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dance can be, or means today, especially in 

relation to a developing country and 

economy such as Romania. The work 

becomes about movement in general and 

choreography coming closer to everyday life 

than might at first be imagined.

Ever since her video Graduate Show (1999) in 

which Billing’s contemporaries at art school 

danced to a 1980’s soundtrack music, sound 

and rhythm have woven a continuous thread 

through her video works. Even Project for a 

Revolution (2000), though without a musical 

score, has rhythm at its heart, with ambient 

sounds of a regurgitating photocopier and the 

restless rustle of young people apparently 

waiting around for something to happen.

Young people have frequently become a focus 

of her camera’s ‘eye’, despite each work 

having hugely divergent contexts and content 

as their premise. The methodologies Billing 

employs turn film making into projects where 

the participants are an intrinsic part of their 

process. So not only the dancers, actors and 

audience constitute the participants for  

Over the last decade Johanna Billing’s videos 

have reflected on routine, rehearsal and 

ritual. Through a deft observational style, she 

places subtle emphasis on both the fragility of 

individual performance and the power of 

collective experience. Billing herself has also 

said that she is obsessed by circularity and 

retrospection. 

Billing’s new video work I’m Lost Without 

Your Rhythm (2009), is based around the 

recording of a dance choreography workshop 

in Iasi, Romania. Led by Swedish 

choreographer Anna Vnuk, with whom 

Billing last worked over a decade ago, there is 

no final performance as such. Instead the 

resulting video links several days’ activity 

into a continuous process of live 

improvisation between choreographer, 

dancers and local musicians which was 

originally watched by an audience who were 

free to come and go as they pleased.

For Billing, the project was an attempt to 

explore, along with the participating 

individuals and audience, what contemporary 

introduction
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I’m Lost Without Your Rhythm but also the 

musicians, percussionists, a marimba and 

piano player, as well as film crew, sound 

technician and stills photographer.

These constituent parts of Billing’s videos – 

their people, locations, activities, recording, 

editing and sounds – come together in a 

lengthy post-production process, making the 

whole not only greater than the sum of the 

individual parts but far from the original 

course or trajectory the project set out upon. 

Billing acknowledges that her editing is 

approached in an often rhythmical way itself 

– just as music can convey atmosphere, so 

can the nature of the edit. She exploits these 

editorial ‘cuts’ and the bits in-between, 

those that you cannot see, but feel. 1

Like many of her contemporaries, Billing’s 

interests are wide, taking in philosophy, 

music and social science as well as influence 

from her artist-friends’ practices. In the past, 

Johanna’s work has been acknowledged as 

being imbued with an appreciation of her 

native Sweden’s recent history and in 

particular the failure of her generation to 

connect with politics and the importance of 

social democracy in the same way that her 

parents generation had. It is this co-joining 

of the political with the collaborative that 

often results in her work being defined as 

‘participative’. In fact, as the accompanying 

interview with Iasi-based writer Cristian Nae 

illustrates, who also witnessed the 

‘performance’ she created for the Biennial, 

she is more often than not creating an open 

structure in which people function in a way 

that is much more democratic. Billing stages 

situations where something may or may not 

take place. Her skill lies in combining the 

choreography of the individuals whose trust 

she earns with facilitating their freedom to 

perform naturally, bringing the whole 

together through her clever editing. The 

subsequently unfolding dramas hold the 

viewer enthralled, and not infrequently 

moved. Perhaps the possibility of watching 

people fail, or struggling to do something 

not entirely natural to them, whether it be 

singing in a foreign language in Magical 

World (2005), contemplating a high dive in 

Where She Is At (2001), or learning to sail in 

This Is How We Walk On The Moon (2007), is 

a cathartic experience in itself. Either way, 

Johanna Billing brings a unique perspective 

to, and forges an emotional connection with, 

the viewers of her films because of the 

investment she makes in the people who 

feature in them. Certainly there is never one 

particular ‘group’ as such that she works 

with; indeed Billing has said that she would 

like to expand further on what we mean by 

collectively gathering people and defining 

them in this way, as institutions often gently 

encourage artists to do, whether by gender, 

nationality, their shared interests or the fact 

they simply take the same bus to work. 

Perhaps as she has intimated herself, the 

most interesting place to occupy as a 

‘participant’ is that space between the 

collective experience of producing an art 

work and the private experience of seeing it 

in the context of an art gallery or cinema. 

