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CircusDanceFestival launches an onlinemagazine! VOICES – the magazine  

After we made the decision to postpone this very first edition of the festival due to the Covid-19 pandemic, 
the inevitable question arose: “And now?”       VOICES is our answer.

CircusDanceFestival invites and presents international artists from the wide, crossover fields of contemporary circus 
and dance. Two art forms that inspire and influence each other, sharing an intensive physicality as a means of 
expression. 

Both art forms have their inherent historical path, they offer different perspectives on the moving body with its 
norms, gender roles and societal hierarchies. Circus and dance need to be defined individually, as this constitutes 
their existence and recognition as an art form. But artists, having passed through a hybrid educational background, 
or drawing inspiration from both fields, often share the wish of underpassing categorization and to keep a fluid 
and interdisciplinary identity. This is what CircusDanceFestival focuses on: In-between contemporary circus and 
dance! The shaping of that fluid field is up to to the artists, their performances and their voices. The VOICES on-
line magazine opens a sort of megaphone for the festival artists, beyond performing in circus chapiteaus and on 
stages. It makes visible what they think we should talk about right now, and what moves and troubles them. Above 
all, it opens space for the topics that their pieces deal with – usually “live”. It was the desire for encounters that 
led us to have online-meetings with the artists. These conversational interviews put into writing can now be found 
as interviews in this issue, slightly shortened. In this exceptional situation and out of their respective private rooms, 
very personal encounters have arisen that would not otherwise have taken place.

In addition to the interviews, we also invited the artists to experiment with the currently possible forms of artistic 
creation. This resulted in several „Carte blanche“ commissioned works. In this case, the „Carte blanche“ is the 
invitation to develop a video work for the magazine within three weeks, freely in terms of content, length and form. 
I am delighted that this challenge was accepted so enthusiastically, and I am looking forward to the new works.   

Special thanks goes to Katharina Klapdor, who conducted the interviews with me and formed the editorial team, 
as well as to the closer magazine team Mechtild Tellmann and Heike Diehm. Thanks also to the whole festival team 
Jenny Patschovsky, Garlef Keßler, Yolande Sommer, Sophia Oltmanns, Tobias Bergmann, Michael Straßburger and 
Martin Forsbach. Many thanks also to our partner TPZAK Köln under direction of Éva Adorjan and all funders and 
cooperation partners for this TANZPAKT Stadt-Land-Bund project.  

Enjoy browsing and diving into the magazine. 
We‘ll see each other again soon at the next festival in Cologne in may 2021!  

Cologne, may 25th 2020 
Tim Behren  
Artistic director Overhead Project and CircusDanceFestival 
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To all the people who ask questions to the norm and don’t 
stop to move forward, to all the ones who create new spaces 
and safe rooms, to all the ones who think curiosity to other 
people is a form of taking care of society, to all the ones who 
are not afraid of the new, to all the ones who don’t fit in the 
categorised sizes and invent the inbetween, to all the ones 
who believe in the power of talking and listening, to all the This years festival slogan commented by Katharina Klapdor

ones who are not afraid of the difference and search for the 
common ground, to all the ones who learn to smile through 
their masks, to all the ones who value the freedom of arts 
and love and the dynamics in a diverse culture: 
Be welcome!
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About the project

It is a joint initiative by municipalities, federal states and the Federal Government Commissioner for Culture and 
Media to promote excellence in dance. The TANZPAKT Stadt-Land-Bund fund supports established artists, ensembles 
or production structures with an international reach for projects that extend their initial activities. It intends drawing 
up innovative development-concepts that are exceptional from a national standpoint. The aim is to realise substantial 
projects that contribute to the artistic and structural further development, strengthening and profiling of the art form 
of dance in Germany. 

The TPZAK Zirkus- & Artistikzentrum Köln [Educational Circus and Artistry Center Cologne] under the umbrella of 
Theaterpädagogisches Zentrum e.V. Köln [Educational Theater Center Cologne] is the main cooperation partner and 
the site of the festival. 

TPZAK with its infrastructure of circus chapiteaus and its vast outdoor is situated in one of the most beautiful areas 
of Cologne at the Rhine riverbank. TPZAK curates the Junge Wilde [‘Young Savages’] support program for young artists 
as part of the festival.
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CircusDanceFestival is conceived as a nationwide center for the presentation and production of international per-
formances within the interdisciplinary field of dance and contemporary circus. 

Initiated and led by circus-dance company Overhead Project, based in Cologne, the CircusDanceFestival starts as a 
perennial project combining festival, genre-specific residencies, co-productions, discussion and reflection within sym-
posia and the support program for young artists connected to the circus-pedagogy field: Junge Wilde [Young Savages].

The project is funded first of all for three years (2019 – 2021) by 
TANZPAKT Stadt-Land-Bund [DANCE PACT Local-Regional-National]. 



„
Contra 

is about 
Vulnerability. 

And about 
complicating 

female 
identity.

“

is an expert in pointing out contradictions and 
contrasts – passionate, witty, yet uncompro-
mising. With her performance “Contra” Laura 
showcases what she thinks society urgently 
needs to talk about: the female body. 
Being a Doctor of theatre and performance 
and an acrobat-artist touring around the world, 
she manages to spread her message also in 
her Tec-Riders: There she asks festivals to 
actively seek to employ a gender balanced 
technical crew.
www.lauramurphy.co.uk

Laura Murphy
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Tim 
What would you say: Is it a decision of you to do political circus 
or does it just happen?

Laura 
I think talking about what is political is always interesting, isn’t it? I 

mean, boring things can be super political, but it’s about how you frame 
them. I think it’s a lot to deal with, kind of identifying with “the” political. 

And I think there is a lot to be said for presenting virtuosity on stage 
without an understanding of what you’re doing. Maybe understanding is 

a tough word. Maybe without considering how that itself is working. 

I think in circus we kind of fall 
into a repetitive trap,

of just being like: This is what we do, this is what we put up on stage. 
And then, we don’t really think about it.

Tim 
Yes, it’s about being aware of what you’re communicating. 

Laura 
Yeah! And it’s not to say: “You can’t use that, because it’s wrong, that’s 
not what I’m saying. I’m just saying: Before we put it on stage, we have 
to think about what it is saying and why we are putting it there. And as 

long as you’re doing that… But I think there’s been a long time where 
there have been big blinds in circus there to make it. 

Tim 
You once said, Circus has been afraid of showing mess. 
What kind of mess do you like? 

Laura 
It’s interesting as you say that. I guess what I’m doing is kind of concep-

tual mess. I really enjoy mess on stage, I really enjoy watching artists 
like Lauren Barri Holstein, who really does a physical mess on stage, 

and for her it feeds into this narrative of disrupting ideas of femininity, 
and wholeness, and pop culture. And actually, when I look at “Contra”, 

it is really clean on stage. Everything is very very rehearsed and there 
is not much, there is just an apple and my rope, and a mic stand, and 

some plastic. 

Tim
And your body! And your presence!

Laura 
Yeah! Well, for me as a statement, it’s about the complicatedness of 

mess, and the blurriness of mess, and the smearing of ideas. And this 
kind of like, “Fuck you!” to all categorization. “Contra” for me is like con-
ceptual mess, it’s like, “Fuck you patriarchy!”, but actually I will self-ob-
jectify my body, because I live in this world, in this western society, and 

that’s what it’s like. I have all this different strands of politics, it’s my 
persona, it’s other voices that come in, and they are a little bit smashed 

together, they are mangled, and then chocked out again. But I enjoy 
physical mess as well on stage, and messie bodies, and grotesqueness.

Tim 
Is it about not making things to simple, in a way?

Laura 
I emotionalize as well. Some things I talk a lot about in my phd is who-

leness, and social media, and instagram culture, twitter feeds, so the 
commodification of self-identity and bodies. I think circus has a big 

presence on social media and on instagram. But it’s kind of perfecting 
tricks and stuff, and it feeds into this ideas of personal wholeness, and 

progress, and high achievement. 

And it feels good to interrupt those narratives, 
because we are messy, people are messy. 

Messy and gross and emotional and complicated.  

Tim 
Who inspired you lately?

Laura 
There’s always people sticking in my mind. It’s not always necessarily 



the newest work. I really enjoy going back into the archive and looking 
at stuff that’s not new as well. But I think the most recent influence is 
an artist called Dickie Beau, he’s a lip sync artist. And I’ve been lucky 
enough to do some work with him. Dickie is a really phenomenal lip-

sync artist and theatre maker. And I got to work with him technically, but 
also conceptually: What does lip syncing do? And why could you choose 

to use it? I like the politics behind it, the subversion that can happen, 
and also the celebration to mingling in different identities that you can 

build using lip-syncing. In “Contra”, I use lip-syncing as a kind of a con-
troversial statement, where I’m lip-syncing a very misogynistic comedy 

or a Christian preacher who thinks that god invented women for men. It’ 
s a really exciting, difficult, beautiful, and virtuosic performance form. 

Katharina 
What comes into your mind thinking of our Festival slogan 
„I love you stranger“?

Laura 
Sex. That was my first idea. But I guess intimacy, if I keep on thinking 

about it. It might have something to do with the current situation, ever-
yone is in the houses and cannot be in touch with others. I’m really 

lucky, I live in a shared house, so I have access to sort of physical inti-
macy with other people. But I really miss it, I miss all sorts of intimacy 

in every different context, it doesn’t have to be sexual. 

Katharina 
So, what you thought about it when you first heard it and what you think 
about it today is almost the same?

Laura 
I mean today, there is so much solidarity. I have a lot of anger right now, 
for the billionaires I guess, who aren’t supporting in this crisis. I’m really 
angry with the UK Government at the moment. But on the kind of flip side,

I’m also really surprised how much beauty there is 
in terms of kindness, in people helping each other.

