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Abstract 
“sthwhateverornot” is a dance performance art piece. This version of “sthwhateverornot” 

is a critical reflection on a dance art performance research showing moving uniting voicing 

dancing of the body.   

It is dedicated to post choreography. It follows my personal journey of my research “the 

non duality of the voicing and dancing body”. 

In this reflection I will place my past dance performance into a theoretical and a 

professional context, discussing bits of professional dance artists, l’écriture feminine and 

colours. The main subject is the experience of the experience of movement projected 

through the voicing moving body. A short introduction on “sthwhateverornot” would 

sound like following: Yelena Arakelow likes to be called Yela, likes yellow, or green and 

red, and pink or turquoise, is white, is into dance and likes to move. 

I’ve been developing my own practice, which is the foundation of “sthwhateverornot”. I 

believe that the practice and experience of an activity, especially the activity of movement 

is essential for creating dance art works. Arnór Kári likes cats. 

 
 *imagine it is live written, it is written in the moment, it is moving left to right as the 

letters print themselves onto the whiteness of the site 
 

THIS IS AN ARTISTIC RESEARCH 
THIS IS AN ARTISTIC REFLECTION  
THIS IS A PAPER BY YELENA ARAKELOW 
THIS IS NOT A PAPER MADE BY YELENA ARAKELOW 
THIS IS NOT A WEBSITE MADE BY YELENA ARAKELOW 
THIS IS WRITEN BY YELENA ARAKELOW 
THIS IS PUT INTO WORDS BY YELENA ARAKELOW 
THIS COMES INTO EXISTENCE BECAUSE OF YELENA ARAKELOW 
STHWHATEVERORNOT IS BY YELENA ARAKELOW 
NOW IT IS TIME TO REFLECT ON THE RESEARCH  
RESEARCH THE LETTERS TO BE PUT ON STAGE 
 
THIS IS A SITE SPECIFIC PERFORMANCE 
THIS IS A SITE SPECIFIC STAGE  
THIS IS A SITE SPECIFIC PLATFORM  
THIS IS A SITE  
I AM A SITE 
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(01:17) 

LETS BEGIN 
I WELCOME YOU 
I ALLOW YOU TO SEE ME 
I ALLOW YOU TO PARTICIPATE 

 

LETS BEGIN 
  

„How does a non dual voicing and dancing body move?“ 

„How does a non dual dancing and voicing body word?“ 
  

My research is, on the non duality of the dancers spoken, sung and written voice AND the 

physical, contemporary, improvised dancing body. 

I1 will investigate how they influence each other based on non understanding, weirdness2 

and awkwardness.3 I am interested in the experience the voice has/gives the body and the 

body has/gives the voice. The content of words, voice or language and the content of 

movements do not need to be understandable, comprehendible nor sensable.  

 

WHY 

The voice has an immense impact on the moving body. The moving body has an immense 

impact on the voicing body. 

I believe liberating the voice of the dancer while moving will liberate the „general“ voice 

of the dancer. I hope it will allow dance art, movement philosophy to be more 

approachable and experienceable.  

Because it is fun. Because I enjoy the practice of both duality and non duality.  

I’m interested in the weird, non understandable qualities because I want to invest into 
                                                
1 “I” defines Yelena Arakelow: Yelena Arakelow, “yelenaarakelow”, Instagram, published 29.05.2012, 
https://www.instagram.com/yelenaarakelow/ and Yelena Arakelow, “yelenaarakelow”, vimeo, published 
05.03.2015 https://vimeo.com/yelenaarakelow 
2 Definition of weird by Oxford Dictionaries: Suggesting something supernatural; unearthly; Very strange; 
bizarre. 
“Weird”. Oxford University Press 2018. Accessed 09.03.2018 
https://en.oxforddictionaries.com/definition/weird 
3 Definition of awkward by Oxford Dictionaries: “Hard to do or deal with; Deliberately unreasonable or 
uncooperative; Causing or feeling uneasy embarrassment or inconvenience; Not smooth or graceful; 
ungainly; Uncomfortable or abnormal”.   
“Awkward”. Oxford University Press 2018. Accessed 09.03.2018.  
https://en.oxforddictionaries.com/definition/awkward  
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normalizing the more out of societies boxes accepted movements and voices. I believe this 

will in the long run create a broader accessibility to accept, participate or understand 

dancing, dance and dance performance arts. Further I don’t want contemporary dance to 

get stuck in the non moving, the non physical dancing body. I wish contemporary dance to 

continue and to develop its movements. 

 

RESEARCH ON VOICING 
I was confronted with the question „what is voicing of a dancing body?“ I understand 

voicing as a multi dimensional colourful umbrella-term. It contains all possibilities, that I 

find as „unknown“ ways to voice the dancing body. Voicing is a word that I made up in the 

beginning of the process, as there was no suitable term for what I wanted to research.  