As well as music often being a central part 

of the atmosphere of her videos, Billing 

is also involved with music production, 

running an independent music label Make It 

Happen which releases records and organises 

concerts. So appropriately, if a ‘coda’ defines 

the concluding passage or movement of 

a piece of music, then this publication, 

more programme than catalogue, functions 

similarly for I’m Lost Without Your Rhythm.

1   Johanna Billing, Look Behind Us A Blue Sky, 2007, Carole Bertinet, ‘Editing Is 
Musical’, pp114-115

BRuCE HAINES
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intervieW

cristian nae: The concept of community is  

often linked to your artistic practice. I think of 

‘community’ as fundamentally an open, fragile, 

incomplete, and temporary social phenomenon - 

existentially groundless. What does it mean for 

you? 

Johanna Billing: The word has so many 

different meanings: geographically and 

ecologically, or in terms of activities, identities 

or shared values or interests. I wouldn’t know 

how to pick one simple way to describe it. I 

have to say though, that I actually rarely work 

with pre-existing communities or groups in 

society. On the contrary, the people that take 

part often come from various different places, 

groups, belief systems, ideas, or backgrounds. 

The films are not attempts to portray certain 

groups or communities, but rather situations 

made up of a collective of temporarily joined 

individuals. It is the differences between them 

that I am interested in, and the fact that 

normally they would not be in this specific 

made-up situation.

What makes you choose or propose a specific, 

particular setting for an action?

 Often, it is an intuitive process that 

has its starting point in dreams, memories 

or feelings I may have been puzzled by. So, 

in a sense, it can be a very psychological 

process in which things get triggered or 

emphasised by meeting certain people or 

being in a specific surrounding. Many times 

it is about tracing something back, trying 

to find out the reason why some situations, 

images and thoughts get stuck in my head 

and are difficult to pin down with words 

and understand on a more conscious level.

Does your chosen situation or context start as a 

theme, or is it the result of an intuitive process? 

 In the beginning, there is seldom 

one specific theme. The contexts of the 

films are the result of a process where I am 

trying to deal with situations I find myself 

in more accidentally. Of course I make a 

lot of choices on the way all the time but 

I don’t sit at home making the script and 

choosing a location. The location triggers 

the idea to begin with, and the more I work 

on something, the more it expands and 

becomes multilayered.
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Are these performative processes you frame a sort 

of laboratory for living in a common situation? 

Could they be extended allegorically to the 

conceptual, contextual relations of everyday 

existence, which one could see as the message of 

your works? A laboratory where individuals are 

discovering themselves when confronted by a 

specific, collective task?

 Yes, I guess you could describe it like 

that, and it is certainly about process and 

finding something on the way. However, 

while many of the projects have almost a 

catalyst function that way, I try to avoid using 

words like laboratory, as I am always very 

concerned that the projects are never about 

using people to conduct experiments. Instead, 

the set up is improvised and experimental, 

and the participants are very much a part of 

controlling the output and the result.

Sometimes you work as director, choreographer, 

and producer of a collective performance. What 

is the importance of involving a group of people 

in producing the work?

 The works themselves are never about 

the community or the group as a theme, I am 

much more interested in documenting the 

individual. But somehow, working with 

several people at the same time actually 

makes it easier to get close to that. The 

groups are somehow representative of some 

kind of backdrop, a society that is centered 

around the individual. Interestingly enough 

though, my experience is that just by 

showing a group making something together, 

no matter if it is a way of organising or just 

about being, often this becomes a focus for 

people because it seems quite a powerful and 

odd looking image or constellation itself in 

today’s society, which has become so 

individualistic.

Music plays a major part in your video works. 

Why do you emphasise it as a specific artistic 

language, especially in relation to the visual one?

 Early on I started out working with 

staged situations, mostly using photography 

as a medium. But when it came to portraying 

atmospheres, which was what I was mostly 

after, I realised that working with sound 

was one of the most efficient tools to use. 

Although it is not always treated as such in 

visual art, to me video actually consists of half 

video, half sound.  It has become natural for 

me to treat everyday, atmospheric sound – the 

soundscape – and music equally.

 I have also been working with music 

parallel to art since I was a teenager, doing 

everything from organising concerts to writing 

about and producing music. So I would say 

many of my reasons for working with music 

come from the experiences I have from being 

such an intense listener to it.  And I believe 

that if you can activate the ‘listening’ more in 

the viewer while they look at the film, you can 

get closer to an intimate communication, as we 

sometimes deal with and interpret the things 

we see and hear on different levels. This is 

especially interesting to explore in exhibitions 

where the focus is on ‘seeing’.

