Universität der Künste, Berlin
Professionshøjskolen Metropol
C:NTACT

Copenhagen 2012
Student no. 30297506
Master Degree

TOWARDS PERSONAL GROWTH

Theatre Pedagogy

Jan Fogt: Mentor

Hans Peter Mattias Tommila
1

CONTENTS
ABSTRACT.........................................................................................................................................3
INTRODUCTION................................................................................................................................4
1.0 WHY...............................................................................................................................................6
1.1 Being and Human Urge..............................................................................................................7
1.2 Concepts Overlap.....................................................................................................................10
1.3 To Create a New Method.........................................................................................................13
2.0 WHAT...........................................................................................................................................16
2.1 Naturalistic Theatre..................................................................................................................17
2.2 Physical Theatre.......................................................................................................................18
2.3 Michael Chekhov.....................................................................................................................19
2.4 Per Brahe..................................................................................................................................19
2.5 Finn Hesselager........................................................................................................................21
2.6 Neurostructure as Artistic Material..........................................................................................23
2.7 Personal Growth.......................................................................................................................25
2.8 Releasing the Human Urge......................................................................................................26
3.0 HOW.............................................................................................................................................29
3.1 Signs of Life.............................................................................................................................29
3.2 Leadership as Compassionate Strength...................................................................................30
3.3 The Wild...................................................................................................................................32
4.0 SECOND PRACTICAL EXPERIMENT ....................................................................................34
The Workshop Crea 2 - Technical Report......................................................................................34
4a.1 Background............................................................................................................................34
4a.2 Summary of the workshop concept........................................................................................35
4a.3 The Aspect of Creating...........................................................................................................35
4a.4 The Aspect of the Wild...........................................................................................................36
4a.5 Supportive Exercises..............................................................................................................38
4a.6 Terminology...........................................................................................................................39
4a.7 Participants.............................................................................................................................39
4b.1 The Montage Work Process...................................................................................................40
4b.2 Day One.................................................................................................................................40
Supportive exercises......................................................................................................................40
4b.3 Day Two.................................................................................................................................41
4b.4 Day Three...............................................................................................................................42
4b.5 Final feedback .......................................................................................................................45
5.0 EVALUATION OF THE PRACTICAL EXPERIMENT.............................................................46
5.1 Science.....................................................................................................................................47
5.2 Art............................................................................................................................................48
6.0 DISCUSSION...............................................................................................................................49
6.1 Personal Values and Facts........................................................................................................50
6.2 Finding the Words....................................................................................................................51
6.3 Is Being and Human Urge a Delusion?....................................................................................53
7.0 CONCLUSION............................................................................................................................56
Written References.......................................................................................................................58
Other References........................................................................................................................59
Appendix.....................................................................................................................................62