I was walking home last night from the park, and on Thursdays in 
England there is this thing where people clap for the NHS, the national 

house service. They come out of their houses at 8 o’clock and everyone 
claps. There’s been a lot of discussion about whether or not people 

should do it as the UK government uses it to distract from underfunding 
the NHS, but I think there is a beauty in this. 

Katharina 
Can you teach us three lessons about feminism?

Laura 
I can’t. (laughs out loud). Teach you three lessons? 

No, I don’t like telling people what to do. 

Katharina 
Is this the first lesson?

Laura 
I feel like it’s just lessons about humanity:

Be nice, people are not objects
Difference is sexy

Try to treat everyone equally
Try to be aware of your own internal prejudices

Don’t make random comments about 
how people look in public transports 

So, as a society, we all grew up in all of this. It’s about not necessarily 
always rejecting things. We inherited this and we have to try to be aware. 

Katharina 
And what is the biggest misunderstanding when it comes to feminism?

Laura 
That it’s against men. Or that it’s only for cis-gendered women. I think 

those two are the biggest misconceptions. Feminism is for everybody, re-
gardless of what gender you are. Feminism for me is a rejection of patri-
archy. Maybe I see feminism in a similar way as I see queerness, which 

is actually not a linear idea of what sexuality or identity is. It’s something 
that’s very open. It’s about opening identities and being inclusive. 



Katharina 
What does “Contra” mean to you? 

Laura 
Well, the word “Contra” means against. I also like the sound of the word 

and I like that it sounds a bit like cunt. Cuntra (laughs).
In terms of the show: When you write a copy for a show, you say, there 

is this, it wants this. But every time I perform the show, I learn more 
about what it means to me. A lot through the interaction I have with the 

audience, this is one of the coolest lessons I guess.
Originally, when I started “Contra”, it was definitely a “fuck you” show. I felt 

like I really wanted to say something, and it still does feel like that. But, 
as time has progressed, it becomes increasingly about vulnerability,  ab-

out celebration, about complicating female identity and queerness. Mental 
health always feeds in. And it is more and more about sharing moments 

with the audience, which feels like an extremely cheesy thing to say. 
There are moments where I laugh with the audience, and where I’m 

silly with them. We go on so many different journeys together. And there 
is a moment in the show, where I literally feel, when I look at the au-

dience, where I’m just gonna start crying. But it’s amazing to get to that 
point, to be so open and have nothing to hide. And I could have never 

predicted that when I started making that. It’s wicked (laughs). 

Tim 
Are there different reactions in different countries?

Laura 
Yes, there are. It’s really interesting, which things audiences find aw-

kward and which things they feel that they can laugh at - like poo! 
I feel its a snapshot into how people discuss sexuality, feminism, 

female identity, queerness, but also an insight into theatre etiquette in 
different countries. The audiences in France and in England, have been 
really up for laughing, in quite a similar naughty way, I think. In Croatia 
and Serbia people said to me afterwards, “that was hilarious!”, but they 
didn’t really laugh during the performance. They smile a little bit, and 

they are really engaged, they look at you all the time, but they don’t 
laugh out loud. In Finland we were told before that people don’t really 
laugh in theatre, but then we did the show, the audience surprised us 

and were really noisy laughing at everything!

Katharina 
What is your biggest wish what societies did learn 
after the shutdown is over?

Laura 
There should be a big conversation about who we value in society, and 

that covers a whole spectrum of jobs. If you work in hospitals, super-
markets, transport systems, care workers, any of those frontline jobs. 

And also, how we value art. Everyone is locked inside, binge watching 
Netflix, national theatre shows, and god knows what else. In England, we 
are really fighting to safe the arts and to make sure that the art industry 

doesn’t collapse. In a positive way, I hope there will be a new sense of 
community and kindness. I really hope so. And I hope we can shift back 
to our other really huge crisis, the climate change that we can’t pretend 

isn’t happening.
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a pandemic-lockdown response to 
Western Politics and vegetable growing. 
Featuring music and original lyrics from 
System of a Down, Donald Trump and 
allotment gardeners.   

artist  Laura Murphy 
outside eye & filming  Madeleine McGowan 
music  „Cigaro“ by System of a Down 

carte blanche

by Laura Murphy

» Measuring up «
comissioned by CircusDanceFestival 
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is, quite literally, a multidisciplinary artist. 
Initially trained as a jazz musician, he then 
worked as a dancer, a circus performer and 
finally as a choreographer, fascinated by visual 
arts, sculptures, and materials of all sorts. 
When it comes to his creations, Stellato takes 
his time, producing only a few selected shows 
that tour the whole world. Talking to us in the 
interview wearing his mask non-stop, we were 
really happy to at least hear his laughter loud 
and clearly.
www.work-claudiostellato.com

Claudio Stellato

„
I made a 

piece on work, 
but I don‘t go 

to work.
“ SCAN ME
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Katharina 
Where are you right now? 

Claudio 
I am on a boat and I prepared this television set, like you told me 

(laughs). We are in a harbour with a lot of neighbours. The harbour 
is closed, so inside we are free here to do whatever we want, we can 

move everywhere we want.  

Tim 
What inspires you in this time?  

Claudio 
In this time? I think my girlfriend does. For example, she did this be-

autiful mask for me (laughs). And also my son and my daugther, they 
inspire me a lot. I discover a lot of stuff that I didn’t see before. 

Tim 
I discover my garden in these times. Maybe I will change my  job, 
who knows... 

Claudio 
(laughs) Everybody is thinking the same, don’t worry. 

Tim 
And what‘s your next job?  

Claudio 
Oh, I don‘t know, give me two or three months more of this jail (laughs).  

Katharina 
What came into your mind when you heard the festival slogan,  
„I love you stranger“?  

Claudio 
I thought: Oh yes, baby! (laughs) It is a good message. We need a lot 

of sentences like this in the moment. It is a subliminary message that 

is entering the brain. But when I avoid all the cliché answers, about 
strangers or people from abroad...  I am a stranger. If you love me, it is 

great. You know, I quit my country so many years ago. I come originally 
from Italy and I left now 25 years ago. 

I always feel like a stranger, even where I live.

Tim 
You take up to three years for a creation. How important is time for you?

Claudio 
For many people, the main slogan is to go fast. They create in one 

month, in twenty days, in eight weeks. And I think it is a strange contra-
diction to criticize society that goes too fast and to create super fast. So, 

me in life I am super fast, in creation I am super slow. 

I am a contradiction. 
But because I love what I do, this passion needs the time that it needs. 

The creation needs the time that it needs. There is not a clear time for a 
creation for me. When a work is finished, it is finished, 

not before, not after.   

Tim 
You also give each production a specific focus with an own website...  

Claudio 
You know, for that my reference is always Johann le Guillerm. You can‘t 
find him in the Internet. I can‘t be as extreme as him - no website, not-

hing.  I don‘t want to have a website on myself as a company, I don‘t 
need it. I don‘t need to be something specific. But every performance is 

a very important object and therefore with an own website.  

Tim 
Do you separate work and life?  

Claudio 
No! (laughs)  



Tim 
But your last piece was about work  

Claudio 
I have to tell you, for me it is about a passion. I don‘t go into the studio 
to work. I don‘t work. I have the chance to have a passion. So, for me, I 
go into a studio and I can play for myself, with objects, and the people 

pay me to play. It‘s super. You know, when I go into the studio, the hours 
go faster, it is not a super fight with myself. And if the day is very bad, 

finding solutions is also a super nice exercise. 

With every performance that I do I learn a lot, 
it is a life-experience, it is not a performance. 

So I am becoming something new, more and more. In the last creation, I 
learned so much in terms of tools and bricolage-work and creation 

that I change a lot.  

Tim 
Skills that serve you on your boat quite well 
in this current situation, I guess...  

Claudio 
Yes. You know, bricolage on a boat is high-level, because you have to 
fight against water. You can have very hard problems on a boat that 

you have to solve with a very calm attitude if something happens. If the 
boat is starting to go under water, you have to be very calm and make 

the right action to solve your problem. I’m trying to learn this to become 
a super expert in staying calm. 

Tim 
Have you really been a jazz musician or is that a rumour? And what is 
the connection to what you are doing nowadays?  

Claudio 
(laughs) It is true. Jazz is structured and it is unstructured. For sure, 

what I do has reference in jazz or in other arts, in other complex arts. 
But I had a complex path, so I think it is the path that brings me to what 

I am doing now. It is not only jazz, but it is contemporary dance, text-
theatre, circus. And also other normal jobs that I did. For example, wor-
king in a kitchen to help the cook. When I was living in Berlin, that was 
my night job. I also sold clothes, builded stages for concerts, unloaded 

vans. A lot of basic stuff. 

Katharina 
And is that basic stuff giving you satisfaction?  

Claudio 
No, not to me. But maybe for others, yes. It is a question of personality, 

I think.

You know, people like me like to control a team, 
beeing the chief. I bring the business. 

No? It is a kind of personality that doesn‘t want to be controlled, but 
wants to control. I think if I was a chief of a kitchen, it could also be 

perfect for me. Because it can be creative. There is adrenaline - in 
the right restaurant -, and there is a moment when you have to speed 

things up, everything is perfect, there is a kind of aesthetics. Voila.   

Katharina 
Why do you need adrenaline?  

Claudio 
Ha. Who knows. (laughs)  

Katharina 
How do you choose your performers? 
Do you tell them before you start that you are going to be the chief?   