Concretely I would say that the voicing body is the vocal voice of the speaking voice, the 

writing voice, the singing voice, the sounding voice, the thinking voice, the conversating 

voice, the dialoguing voice, the reflecting voice and the experiencing voice. 

These ways of voicing the body I have many times experienced in performance dance arts 

as separated elements from the dancing body. Either they are expressed by the dancing 

body or through the conceptual body. In my understanding, the dancing body is the body 

history has defined so far as the physical moving matter of so called humans in motion in 

relation to space and time. Further the dancing body is more about performing a technique. 

I claim the conceptual body to be shaped by a thought, or a though process. The conceptual 

body aims to fulfil and perform an idea or a concept. The conceptual body can, but doesn’t 

have the necessity of demonstrating a physical dance motion. These two bodies often 

appear performed as a duality. The actions often don’t happen simultaneously but 

separately in intervals or after each other.  Examples could be that the body is dancing then 

speaking, moving or singing, voicing but not dancing, imagining then moving or 

screaming first then going into dancing.  

 

HOW EVERYTHING STARTED 

During my internship in Prague I had started to experiment with the voice as a moving 

element. Exploring the voice as a movement or using the voice as an extension of 

movement. The integrity and the experience of the voice were very important. The voice 

was never placed on top of movements or practiced as an addition. The voice wasn’t 

separated from the dancing body. The voice wasn’t an acted material. In Prague I 
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experienced the voice as a moving something. A moving something I couldn’t put into 

words. A moving something I couldn’t understand. Until I realized, there was no need to 

understand it — all that mattered was experiencing the movement of the voice or the voice 

moving the body. Through this deep experience my interest for the voice was awakened. I 

wanted to develop this interest for my individual project. In Prague we were exploring very 

slow and small movements where out the curiosity to explore bigger and more explosive 

movements evolved. 

 

MY PHYSICAL DANCING JOURNEY 

I decided to push speed and physicality when practicing in the studio. I consciously 

decided to not work, practice nor allow the in-between movements, or slow internal 

somatic dances. My studio practice became very intense and it took me some time to build 

the needed stamina. This practice gave me loads of joy and adrenaline, which I used as my 

drive to continue pushing. 

The first voicing element I used was based on tongue talking, gibberish ways of speaking. I 

would practice moving and voicing at the same time. 

I took several sessions in the studio where I would improvise with movements and sounds. 

I video recorded each session and through analysing them I discovered that the use of 

voice enhanced my dancing in terms of quality, clarity, speed and intensity. These effects 

were very pleasing. I especially got excited when I recognized a development of clarity in 

my high-speed movements.4  

 

THE DEVELOPMENT OF THE PHYSICAL MOVING AND VOICING PRACTICE 

The original idea of this project was based on a physical research. I wanted to question the 

ontology of flow of physical contemporary dance. I wanted to retrain my aesthetics, my 

experience and my knowledge of flow. Retrain the understanding of what a dance flow can 

be or aesthetically look like. I had the thought, that a certain understanding of flow had 

been „silently“ accepted and trained into our body and onto our eye.  

After reading a text by Deleuze5, a recurring though emerged, everything is moving in 

accordance to our (trained) understanding of speed.  
                                                
4 Yelena Arakelow, „STHWHATEVERORNOT“, Vimeo, Published 02.02.2018, 
https://vimeo.com/258344290 
5 Gilles Deleuze, Spinoza: Practical Philosophy, (translated by Robert Hurley, City Light Books, 1988) 
Chapter six, page 122,) Spinoza and us http://elibrary.bsu.az/books_400%5CN_140.pdf 
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I understood that if we retrained our perception of speed we could also retrain our 

perception of experience. As a consequence I thought that the ontology of flow could be 

questioned and retrained in the same way. My next question was, how to transform this 

thought into a physical practice. How to retrain body, understanding, perception or speed? 

I figured it could only happen through the pure confrontation of a physical practice of the 

question itself. If repeatedly, the perception of human experience is confronted with a 

difference, change will slowly happen. Even if the change is on a very tacit level.  

This is where my interest for non comprehensibility found its way into my practice. The 

non comprehensibility gets strongly activated through the meditative state of silencing the 

active mind, which also happens through tongue talking or in other words through 

activating the voice.  

With time I developed my own practice out of known exercises by adding my own spice, 

the voice.6 It became my daily warm up routine, form where I would push into the speed 

and high physicality. I will not go further into details of this practice, as it’s only a small 

part of my research. The physical practice is in my opinion extremely important and is the 

base of all that is about to happen. I used my physical practice throughout the whole 

project to keep confident, in shape, the physical exploration, to develop my dancing body 

and to keep the experience of movement present.  

