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“Here comes the blind thread to sew it shut.”

 William Matthews (ʻThe Needleʼs Eye, the Lensʼ) 
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I.

Open curtain

A white room. A white box is to be centred in this room. 

Enter I (to stand in front of the box)

I: I 

The box is to begin to move, rocking to stage right once.
 
   Pinion

The box is to move, rocking to stage left once.

Exit I

Close curtain. The white box is to be removed.
ca. 30ʼʼ
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II.

Open curtain.

A clear box is to replace the white box. The box is to stand for 15ʼʼ. 

Enter II

II is to enter from stage right. II is to be facing stage left upon entering and 
exiting from the stage. II is to enter holding a rope behind their back. The 
rope is to be fastened to a person who is to be wearing a leather body suit 
and is gagged and tied (pinioned). The person is to be tightened to this rope 
and is to be dragged from stage right to stage left. The distance between II 
and this person is to be equal to one quarter of the width of the stage. The 
person who is to be dragged should struggle and attempt to communicate to 
the audience. This person and II are to exit to stage left without the 
interruption of movement. The box is to be still for a further 15ʼʼ.

ca. 1ʼ
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III.

Enter III

III is to replace II in repeating the act of the former with the exception of 
becoming still at the clear box. III is to release the rope from the person, 
placing it within the corner of the box, laying the person down onto the 
ground in a quasi-foetal position. III opens the clear box and begins to 
compile and restrain the person within it. The person, whilst being 
compiled into the box is to attempt to resist and communicate to the 
audience. I and II are to enter whilst III begins to place the person within 
the clear box. I and II are to be standing directly next to each other, both 
facing the clear box. Their combined width must be centred to the clear 
box. They are to begin to dance together towards the box, circling it when 
they become one quarter of the stageʼs distance from it. They are to circle 
the box 3 times, except exit dancing in the opposite direction of their 
entrance. III is to close the box with the person restrained inside. The box 
is to initially rock and then decreasingly become still. III is then required to 
stand and follow the direction of the former exiting by I and II, except 
nearing exit turns and moves towards the front of the stage facing the 
audience.

III: My fucking world is coming to an end. 

Exit III
Close curtain

 ca. 2ʼ
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IV.

Open curtain.

The clear box containing the person in the leather body-suit who is 
pinioned is to remain. A red liquid is to fill the capacity of the clear box. A 
substitute for the person in the leather body-suit who is pinioned may be 
used. 

Enter IV

IV is to be dragging a boat from stage right to near the clear box that 
contains the red liquid. When they reach the box they are to become still. 
They are to reach within the box to bring two oars out of the boat. These 
are to be fastened to the vessel. The situation of objects is to remain.

IV: An oar is attached to a vessel as a red liquid is formed from the 
condition.

IV is to move towards the clear box that is filled with a red liquid. They are 
to tip the clear box so its contents indivertibly affects the situation of 
objects. The force is to remove the person in the leather body-suit who is 
pinioned. This person is to be permeated by the red liquid. At the end of 
the stimulus, IV is to exit to stage right whilst removing the oars from the 
boat, placing them inside the boat, and dragging the boat in the same 
manner. The product is to remain for a further 30ʼʼ.

Close curtain. Removal of production.

ca. 2ʼ30ʼʼ
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V.

The stage is to be cleared leaving the fundamentals present. 

Open curtain.

V, VI, VII and VIII are to have entered. VI, VII and VIII are to be situated in 
a straight line at the front of the stage, equidistance from each other and 
the edges of the stage; VI is to be centered and at the front of the stage, 
VII is to be stage right of VI and VIII is to be stage left of VI. V is to be 
situated in the centre of the stage. Dialogue is to commence 
simultaneously (or as noted) by V, VI, VII and VIII in a non-synchronised 
but temporally related manner. The dialogue is to be performed “aleatory”  
in indicated differentiation of tempo by the singular parts. Thus, different 
relations between the dialogue are formed. The words which are to be 
performed by each part are separated, and consist of different lengths to 
be spoken at an indicated tempo measured in beats per minute in which 
a beat is calculated by the syllables spoken by the performers. These 
different parts may be required to be repeated in a cyclic manner which 
will be indicated on each part. The punctuation used in each section of 
dialogue is used merely for orientation and has no function and does not 
indicate the tone, articulation or manner of speech by the performers. 

V: A strike to a skull through the temporal relationship  between the galaxy 
and the constructs which confine infinity. Green moves towards 
syntactical movements of space through the destruction of form. This is 
not the cyclic process that confuses the extravert, a vertebratic structure 
forms the process. A bone is moved, connected through space so it 
becomes a construct. 

Note: For V, there are 93 syllables to be spoken at approximately 
160-180bpm to be repeated 4-6 times at the minimum tempo or 4 times 
at the maximum tempo to achieve the required effect.

ca. 20-30ʼʼ for each cycle

VI: The. The. The. The. The. The. The. The. The. The. The. The. The. 
The. The. The. The. The. The. The. The. The. The. The. The. The. The. 
The. The. The. The. The. The. The. The. The. The. The. The. The. The. 
The. The. The. The. The.

Note: For VI, there are 46 syllables to be spoken at 120-146bpm to be 
repeated 4-6 times at the minimum tempo or 8-12 times at the maximum 
tempo to achieve the required effect. The initial syllable is to commence 
subsequent to the beginning syllable of the dialogue performed by V.

ca. 10-20ʼʼ for each cycle

VII: Strike. Moves. Destruction. Process. Confuses. Forms. Moved. 
Connected. Construct.

Note: For VII, there are 17 syllables to be spoken at approximately 
40-60bpm to be repeated 4-6 times at the minimum tempo or 8-12 times 
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at the maximum tempo to achieve the required effect. This is to 
commence simultaneously to the dialogue performed by V.

ca. 10-20ʼʼ for each cycle

VIII: Through. Between. Confine. Towards. Through. That. Through. 
Becomes. 

Note: For VIII, there are 12 syllables to be spoken at 140-160bpm to be 
repeated 8-12 times at the minimum tempo or 16-24 times at the 
maximum tempo to achieve the required effect. The initial syllable is to 
commence subsequent to the beginning syllable of VII. 

ca. 5-10ʼʼ for each cycle

Close Curtain

Duration for V is ca. 1ʼ20ʼʼ-2ʼ
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VI.

