
intimate, aesthetic experiences and performances
which involve the audience, both as individuals
and as a temporary collective itself. Nyxxx, which
often likes to test the given boundaries of the theat-
rical space in its their productions, has chosen this
time to focus on the theatre interior itself and its
divisions between stage, auditorium and balcony.

“Intimacy to me is actually every time we risk something
in a social encounter. So you could have intimate expe-
riences that are anything but pleasurable. Being intimate
means exploring something you didn’t already know
about someone else.” -Tova Gerge | Nyxxx

A residency gives the participating artists
time. Time to pause, time to experiment, time
to explore something as yet untried. As a per-
formance arts collective, Nyxxx is spread over
Sweden and Denmark, and since it was formed
seven years ago, has assembled in different cons-
tellations and at different places. In an almost
complete ensemble, five Nyxxx members came
together for four weeks in the autumn of 2019 at
Laholm Theatre, where they developed methods
of listening to the theatre with all its spaces and
levels, an experience in which they invited the
people of Laholm to share every week.

So what is a theatre?

A place where we can hide under the cover of
darkness in the auditorium, a place for dreams,
a place to meet? Nyxxx’s research endeavours at
Laholm Theatre encompass much, much more.
Come and join them on their journey of discovery!

Petra Johansson, Artistic Leader Art Inside Out



[SE]
OM NYXXX

Nyxxx dr ett scenkonstkollektiv som arbetar expe-
rimentellt i grdinslandet mellan scenkonst, perfor-
mance, spel och lek. Nyxxx har medlemmar base-
rade i Képenhamn, Ljusne, Malmé och Stockholm.
De skapar estetiska hédndelser och spel ddr publiken,
bdde som enskilda kroppar och som tillfillig gemen-
skap, kan ta plats.

I residenset deltog Nyxxx-medlemmarna Elize
Arvefjord, Tova Gerge, Ebba Petrén, Albin Werle och
Gabriel Widing. Varje arbetsvecka under residenset
besikte olika publikgrupper teatern och deltog i 6ppna
redovisningaravforslag, utkastochidéerfrangruppen.

ELIZE ARVEFJORD ir kompositor och ljud-
designer, utbildad pa StDH. Hon har arbetat med
verk pa Riksteatern, ung scen/6st, MDT,
Dramaten och Turteatern. I Nyxxx senaste verk
gjorde hon en avancerad kérkomposition for de
tolv talande dockorna.

TOVA GERGE ir scenkonstnér aktivinom dans
och teater. I Nyxxx arbetar hon ofta med kon-
cept och text. Hon har ocksa gett ut flera skon-
litterdra verk, nu senast romanen Pojken (2018)
som vann det prestigefyllda Albert Bonniers
stipendiefonds pris.

EBBA PETREN ir scenkonstnir utbildad vid
Teaterhogskolan i Malmé. Masterarbetet
Mikrohdndelser och Orienteringspunkter diskuterar
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NYXXX PA PLATS PA LAHOLMS TEATER /
NYXXX ON SITE AT LAHOLM THEATRE
AlO film, 2:15 min. / AlO video, 2:15 mins.

[SE] Elize Arvefjord, Tova Gerge, Ebba
Petrén, Albin Werle och Gabriel Widing
berattar om kollektivet Nyxxx och gemen-
samma ingangar till residenset p& Laholms
teater.

[ENG] Elize Arvefjord, Tova Gerge, Ebba
Petrén, Albin Werle and Gabriel Widing
discuss the collective Nyxxx and shared
approaches to the residency at Laholm
Theatre.

©

publikens kropp som medium. I Nyxxx arbetar
Petrén ofta med text, regi och rost.

ALBIN WERLE ir konstnér utbildad vid Det
Kongelige Danske Kunstakademi och bosatt i
Koépenhamn. Han arbetar med teckning, maleri,
lera och bridspel. Nyligen stilldes Ten Spells for
Humanity or a Poison Dart for the Ruling Class ut
pa Destiny’s Atelier, Oslo. I Nyxxx gor han ofta
rumsliga gestaltningar, objekt och koncept.

GABRIEL WIDING ér utbildad i estetik vid
Sodertorns hogskola. Han ar medforfattare till
Deltagarkultur. Han har en bakgrund fran spel
och rollspel. I Nyxxx arbetar han ofta med text,
interaktionsdesign och regi. Hosten 2019 arbe-
tade Widing med text och regi for Fallet Exet pa
Teater Visternorrland.

/
[ENG]
ABOUT NYXXX

Nyxxx is a performing arts collective working in the
borderland of performative arts, game and play.
Nyxxx’s members are based in Copenhagen, Ljusne,
Malméo and Stockholm. They are creating events
and games where the audience can take part, both as
individual bodies and as temporary community.

In the residency the Nyxxx members Elize
Arvefjord, Tova Gerge, Ebba Petrén, Albin Werle and
Gabriel Widing participated. Every week during the
residency, different audience groups were visiting the

theatre and participated in open presentations, drafts
and ideas proposed by the group.

ELIZE ARVEFJORD is a composer and sound-
designer educated at Stockholm University

of the Arts. She has created pieces for Sweden’s
National Touring Theatre, ung scen 6st, MDT,
the Royal Dramatic Theatre and Turteatern In
Nyxxx’s latest production she made an advanced
choircomposition for the Twelve Talking Dolls.

TOVA GERGE is an artist working within the
fields of dance and theatre. In Nyxxx she often
works with concepts and text. She has also writ-
ten several works of fiction. Most recently, the
novel Pojken (The Boy), 2018, that won the pres-
tigious price of Albert Bonnier’s Foundation.

EBBA PETREN is educated at Malmé Theatre
Academy. Her master's degree work Mikrohdndelser
och Orienteringspunkter (Microhappenings and

points of orientation) discusses the participant’s
body as medium. In Nyxxx, Petrén often works
with text, stage direction and voice.

ALBIN WERLE is an artist educated at School
of Visual Arts at The Royal Danish Academy of
Fine Arts living in Copenhagen. He works with
drawing, painting, clay and board games. Recently
his work Ten Spells for Humanity or a Poison Dart
for the Ruling Class was exhibited at Destiny’s
Atelier, Oslo. In Nyxxx he makes spatial design,
objects and concepts.

GABRIEL WIDING is educated in Aesthetics

at Sodertorn University Stockholm. He is the
co-writer of Deltagarkultur (Interacting Arts),
2008. He has a background in gaming and role-
play. In Nyxxx, he often works with text, inter-
actiondesign and direction. During the autumn
of 2019 Widing worked with text and stage direc-
tion for Fallet Exet at Teater Visternorrland.

VI MINNS INTE ALLA TIMMAR / WE CAN'T
REMEMBER ALL THE HOURS
Ljud, 40:58 min. / Sound, 40:58 min.

[SE] Tova Gerge intervjuade Ebba Petrén
och Gabriel Widing fran Nyxxx apropa
projektet Working on Travel aka Trains &
Boats & Planes. Resultatet blev en podcast
om hur arbetsliv villkoras av resande, hur
Nyxxx upplever detta resande liv samt om
gemenskaper och skillnader i resandets
begér och politik. Om ké&nslan av alienation
i sma stader dar man saknar eller séker for-
ankring, om férutsattningar for att samarbeta
nér man befinner sig pa olika hall i Sverige,
om att ha plats och om att mista den.

[ENG] Tova Gerge interviewed Ebba Petrén
and Gabriel Widing from Nyxxx for the pro-
ject Working on Travel aka Trains & Boats
& Planes. The result was a podcast about
how working life is conditioned by travel,
how Nyxxx experiences life on the road,
and the similarities and differences in the
journey’s desires and politics. It also cov-
ers the sense of alienation in small towns
where you are lacking anchorpoints, or are
looking for them; the conditions for collab-
oration while in different parts of Sweden;
and both having and losing space.



[SE]
EN TEATERMASKIN | RORELSE

Laholms teater dr rumsligt uppdelad i scen, salong
och balkong. Det finns mdnga anledningar till att
vi i Nyxxx, bade som kollektiv och individer, tycker
att den hdr uppdelningen dr sd intressant. Tova
Gerge intervjuade sig sjdlv och alla andra Nyxxxare
som deltog i residenset pd Laholms teater om olika
ingdngar till den uppdelningen. Résterna i texten dr
fristdende och svarar inte egentligen pd varandra,
men tankarna gar dndd samman och isdr ndr de ror
sig mellan scenen, salongen, balkongen och sd vdrl-
den utanfor, ddr man stindigt dr inblandad.

ELIZE ARVEFJORD: Nir jag arbetar med ljud ar
jag vildigt upptagen av grinsen mellan scen och
salong. Den grinsen ar ndstan magisk, sa stark ir
den. Men med ljud finns det vildigt stor poten-
tial att leka med grinsen, trycka ut den, manipu-
lera upplevelsen av den.

Ljudvirlden har en tydlig standard i relation
till denna gréns. Den utgar fran hur ménniskans
oron brukar fungera. Man lyssnar med tva 6ron.
Med inspelat ljud brukar man vilja reproducera
denna stereobild. Alltsd, man stédller hogtalare
pa ett sadant sitt att l[judet kommer fran tva hall
snett framfér den tinkta publiken, till exempel.

Jag ser nu framfér mig en ganska traditio-
nell teater diar publiken sitter pa en gradédng och
tittar ner mot en scen dér nagra framtrider. I
det rummet finns konkreta och patagliga saker,
men for mig finns ocksa osynliga linjer som
betecknar relationer. Linjerna finns mellan hog-
talarna, mellan de olika ménniskorna, och sa
vidare. En viktig och vanlig linje i ett rum med
scen och salong gar mellan ménniskorna som &r
pa scenen och ménniskorna som ir i publiken.
Hogtalare dr ofta placerade diaremellan. Syftet
med en sadan placering ir att fa en jimn fordel-
ning av ljudet.

Men man kan framkalla andra typer av lyss-
nande, anvdnda andra linjer. Till exempel brukar
jag placera mina hogtalare langt in i fonden eller
langt in pa scenen. Det hir ger mojlighet att jobba
med en kinsla av djup pa scenen. Det fordndrar
upplevelsen av rummet. P4 samma sétt kan det
innebéra en skillnad att stilla hogtalare bakom
publiken, sa att publiken omsluts av ljudet och
pa sa sitt upplever att de kommer nirmare det
som hinder pa scenen.
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Man kan ocksa flytta ljudet mellan olika hog-
talare i ett rum. Det kallas fér panorering.
Panorering ger en mdojlighet att leka med var lin-
jerna i rummet befinner sig. Ett konkret exem-
pel dr Jefta van Dinthers forestillning Grind. Dér
anviands ett ljud som ligger i det vanliga hogta-
larsystemet som bestar av kanske fyra hogtalare.
Sedan har de fist en tradlés hogtalare i ett snore
som Jefta svingar i en cirkel 6ver huvudet. Nir
det generella hogtalarljudet da plotsligt flyttar
till den lilla tradlosa hogtalaren ger det kénslan
av att hela rummet ror sig pa ett skevt siatt. Ocksa
jag tycker om att arbeta med ljud som ror sig: till
exempel fran mindre till storre ljudkéllor, uppi-
fran och ner, bakifran och fram.

Jobbar man med ett mer uppl6ést rum, dir
grinsen mellan scen och salong kanske inte finns
eller ser ut pa ett annat siatt, maste man ta hén-
syn till helt andra saker. Framfor allt uppstar da
fragan om vems lyssningsperspektiv man ska
prioritera. Det dr ovanligt att det finns s4 ménga
hogtalare att man kan gora en helt jimlik lyss-
ningssituation. Och dnnu mer ojamlikt blir det
om man ska jobba i flera kanaler, med ett ljud
som omsluter publiken, speciellt om publiken
ror sig. Man kan inte ldngre kontrollera lyssnan-
det pa samma sitt. Vissa kommer héra mer fran
en hogtalare och andra mer frian en annan.

Med horlurar, som Nyxxx ofta har jobbat
med, sa aterfar man den kontrollen. Men allt
beror pa vad man vill uppna. Och i slutdndan blir
det genom mitt lyssnande — vad jag tycker later
bra - som andra far lyssna.

TOVA GERGE: Jag kan ibland tycka om att klaga.
En sak jag ofta klagar pa ar teaterrummets givna
ramar for interaktion, i synnerhet néir dessa ramar
samverkar med institutionella férvintningar. Det
ar for att jag dgnat mycket tid at att aktivt omf6r-
handla sadana ramar, braka med dem. Men vil-
ken grej att braka med egentligen. Som att braka
med parken eller simbasséingen.

Under 2019 har jag blivit pamind om hur otro-
ligt sammanvixt med teaterrummet jag &r, och
att jag faktiskt dlskar det. Jag har varit pa turné
med ett verk som funkar bést i en fullt utrustad
blackbox. Men det ir inte till sidana jag har akt.
Jag har istéllet akt till fina platser som inte alls
har varit scenrum. Jag har skurat. Jag har trixat
med elen. Jag har forsokt hitta pad bokningssys-
tem. Och jag har lingtat efter teaterinstitutioner.

Scenrummet ger en massa mojligheter som
andra rum inte nédvindigtvis ger. Det &r hir-
ligt att kunna se, hora. Och det ar fantastiskt att
kunna rora sig fritt pa ett golv utan att vara radd
for stickor och skrot. Att tillata hela kroppen att
kravla, krypa, springa och hoppa utan sa manga
skrapsar.

Men det dr kanske inte alltid det som teatern
kan gora som den gor. Jag tror att Nyxxx ar vil-
digt influerade av Laura Mulveys essder om den
manliga blicken i sin syn pa teater. Hon skriver
om att salongens morker utgor ett skydd for en
manlig och underforstatt onanistisk blick pa film
noir-kvinnans distinkta silhuett. Jag kan verkli-
gen se den dir halvt medvetna pornografin sticka
upp sitt huvud i mycket berédttande teater. Det &r
jag stolt over att vi vill bort fran: att vi har insis-
terat pa att se teatern som en plats for utopier,
gemenskap och mirakler. Jag tror jag letar efter
sddana i varje forestéllning jag gor eller besoker.
Och genom det far jag gdng pa ging syn pa att
detta med att organisera sig, till exempel kring
teaterns rum, ar nagot skort och dndligt.