Claudio 
When I work with them, they can do whatever they want during the day. 
If they tell me, Claudio, I would like to rent a machine of five thousand 

Euros per day - I say, let‘s go. Let‘s find the money, let‘s go. Let‘s try this. 
I don‘t like to talk. I only like people who make things. If we start to talk, 
there is a problem. But of course the last word is mine. But they can do 

whatever they want. You know - it is a dictatorship in my company. 



I work with very strong people, because they stay 
with me even if we don‘t get the results for two, 

three or four residencies. 
They stay with me and they wait. I always say to them: Let‘s wait that 

something happens. Let‘s work, but we don‘t know what we have to 
discover. It is like a scientific research. You have a mission - a perfor-
mance. But you have to push and research every day. And you want it 

to go here, but finally you go there. We work in the same way of a kind 
of university doctorate. But I am alone in the beginning, when I am in 

research the first months. To understand what I really want to do.   

Tim 
How do you feel about the possible future changes for 
the performing – or let‘s say live – arts?  

Claudio 
I am afraid and I am embracing the change. I think this change in cul-
ture is necessary. I don‘t know if the change will be good or not. But we 

have been stuck in culture in this moment. Of course, we need more 
money, less money and so one. But in culture we are stuck. I am not 

talking about financial support; I am talking about art, about research 
on stage. I don‘t know what art will become. 

We will make something new after this crisis, 
because maybe we are all changing now. 

I am talking about this in art. And of course I am afraid, because I 
have a company, everything is very difficult concerning support. I have 
dancers that depend on me now, because they dedicated all their life 
to this performance. So I have to support them until the end.  And you 
know, I live on a boat, I can see incredible fishes. Impressive animals. I 

hope that we stay like this one more year. Because the world, the nature 
is going better.  I am sorry, everybody will hate me. But the longer the 

thing is stuck, the better it is for nature:

I imagine Greta Thunberg as a very happy person in these times.
But what I can say, it is difficult. I am also confused in these times. 
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Maiol Pruna Soler spent the spanish lockdown at 
his parents house close to Barcelona. 
His instagram account is a little treasure with spontaneous 
video and photoworks. Maiol performs with Overhead Project 
from Germany and the spanish company eia. With Francesco 
Germini he forms a hand to hand duo.

Maiol Pruna Soler
& Francesco Germini
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„
Mess is a 

source for us. 
And it is nothing 

to define us 
in any way.

“

The Svalbards, all of them exceptional talents, 
are united by the search for answers to the big 
questions of art and of our time. In “All Genius 
All Idiot”, they are trying to give these answers 
without taking themselves too seriously.
www.svalbardcompany.com

Coming up 
Salteli the band is set to drop their 
debut album „Café Atmos“ in summer 2021. 
Salteli The Band – Patience
Salteli on Instagram

Svalbard Company

  Ben Smith       Alexis Akrovatakis
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Tim 
Who inspired you lately?

Ben 
The thing is, 

I am quite an uncultured artist. 
I like to watch things and I like to see things. I like to stumble upon 

things. So it’s more like events and moments, actually I’m really inspi-
red by Covid 19 right now for example. This situation is generating a lot 

of patience to myself, which I normally don’t apply to my work. When 
I’m making music, I feel I should be doing it all by now, but now I’ve 

had so much time. I’m tapping into this collective consciousness where 
everybody is in the same thing, in this group calm.

Alexis 
I seek for inspiration all the time as I feed so much from it. I’m always 

like, “Ok, what’s going on around me?” I tend to collect from a variety of 
areas. There are times when I’m inspired from people that I met in the 

toilet, in some trashy night clubs or some parties. I’m inspired by people 
and by their existence, so I let it come in. I’m not aiming to collect, but I 
try to be alert in terms of what influences me from out there, and what 

gives me drops of juices to be able to take them. and transform them to 
reflect them out. 

I’m inspired by all this cats all over around, 
by all this trashy cats, all this cats who come out 

of nowhere. 

Katharina 
There are many things I’d love to get back to, but first: 
What is an uncultured artist? 

Ben 
It’s this: 

When I’m making my work, 
I don’t want to paint it with someone elses brush. 

Because most of the time I’m making art, not consuming art, that is 
kind of my role in the machine, I’m a generator. I had some moments in 

the last couple of years where I was trying to start a Jazz Band. I wan-
ted to understand the speech of it, the virtuosity of it, but I was coming 

from a perspective where I’ve never visited a music school. But over the 
time, I got to know a lot of Jazz people and I realized there is a form 
that already exists, so I try and culture myself on this. I listened to a 

lot of music and it was the best  education. But personally, for my own 
creations, it was actually kind of detrimental. It didn’t help me to create 

a pure voice. It inhibited me from expressing my voice, because I was 
so concerned about how a voice should sound, how a piece of work 
should be. As I have to make so much art, I kind of prefer to look at 

things from different fields than my fields. I like to take a more general 
curiosity to different things that I observe in my life. 

I prefer to think in stories 
rather then thinking in forms. 

Thinking in forms doesn’t help me, it blocks me from saying what I wanna 
say, because then I’m inside a box all of a sudden. So, I think it’s a choice 

to be an uncultured artist. It’s an ego-choice, about believing in your voice. 

Tim 
What is your connection to mess? 

Alexis 
We are the mess itself! We are the mess, and I think we found a way to 

pick through this mess, to identify, to proceed, to analyse it and to go 
through it somehow, and then seeing what we expose from it. Our work 

comes from a messy aesthetic.

Ben 
Yes, with Svalbard, it is such a clash of many things, and in the end you 
just try to make sense of it. And finding a form from that is a nice expe-

riment. And in the end, you have to clean it, to make it a clean house. 

Alexis
The mess is the risk you take. We are working together, the four of us, 
and our work looks like a mess we create. But we trust each other so 



much, we accept each other, and we listen to each other. So, we all 
are more or less improvisers. And inside this chaos, we are able to give 

every single one of us the space he might need. We are developing 
individual forms in our head and we understand things differently. 

So in the end, we try to find the point where we can hear each one of us 
the most, where we can facilitate all of this mess together to juice it out. 
Because that’s what we’re here to do: We are there to juice out, out there. 

Katharina 
What did you think about it when you heard our festival slogan 
“I love you stranger”, and what do you think about it today?

Alexis 
When I heard about I thought, this is basically the story of my life. I find 

myself in this position all the time. All I do is approaching strangers 
from out there. And I can relate to this, this “Hey Stranger, come the f… 

in!”. I think it’s a great idea to reach out there and to be like:

“Hey, come in, here is some glitter, 
here is some life going on.”

Get yourself rolling, get yourself popping, relate to things. I can identify 
very much and it’s quite inviting. 

Ben 
Yes, and when I think about it now: I live in this neighbourhood of old 

warehouses, and I have all these neighbours I’ve never met before. 
Normally, you never get close with your intimate surroundings, you 

don’t give a stranger this love or this patience. But now, I know all of 
my neighbours, and that is so nice! I hung out with them, I’ve had chats 

with them, I have a cigarette in the courtyard with them – all it needs 
is a little patience and to hold a little space for others. 

Alexis  
I feel like many festivals have been trying to
attract audiences more than to invite them. 
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Tim 
What do you mean by that?

Alexis 
Festivals are different art forms, different mind sets, so this can go to 
pure business, so that it is all based on making money. We have also 

bumped into festivals that have been inviting, for real inviting. They 
tried to bring contents into schools, to educate people in taking some 

piece of art there.  
For me, it is about reaching out to the communities and understanding 

what is needed there. 

Ben 
I think it‘s like there are two places of giving: 

You can have an event or a festival that gives to the 
artists. Or you can have an event that gives to the 

people. Or, you can have an event that gives to both. 

Alexis 
For example, we toured in Argentina, and there was one city where they 

didn’t even have a theatre. We played in a train station for 60 people, 
but this is what it is about: To reach out further. 

Tim 
Yes, I know, you are touring a lot, and we as Overhead Project do as 
well. So, I thought a lot about these questions as an artist becoming a 
festival director, in this new role for me. 

Alexis 
Yes, it’s a strong responsibility you guys have. If you have a house for 1000 

people, you have to think about the 100 who are supposed to be in this 
house too, but they are not able to get there, because they are not able to 

buy the ticket. Selling the art is much different from making the art. 

Ben 
I also really think that it’s like we are in a moment where marketing 

became something that it wasn’t before. There was a moment in time 
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where adverts had to care for selling a car, because it is a good car and 
they sold it with a sexy girl or with a cigarette. Now marketing has come 

to a place where actually it becomes an art form as well. It still serves 
the purpose of what it is, but how do you subvertise, how do you store the 

message of media, how do you use the fact that you can reach out with 
your message, instead of using it for purely capitalistic purpose? You have 
to use it for something that still invites people without manipulating them. 

Katharina 
Our next question is: Where is the gap between 
being idiot or being genius for you? 

Ben 
I think it’s about the polarity that comes out, the balance of forces, the 

sun and the moon, fire and water, the four elements. When you put 
yourself in the middle, you realize that every conflict is generating 

force. Every conflict needs this two sides that dance with each other. 
Sometimes they dance, sometimes they collide, but it still creates energy. 

 The energy of this polarity is something that I find really fascinating. 

I’m a libra, I like to hold balance on things, in general. I like to search for 
the balance, between people, in relationships, in places. I like to show 

that the forces are not in an opposition with each other in the first place. 
That is how the concept has developed over the years in my mind. 

Alexis 
I’m absolutely covered. 

Katharina 
What does it mean to you to be an artist in our time?

Ben 
It means to work! And it means to invest oneself. And it means to de-

mand the recognition that one deserves. If you truly believe in your 
work and in your purity, you gotta demand and you gotta bang on doors 

to find your place. It’s a shame that we have to, but we have to. 