2

ABSTRACT
This thesis is concerned with a project aiming to develop a method for facilitating oppurtunities by
which individuals can experience personal growth. Personal growth is here defined as manifesting
one´s being through action, in a process which, initiated by theatre pedagogical means, ultimately
aims at becoming self-generating, making the individual able to continue his development,
independent of the original facilitating agent. The research, as well as the thesis itself, has a double
nature, spanning between art and science. Science, in the sense that it strives to use, gather and
produce empirical data. Art, in the sense that the process is conceived of as a manifestation of it´s
creators personal values, to a high extent being pursued as an experimental, aestethical project.
The first three chapters present the theory of the work; in the first chapter, the platform of
values upon which it is based, is presented. The concepts of being and urge, terms invented by the
author, are being explained, partly through personal narration, partly in relation to C.O Scharmer´s
method for contacting one´s highest future potential, called Presencing, and partly in relation to the
concept of narratives. The mechanisms of being, urge and personal growth, are explained in
relation to Ken Robinson´s concept The Element, Mihaly Csikszentmihalyi´s Flow-theory, and a
number of concepts from different social environments, ranging from sports to Balinese ritual art.
The possible future use of the term Autopoiesis as a technical definition of self-generating personal
growth, is briefly related.
In the second chapter, the naturalistic and physical methods of an actor´s training are briefly
discussed, before the practical tools of the developing method is explained, partly by relating to the
personal experience of the author, with the methods used by the Danish theatre pedagogues Per
Brahe and Finn Hesselager.
The third chapter describes communication as the use of signs, relating theatre to everyday
life, and returns to the platform of values behind the work, by presenting J.S Wiggin´s circumplex
model for describing human interaction in terms of ”status” and ”love”, with the aim of the author
to advocate the use of the assertive attitude of communication, when facilitating personal growth.
The fourth and fifth chapters concern the practical research, first presenting a technical report
from the workshop Crea 2, performed at the KaosPilot School in Århus, Denmark, in April 2012,
and thereafter an evaluation of this practical experiment. The evaluation leads directly into the sixth
chapter with a discussion of the project as a whole. Possible further areas of investigation, together
with strengths and weaknesses, on part of the project, are considered by the author.
The conclusion of the thesis has a positive ring to it, touching again on the divided nature of
the thesis, and of the research, the double aspects of which are intimately entwined.
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INTRODUCTION
An introduction might serve you well, as you proceed to turn these pages, reading them with,
hopefully, a relaxed and open mind. The topic is personal to me as author and has been subject to
deliberate investigation for a year, during which time the project with which this thesis is concerned
has developed, from out of imagination, gradually to become tangible. I write about something not
yet fully conceived, a work in progress, the beginnings of a research project and theatre pedagogical
practice. In it´s current state, the project is bound to get much of it´s fuel from my own enthusiasm –
an enthusiasm, that in itself is fuelled by recurring positive findings and clues – but few concrete
measurable proofs. It is a delicate time in it´s development, and yet is it clearly time to write this
down under organized measures, in order to create a new platform, from which new perspectives
can be apprehended and investigated.
I write about the human urge to express itself through action. The deep reservoirs of imagination
and willpower, that can be intuited in a human beings gaze. Of how to make sense of such noble
traits in such a way, as to be able to speak of them. To speak to the core of that glow in a strangers
mind, and stimulate in him the strength to work on developing that glow further in himself. It is an
exciting process, of applying that which is part of the trusted toolbox – words and concepts,
practical methods and tricks – to that which is perceived as half-understood, half-imagined
observations. The area is tangible enough, after all. It is about our own longings in the moments of
our lives, when we feel that we exist and have a purpose, or a need of purpose.
Those moments, when we become aware of living, of time passing, of not understanding, and yet
somehow understanding, something about the very essence of our existence – for a moment long
enough to remember it, and let it make an imprint on our sense of self.
It is about all those moments, calling for us from the depths of our own beings. The moments of
immense strength, of clarity, of presence. The moments, when all these sensations are shared in a
meeting with someone. And perhaps expanded into timeless inspiration. They belong to everyone
and noone – are familiar and yet unknown. They can be approached through poetry or science – or
both. Today, they are approached through theatre pedagogy.
That is: both. For the science part, the reader is entitled to a comprehensible model, an overview of
why, what and how. He is entitled to, and will be presented with, observation and conclusion to
ample documentation. The poetry, I would ask the reader to supply himself – without his
engagement, his own inner eye and ear open to apprehend this moment in the landscape of his life –
the words of this thesis that are not directly concerned with fact, will appear to him as empty of
meaning – and how could they be? How could anything, that has a shape, be void of meaning?
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The public, which takes the false for the true, has the sense of the true and responds to it when
it is manifested. However it is not upon the stage that the true is to be sought nowadays, but in the street;
and if the crowd in the street is offered an occassion to show it´s human dignity, it will always do so.
(Artaud, 1958)