Med detta menar jag ocksd att teatern sa
som den sett ut i Europa under knappt hundra ar
ar en helt unik ekonomisk féreteelse. Kanske blir
den inte heller langvarig. Det finns alltid sam-
hallsfragor som ar mer akuta dn den fria scen-
konstens fortlevnad. Just nu tinker jag pa sadant
som att stdlla om till en fossilbrinslefri planet
inom en tioarsperiod. Eller att skapa forutsatt-
ningar for att i socioekonomiskt stabilare delar
av virlden ta emot hundratusentals klimatflyk-
tingar. Eller att gora infrastrukturella forberedel-
ser infor aterkommande 6versvimningar i manga
stora kuststdder. Och sa vidare.

Ibland nér konstnérer forsvarar sitt varv
pa ett sjalvrattfardigt sitt far det mig att tinka
pa muminfamiljens likn6jdhet infér katastrofer
i Tove Janssons Farlig midsommar. Nir en flod-
vag strommar in i deras dal hittar de en kring-
flytande teater och flyttar in. Teaterns latsasmat,
loger och masker ar den perfekta forevindningen
for att fortsitta vinda sig bort fran katastro-
fens efterverkningar. Istéllet for att tinka pa sitt
dystra lige tdnker de pa vem som ska spela lejon
och forsoker blidka teaterrattan Emma, som har
starka asikter om hur teater egentligen bor goras.

I Farlig midsommar sjunker vattnet si sma-
ningom undan och muminfamiljen limnar tea-
tern for att atervinda till sin trygga hemdal. For

mig dr teatern en sorts trygg hemdal. Men jag vet
ocksa att vattnet stiger.

EBBA PETREN: Nyxxx har lang erfarenhet av att
gora scenkonst utan rumslig grins mellan scen
och salong: verk dir alla ar publik fér varandra,
mer eller mindre. Under residenset pa Laholms
teater, dir rummet sa tydligt har en uppdelning,
skulle jag vilja undersdka grinsen som potential
snarare dn att sudda ut den.

Potentialen bestar till exempel i att det som
ar pa scenen far komma till punkt utan att bli
avbrutet. Nyxxx pratar ofta om att publiken i en
salong bade &r last och befriad fran vissa saker.
Morkret skyddar en, man behover inte tinka sa
mycket pa sin kropp. Om det nu inte blir tréigt i
baken av att sitta: det kan ju hinda att man blir
uppméarksam pa det sidttet. Men man far samti-
digt vara den som bara tittar.

Relationen mellan scen och salong kan
undersoka olika sorters blickar. Den stillasittande
publiken far réra blicken, och denna rorliga blick
ger en makt. Man kan ju titta hur som helst, pa
vad som helst, pa eller bredvid scenen. Samtidigt
har de som befinner sig pa scenen ocksa en makt i
sin blick. Till exempel férhandlas ofta relationen
till publiken med just blicken. Om det finns en sa
kallad fjarde vigg, det vill sdga att publiken ser
forestillningen som om de pa scenen inte mérkte
att de var dir, ja, da tittar inte skadespelarna pa
dem. Om de tittar pa publiken, d& #ndras rela-
tionen. Om de later sig bli tittade pa - ytterligare
ndgot annat. Scenen och salongen ir en katt-och-
ratta-lek med blickar.

Tittandet ar avsett att vicka nagonting hos
publiken och det &r komplicerat f6r mig. Som
publik forestéller man sig olika saker utifran det
man ser: det lyckliga, skona, utsatta, starka eller
vad det nu dr som framtriader. Man relaterar pa
ett koncentrerat sétt till sin egen eller andra per-
soners situation och kan bli mer sensibel i att
gora det. Men tittandet adr kulturellt och vill ofta
lagga saker till rdtta. Scenen kan skapa motstand
mot férvintningarna pa hur det ska synas utanpa
nir det kinns pa ett visst sitt inuti. Jag tinker
ofta pa Lisa Feldman Barrets forskning om hur
kidnslor skapas. Hon menar att idén om att vi kan
ldsa av kidnslor genom kroppssprak ér totalt fel-
aktig, och att vi kan lira om.

P4 scenen &r ldsakten av sjilvet eller den
andra tidslig. Det finns ett fore och ett efter i
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varje ogonblick. Allting hinder inte i en enda
bild. Detta innebir att scenen ocksa har en mdgj-
lighet att gora tecknen mer komplicerade, kan-
ske att 1ata flera saker vara sanna samtidigt. Den
som blir tittad pa kan exempelvis sdga nagot som
strider mot hur den ser ut att ha det, eller hoppa
mellan olika kidnslouttryck extremt fort.

En annan sak som intresserar mig nu &r
teaterrummet som historisk plats. Till exem-
pel skickade historikern Linus Lundberg oss en
liten sammanstéillning av olika funktioner som
Laholms teater har fyllt genom tiderna: att den
byggdes i en Overenskommelse med stadens
spritbolag, att den har varit biograf, att den
har varit motesplats for nazister, men ocksa
att politiker har sammantriden diar nu. Genom
sadana detaljer far jag syn pa var vi befinner
oss, i virlden, i tiden. Samtidigt blir jag medve-
ten om nagot som handlar om den inneboende
performativiteten i den hér sortens rum. Allt
som sitts pa en scen - alla som stéller sig for
att prata pa en scen — synliggérs pa nagot sitt
som teater.

ALBIN WERLE: Min f6rsta association till tradi-
tionella teaterrum med scen och salong ir tea-
terkungen Gustav III. Jag tinker i synnerhet pa
nir han mordades under en maskeradbal i det
operahus som han sjilv 1atit bygga. Jag tinker
pa maskeradbalen som en teatral situation som
overskred grinsen mellan scen och salong. Folk
gick runt i maskeradkostymer dar med, men
det fanns inga askadare, det fanns inget firdigt
manus. Nir maskeraden befinner sig i just ett
teaterrum framstir den dnnu mer som en mérk-
lig och annan form av iscenséttning. Och sedan,
mitt i denna iscensittning, sker det har mordet:
en handling som har stora konsekvenser i den
verkliga virlden, i motsats till det som normalt
sett brukar hinda pa en scen. Det far mig att
tinka pa vilka handlingar som vore mdjliga att
utféra inom scenens rum som fortfarande skulle
ha verkliga konsekvenser utan att for den skull
vara lika drabbande som ett mord.

Jag borjar ocksa fantisera om vad det skulle
innebira for de kommunfullméktigemoten och
stadsradsmoten som hélls i Laholms teater om
motesdeltagarna satt anonymt bakom masker
nir de pratade och rostade. Eller om man ska-
pade karaktirer som hade ritt att rosta kring
beslut utanfor teatern.
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Just nu haller jag pa att gora ett verk till en tem-
poriar skulpturpark i ett naturreservat utanfor
Lund. Mina skulpturer #r cut-outs som man
kan stoppa in huvudet i, sidana som man bru-
kar anvinda for att gora roliga foton med. Jag har
cut-outs av tridd och buskar, ungefir som en gam-
mal teaterscenografi. De ar fem stycken vinda
mot varandra, som om de hade ett samtal. Men
det blir forstas inget riktigt samtal forrdn flera
stoppar in huvudet samtidigt. Man skulle kunna
se det som en scenografi som vinder sig in mot
sig sjilv. Kanske paminner det lite om den dir
maskeradbalen, fast det &r dnnu léttare att byta
kostym sa att siga, for det &r bara en plats dar
man stoppar in huvudet.

Dataspel utgor en viktig jaimforelse for mig
néir det kommer till skillnaden mellan deltagande
scenkonst och teaterférestidllningar som uppratt-
héller grinsen mellan scen och salong. Om man
tinker att dataspel dr den deltagande versionen
av film sa blir deltagande scenkonst som en sorts
teaterns motsvarighet till dataspel. Dataspel sker
forstas ofta i hemmet, inte i biosalongens delade
morker. Men det spinnande med dataspel &r att
skdrmen sa tydligt blir en brytpunkt, en dorr.
Man kan inte ga in i skirmen, men man kan gora
saker som #ndrar vad som hinder dér.

Ibland i ett rum med en grins mellan scen
och salong kan den dir mdjligheten att paverka
ligga och bara vinta pa att aktiveras. For det som
publiken gor i salongen kan ju helt dndra det som
skadespelarna gor pa scenen. De idr alla i samma
rum, andas samma luft. Men s& &r det nagonting
som gor att man haller sig tillbaka som publik.
Jag kan tinka att det dr emblematiskt for var tid.
Det dr ndgot med passiviteten. Det finns en maj-
lighet att bryta in, men man gor det inte.

Det skulle ga att forestilla sig en framtid dar
man dr mer deltagande i bilder och beréttelser
som spelas upp pa scenen, men ocksa i samhélls-
bygget. Det finns en massa normer och férvant-
ningar pa hur teater ska géras men ocksa pa hur
deltagandet i samhaillet ska se ut. Som att det ska
begrinsas bara till att rosta, till exempel. Men vi
skulle kunna gora annorlunda.

GABRIEL WIDING: Jag brukar siga att den tea-
ter som utspelar sig i rum med scen och salong
ar existentiellt fusk. Teaterpubliken far se utan
att bli sedda. Men verklighetens villkor &r att vi
framtréder infor varandra. Villkoret for att fa se

ar att ocksa bli sedd. Jag vet att det hér ir grovt
tecknat - teatern kan ju saklart fungera som ett
medel for att stilla existentiella frigor - men
njutningen med att sitta i salongen dr mycket just
att forsvinna. Detta forsvinnande kan ibland vara
viktigare dn vad som visas pa scenen. Publiken
undflyr oron kring att vara i ett socialt rum till-

sammans med andra. Kanske ér det ocksa denna
oro som ateraktiveras nir ménniskor dr ridda for
att delta i scenkonstsammanhang: en ridsla for
att stillas infor andra, helt enkelt.

I Laholms teater finns inte bara scen och
salong, utan ocksa balkong, och det far mig att
tinka pa 1920-talets arliga operamaskerader pa
Kungliga Operan i Stockholm. De arrangerades
av operaarbetarna i syfte att tjdna in till en pen-
sionskassa, for det fanns inga allminna pensio-
ner, inget pensionssystem. Infér dessa maskera-
der byggdes prosceniet Over, det vill sdga, de la
golv Over salongsstolarna och gjorde ddrmed bade
salong och scen till en stor gemensam yta. Sedan
salde man dels biljetter for att delta i maskeraden,
och dels balkongplatser som var askadarplatser
till en tiondel av priset. Det var béttre bemedlade
som festade nere pa golvet och mindre bemedlade
som betalade for att titta pa fran balkongen. Men
just att titta nerat pa det som hinder associerar
jag till en gudsposition, till exempel gudarna pa
Olympen, men kanske ocksa till spelestetik, nagon
som har vérlden i sin hand. I dataspel tittar vi ofta
pa spelfigurerna just fran ett fagelperspektiv.

I operamaskeraderna gor det ndgonting motsigel-
sefullt med min bild av klassrelationen: kéinslan av
att man satt dér och tittade bade som bade pobel
och gud, liksom. Men det maste ju ha varit svart
att ingripa fran balkongen. Jag kan bli lite sugen
pa att testa den dér interventionen fran ovan nér
det nu finns en balkong pa Laholms teater.

Pa operamaskeraderna hade de
olika medel for att gora det ldttare att
delta. Besokarna fick olika kapor att
svepa in sig i och masker att sitta fram-
for ansiktet. Anonymitet och utklad-
nad kan vara underlittande for delta-
gande darfor att det fungerar som ett
sorts alibi, ”jag var inte dér”. Det ir
en ansvarsbefrielse, man sitter inte
sin verkliga sociala persona pa spel pa
samma sidtt. Man ser ocksa ofta i sam-
tida immersiv (omslutande, interaktiv)
kultur att masker ingar.

Kanske dr masken bara ett annat
alternativ till teatersalongens morker,
ett annat existentiellt fuskbygge, ett
annat sitt att inte verkligen framtriada.
Till maskens forsvar vill jag pasta att
det finns ménskliga dimensioner av
existensen som inte #r sa starkt kopp-
lade till den enskilda personens sociala stéllning.
Att alltid vara ”sig sjalv” i denna sociala bemér-
kelse kidnns inte nédviandigtvis sa frigérande. Jag
onskar inte att all deltagande konst ska bli som
Hannah Arendt-utopier dér alla har en rost, ett
subjekt, ett namn, déir alla talar som rationella
politiska varelser. Jag 6nskar nigot annat, jag vet
inte vad.

Men med detta sagt: jag ar inte nodvin-
digtvis emot fuskbyggen eller vad vi nu ska kalla
dessa beteenden. De kan ocksa vara okej, eller
rent av kul. Jag tror trots allt att scenkonst for
mig dr det bésta sittet att undersdka hur vi kan
dela en virld eller ett rum.

Text: Tova Gerge



[ENG]
A THEATRE MACHINE IN MOTION

Laholm Theatre is spatially divided into a stage, an
auditorium and a balcony. Both as a collective and
as individuals, Nyxxx finds this division so fascinat-
ing for many reasons. Tova Gerge interviewed her-
self and the other Nyxxxers who were participating
in the residency at Laholm Theatre about different
approaches to this division. The voices in this text
are stand-alone; they are not actually responding to
one another. But the ideas can still move together and
apart as they flow between the stage, auditorium,
balcony and the world beyond, with which we are
constantly comingling.

ELIZE ARVEFJORD: When I work with sound, I’'m
very occupied by the boundary between the stage
and the auditorium. It’s such a powerful line that
it is nearly magical. But sound offers enormous
potential to play with that boundary, to push it
out, and manipulate the experience of it.

The sound world has a clear standard relative
to this boundary. It is based on how the human
ear typically functions. You listen with two ears.
With recorded sound, we usually want to repro-
duce this stereo experience. That is, you situate
the speakers so that the sound comes from two
directions, angled in front of the intended audi-
ence, for example.

I now imagine a fairly traditional theatre
where the audience sitsinagalleryand looks down
at that stage, where some people perform. This
room has concrete, tangible things, but
for me, it also has invisible lines that
designate relationships. There are lines
between the speakers, between the dif-
ferent people and so on. One important
and common line in a room with a stage
and an auditorium runs between the
people on stage and the people in the
audience. The speakers are often situ-
ated between them. The purpose of this
placement is to create an even distribu-
tion of sound.

Butyou can evoke different kinds of
listening, use different lines. For exam-
ple, I tend to place my speakers far into
the backdrop, or far up the stage. This
makes it possible to work with a sense
of depth on stage. That changes the
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experience of the room. Similarly, it can make a
difference to place the speakers behind the audi-
ence, so that they’re surrounded by sound and
feel closer to the action on stage.