 

MY DANCE ART CONTEXT 

I was still working with the non understandable wording of my voice. I wanted the voice to 

be abstract, language or text to make no sense and to use fractions of vocality, words and 

sentences. After some time the wish to have bits and pieces of clearly understandable 

voicing material became stronger, because I also wanted to be able to transmit specific 

thoughts to the audience. I started researching other dance artists who work with voice and 

text on stage.  

 

Alice Chauchat and Julyen Hamilton 

When researching Alice Chauchat and Julyen Hamilton I noticed a very clear separation of 

voice and movement. I looked mainly at „Togethering, a Group Solo“7 by Alice Chauchat 

                                                
6 Each level has a different use of quality of voice. A level is a vertical differentiation of space used to move 
in. There is the floor, ground, the squat, the walking and finally the jumping level. 
7 Alice Chauchat, “Togethering, a Group Solo”. Vimeo. Published 20.01.2017. https://vimeo.com/204867499  
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and an improvised performance8 by Julyen Hamilton whereas I also experienced Julyen in 

a live dance improvisation performance9 in Prague.  

In these performances I realized the voicing and the moving aren’t coming from the same 

place. The voice is placed on top of the movement or vice versa. I figured that the 

movement qualities are given secondary importance. The content of the voice is either 

random or narrative (storytelling), which I personally don’t find interesting or inspiring. 

 

Mette Edvardsen 

Mette Edvardsen inspired me from her very first performance „Black“10 I saw live in 2015. 

I have to admit I totally didn’t get it. I couldn’t place her performance in my mind, my 

body or into a moving context. Using the voice and text in such an abstract, non emotional 

but movemental, choreographical way imprinted itself into my subconscious. Her later 

performance „olso“11 and her artistic talk12 at LHÍ in November 2017 sparked a lot of new 

thoughts, which were with me through out this whole process. One spark was that I missed 

the movements of a physical body in her work, which gave me clear directions of knowing 

that in my final piece the moving, dancing physical body would be present.  

Another spark was that she made me understand that I could use movement and experience 

of text as a performative power.  

During her artistic talk I didn’t completely manage to trust her content of performance. The 

experience she was bringing forward through her text didn’t feel fully honest. It gave me 

loads of input for how and what I wanted to create. I understood that voicing for me comes 

from a very deep and fragile place of honesty. I felt that some of her thought processes, the 

process of writing or writing as an artistic practice of movement weren’t really coming 

from that honest place. This statement is based on a feeling. It’s based on me trying to 

relate and experience her way of voicing. I’m not saying that her research isn’t good, but 

that there was something missing, in order for me to experience with her the movement of 

langue.  

                                                
8 Julyen Hamilton, „ La Caldera Summer stage 2017 | Julyen Hamilton “, YouTube, published 23.12.2016, 
https://www.youtube.com/watch?v=bfNKcWejvWE 
9 Julyen Hamilton, “improvisation performance” (improvisation nights, Studio Alta, Prague, CZ, 9.10.17) 
10 Mette Edvardsen, “Black, (2011)”, Vimeo, publiahed 6 years ago, https://vimeo.com/27096736 
11 Mette Edvardsen, “oslo”, Mette Edvardsen, accessed 06.02.2018, 
http://www.metteedvardsen.be/projects/oslo.html and Mette Edvardsen, “oslo” (performance, Reykjavik 
Dance Festival, Reykjavik, Iceland, 15.11.2017) 
12 Mette Edvardsen, “artistik talk”, (A spectacular symposium at LHÍ, the performance festival spectacular, 
Reykjavik, Iceland, 15.11.2017) 
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The research on these artists made me understand more clearly in what way I wanted to use 

voicing as a performative power. 

I was confronted with the question: “What is needed in order to have a honest, real time 

experience of movement in words, language or voicing?  

I figured that the use of text for my final project had to be connected to the movement 

itself. The wording according to my interest had to come from the movement itself. 

Concretely the words come from the experience of movement. The movements can come 

from or happen outside, inside or where ever it wants or is. The movement is always there. 

The movement doesn’t stop. The movement is in existence. Movement is anyhow. 

Movement allows to see, it allows to participate, it allows to be. Movement is.  

I had found my answer, I had found my words, I had found my interest, I had my 

experience and I knew it was there and I knew it was right! 