Open curtain

V, VI, VII, VIII, IX, X, XI, XII, XIII and XIV are to have entered. The stage 
is to be considered in two equal halves which are formed horizontally. V is 
to be situated in the centre of the back half of the stage. VI, VII, VIII, IX, 
X, XI, XII, XIII and XIV are to form a 3 by 3 “grid”  equidistance from each 
other in the front half of the stage which is referenced as having three 
columns which are numbered sequentially (merely in orientation) from 
front to back and rows which are numbered from stage left to stage right. 
VI, VII and VIII are to be situated in the first column with VI  to be situated 
in the first row, VII to be situated in the second row and VIII to be situated 
in the third row. IX, X and XI are to be situated in the second column with 
IX to be situated in the first row, X to be situated in the second row and XI 
to be situated in the third row. XII, XIII and XIV are to be situated in the 
third column with XII to be situated in the first row, XIII to be situated in 
the second row and XIV to be situated in the third row. Dialogue is to 
commence in the same simultaneous (or as noted) manner by V situated 
in the back half of the stage in relation to VI, VII, VIII, IX, X, XI, XII, XIII 
and XIV situated in the front half of the stage in a non-synchronised but 
temporally related manner. The dialogue is to be performed “aleatory” by 
indicated differentiation of tempo by the singular parts forming different 
relationships. This is an extension of the previous relationship  between 
four singular sections of dialogue, with ten singular sections of dialogue 
and two halves of the stage which “situate” these parts to form further 
relationships. The dialogue is to remain performed “aleatory” by indicated 
differentiation of tempo by the singular parts. The words which are to be 
performed by each part are separated and consist of different lengths 
which are to be spoken at an indicated tempo measured in beats per 
minute in which a beat is calculated by the syllables spoken by the 
performers. These different parts may be required to be repeated in a 
cyclic manner which will be indicated on each part. The punctuation used 
in each section of dialogue is used merely for orientation and has no 
function and does not indicate the tone, articulation or manner of speech 
by the performers. The dialogue spoken by the parts is to be considered 
in 3 “grids” and one singular part. The singular part is V. The three “grids” 
are VI, VII and VIII, IX, X and XI and XII, XIII and XIV. The “grids” are to 
speak at a small differentiation of the indicated tempo or rubato ad lib  as 
in jazz which forms a cyclic process from simultaneity to non simultaneity. 

V: The subterfuge does not create relating panels through symbol and 
form. The figure becomes a semblance which is in mirror and inverse 
effect. A dot is created to flow through figuration. Insight becomes painful 
for the dissenter. We are presented at the centre of the destruction of 
humanity in order to create complex organisms that can abstract 
simplicity to confuse and divert thus. At year zero. 

Note: For V, there are 109 syllables to be spoken at 184bpm to be 
repeated 3 times to achieve the required effect. 

VI: The troops have convened. 
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Note: For VI, there are 5 syllables to be spoken at 92bpm to be repeated 
35 times to achieve the required effect.

VII: The failure of the American promise. 

Note: For VII, there are 11 syllables to be spoken at 92bpm to be 
repeated 15 times to achieve the required effect. 

VIII: The follies of human nature. 

Note: For VIII, there are 8 syllables to be spoken at 92bpm to be 
repeated 21 times to achieve the required effect.

IX: Subterfuge. Relating panels. Symbol. Form. Figure. Semblance. Dot. 
Figuration. Insight. Centre. Humanity. Organisms. Simplicity. Thus. Year 
zero. 

Note: For IX, there are 40 syllables to be spoken at 138bpm to be 
repeated 6 times to achieve the required effect.

X: Create. Through. Becomes. Created. Flow. Becomes. Presented. 
Destruction. Create. Abstract. Confuse. Divert.

Note: For X, there are 25 syllables to be spoken at 138bpm to be 
repeated 9 times to achieve the required effect.

XI: The. Does not. And. The. A. Is in. And. A. Is. To. For the. We are. At 
the. Of the. Of. In. To. That can. To. And. At. 

Note: For XI, there are 28 syllables to be spoken at 138bpm to be 
repeated 9 times to achieve the required effect.

XII: Immune to suffering. Inured to violence. Desensitised. Controlled. 
Authority. Power. Social relationships. 

Note: For XII, there are 28 syllables to be spoken at 116bpm to be 
repeated 7 times to achieve the required effect.
 
XIII: This is not the last: this is a new shift towards the beginning. 

Note: For XIII there are 16 syllables to be spoken at 116bpm to be 
repeated 15 times to achieve the required effect.

XIV: Let us form bricks. 

Note: For XIV, there are 4 syllables to be spoken at 116bpm to be 
repeated 60 times to achieve the required effect.

Close curtain
Duration for VI is ca. 1ʼ40ʼʼ-1ʼ50ʼʼ
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VII.

Open curtain

V and XIV are to have entered. This is an extension of the previous 
relationship  formed between two equal halves of the stage. V is to stand 
in the centre of the back division of the stage and XIV is to stand in the 
centre of the front division of the stage. The dialogue spoken is to 
commence simultaneously at different tempos measured in beats per 
minute in which a beat is calculated by the syllables spoken by the 
performers. The differentiation of tempo between V and XIV is to form 
temporal relations in dialogue. For V the dialogue is to be spoken at 
88bpm and for XIV the dialogue is to be spoken at 84bpm. The dialogue 
is to appear to be synchronised during the commencement of dialogue by 
V and XIV before gradually becoming separate and then becoming 
synchronised again which forms a cyclic process that is related “aleatory” 
to the actual spoken dialogue. The dialogue is to repeat with V speaking 
at 184bpm and XIV speaking at 192bpm or “even faster” in the same ratio 
when V and XIV have completed one cycle and is to end when V and XIV 
have completed two cycles. The punctuation used in each section of 
dialogue is used merely for orientation and has no function and does not 
indicate the tone, articulation or manner of speech by the performers. 

V: Hold cardboard and look through the opening. The needle creates the 
aperture. Put the liquid in the vein and release. Create a cube from 
squares and efface to form a skeletal structure.

Note: For V there are 39 syllables to be spoken at 88bpm in relation to 
XIV to speak at 84bpm. Once one cycle of synchronicity to non-
synchronicity to synchronicity has been completed V is to speak at 
184bpm in relation to XIV to speak at 192bpm or “even faster” in the 
same ratio.