Art is an imagination of future. Art is an imaginati-
on of revolution. That is what we need to be doing, 
we need to be futurists and pioneers as artists. We 

need to deliver something that has value, 
because this is our role as artists! 

Tim 
AMEN!
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performance  Alexis Akrovatakis
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camera  Labrini Georgiadou
display-cut  Michael Straßburger
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The two ensembles Watwilla and Kompanie 
Neun are part of the Junge Wilde program 
[Young Savages], curated by our cooperation 
partner TPZAK. These two ensembles evolved 
out of the local youth circus context in Cologne 
and are run by semi-professionals on a quite 
professional level. We were talking with 
Jakob Rosenbauer (Watwilla), currently working 
on his PhD in Physics and Yolande Sommer 
(Kompanie Neun), studying Scenic Research.  
www.kompanieneun.de / www.watwilla.de

Kompanie Neun / 
Watwilla

Yolande Sommer

„
I wish for a 

circus community 
where it is ok 

to have different 
approaches.

“

  Yolande Sommer     Jakob Rosenbauer
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Katharina 
Did you discover any new formats that inspired you during lockdown?  

Jakob 
One project I liked in particular is the website Netflips. Each week they 

release two contemporary circus productions and you can donate as 
little or as much as you like to watch them. The money goes to the 

artists. I find it a cool way to share stuff and to stay up to date, while 
still supporting the individual artists.   

Yolande 
I am really waiting to see Laura Murphy live. It is such a pity she won‘t 

come to Cologne this year. I saw the trailers and felt really inspired 
already by them.   

Tim 
Are you full-time artists?  

Yolande 
I asked myself this question the last weeks again and again and I am 

struggling to put this in words. 

I have the feeling I play so many roles in so many 
contexts that I don‘t really know what I am. 

Yes, I am an artist, but I haven‘t been on stage since more than one 
year and half. So it feels a bit complicated to call myself an artist, as 

it feels so long ago. I started with youth circus, then I studied sports. In 
that time, I felt even more like a dancer and not even as a circus artist 
any more. Then there was also a time where I considered myself just a 

„mover“. I felt limited calling myself a circus or a dance artist or somet-
hing in-between. In the moment, I study scenic research in Bochum. 

So it is hard to answer what I am. It is something of everything a little 
bit, which creates the whole picture.  

Jakob 
I used to be into tricking and this kind of freestyle, parcour and break-

dance community, before I started with circus pretty late. Performing 
movements on stage by expressing stuff and putting it into another 

context have fascinated me. Then it becomes more than only „moving“. 
At the time I was drawn into circus, I also studied. I was really torn 

between those two things. 

Half day I was sitting in the library and 
the other half I was training and rehearsing. 

This has pretty much stayed the same during the last five years. One 
half of my life is focused on becoming a physicist. I am doing my PhD 

at the moment. This takes a lot of my energy and focus. 

Circus and academic studies use different parts of 
my brain. I feel they complement each other.  

Katharina 
Who is it that asks you to decide whether you are 
a circus or a dance artist?   

Yolande 
This categorization started at Sports University for me. You always intro-
duce yourself with your name and your sports discipline. Before I never 

had the issue to name it. I was just „moving“. Later, when I wrote my 
end exam about funding structures for the performing arts in Germany, 

the definitions were pretty clear. A circus project is differently 
categorized than a dance project. Most of the time it is simply not 

permitted. But maybe it starts even earlier as a child in youth circus. 
When the coaches write the script of the show they give each act or 
each scene a name. And this is mostly a very simple name, like for 

example „the dance scene“ or „the acrobatic act“. So when people start 
naming it, then you might get the feeling you have to name it as well.   

Jakob 
For me it is mostly to structure my training. I do a lot of things, like ae-
rials, straps, cyr wheel, acrobatics, tricking and stuff like that. You can‘t 
train to achieve certain levels if you are not working full-time on it. So 

the question for me is where to put the focus on right now. Another dif-
ferentiation I see between working on the technical skills and on beeing 

a performer. There are different phases in a creation. In the beginning 



I work more on the physical scale, but then for the content or the cho-
reography of the show it becomes much more a creative process, and 

you have to use more your brain than your body.   

Tim 
What is your perspective on youth circus from your viewpoint of today?

Yolande 
I really don‘t like that youth circus is still so much influenced by the 
image of traditional circus. Now I talk about the circus that is made 
especially with younger kids. Traditional disciplines and traditional 

show-making. 

Traditional means also a sort of 
hierarchy within training. 

There is a coach and he tells you how to do it. The kids try to do it the 
same way they were told. When I teach today, my aim is to make a lot 

of research so that they can follow their own movements and find their 
own tricks. When you go to see a show with younger kids in a youth 

circus, you mostly know what to expect, it is often quite predictable. It is 
always the same disciplines, a specific order, an easy story and so on. 
I would love if even the child circus would open up for new disciplines 
and a new perspective on circus. Circus has changed, we all know. And 

youth circus is very slow in coming up. I think we need a change of 
perspective concerning the image of circus.   

Tim 
You are also involved in building networks of the 
local actors in Cologne. What drives you?  

Yolande 
Maybe I just like the idea of sharing and that we form something  

together, instead of being in competition. This is not always without 
complications; I think it should be accepted that there are different 
approaches. When they are really different, it can be hard to find a 

dialogue. I wish for a circus community where it is ok to have different 
approaches. Nevertheless, I believe there are many things where we can 

support each other. Contemporary circus now becomes more and more 
visible in Cologne. This aim is more reachable if we connect well 

and work together on it.  

Tim 
Jakob, how does Watwilla function as a group?  

Jakob 
There is a basic problem for ensembles with people that are not pro-

fessionals or at least not working on it as their primary job. Those 
ensembles tend to have a lot of fluctuation and different intensities of 

involvement. So you need to answer questions about who is the core 
team, who decides, how to deal with new members. With Watwilla we 

wanted to form another sort of ensemble. More like a label, an envelope 
under which people can perform and do creative stuff. It functions like 

a platform which is not a closed group.   

Tim 
So under this label there is sometimes a performance, 
sometimes an album released?   

Jakob 
Exactly, if you wanna do a performance or a concert or something 

creative. So far it is only a few people, but it can grow.  

Katharina 
But I guess you would not accept anyone in this open label?  

Jakob 
That actually is a difficult question to decide. But the goal was to be 

really open for people to work under this label. I have seen a lot of 
times in Cologne that people, for example coming out from ZP at TPZAK, 

wanted to do a show together. They had to set up all this construct of 
advertisement, own name, homepage, social media channel and so on. 
So they had all this work only for one show. This is definitely a thing to 

think about. Within circus, I trust everybody who I have seen 
producing shows in Cologne so far enough to perform under 

a label where I can also perform under.  



Yolande
I just got the idea if our complications and ideas of having a collective 

is connected also to our youth circus past. We are used to have one cir-
cus with one name as a group. And just this group is the circus. When I 
think about the professional scene, it is quite different. You have a cho-

reographer or a dramaturge who searches for performers for a piece. 
But the company stays and is established. Maybe it is still our romantic 
idea of having a fix group. And to be safe and to make productions only 
with these people. Then we recognize it is not that easy to hold a label 

if you grow older and when you work as semi-professionals.  

Tim 
Who is your audience, for who do you do what you do?  

Jakob 
For people that are interested in circus and arts. And hopefully also for 

people outside of that bubble, who become interested in circus and 
arts. Not just the parents of someone that you know (laughs). 

Tim 
Yolande, you have been performing at the international youth circus 
festival Helsinki in Finland. How did you observe the structures of youth 
circus institutions there?

Yolande 
The biggest difference I remember was that you come into the training 

space and it is like wonderland. It is so big and they have everything. 
After training they can leave everything how it is, to come back the next 
day and to start directly with training. In a lot of training spaces in Colo-
gne you have to build up at the beginning and to build down in the end. 

So it takes a lot of time of your training. There is a big fluctuation of 
people and you don’t have your own space. My first impression in Hel-
sinki was that they have more money and possibilites, but I guess the 
basic structure in Scandinavia is quite similar to the one in Germany.  
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„
We just should 

know that we are all 
in the same boat. 
And while we are 
in the same boat, 
we are the same 
in the same boat.

“

has gained status as an acclaimed avantgardist 
in the European juggling scene and beyond. 
Over the last 30 years he created his very own 
style of juggling, based on many principles of 
dance and while drawing inspiration from his 
former philosophy and literature studies. In 2016 
he founded “Critical mess” as an occasional 
meeting ground for experimentation and impro-
visation. By then it has become a permanent 
ensemble over time.
www.stefansing.com

Stefan Sing
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Tim
What is the last cultural event that inspired you?  

Stefan 
There was a streaming of Netherland Dance Theatre, put out by the 

choreographer Chrystal Pite. The piece was about how to transfer 
movements into words. We heard a dialogue, out of the “off” - not a real 
dialogue, but five people speaking. And the performers transferred these 

words into movements. And I don’t know if inspired is the right word, 
but I am very interested in how we can translate our spoken language 

into movement. Or, in my case, into juggling. And I found this video very 
inspiring. I think because it was really concrete. They translated every 
word into one single movement. Like, for example, “bottle”. And then I 

really saw the bottle in a danced way, but only with one movement.  

Tim 
Sound and voice is quite important in your juggling and moving. 
Where does this connection come from?  

Stefan 
When I am juggling, I quite organically use my voice. But this is more 

an exhalation of the breath. Just letting the breath go, like the 
movements. Trying not to cut it at the neck-level. 

So, they always create a sort of sound.

I always like an holistic approach to something, 
and the voice and the breath is a part of our body. 

Using the voice is a dance between the air 
and the breathing-muscles.

So, my aim is to let it flow. Every movement has an effect 
on your whole body and also how you use the breath, 

I think my interest comes from there.   