The experience of movement isn’t descriptive or emotionally felt. It isn’t an addition of 

content onto the text, as the voice is the acted addition onto the body. It’s the experience of 

the experience of the movement itself that comes from deep and travels filled with integrity 

and honesty through all stages, from unconscious to conscious: 

*imagine it is live written, it is written in the moment, it is moving left to right as the 

letters print themselves onto the whiteness of the site 

   

— EXPERIENCE — MOVEMENT — BODY — MOVES — DIALOGUE — BRAIN 

— THOUGHT — MOVING — WORD — MOVES — TEXT — LANGUAGE — 

  

Here a discussion of what is/was first, the experience or the movement, the thought or the 

body could evolve, another time, in another research. 

 

 

(19:21) 
LETS CONTINUE 
THE TRANSFORMATION OF THE VOICING BODY 

By now I had passed the first three weeks of the individual project. 

The first physical pitch of the individual projects for my classmates and mentors was about 

to happen and I somehow couldn’t figure out how and what I wanted to present. I tried out 

different things, but nothing seemed to work as I imagined. I was in a state of confusion. 
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Was my piece going to be physical? How would I be using my voice? What kind of text 

would I be voicing while I was dancing? What was the role of the text? What was the role 

of dance? What is the meaning of non duality? How could I express all the questions 

through the experience of the experience of movement? I was trying to figure out what my 

research really was about. The sudden explosion of all these questions led me to take the 

decision to fuck it. I decided to go wild. I wanted to try out something out of my comfort. I 

thought projecting live writing was a very vulnerable performative action to take. I allowed 

my questions and thoughts towards physicality, dance, text, moving vs. dancing vs. voicing 

literally to be seen. I guess it was the right choice. It was the moment things started to 

change and to take a new direction.  

 

WHY DON’T YOU JUST WRITE IN YOUR PERFORMANCE?13  

I was very pleased and satisfied with the physical pitch I mentioned in the previous 

chapter. A comment by Klāvs, „why don’t you just write in your performance“ got stuck in 

me. I somehow liked the thought, but I had already invested so much into my physical 

research. I did’t wanted to let go of the physicality and it to get wasted into nothingness. I 

desired to use my exploration of voicing for the “final performance product”14. 

I decided to allow the thought of using live written text, but to keep the voicing and 

moving material. Meanwhile I continued the practice for my solo for the international 

auditions of LHÍ. During the time I was abroad, the idea of using live writing on stage, as 

the main performative element, as a site specific performance took shape. 

 

The shift between the spoken (vocal) and the written language came somehow without 

taking a conscious decision. The vocal voice kept present though out all my studio 

rehearsals. It still is an important part of my physical practice. The vocal and the written 

voice are two different mediums, but the content of the voice comes from the same place, 

the place of the experience of the experience of movement. The vocal voice of the dancer 

is the 5th limb where as the written voice of the dancer is the 6th limb. The vocal voice is 

more experienced through hearing where as the written voice demands the visual 

perception.  
                                                
13 Klāvs Liepinš, Conversations with author. 08.02.2018 
14 A short definition of “final performance product”: By final performance product I mean the state the 
research is in when the performance is taking place. A certain structure is given in the final performance 
product but the final performance product is not the end product, which means the research is never ending if 
not consciously decided. 
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What changed was that my focus shifted more towards the content of the voicing. My 

practice evolved more and more around finding the voice of writing then the vocal voice 

while moving, which had the consequence of a reduction of my physical dance practice. 

 

THE INFLUENCE OF WORKING WITH ANDARTAK, ARNÓR KÁRI EGILSSON15 

In the meantime I had met with the artist Andartak a few times in the studio to experiment 

with soundscapes. I had heard Arnór Kári’s DJ set a few times throughout the previous 

year and had always wanted to collaborate with him. I was very curious and excited to 

have him on my team. Within short time I knew his sound set was the perfect base for 

whatever the final performance product would become. In the beginning I couldn’t put my 

words on why I had that feeling. I knew I wanted to trust the collaborative research.  

With time and discussions between the two of us, I found words on why it made so much 

sense to be collaborating. We figured that we worked in the same way: A sense of flow has 

to be present. We allow things to happen more then us making or forcing a progress or a 

product. Allowing it to shape itself and us being more of a vessel we both agreed on. 

I guess I can say these working methods have a spiritual touch. Even though I feel I’m not 

really allowed to say it out loud, as spirituality doesn’t belong into the arts, or isn’t taken 

seriously when it comes to performing arts. I might be wrong with stating that, but I think 

there is some tacit or silent agreement on spirituality carefully being banned. However, my 

main point is, that Arnór Kári and I worked with the same methods and from the same 

ideas. I believe, that us having a common ground of working ethics and aesthetics allowed 

us to collaborate so smoothly.  

He inspired me enormously, the atmosphere we created allowed me to deepen my research 

with a great deal of flow and trance. We slowly found a common language and sense of 

rhythm experimenting and exploring along side in the studio. I am very satisfied that I 

chose to work with Arnór Kári. Reflecting now on my choice making, I think it’s 

interesting that I chose to have a musician and live sound on stage during the whole 

performance. It makes a lot of sense to me, as recorded sound is as dead as written books. 