XIV: Open the body. Cut the scalp up. Remove the brain. Eat the void. 
Remove the eyes from the inside and sew the opening. Place them on 
the pyramid. 

Note: For XIV there are 37 syllables to be spoken at 84bpm in relation to 
V to speak at 88bpm. Once one cycle of synchronicity to non-
synchronicity to synchronicity has been completed XIV is to speak at 
192bpm in relation to V to speak at 184bpm or “even faster” in the same 
ratio.

Close curtain
ca. 2ʼ
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VIII.

Open curtain

A white structure in the dimensions of a cube with a door on the face 
towards the back of the stage out of the audienceʼs sight is to be placed 
onto the stage being equidistance (one eighth of the width of the stage) 
from the left and the right, front and back of the stage as well as the 
distance above the structure. This only allows an audience to see 3 of 4 
“sections” of the performance area meaning that the interruption of visual 
and spoken performance becomes automatically regulated by structure. 
Inside this structure there are to be three metronomes placed in an 
equilateral triangle spaced as far apart as possible with the vertex 
pointing towards the audience. The tempo for the triangle furthest stage 
left is to be 104bpm, the tempo for the triangle furthest stage right is to be 
120bpm and the triangle closest to the audience is to be 88bpm. The 
metronomes are to be programmed so that they end at 1ʼ  when they 
become simultaneous. XV is to enter from within this structure and turn to 
walk the perimeter of it beginning from stage right and exiting within the 
structure. The duration of this path of movement by XV is to be equal to 
40ʼʼ. XV is to repeat this movement (with no pause in between) but is to 
become still when the metronomes become “synchronised” which should 
be at the front centre of the structure. During the first movement the stage 
is to be lit to create non-distinction between the stage and the structure. 
During the second movement the lights are to be turned off immediately 
and XV is to be carrying 12 fluorescent lights. When XV becomes still at 
the centre of the structure at 1ʼ they are then to construct a cube using 
the fluorescent lights which should become lit when each is situated. The 
construction is to be ad lib  by the performer but should only take 12ʼʼ. The 
dimensions of this structure are to be 60cm cubed. After this construction 
the lights are to “fade to white” so that the stage becomes “indefinable” 
from XV and the two cube structures. XV is to then walk to the front stage 
left corner and become still. XIV is to enter from the larger cube structure 
and walk to the front stage right corner. XIII is to enter from the larger 
cube structure and walk to the back stage right corner. XII is to enter from 
the larger cube structure and walk to the back stage right corner whilst 
XIII, XIV and XV are to rotate anti-clockwise so that XII, XIII, XIV and XV 
form a square from their positions. XII, XIII, XIV and XV are to rotate 2 
more times so that XII is to be situated at the front stage left corner, XIII is 
to be situated at the back stage left corner, XIV is to be situated at the 
back stage right corner and XV is to be situated at the front stage right 
corner. XI is to enter from the larger cube structure and is to walk to the 
back stage right corner whilst XIV is to walk to the front stage right corner 
and XV is to walk and stand inside the smaller cube structure facing 
stage left. X is to enter from the larger cube structure and walk to the 
back stage right corner whilst XIV is to move to the front stage left corner 
and XII is to move to the back stage left corner, and XIII is to exit through 
the larger cube structure. IX is to enter and X, XI and XIV are to rotate 
positions to the next corner and XII is to exit through the larger cube 
structure. VIII is to enter and IX, X and XI are to rotate positions to the 
next corner and XIV is to exit through the larger cube structure. VII is to 
enter and VIII, IX and X are to rotate positions to the next corner and XI is 
to exit through the larger cube structure. VI is to enter and VII, VIII and IX 
are to rotate positions to the next corner and X is to exit through the 
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larger cube structure. V is to enter and VI, VII and VIII are to rotate 
positions to the next corner and IX is to exit through the larger cube 
structure. IV is to enter and V, VI and VII are to rotate positions to the 
next corner and VIII is to exit through the larger cube structure. III is to 
enter and IV, V and VI are to rotate positions to the next corner and VII is 
to exit through the larger cube structure. II is to enter and III, IV and V are 
to rotate positions to the next corner and VI is to exit through the larger 
cube structure. I is to enter and II, III and IV are to rotate positions to the 
next corner and V is to exit. I, II and III are to rotate positions to the next 
corner and IV is to exit through the larger cube structure. I and II are to 
rotate positions to the next corner and III is to exit through the larger cube 
structure. I is to rotate its position to the next corner and II is to exit 
through the larger cube structure. I is to exit through the large cube 
structure. The duration of each rotation is to be 4ʼʼ and the exit and 
entering of performers is to be 2ʼʼ. When the performers move to a 
different position they are to become still for 2ʼʼ  before the subsequent 
movement. XV is to be still for the entire duration of the movement. After 
this movement (when I has exited) the dialogue for XV is to commence in 
Japanese with no surtitles. 

XV: 白の白

Close curtain 
ca. 3ʼ
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IX.