Tim 
You have developed a personal mode of performing, improvising, and 
playing within the moment in your solo-improvisations. Now with the 
Critical-Mess team, you gathered seven jugglers, and I was wondering 
if your idea was to transmit your way of performing to these artists. 
Did that work out how you had expected it?  

Stefan 
It definitely didn’t work how I had imagined it (smiles). I think to impro-

vise when you are alone on stage or within a duo that knows each other 
very well, is definitely much easier than with seven people. So, actually, 

in the beginning my thought was to work a lot with live-improvisation 
and not to choreograph it too much. But as longer as we worked on 

this piece, “Dodai”, the more choreographed it became. And I realized, 
especially with many people on stage, it is so easy to create a lot of 

noise. Noise now in a negative way. So, I think in the first two years with 
this project, I was always running against the wall, because I wanted to 
keep it improvised or I wanted to have at least a guided improvisation. 

But when I saw it with a bit of distance on the videos after rehearsals, I 
realized all this noise. So, I had to cancel my thoughts from the begin-
ning completely. For sure, in creation we used a lot of improvisation to 

create material. But then on stage, it became more and more structured. 
This was a big process of learning (laughs).   

Tim 
What is the starting point for those choreographic structures 
that then appear?  

Stefan 
Mostly it comes from a game. We improvise with clear rules and a 

score. And then I see things that are touching me or where I find a me-
taphorical value in. And then we try to bring these things together. The 
danger of putting things together out of an improvisation is that in the 

beginning there is no life inside any more. So the next step is to make it 
again look and feel like it is really improvised (laughs). Inside the piece 
as a performer, you should not know what is coming. And this is a clear 
task to work on in a creation process, how to not know on a meta level.   



Katharina 
How do you reach this point?  

Stefan 
Doing what you do and beeing in the moment - this now sounds very 

buddhistic - but that’s it. Try to be wholeheartedly taken by the moment, 
than there is no space in your brain to think about the future and the past.

Katharina 
You described this work also as a social experiment. How are human 
communities defined for you?  

Stefan 
There is a lot of different human communities. I think in our case, even 

when we are not on stage, we are a community. We are all very diffe-
rent. And this will now sound a bit cheesy: but there is a lot of trust, 

because we are friends. Even if we would not do this piece together we 
would be friends. And this kind of trust and responsibility and someti-
mes softness towards the other is really something I want to translate. 

But the other thing is, there is not only softness but also a kind of 
fearlessness. So, this friendship and trust gives us the power and the 

permission to be more violent with each other in some moments. If 
you know that your counterpart knows you and trusts you and is open 

towards your impulses, you do not need to be careful anymore. “Dodai” 
is not a piece about human communities in general, but really about 
our community. I think we are illustrating a friendly open community 
and during the piece we came even more together by losing all our 

individual borders - and if the audience is taking this development as a 
metaphor for their own communities it would be great. Another element 

of our community is our passion for playing around. To play is an ele-
mentary part of life. 

People should become more childish and 
rediscover the pleasure of letting go and be free 

to do things which are not valued. 
Suprise yourself! 
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Katharina 
Talking about human community more in general, what is the biggest 
misunderstandings nowadays for you?  

Stefan 
Yes, this is a very difficult question. 

I think there are certain scientific facts which people should share 
together, to have a common ground from where to live together. Especi-
ally in this moment or in the last decade, I have the feeling that this is 
breaking away. Now there are different ideas about one fact. In the mo-
ment, there are no facts anymore which are accepted by everyone. And 

this makes me very sad and I don’t know what to do against this. 
I feel in the moment this is a strong tendency and those alternative 

facts propaganda is really working for a lot of people. Especially now, 
with all these conspiracy theories, this kills me emotionally. 

I tend to not open facebook anymore, 
because I can’t stand it anymore. 

I think that’s very dangerous.   

Katharina 
Is this your way of protecting yourself?  

Stefan 
The problem is that I don’t see any possible strategy against it that 

works. On social media, I feel it is not possible to convince anyone an-
ymore with discussing. If there are different facts and people are mis-

trusting science, then there is nothing to speak against.   
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Katharina 
Do you think that social cohesion could be the next victim of 
the technical revolution?  

Stefan 
I have the feeling it is double-sided. There is a part of the society that 
is really floating away, but another part of the society seems to come 

together even more. For example, there is a lot of neighbour help going 
on. The internet and social media have a lot of positive sides of brin-

ging people together. Today I am able to keep an ongoing contact to an 
artist in Turkey and to an artist in Hungary and this is a very positive 

change. The mainstream became more tolerant and positions who were 
left in former times are now the middle. Also very positive is that a 

lot of people understand that we have to kill this fucking nationalism. 
It doesn’t matter where you live, you live on this planet. I think this 

coming-together feels stronger than thirty or fourty years ago. We just 
should know that we are all in the same boat. And while we are in the 

same boat, we are the same in the same boat (laughs).  

Katharina 
So how do you feel as an artist in these times?  

Stefan 
Let’s first speak very concretely: All my jobs were breaking away now 
(laughs). And this creates a kind of fear inside me, how does it go on 
financially? Not so concretely: You said that I am an artist and, true, I 

am an artist, but I don’t feel very distinct to any other person. With my 
son in school we have a lot of parent friends who are not artists and I 

really don’t feel any difference. Yes, I can make a video on youtube and 
some people say “oh it’s nice”. But in these times I have nothing special 

to say because I am an artist. 

Katharina 
What could societies have learned after these times?  

Stefan 
One thing that I really enjoyed in the last five weeks is that you get re-

duced to the essential. You don’t go to work any more, you cannot leave 
your house anymore, a lot of things are falling away and you realize: 
Oh, I am still existing (laughs). Perhaps it can be seen like a medita-

tion, where you put away a lot of unnecessary things you thought were 
necessary. You can become more simple. 24hrs together with son and 

wife, beeing a home teacher and so on. There were a lot of very positive 
things about it. My son doesn’t want that it ends because he still wants 

to stay at home (laughs). For me, these weeks have been definitely a 
purification, the expression fits for me, “to be thrown back on yourself”.

I am also pretty happy about politics in Germany at the moment. Or I 
can say: I like Angela Merkel and her non-machismo in the moment. If 

you are a politican and you have a lot of power you don’t have to make 
a show out of it. It is not necessarily about your ego. Political business 

shouldn’t be show-business.  

Tim 
What is your connection to the festival slogan “I love you stranger”?   

Stefan 
It creates mixed feelings. I don’t like the word “stranger”. Strange only 

makes sense in relation to normal. And I really don’t know what a 
stranger is. But it’s great that you still love everyone (laugh). I really 

hate some people and I really fight with myself not to hate them. Thin-
king about Trump, for example. He is the super stranger, par excellence, 

for me. I really hate him. But then I think it is a pain in the ass, stop 
hating him, he has not the right to create such a feeling inside you. So 

still, I somehow try to love him. Even if it is extremely difficult.
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carte blanche

by critical mess

» Interior mess «

1 jacket (Kate Boschetti)
2 strange chair (Tobias Dohm)
3 pepper-mill (Roman Skadra)  

4 stove (Sarah Bourhis)
5 measuring-tape (Liam Wilson)
6 vacuum cleaner (Stefan Sing)

7 jogging-pants (Noah Schiltknecht)

comissioned by CircusDanceFestival 
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International 
Visitors Program„

The question is: 
Will there be 

business 
as usual?

“
Lilja Kopka

for further information visit:
www.adelaidefringe.com.au 
www.circostrada.org 
www.ruhrfestspiele.de 
www.bundesverband-zeitgenoessischer-zirkus.de 
www.nrw-kultur.de/en/programme/internationales_besucherprogramm

Within the framework of the International Visitors Program 
of the cultural funding organisation NRW KULTURsekretariat 
and in cooperation with Ruhrfestspiele Recklinghausen, 
CircusDanceFestival had planned to invite eight professional 
visitors to North Rhine-Westphalia during the festival: 
Curators, Journalists and Networkers from a.o. Australia, 
Canada, France, Great Britain and Sweden. 
Obviously they were not able to come to Cologne this year, 
but we organised a meeting with two of them for an 
informal online talk about the current situation. 

Andy Beecroft (Adelaide, Australia), 
Stéphane Segreto-Aguilar (Paris, France) 
Lilja Kopka (Recklinghausen, Germany), 
Jenny Patschovsky (Köln, Germany)
Eva Lenhardt (Wuppertal, Germany) . 
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Andy 
The festival literally finished on March 15th and we were fortunate to be 
one of the last big festivals to happen (possibly in the world). We closed 

down our office after the last weekend due to the restrictions of social 
gatherings, and a lot of artists who would have gone on to other festi-

vals were unfortunately displaced. Post Fringe, where we would normal-
ly report and reflect about the latest edition, we had to re-adjust as an 
organisation and as a reaction to the current situation. We are talking 

a lot to our artists about how we can sustain the year around the work 
they have lost. We implemented a digital platform called FringeVIEW for 
the month of May, which is essentially a free registered platform where 
artists are able to host their work. Completely free to them, they receive 

100% of all online ticket sales. Like a lot of festivals around the world 
and in Australia, we are kind of re-adjusting our focus on what the next 

iteration of our festival might be. So I guess like a lot of people 
we are in the unknown-known in a way.