On top the narrative of creation is passive or absent, speaking of the creator/creatress when 

we listen to music or sounds.  

It was amazing and added another layer of activity and presence to have Arnór Kári 

playing live while rehearsing in the studio. 

                                                
15 Arnór Kári Egilsson, “Andartak”, Soundcloud, accessed 11.12.2017 https://soundcloud.com/andartak  
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During the rehearsals with Arnór Kári I usually alternated between practicing the moving 

and the voicing of the body. The voicing body was both the vocal16 and the written one. 

Where as the vocal voice became a bit secondary, as there was a constant flow of high 

volume sounds in the space. The fact of experimenting with live music surely contributed 

for the written voice to become dominating.  

 

THE STORY OF MY WRITTEN VOICE  

It’s still a bit unplaceable, that the practice of the written voice was continuously present in 

my studio time, but that I never consider it to be part of my performanceable material. It 

perhaps comes because the practice of the written voice has been a natural companion 

throughout my life. Classical diary writing onto paper into a notebook at first and in the 

last two years I switched to a more contemporary version, text edit. Text edit became a 

space for reflection, allowing a voice to be heard and seen or just being whatever it wanted 

to be.  

In the site specific performance course, in my second year of LHÍ I made an attempted of 

using text edit as a specific site or a site specific space. I couldn’t place my idea in any 

context wherefore I dropped the idea after my first attempt. 

During the process of the final individual project I reread some of my former „texts“17 

where I amongst other „texts“ stumbled over the draft of text edit being a site specific 

location, space or stage. I found great pleasure when rereading it and decided to take the 

idea further. It became an important concept and physical part of my final performance 

product. The evolvement of the computer/text edit being a site specific stage is very dear to 

me. This is a point, in reflection, where I can clearly see how things slowly make their way 

and develop themselves without me consciously taking decisions or even knowing about 

them. 

 

THE PRACTICE OF THE WRITTEN VOICE 

I will shortly go into the practice of the written voice and how I developed my own way of 

working with it.  

I understand the practice of the written voice as the practice of improvised writing. 

                                                
16 By vocal I mean the use of sounds like breathing, gibberish expression, sounds, speaking or singing,  
17 My definition of “text”: I decided to call them „texts“ but they could also be named performances, 
movements, experiences, written words, streams of consciousness, experiments, wording etc. In a post/past 
world the perfect expression would be post wording or post writing or an invention of a new term.  
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Basically it’s typing one word after the other, left to right onto a site. The practice is the 

writing itself. It doesn’t really matter what the content, the grammar, the placements nor 

meanings of words are. It’s more about the practice of allowing words and sentences 

without specific meaning to flow. It’s known as free writing, automatic writing or stream of 

consciousness. I didn’t research per se writing techniques. It was and still is none of my 

interest to know about the proper, historical techniques of writing or being aware of the 

rules of known flow writing techniques. I know theory around it exists. I made a Google 

search attempt while writing this essay, but decided within seconds to not allow any of the 

online information into my unconscious. 

I might, in this reflection make assumptions or explain things I experience as something 

special that is of complete clarity to others, but I don’t care. I want to keep my own 

experience. I have chosen for now not to be influenced by written forms of other people’s 

definitions or descriptions of free writing. 

I didn’t out of nowhere come up with free writing myself. Somebody introduced me to 

diary writing or stream of consciousness at one point in my life or education. 

I believe that putting myself into known context, common knowledge will kill if even only 

fractions of what I’m trying to research. If we (humans) continue to compare to and build 

on history, the old ways of doing and understanding things we will never really be able to 

move on, to move further or even be able to create diversity.  

The practice of writing for me is really about allowing myself being myself and expressing 

my voice in a way I wish voicing to exist.  

 

THE METHODS OF THE PRACTICE OF THE WRITTEN VOICE 

During studio sessions I worked with a very specific form of practicing automatic writing. 

Alternating 1, 3, or 7 minutes of automatic writing and dancing. For this practice Eydís 

Rose Vilmundardóttir18, a dance colleague of mine was of great support and inspiration. 

Practicing with her made me realize that I did execute a more common automatic writing 

technique, but that I still had a very concrete idea of how the text would be shaped like and 

what the content would contain.19 It took me quite some time to formulate my 

                                                
18 Eydís Rose Vilmundardóttir, “Eydís Rose Vilmundardóttir”, Facebook, Accessed 09.03.2018 
https://www.facebook.com/eydisrose  
19 An example of the “specific writing” can be viewed on page 3 of this document. In short, which is stated 
throughout this reflection in different chapters; the content is about the experience of the experience, it’s not 
descriptive, it’s not emotional, it’s not academic, it’s sth, it’s whatever, it’s not, it’s an activity, it’s alive, it’s 
an experience of the experience of sth or in this case of movement.  
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understanding and vision to her. Once I had managed and started recognizing in her writing 

what I was looking for I felt a great sensation of satisfaction. 