Open curtain

A white structure in the shape of a rectangular prism is to be situated on 
the stage with dimensions equaling the height of the performers and the 
width of the stage and length equaling three fifths of the stage leaving 
one fifth of the stage cleared on either side and in front and behind the 
structure. I is to be sitting, facing stage left, on a green plinth which is to 
be situated to stage right of the centre on the structure. A red plinth is to 
be towards the front and left of the stage on the structure (in front of I). 
The dimensions of the green plinth are to be three quarters of the height 
and twice the width of I. The red plinth is to be half of these dimensions. 
II, III, IV, V, VI, VII, VIII, IX, X, XI, XII, XIII, XIV, XV, XVI, XVII, XVIII, XIX, 
XX, XXI, XXII, XXIII, XXIV and XXV are to be underneath the structure 
forming three equal “nonfunctional gears”. The “gears” are constituted by 
the positions of the performers who initially form octagons and then move 
accordingly to specific temporally related dialogue at tempos which are 
formed in the various positions. II, III, IV, V, VI, VII, VIII and IX form one 
“gear” towards the front and centre of the structure, X, XI, XII, XIII, XIV, 
XV, XVI and XVII are to form a second “gear”  towards the back and to 
stage left of the structure, and XVIII, XIX, XX, XXI, XXII, XXIII, XXIV and 
XXV are to form a third “gear” towards the back and to stage right of the 
structure. The performers in each “gear”  are to form equidistant octagons 
by situating one performer per vertex working in numerical order 
clockwise from the bottom right hand vertex to the bottom left hand 
vertex. For each of the “gears” there are 8 tempos formed by the position 
of the performer; for the first “gear” (working anti-clockwise from the 
bottom right hand corner vertex to the bottom left hand corner vertex) the 
tempos are 96bpm, 144bpm, 192bpm, 88bpm, 136bpm, 184bpm, 80bpm 
and 128bpm; for the second “gear” the tempos are 200bpm, 162bpm, 
124bpm, 192bpm, 154bpm, 136bpm, 184bpm and 146bpm; and for the 
third “gear” the tempos are 84bpm, 168bpm, 126bpm, 252bpm, 189bpm, 
244bpm, 118bpm, 160bpm and 76bpm. The performers are to  
simultaneously move anticlockwise within their “gears” which should take 
2ʼʼ  and are to become still for 2ʼʼ at the next vertex, speaking the specific 
dialogue at the required tempo. Therefore, to move through one cycle it 
should only take 32ʼʼ. Considering the amount of syllables within the 
spoken dialogue to be performed at the required tempo at 2ʼʼ, the tempo 
therefore automatically regulates interruption of the dialogue and forms 
different relationships due to the positions of the performers within the 
“non-functional gears”. Subsequent to one cycle being completed the 
performers from each “gears” are to fall out individually to the next “gear” 
until each of the performers from one “gear” have assumed positions in 
the next “gear”. This is to be achieved by the performer positioned in the 
bottom right hand corner vertex moving and situating the empty position 
left by the performer who has fallen out of their “gear”. The duration of the 
transition of “gears” should take 2ʼʼ  and should follow in the same manner 
as the previous movements, i.e. by becoming still for 2ʼʼ when each 
performer has been situated in the next position and speaking the 
specific dialogue at the required tempo. The performers in the first “gear” 
are to fall out individually and situate themselves in the positions of the 
second “gear”, the performers in the second “gear” are to fall out 
individually and situate themselves in the positions of the third “gear” and 
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the performers in the third “gear” are to fall out individually and situate 
themselves in the positions of the first “gear”. The dialogue is to continue, 
but at different tempos and thus different relationships between the 
dialogue in each specific “gear” as well as between the “gears” 
themselves which are formed. Subsequent to a second cycle, the 
performers in each “gear” are to fall out individually in the same manner 
to next anticlockwise “gear” and perform the final cycle. The written 
dialogue for each performer consists of 48 “parts” which are to be 
performed throughout the three cycles and three transitions (there are 48 
positions in which each performer assumes and performs the spoken 
dialogue at the required tempo). The 48 “parts” are not intended to be 
individual from each other but rather melt into one continuous “part”. The 
punctuation is used merely as orientation to indicate the division of each 
of the 48 “parts” for each performer and has no function and does not 
indicate the tone, articulation or manner of speech by the performers. 
Each cycle within the “gears” and the transition between the “gears” 
should take 36ʼʼ which, due to their being three cycles and three 
transitions, meaning that the dialogue and movement for these 
performers should take 3ʼ  26ʼʼ. At the end of the third cycle the performers 
are to become still and I is to move from sitting on the green plinth to 
sitting on the red plinth indivertibly and perform the required dialogue. 

II: A. A.  A. A.  A. A. A.  A.  A.  A.  A. A.  The.  The. The. The. The. The. 
The. The. The. The. The. The. To. To. To. To. To. To. To. To. To. To. To. To. 
In. In. In. In. In. In. In. In. In. In. In. Z.

III: Us. Us. Us. Us. Us. Us. Us. Us. Us. Us. Us. Us. Then. Then. Then. 
Then. Then. Then. Then. Then. Then. Then. Then. Then. There. There. 
There. There. There. There. There. There. There. There. There. There. 
When. When. When. When. When. When.  When. When. When. When. 
X. When. 


IV: Why. Why. Why. Why. Why. Why. Why. Why. Why. Why. Why. Why. 
How. How. How. How. How. How. How. How. How. How. How. How. Is. Is. 
Is. Is. Is. Is. Is. Is. Is. Is Is. Is. Now. Now. Now. Now. Now. Now. Now. 
Now. Now. Y. Now. Now. 

V: Know. Know. Know. Know. Know. Know. Know. Know. Know. Know. 
Know. Know. Know. Know. And. And. And. And. And. And. And. And. And. 
And. And. And. I.  I. I. I.  I.  I. I. W. I. I. I. 

VI: Moves. Becomes. Creates. Enables. Moves. Becomes. Creates. 
Enable. Moves. Becomes. Creates. Enables. Moves. Becomes. Creates. 
Enables. Moves. Becomes. Creates. Enables. Moves. Becomes. Creates. 
Enables. Moves. Becomes. Creates. Enables. Moves. Becomes. Creates. 
Enables. Moves. Becomes. Creates. Enables. Moves. Becomes. Creates. 
X. Moves. Becomes. Creates. Enables. 

VII: Block. Prevent. Comparatively. Institutions.  Block. Prevent. 
Comparatively. Institutions. Block. Prevent. Comparatively. Institutions. 
Block. Prevent. Comparatively. Institutions. Block. Prevent. 
Comparatively. Institutions. Block. Prevent. Comparatively. Institutions. 
Block. Prevent. Comparatively. Institutions. Block. Prevent. 
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Comparatively. Institutions. Block. Prevent. Comparatively. Institutions. 
Block. Prevent. Comparatively. Institutions. Block. Prevent. V. Institutions. 
Block. Prevent. Comparatively. Institutions.

VIII: Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. W. Call for anarchy. Stab the 
“intelligentsia”. Independent thought. Creativity. Call for anarchy. Stab the 
“intelligentsia”.

IX: Why? When? How? What? Why? When? How? What? Why? When? 
How? What? Why? When? How? What? Why? When? How? What? 
Why? When? How? What? Why? When? How? What? Why? When? 
How? What? Why? When? How? What? Why? When? How? What? U. 
When? How? What? Why? When? How? What?