What does dialogue mean for you? In your films,  

it is mostly based on silence, or non-verbal elements 

like singing or dancing. These bodily actions 

suggest a complex and tacitly choreographed 

background.

 I think the way the films lack dialogue 

and are about people expressing things in a 

non-verbal way is often the result of 

documenting people who are busy doing 

something, or even just thinking. There is a 

kind of concentration that comes out of just 

being present in the situation. And in that 

situation I guess I am putting a lot of focus 

on the small details, gestures, and movements 

that can become quite physical. And the fact 

that the films try to deal with things we 

cannot put words to can – more than other 

types of film genres – make their set up 

resemble a choreography of sorts.  So, to work 

more directly and hands on with movement 

and choreography now is very challenging.  

I would say it is a lot about rhythm. And even 

if these films without dialogue or music are 

quite silent, they are still quite rhythmical, 

creating a physical dimension that in the end 

makes them as musical as my films with more 

conventional musical soundtracks.

You often produce a ‘participative’ situation 

in a very specific way. In your latest work, 

you involved a group of dancers as well as a 

‘spectator’ element – the gaze of the public. How 

do you regard this participative element?
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 My experience is that it can actually 

sometimes be a bit confusing to talk too much 

about them being ‘participatory’ projects, as 

there are often certain expectations about what 

the outcome should be for people taking part. 

Personally I can relate my work to a more 

traditional way of working with filmmaking, 

when you have a kind of unquestionable 

collaboration with people that take part in 

front of the camera. There is a natural 

collaboration going on, and often filmmakers 

also work with non-actors. So this way of 

working with other people is not something 

that I feel I need to put a specific focus on. 

 As I also work a lot with improvisation 

and with situations that people are new to, 

there can be quite an intimate atmosphere 

going on, and normally in my work, these 

recording situations – even though they are 

often of performative character - are very 

private. Alongside this, I have worked with 

one-off live events. This time I was interested 

in bringing these two, sometimes separate, 

ways of working together – bringing in an 

audience and their view from the beginning. 

At the same time I wanted to make something 

that could be treated as two separate occasions 

and a film that did not necessarily have to end 

up as a documentation of an event. 

What about dancing? What did you look for in 

the choreography workshop that was the starting 

point for your new film?

 It might come down to the curiosity  

I have for the ways we select and sort out our 

experiences in different fields. What we 

consciously regard as an intellectual activity 

- verbal or physical – and what can be 

expressed and how. Often I think I am after a 

way of communicating – sometimes perhaps 

with oneself – that we have lost contact with. 

To go after a more physical way of expressing 

things could be a way to get closer to these 

kinds of things that are lying a bit hidden 

within us.

Does this work have any sort of contextual 

significance to Iasi or to the present day social 

situation in Romania?

 I had a lot of starting points based on 

observations I made during my visit to Iasi, 

but I am still in the middle of the process of 

making the work, so it is difficult to know yet 

what meaning some of the things will have. 

 I knew I wanted to explore 

something more hands on in choreography, 

and also that I wanted to collaborate again 

with the choreographer Anna Vnuk with 

whom I worked ten years ago, in one of my 

first films which was a dance video. When 

first coming to Iasi I was curious about the 

local scene in contemporary dance. Not only 

did it hardly exist just then, considering Iasi 

is such a vibrant student city with so much 

cultural heritage, but there were few 

opportunities for people to enter this field, 

unless you started out as a classical ballet 

student at five years old. Somehow this 

conservative way of looking at contemporary 

dance became an important starting point – 

particularly the view of who could have 

access to these things. And for me, working 

together with this group of students (some 

coming from one of the few existing dance 

schools for amateurs as well as a group of 

acting students), this became an interesting 

place to explore ideas about what 

contemporary choreography could be or 

mean for people today. And perhaps this 

does not have to be specifically only about 

Iasi, but also about a general approach to 

these questions.

Who is the individual ‘I’, in the title of I’m 

Lost Without Your Rhythm and what type of 

loss do you have in mind?

