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BRUNO POCHERON
No comment. All has been said :). Plus |
have to catch up with re-re-re watching the
Flying Circus.

What ghosts do you encounter
on stages?

HENRI-EMMANUEL DOUBLIER
| only see ghosts

EMESE CSORNAI
The sound of the lamps clacking when
cooling down | found sometimes scary, but
mostly beautiful.
| spent the night working on the last
possibility at MDT on Chromopoem, and that
house has many odd sounds. Then | thought if

| were a ghost | would certainly feel invited by
this work.

EZRA VELDHUIS
Light in motion often evokes in me a feeling
of ‘presence’ without apparent agency. This
reminds me very much of ghosts: invisible,
intangible, but present.
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Where do you see light?

HENRI-EMMANUEL DOUBLIER
Everywhere

JAN MAERTENS

Everywhere and always... as without light, | do
not see.

EZRA VELDHUIS
In the creation process of SUN-SET (an
installation-performance that | made together
with Oshin Albrecht and Bosse Provoost), we
asked ourselves the opposite, and therefore
perhaps the same question, by looking for a
0-point. We came up with the idea that places
that are completely free of visual stimuli are
almost non-existent. Complete darkness has
become almost impossible to find. You would
have to go to a very remote nature reserve
at night and then also be lucky that there
are no stars or moon to be seen that night,
before you can experience an approximate
total darkness outside. Inside, we are kept
company by all kinds of lights and machines.
That is why the theatre seemed the perfect
place to search for a visual zero. Surprisingly,
light also appeared in this total darkness, in
the form of a flowing or pulsing grey mass.
After some research, we learned that at that
moment our brains ‘guess’ what might be out
there and that, in the absence of external
stimuli, these hypotheses are not being

© ©x The ghostly presence of light - Jan Fedinger
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with Performers, audience, sound and light,
then return to that particular beautiful state
Qf stasis filled with potential, after the show
Is done and packed away. Else | am projecting
and planning stages in the future.

EMESE CSORNAI
| am implementing my abstract ideas in
material, so they can respond to me, and start
a dialogue. | imagine | am lending a shorter-
term dynamic to spaces | work in. It lends a
dynamic to space similar to spoken word.|
imagine a space gets animated by each work.
I notice colors and angles of light can lend
sensuality, sense of behavior to a space.
Temporality can be very emotional, and this is
how | communicate on stage.

How is your light present
on stage?

EZRA VELDHUIS
Light is always an active player and signifier
in my performances and lighting designs.
Although light has a supporting role in many
works and is an elusive performer, | strive to
embed light in the language and dramaturgy
of a performance in such a way that it
becomes a fully-fledged co-performer, and
occasionally shamelessly steals the show.
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HAUNTED QUESTIONS
We started a practice of interviewing each
other. For this issue, Jan Fedinger is asking
the questions. Henri-Emmanue Doublier,
Emese Csornai, Bruno Pocheron. Ezra
Veldhuis and Jan Maertens are answering:
This haunted issue of the fanzine had

prompted questions on the presence of light.

ent on stage?

How are you pres
king with light]

[as someone wor

HENRI-EMMANUEL DOUBLIER

I'm not physically present on stage, but the
lights | balance are! The lights are @ part of
me, of my sensitivity, which can be perceived

on stage.

BRUNO POCHERON
- rehearsals, out of my work boots,

qed feet, sitting T circle exchanging
mers, chorec graphers, musicians
er colleagues 1INV S\ved. Before that,
k bo on -5, scaffolds, lifts,

, light fixtures together
.. Alternatively, having
. when performers aré
4 lovely (and too rare)
| | am very often on stage,
d performances from the
¢ ; them as they successively
.chnical@ppatatus, COMS alive




gon

As we all based our presentations on theater work,

sting for the investment of translating into light sources us

were.
nking

itiative

lying

in film did come up.

Altogether the workshop seemed to have open
doors of perceptions and enabled a richer disc
and deeper observation, but for it to make ar

change, more opening in time and workshop
be needed.