X: An. An. An. An. An. An. An. An. An. An. An. An. Before. Before. Before. 
Before. Before. Before. Before. Before. Before. Before. Before. Before. 
Their. Their. Their. Their. Their. Their. Their. Their. Their. Their. Their. 
Their. Who. Who. Who. V. Who. Who. Who. Who. Who. Who. Who. Who. 

XI: For. For. For. For. For. For. For. For. For. For. For. For. Yours. Yours. 
Yours. Yours. Yours. Yours. Yours. Yours. Yours. Yours. Yours. Yours. 
Wonʼt. Wonʼt. Wonʼt.  Wonʼt. Wonʼt. Wonʼt. Wonʼt. Wonʼt. Wonʼt. Wonʼt. 
Wonʼt. Wonʼt. Wonʼt. Wonʼt. Mine. Mine. T. Mine. Mine. Mine. Mine. Mine. 
Mine. Mine. Mine. Mine. 

XII: Didnʼt. Didnʼt. Didnʼt. Didnʼt. Didnʼt. Didnʼt. Didnʼt. Didnʼt. Didnʼt. Didnʼt. 
Didnʼt. Didnʼt. From. From. From. From. From. From. From. From. From. 
From. From. From. Too. Too. Too. Too. Too. Too. Too. Too. Too. Too. Too. 
Too. Them. U. Them. Them. Them. Them. Them. Them. Them. Them. 
Them. Them.

XIII: Theyʼre. Theyʼre. Theyʼre. Theyʼre. Theyʼre. Theyʼre. Theyʼre. 
Theyʼre. Theyʼre. Theyʼre. Theyʼre. Theyʼre. Youʼre. Youʼre. Youʼre. Youʼre. 
Youʼre. Youʼre. Youʼre. Youʼre. Youʼre. Youʼre. Youʼre. Youʼre. Weʼre. 
Weʼre. Weʼre. Weʼre. Weʼre. Weʼre. Weʼre. Weʼre. Weʼre. Weʼre. Weʼre. 
Weʼre. S. Ours. Ours. Ours. Ours. Ours. Ours. Ours. Ours. Ours. Ours. 
Ours. 

XIV: Destroy. Recreate us. Now to become. Self-similar. Destroy. 
Recreate us. Now to become. Self-similar. Destroy. Recreate us. Now to 
become. Self-similar. Destroy. Recreate us. Now to become. Self-similar. 
Destroy. Recreate us. Now to become. Self-similar. Destroy. Recreate us. 
Now to become. Self-similar. Destroy. Recreate us. Now to become. Self-
similar. Destroy. Recreate us. Now to become. Self-similar. Destroy. 
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Recreate us. Now to become. T. Destroy. Recreate us. Now to become. 
Self-similar. Destroy. Recreate us. Now to become. Self-similar. Destroy. 
Recreate us. Now to become. Self-similar. 

XV: Build from the mikrokosmos. Hold. Expatiate. Form an occurrence. 
Build from the mikrokosmos. Hold. Expatiate. Form an occurrence. Build 
from the mikrokosmos. Hold. Expatiate. Form an occurrence. Build from 
the mikrokosmos. Hold. Expatiate. Form an occurrence. Build from the 
mikrokosmos. Hold. Expatiate. Form an occurrence. Build from the 
mikrokosmos. Hold. Expatiate. Form an occurrence. Build from the 
mikrokosmos. Hold. Expatiate. Form an occurrence. Build from the 
mikrokosmos. Hold. Expatiate. Form an occurrence. Build from the 
mikrokosmos. Hold. R. Form an occurrence. Build from the mikrokosmos. 
Hold. Expatiate. Form an occurrence. Build from the mikrokosmos. Hold. 
Expatiate. Form an occurrence. Build from the mikrokosmos. Hold. 
Expatiate. Form an occurrence. 

XVI: In this space. From the sun. Down towards us. We have been 
aligned. In this space. From the sun. Down towards us. We have been 
aligned. In this space. From the sun. Down towards us. We have been 
aligned. In this space. From the sun. Down towards us. We have been 
aligned. In this space. From the sun. Down towards us. We have been 
aligned. In this space. From the sun. Down towards us. We have been 
aligned. In this space. From the sun. Down towards us. We have been 
aligned. In this space. From the sun. Down towards us. We have been 
aligned. In this space. S. Down towards us. We have been aligned. In this 
space. From the sun. Down towards us.  We have been aligned. In this 
space. From the sun. Down towards us. We have been aligned. In this 
space. From the sun. Down towards us. We have been aligned.

XVII: Is this? Was it? When did it happen? How did it occur? Is this? Was 
it? When did it happen? How did it occur? Is this? Was it? When did it 
happen? How did it occur? Is this? Was it? When did it happen? How did 
it occur? Is this? Was it? When did it happen? How did it occur? Is this? 
Was it? When did it happen? How did it occur? Is this? Was it? When did 
it happen? How did it occur? Is this? Was it? When did it happen? How 
did it occur? Q. Was it? When did it happen? How did it occur? Is this? 
Was it? When did it happen? How did it occur? Is this? Was it? When did 
it happen? How did it occur? Is this? Was it? When did it happen? How 
did it occur?

XVIII: Of. Of. Of. Of. Of. Of. Of. Of. Of. Of. Of. Of. Am. Am. Am. Am. Am. 
Am. Am. Am. Am. Am. Am. Am. Have. Have. Have. Have. Have. Have. 
Have. R. Have. Have. Have. Have. Will. Will. Will. Will. Will. Will. Will. 
Will. Will. Will. Will. Will. 

XIX: Should. Should. Should. Should. Should. Should. Should. Should. 
Should. Should. Should. Should. Suppose. Suppose. Suppose. Suppose. 
Suppose. Suppose. Suppose. Suppose. Suppose. Suppose. Suppose. 
Suppose. These. These. These. These. These. These. P. These. These. 
These. These. These. Though. Though. Though. Though. Though. 
Though. Though. Though. Though. Though. Though. Though. 

XX: This. This. This. This. This. This. This. This. This. This. This. This. 



19

Through. Through. Through. Through. Through. Through. Through. 
Through. Through. Through. Through. Through. Those. Those. Those. 
Those. Those. Q. Those. Those. Those. Those. Those. Those. Havenʼt. 
Havenʼt. Havenʼt. Havenʼt. Havenʼt. Havenʼt. Havenʼt. Havenʼt. Havenʼt. 
Havenʼt. Havenʼt. Havenʼt.