 The title comes from a phrase in 

the refrain of the song My Heart originally 

written and performed by the Swedish 

drum and vocal duo ‘Wildbirds and 

Peacedrums’. I was listening to it while 

planning the project, and even though the 

lyrics are quite simple, it still took me a 

while to understand that the ‘you’ when 

Mariam Wallentin, the vocalist, sings I’m 

Lost Without Your Rhythm refers to her own 

heart and its beating. At the same time her 

co-musicians on the drums include her 

husband who she is, in the song and in 

other ways, also dependent on. So for me,  

it is both about the ‘I’, and about something 

inside us that we need to be in contact with. 

Secondly, we are dependent on the people 

around us. The song was an inspiration, 
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particularly in the way this group based its 

music on similar rhythmical instruments that 

the live musicians in the workshop used – 

such as various percussion instruments and a 

marimba. Later on, it became interesting the 

way the lyrics connected to the activities that 

go on. The whole sentence is actually ‘don’t 

run, I am lost without your rhythm’. There is 

a lot of running and a continuous increasing 

of tempo going on in the film. This has, of 

course, many meanings. 

 While making the film, the financial 

crisis was becoming more and more real. I 

was reading about how in a situation of crisis 

the natural thing for humans to do is to run; 

and how people on different levels in society 

– from big companies to individuals – were 

continuously encouraged from all kinds of 

directions to keep on running as a solution to 

their problems. But it is not something we do 

only temporarily.  More and more, we are 

turning, or using this the bodily habit of 

handling a crisis, into a situation where the 

fast speed tempo suddenly becomes the 

normal, everyday pace. With this rhythm one 

could eventually find oneself in a constant 

crisis. So this became another aspect of 

movement that was interesting to think about 

in relation to the choreography of the 

‘everyday’.

The choreography included various simple tasks  

for people to relate to. Was there any particular 

reason for choosing or proposing them?

 We wanted to work with very basic 

movements, not so much dance-related but 

everyday activities. The project avoided 

choreographic traditions and instead tried to 

make something that would challenge pre-

existing ideas about what contemporary 

choreography is. By doing this, we realised we 

couldn’t avoid crossing other people’s paths in 

history, choreographers such as Trisha Brown 

or Yvonne Rainer, who also examined the 

very basics of everyday movement. 

 I had one of the scenes planned, the 

collective typewriting session (on 1970s and 

1980s typewriters) that gradually moves from 

writing to rhythm in the way the drums are 

eventually taking over and the participants 

develop a more physical activity. This was  

also an attempt to try to work with something 

that would not represent something other  

than what it was, almost on a physical level. 

These typewriters turned out to have quite a 

specific resonance in Romania, as during the 

1980s the government regulated who could 

own a typewriter, which had to be registered  

by the police. Perhaps this was one of the 

reasons I could hardly find any machines  

from this period, and instead had to bring 

a couple of them over from Sweden.  This 

background ended up becoming interesting  

as one of the themes in the project has been  

to deal with the question of who can have 

access to certain things in life and culture. 

What is the relationship between movement and 

narration in your film? How does your video 

editing relate back to the movements of the dancers, 

the multiple cameras involved in recording, and  

the resulting multiple points of view?

 Before starting the project I was 

thinking a lot about what happens when 

choreography is filmed. It immediately 

becomes another, or even several other 

choreographies, depending on the angles and 

the cameras. This was also something that 

Anna was aware of. We decided to start by 

creating something that was totally fragmented 

to begin with. Something that can be treated as 

just bits and pieces to pick and build 

something new from. So, in a way, a final 

choreography has never existed – not even in 

the live event. All exercises were made as 

fragments. People had to create something 

themselves from what they saw when they 

came and went during the three days. In the 

editing process, I treat all the material as new 

movements from which I am creating another 

choreography, based on Anna’s original and 

the preparations around it. Although the 

attempt was not to create a document of the 

live performance, but instead something more 

abstract, the film actually does have a 

similarity to what was actually happening, as 

the event itself was constructed as various 

almost isolated situations. 

Is there anything you think might also be lost 

from the ‘live’ experience of the workshop to its 

representation on video? 

 Oh, everything is lost I think.  The 

live event was altogether a totally different 
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which was perhaps the core of the whole 

project.  I guess I am fascinated by the 

potential in these open-ended situations: the 

challenge of something remaining unfinished 

or unresolved. 

CRISTIAN NAE is an art critic and 

theoretician based in Iasi, Romania.

thing. But that was also somehow the whole 

point. The presence and tension when people 

from outside entered the room, breaking into 

the semi private sphere of the big hallway we 

used as our ‘stage’ not normally used for 

these things, was and can never be represented. 