With the lamps they brought, we made a s
lation all together, which was not as beautif
ad imagined.

e all know, after this week, that th
en goes beyond our imaginati

ton

e are part of the world of ghosts

The ghostly presence of light -
Jan Fedinger

The ghostly presence of light - Jan
Fedinger “When we are walking we are
constantly aware of all those things happening
in the periphery of our vision” wrote Franscis
Alys. I'm rewriting these words while staring
at a bamboo forest. The more my eyes focus
on the individual detail, like a single tree for
instance, the more everything around blends
out of focus into a blurry mesh. Still my
senses perceive this blurry mesh as more than
just noise, visual noise in the packground. I
distinctly perceive the sun shining through
the trees, while the wind gently bounces

the trunks back and forth. I experience the
constant motion of the trees, and | experience
a play of lights and shadows in a similar
constant motion. This is a much harder

to define, intangible, yet definitely present
presence. While I understand the physical
reason for what I experience there, in the
periphery of my vision, my mind transforms
these moving images into the feeling of not
being alone. I feel the presence of something
or someone. What has been background
until now becomes foreground as I centre my
attention on it.

Such feelings I often encounter in moments
of daydreaming, of reverie, when my mind

is wandering off, focusing, staring at a single
person, a face, an object or action. Like

the body of a moving dancer. Or multiple
moving bodies of multiple dancers moving
on the stage of a theatre like the trunks of



~ as soulless entities. A decorating ambience.

onal elements are maybe easy to define

Much harder to be seen as some kind of

actors that co-shape my experience of this

very moment. Still they act. They are an active
part of what I perceive. Their bodies might be
abstract. Maybe the closest I could compare
them to would be the perception of a ghost.
The Idea of a ghost is a wicked concept. My
ghosts are not yours and your ghosts are not
mine. I would not be here, now [in my now],
writing these words without them and you
would not be here, [in your here], reading
these words without yours. While those ghosts
of mine are in both your and my past, your
ghosts that make you read this might be in the
tuture from my now. But since I think of you
right now, your ghosts influence my thinking.

This is one way of describing a ghost. An
experience, an idea of something in a future,
maybe a memory from a past. Both influence
my behavior [now], or how I experience my
surroundings. Oftentimes these memories

get amplified by the spaces where I perceive

We ended with a common discussion, exchangingon  Aswe
what they caught onto, what was the most interesting for the in
them and what their desires for the next sessions were. in film

The initial insecurity of how to even start thinking Altog
lights had been eliminated. There was an initiative ~ doors
from the students to make a workgroup studying andd
lights together- they have recognized that the fact ~ chan
that they all came from different departments was be ne
enriching their discourse.
: With -
Many questions of autonomy and collaboration came latior
up, having seen the possibilities and having thought had i
v of what artistic direction means.

But w

at experimentation working with lights
d, has not enough space, therefore they

f usefulness has been raised by film light: :
o claimed that their study agenda is very when :



5 ALE 8t

lents had the chance to have hands-on expe-
ience focusing lights and giving instructions to
coordinate between concept and handling lights.
um
Then came the big moment of experimenting with the
24-lamp matrix, where, one by one, we presented our

mpe- tools to make it work: from video images, from an iPad,
liffe- from a musical keyboard, from midi sync via sequencer.

J

t  Our goal was to demystify the technical tools and to
ht show our ghost friends that: Everything is possible
0 serve an artistic idea. We were using pre-recorded
deos of students to use as an input. Different
ound-to-light and light-to-sound projects have been
“presented and demonstrated. Students had the possi-
~ bility to control complex lighting systems, and got an
|we insight in patching in puredata, and Max, and seeing
ice different softwares connected to the lanbox in action.
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AS We &
or the inwvi

_ 25 s
ended this first beautiful day with some powerful ri

eriments on crazy lamps; one hyper powerful me- ¢
tal halide lamp to light stadiums and another sodium
ght that creates monochromatic space. T
: 2
From this introduction the terminology of light tempe- tc
rature, the kelvin scale, comparative overview of diffe- fi
rent lighting sources and the concepts of filtering
tungsten to the LED with diodes emitting different
colors were laid out. The physical description of light s
sources and perception was explained. t
Y
The colors and the quality of light were the most deve- s
loped subjects in the following days. We went further P
and further into the perception of the light spectrum. b
We analyzed the light in the paintings of pietas and we ir

experimented colors on projectors with the reference d :

book "Interaction of Colors" by Josef Albert.