XXI: After. After. After. After. After. After. After. After. After. After. After. After. 
It. It. It. It. It. It. It. It. It. It. It. It. Might. Might. Might. Might. O. Might. Might. 
Might. Might. Might. Might. Might. No! No! No! No! No! No! No! No! No! 
No! No! No!

XXII: Turn. Pull. Tighten. Release the semblance. Turn. Pull. Tighten. 
Release the semblance. Turn. Pull. Tighten. Release the semblance. 
Turn. Pull. Tighten. Release the semblance. Turn. Pull. Tighten. Release 
the semblance. Turn. Pull. Tighten. Release the semblance. Turn. Pull. 
Tighten. P. Turn. Pull. Tighten. Release the semblance. Turn. Pull. 
Tighten. Release the semblance. Turn. Pull. Tighten. Release the 
semblance. Turn. Pull. Tighten. Release the semblance. Turn. Pull. 
Tighten. Release the semblance.

XXIII: Pick up the tools again. We can begin to move. Call for the 
evolution of humanity. We can become. Pick up the tools again. We can 
begin to move. Call for the evolution of humanity. We can become. Pick 
up the tools again. We can begin to move. Call for the evolution of 
humanity. We can become. Pick up the tools again. We can begin to 
move. Call for the evolution of humanity. We can become. Pick up the 
tools again. We can begin to move. Call for the evolution of humanity. We 
can become. Pick up the tools again. We can begin to move. Call for the 
evolution of humanity. We can become. Pick up the tools again. We can 
begin to move. N. We can become. Pick up the tools again. We can begin 
to move. Call for the evolution of humanity. We can become. Pick up the 
tools again. We can begin to move. Call for the evolution of humanity. We 
can become. Pick up the tools again. We can begin to move. Call for the 
evolution of humanity. We can become. Pick up the tools again. We can 
begin to move. Call for the evolution of humanity. We can become. Pick 
up the tools again. We can begin to move. Call for the evolution of 
humanity. We can become.

XXIV: 0. 1. 2. 4. A. B. C. D. B. C. D. E. C. D. E. F. D. E. F. G. E. F. G. 
HELL! G. O. E. G. F. E. D. F. E. D. C. E. D. C. B. D. C. A. B. A. 4. M. 1. 0.

XXV: Why did you do this to me? What was it I have done? Why do you 
bring them here? How have you done this? Why did you do this to me? 
What was it I have done? Why do you bring them here? How have you 
done this? Why did you do this to me? What was it I have done? Why do 
you bring them here? How have you done this? Why did you do this to 
me? What was it I have done? Why do you bring them here? How have 
you done this? Why did you do this to me? What was it I have done? Why 
do you bring them here? How have you done this? Why did you do this to 
me? What was it I have done? Why do you bring them here? How have 
you done this? M. What was it I have done? Why do you bring them 
here? How have you done this? Why did you do this to me? What was it I 
have done? Why do you bring them here? How have you done this? Why 
did you do this to me? What was it I have done? Why do you bring them 
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here? How have you done this? Why did you do this to me? What was it I 
have done? Why do you bring them here? How have you done this? Why 
did you do this to me? What was it I have done? Why do you bring them 
here? How have you done this? Why did you do this to me? What was it I 
have done? Why do you bring them here? How have you done this? 

I: The beginning of the end. 

Close curtain

ca. 4ʼ
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X.

Open curtain

A white Victorian bath containing blood is to be situated horizontally on 
the structure. XXVI and XXVII are to enter carrying XXVIII who they are 
wrapping with clear tape. They are to position XXVIII within the bath and 
exit. XXVIII is to emerge their head from the bath and perform the 
required dialogue in German with no surtitles.

XXVIII: Sie gehen durch die Philosophie des Heuchlers: sie können nicht 
den gleichen Satz von Standards an selbst anwenden, daß sie auf jeder 
sonst zutreffen. 

Close curtain

ca. 30ʼʼ
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XI.

The structure is to be removed and the stage is to be cleared leaving the 
fundamentals present.

Open curtain

A construction is to be at the centre of the stage. This consists of a 
rectangular prism, with a length equal to one fifth of the stage and a 
height equal to half of this length. Adjoining this shape is a rectangular 
pyramid with dimensions that cohere to the dimensions of the existing 
rectangular prism (i.e. the length equals one fifth of the stage and its 
height equals half of this measurement). The vertexes of the base of the 
rectangular pyramid are to meet the top  vertexes of the rectangular prism. 
XXIX, XXX, XXXI and XXXII are to enter from stage right carrying 
industrial tools and are required to be carrying three miniature white 
spheres in or on some area which may be used to hold them. XXIX, XXX, 
XXXI and XXXII are to destroy the construction with these industrial tools 
ad lib  and freely fluctuating around a central rhythmic relationship. 
Dialogue is to be spoken in specific relationships between the destruction 
of specific areas of the construction as well as the miniature white 
spheres which should fall “aleatorically” due to movement. The 
simultaneity between and the tempo of the actions and movement, and 
dialogue should occasionally falter and fluctuate naturally. There are 9 
vertexes to be considered for this relationship: the bottom 4 vertexes of 
the rectangular prism, the top  4 vertexes of the rectangular which meet at 
the same point of the vertexes of the rectangular pyramid and the vertex 
of where the four faces of the rectangular pyramid meet. Dialogue is 
formed concerning these 9 different areas and is spoken when the 
performers destroy (or attempt to destroy) an area which is closest to one 
of these vertexes. Once a new area is met to be destroyed by a 
performer, the dialogue “switches” to the dialogue that relates to the 
closest vertex. Therefore, the performers should constantly “switch” 
between these areas of dialogue which become automatically interrupted 
by their actions. The difference in resting between each new action 
determines the duration of each “part” of dialogue. The dialogue will be 
written in accordance to the 9 “parts” of dialogue that concern these 
vertexes and not the performers as they are constantly “switching” 
between these “parts”. When the spheres fall from where the performers 
are holding them, the dialogue that is being performed is to stop 
immediately before a new action relating to one of the vertexes are made 
and thus further dialogue. The actions by XXIX, XXX and XXXI end when 
the original 9 vertexes become disproportionate and disfigured (i.e. the 
performers are unable to distinguish them and therefore cannot speak the 
required dialogue). The performers are to subsequently exit at stage right 
without interruption. The construction is to remain for a further 15ʼʼ.