Also very little of the live musical 

soundtrack could be used in the film for 

several technical and editing reasons. For 

this new structure, as the film in itself is, I 

decided to instead make another soundtrack, 

going back to the inspiration of the 

‘Wildbirds and Peacedrums’ song again, 

making a cover version with several vocals 

and percussion instruments.

Rehearsal itself seems to be a recurrent artistic 

motif of yours; why is this?

 This project might look like a 

rehearsal but I was interested in the fact that 

we actually did not rehearse. The event was 

a learning situation, a performance for a live 

event for an audience. Since it did not lead 

up to anything else than what it was, there is 

not a before or an after, only a present. This 

could be the very definition of improvisation, 
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workshop was produced with the help of a 

group of musicians and a professional 

choreographer, and it was recorded with the 

help of three cameras moving around the 

scene. By using their bodies, their movements 

and gestures, the dancers were learning to 

coordinate their actions, confronted by a 

series of specific, ordinary situations. At the 

same time, they were able to express 

themselves as individuals. 

Few passers-by were aware that this ‘rehearsal’ 

stood for Johanna Billing’s contribution to 

the Periferic 8: Art as Gift contemporary art 

biennial taking place in the city.

This was not the first time Billing had 

proposed a collaborative work involving non 

professional groups of people gathered 

together voluntarily in a rehearsal situation.  

Moreover, it is a manner of working which 

raises questions about the representation of 

community and its relationship with the 

individual. The use of amateurs challenged 

the relationship between staging a ‘social 

body’ and spontaneous communication among 

Through the wide open doors of a student 

house facing a large square in the centre of 

Iasi, passers-by could catch a glimpse of an 

unusual phenomenon during a week in 

October. This place, with connotations of 

‘youth’ and the rhetoric of ‘future generations’ 

(suggesting learning and becoming), is in fact 

an ancient communist building now open to 

the public. In a sort of metonymic reference, 

the history of the edifice and its present-day 

gesture suggest a state of perpetual 

transformation undergone by Romanian 

society in the last twenty years and the 

rhetoric of change accompanying them. 

A row of stairs in front of these rarely used 

entrance doors make this space look like an 

enormous theatrical scene, although not 

many people actually stop to take a look at 

what happens inside it. At the end of a long 

corridor on the first floor, a group of amateur 

dancers and theatre students from Iasi were 

taking part in a choreography workshop. 

They were gathered together on an 

improvised ‘stage’, half-way between a 

shooting-range and a rehearsal room. The 

iasi, romania, octoBer 2008
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to enact a choreographic exercise today also 

meant, in an oblique way, to invite an 

audience to a collective exercise of 

recollection and to suggest a test of societal 

cohesion for the participating individuals in 

this situation. 

But its location and character also related to 

present-day Romanian society, marked by 

collective uncertainty about the future. using 

non-professional dancers assured the 

authenticity of the workshop and avoided the 

possibility of a ‘mannered’ artistic expression. 

In Romanian society, choreography is still an 

under-represented profession – a situation 

shared by many other collective artistic 

practices. Therefore, even if unintended, by 

focusing on rhythm and mutual coordination, 

the workshop implicitly questioned the 

present-day blurred reference points of young 

Romanian groups. It also highlighted their 

fragile collective cohesion in a society 

characterised by a recently emerged ideology 

of ‘change’ and ‘Europeanisation’.  

Besides the fascinating poetics of the 

performance and the deeply emotional 

individuals. Being a ‘rehearsal’ stressed the 

incomplete and dynamic character of this 

social phenomenon, closer to a ‘work-in- 

progress’ and suggesting a never ending task. 

It may also be worth noting that the 

workshop, by its choreographic and 

therefore performative nature, was, through 

its location, set against a particular historical 

background. During the communist regime, 

many artists tried to achieve individualism 

by means of performance  – regarded as 

individual resistance to ideological pressure. 

However, this was mainly a private exercise, 

often performed in the intimacy of one’s own 

home or in other, non-institutionalised and 

publicly unacknowledged, places. The 

individual’s body was regarded as the 

ultimate battle-ground for the exercise of 

power and control from the totalitarian 

regime. Choreography was mainly used in 

mass festivities, specific to communist times, 

which involved thousands of anonymous 

people gathered together in order to perform 

the megalomaniac dreams of that delirious 

social machinery. In this historical context, 

character of the music which accompanied 

the experience, perhaps it is this 

uncomfortable but necessary self-questioning 

of what a collective performance means and 

how we adapt to changing social conditions 

that Billing brought as a ‘gift’ to the local 

context of Iasi and its social self-representa-

tions. But the anonymity of the dancers 

involved in the situation created by Billing 

means the event defies any particular 

narrative and easy categorisation. 

