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Giorgio Agamben, to Virgilio Sieni

Dear Virgilio,

I will try Lo relale to you what your extraordinaiy choreo-
graphic pieces have communcated (o me. Most of all,
thal which secins to be one of the essential charact
of your geshire.

Yoars ago, Talia Berio told me about a Contral Asian peo-
ple that pracuce a chant called “diphonic” in which the
vorce emits two sounds al the ¢ ime, the base and
the harmonic. However the singer manages to sepatale
what we nonmnally perceive as one sound like the timbre
ot the voice or an instrument. | have never managed to
heat this ehant, but | often imagine it and dream of it as
the music Fwould like 10 do with my mind. From the time
that | started to love your work, or should | say “your
joy it has seemed 1o me thal you dance "diphonicly” As
the voice of the singer , who is often a shaman, emits
two sounds contemporaiily, it is as if you carry out two
movements al the same time. Or beltel, one gesture
plus something thal, inside and through it, undoes it,
moves i, speeds it up and slows it down, twists and
disarticulates it, looses and re-finds it. Itis as if in all your
gestures and all your “creations” there 1s a de-crealive
force at work, which interrupts and keeps it hanging
thore, only to resume immediately, all whilst the action
15 being accomplished.

Perhaps its is this that you had in mind when you wrote
of the” dancer who looses his gesture seizing it only in

moment ol its disappearance” Ot when you speak of
the body as in an event in which everylhing ceaselessly
“happens and decays” Or of an "encrgy course” from
the vertehra to the pelvic zone, made of “pressures and
undulations”” 1L is this intimate diphony that your
dance aparl rom the cannon of contemporary dance.

In your case, the energy course is possible not only
in [he temporal su sion, but also and most of all,
in the instant, n the gesture dself. As if the encrgy in
the act of moving itself and moving Lhe body, suspends
and jendars itself inactive, The “air bubbles”™ on which
you write a parlicularly dense note: spaces or “empty
aichitecture” in which the dynamic is left hanging and in
which you {ind youwrself “in a state of floating in the sus-
pension of a movement that evolves restraining the hig-
ure and does not let it go' Recently the idea to which all
the lines of my research seem Lo converge is something
whase provisional name is “inactivity” Not on the sense
of inertia, but in one of an active operation that consist
of making the action inactive, 10 lhe “des-ocvrer” Lo
open it up from the inside for another possible wse. This
operalion which may appear harmful, is in its core fes-
tive and that of a sabbath, because, as during a party
or the sabbath, the daily gestures of man, the eating,
the clothing, the walk, the exchange of words and things
aro suspended from ther “economy” and open to a new
use, What is poetry if not a linguistic operation that con-
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sists of rendering inaclive language, that by deactivating
its communicative function opens it up 10 a new use?
What is dance if not the display of gestures in their pure
inactivity? In short, it was this that | was thinking whilst
watching you dance yesterday, and, in a certainly inad-
equate way, | was suggesting to you to accentuate all
the parts in which you seeimed to undo, displace, disjoint
(and then re-vertebrate) your gestures in a sort of consti
tutive “difonia” or dismorl. As if a porson, whilst walking,
should cach time have Lo relearn 1o walk, suspending
their gail to gropingly re-find it in fits and starts, as if ina
terrible loss of memeory 1t is as if in your performances
an energy appears that renders inactive the energetic
concentration of the body and bones, to re-find in them
and not clsewhcre the body without organs. It seems
to me that the studies that you arc elaborating on, could
be the moment in which you assemble and push to the
extremes the messianic impulse central to your dance
and which is already perfectly evidenced in the last study
(I was greatly moved when you told me about (he film of
a hall crippled soldier who slowly re finds, or rather rein-
vents, the use of his limbs, because it was the sense of
that lesson that seemed to me to be able to be read}
Excuse the hasty character of this annotation, but it was
pressing me to be sent.

See you soon
Giorgio Agamben