I continued practicing, allowing more and more freeness during sessions with Arnór Kári. I 

allowed whatever however. Many important things happened during these rehearsals. 

Many ideas and themes emerged. I found for example the colouring of text edit and I had a 

lot of fun experimenting with different ways of choreographing, texting and editing text 

edit.  

 

(37:03) 
THE CONTENT AND CONTEXT OF THE WRITEN VOICE 

My interest for the written voice was growing. Content and clarity in formulating around 

specific topics took shape wherefore I decided to invest further. I wanted to inform myself, 

build solid knowledge around each statement I would choose to make through the written 

voice. I quickly realized that this kind of research is endless. The web contains such a huge 

amount of information. I have to admit I found it difficult to decide which online source to 

follow, which statements to believe. On top my topics where huge and often inspired by 

sparks of conversations.  

Following I will discuss a selection of topics I found most relevant.    

 

„Écriture feminine“  

Feminism. It’s for me one of the most difficult topics to write about. I am not a feminist. I 

do not want to be put into the category of feminism. I am past feminism. Feminism is past, 

it has fully exhausted its potential.  

I like to provoke, sometimes without having enough backup knowledge but with trusting 

an urge or a feeling. It creates great discourse and has sparked many amazing heated 

conversations, wherefore I believe it already served its purpose. Further I get to learn a lot, 

as many people almost immediately start reasoning why I’m wrong. 

I am female, I am into feminism and therefore I am curious about „écriture feminine“.  

„Écritute feminine”20 is a philosophy around feminine writing, which emerged in the 80’s 

with Hélène Cixous’s book „Le Rire de la Méduse“. She says  

„Woman must put herself into the text — as into the world and into the history — by her 
                                                
20 “L’ecriture feminine”, Bloomsburyliterarystudies, published 15.03.2012, accessed 07.03.2018, 
http://bloomsburyliterarystudies.typepad.com/continuum-literary-studie/2012/03/lecriture-feminine.html 
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own movement.”21 She continues „What I say has at least two sides and two aims: to break 

up, to destroy; and to foresee the unforeseeable, to project“.22 These statements 

empowered me to continue my perhaps a bit provocative ways of formulating or in other 

words voicing of my (moving) body.  

I might have to admit that „sthwhateverornot“23 has certain feminist qualities, but I still 

want to state that this wasn’t and still isn’t my intention. I will continue claiming that 

„sthwhateverornot“ is about experience of the experience of movement. It makes me 

furious that I feel the need to state; „just because I’m a woman, just because I’m female, 

just because I have tits and a pussy it doesn’t make „sthwhateverornot“ a feminist piece. 

I’m not aiming for a liberation of the women’s body, sexuality or suppression — I’m not 

interested in that. 

I find it beautiful when I read how Hélène Cixous tries to state that „Écritute féminine“ 

isn’t only for a specific gender. „Feminine writing does not belong exclusively to females“. 

She continuous:  „Refusing to define or encode l’ecriture feminine—because to define it 

would be to limit and imprison it within the logic of Western phallogocentric 

rationalism.”24 This quote states a very clear opinion I have myself. I believe by defining 

or redefining something, especially in relation to history, it (something) will become 

something, which only can be referred to from an exclusive environment. I’m trying to say 

that every body, every time, every space, every motion and every experience exists in 

infinite constellations and therefor I don’t follow a believe system of defining, but a 

believe system of practicing or in other words experiencing.25  

 

„How to not write like a white man: an inadequate guide“26 

When reading over this article I had the thought finally someone says it - dead white men’s 

writing – get over it. I have wondered for a long time now why people give written 
                                                