Lilja 
Our festival - usually - takes place for six weeks, from the 1st of May 

until mid-June. On March 25th, we decided to cancel this years edition 
and tried to work out possibilities to do a smaller version of the festival 
in autumn. But these plans were stopped as well, because as an inter-

national festival, we need a certain planning security, which is currently 
not given. As the international visitors program cannot take place, I am 

happy to at least meet here today to exchange. The CircusDanceFestival 
in Cologne got in touch with us to bring people from around the world 

to both festivals in Cologne and Recklinghausen. We shared the idea 
to shed some light and focus on the culture in North Rhine-Westphalia 

here in the West of Germany, which has a lot of potential – and a lot of 
untapped potential as well. There are a lot of things starting to happen, 

like for example the festival in Cologne with its very first edition, and 
we wanted to give our support, to cooperate and share experiences. I 
think it is an interesting time to see what both festivals are parallelly 

trying to build up here with putting this specific focus on contemporary 
circus and on dance.

is a curator at Ruhrfestspiele Recklinghausen, a festival that has a long 
tradition of presenting performing arts. It started right after World War II, 
seventy-four years ago. With the latest change in the artistic direction in 
2018, Ruhrfestspiele puts a stronger focus on contemporary circus and 
dance. Both genres became important pillars of the festival program.  

Lilja KopkaAndy Beecroft manages the market place „Honey Pot“, an industry platform for program- 
mers and producers attending Adelaide’s Fringe Festival in Australia. 
Being sort of similar in size and background to Edinburgh Fringe, it is a 
festival with a strong focus on circus, physical theatre and theatre – 
the biggest Fringe in the Southern Hemisphere and in Australia. 
With the format „Honey Pot“, the festival curates an invited market place 
where around three hundred professionals around the world come to see 
shows, meet artists, and are part of various network meetings.

What is the situation in your institutions?



is part of the CircusDanceFestival team from the beginning and 
responsible for the international visitors programm, the German  
circus curators meeting and the local networks.  
She is chairwoman of the BUZZ Bundesverband Zeitgenössischer Zirkus 
(federal association of contemporary circus in Germany), which is 
involved in the artistic and structural development of this genre.  

Jenny Patschovsky 
Stéphane 

Segreto-Aguilar is a network thinker with an European mind and he is curious about the 
developments of contemporary circus in Germany. He is the coordinator 
of Circostrada, the European network for circus and street arts. For him, 
Cologne, not so far from Belgium and the Netherlands, has a specific 
geographical and strategic position for the contemporary circus field. 
The positioning of the festival between circus and dance is dear to him 
as he was working in the dance field a few years ago. He sees the festi-
val as a good political and advocative strategy to gather new audiences, 
gain new media attention, as well as political support in Germany; 
Cologne could be an ideal place to see circus grow in Germany.

Jenny
At the moment, I am mainly busy collecting the problems and needs 

of the contemporary circus scene and passing them on to politics and 
administration. We take part in writing statements and letters of de-

mand for immediate aid for the artists. And I wonder what chances and 
possibilities the current situation offers the contemporary circus. And 

if there will be a new focus on local artists that can give a boost to the 
development of the German circus scene.

 

Stéphane
It is tricky to answer how the situation is and will evolve, because I 

think whatever I can say now will change again tomorrow and that next 
week we will have a totally different conversation. I am trying to use 

my European hat while observing this situation. I have been seeing a lot 
of performances displayed online and spread digitally; there are also 
some artists who decide to create new works for online purposes. We 
can argue whether it is a good or bad thing, but it is just happening. 

Even though it helps, individually, to take things out of your mind and, 
in a way, for artists to keep on working, there is a fundamental question 
that needs to be asked: How do artists get paid when showcasing their 
work online? Many circus artists work multiple jobs simultaneously in 

order to make a proper living - from teaching in schools to being yoga 
coaches –, but right now, most of their income sources are compromi-
sed, especially because festivals are cancelled and venues are closed. 

And right now, we have to make sure that the most fragile don’t fall 
through the cracks, otherwise we might see a loss of diversity and rich-
ness in the field. And, on top of that, we also need to really review and 

rethink some parts of the creation-production-touring triad, 
because we know – we knew – it is not really sustainable.  

What is the situation in your institutions?



Katharina 
How do you imagine the future?

Lilja 
We are starting to plan the Ruhrfestspiele for 2021. We started out trying 

to go on with it as we would normally do, but at the same time, the 
longer this crisis goes on, our discussions grow longer and you feel like: 

Ok, can I actually program a festival like I would usually do? What will 
be expected from us as an organization, what do we have to keep in 

mind concerning distance? 

You think about what you would like to do if it‘s 
business as usual, but the question is: 

Will it be business as usual? 
We don‘t know yet how much will have changed, and we also have to 

consider how much we all will have changed.

Andy 
I think the international aspect of what the next year holds for festivals 
is kind of unknown. As a festival in Adelaide, we are definitely looking 
towards scaling down our festival next year. Purely because of the fi-

nancial hits that we are potentially taking at the moment, as well as the 
ripple effect, which is obviously going be felt for the next year or more. 
Artists being able to put together work to tour internationally is proba-

bly going to take a lot longer to settle, as opposed to working locally 
and with communities. So, kind of growing and re-engaging our local 
organizations and communities and making sure that they are able to 

sustain themselves in the coming months, is probably something at the 
forefront of our minds at the moment. I mean international travel and 

international engagement with artists is definitely going to be more 
difficult and more hindered. I think it is going to take a while to regroup 

as an international audience.

Katharina 
From your viewpoint of today, do you think the current situation will 
have any positive developments?

Jenny 
I am somehow happy about the situation that a lot of people are re-

thinking at the moment what art can be for society. So, there is a lot of 
discussion about how are we producing, how are we receiving art? I am 

wondering if there is now, for us in Germany, also the chance to bring 
the contemporary circus into this discussion. 

Circus specifically uses the body, and in this situ-
ation where we are so immobile – not moving any 

more, sitting all the time in front of our laptops and 
only moving the eyes – I think it‘s time for circus 

in the future, and I hope we will talk more about this and that it brings 
us to some new discussions about the importance of art.

Stephane 
I think every crisis can be an opportunity, and we need a mix of in-

dividual and collective responses to make it through. I don‘t think we 
can know if it will have positive or negative effects, probably both. The 

image I have in my mind is this one: 

Before the pandemic, many were running on a 
bike, fast and not knowing in which direction they 
were heading; right now, some people are saying 

that we should get off the bike and just pause and 
think, while others want to stay on the bike and 

run again as fast as they can. 
And I’m thinking: It is really more about the direction than the speed. We 
all know that beyond the Coronavirus pandemic there is another, bigger 
crisis: The climate change. I do hope that solidarity schemes and inter-
national cooperations will help solve the current crisis, and give us new 

tools to address the climate change crisis. If we don‘t take this as an 
opportunity, we are basically doomed! So, in a nutshell, we have to do it!  



Tim 
Let‘s talk about art itself:  
What did you saw lately that stuck to your mind?

Lilja 
The last show that I saw before the outbreak of the Corona pandemic 

was Robert Lepage’s „The Seven Streams of River Ota“. I saw it in early 
March in London. It is a show that is about 25 years old and they did 
a revival. It is like a seven hours monolith, a large show. And just this 

sitting within a theatre with this large number of people for seven hours 
and all experiencing it collectively, that was an amazing experience in 
itself. All these digital artistic offers right now, watching performances 
online etc., that is great, but I am really questioning it more and more 

the longer this situation continues. 

It is just no substitute for being in the room 
and experiencing a performance live 

and with the people around you. 
For all the performing arts, you really have to have this collective expe-
rience with the performers and also with the audience. And that‘s what I 

realize I am missing most at the moment.

Many thanks to Eva Lenhardt from the 
International Visitors Programme at NRW KULTURsekretariat 

who hosted this talk.
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by ZZT, HfMT Köln & Breno Caetano

» Can you hear it? «
A student project at 

Zentrum für Zeitgenössischen Tanz (ZZT), Hochschule für Musik und Tanz Köln
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SCAN ME

Leo Gnatzy
Brigitte Huezo, 
Katharina Senzenberger 
Francesco D’Amelio 
Margherita Dello Sbarba
Celia Iriria Valverde
Christoph Speit,
Haitang Zhang
Clara Sophie Muegge
Jimin Seo
Hrista Panayotova, 
J. Emmanuel Große
Ken Konishi, 
Vivien Kovarbasic
Lisa Jachmann 
Sooyeon Bae
Beom Seok Jeong 
Paulina Juerges
Miriam Rieck

A movement research in lockdown 
with the students 

text  Margherita Dello Sbarba
process guided by  Breno Caetano
music  Breno Caetano & Lucrecia Dalt

www.zzt.hfmt-koeln.de
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„
As much 

as I like the 
silence right now, 

I really miss 
the heat of a 
performance

“

Overhead 
Project

Tim Behren initiated CircusDanceFestival and 
directs the company Overhead Project. 
Formed as a duo-acrobat in Brussels twelve 
years ago, he today describes himself as a 
choreographer and curator who works close 
with long-time collaborators. 
www.overhead-project.de

Tim Behren
SCAN ME

SCAN ME
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Katharina 
Tim, now change of role for you, from curator and interviewer to inter-
viewed artist! You also would have presented a premiere with your per-
formers of Overhead Project during the festival.  

Tim 
Indeed, it‘s a tricky balance sometimes, but let‘s do it (laughs).  

Katharina 
what inspired you lately?

Tim 
The silence and that there is not so much noise. I really appreciate to 
be in community, but when I take a walk in the park, the nothingness 

out there, the silence, the slowness inspires me in a sense that it’s 
renewing. I feel it’s kind of a wash up of all that noise and speed that 

I normally have every day in my life. So it’s refreshing and positive 
to go slow and silent. The last piece that made me think was in Gent, 

Belgium, at the „Smells like Circus“ festival. It’s in a way similar to our 
festival, with their beautiful and subtle title that carries the openness, 

curiosity and crazyness of this fluid spectrum of the performing arts in 
between Circus, Dance and Performance. The piece was by the Belgian 

performer Miet Warlop and I don’t want to describe the whole piece, 
but basically the situation was that we were invited to find ourselves a 
place around the action in the middle. And I just realised that my body 

perceives this piece, the actions and movements on stage, differently 
whether I’m standing or sitting. I really enjoyed that direct experience 
during the piece. I sit, then I stand up, and my capacity of perceiving 
the piece physically changes. And I liked to come out of the perfor-

mance with this experience in the pocket. 