You can also shift the sound between dif-
ferent speakers in a room, which is called pan-
ning. Panning makes it possible to play with
where the lines in the room are located. Jefta van
Dinther’s show Grind is a specific example. The
show uses a sound in the regular sound system,
which consists of maybe four speakers. They’ve
also attached a wireless speaker to a string that
Jefta swings in a circle overhead. When the sound
from the general speakers suddenly shifts to the
little wireless speaker, it creates this sense that
the whole room is moving in a warped way. I like
working with sound that moves too: for example,
from smaller to larger sources, from above and
below, from behind and in front.

If you’re working with a more dissolved
space, where the line between stage and audito-
rium maybe doesn’t exist or looks different, you
have to take other things entirely into consid-
eration. Above all, the question arises of whose
listening perspective to prioritise. It’s unusual
to have so many speakers that you can create an
entirely equal listening situation. And it becomes
even less equal if you’re working in several chan-
nels, with a sound that surrounds the audience,
especially if the audience is moving. You can no
longer control listening in the same way. Some
people will hear more from one speaker, and oth-
ers more from another.

With headphones, which Nyxxx works with a lot,
you regain that control. But everything depends
on what you want to achieve. And ultimately, it’s
through my own listening — what I think sounds
good - that others get to listen.

TOVA GERGE: Sometimes I enjoy complaining.
Something I complain about a lot are the distinct
frameworks of the theatre space for interaction,
especially when these frameworks comingle with
institutional expectations. That’s why I’ve dedi-
cated a lot of time to actively transforming these
kinds of frames, fighting with them. But what a
thing to fight with, really. It’s like fighting with
the park or the swimming pool.

In 2019, I’ve been reminded of how incredi-
bly merged with the theatre space I am, and that
I truly love it. I’ve been on tour with a piece that
works best in a fully equipped black box. But
that’s not where I’ve been performing it. Instead,
I’'ve been going to these beautiful places that
aren’t stages at all. I have scrubbed. I’'ve fiddled
with the electricity. I’ve tried to find a booking
system. And I have craved theatre institutions.
The stage provides lots of possibilities that other
spaces don’t necessarily offer. It’s wonderful to
be able to see, to hear. And it’s fantastic to be
able to move freely on the floor without being
afraid of splinters and junk. To let my whole body
scramble and crawl, to run and jump without so
many scratches.

But the theatre doesn’t necessarily always
do what it can do. I think that Nyxxx is highly
influenced by Laura Mulvey’s essays on the male
gaze when watching theatre. She writes about
how the darkness of the auditorium serves as
protection for a male and tacit masturbatory
gaze on the distinct silhouette of the film noir
woman. I can really see that semi-conscious por-
nography sticking up its head in very narrative
theatre. I'm proud that we want to get away from
that: that we have insisted on seeing the theatre
as a place for utopias, community and miracles.
I think that’s what I'm looking for in every show
I do or see. And through that, time after time I
catch sight of the fact that getting organised, for
example around the space of the theatre, is frag-
ile and finite.

By that I also mean that the theatre as it has
looked in Europe for almost a century is a com-
pletely unique economic phenomenon. Maybe

it won’t be long-lasting either. There are always
more acute societal issues than the survival of
the performing arts. Right now, I'm thinking
about things like shifting to a fossil-fuel-free
planet within a ten-year period. Or creating the
conditions to welcome hundreds of thousands of
climate refugees to more socioeconomically sta-
ble parts of the world. Or infrastructural prepara-
tions in the face of recurring floods in many large
coastal cities. And so on.

Sometimes when artists self-righteously
defend their professions, it makes me think of
the Moomin family’s indifference to catastrophe
in Tove Jansson’s Moominsummer Madness. When
a tidal wave streams into their valley, they find a
floating theatre and move in. The theatre’s pre-
tend food, boxes and masks are the perfect pre-
text for continuing to ignore the repercussions of
the catastrophe. Instead of thinking about their
gloomy situation, they think about who will play
the lion and try to appease Emma the stage rat,
who has strong opinions on how theatre should
be done.

In Moominsummer Madness, the water grad-
ually subsides and the Moomin family leaves the
theatre and returns to their safe home valley. To
me, the theatre is kind of a safe home valley. But
I also know the water is rising.

EBBA PETREN: Nyxxx has extensive experience
in performing arts done without spatial bound-
aries between the stage and the auditorium:
pieces where everyone serves as an audience for
one another, more or less. During the residency
at Laholm Theatre, where the room is so clearly
divided, I would like to explore the boundary’s
potential, instead of erasing it.

The potential includes, for example, the
fact that whatever is on stage can get to the point
uninterrupted. Nyxxx talks a lot about how the
audience in an auditorium is both locked and lib-
erated from certain things. The darkness is pro-
tective; you don’t have to think much about your
body. Now if you don’t get a stiff seat from sit-
ting: maybe that will help you become attentive.
But at the same time, you can still just observe.

The relationship between the stage and the
auditorium can explore different kinds of gazes.
A seated audience can move their gaze and this
kind of moving gaze is empowering. You can
watch any way you like, whatever you like, on or
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next to the stage. At the same time, the people on
stage also have power in their gaze. For example,
the relationship to the audience is often negoti-
ated with the gaze. If there is a so-called fourth
wall, in other words, if the audience is watching
the show as if the people on stage were unaware
of their presence, then the actors won’t look at
them. If they look at the audience, it changes
the relationship. If they allow themselves to be
observed - that’s something else, too. The stage
and the auditorium are a cat-and-mouse game of
the eyes.

Either way, to watch is to awaken some-
thing in the audience and that is complicated
for me. The audience pictures things differently
based on what they see: happiness, beauty, vul-
nerability, power or whatever is appearing at the
moment. In a concentrated way, you relate to
your own or someone else’s situation and that
can make you more sensitive. But viewing is cul-
tural and we often want to make things right.
The stage can generate opposition to expecta-
tions of how things should appear on the out-
side when they feel a certain way on the inside.
I think often of Lisa Feldman Barrett’s research
on how emotions are created. She asserts that
the idea that we can read emotions through body
language is totally false, and that we can relearn.
On stage, the act of reading oneself or someone
else is temporal. Every moment has a before and
an after. Everything isn’t happening in a single
image. This means the stage also has the ability to
make the signals more complicated, maybe to let
multiple things be true at once. The person being
viewed might say something that is in opposition
to how they look, or they might jump between
different emotional expressions really fast.

Something else I find interesting now is the
theatre as a historic site. For example, the his-
torian Linus Lundberg sent us a small compila-
tion of different functions that Laholm Theatre
has served over time: it was built in an agree-
ment with the city’s alcohol companies; it’s been
a movie theatre; it’s been a meeting place for
Nazis; and also, politicians have meetings there
now. These details help me develop an image of
where we are, in the world, in time. I also become
aware of something about the innate performa-
tivity in this kind of space. Everything placed on
the stage - everyone who stands up to speak on a
stage — is made visible in some way like theatre.
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ALBIN WERLE: My first association with tradi-
tional theatre spaces, with a stage and an audi-
torium, is the theatre king - Gustav III. I'm
thinking in particular of how he was murdered
at a masquerade ball in the opera house that he
himself had built. I think of the masquerade ball
as a theatrical situation that crossed the line
between stage and auditorium. People walked
around in masquerade costumes, but there were
no viewers, no finished script. When a masquer-
ade is held in a theatre, it seems even more like
a remarkable and different form of staging. And
then, in the middle of the staging, this murder
happens: an act with enormous consequences in
the real world, as opposed to what usually hap-
pens on a stage. That got me thinking about what
actions would be possible to carry out on stage
that would still have real consequences, but with-
out being as impactful as a murder.

I also began to imagine what it would mean
for local government and city council meetings
held at Laholm Theatre if the meeting partici-
pants were masked and anonymous as they spoke
and voted. Or if they created characters that had
the right to vote on decisions outside the theatre.

I’m currently working on a piece for a tem-
porary sculpture park in a nature reserve outside
of Lund. My sculptures are cut-outs that people
can stick their heads in, the kind of thing usually
used as props for funny photos. My cut-outs are
trees and bushes, kind of like old-fashioned the-
atre sets. There are five of them that face each
other, as if they were having a conversation. But
of course, there is no actual conversation until
a bunch of people stick their heads inside at the
same time. It’s kind of like a set that has turned in
to face itself. And maybe it’s a little reminiscent
of that masquerade ball, except it’s even easier
to change costumes, so to speak, because there’s
only one place where you can put your head.

Computer games are an important com-
parison for me when it comes to the difference
between participatory performing art and theatre
performances that establish a boundary between
stage and auditorium. If you think of computer
games as a participatory version of movies, then
participatory performing arts are a kind of the-
atrical equivalent to computer games. Computer
games are often played at home, of course, not in
the shared darkness of the movie theatre. But the
exciting thing about computer games is that the

screen is such a clear cut-off point, a door. You
can’t enter the screen, but you can do things that
change what happens there.

Sometimes in a room with a line between the
stage and auditorium, the possibility to have an
influence is just waiting to be activated. Because
what the audience does in the auditorium can
absolutely change what the actors do on stage.
They are all in the same room, breathing the same
air. But something makes the audience hold back.
I think it’s a bit emblematic of our time. There is
something about passivity. There is an opportu-
nity to break in, but we don’t do it.

One might imagine a future where people are
more participatory in pictures and stories that
play out on stage, but also in the construction
of society. There are lots of norms and expecta-
tions about how theatre should be done, but also
how participation in society should look. As if it
should just be limited to voting, for example. But
we could do it differently.

GABRIEL WIDING: I like to say that theatre that
plays outin a space with a stage and auditorium is
existentially cheating. The theatre audience can
see without being seen. But the reality is that we
appear before one another. A condition for getting
to see is to be seen as well. I know this is roughly
drawn - of course, the theatre can function as a
means for asking existential questions - but the
pleasure of sitting in the auditorium is largely
because you get to disappear. Disappearing this
way can sometimes be more important than what
is happening on stage. The audience gets to avoid
the anxiety of being in a social space with other
people. Maybe it is also this anxiety that is reacti-
vated when people are afraid to participate in the
context of performing arts: simply put, it’s a fear
of having to be in front of others.

Laholm Theatre has not just a stage and an
auditorium, but also a balcony, which makes me
think of the annual opera masquerades in the
1920s at the Royal Swedish Opera in Stockholm.
They were arranged by people who worked at
the opera to earn money for retirement, because
there was no public pension, no pension system.
For these masquerades, they rebuilt the prosce-
nium - they put down a floor over the seats in
the auditorium so that the auditorium and stage
became a single, common space. Then they sold
tickets to participate in the masquerade, and also

balcony seats, which were spectator seats at a
tenth of the price. The better-heeled got to party
down on the floor, while the less well-off paid to
watch from the balcony. But looking down on the
action is something I associate with the position
of a god, like the gods of Mount Olympus, but
maybe also with game aesthetics, someone who
has the world in their hand. In computer games,
we often watch figures from a bird’s-eye view.

Those opera masquerades do something con-
tradictory to my image of the class relationship:
the feeling that people sat there and watched,
like both rabble and gods. But it must have been
difficult to intervene from the balcony. It kind
of makes me want to test that intervention from
above, given the balcony at Laholm Theatre.

They had various ways to make it easier to
participate in the opera masquerades. Visitors
had different cowls to wrap up in, and masks to
wear over their faces. Anonymity and dressing up
can make it easier to participate because it serves
as a kind of alibi, “I wasn’t there.” It’s a libera-
tion from responsibility; you aren’t putting your
true social persona into play in the same way. We
also often see masks included in contemporary
immersive (encompassing, interactive) culture.

Maybe the mask is just another alternative to
the darkness of the theatre auditorium, another
existentially shabby construction, another way
to not really appear. In defence of the mask, I do
want to assert that there are human dimensions
of existence that are not so strongly linked to an
individual’s social position. It doesn’t necessar-
ily feel very liberating to always “be yourself” in
the social sense. I don’t wish that all participa-
tory arts were like Hannah Arendt utopias, where
everyone has a voice, a subject, a name, where
everyone talks like rational political beings. I
wish something else; I don’t know what.

But that said, I’m not necessarily against
false constructions or whatever we should call
these behaviours. They can be okay, or even
downright fun. Despite everything, I think that
to me, the performing arts are the best way to
explore how we can share a world or a space.

Text: Tova Gerge
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LL.agan ar tyst,
Krokan brusar
| Lagan is
Quiet, Krokan
Roars

lyssna hir / listen here >



LAGAN AR TYST, KROKAN BRUSAR / LAGAN IS QUIET, KROKAN ROARS
Ljud, 1:41 min. / Sound, 1:41 mins.

[SE] Inom ramen for residenset har vi rort oss runt pa olika platser i Halland.
Lagan &r tyst jamfort med Krokan, trots att man ser hur bada forsar fram, och trots
att Krokan uppgar i Lagan. Att ha tillgang till mikrofon och hérlurar gor det mojligt
att zooma in pa ett enda ljud, séarskilja det. Det ar en intensiv form av lyssnande.
Att félja med pa en féltinspelning foréandrar bade lyssnandet och kroppens rérelse.

[ENG] Within the framework of the residency, we visited different locations in
Halland. The Lagan River is quiet compared to the Krokan, even though we can
see how both rush forth, and even though the Krokan is a tributary to the Lagan.
Having access to a microphone and headphones makes it possible to zoom in on
a single sound, to separate it. It is an intense form of listening. Following along
with a field recording changes both listening and the body’s movements.






[SE]
RIDANS TOPOGRAFI

Om processen, kontexten och samarbetet

Under en dryg vecka konstruerade vi en ny rida
for Laholms teater. Arbetet bérjade som ett kon-
ceptuellt utforskande, och utmynnade i s6m-
nadsarbete. Till var hjalp i det praktiska arbetet
hade vi konstnérerna Sofia Luna och Seren Rye.

Ridaarbetet tog avstamp i en 6nskan om att laimna
varaktiga spar efter residenset i Laholm. Vi ville
donera ridan till Laholms teater med syfte att
den skulle hinga kvar. Men teatern ar kulturmin-
nesmirkt. Férindringar av rummet sdsom héing-
ning av en ny rida ar darfér kringskurna av strikta
restriktioner. Om en ny rida installeras skulle den
pa grund av teaterns status efter restaureringen
1995 sannolikt falla under lagen om offentlig
upphandling av konst. Det gor det osannolikt att
ridan skulle fa hdnga uppe. I slutindan blev ridan
darfor istillet ett spar fran Laholm som vi tar med
oss fran platsen. Vi betraktar det som ett objekt
laddat med arbete, tankar och méjligheter for att
strukturera rum som vi beséker i framtiden.