Create a different world, with different colors
- Create images on stage
- [llusion of over exposure

jht, - Mastering shadows
s - Shadows create images
e - Dancing shadows

- Using reflection
- Mixing colours

Then
s With all these lyrical topics, we knew how to focus

our speech and we went for a course on the basics of

lighting design, to introduce the notion of light cha-

racterisation :

- Direction

- Intensity

- Colour

- Quality (which isn't mentioned in the manuals of
light design, but we all agree that it is one of the
most important topics to characterize the light)

S i S R

|
1

hey reappear. All the while
ly graspable. Light, especially

‘ similar fascinating properties
with ghosts. Light is there and it is not. It is
only visible through a host. Like the body of
a performer or the floor of a stage, or at least
the dust in the air. As an audience I become
aware of light when I start to feel its presence,
like if someone is staring at me from across the
room, trying to provoke a reaction. I become
aware of light when it is changing. When it is
moving from one state to another, or from one
place to another. When its movement becomes
a constant factor of the atmosphere in the
room. [ become aware of the light when it is
interacting. With me as an audience, or with
other performers on stage. When an action of
either one provokes a reaction.

Following this line of thought one can think
[of] light on stage as circumstance and one
can think [of] light as an actor. In the sense of
someone that acts, that does. Light too, can
address its audience. Can communicate with
them, not with words but with its presence
and through the abstraction in its movement.
Just like dance does. Only with a different
kind of bodily presence.

“Danser, c’est donc s'adresser. Le travail de la
danse est de provoquer un déplacement de la
pensée chez le spectateur, d’offrir un horizon”




dero, p4l] & « What to think about light as a starting point for
to address. The aim of dance a creation?
in the thinking of the
2 horizon." translated by me] There seemed to be a preference for naturalistic light,
- B : or the concept of "non-theatricality” (I don't like this
L How much body is needed to be a performer? terminology, because it says a lot, but nothing at the
Can we separate the human body of the same time. | prefer "non-dramatic light"):
performer from his ‘esprit’, his spirit? Again « preference for natural sunlight
B opocl of names we give « desire to use only the basic lights of life

to ghosts. How does the presence of this
human body change how we look at the
consciousness performing? Can we see the
human body merely as a tool, an extension,
an incarnation, as the host of a ghost. How
much does this presence of the human
body then differ from another presence, the
presence of a body of light?

A great many questions that ultimately lead :
to the question: Where is the performance » Light can change expression
happening? Is it happening in the physical - Create a curious atmosphere with light
bodies of performers on stage [of the human - Create different moods, reveal and hide
and non-human kind] or in the space between
all performers and the audience. Where is this
exchange of ideas between you reading this
text and me writing it happening? Isn’t the
real magic happening in the space inbetween
your reading eyes and the ink soaked into the
paper in front of you. Isn’t it somewhere in
the space inbetween where both our ghosts
meet. On the stage there is the same kind of
space. The Space between the audience and
those on stage... a space inhibited by the light.

Most of them were interested in the magical (as we
have developed since the beginning of this fanzine)
and "ghostly" part of lighting design. Therefore, we
can call these students our little ghosts, because
they belong to this fantastic world:

- Low lights

- Light can transform perception




the ghost

phenomena, what they find memorable and what the
see when observing staged work from a lighting poin
of view.

We also asked them to bring a lamp, one that they
liked and thought was relevant to bring to the
workshop.

We started the week with a presentation of everyon
asking them why they had brought this lamp and w
they wanted to follow this project week on light.

Wishes, references and interests
Their general needs:

« Looking for a basic understanding of the infrastr
ture of lighting: where to start thinking about it?

re- « Finding solutions to the problem of light on stage.
ady « The relationship between light and scenography,
a working with light in a scenographic way.

,,,,,, . and his name
range coincidence when your
(meaning forgotten in french).
been able to see him on stage, nor any of
dductions.
I heard him speak by listening to the recordings he did of
his plays, poetry recitals, operas, oratorios.