CHRISTIAN NAE
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to the Towner Collection, Eastbourne. 

Following Johanna Billing, Los Angeles 

based filmmaker Kerry Tribe will complete 

the series with a project to be launched at 

Arnolfini in 2010.

These artists were invited after periods 

of research and discussion between our 

curatorial teams; each was felt to be at a point 

where they would take full advantage of the 

time and resources available to extend their 

own limits.

Johanna Billing accepted the commission at 

a time when her reputation and influence as 

an artist has become more widely established. 

She has wholeheartedly embraced the 

opportunity that was offered and we 

very much appreciate her hard work and 

commitment to creating her new work and to 

the production of this catalogue.  Our thanks 

go to her and to Cristian Nae for recounting 

his time spent with Johanna during her 

filming in Iasi and for illuminating the 

process through the interview with her. 

We are thankful to Lisa Panting and Malin 

Johanna Billing’s new work, I’m Lost Without 

Your Rhythm (2009), has been produced as the 

second in a series of three new commissions 

organised by Camden Arts Centre, London; 

Modern Art Oxford and Arnolfini, Bristol.

 

The 3 Series is a three year programme which 

binds three, like-minded, public institutions 

who share a strong commitment to nurturing 

artists’ work and ideas.

Our collective desire for the series is to 

enable three distinctive international artists, 

to create a new work and present it in three 

different cities. Each of the commissioned 

works will be gifted to a regional public 

collection, contributing to the development 

of those collections and ensuring a legacy for 

the artists’ work in this country. 

Mircea Cantor was the first artist to be 

commissioned. His installation, The Need 

for Uncertainty, was produced and presented 

in Oxford, Bristol and London throughout 

2008/09. One of his works has now been 

presented, via the Contemporary Art Society, 

afterWord
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Ståhl of Hollybush Gardens who represents 

Johanna’s work in London, and Simon 

Josebury who has designed the format of all 

the 3 Series publications. He has produced a 

book which captures wonderfully the spirit 

of Johanna’s project. We join Johanna in 

thanking all those who took part in I’m Lost 

Without Your Rhythm and assisted in the 

making of the work in Romania and Sweden.

Bruce Haines, Anne-Marie Watson and 

Richard Gough at Camden Arts Centre have 

worked closely with Johanna to assist her 

in the realisation of the commission and 

publication.  Our thanks go to them and to 

Nav Haq and Lucy Badrocke at Arnolfini and 

Suzanne Cotter and Emily Smith at Modern 

Art Oxford for organising the presentation of 

the work at their respective institutions and 

their ongoing contributions to the success of 

the series.  

The 3 Series is made possible through Arts 

Council England’s Grants for the Arts awards 

and we are particularly grateful to Arts 

Council South East for their adventurous 

support since the initial proposal. Valuable 

additional support for the production of 

Johanna Billing’s work has been received 

from Iaspis and the Swedish Embassy, 

London.

JENNI LOMAx

DIRECTOR, CAMDEN ARTS CENTRE

TOM TREVOR

DIRECTOR, ARNOLFINI

MICHAEL STANLEY

DIRECTOR, MODERN ART OxFORD
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(vocals) Johanna Billing (vocals) Karl-Jonas Winqvist 
(vocals) produced by Johanna Billing, recorded and mixed 
by Tuomas Hakava, Up and Running studio, Stockholm. 
Mastered by Joachim Ekermann

Produced by Camden Arts Centre, London; Arnolfini, 
Bristol and Modern Art Oxford as part of the 3 Series:  
3 artists, 3 spaces, 3 years, in the frame of Periferic 8 -  
Art as Gift, Biennial for Contemporary Art, Iasi, Romania 
with support from Iaspis, Sweden 

Thanks to Theodor Popescu and the National Opera in 
Iasi for lending the marimba; Anticariatul Grumäzescu, 
Adrian Cäliman at Casa di Stuentilor; Alexandru and 
Mircea Ignat at Qusar Dance; Alexandru Bonegru, Matei 
Benjaru, Dora Hegyi, Henry Moore Selder, Wildbirds & 
Peacedrums, Julian and Karl-Jonas Winqvist  