Vad dr en rida? Tankar ur arbetsprocessen

En rida ir ett platt fysiskt objekt. Nyxxx verk &r
oftast tredimensionella, immateriella och tids-
baserade situationer. Ridan ir en invertering av
Nyxxx.

Att gora nagot “for oppen rida” ar att gora det
inf6ér allas 6gon. Ofta 4r det som gors nagot som
inte borde eller inte brukar goras synligt. Nar
ridan &ar fordragen visas ingenting pa scenen.
“Rida!” betyder att forestidllningen ir slut eller
att den dnnu inte har borjat. Rida dr hindelsens
motsats.

Ridan # forestédllningen.

Ridan har en bredd och en héjd. En del av ridan
gar att rora vid, en annan #r foér hogt upp. Som
helhet gar ridan endast att se pa avstand. Ridan
har en framsida och en baksida. Framsidan vet-
ter mot publiken i salongen och pa balkongen. De
som dr pa scenen ser baksidan. Pa teatrar dr de
publika utrymmena ofta vackert ornamenterade
medan omradena bakom scen ir slitna och enkla.
Ridén och teatern &r pa sa vis ogudaaktiga. Att
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jimféra med kyrkor som blev smyckade dven pa
delar ménniskor inte kunde se, for guds skull.

Ridan kan vara en spegel av publiken.
Ridan kan blicka ut 6ver de som sitter i publiken.
Ridan kan titta tillbaka.

Ridan &r ett tyg, i tva delar, med en 6ppning mitt
i. Ridan kan vixla mellan att vara helt veckad pa
prosceniets tva sidor, till att vara helt utdragen
och fylla ut prosceniet. Den kan ocksa befinna
sig nagonstans didremellan, halvéppen och
halvstingd. Men det ir inte konventionellt att
anvinda ridan sa. Ridaer kan 6ppnas och stingas
pa manga olika sétt. Riddn pa Laholms teater
Ooppnas och stings med snéren som gar att dra i
vid utkanten av scenen.

Ridans eventuella motiv syns nér den ér fordragen.
Nirridan dr 6ppenramar deninscenen.Idet 6ppna
kan manga potentiella berittelser, bilder eller sce-
ner framtrida. Motivet pa riddn kan std i relation
till dessa. Ridan pa biografen Draken i Goteborg
visar ett skepp ute pa havet. I Medborgarhuset i
Eslév finns en ridd med ménniskor, 6ppningar,
trappor och symboler i ett system.

Ridan klar in.
Ridan tacker.
Ridan blottar det som inte ticks.

Ridan ar rummets klddesplagg, som ticker och
blottar olika delar av dess kropp. Konstnidren
Kajsa G. Erikssons verk Riddn (2006), producerad
for Pedagogen i Goteborg, utforskar detta. Denna
ridd #r ett klddesplagg med veck eller fickor,
invindigt klddda av siden, som gar att stoppa in
armarna i. Ridan blir da en stor cape. I en text
om verket pa Statens konstrads hemsida skriver
Sinziana Ravini att nir publiken hénger av sig
sina klider i kapprummet, “har de omedvetet
interagerat med ridan, och latit mdnniskans skal
hirma konstverket i rummet”.

En situation som relaterar till Kajsa G. Erikssons
verk &dr nér ett eller flera barn gommer sig bakom
de vuxnas kldder i en stor garderob. Tyget omslu-
ter, doljer och diampar ljud och ljus. Barnen kan-
ske forsoker vara stilla for att inte fa kldderna i
gungning. Bakom kldderna vicks fantasier om en
annan varld. Narnia, Underlandet...

Ridan stinger.

Ridan skdrmar av.

Ridan skapar forvintan.

Ridan delar upp.

Ridan skapar tva rum av ett.
Ridan lacker ljud mellan rummen.

Teaterridan markerar olika granser: grinsen mellan
scen och salong, grinsen mellan fiktion och verk-
lighet, grinsen mellan pagiende och slut, grinsen
mellan framsida och baksida, grinsen mellan tek-
nikerna som flyttar dekor i aktbytena och publiken
som véntar pa att nista scen ska borja.

I samtida teater dr det vanligt att goéra perfor-
mance dven i pauserna och teaterns inofficiella
utrymmen: i foajén, i salongen och backstage.

Det moderna etablerade grianser i rum och tid.
Det postmoderna tog bort grinser i rum och tid.

I en blackbox utan rida - teaterns svarta lada dar
uppdelningen mellan publikplatsen och platsen
for framtrddandet dr mer rumsligt oklar - ar det
fraimst sociala kontrakt som upprittar grinserna.
Vidriridan. Det dr ridd i och omkring alla. Svarta
ridaliknande tyger hinger lings blackboxens alla
vaggar.

Forr fanns ridder av jirn installerade pa manga
svenska teatrar som en sikerhetsatgird. I hin-
delse av eldsvada kunde scen helt isoleras fran
salong. Harifran kommer det politiska begreppet
“jarnrida”.

Ridan markerar grinsen mellan da och nu pa
teatern. Den kan sidgas hora till gamla tiders tea-
terestetik. Idag ar det ganska ovanligt att fore-
stiallningar borjar med rida. Ofta bjuds publiken
in till ett rum som redan ar vid liv, dar aktorer
och publik ingér i samma fiktion. Anna Hedelius
skrev 2013-11-06 i Nummer kronikan “Rida for
ridan”, som gladde sig 6ver ridans forsvinnande
eftersom det ocksa innebar forsvinnandet av en
teater som vill skapa illusion av en annan vérld.

”Om man vill kan man ténka sig ridan som ett slags kom-
mando till askaddaren. Nir den dras bort sa lyder vi! Bums
tror vi pa att en magisk trollf16jt kan skydda fran faror och
att Maria Bonnevie ir Ibsens Hedda Gabler. Nar den dras
for igen vet vi att vi dr tillbaka i den vanliga vérlden och om
Bonnevie d& kommer ut pé forscenen 4r det férmodligen

for att ta emot applader. Ja, det dér 4r en 6verenskommelse
vi som teaterbesdkare har képt - sedan urminnes tider.”

Dramatikern Bertolt Brecht skrev under fyr-
tiotalet pa diskussionspjisen Mdssingskipet, om
teaters syfte i samhéllet. Den blev aldrig klar,
men ridan beskrivs dér poetiskt som ”tva vagor
frasande in mot varann”. Han forordade i samma
text en halvhog rida, som inte helt spéarrade av
scenen. Han skrev att askaddaren skulle:

”Bli varse de ivriga férberedelser, som listigt
Traffas for hans skull, en mane av tenn

Ser han svéva ner, ett spantak

Bérs in, visa honom inte fo6r mycket

Men visa négot! Och lat honom varsna

Att ni inte trollar, utan

Arbetar, vanner.”

Med dessa ord i huvudet ar det latt att tanka
att det ar just for att ridan finns som vi liagger
marke till det som sker bakom ridan.

Vilka kommandon ger en rida till framtidens
publiker, nu nir scenkonsten i manga decennier
fungerat utan rida? Att goéra en rida idag ir att
ateraktivera och ladda en grins pa nytt. Kanske
kan ridan hjilpa teatern att halla kvar sin dubbel-
het, som ar bade illusorisk och verklig pa en och
samma gang. Det post-spektakelsamhille vi ar
uppvuxna i har transparens som imperativ: visa
upp allt, perform or else. Ridan séger att det finns
grinser, en borjan och ett slut. Ridén har idag att
gora med mdojligheten att skapa autonomi.

/
[ENG]
THE TOPOGRAPHY OF THE CURTAIN

On the process, context and collaboration

We spent about one week constructing a new cur-
tain for Laholm Theatre. The project began as a
conceptual exploration and culminated in a sew-
ing project. The artists Sofia Luna and Seren Rye
helped us in the practical process.

The curtain project began from a desire to leave
lasting traces behind us after the residency in
Laholm. We wanted to donate the curtain to
Laholm Theatre with the intention of leaving it up.
But the theatre is a cultural monument. Changes
to the space, including hanging a new curtain, are
therefore limited by strict restrictions. If a new
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Att arbeta
och lyssna
tillsammans

| Working
and Listening
Together

lyssna hir / listen here >



ATT ARBETA OCH LYSSNA TILLSAMMANS / WORKING AND LISTENING
TOGETHER
Ljud, 1:32 min. / Sound, 1:32 mins.

[SE] Ett intimt satt att lyssna pa ndgons arbete och kropp. Det hander ndgonting
med den egna kroppen nér den lyssnar pa tyget som material. Det ar inte en
dokumentation, utan ett 6ra som forstarker materialiteten i arbetet, later ndgon-
ting eka kvar. Att jobba sida vid sida innebé&r att ljud och rytm binder samman till
ett gemensamt arbete. Tva symaskiner bredvid varandra kan till exempel skapa
en kollektiv relation nér pressarfoten lyfts och sanks i och ur fas. Genom att man
hor varandra far man stéd och sammanhang.

[ENG] An intimate way to listen to someone’s work and body. Something happens
to your own body when it listens to fabric as a material. It is not documentation,
but an ear that strengthens the materiality of the work, that allows something to
reverberate. Working side-by-side connects sound and rhythm into a shared
work. For example, two sewing machines beside one another can create a col-
lective relationship when the presser feet are lifted and lowered in and out

of rhythm. Listening to one another provides support and context.
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curtain were to be installed, due to the theatre’s
status after its restoration in 1995, it would likely
fall under the Public Procurement Act under art.
That makes it unlikely that the curtain would be
permitted to hang. Ultimately, the curtain became
instead a tangible trace of Laholm that we brought
with us from the space. We consider it an object
charged with work, ideas and possibilities for
structuring the spaces we visit in the future.

What is a curtain? Thoughts from the work process
A curtain is a flat, physical object. Nyxxx’s works
usually comprise three-dimensional, intangible
and time-based situations. The curtain is an
inversion of Nyxxx.

In Swedish, doing something “for dppen ridd” or
“with the curtain open” means doing it openly, in
front of everyone’s eyes. Often the act is some-
thing that should not be done, or that should not
be done visibly. When the curtain is closed, noth-
ing can be seen on stage. “Curtains!” means the
show is over or that it has not yet begun. The cur-
tain is the opposite of action.

Curtain # performance.

The curtain has a width and a height. Part of the
curtain can be touched; the rest is too high up.
You can only observe the entire curtain from a
distance. The curtain has a front and a back. The
front faces the audience in the auditorium and
the balcony. The people on stage see the back.
At theatres, public spaces often have beautiful
ornamentation while the spaces backstage are
worn down and simple. Thus the curtain and the-
atre are ungod-like. We can compare them with
churches, where even areas people could not see
were decorated for the sake of God.

The curtain can be a mirror of the audience.

The curtain can look out over the people sitting
in the audience.

The curtain can look back.

The curtain is a piece of fabric, in two pieces, with
an opening in the centre. The curtain can alternate
between being fully pleated on the two sides of the
proscenium, or fully closed to fill up the prosce-
nium. It can also be somewhere in between, half
open and half closed. But it is not conventional to
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use the curtain this way. Curtains can be opened
and closed in many different ways. The curtain at
Laholm Theatre is opened and closed with lines
that are pulled at the edge of the stage.

Any designs that may be on the curtain are visi-
ble when it is closed. When the curtain is open, it
frames the stage. Out in the open, many potential
stories, pictures or scenes can appear. The design
on the curtain may have some relationship to
these things. The curtain at the Draken movie
theatre in Gothenburg shows a ship out on the
sea. Medborgarhuset in Eslov has a curtain with
a system of people, openings, stairs and symbols.

The curtain clothes.
The curtain covers.
The curtain reveals what is not covered.

The curtain is the garment of the room, covering
and revealing different parts of its body. Artist
Kajsa G. Eriksson’s piece The Curtain (2006), made
by Pedagogen in Gothenburg, explores this notion.
This curtain is a garment with folds or pockets,
lined inside with silk, and into which you can
place your arms. Then the curtain becomes like
a huge cape. In a text on the piece on Public Art
Agency Sweden’s website, Sinziana Ravini writes
that when audience members hang their coats in
the cloakroom, “They have unconsciously inter-
acted with the curtain and allowed their human
shell to imitate the artwork in the space.”

A situation akin to what Eriksson’s piece describes
is when one or more children hide behind the
adults’ clothes in a large closet. The fabric sur-
rounds, conceals and softens sound and light. The
kids may try to hold still to keep the clothes from
swaying. Behind the clothing, fantasies of another
world are awakened. Narnia, the underworld...

The curtain closes.

The curtain screens.

The curtain generates anticipation.
The curtain divides.

The curtain creates two rooms out of one.

The curtain leaks sound between the rooms.

The theatre curtain marks different boundaries:
the boundary between stage and auditorium; the
boundary between fiction and reality; the boundary

between ongoing and end; the boundary between
front and back; the boundary between technicians
moving sets and props between acts, and the audi-
ence awaiting the beginning of the next scene.

In contemporary theatre, it is also common to
perform during intermission and in the theatre’s
unofficial spaces: in the foyer, in the auditorium
and backstage.

Modernism established boundaries in space and
time. Postmodernism removed the boundaries in
space and time.

In a black box with no curtain - a theatre with
a less spatially delineated division between the
audience seats and the performance space - the
boundaries are drawn primarily by social contact.
We are in the curtain. There is a curtain in and
around everyone. Black curtain-like fabrics hang
along all walls of the black box.

In the past, iron curtains were installed in many
Swedish theatres as a safety precaution. In the
event of fire, the stage could be completely iso-
lated from the auditorium. This is where the polit-
ical concept of the “iron curtain” comes from.

The curtain marks the line between then and now
in the theatre. It can be said to be part of the the-
atre aesthetics of the old days. It is fairly uncom-
mon today for performances to begin with a cur-
tain. Audiences are often invited into a room that

is already alive, where actors and audience are
part of the same fiction. Anna Hedelius wrote an
article for Nummer on 6 November 2013, “Curtain
by Curtain”, which took joy in the disappearance
of the curtain, because it implies the disappear-
ance of a theatre that wants to create the illusion
of a different world.

“If you want, you can imagine the curtain as a kind of com-
mand to the viewer. When it opens, we obey! Instantly we
believe that a magical flute can protect us from danger
and that Maria Bonnevie is Ibsen’s Hedda Gabler. When it
is closed again, we know we are back in the ordinary world
and if Bonnevie comes back out on stage, it is probably
to receive applause. Yes, this is an agreement that we as
theatre-goers have bought into - since time immemorial.”