21 Hélène Cixcous, translated by Cohen Keith & Paula, „The Laugh oft he Medusa“ 
https://artandobjecthood.files.wordpress.com/2012/06/cixous_the_laugh_of_the_medusa.pdf  
22 Hélène Cixcous, translated by Cohen Keith & Paula, „The Laugh oft he Medusa“ 
https://artandobjecthood.files.wordpress.com/2012/06/cixous_the_laugh_of_the_medusa.pdf  
23 Yelena Arakelow, „sthwhateverornot“ is the title of my final performance product:  
Yelena Arakelow, „sthwhateverornot“, Vimeo, published 02.02.2018 https://vimeo.com/258344290  
24 “L’ecriture feminine”, Bloomsburyliterarystudies, published 15.03.2012, accessed 07.03.2018, 
http://bloomsburyliterarystudies.typepad.com/continuum-literary-studie/2012/03/lecriture-feminine.html  
25 The final sentence are thoughts inspired by Peter Sloterdijk’s Book „Du musst dein Leben ändern“ where 
in the introduction he talks about “systems of believe and practice”.  
Peter, Sloterdijk, “Du must dein Leben ändern”, Frankfurt am Main, Suhrkamp Taschenbuch 4349, 2012, 
Introduction (German version) 
26 Anh Vo, “How to not write like a white man: an inadequate guide”, Cult Plastic (Blog), published 
09.01.2018, https://cultplastic.com/2018/01/09/how-not-to-write-like-a-white-man-an-inadequate-guide/ 
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material of long died authors so much attention and importance. I understand the historical 

matters, but still it doesn’t make sense to me. With great pleasure I read the text, to get just 

a tiny bit disappointed that the author is male. Researching the author Anh Vo27 I must 

admit cleared out a lot of my disappointment and gave me new tunnels of inspirations.  

„Be emotional. Be hysterical. Be angry. Be demanding. Be sexual. Be passionate. 

Knowledge makes itself known through both emotion and emotionlessness 28.“29 A point in 

relation to writing about movement or dance I don’t fully agree on. I believe writing of and 

about dance has mainly been narrowed down to descriptiveness, felt emotions or academic 

wording. I have enough of dance writing being narrowed down to descriptions, feelings or 

academia. Dance is and has more. This is why I state that the dancing body needs to be 

voiced and dance needing to liberate its voice.  

„In one way or another, to write is already to assimilate oneself into the system of 

knowledge production created by white men.“30 This quote assures me once again, that I 

was taking the right path with refusing to research the rules of practicing automatic 

writing. It also puts my work into context of me allowing myself to write in the way I want 

to. Still I am extremely influenced by the “laws“ of writing, as latest one can notice by 

reading the words left to right, black on white in this very moment, here and now through 

this essay.  

 

WHITENESS 

I will only shortly go into the topic of whiteness, as I didn’t research it much, but still had 

many important fresh sparks of thoughts by it.  

Inspired by a talk with Selma Reynisdóttir31 the topic around whiteness emerged. Reading 

through writings like „How to not write like a white man: an inadequate guide“ and bits of 

the book “Blackness and the Postmodern”32 by Sonya Lindfors together with the inputs of 

Selma sparked some new questions and ideas.  

„What is the role and representation of the colour white and black (in everything and 

                                                
27Anh,Vo, “AVO”, artist website, accessed 08.03.2018, http://www.anhqvo.com/biography 
28 I have decided to leave the colour as it is used in the blog itself. 
29 Anh,Vo, “How to not write like a white man: an inadequate guide”, Cult Plastic (Blog), published 
09.01.2018, (https://cultplastic.com/2018/01/09/how-not-to-write-like-a-white-man-an-inadequate-guide/  
30 Anh,Vo, “How to not write like a white man: an inadequate guide”, Cult Plastic (Blog), published 
09.01.2018, (https://cultplastic.com/2018/01/09/how-not-to-write-like-a-white-man-an-inadequate-guide/  
31 Selma Reynisdóttir, conversations with author, 03.02.3018  
32 Sonya Lindfors, “Blackness and the Postmodern”, Helsinki 2018, pdf 
http://urbanapa.fi/wp-content/uploads/2012/10/Blackness-the-Postmodern-PREVIEW-VERSION.pdf  
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anywhere)?“ Walls are white, floors are black, there is mainly black boy theatres etc.  

Academic writings in the western world, as far as I know are mostly black on white. The 

guidelines of this and all my former essays have been black on white. Stereotypical papers 

in the western world are white, neutrality is considered as white.  

Sparks of thoughts like this made me decide to experiment with colours. I decided to move 

away from white and black colouring. I am white and I can’t abandon that fact, but I can 

take minor changes, which might have effects. I decided for example to try to abandon the 

visibility of white and black colours during this process as much as possible in my 

Instagram33 and Facebook34 posts.  

Further I decided to only use colours excluding white and black in my stage lights or our 

costumes. As well in the live written part of my final performance product I decided to 

move away from using white and black. This brings me to my final academic part of this 

reflection research BA essay, the practice of performing.  

 

(52:37) 
LETS END 
THE PRACTICE OF PERFORMANCE 

With time I had developed a certain type of script for my written voicing in 

“sthwhateverornot”. In my general rehearsal I performed the voicing with help of my 

script, which I noticed became a huge contradiction. Following a script meant writing from 

a dead source.  I decided that I wanted to have alive, live written text. Within my last days 

until premiere I developed my own performative writing practice. I would train the writing 

in an improvised way using the script as a score.  

