RECORDS OF THE BODY IN TIME

Review of the performance Venus: between captivity and flight by Mala Kline 

A single cello string breaks the half-silence of a full hall in Kino Šiška. It lasts. And lasts. Mala Kline moves on stage in a spontaneous and non-danceable costume: white T-shirt and jeans. Her space of future movement is framed by two canvases, one larger and denser for her and one smaller, translucent, cobweb-like, around which she moves. The atmosphere is gently post-apocalyptic or maybe pre-apocalyptic, pre-real. The human form exists alone against the background of the seascape. It is incomparably small and lonely, and it concentrates all our attention in itself. A voice in the background poetically tells us about the separation of heaven and earth. The human form is in the middle of everything and on all the plateaus at the same time - in the air, on the ground, in the middle of the waves. We are in the singing calm of the sea. Venus is said to be birthing from that foam, from the position of the fetus to the opening. 

Arising, not being born. Namely, the viewer is quickly exposed to a different image of temporality than the one she is used to. It seems that the layering of the canvas and the happening space is reflected in the layering of time, in the parallelism of moments. All the carefully planned choreography coexists. Everything that will happen has already happened and is happening. Now it's all about combinatorics and permutations. 

If you didn't believe the math teacher in high school, believe it now - math is wonderful. Symmetry, regularity and following a pattern of motion remind us of the apparently random symmetry of everything in nature. Similar to her performance Song from 2019, the choreography here is also formed from the interplay of body phrases, which are often separated from each other only by being in this or that body position and likeness, before the dancer moves on. The sequence of movements within the phrase changes in a planned manner, and with each new phrase the dancer sculpts a routine of movements facing the other direction but moving along a different diagonal. However, viewers cannot understand these plans, or predict them in detail, only here and there we readily recognize repetitions, otherwise we simply slide along almost dreamlike loops in time created by the choreography. The music also goes with it, which lasts and often has no noticeable breaks, but like a pattern of choreography changes gradually and noticeably through constant repetition, marks individual chapters of what is happening on the stage, and flows into new chords and feelings. 

The highlight of layering of different timelines is achieved by using both screens. Like in Anna Teresa De Keersmaeker's choreography Rosas Danst Rosas or Fase the planned coincidences arise through minimalistic but intense repetitions, which are reassembled each time a little differently than the first time. As in Fase, the dancer does not only operate with her body, but also with the shadows she produces on both canvases. From time to time, she dips behind the canvas and the illumination of her body with multiple light sources creates a new figure from the covering and converging of the two shadows. The body becomes an image, a part of the whole, new lines are being created, which only still fleetingly refer to the familiar human silhouette. But unlike Keersmaeker's readable processes, Kline paints for us a less measurable, more atmospheric and dream-like logic. 

Everything that exists in front of us coexists in some other time on the canvas. The smoke on the stage accompanies the one in the video, the body in front of us gains is doubles as fellow dancers through projections of the same body onto a screen. The dancer's filmed lying body is rising again and again in movements that the live body in front of us will have yet to perform. Thus, the dancer fills the stage with sister images of herself. At some point in the performance, the front screen of the two is completely covered by a detail of Botticelli's painting, consisting of frozen and folded images of the human body. Mala Kline reminds us again, that the apparent randomness of movement permutation is just that - apparent. From one image to the next, behind the screen she performs the same positions, until they disappear. She collects and realizes frozen movements, as she fulfills a pre-planned path, disassembles the puzzle but scatters the clod, until a single image remains on the wide frame. The effect of such timeliness is precisely its seemingly random cyclicity, spirality, where the choreography constantly nods to itself throughout the time. 

As the dancer proves that this game of coincidences is predicted to the smallest detail, and thus breaks the temporal linearity, the poetic voice in the background also names it - »The reverse order of things that look like confusion but are not«. None of that is confusing. Space is the canvas and the body lays predetermined records on it, draws lines, fulfills what is commanded, narrates. 

In fact, inside the abstract, pictorial and atmospheric choreography we are a witness to almost dramatic chapters of a story. From the birth to the fall, almost biblically angelic, and towards the end to something, which reminds us of the creation of the world. As if it had come into being for Venus in the form of a blooming meadow. The abstract movements of the dancer from time to time have become unmistakably symbolic, in which we read the narrative. Something unsaid about the snake, then about pregnancy, about the fall and attachment, when the dancers’ limbs almost do not follow anymore and cannot reach their previous dancing skills. Like a break in a well-known variation, which needs to be conquered again before we can move forward. Then something about flying and at the end of the phrase or the chapter every time again: the pose of Venus, who rises from the waves. All is left unsaid, and that is good. An excessive tangibility of biblical symbolism would be counterproductive to the dreamy hovering between myth and human that we experience. 

Mythic and biblical symbolism, together with the cyclic temporality of the form, in viewer's experience reaches the superhuman, semi-divine, something more eternal and omnipresent than the linearity of beginning and end. The effect is based on the numinous. In the choreography of Mala Kline, the comfort and safety of control are intertwined with the excitement of playfulness and the new. All that is found between the layers of the tangible and comprehensible, seems spacious and fresh, but accessible. We're floating, but we're tethered, so it's okay.