In the 1940s, dramatist Bertolt Brecht wrote
about the purpose of theatre in society in The
Messingkauf Dialogues. It was never finished, but
the curtain is poetically described in the piece
as “two waves rustling into one another.” In the
same text, he advocated for a half-height curtain
that did not completely block the stage. He wrote
that the viewer would:

“Become aware of the urgent preparations, which cleverly
come together for his sake; he sees a swaying tin moon, a
shingled roof carried in; do not show him too much, but
do show something! And allow him to notice that you are
not practicing magic, but working, friends.”

With these words in mind, it is easy to think
that it is precisely because the curtain exists that
we notice what happens behind it.

What commands does a curtain give to
tomorrow’s audiences, now when the
performing arts have functioned with-
out a curtain for decades? To make
a curtain today is to reactivate and
recharge a boundary. Perhaps the cur-
tain can help the theatre retain its dual-
ity, which is both an illusion and genu-
ine at once. The post-spectacle society
in which we grew up considers transpar-
ency an imperative: show everything;
perform or else. The curtain says there
are boundaries, a beginning and end.
Today, the curtain is connected to the
ability to create autonomy.
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RIDA / CURTAIN
AlO film 3:16 min. / AlO video 3:16 mins.
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Teatern ar

en ljudande
kropp

| The Theatre

is a Sonic Body
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TEATERN AR EN LUUDANDE KROPP / THE THEATRE IS A SONIC BODY
Ljud, 7:04 min. / Sound, 7:04 mins.

[SE] Att skicka ut olika faltinspelningar i teaterns hdgtalare blir en méjlighet att
undersdka hur ljudet formar rummet, snarare an att underkasta sig teaterns impera-
tiv att lata ljud forstarka annan gestaltning. Det &r ocksa en lek med att stracka ut
och komponera det igenkannbara ljudmaterialet, 1ata det bli ndgonting annat, nagot
nytt. | inspelningarna hors bland annat resonansen fran sjélva huset — vinddraget
genom dess kropp. Nagon pratade om vinddraget i ett hus som husets stamband.
Nér luft pressas samman i en smal passage, som en dérr, ger det en ton.

[ENG] Playing different field recordings on the theatre speakers is a way to
explore how sound shapes the space, rather than surrendering to the theatre’s
imperative to let sound reinforce another performance. It also involves playing
with stretching out and composing the recognisable sound material, to allow it to
become something else, something new. The recordings include resonance from
the building itself — gusts of wind through its body. Gusts of wind through
a building have been described as the building’s vocal cords. When air is pressed
through a narrow passage, like a door, it produces a tone.

9



[SE]
ANEKDOTER OCH AKTIVITETER

DE OBESVARADE FRAGORNAS CIRKEL
De obesvarade fradgornas cirkel &r en sam-
talspraktik som Nyxxx skapade 2015 under
ett residens pa Riksteatern. Den fanns
dven med i verket Taktiska meditationer
(2016). Praktiken géar ut pa att i tur och
ordning stélla fragor som inte far nagra
svar. P& Laholms teater anvande vi detta
format for att stalla fragor till teatern, och
for att stalla fragor till Laholm 2040 (inspi-
rerade av ett visionstal om Laholm 2040
som hélls vid kommunfullméktige som vi
besdkte i september).

Vem go6r serids teater nufértiden? Hur gick
det med planeten, lyckades vi fixa det?
Kan man otoasta toastat brod?

EN UPPROPSLISTA

Inspirerade av kommunfullmé&ktiges upp-
ropslista gjorde vi ett upprop av verkliga
och fiktiva karaktérer i scenrummet.
Kommunfullméktiges upprop kdnnetecknas
av att deltagarna svarar ja, snabbt och
effektivt. Vi behdll formen att saga ja till
narvaro sa snabbt som mojligt, men I0ste
upp kravet pa koherens mellan kropp och
namn. Ja, Tova Gerge, Gustav Ill, Albin
Werle, Super Mario, Marie Antoinette,
Greta Thunberg, Ebba Petrén, Michael
Jackson, Dorothy Gale, Judy Garland, Elize
Arvefjord, Gabriel Widing, James Cameron,
Aretha Franklin, Sailor Moon, Kerstin
Weimers, Monty Don, Eric Cartman, Donald
Trump, Maria Gripe och Hayao Miyazaki &r
alla har!

X-DIMENSIONAL CARD GAME

For att underséka scenrummet spelade

vi ett kortspel som designades av Nyxxx
m fl 2017. Spelet har som syfte att skapa
utsagor som &r bade sanna och falska

pa samma gang, dar verklighetens lager
glider samman och isér. P4 Laholms teater
tog detta bland annat form i beréattelser
dar scenen férvandlades till en strand, ett
skepp, en lina, ett hundspann, ett partitur.
Spelkort och regler finns att ladda ner hér:
http://nyxxx.se/x-dimensional-cards/
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KERAMISKA FORSLAG

Vi arbetade en dag med lera i Gamla
Krukmakeriet med Elvira Roslund
Gustavsson. Vi gjorde keramiska spelkort
till X-Dimensional Card Game. Vi gjorde
ocksa féremal som kan flyttas runt i frage-
cirklar, ockarinor, en urna med teaterhuset
inristad pa sig och olika taktila objekt.
Efter férsta brédnningen glaserade vi dem,
och vissa rakubrédndes.

EN DRONARE MED IMPROVISERAD TEXT
Vi undersdkte rummet, sjélva och tillsam-
mans med publik, genom en sangdévning
dar alla tillsammans tog en gemensam
grundton (en bordun). Ovanpé& bordunen
improviserade vi stammor som ocksa inne-
héll improviserad “text” i form av beskriv-
ningar av det vi sdg. Fran balkongen:
stolar, stolsnummer, ljuskrona, ornament,
byxor, rida, element, osv. Fran scengolvet,
med blickarna upp mot taket: ran, flodljus,
barndoors, molton, elfahylla, fresneller,
osv. Résten underséker rummet som ett
ekolod: man sjunger i riktning mot det man
ser, och lyssnar pa aterklangen.

EN POETISKT NUMRERAD SITTNING
Besotkarna lyssnade pd en dikt om de 140
stolarna i salongen och vilka som kunde
tdnkas sitta dér. Ifall de kdnde att en vers-
rad passade dem sa fick de satta sig pa
den stolen. Om en senare versrad passade
annu béttre fick de byta stol. Detta ska-
pade mycket rérelse mellan raderna. Det

skapade ocksa ett framatlutat lyssnande
till texten. Diktens langd gjorde att det var
okej att tappa fokus medan man forflyttade
sig och aterfa lyssnandet igen nar man
hade satt sig ner.

EN SPEGELVAND TABLEAU VIVANT

Vi gjorde en “fotografisk” runtvandring i
teatern dar vara 6égon var kameran, som i
en fast regi fokuserade pé& nio olika “bilder”
av teatern ett visst antal sekunder innan vi
gick vidare: de tre stora féonstren i rummet
Barocken som vatter ut mot Lagan, bordet
som star precis bredvid Gudrun Brost och
Johannes Brost minnesvagg, korridoren
som leder ldngs med logen mot hotellet,
kablarna och trossarna bakom scenen,
elementen som &ar dolda bakom byxorna
pa fonstersidan av scenen, utsikten fran
scenen mot salongen (ett appladtack),
teknikbordet i salongen, utsikten éver
biografen fran foajén, utsikten 6ver teatern
fran langst bak pé balkongen. Det blev
som en spegelvdnd tableau vivant: istéllet
for att man tittar pa kroppar som star stilla
far 6gonen en viss instruktion for att titta
pa rummet, som da blir till en stillbild som
tillater oss att observera saker vi annars
inte skulle se.

/
[ENG]
ANECDOTES AND ACTIVITIES

THE CIRCLE OF UNANSWERED
QUESTIONS

The circle of unanswered questions is a
discussion exercise created by Nyxxx in
2015 during the residency at Sweden’s
National Touring Theatre. It was also
included in the piece Tactical Meditations
(2016). The exercise involves taking turns
asking questions that go unanswered.

At Laholm Theatre, we used this format
primarily to ask the theatre questions, and
to ask questions of Laholm 2040 (inspired
by a vision discussion about Laholm 2040
that was held by the city council, which we
visited in September).

Who makes serious theatre these days?
How did things go for the planet? Did we
manage to fix it? Can you un-toast toasted
bread?

ROLL-CALL LIST

Inspired by the city council’s roll-call list,
we made a list of real and fictitious char-
acters in the theatre. The city council’s
roll-call is characterised by the participants
answering yes, quickly and efficiently. We
kept the format of saying yes to being
present as quickly as possible, but let go
of the requirement for coherence between
body and name. Yes, Tova Gerge, Gustav lll,
Albin Werle, Super Mario, Marie Antoinette,
Greta Thunberg, Ebba Petrén, Michael
Jackson, Dorothy Gale, Judy Garland, Elize
Arvefjord, Gabriel Widing, James Cameron,
Aretha Franklin, Sailor Moon, Kerstin
Weimers, Monty Don, Eric Cartman, Donald
Trump, Maria Gripe and Hayao Miyazaki
are all here!

CERAMIC SUGGESTIONS
We worked for a day with clay in Gamla
Krukmakeriet with Elvira Roslund

Gustavsson. We made ceramic playing
cards for the X-Dimensional Card Game.
We also made objects that can be moved
around in question circles, ocarinas, an
urn engraved with the image of the theatre
building and various tactile objects. After
the first firing we glazed them, and some
were raku-fired.

X-DIMENSIONAL CARD GAME

To explore the theatre, we played a card
game designed by Nyxxx and other con-
tributors in 2017. The purpose of the game
is to create assertions that are both true
and false at the same time, and in which
layers of reality glide together and apart.
At Laholm Theatre, this took the form of
stories, where the stage was transformed
into a beach, a ship, a wire, a dog team
and a score. Playing cards and rules can
be downloaded here: http://nyxxx.se
/x-dimensional-cards/

A DRONE WITH IMPROVISED TEXT

We explored the room ourselves and with
the audience through a singing exercise in
which together, everyone sang the same
base tone (a drone). We improvised chords
over the drone that also contained impro-
vised “text” in the form of descriptions of
what we saw. From the balcony: chairs, seat
numbers, chandelier, ornamentation, trou-
sers, curtain, radiator, etc. From the stage,
with eyes towards the ceiling: battens,
spotlights, barn doors, molton, Elfa shelves,
Fresnels etc. The voices explore the space
like an echo chamber: people sing towards
what they see, and listen to the resonance.

POETICALLY NUMBERED SEATING
The visitors listened to a poem about the
140 seats in the auditorium and who might

sit in each one. If they felt that a particular
line suited them, then they sat down in
that seat. If a subsequent line suited them
even better, they could change seats. This
created a great deal of movement between
the rows. It also produced very careful lis-
tening to the text. The length of the poem
made it okay to lose focus while moving
around, and to begin to listen again after
sitting down.

A REVERSE TABLEAU VIVANT

We took a “photographic” walk around
the theatre, using our eyes as the camera,
which focused in a set direction on nine
different “pictures” of the theatre for

a given number of seconds before moving
on: the three large windows facing the
Lagan River in the room Barocken; the
table right beside the memorial wall for
Gudrun Brost and Johannes Brost; the
corridor leading along the dressing room
to the hotel; the cables and ropes behind
the stage; the radiator which is hidden
behind the trousers on the window side of
the stage; the view from the stage towards
the auditorium (a round of applause); the
sound board in the auditorium; the view of
the movie theatre from the foyer; the view
of the theatre from the back of the balcony.
It was like a reversed tableau vivant:
instead of looking at bodies standing still,
the eyes are given specific instructions to
look at the room, which becomes like a still
life, allowing us to observe things we may
not have seen otherwise.

EN DRONARE MED IMPROVISERAD TEXT

/ A DRONE WITH IMPROVISED TEXT

Ljud, 1:56 min. / Sound, 1:56 min.
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[SE]
KOLLEKTIVETS GRANSSNITT AV FRIDA
SANDSTROM

Kollektivet dr pd uppsving i samtidskonsten. Jakarta-
kollektivet Ruangrupa curaterar Documenta 15 2022
och i maj 2019 héll Iaspis i Stockholm en konferens
om kollektiva praktiker, ”Collectively”. I Stockholm
finns koreografkollektivet Samlingen, som sedan
ett antal dr bdde utfor och signerar sina projekt som
ett kollektiv. Samtliga exempel pekar pd ett intresse
for mindre individualistiska produktionsprocesser i
konstens produktion och presentation — en utveckling
som tycks ga hand i hand med de alltmer begrinsade
fysiska (och i viss mdn kulturpolitiska) férhallanden
som kulturproduktionen verkar under.

Pd sdvil Hongkongs som Santiagos gator samlas
mdnniskor i grupp och inte sdllan utférs konstndr-
liga auktioner utan individuella avsdndare och med
ett gemensamt mdl i sikte. Inom scenkonsten har
kollektivet ldnge varit en forutsdttning for stérre pro-
duktioner, men bara under det senaste decenniet har
forhdllanden for dessa samarbeten tagit storre plats
pd institutionerna.

Scenkonstgruppen Nyxxx bestar av Elize
Arvefjord, Kerstin Weimers, Tova Gerge, Ebba
Petrén, Gabriel Widing och Albin Werle. I vad
som paminner om ett autonomt, modulirt
system alternerar de mellan konstnirliga och
produktionsmissiga roller, liksom de ibland
arbetar i mindre grupper under samma namn.
De forvaltar sjilva budget och arbetsfordelning,
vilket ofta resulterar i en tdtare dialog med de
institutioner som de arbetar vid. ”Var egenmakt
skapar ett fortroende”, siger Gabriel Widing.
Detta gor det i sin tur mojligt for Nyxxx att
introducera en annorlunda produktionsgang, da
arbetet inleds med en lingre workshop period,
varefter form, metod och dramaturgi utvecklas av
Nyxxx pa distans. Processen avslutas i en titare
repetitionsperiod da provpublik ar en central
komponent i arbetet. For, att skissera publikens
deltagande krévs ett mangfaldigt utprévande - ”i
motsats till den plakatpolitiska teater som Nyxxx
vill visa pa alternativ till”, understryker Widing.