Katharina 
As you have different roles: What is keeping you up doing what you’re 
doing? Being a choreographer, being on stage as a performer or being 
the director of a festival? 

Tim 
At the moment, I’m a curator and organizer, I try to keep things rolling. 

So, I’m really busy with inviting other artists and giving them a platform, 

welcoming them. I always try to see through my artists eyes, “How 
would I feel to be invited at the festival?”

To give a welcoming place for the artists 
and a good chosen context for their works

is quite important to me and drives me. 
So, at the moment, my own artistic work is secondary. But being an 

artist-curator also effects my thinking about how to reach a public, how 
to find the right space or frame for a piece. I don’t know if that always 

helps, because I also like it as an artist to just keep on focussing on 
what I planned, and not give so much time to think about what the pub-

lic will think somehow. It’s more about 

which audience can we reach, 
who are we inviting and addressing. 

These thoughts come while curating. And the third role, the role of 
the performer: It lacks time for it. Going to our studios to move myself 

(laughs). I really have to structure and force myself. 

Katharina 
Your pieces seem to be quite political. How do you develop them?

Tim 
For me, „political“ is a big word and it gives space to play with that. Our 

latest trilogy is named “Geometry and Politics”. I like to put a title out 
there as a friction point and an open question, in this case concerning 
what geometry and politics might have in common.  But when I think 

about the last pieces of Overhead Project, it’s more about communica-
tion, and that‘s the political for me. 

How do we communicate with each other? 
How do politicians talk to people and how do they 

make them a part of their decisions? 



After all, politicians are just delegates. So, communication is political 
for me, and that is a topic in our performances. I think going to the 

theatre can be a place to reflect, to practice and to question 
communication structures. Comming back to the trilogy title: 

I think that architecture and the spatial setting 
of rooms, buildings and public space 

create power relations. 
One example that comes to my mind: When I go into a public transport 
station, there are all these screens that are put up there. In this spatial 
setting, I’m physically forced to look at them. Or to see it the other way 

around: I have to force myself if I don‘t want to look at them. 
I always feel trapped in this situation, because I can’t avoid the 
message or the publicity that is put on there. There is a power 

relation of communication that I can’t escape.
 So, in the specific situation between performer and audience inside a 
theatre, I like to zoom into this situation. We are watching something, 
we are receiving something, and how does this affect us as a viewer.

Katharina 
About your trilogy: What is the idea these three productions 
have in common? 

Tim 
The starting point for each performance is the research around one 

specific type of architectural, or let‘s say geometrical setting. For the 
first piece, it was the „circle“ and to experiment around the power of the 

position in its center. The second piece starts from the „opposing 
benches“, this long and narrow space that we know from the british 

parliament and its intense and loud-voiced discussions. And the third 
piece works around the hierarchical communication atmosphere of the 
frontal „classrom“ setting. We know it from school, in courts, in church 

and as the most known setting in theatres. This one is definitely the 
most difficult spatial setting for me to work on (laughs). 
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Katharina 
Can you describe the different qualities of these spaces? 

Tim 
What I like about the circle is that the spectators can see each other 

while watching. This creates a different feeling for the situation and the 
shared moment. I realized this is even more intense in the space of the 
opposing benches. You have two sides of spectators that are opposed to 

each other. You’re sitting on one side and your gaze is directed to the 
„stage-space“ in-between, but also strongly to the other side. This crea-
tes a mirror effect for the audience. It makes you reflect automatically 
on your position as a viewer. The spectators’ position in a frontal stage 

setting feels much safer, you are less exposed. For me, it also feels 
more distanced from the action. So, our reaction to that setting during 

creation was to turn it upside down and to invite the audience on stage 
to choose themselves the distance to the actions.

For me, circus needs to be close to the audience. 
Watching a performance should be 

a physical action. 
For example, when you are close to two acrobats, one standing on the 
shoulders of the other, you have to gaze up. If I choreograph for a very 
long and narrow space, spectators have to move their head from right 

to left like during a tennis match. I like that 
physical involvement for the audience.

Katharina 
I can imagine that spectators react differently. 
If they come with the expectation to just go out to see a piece 
and then beeing invited to share the stage with the performers.

Tim 
Sometimes skeptic, but also curious. If you are not offering a safe seat 

within the auditorium, that might be a bit scary at first. We don‘t want to 
animate the audience and the audience doesn’t want to be animated. 



I’m a person who really likes to cooperate and to 
listen and to bring in other perspectives than mine.

Katharina 
What does it mean to be an artist for you today?

Tim 
To answer positively: It’s wonderful that we realize that art and culture 

has such a daily life value for all of us, including myself. It is a special 
moment of realizing what it means to me. I’m a theatre and perfor-

mance addict, 

I miss these live moments, 
and the heat of a performance. 

As much as I like the silence at the moment, I miss the heat and the 
noise and the experience of what happens between 

performers and an audience.

But if we arrive to create an organic involvement, 
then the theater space becomes 

an experience space. 
And people really like that (laughs). But only if they are not forced, only 
if it feels like a free choice. And that gesture of invitation to the audien-
ce is something we like to play with and something we have to practice 

during creation.

Katharina 
Is it a small gap where people feel forced and react with rejection?

Tim 
In the piece „Surround“, there is a moment when we grab the chairs 

of the audience and put them away. So, the people have to re-position 
themselves in the empty space. I think that is kind of a cruel moment 

because it takes away the proper and safe place of each spectator, but 
it also increases the pulse. Which is quite nice, isn’t it? (laughs)

Katharina 
How do you find your performers, how is the development of Overhead 
Project?

Tim  
Oh, that’s a long story (laughs). The whole company has its base in the 

duo cooperation with my former acrobat partner Florian Patschovsky. 
We founded this company ten years ago, and after some time, we not 
only found our place and more and more financial support in the Ger-

man dance scene, we also became a choreographers duo. Today, Flo 
performs mainly for other companies, and I focus on choreographing 

and directing the company. So, the company changed and the team of 
people that we worked with for many years became more integral part 
of the creation process. Before each creation, we organize a transdisci-

plinary research week with the composer and musician Simon Bauer, 
the visual dramaturge Charlotte Ducousso, the philosopher Eric Eggert, 

and other close collaborators that are journalists, dramaturges, lawyers, 
people from different contexts.  



„
Now it’s up to us 

to discuss, 
to come together, 

and to invent 
the near 
future.

“

are acrobats, dancers and choreographers as 
well as curious sensitive researchers of the 
body. With a background of multidisciplinary 
education, they perform for various companies, 
like „un loup pour l‘homme“, „XY“, „Philippe 
Decouflé“ and „Batsheva Dance Company“. 
Their research trip to Brazil was part of their 
project „Cornerstone“, which is still in creation. 
The atmosphere during this interview with 
Breno and Sergi was very special: Personal, 
collegial, calm and very vibrant at the same 
time. We were magnetized in listening to these 
two storytellers. Sometimes it was hard to ask 
the next question, because we were caught in 
the moment.  
www.brenocaetano.tumblr.com 
www.sergipares.com

Breno Caetano
& Sergi Pares

  Breno Caetano      Sergi Pares

Sergi Pares

SCAN ME
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Katharina 
Are there any artists or groups that inspired you lately?

Sergi 
I would like to bounce back with something that i saw: it was Phia 

Menard with Motherhouse. It was amazing and I really connect to this 
right now. It was the show of the moment; it has a lot to do with rituals, 

with the nothing, the perception of time, with building and un-build-
ing. So for me, this time we live now is related to this show for different 
reasons. In the performance, Phia Menard is building a temple and it is 
more than one hour where not much is going on. It is very subtle, very 
minimalistic and I really loved it. And then I relate a lot to the paradox, 
to this moment in her show when the water comes and it is destroying 

all that she has build. She is basically asking us through the whole pie-
ce “How do you react to this?”, “Are you not going to come and help me 
if I’m not succeeding?”. So, when the destruction arrives, she is literally 

just looking at us and we do nothing about it. It’s so tragic, and at the 
same time I had to laugh. This is how I’m dealing 

with the situation at the moment.

Katharina 
Breno, what about you?

Breno 
Last year I saw a performance from Lia Rodriguez, she is a choreogra-

pher from Brazil. I liked her show and the context where it was presented 
and to whom she was presenting it. The name of the show is Furia. It is 
like a ritual or a trance, and Lia has her company based in a Favela in 
Rio de Janeiro. Actually, she builds up the show with no money. This is 

really interesting to see, because for many years we saw Europe as the 
center of information. I came here because when I was living in Brazil, I 
had the feeling that I need to know more. And now, we see that it is not 

like that anymore because Europe is just not that center anymore, things 
come from everywhere. And Lia is having so much power. So for the first 
time, I was seeing someone not from Europe giving such a strong mes-

sage to European people. And it’s a piece about everything, it’s about the 
mass of information with which we are living now, about the loneliness, 

about the corruption, about our fears. And this in such a positive way, 

she was posting it: “Yeah, we are marginal because we live in the mar-
ge, but we are here now!” This really marks me very strongly and I was 

questioning myself: “What am I doing here?” So, it was really interesting 
to see that show, and it brings you in doubts when you leave it (laughs).

Katharina 
You said when you came to Europe, there was not so much in Brazil to 
find for you, or to see. And now you feel that Europe is empty?