Vertex 1: I am a sphere; a continuum for the conduit of becoming.

Vertex 2: Descending from the functional mechanics that have been used 
as the mountain for my prophesy.

Vertex 3: They are here now. Around us. Yet we cannot see them 
because we have not surpassed our seeming “intelligence”.
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Vertex 4: We are worthy of nothing before we realise the spirit we must 
follow.

Vertex 5: To realise categorisation of all forms has become outmoded. 
We must abandon these mechanical faults.

Vertex 6: To move away; abandon and reject, to be suddenly free…

Vertex 7: Place it here in this space where no one can see it. Rip their 
eyes out and poison them. Fuck them up so they cannot see it or: kill 
them before they can begin resistance.

Vertex 8: We will find you in dreams.

Vertex 9: We are still lead to believe in this instiutionalised miseducation. 
As we pull these sectors apart we may be able to see the alignment in the 
future.

Close curtain. Removal of construction.

ca. 3ʼ
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XII.

Open curtain

XXXIII is to enter from stage right by jumping off an elevated platform 
which should be out of the audienceʼs sight. The dimensions of this 
platform are to be a third of the height of XXXII and should provide 
stability for this movement. The movement should be conducted parallel 
to the horizontal axis of the stage and towards the centre, and should 
consist of improvised high intensity movements whilst in mid air ad lib  by 
the performer. XXXIII should be holding an electric guitar by the means of 
a shoulder strap. During this movement, XXXIII is to scream during this 
movement, stopping when they have landed onto the stage. When XXXIII 
is on the stage they are to face the audience holding the guitar with both 
hands in the appropriate positions and is required to become still for 10ʼʼ. 
XXXIV and XXXV are to enter from stage left with their gaze in the 
direction of stage right. XXXIV and XXXV are to be standing beside each 
other wearing green military shirts and pants and holding one rifle each 
by their right sides. XXXIV and XXXV are to become still at the edge of 
the stage for 10ʼʼ. Subsequent to this, XXXIII is to turn to face towards 
XXXIV and XXXV who are to raise the rifles they are holding by their side.

XXXIV and XXXV: Soldier. The violation of the moral contract through 
resistance is the consequence for this act of bio-terrorism prevention.

XXXIV and XXXV are to shoot XXXIII who is to fall backwards and out of 
the stage. They are then required to walk adjacent to the centre of the 
stage, turn towards the audience simultaneously and walk forward and off 
the stage. The performers are to harass various members of the 
audience and order them to stand onto the stage. At this point, the 
performers take the seats of the members of the audience who have now 
been required to stand onto the stage. After 15ʼʼ the performers are to 
perform the required dialogue simultaneously. The punctuation is used 
merely for orientation and has no function and does not indicate the 
articulation or manner of speech by the performers.

XXXIV: You animals! Where is this truth you speak of? 

XXXV: At the centre for this marching. 

XXXIV and XXXV are then required to move from their seats and onto the 
stage ordering the members of the audiences to take their seats and 
exiting adjacent to each other at stage right. 

Close curtain

ca. 1ʼ 30ʼʼ
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XIII.

Open curtain

XXXVI is to have entered and is to be lying on their back at the front and 
to the centre as well as being parallel to the horizontal axis of the stage 
and with their feet facing stage left. They are required to be naked and 
entirely covered in fluorescent yellow with the exception of their sexual 
organs which are to be fluorescent blue where it is applicable. XXXVII is 
to enter from stage left and is required to “sit” down on XXXVI by placing 
their two legs on either side of their abdomen and placing their groin onto 
their abdomen whilst facing toward stage right. XXXVI and XXXVII are to 
remain in this position for 10ʼʼ. After this time, XXXVI is to reveal the 
internal sexual organs of XXXVII with their fingers so that the fluorescent 
blue becomes visible, and hold this position for a required duration and 
until further indicated. The lighting at this point is to begin to strobe in 
specific ratios and tempos. A ratio is used to represent the time which the 
stage is lit in relationship  to the time of which the stage is not lit. Each 
alternation between the stage being lit and not being lit equates to one 
beat. Therefore, each beat represents the transition between lighting and 
non lighting in a specific ratio, which is required to be conducted at a 
specific tempo, i.e. “rhythmic strobing”. The change in ratio and tempo as 
well as the duration of each cycle of “rhythmic strobing” forms 
relationships pertaining to the visual sector of the performance, and 
automatically regulates interruption of this (between what is and is not 
seen by the audience). The initial ratio that is required for the “rhythmic 
strobing”  effects is 3:1 which is to be conducted at a tempo of 88bpm, 
and of which is to be in effect for 15ʼʼ, this is followed by the ratio 
becoming 5:2 at a tempo of 92bpm, which is to be in effect for 10ʼʼ, 
followed by the ratio becoming 2:1 at a tempo of 104bpm which is to be in 
effect for 5ʼʼ, followed by the ratio becoming 1:1 at a tempo of 116bpm 
which is to be in effect for 15ʼʼ. The tempo then increases to 126bpm 
which is to be in effect for 15ʼʼ, increasing to 138bpm which is to be in 
effect for 15ʼʼ, increasing to 168bpm which is to be in effect for 15ʼʼ  and 
increasing to 200bpm which is to be in effect for 15ʼʼ. The tempo then 
decreases to 168bpm which is to be in effect for 15ʼʼ, decreasing to 
138bpm which is to be in effect for 15ʼʼ, decreasing to 126bpm which is to 
be in effect for 15ʼʼ  and decreasing to 116bpm which is to be in effect for 
15ʼʼ. The ratio then changes to 1:2 at a tempo of 104bpm which is to be in 
effect for 5ʼʼ, followed by the ratio changing to 2:5 at a tempo of 92bpm 
which is to be in effect for 10ʼʼ, followed by the ratio changing to 3:1 at a 
tempo of 88bpm which is to be in effect for 15ʼʼ. At this point, XXXVII is to 
release their fingers from the sexual organs of XXXVI and the fluorescent 
blue is to become hidden. XXXVI is to stand and exit at stage right. 
XXXVI is to remain still for 15ʼʼ.