For Nyxxx dr det viktigare att ndrma sig det
sociala spelets grianser, in att gestalta en for till-
fillet brinnande politisk friga. Med en ”otidsen-
lig” konst, som inte kastar sig 6ver forsta bista
aktualitetsimne, kan scenkonsten utvecklas
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langsiktigt, menar Widing. S& kan konstartens
relation till det offentliga och privata rummet f6r-
handlas inte enbart i teori eller diskurs, utan dven
i praktiken. F6r honom &ar det darfor inte givet att
scenkonsten ska verka for en stoérre offentlighet,
istillet menar han att Nyxxx vill mota deltagare i
granssnittet till det intima och privata — och dar
skapa en annan typ av méte med konsten. Aven
om begreppet gréanssnitt idag frimst associeras
till en digital virld, dr det for Nyxxx snarare fraga
om det sociala och estetiska métet mellan konst-
verk och publik. Trots att gruppen &r verksam i
forhallandevis traditionella teatersammanhang
ar detta snitt hogst angeldget for gruppen. Var
Nyxxx dn verkar framstar detta vara deras pri-
mira metod i scenkonsten, da de skapar rum i
rum, eller grinssnitt for flera rum.

Nyxxx gor vad som i allménna ordalag kall-
las for ”interaktiv scenkonst”, men istillet for
att ta interaktionen for given komponerar de den
tillsammans med varje deltagare. Med andra ord
dr grinssnittet inte bara logistiskt, utan dven
socialt och ekonomiskt - parametrar som dven
de blir synliga i Nyxxx verk. De materiella forut-
siattningarna for att delta, i ett samtal eller i en
dans, skiljer sig alltid mellan individer och grup-
per. Istéllet for att forutsitta en viss grad av del-
tagande tillhandahaller Nyxxx dérfor “verktyg”
som varje deltagare sjilv forvaltar i deras verk. I
forestdllningen Tolv Talande Dockor (2018) ersitts
exempelvis skadespelarna av just tolv dockor,
som talar nidr publiken interagerar med dem.
De sma kropparna med inbyggda hogtalare bju-
der forsynt den som vill in i stralkastarljuset, att
lyfta upp, hallai sin famn och sedan slédppa taget.
En kvinna tycktes inte vilja slippa den nyfunna
kroppen, da jag sag forestidllningen. Andra holl
sig i bakgrunden och betraktade vad som pagick
i rummet pa avstand. Samtidigt férdndrades
rummet allteftersom ljuset pulserade, och berit-
telsens riktningar mangfaldigades. Privata refe-
renser och erfarenheter flitades samman nér
scenrummet delades av flera.

Aven den enkelriktade berittelsens domi-
nans i scenkonst, journalistik och andra narra-
tiva kulturuttryck ar nagot som Nyxxx forhandlar
tillsammans med publiken. Eftersom de interak-
tiva faserna inte gar att forutspa eller avkréva,
maste regin inkludera glapp och tillfalligheter.
Det forutsitter ett fortroende mellan publik och
avsiandare, vilket Nyxxx forsoker etablera redan

i kommunikationen kring sina verk. I introdu-
cerande texter till gruppens forestillningar star
det tydligt hur ett deltagande kan dga rum - det
vill sdga vilka grinssnitt som tillhandahalls. Det
dr sa Nyxxx overldmnar koden for deltagande i
publikens hinder. Da forestidllningar utférs av
skddespelare syns inte scenkonstgruppen i fysisk
form, men i fallet Tolv Talande Dockor ar flera i
teamet nirvarande i scenrummet, vid kontroll-
bordet eller tillsammans med publiken. I dessa
fall tar gruppmedlemmarna rollen som vird eller
guide och sétter sig i samma situation som publi-
ken bjudits in i. Genom detta blir grinssnittets
dialogmaissiga funktion mer uppenbar, samtidigt
som gruppen ldr sig av publikens respons och
vidareutvecklar sitt arbete déarefter.

For Nyxxx-medlemmen Gabriel Widing ir
det en existentiell fraga att synas eller nirvara
nagonstans, vilket r som kénsligast ndr det kom-
mer till manniskors roster eller ansikten, menar
han. Med dockornas icke-ménskliga kropp, han-
dens beroring eller horlurarnas sekundéra rum
underlittas dock denna né#rvaro, vilket Widing
jamfor med bildkonstens mer 6ppna landskap av
installationer utan nagon uppenbar riktning eller
ordning mellan verken. Han beskriver det som att
bildkonsten vill foresla en 6ppen situation som
bestkaren kan vilja att engagera sig i, eller lata
vara. Scenkonsten arbetar mer med suggestion,
menar han. Gemensamt for bildkonst och scen-
konst, som idag sammanblandas alltmer - och
Nyxxx dr ett exempel pa denna sammanbland-
ning - ar diremot fragan om hur uppmirksam-
het eller engagemang skapas i ett estetiskt gréns-
snitt. For Nyxxx star fragan om hur vi orienterar
oss, eller blir orienterade, i fokus.

I spelvirlden férekommer dven begreppet
”call for action”, vilket for Gabriel Widing inne-
bir ett objekt eller fenomen som uppmuntrar till
handling. Nagot glimrar till och far oss att inter-
agera. Sociala medier fungerar just sa, men for
Nyxxx del ar det snarare fraga om att géra nagot
bortom ett marknadsdrivet utbyte av affekter. De
soker bland annat synliggéra de mekanismer som
far oss att uppmirksamma, interagera med eller
begira nagot. I skolférestillningen Fallet Exet
(2019) soker de efterlikna den situation som upp-
star da flera personer sitter i en soffa och spelar
till exempel TV-spel. For Widing &r det ett per-
fekt exempel pa hur samtal kring interaktion upp-
star automatiskt, dd man 6msom bade talar med

varandra, spelar och betraktar den andres spel. I
Fallet Exet vill Nyxxx pa liknande siattt mojliggora
en dialog som inte krdver full uppmirksamhet
och dar det sociala grinssnittet star i fokus for
verkets form. I de fall da publiken bestar av unga
personer dr metoden sirskilt angeligen, da den
overlater en viss autonomi at den skolklass som
ser forestillningen. Widing menar att det ocksa
innebér att publiken far tillgang till sin egen rost
inom ramen for den konstnérliga upplevelsen,
utan att uppfatta sitt deltagande som forvéantat
eller dramatiskt.

For Elize Arvefjord, som producerar det
mesta av ljudet i Nyxxx produktioner, ar ljudbil-
den ett viktigt granssnitt i scenkonstens arkitek-
tur. Genom att panorera, det vill sdga att rikta om
hogtalare, koreograferas rummet. Aven det paver-
kar interaktionen, i utefter hur och var nagot hors.
Ljudkallor och -riktningar ar aterkommande
verktyg i Nyxxx forestéllningar och utéver horlu-
rar och talande dockor forskjuter ljudlandskapet
rummets viggar och de granssnitt som etableras i
verkets sociala arbete. Det &r ett arbete som dven
den till synes "passive” betraktaren utfoér - bara
genom att nirvara, kanske lyssna, eller f6lja hin-
delseforlopp med blicken. Denna typ av nérvaro
ar nodvindig for scenkonsten, vilket omedelbart
skiljer den fran det 6ppna landskapet i en tra-
ditionell bildkonstvirld. I bildkonstvirlden kan
verket i de flesta fall 4ga rum oberoende ménsk-
lig nérvaro, medan den sociala mikrointeraktio-
nen ir en forutsdttning fér levande konst, som
begreppet "live art” skulle kunna 6versittas till
pa svenska. Ebba Petrén, som ocksd dr medlem
i kollektivet, beskriver detta talande, genom att
understryka att alla medverkande - konstnirer
savil som publik - andas samma luft.

Petréns argument gor det mojligt att omfor-
handlaforstaelsen avdeltagande, tillattinkludera
de allra minsta gesternai ett rum, som alla bidrar
till rummets konstruktion och férvandling. Men
det dr inte alltid vi medvetet forsjunker i dessa
former, ibland méarker vi det forst nar forvand-
lingen redan satt igang. For Widing &r det fraga
om en kroppslig erfarenhet, som ofta foregar det
sociala, kognitiva initiativet till medverkan. Med
andra ord borjar vi tro pa en hiandelse, en karak-
tir eller en situation férst nar vi genomlever den
sjalva. Darfor har Widing spekulerat i vad som
skulle hinda om man tog bort begreppet "Role” i
akronymen LARP (Live Action Role Play), for att
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TOLV TALANDE DOCKOR: UNDERSATARNA / TWELVE TALKING DOLLS:
THE SUBJECTS
AlO film, 5:39 min. / AlO video 5:39 mins.

[SE] En undersdkning av rummet med hjalp av material som redan fanns: fore-
stallningen Tolv talande dockor: Undersatarna. Akustiken pa Laholms teater ar
tydligt gjord for tal. Dockrésterna som vi bjéd in dit klingande. Vi lat det bérja
med att dockorna satt i salongen och sjong, och ridan var férdragen. Nar vi
tidigare spelat med dockorna i blackbox-teatrar har k&nslan varit att publiken
kommer in i dockornas rum. Héar blev det istéllet som att dockorna hade kommit
in i teatern, och relationen mellan dockorna och méanniskorna blev mer jamlik.

[ENG] An exploration of the room using existing materials: the performance
Twelve Talking Dolls: The Subjects. The acoustics at Laholm Theatre were clearly
intended for speech. The doll voices we invited resounded. We began with the
dolls seated in the auditorium, singing, and the curtain was closed. Before, when
we played with dolls in black box theatres, it felt like the audience was entering
the dolls’ space. Here, it felt instead like the dolls had entered the theatre, and the
relationship between the dolls and people felt more equal.
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understryka att det inte dr rollspelet som star i
fokus, utan att det ar ur spelet som roller fods.
P4 samma sétt menar Widing att fokus forskjuts
fran en forvintad framtid, eller ett just passerat
scenario, till det innevarande 6gonblicket. Darfor
har den medverkande ”"spelaren” inget ansvar att
skapa eller folja ett specifikt narrativ, utan kan
istdllet lyssna till och svara mot 6gonblickets
hindelser, i nutid och mellan kroppar. Nir den
sceniska mittpunkten 6verldmnas till varje nér-
varande méanniska, aktualiseras vara roller i sam-
hillsbygget, vilket i sin tur ger upphov till fragan
om hur vi kan interagera annorlunda.

Frida Sandstrom

Frida Sandstrom dr konstkritiker och skribent och publiceras
dterkommande i svenska och internationella kulturtidskrifter,
publikationer och dagspress.
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[ENG]

THE COLLECTIVE’S INTERFACE BY FRIDA
SANDSTROM

The collective is on the upswing in contemporary
art. Jakarta-based collective Ruangrupa is curat-
ing Documenta 15 2022 and in May 2019, laspis in
Stockholm held a conference on collective practices,
“Collectively”. Stockholm is the base of the choreogra-
phy collective Samlingen, which has both carried out
and credited their projects as a collective for a number
of years. All examples point to an interest in less indi-
vidualistic production processes in the production
and presentation of art — a development believed to
go hand in hand with the increasingly limited physi-
cal (and to some extent cultural-political) conditions
in which cultural productions are carried out.

On the streets of Hong Kong and Santiago alike,
people are gathering in groups and not rarely, art
actions are conducted without individual senders and
with a common goal in mind. The collective has long
been a precondition for larger productions in the per-
forming arts, but in just the last decade, the condi-
tions for these collaborations have taken more space
in institutions.

Performing arts group Nyxxx consists of Elize
Arvefjord, Kerstin Weimers, Tova Gerge, Ebba
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Petrén, Gabriel Widing and Albin Werle. In some-
thing reminiscent of an autonomous, modular
system, they alternate between artistic and pro-
duction-oriented roles, while occasionally work-
ing in smaller groups under the same name. They
manage the budget and work allocation, which
often results in a closer dialogue with the institu-
tions where they work. “Our empowerment gen-
erates trust,” says Gabriel Widing. This in turn
allows Nyxxx to introduce a different production
process, where the work starts with a longer work-
shop period, after which form, method and dram-
aturgy are developed remotely by Nyxxx. The pro-
cess concludes in a period of frequent rehearsals,
at which a trial audience is a central component
of the work. Because sketching out audience par-
ticipation requires numerous trials — “Unlike the
propagating theatre that Nyxxx wants to offer an
alternative to,” emphasises Widing.

To Nyxxx, it is more important to approach
the boundaries of the social game than it is to
convey a currently hot political matter. With
old fashioned art that doesn’t throw itself at the
first best topical subject, the performing arts
can evolve in the long term, says Widing. With
this approach, the artform’s relationship to pub-
lic and private spaces can be negotiated not just
in theory or discourse, but also in practice. He
therefore does not consider it self-evident for the
performing arts to work for a larger public; rather,
he says Nyxxx wants to meet participants at the
interface of what is intimate and private - where
they will create a new kind of encounter with art.
While the concept of an interface may primar-
ily be associated with the digital world today, to
Nyxxx it is rather a question of the social and aes-
thetic encounter between artwork and audience.
Even though the group is active in relatively
traditional theatre contexts, this form is of the
utmost urgency to them. Wherever Nyxxx may be
active, this stands out as their primary method
in performing arts, as they create a room within a
room, or an interface for several rooms.

Nyxxx practices what is generally referred to as
“interactive performing arts”, but instead of tak-
ing the interaction for granted, they compose it
together with every participant. In other words,
the interface is not only logical, but also social
and economical - parameters which can also be
seen in Nyxxx’s work. The physical conditions
for participating in a conversation or in a dance

always differ between individuals and groups.
Instead of requiring some degree of participa-
tion, Nyxxx therefore provides “tools” that every
participant can wield in their work. In the per-
formance Twelve Talking Dolls (2018), for exam-
ple, the actors were replaced by twelve dolls who
speak when the audience interacts with them.

The little bodies with built-in speakers tactfully
invite anyone who so wishes into the spotlight, to
lift up, hold in their arms and then let go. When
I saw the show, one woman didn’t seem to want
to let go of the newfound body. Others stayed in
the background and observed what was going
on in the room from a distance. Meanwhile, the
room changed as the light pulsated and the sto-
ry’s directions multiplied. Private references and
experiences were interwoven when the stage was
shared by multiple people.

Nyxxx also negotiates with the audience the
dominance of the one-way narrative in the per-
forming arts, journalism and other narrative cul-
tural forms of expression. Because the interactive
phases can be neither predicted nor demanded,
the production requires looseness and coinci-
dence. This presumes a sense of trust between
the audience and the initiator, which Nyxxx tries
to establish already when communicating about
their works. Introductory texts to the group’s
shows clearly state how participation can take
place - in other words, what interfaces are being
provided. This is how Nyxxx hands over the code

for participation to the audience. Because the per-
formances are presented by actors, the perform-
ing arts group is not seen in physical form, but in
the case of Twelve Talking Dolls, several members
of the team are on stage, at the sound board or
together with the audience. In these cases, the
group members adopt the role of host or guide
and place themselves in the same situ-
ation into which the audience has been
invited. This approach makes the dia-
logue function of the interface more
apparent, while the group learns from
the audience’s responses and refines
their work accordingly.

