
  Photos: Petra Kohle + Nicolas Vermot Petit-Outhenin

A l‘âme en secret

Performance by Simone Rüssli,   Theater Arsenic Lausanne 2009

The final evening of the Performance Saga Festival (Lausanne, 12.-14.2. 2009) was the culmination of

a three day programme of screenings and performances curated by Katrin Grögel and Andrea Saemann.

 In the following conversation, the Open Dialogues: Performance Saga writers talked about the final 

evening’s performances amidst the context of the festival as a whole.

Published on: http://www.opendialogues.com/ , http://performancesaga.blogspot.com/

No drama, no manipulation 

Simone Rüssli’s ‘A l’âme en secret’ was a subtle work in which Rüssli interacted with objects in her

performance space, including a camping stove, bottles of water and woollen blankets.  Rüssli’s 

movements in the space – reading, walking, dancing, opening stage doors and windows, changing music 

on her ipod - were understated, located almost on the edge of performance.

Mary Paterson: I was thinking about that last night – the idea of the audience not being a consumer 

of some performative experience, but an equal partner in it; and how all of the performances last 

night seemed based on the idea that the performers are being themselves – they’re showing themselves

to the audience, embodying themselves with the audience present.  And that the audience shouldn’t be

manipulated by them.  I thought it might be interesting to think a little bit about what it does 

feel like to be an audience member, when you’re seeing that kind of performance, given that you’re 

not being manipulated by a dramatic experience.  You’re not being made to feel like you’re 

identifying with the performers.  The intention, maybe 40 years ago, of the type of performance that

the work in this festival references, was to be very everyday.  But I wonder whether it’s become a 

kind of genre of its own, where the audience expects it to be a certain way, expects a non-event.

 [I wonder] whether it’s still a reflection or a continuation of the everyday, or whether it’s 

become a performance of the everyday.  

Rachel Lois Clapham: You mean the look of it as well?

Mary Paterson: I think that Simone Rüssli’s piece was like an act of trying to be everyday.  And it 

was neither simple enough and meaningless enough to draw me in, nor did it have a strong narrative 

or metaphor or drama, that was engaging.  It was sort of lost between the two.  It was a kind of 

self-conscious non-event, I thought.  

RLC:   And you could intervene into that event, but it has to be very direct.  Gaspard Buma 

intervened into Rüssli’s performance [by walking onto the stage and lying down, using a blanket as a

pillow]; but he is used to being on stage [as a performer] and that perhaps isn’t so much a block 

for him.  He sees something that he can take part in, and he thinks, ‘OK, I’m going to get off my 

chair, and I‘m going to go there.’  But actually the rest of the people in there, do have this, ‘I 

don’t feel able to participate ...’

B. Bucher Mayor: And you are imprisoned ... you feel a lot of anger, boredom.  You are just there, 

in prison.  What can you do?  Even though in performance sometimes, Esther Ferrer says in her 

interview that she doesn’t care what the audience thinks.  But she does care!  She has an audience!

 Yesterday evening, the first thing she did was to address the audience.  The first thing Stuart 

Brisley did was address us.  Deacon addresses us.  A performer addresses an audience.  And if there 

is no address, then we should all leave.  Why should there be an audience?



Gérard Mayen: With Simone Rüssli .. for me there was a great moment when she opened the curtains, 

and we saw this wall,  with these kinds of tags and graffiti, with the kind of light of the 

overnight.  She put the room before this moment in darkness and then ...

BBM: Nice picture

GM:  No, not a nice picture.  Not at all.  It’s a question of what art’s about, and what art brings 

into my life, I mean how art gives me all the day, everywhere, every time, with everybody, [the 

opportunity] to change my connection with the world. To be more creative, more sensitive, to fill 

the world with feminine creating, feminine interpretation.  I am always reading the world, 

interpreting the situation, what is given to me.  And at this moment, I saw this wall, which I have 

seen several times during the past days. ... And at this moment I saw the possibility of 

metamorphosis of the daily life, of the usual place, of normal space, my space of every day.  Well, 

for me it was a great moment.  

MP: And why do you think you saw that change?  Was it the context that had been put in place by the 

performance?

GM: It is the act of the artist.  She opens the curtain at this moment, having put the room in 

darkness, having left something very informal, very neutral, not dramatic.  Yes, at this moment, she

makes a beautiful image, but it’s not a picture: it’s the world.  It’s my world. 

...

No reference, no history 

GM: When I spoke to Ferrer she said that the less referencing, homage, or communication with history

of performance the better. Perhaps Rüssli took this thinking on board with L’âme en Secret. 

MP: I think one of the hardest things about Simone’s performance was the impression of insecurity.

 For example, with the music she started and then she stopped, and it never quite built to an 

atmosphere.  

GM: But for me it represents a kind of hippy way of life; farming life in the south of Spain. It 

referenced foreigners, migrants.

RLC:  There were moments that were too significant to ignore but did not seem to correspond to any 

purpose; I was left thinking about non purpose, nothing, absence of presence. Nothing as an event. 

Nothing being a full experience in the way Agamben describes it. But it was frustrating - I was not 

sure why I was there. I suppose that is because I did not feel ‘entertained.’ I think this  says 

more about me!

GM:  I felt it was abundant.  Nothing is always something. 

Dr. Koffi Célestin-YAO: Yes, something happened. There was a presence, physically. She read 

Baudelaire, she shone light on the audience, she opened the door in the back of the stage, she 

opened the windows. It was original expression. We should take the work’s value on its own terms – 

the terms the work creates.  When Gaspard [Buma] intervened and entered the stage, she didn’t react 

or panic. She continued performing.  That was professional. 

https://www.yumpu.com/de/document/read/21701163/mit-hilfe-des-zentralen-begriffs-der-kontingenz-

lasst-sich-die-these-I felt integrated within the work, within its lack of spectacle.  It has its 

own value. We cannot compare the work with what we have seen before – there is no comparison. 
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