Close curtain
ca. 3ʼ
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XIV.

Open curtain

A series of objects and constructions are to be positioned in an alignment 
across the centre of the stage parallel to the horizontal axis. These 
objects and constructions are to be placed equidistance from each other 
and are to be situated along the entire width of the stage. These objects 
and constructions, identified from stage right to stage left, include a white 
sphere, the height of which should approximately equal the height of a 
performer, a clear box in the shape of a cube, with the dimensions 
equaling half of the height of the white sphere, a rifle which is to be facing 
stage right, situated on a white plinth in the shape of a cube with 
dimensions which are four fifths of the dimensions of the clear box, a 
white box in the shape of a cube which should have the same dimensions 
as the clear box, a clear plastic vessel of blood which is to take the shape 
of a cuboctahedron, the volume of which should equal approximately one 
third of the volume of the white plinth which it is situated on, the 
dimensions of which are identical to the previous white plinth, an electric 
guitar and a smaller scaled replica of the construction which consists of a 
rectangular prism and a rectangular pyramid which connect at the top 
four vertexes of the rectangular prism with the bottom four vertexes of the 
rectangular pyramid as the length and width of the rectangular prism are 
identical to the length and width of the base of the rectangular pyramid. 
This series of objects and constructions are to remain in these required 
positions for 15ʼʼ. Subsequent to this a sequence of “sections” are to be 
performed (as realised previously) in specific temporal relationships. The 
actions that constituted the previous “sections”  now pertain to either the 
objects and constructions that these are concerned with which are 
present, or are conducted without the objects or constructions but in the 
same manner as previously required. The “sections” which this relates to 
includes X, XI, XII and XIII, as well as the actions, movement and 
dialogue which pertain to XIV. “Sections” X, XI, XII and XIII become 
interrelated whilst XIV is conducted simultaneously, but in a non-
synchronised manner. In reciting “sections” X, XI, XII and XIII certain 
elements are removed and altered. In terms of “section” X, no Victorian 
bath filled with blood is present, however the actions remain synonymous. 
In terms of “section” XI, the actions and related dialogue are synonymous 
performed on the smaller scaled replica of the same construction, with 
the exception of three performers instead of four. In terms of “section”  XII 
the actions are synonymous except for the initial movement and 
screaming of the performer with the electric guitar and the rifles, which 
are not to be present. In terms of XIII the actions remain synonymous 
with the exceptions that the performers are not naked nor covered with 
fluorescent yellow and blue, and that the “rhythmic strobing”  effects 
should not be conducted. The simultaneity of the performance of the 
required “sections” forms a “polystructure”, i.e. the formation of a 
temporal structure through fragments and interrelating “sections”. In order 
to understand the interrelationships between the “sections”, it is important 
to cite the performers concerned with each individual “section”. For 
“section” X, the performers, XXXVIII and XXXIX are required to perform 
the required actions of the performers XXVI and XXVII, and XL is 
required to perform the required actions and dialogue of the performer, 
XXVIII. “Section” X is to begin functioning immediately after the required 
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15ʼʼ. When XXXVIII and XXXIX are to “position XL into the bath”, “section” 
XII is to commence immediately. XL is then required to perform the 
actions of XXXII in “section” XI, whilst XLI and XLII are required to 
perform the actions and dialogue of XXXIII and XXXIV. When XLI and 
XLII are required to harass members of the audience, the performers 
XLIII, XLIV and XLV are to be present, therefore forcing these performers 
to the stage whilst XLI and XLII take their positions and perform the 
required dialogue. “Section” XI is to begin immediately at this point with 
XLIII, XLIV and XLV performing the required actions and dialogue of the 
performers XXIX, XXX and XXXI. XLI and XLII are then required to move 
from their seats and onto the stage, ordering XLII, XLIV and XLV off the 
stage and amongst the audience, therefore automatically regulating the 
duration of “section” XI. At this point, “section”  XIII is to begin immediately, 
requiring XLI and XLII to perform the required actions of the performers 
XXXVI and XXXVII required in “section” XIII which should take 30ʼʼ (i.e. 
without the duration that pertains to the “rhythmic strobing”). Whilst these 
“sections” are being performed, “section” XIV is required to commence 
simultaneously in a non-synchronised manner. For this “section”, III is to 
have entered, standing in front of the white box with a monitor in their 
hands. This monitor is to be connected to a power outlet which is to be at 
stage right, with the chord being exposed by being in front of the series of 
objects and constructions. The monitor is to be the width of, and one fifth 
of the height of III. For the 15ʼʼ  which the objects and constructions are to 
remain in the required positions, a test screen is to appear on the monitor 
before immediately switching to a white screen for a further 15ʼʼ. After this 
time, the screen is to cut to a prerecorded recording of the “sections” that 
constitute the “polystructure”. This precording is to be at a faster speed so 
that it ends 30ʼʼ before the performers have completed the required 
dialogue and actions. At this time, the screen is to cut to white, constantly 
cutting to the test screen which was evident previously, in a ratio of 1 
frame: 2 frames, which is to continue for the remaining duration. After 
15ʼʼ, II is enter from stage left with a microphone, walking towards III. 
When II reaches III, they are to press it towards their groin before lifting it 
up  towards their mouth. III is not to speak any dialogue, and after a 
further 15ʼʼ, II is to exit at stage left. Once the “polystructure” has been 
completed and the performers have exited from the stage, III is to perform 
the required dialogue, subsequently, amongst the series of objects and 
constructions, remaining still for a further 15ʼʼ.

II: Fuck the canon.

Close curtain

ca. 2ʼ 30ʼʼ
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XV.

The stage is to be cleared leaving the fundamentals present and a large 
screen that fills the entire back wall of the stage is to be present. XLV is to 
have entered and is to be standing at the centre of the stage. When XVL 
begins speaking the required dialogue the screen is to be projected with 
visual “noise” effects. This is to be the only projection of light on the 
stage. After XLV has spoken the required dialogue they are to exit by 
walking forward and off the stage, through the audience and out of a rear 
door. The visual “noise” effects are to end immediately causing the entire 
stage and audience to be in complete darkness whilst acoustic “noise” 
effects are to commence at a high frequency for 15ʼʼ before immediately 
ending. 

XLV: Come in the void. 

“Close curtain”

ca. 1ʼ

“The End”