For Nyxxx member Gabriel Widing,
it is an existential matter to be seen or
present somewhere, which is most sen-
sitive when it comes to people’s voices
or faces, he says. The non-human bod-
ies of the dolls, the touch of the hand or
the secondary space of the headphones
facilitate this presence — which Widing
compares to the more open landscape
of visual art installations with no appar-
ent focus or order among the pieces.
He says it is like visual art that wants
to present an open situation which the
viewer can choose to engage with, or to let be.
Performing arts work more with suggestion, he
says. But what visual and performing arts share,
which is blended more and more today - and
Nyxxx is an example of this particular comingling
- is the question of how attention or engagement
is created in an aesthetic interface. For Nyxxx,
the focus is on the question of how we orient our-
selves or become oriented.

“Call for action” is a concept from the gam-
ing world that Gabriel Widing interprets as an
object or phenomenon that encourages action.
Something sparkles and compels us to interact.
Social media function precisely this way, but for
Nyxxx, it is rather a question of doing something
beyond a market-driven exchange of emotions.
They are trying to unveil the mechanisms that
cause us to notice, interact with or request some-
thing. In the school performance The Exet Case
(2019), they try to emulate what happens when
several people are sitting on a couch and play-
ing a video game, for example. Widing considers
this the perfect example of how conversations
on interaction come up automatically, when
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sometimes you talk to one another, sometimes
you play and sometimes you watch others play.
Similarly, in The Exet Case, Nyxxx wanted to facil-
itate a dialogue that did not require full attention
and in which the social interface was the focus for
the form of the piece. When the audience is com-
posed of young people, the method is especially
crucial, because it permits a certain autonomy
for the school class watching the show. Widing
says this also means the audience has access to
their own voice within the framework of the artis-
tic experience, without perceiving their partici-
pation as expected or dramatic.

For Elize Arvefjord, who does most of the
sound production for Nyxxx performances, the
soundscape is an important interface in the archi-
tecture of the performance piece. By panning, or
reorienting the speakers, the space is choreo-
graphed. Even how and where something is heard
has an effect on the interaction. Sound sources
and directions are recurring tools in Nyxxx per-
formances and in addition to headphones and
talking dolls, the soundscape displaces the walls
of the room and the interfaces established in the
social efforts of the piece. This process, too, is
carried out by the seemingly passive viewer -
simply by being present, perhaps by listening or
following the action with their eyes. This kind
of presence is essential for the performing arts,
which immediately separates it from the open
landscape of the traditional world of visual art.
In the world of visual art, in most cases, the piece
can exist with or without a human presence, while
the social micro-interaction is a precondition for
live art. Ebba Petrén, who is also a member of the
collective, describes this eloquently by empha-
sising that all participants - artists and audience
alike — are breathing the same air.

Petrén’s argument makes it possible to
renegotiate the understanding of participation
to include the very smallest gestures in a room,
which all contribute to its construction and trans-
formation. But we do not always deliberately
become absorbed in these forms; sometimes we
only become aware once the transformation has
already started. For Widing, it is a matter of a
physical experience, which often precedes the
social, cognitive initiative for participation. In
other words, we only start to believe in an event,
a character or a situation when we experience it
ourselves. That is why Widing has speculated
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about what would happen if the concept of the
“role” was removed from LARPing, or live action
role-playing, to emphasize that the focus is not
on role-playing, but on the game which the roles
generate. Similarly, Widing says that the focus
shifts from an expected future, or a scenario that
just occurred, to the present moment. That is why
the participating “player” has no responsibility
for creating or following a specific narrative, but
can instead listen and respond to the events of
this moment, here and now and between bodies.
When the theatrics of centre stage are handed
over to each individual present, our roles in social
construction are realised, which gives rise in turn
to the question of how we can interact differently.

Frida Sandstrom

Frida Sandstrom is a writer and critic based in Stockholm,
frequently published in Swedish and international media.
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[SE]
FORMER FOR INTIMITET. OM SCENKONSTKOLLEKTIVET NYXXX
AV SARAH MELIN

Hela scengolvet dr tdckt av en spegelklar dansmatta. Lingst fram, i mitten av scenen, sitter tvd aktorer
vdnda mot oss. Framfor sig har de rep, ihoprullade i prydliga smd rader. De sitter under en alumini-
umstdllning som liknar en gungstdllning, men utan upphdngda gungor. De ser pd oss i publiken, vi ser
pd dem, samtidigt som vi lyssnar till ett forinspelat ljudspdr som ger instruktioner for hur aktérerna
ska gd tillviga ndr de ska vilja vem av dem som ska binda; vem av dem som ska bli bunden. Risterna
ger regler att forhdlla sig till i bindandet och i samspelet till varandra, vilket ord som gdller for att ldtta
lite pd repens tryck, vilket ord som gdller for att stoppa akten helt och hdllet. Aktérerna gor sitt val av
roll och den ena av dem plockar upp en linda med rep for att bérja binda.

Detta &r inledningsscenen i Someone You Trust, ett verk av och med Tova Gerge och Britta
Kiessling, producerat av scenkonstkollektivet Nyxxx. Verket utgir frdn en japansk repbon-
dagepraktik och utforskar i tvé akter, tid, tillit och samtycke. I den forsta akten fir du som
publik sjilv delta. Tillsammans med en person du kiinner, nigon du litar pd, kan du i en timme
utforska hur det kiinns att binda eller bli bunden. I akt 2, som jag sag, deltar du som betrak-
tare, askadare, voyeur, till ett intimt fysiskt samspel mellan tvd ménniskor.

Verket blir ett fingslande undersékande av intimitet. I ett scenrum med en tystnad som
gar att ta pa, testar tva kroppar, tvd ménniskor, vad som dr méjligt i form av motstdnd, mus-
keltryck, smérta, makt, acceptans, tillatelse, tillit. Verket &r en spidnnande rorelse in i bon-
dage och BDSM-praktik. Som askadare blir jag personligen vid flera tillfillen utmanad; hur
ska jag lasa verket, med vilka nycklar, vad kéinner min kropp nér jag tittar, vilka &r vi som ser
pa? Det &r ocksd en oerhort vacker performativ ritual som pa djupet utforskar nirhet och inti-
mitet. Gerge siger sjdlv i Nyxxx podcast avsnitt 9 (Ropes and Roles) "For mig &r intimitet inte
likstéllt med fysisk kontakt, njutning eller samtycke. Intimitet fo6r mig ar faktiskt alla tillfallen
nir vi riskerar nigot i ett socialt méte. Sa du kan ha intima erfarenheter som ir allt annat 4n
njutbara. Att vara intim #r att utforska négot du inte redan visste om en annan person.”

Pa detta sitt stryker Tova Gerge under en viktig utgdngspunkt i Nyxxx arbeten och lyfter det
som personligen vicker mitt intresse, mitt engagemang som publik och deltagare, nimligen
utforskandet av intimitet mellan ménniskor i en given situation. Utforskandet av intimitet i
ett performativt rum. Nér jag som publik, bdde under forestillningen och efterit, stiller mig
nya fragor, andra frégor &n de jag brukar i teatersalongen. Gerge dterkommer sjilv till sitt
resonemang om intimitet i foreldsningen ”The Ethics of Employing Intimacy in Participatory
Performing Arts” dér hon reflekterar kring etiska férhallningssétt kring implementeringen
av intimitet i deltagarpraktik. Hon menar att ”det kan hjilpa oss att forstd hur vi kan skapa
kollektiv som bade stérker och ger kraft men som ocksa omdistribuerar makt.” Genom den
regisserade leken, eller rollspelet kan vi alltsd utmana véara foérestéllningar om varandra och
om oss sjilva. Genom att utforska performativ intimitet kan vi fantisera om nya platser, nya
rum, nya moéjliga moten.

Scenkonstkollektivet Nyxxx arbete spénner 6ver ett brett spektrum av sceniska uttryck
i ett grundligt utforskande av spelet, leken, forestéllningen, diar publiken far plats i verkets
centrum for att medverka och styra narrativet i olika riktningar. Bara de senaste aren har
Nyxxx bland annat skapat deckargitor, interaktiv dockteater, horlurs verk och radioteater for
barn och unga. Kollektivets sex medlemmar 4r verksamma inom scenkonstens olika filt och
har dirtill 1ang bakgrund inom spel- och rollspelssfiren, frimst inom LARP - Live Action Role
Play, det som vi kallade lajv for inte sd lingesedan. Under de senaste tio aren har det skett
vildigt mycket inom deltagarkultur och inom lajvkultur. De bada formerna har nirmat sig
varandra, och teaterns publik har pd ménga hall tagit flera kliv in i handlingen och getts plats
att medskapa.

Nigot som utmérker Nyxxx arbeten &r precision och konsekvens. Nér jag djupdyker in
i deras praktik genom texter, podcasts och féreldsningar sa slas jag av hur flera verk och pro-
duktionsidéer foregéas av lang och gedigen research; jag vill kalla det norderi. Idéer till Nyxxx-
produktioner som har haft premiér i r gar att spara till 2015. Ett omsorgsfullt undersékande
och testande tillsammans med forskare inom bland annat filosofi och psykologi och sé klart
tillsammans med en delaktig aktiv publik.

For den aktiva publiken i ett "deltagarverk” foreslas helt pl6tsligt nya utrymmen, dir
de kan préva nya fragor, nya identiteter, nya intimiteter. Ebba Petrén, regissér och medlem i
Nyxxx, skriver i texten ”Till publiken. Om varfor jag vill organisera er”, en text for Kulturhuset
Stadsteatern: ”Som publik far jag lov att testa att organisera mig sjélv i en annorlunda ordning.

Kanske samspela med andra som jag inte brukar. Eller gora precis som jag brukar fast i ett
annat tempo, s att andra saker blir synliga. Det kan lata pompost, men forméagan att sitta sig
in i ett nytt skeende och agera, dr en forutsittning inte bara f6r lek, spel och filosofisk speku-
lation utan dven for politisk forédndring.”

Sarah Melin dr curator och producent for den internationella scenkonstfestivalen Gdoteborgs
dans- och teaterfestival (GDTF) och har ingdtt i det konstndrliga rddet for Nyxxx residens i
Laholm.

/
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FORMS FOR INTIMACY. ON THE PERFORMANCE ARTS COLLECTIVE NYXXX
BY SARAH MELIN

The entire stage is lined with a glassy dancefloor. Two actors sit facing us at the centre-front of the stage.
Tidy little rows of rope are lined up in front of them. They sit under aluminium scaffolding that resem-
bles a swing set without the actual swings. They regard us in the audience, and we regard them, while
we listen to a pre-recorded soundtrack that gives instructions for how the actors will proceed when they
choose which of them will tie, and which will be tied up. The voices present rules to follow while tying
and in their interactions with one another — what to say to lighten the pressure of the rope, and what to
say to stop the act entirely. The actors choose their roles and one of them picks up a coil of rope to begin.

This is the opening scene of Someone You Trust, a piece by Tova Gerge and Britta Kiessling, pro-
duced by the performing arts collective Nyxxx. The piece is based on a Japanese rope bondage
practice and explores time, trust and consent in two acts. The audience gets to participate in
the first act. With someone you know, someone you trust, you can spend an hour exploring
how it feels to tie someone up or be tied up yourself. In act 2, which I saw, you participate as a
viewer, spectator, voyeur, in an intimate, physical interaction between two people.

The piece is a fascinating exploration of intimacy. In a tangibly silent auditorium, two
bodies, two people, test what is possible in the form of resistance, muscle pressure, pain,
power, acceptance, permission, trust. The piece is an exciting movement into bondage and
BDSM practices. As a viewer, I feel challenged on several occasions: how should I read the
piece? With what keys? What does my body feel as I watch? Those of us in the audience - who
are we? It is also an incredibly beautiful performative ritual that explores closeness and inti-
macy in depth. Gerge herself says in the Nyxxx podcast, episode 9 (Ropes and Roles): “To me,
intimacy is not equal to physical contact, pleasure or consent. Intimacy to me is actually every
time we risk something in a social encounter. So you could have intimate experiences that are
anything but pleasurable. Being intimate means exploring something you didn’t already know
about someone else.”

Thus Tova Gerge emphasises an important starting point in Nyxxx’s works and highlights
what I personally found interesting in my engagement as an audience member and participant:
The exploration of intimacy between people in a given situation. The exploration of intimacy
in a performative space. Those moments both during and after the performance, when I ask
myself new questions, questions unlike those I usually ask in a theatre. Gerge herself returns
to her thoughts on intimacy in the lecture “The Ethics of Employing Intimacy in Participatory
Performing Arts,” where she reflects on ethical approaches to implementing intimacy in a partici-
patory setting. She says: “It can help us understand how we can create collectives that strengthen
and empower people, but that also redistribute power. Through directed play, or role-playing,
we can challenge our assumptions about each other and ourselves. By exploring performative
intimacy, we can fantasize about new places, new spaces, new potential encounters.”

The work of performance arts collective Nyxxx spans a broad spectrum of performance styles
in a thorough exploration of games, play and performance, where the audience has a role at
the centre of the piece to participate and guide the narrative in different directions. In just the
past few years, Nyxxx has created mysteries, interactive puppet shows, pieces for headphones
and radio theatre for kids and young adults. The six members of the collective are active in
different areas of the performing arts and also have extensive backgrounds in the gaming and
role-playing sphere, primarily in LARPing (Live Action Role-Playing). In the past ten years, a
great deal has happened in participant culture and LARP culture. These forms have started to
approach one another and theatre audiences have taken several steps into the action and been
given space to co-create.
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Precision and consistency are two traits that distinguish Nyxxx’s works. When I take a deep
dive into their practices through texts, podcasts and lectures, I'm struck by how several pieces
and production ideas are preceded by plentiful and thorough research; I want to call it nerdy.
Ideas for Nyxxx productions that have premiered this year can be traced back to 2015, in a
careful exploration and testing process together with researchers in philosophy and psychol-
ogy, among other things, and of course with an active, participatory audience.