Breno 
We have been together in Brazil, Sergi and me, to do our first residen-
ce. And what I could see there is all this urgency of “Wow, we have to 

live, we have to do things because we don’t know if there is a tomorrow 
for us!”. There is no institutionalization of art and so there is no money. 

People are just doing things: There is a garage where people go to rehe-
arsals, and there is someone who knows how to paint, and the next one 

knows about scenography. It is a sharing service actually. 
And to come back to your question: There is colonization until today, and 

you have to reflect about it, and about which role art plays in this cir-
cumstances, and how art in capitalism can be. It’s about stepping back 

and observe, because for me, as someone who is not coming from here, 
I have to deal with this situation, and I’m always putting me in a lower 

level. I’m not doing it in full consciousness, but you see, it already is kind 
of a mark.  There was a time when I thought, “No, it’s ok, it’s just a mat-
ter of not understanding things right”. But today I feel the need to tell it 
like it is, that people really think out of a colonialist position. Maybe it is 
not going to be a colonialist position forever, but at least I can bring the 

person into questioning himself, how he is telling me or others things. 

Tim 
Sergi, I guess you are also not born in Belgium? 

Sergi 
No, I’m from Spain originally. But I have been here for ten years now. 

Tim 
How did you perceive this research trip together with Breno to Brazil, 
and how do you feel about Spain, is it your home?  
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Sergi 
I really feel at home here in Brussels. I keep asking myself why there 

is all this attention to the space, this kind of a performative situation of 
where and when? It is very clear for me that home is where I am now. 

It’s Brussels. It’s the first time since I moved away from Spain, I’ve been 
floating around like a nomad, I don’t even consider myself Spanish, it 

is never the first thing I need to say. I’m from Barcelona, so people ask 
me: “You are Catalan or, you’re not Spanish?” And I think they care more 

about the definition than I do.

And, in relation to the first question: Brazil was mind-blowing. 
I mean, I wish I had more time there, we were quite busy and had just a 
little bit of holiday which was amazing. We were teaching in exchange 

for the residency during two weeks. But for me that is actually what I 
love. This is how I want to travel in the future, 

if we can go back to travelling somehow. 

To go somewhere, where I’m really confronted 
with a different reality, with a different way 

of functioning in a society. 
The empathy, the way, the time, how everything worked: It was slightly 

so different and some things were the same, so you could really ref-
lect. How are the values? What is the norm for you?  Before, everything 
became a bit standardized, if you’re living and working only in Europe: 

I can almost show you differences with a volume level: in Spain it’s 
louder, if you go to the north it is less (laughs). Brazil was like a real 

experience. It was not only travelling, doing a gig here, doing a gig 
there. Today I’m like allergic to this. I just hope together as a society we 
rethink a little bit what is our role, how do we share our work? We need 

to confront, we need this way of exchange.  

Water needs to be pushed so that it can rise. 
Otherwise there is no point, it is just floating around.  
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Katharina 
What does it mean for you to be an artist today? 

Sergi 
Before Corona happened, I had the sense that in Europe it is too easy. 
For sure you have a process, and you have this application forms, and 
so on. There is a lot that has been produced, and I felt like something 

needed to break down, something needed to collapse in order for peop-
le to struggle. I was a very bad audience. I try to be very kind and I want 

to take only good things out from shows. So, I stopped watching shows 
and little by little, I started to see a little bit theatre, a little bit perfor-

mance art, because I missed this depth a little bit in circus and someti-
mes in dance as well. My background is circus, so I’m really interested 
in dance - but somehow from the circus side.  So, I was totally on this 
mind set that I hope that people have to struggle a bit in order to pro-
duce something. And that is for me, the art that I relate to, the kind of 
artist that I want to be. It’s working or talking about something that is 

relevant. That it is performative, that is has to do something with today, 
with the people that come to see it. I think what I did was relevant at 

the time, but I’m not sure and I can sacrifice myself as well. I just know 
that being aware of who has access to your art is important. We need to 
create a conversation. For example, it is important for me to be present 
in the (theatre-)space after the performance took place. It should be an 

imperative that people after the show can actually meet, can actually 
have a moment of true exchange.   

What happens after the curtains fall? 

Breno 
We are used to live for the future, never in the present. 

And concerning that situation now, everyone is kind of lost. 
Actually, we don’t know what is going to happen in June. 

So this is the first time that I see people taking time. 

We breath more, we are much more sensitive. 
And I think art has to come from that place. 

Of course, the market of art is demanding more than we produce. Every 
year one piece, you have to be creative, producing, full of new ideas. 



But actually, you are not always full of energy like that. And at the same 
time, I have many friends saying: “I just want to wait until things will get 
back to normal”. But there is no normal anymore. It’s what we are living 
now. There are only consequences of what we are doing. And for me, to 

be an artist is to proceed and to understand all this transformation. 

I think the body is a collector of memories, 
so art is the way of deconstructing the things that 

are happening now, and you just absorb it 
and kind of puke it. 

Tim 
Thinking about the future is something I have a lot in my mind. Do you 
think there will be a sort of normality again one day? 

Sergi 
It’s relative, because even if we are in the same trouble all over the 

world, we have a different curve.  I think as artists we have the respon-
sibility to think about this future and to create it. I think it is not for us 

just to wait and sit until we can do something, until the government 
says: “Ok now you’re allowed to be free in a room”. 

No, it’s up to us to discuss, to come together 
with the producers, with the theatres and to 

negotiate and to invent the near future. 
Because otherwise the future is going to be only a version of 

the normality we had before. It’s about learning something 
from this situation, and creating action. 

Katharina 
But, in a consequence, isn’t this something that the capitalist art market 
tells you? Isn’t this a huge pressure and responsibility? 

Sergi 
I see many people who are behaving like that, who behave over-pro-
ductive. And that is not sustainable. Maybe at some point, we should 

realize that we can’t assimilate fifteen videos per week, even if they are 
available for us, that makes no sense. So I think it has something to do 

with our ego, this way of being busy, of being creative. 

We need to let it pass. We need to find some peace 
somehow, stop selling and start to be creative for 

building something real to construct. 
And this takes time. 

Let’s just throw some ideas, it is not about creating now for tomorrow.
We have a real opportunity now to change the market.  

We are a part of the economy, but we can be active in constructing how 
art is going to be related to the economy in the future.
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concept & interpretation  Breno Caetano
text & voice  Laurence Felber, Nouk Motta
camera  Marcel Vidal, Serge Perés
video editing  Breno Caetano
video mastering  Gio Megrelishvili
music  Breno Caetano

The day that I had the encounter with emptiness. He 
felt numb. Thoughts of restlessness abated; his mind 
grew rooted and still. It was as though something in-
side him was slowly uncoiling, wanting to burst forth 
into an act of pure attention. He felt himself receding 
into the present - as if hit by a cold blue wave.  

„What are you doing there?“ I asked him. 
He replied: „Waiting for the world
to appear elsewhere.“



support

Thank you

If the magazine put a smile on your face or made your thoughts fly in many directions, we are happy! 
And we want to invite you to support the festival artists for their future works! 

CircusDanceFestival has an ongoing residency program for artists from germany and abroad working in 
the field of circus-dance. Spread over the year, we offer studiospace or a circus chapiteau, 

all costs for accomodation and travel plus a small financial budget. 

The financial support collected for the Voices magazine 2020 will flow 100% into this creation budget 
for the residency artists. It enhances and extends the creation conditions for artists. 
And we think this is what is needed for the near future of the performing arts field. 

Thank you very much for your support!

Nicole A‘Court-Stuart, Éva Adorján, Alexis Akrovatakis, Andy Beecroft, Salim Ben Mammar, Mehdi Ben Salem,
Kate Boschetti, Sarah Bourhis, Felix Bürkle, Adina Burchartz, Breno Caetano, Ute Classen, Marion Dieterle,
Tobias Dohm, Charlotte Ducousso, Eric Eggert, Silvia Ehnis, Barbara Fuchs, Jean-Michel Guy, Leonie Heisig,

Mirjam Hildbrand, Thea Hope, Ana Jordao, Garlef Kessler, Lilja Kopka, Roxana Küwen, Fabian Laute, Eva Lenhardt,
Bauke Lievens, Tanja Manderfeld, Laura Murphy, Yana Novotorova, Rasmus Nowotny, Anna Ochs, Sergi Pares, 

Daniel Patschovsky, Florian Patschovsky, Jenny Patschovsky, Jan Pehoviak, Lena Peters, Heike Pitzer, Vera Sander, 
Maiol Pruna Soler, Jakob Rosenbauer, Uwe Schäfer-Remmele, Wilhelm Scharwitzky, Jonas Schiffauer,
Noah Schiltknecht, Andreas Schmitz, Katharina Schüller, Stéphane Segreto-Aguilar, Caroline Simon, 

Stefan Sing, Roman Skadra, Reut Shemesh, Ben Smith, Ingo Solms, Claudio Stellato,
Karoline Strys, Yolande Sommer, Franziska Trapp, Liam Wilson, Silke Z 

Support here:
www.circus-dance-festival.de/voices-magazin

More Info about the residency program:
www.circus-dance-festival.de/residenzen

Special Thanks to all our 
partners and funders

Gefördert im Programm Reload.
Stipendien für Freie Gruppen der Kulturstiftung des Bundes.

Die Oberbürgermeisterin
Kulturamt

Organisiert von Förder*innen

Kooperationspartner*innen

Hauptpartner*innen

Sponsor*innen

Medienpartner*innen

Gefördert von TANZPAKT Stadt-Land-Bund aus Mitteln der 
Beauftragten der Bundesregierung für Kultur und Medien.
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