In total I probably practiced „sthwhateverornot’s“ voicing 15 times, where each outcome 

was different but still with recognizable elements of the same structure, the same score. 

The structure or narrative itself became very important but the way I would voice within 

that structure would be completely improvised. I found my confidence and also joy in it.  

 

All in all I am very satisfied with the outcome of my final performance product, 

“sthwhateverornot”. The effect of Instagram and Facebook was mind blowing. It’s the new 

                                                
33 Yelena Arakelow “yelenaarakelow”, Instagram, published 29.05.2012, 
https://www.instagram.com/yelenaarakelow/ 
34 Yelena Arakelow “Yelena Arakelow”, Facebook, published October 2008, 
https://www.facebook.com/yelena.arakelow  
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stage to be fed and it’s the platform one can reach the biggest audience.  

The performances were different from each other but went both very well. The 

collaboration with Arnór Kári was pure bliss of collaborative waves.  

I’m excited for continuing my research and I’m curious how „sthwhateverornot“ will 

develop in the future. 

 

(55:09) 
 

*imagine it is live written, it is written in the moment, it is moving left to right as the letters print 
themselves onto the whiteness of the site 

 

ALRIGHT WHAT ALL THIS REALLY IS ABOUT 

MOVEMENT 
DANCE 

I AM MOVEMENT 
   I AM DANCE 

MOVE MOVE MOVE  
DANCE DANCE 

THE MOVEMENT 
PHYSICAL DANCE 

MUSCLES MOVE MUSCLES 
MUF MUFING MOVEMENT 

WHATEVER 
FUCK IT 

 
*imagine  

I am live written 
I am written in the moment 

I am moving left to right  
*imagine 
I am live 

I am in the moment 
I am moving left to right 

*imagine 
I am  
I am  

I am moving 
 

I AM 



 

 

 

19 

STH 
I AM 
NOT 

WHATEVER 
 
(59:49) 
 

POST TIME 
POST BODY 
POST CHOREOGRAPHY 
PAST DANCE 
MOVE DANCE 
DANCE MOVE 
I AM A SITE 
I AM ALIVE 
I AM A REFLECTION  
I AM AN ARTISTIC RESEARCH  
I AM DONE  

 
THANKS TO 
Andartak, Arnór Kári Egilsson, Eydís Rose Vilmundardóttir, My Classmates , Egill 

Ingibergsson, Guðmundur Felixson, Ásgerður G. Gunnarsdóttir, Sveinbjörg Þórhallsdóttir 

and Text Edit version 1.12 (329) 

 

“sthwhateverornot” (https://vimeo.com/258344290) premiered on the 2nd of March 2018 in 

 Tunglið, Reykjavik (IS) 
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CONCEPT OF “STHWHATEVERORNOT” 
„How does a non dual voicing and dancing body move?“ 

„How does a non dual dancing and voicing body word?“ 
  

My research is, on the non duality of the dancers spoken, sung and written voice AND the 

physical, contemporary, improvised dancing body.  

I will investigate how they influence each other based on non understanding, weirdness 

and awkwardness. I am interested in the experience the voice has/gives the body and the 

body has/gives the voice. The content of words, voice or language and the content of 

movements do not need to be understandable, comprehendible nor sensable.  

 

ABOUT THE PERFORMANCE STHWHATEVERORNOT 

Is a dance art performance research showing moving uniting voicing dancing of the body.   

It is dedicated to post choreographic performance art and explores the nonduality of the 

voicing and dancing body. The dialogue between questioning and practicing leads to a 

deeper experience. The experience of sth whatever or not. Sth has become 

sthwhateverornot which is not a final product but yet an activity to experience. There is no 

need to under-stand but asks for an open vibe to receive. Sth whatever or not will happen. 

“sthwhateverornot” is created in collaboration with the artist Andartak, Arnór Kári.  

 

ABOUT YELENA ARAKELOW 

Likes to be called Yela, likes yellow, or green and red, and pink or turquoise, is white, is 

into dance and likes to move. I’ve been developing my own movement practice which is 

the foundation of sthwhateverornot. I believe that the practice and experience of an 

activity, especially the activity of movement is essential for creating dance art works. And 

Arnór Kári likes cats. 

CREDITS 

Andartak, Arnór Kári Egilsson, Eydís Rose Vilmundardóttir, My Classmates , Egill 

Ingibergsson, Guðmundur Felixson, Ásgerður G. Gunnarsdóttir, Sveinbjörg Þórhallsdóttir 

and Text Edit version 1.12 (329) 

LINK 

https://vimeo.com/258344290 