New spaces are quite suddenly proposed to the active audience in a “participation
piece,” spaces where they can test new questions, new identities, new forms of intimacy.
Ebba Petrén, director and member of Nyxxx, writes the following in a text to the audience,
On why I want to organise you, a text for Kulturhuset Stadsteatern: “As an audience member,
I have permission to try organising myself differently. Perhaps to interact with others with
whom I do not ordinarily interact. Or to do exactly what I usually do, but at a different pace,
so that other things become visible. It may sound pompous, but the ability to understand a
new process and to act is a prerequisite not only for play, games and philosophical specula-
tion, but also for political change.”

Sarah Melin is a curator and producer of the international Gothenburg Dance and Theatre
Festival (GDTF) and she has been a member of the artistic council for Nyxxx’s residency in
Laholm.

[SE]
LAHOLMS TEATER - EN HISTORIK AV LINUS LUNDBERG

Laholms teater, byggd 1913, kan stoltsera med en av kommunens vackraste interidrer.
Arkitekten Per Lennart Hékansson férdrade den lilla teatern en virldsvan aura med de ljusa
och eleganta rummen i jugendstil. Sedan invigningsprologen av férfattaren och tidningsredak-
téren Theo Lundberg, den 30 december 1913, har teatern erbjudit savil revyer och pjiser som
filmvisningar, kammarmusik och rock’n’roll. Scenen har genom aren gistats av bland annat
Gudrun Brost, Johannes Brost, Borje Ahlstedt, Kjell Bergqvist, Edda Magnason och Tomas
Andersson Wij.

TEATER OCH SPRITBUTIK
Teaterns tillkomst har en réitt udda bakgrundshistoria. 1910 lades en motion till stadsfullmik-
tige om att uppféra en ny konsertsal. I samma veva hade Laholms spritbolag bett stadsfull-
méktige om en ny och stérre butik, vilket tidens nykterhetsivrare bestred. Situationen resulte-
rade i en politisk kompromiss, dér de tvé forslagen forenades i en nybyggnation vid Hésttorget
som fick inrymma bade spritbutik och teatersalong. Spritbutiken, sedermera Systembolaget,
tilldelades det nedre planet och teatern det Gvre.

Uppdraget att rita och designa byggnaden gick till Halmstadarkitekten Hikansson som
hade utbildat sig i USA. Mgjligen kan det forklara teaterns mer sparsmakade stil, som skiljer
sig en aning fran Laholms andra byggnationer vid tiden.

GUDRUN BROST DEBUTERAR

Pé teatern utvecklades den amatérskadespelargrupp som utover att sétta upp lokala revyer
dven deltog i borgmistaren Axel Malmquists arliga ”"Lagaholmsspel” (1933-1968). Mest
berdmd fran stadens tidiga revyensembler &r utan tvekan Gudrun Brost, som debuterade pa
Laholms teater och senare skérdade stora framgangar som skadespelare i produktioner av
bland annat Karl Gerhard och Ingmar Bergman. Den 26 januari 1934 skrev Hallandsposten
sahir efter hennes debut i Laholm: ”Bland allt annat som &r bra i Laholmsrevyn av anno 1934
dr en ung dam, Gudrun Brost, som vil mest fingslar genom sitt dansanta upptridande. Hon
visar sig emellertid ha, utom de yttre férutsittningarna, nigot som far betecknas som stora
'Det’.”

LAHOLMS STADSTEATERS BIOGRAF

Den 16 september 1915 6ppnade ”Laholms Biografteater” i godtemplarsalen i Gamleby,
Laholms #ldsta stadsdel. Tre ar senare doptes den om till "Grona Kvarn”, méjligen for att tyd-
ligt skilja verksamheten fran "Laholms Stadsteaters Biograf” som startade upp 1915 i teater-
salongen. Gréna Kvarn och Stadsteatern konkurrerade om den lokala filmpubliken under lang
tid. Teatersalongens lédktare kom att bli en konkurrensférdel, dir minderariga tilldts ta plats i
smyg av vinligt sinnade biljettkontrollanter, trots mérkningen ”"barnférbjudet”.

Lordagen den 22 november 1930, nistan tio manader efter den bejublade ljudfilmspremié-
ren i Halmstad, var det Laholms tur. Stadsteatern hann forst med en fullsatt visning av Dig
har jag kdr (Dich hab ich geliebt) fran 1929 - en av Tysklands f6rsta ljudfilmer. Hédndelsen fick
nigra mindre notiser i lokalpressen. Utéver nyhetens férvintat falnande behag omgirdades
premiérvisningen av tekniskt strul. Besvikelsen kanaliserades av signaturen ”Petit” i tidningen
Sydhalland mandagen dérpa: "Filmen har tydligen omfattats med stark kirlek av folk pa andra
platser, ty den kopia vi fingo se och héra hir var mer 4n lovligt skamfilad, vad betriffar savil
bild som Ijud. Skall det bli mera ljudfilm i fortsdttningen, fir man hoppas denna blir béttre.
Annars néja vi oss mer dn girna med den stumma konsten”.

NYINVIGNING 1995

Den 5 mars 1995 aterinvigdes Laholms teater efter en omfattande restaurering. Det vélvda
taket, den vackra lédktaren och de eleganta takstuckaturerna togs fram igen efter att ha
varit dolda bakom en funktionalistisk och energibesparande ombyggnation frin 1950-talet.
Restaureringen blev mojlig tack vare den sé kallade ”"Hallandsmodellen” - ett unikt projekt
dir arbetslésa byggnadsarbetare fir ldra sig att restaurera kulturhistoriskt viardefulla byggna-
der under parollen "rddda jobben, ridda hantverket, ridda husen”.

Till aterinvigningen hade den Vaxtorpsfédde musikern Dick Gustavsson samlat nagra
av Sveriges bista symfoniker, och skddespelaren Johannes Brost 1dste Theo Lundbergs prolog
frdn 1913. "Det var virldsklass nér teatersalongen invigdes” konstaterade Laholms Tidning
dagen efter.

Kompletteringsfakta: Laholms teater ligger vid Hdsttorget i Laholm och har 230 platser
(140 pd parkett, 90 pd liktaren).

Linus Lundberg, kommunikator, kultur och turism, Laholms kommun
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LAHOLM THEATRE - HISTORY BY LINUS LUNDBERG

Laholm Theatre was built in 1913 and can proudly claim one of the municipality’s loveliest
interiors. Architect Per Lennart Hikansson honored the theatre an urbane aura with light, ele-
gant spaces in Art Nouveau style. Since the opening prologue by author and newspaper editor
Theo Lundberg on 30 December 1913, the theatre has presented revues, plays, film screenings,
chamber music and rock shows. Over the years, the stage has been ascended by Gudrun Brost,
Johannes Brost, Borje Ahlstedt, Kjell Bergqvist, Edda Magnason and Tomas Andersson Wij,
to name a few.

THEATRE AND LIQUOR STORE
The arrival of the theatre has a rather peculiar background story. In 1910, a motion was pre-
sented to the town councillor for the city to build a new concert venue. At the same time,
Laholm’s liquor company had asked the town councillor for a new, larger store, which the era’s
sobriety activists opposed. The situation resulted in a political compromise: the two proposals
were rolled into one new construction on Hésttorget square, which would hold both a liquor
store and an auditorium. The liquor store, later Systembolaget, was given the lower level and
the theatre had the top level.

Architect Per Lennart Hikansson, who had studied in the US, was tasked with designing
and drawing up the plans for the building. This may explain the scaled-back style of the thea-
tre, which differs somewhat from Laholm’s other buildings at the time.

GUDRUN BROST DEBUTS

An amateur acting group developed at the theatre and, in addition to staging local revues, the
group also participated in mayor Axel Malmquist’s annual “Lagaholmsspel” (1933-1968), a
chronicle play. The most acclaimed individual from the town’s early revue scene was undoubt-
edly Gudrun Brost, who debuted at Laholm Theatre and later enjoyed great success as an actor
in productions by Karl Gerhard, Ingmar Bergman and more. After Gudrun’s debut in Laholm
on 26 January 1934, the Hallandsposten newspaper wrote: “Among all the other fine attributes
of the Laholm revue of 1934 is a young woman, Gudrun Brost, whose dancing performance was
especially captivating. Meanwhile, she appears to have, beyond the exterior conditions, what
one might call ‘It.” ”

LI 1Ty
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MINNEN, LAHOLMS TEATER
/ MEMORIES, LAHOLM
THEATRE

AlO podd 36:17 min. / AIO
Podcast 36:17 mins.

[SE] Vilka minnen har laholmarna
fran sin teater? Den fragan
stallde Art Inside Out till Gunnar
Gullander, Linus Lundberg,
Frida Talik, Pia Johansson och
Monica Schramm. Intervju Linus
Lundberg, inspelning och
redigering Helena Persson.

[ENG] What memories do Laholm
citizens have from their theatre?
Art Inside Out asked Gunnar
Gullander, Linus Lundberg, Frida
Talik, Pia Johansson and Monica
Schramm. Interview by Linus
Lundberg, recording and editing
Helena Persson.
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LAHOLM CITY THEATRE CINEMA

On 16 September 1915, the Laholm Cinema opened in the Godtemplarsalen auditorium in
Gamleby, the oldest neighbourhood in Laholm. Three years later, it was renamed “Grona
Kvarn” (“Green Mill”), perhaps to clearly differentiate it from the Laholm City Theatre Cinema,
which started running in 1915 in the theatre auditorium. Gréna Kvarn and City Theatre com-
peted for local movie audiences for a long time. The theatre auditorium’s mezzanine became
a competitive advantage: friendly ticket salespeople let minors sneak in there, despite “not for
kids” movie ratings.

On Saturday, 22 November 1930, the sound film premiered in Laholm - almost ten
months after the highly acclaimed sound film premier in Halmstad. City Theatre was first
up, with a packed screening of It's You I Have Loved (Dich hab ich geliebr) from 1929, one of
Germany’s first sound films. A few short paragraphs covered the event in the local press.
Beyond the anticipated waning of delight at the news, the premiere screening was riddled
with technical difficulties. The disappointment was channelled and signed by “Petit” in the
Sydhalland newspaper on the following Monday: “Evidently the film was deeply loved by peo-
ple elsewhere, because the copy we saw and heard here was more than permissibly tarnished,
in both picture and sound. If more sound films are to come in the future, hopefully this will
improve. Otherwise we would very much prefer the silent art.”

REOPENING IN 1995
On 5 March 1995, Laholm Theatre reopened after a comprehensive restoration. The arched
ceiling, beautiful mezzanine and elegant ceiling stucco were revealed after having been con-
cealed in a functionalist and energy-saving renovation in the 1950s. The restoration was made
possible thanks to what is known as the “Halland model” - a unique project in which unem-
ployed construction workers learn to restore build-
ings of cultural-historical value under the slogan
“save jobs, save craftsmanship, save buildings.”
For the reopening, Vaxtorp-born musician
Dick Gustavsson gathered some of Sweden’s best
symphonic musicians, and actor Johannes Brost
read Theo Lundberg’s prologue from 1913. “The
opening of the auditorium was world-class,”
cluded Laholms Tidning newspaper the following
day.

con-

Additional facts: Laholm Theatre is located on
Hidsttorget square in Laholm and has 230 seats (140 on
the orchestra level, 90 in the mezzanine).

Linus Lundberg, communications, culture and tourism,
Laholm Municipality
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RESIDENSTEAM

Verksamhetsledare, konstnérlig ledare
& redaktér AlO Journal:

Petra Johansson

Grafisk form: Hanna Bergman

Film: Kristina Meiton

Ljud & mix: Helena Persson

Lokal projektledare: Maria Wikrén, Laholms
kommun

Kommunikatér Laholms kommun: Linus
Lundberg

Kommunikatér Region Halland: Linda
Tillander

SAMARBETSPARTER:
Teckningsmuseet i Laholm

Gamla krukmakeriet: Elvira Roslund
Gustavsson

Kulturskolan i Laholm

Tack till invanare och féreningar i Laholm
som pa olika satt bidragit till konstnérernas
arbeten.

BEREDNINGS- OCH URVALSARBETE

Ika Nord, teaterkonsulent i Halland

Sarah Melin och Malin Schiller, Dans- och
teaterfestivalen i Géteborg

Frida Talik, Maria Wikrén och Linus
Lundberg, Laholms kommun

Petra Johansson, konstnérlig ledare Art
Inside Out

ART INSIDE OUT

Art Inside Out &r en nomadisk institution
for konstnérliga residens i alla konstformer
och genrer. Konstnérer bjuds in att verka
tillsammans med institutioner, invanare
och lokala aktérer med Halland som spel-
plats. Genom att arbeta i processer som ar
6ppna och inte pa forhand bestdmda upp-
stdr nya sammanhang dar konsten skapar
utrymme for nya perspektiv.

Art Inside Out drivs av Region Halland
tillsammans med Falkenbergs kommun,
Halmstads kommun, Hylte kommun,
Kungsbacka kommun Laholms kommun
och Varbergs kommun.
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RESIDENCY TEAM

Artistic Leader, Operational Manager

& Editor AIO Journal: Petra Johansson
Graphic Design: Hanna Bergman

Film: Kristina Meiton

Sound & Editing: Helena Persson

Local Project Manager: Maria Wikrén,
Laholm council

Communications Laholm council: Linus
Lundberg

Communications Region Halland: Linda
Tillander

COLLABORATIVE PARTNERS:
Teckningsmuseet / The Museum of
Drawings in Laholm

Gamla krukmakeriet: Elvira Roslund
Gustavsson

Laholm School of the Arts

Thank you to the inhabitants and associa-
tions of Laholm that in different ways have
contributed to the artists’ works.

SELECTION AND PREPARATION
COMMITTEE

lka Nord, Theater Advisor in Halland

Sarah Melin and Malin Schiller, Gothenburg
Dance and Theater Festival

Frida Talik, Maria Wikrén and Linus
Lundberg, Laholm council

Petra Johansson, Artistic Director of Art
Inside Out

ART INSIDE OUT

Art Inside Out is a nomadic institution

for artist-in-residence in all art forms and
genres. Artists are invited to explore the
possibilities for their own art practices, as
well as delve into new collaborations, with
the county of Halland as a playing field.
Through an open process that leaves room
for the unforeseen, there is the opportunity
for new discourse, where art generates
creative solutions and new ways of seeing
the world.

Art Inside Out is operated by Region
Halland, together with the municipalities of
Kungsbacka, Varberg, Falkenberg, Hylte,
Halmstad, and Laholm.
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Ladda ner appen Look & Listen via App Store. Anvénd
horlurar for bésta upplevelse. / Download the Look &

Listen app on App Store. Headphones are recommended.

artinsideout.se