I saw him on stage, dressed like a prince in the middle

of grandiose stage designs by Jean Cocteau or Georges
Wakhevitch, looking at black and white photos.

1 grew up among the ghosts of the theatre, among posters
announcing a show that was performed 30 years ago.

As a teenager, | inevitably rejected everything related to
the theatre.

I turned to contemporary music and the guitar, an
instrument that suits the introvert, who is withdrawn into
himself, to shine somewhat socially. Uncomfortable, with
a few acne pimples in a budding beard and my six-foot
tall body, I avoided anything that could resemble a stage,
seeking above all not to be exposed to snide looks.

My mother was part of an amateur theatre group and they
were looking for a light and sound technician.

As I played guitar and had some knowledge of sound, she
offered me the job. 1 was 14 years old and 1 accompanied
the little theatre group to the villages in the south of France.
Lighting was a revelation. It was a way for me to reconnect
with the theatre, without being exposed to the gaze of the
audience. It was a way to give life to the actors and the
stage, to pierce the anxiety-inducing darkness, to highlight
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certain actions, to be able to direct tk
invent scenographies and 1

revelation I quickly rea
went even further than tha
I imagined that every time
actors or dancers out of
dead. As if the very act
audience implied being
between the world of th
Somewhere, through eac
bring the absent one to

Could we be in the preser
beams of light, every time

I later found many poin
when I attended Moniq
nouvelle (Paris IID).
Although I am not yet
me, so to speak. 1
Through the writings of
[ became aware that thy
were intimately link
sensitive relaf
and thatli
this, 8

evelor

Sovid 19 pandemic, we resear
Hological discoverigs of he 19¢
ars they provoked,
bgy on the one han
l on the other.
at historians of technol
dency’: a tendency to:d
Bies hopes related todd
fpernatural things. (8

the

Meeting

ph

set
In March 2022 we had our first encounter with stu-  of»
dents from different departments (mainly Drama,
Performance and Film) at KASK during a Project We
Week. This is Henri-Emmanuel Doaublier’s report of  liks

this encounter. wC
We
The students’ needs as

The most important thing for us was to start by taking the
into account the students’ needs, in order to adapt our
speech to a common language. We had sent them some Wi

questions before the session and many of them res- Tt
ponded with a video which was very useful, thank you! < L
tu

The questions were aimed at finding out what aware- ¢ F
ness the students have on lighting, what they already ¢ |
observer, what words they use to describe lightasa  w




finally allow comm

] _ them back to the pre

the end of each performance,
icians, technicians and spectators, a
P ay brings to the history of theatre.

ue ] never found my father in the aud
I tried to be an assiduous spectator of Q\pp
Diederik Peeters. ;
My father was primarily an actor and I still h
feeling that his ghost is on a stage. ;
So I continue to be a lighting designer. =
[ discovered much later, when I no long
would have liked to be an actor too.
- Maybe when I'm dead I'll comex aunt the stages of

often surreal, ¥
[t was a limitl
and the sce

a cne, that I

g d e51ger had better be good!

ave all had
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reflection in a win
is superimposed o
window, if those ol
The Pepper's gho
sheet and it is wi
make a character,
glass sheet appea
scenery located b
We can also supe
front and behind.
The confusion be;
at something, or
something, or is
There is no wa
- lllusion lite
that are hidy

1996, Amy W

However, @

Dxedenk brought an optim
the moribund status of per

Peter Brook, in{“The Empty
as a self-destructive art forr
curtain falls (or the final bl
impermanence is its beauty
The performance survives in
and slowly dissolves in their r
nothing more than an image, a |
floating in their memory.
Diederik reverses this perspecti
spectators are ghosts, that they ¢
of the performance will revive th

So the ghosts that I was so ke
no longer just on the stage,

Shit!

I was depressed and down, a state we
time or another during a creative proces

Having spent so many years trymg of
on stages around the world,
having gone so far in the art of li
striving so hard for perfection t@
only to have him hidden in thi
the dark, "
with no light! 4
So many wasted years as a
when I should have just b




