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AR-week 2019 Caesura

During a journey to Ireland July 22nd-28th 2019—trailing Samuel Beckett’s 

journeys between Dublin [Irish Republic] and Enniskillen [North Ireland]—

Sophie and I did a project of our own, alongside the journey and the Beckett 

plays we attended at the Eniskillen International Samuel Beckett Festival. 

The project has a two-fold experimental value: 1) Sophie’s post-production of 

our collaborative project in the form of a video-montage, adds a construct to 

what we did ‘on the road’ that contributes to what I understand as precisation 

[Arne Næss]; a work parsing the journey to prompt a Beckett-performance. 

As she was finishing the web-version—in the wake of an exhibit in at an Oslo 

Biennale space in Myntgata—I have completed a similar job on a book-title, 

to be published as a review/commentary in JAR (the Journal of Artistic 

Research). It was a second reverberation of a “crack in the ice” [flyer A]. 

The crack was a conversation between Anders Paulin and Bojana Cvejić in 

Prøvesal 2 (December 10th 2019) relating to his work—as a theatre director—

with caesura. Since I didn’t make it for the entire talk, I secured a copy of 

Twin Figure of Mimesis—I & II. It was a “good crack” as the Irish say. 

The reverberation of the sound: ‘mimesis as the double/figure/image of 

alterity’ (Paulin). I had just sent off my commentary—featuring a review in 

JAR of the book Transpositions (2018)—in which I defined transpositions as 

‘indigenous on non-mimetic terms’. It felt as a point with a counter-point. 

Some of the ideas relating to caesura—notably the sense of vacuum when 

visuals, or other sensory mediations, turn to image [e,g,, Malevich]—are 

identical to my own. Relating to these, however, I have developed a sense of 

performance as undoing: that is, a counter-point to agency as production. 

That is, performance in the fine arts understanding. An understanding which, 

arguably, is concerned with the work of reception. Sophie’s video-travelogue 

is a work of reception. All the video-footage leads up to a play that we do not 

see: video-takes were not allowed during the plays. Then there is the estate. 

By which sort of detour is it possible to work with Beckett’s materials beyond 

the restrictions of his estate? Sophie invented a player: the 4th character in 

Come-and-Go. A character never to appear on stage: she is either at the right 
place at the wrong time, or the right time at the wrong place. Détournement. 
An asynchronous mirror of the Beckett plays and the -estate, at least 

potentially. A point of collapse between actors, directors and audiences. 

Featuring the twilight of dystopia/utopia of Agamben’s Homo Sacer. That is, 

perhaps, within the scope of the caesura. But then there is the cadenza. 

The surge from within and beyond ‘ground zero’ (Nietzsche, Sloterdijk, 

Massumi). This is ‘indigenous on non-mimetic terms’. Going from a place 
where there is nothing left to do, then to the undoing of undoing. A resurrected 

meme before the beginning and after the end: the 4th character. 

The surge of a constellation into a dialectical image (Benjamin). You must 

change your life (Sloterdijk). Not the moral life, but life itself. Singularity.
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