1.0 WHY
The concepts of being and human urge, which are now about to be introduced, are based on
observations that I continuously make, of humans in all kinds of situations. Continously, in the
sense, that the observations continue, and through them, the overall image deepen, develop and
change. Human urge is not a new invention as much as a new name for something, that I perceive as
already being there. My naming it so, and my proposal on how to work on it in a certain way, serves
to illustrate how I personally perceive the phenomenon. Practical research is the way to discover the
value of the method – results through practice might modify the choice of terms. The method that I
am developing, is intended to be used for teaching individuals about themselves. But with each
individual that I meet, new information is registered about humans in general. This means, that the
method is bound to be aimed at individuals that I have not yet met, but of which I have general
assumptions. Time will tell if this fact signifies a weakness or a strength, on part of the project.
What I have observed, is that humans seem to have an inbuilt awareness, of what inspires them and
makes them feel alive – and that they have an urge to strive for that, by inner motivation. Something
in the individual is able to intuit where it is motivated to go and not – what situation, what activity,
which place, relationship or opportunity, that is the right direction to put attention into, at any given
time. This might be explained as automatic behaviour based on so called crude instincts and drives
in our personalities, such as those of hunger, thirst, reproduction, survival. But are they so crude?
They are part, of what it means to be human. All that we are, we are.
And what we are – we dicuss and explore, imagine and abhor, through books, movies, plays and
facebook profiles, the clothes we wear, the words we use, the very lives we live. We have so, for
millennia, stories evolving through changing mediums. The activity, is the same. Shakespeare
wrote, that ”All the world 's a stage, and all the men and women merely players. They have their
exits and their entrances; And one man in his time plays many parts” (Shakespeare, 1998)

6

Life seen like that, is easy to apprehend as a story, or a bundle of stories, in itself. Life as narrative.
Identity as narrative. This concept explains the human tendency to shape lives, and navigate through
them, by the use of stories.(Crossley, 2000) Stories of what is right or wrong, (or stories where right
and wrong is not) of why a certain thing behaves as it does, of where it all is supposed to go, of why
it´s not always easy, of why it sometimes is very easy – why it – it – Life – appears as it does –
which is different in every story, and yet the stories all describe parts of the same topic – of all that
we are and all that happens.
Yes, we are full of hunger and thirst, for food and drink, for each other, for touch, for shelter, for
material wealth, to satisfy our greedy hunger and thirst, that we are so full of. But I observe, that we
are full of more than that. I see, that in the deep of all this, which in itself is life, we exist, also, as
individuals with an urge to be.

1.1 Being and Human Urge
We can begin by stating that an individual has daydreams, phantasies, perhaps wild visions about
what she wants in life. These have their source somewhere within her. In this thesis, we shall call
that source her being. Even if the dreams of the individual has not taken shape in her mind as
defined goals, she still has an intuitive sense for what she wants to invest her attention into, and
what not, at any given time. I am not speaking of a rational sense of what could be ”practical” or
”smart”, to put attention into. Nor am I speaking of what could be ”satisfying” or ”relieving”, in a
so called crude sense. I am rather speaking of what might be perceived as ”inspiring”, or to use an
even more defining term; ”heartfelt”. Often enough, circumstances demand of the individual, that
she puts focus on what is ”smart”, and perhaps even more often, she will go for the crude
”satisfaction”.
There is nothing wrong with this, and there´s certainly not anything unnatural about it. But if the
individual wants to grow as a person, instead of only surviving and enjoying, she must focus on the
heartfelt choice. This is what I see. The being inside of the individual beckons to her from the
depths, to be expressed in the world, to touch the world for the sake of it´s own experience, the
knowledge, the growth, to be found in that experience. Even when the individual can´t consciously
hear the beckoning, it is there in her subconscious, not letting itself to be forgotten, searching for
opportunities to expand, back into the conscious mind again, and out into the world of action.
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What I observe is, that when the individual invests her attention and her activity in that heartfelt
direction, something starts to emerge from within her. She finds, that she becomes more in tune with
her being. Her actions, be it speaking, moving, shaping or addressing, begin to happen with
expanded spontaneity and ease. She is aware of, that this is ”right” somehow. By going with this
urge, she gradually becomes more aware of her own being. As she finds this phenomenon
happening to her again and again in different life-situations, she becomes more familiar with this
heartfelt state of being and doing. By exploring this state, the individual becomes more refined in
answering questions such as ”What is the meaning of life?”, ”What is my thing?” and ”Who am I?”
to herself. Not as an intellectual conceptualization as much as an intuitive sensation of actual selfawareness. As her self-awareness grows in this manner, she finds it easier to make decisions big or
small, that affects the ongoing development of her life. This process is what my research is about.
An important digression to make here, would be, that some sociologists maintain, that there is no
such thing as a personal identity – that these narratives, through which we weave and define our
caleidoscopic realities, are the only – highly fluent - identities, that we have. (Gergen, 1991) This
present thesis takes no definite stand regarding that debate. It can be argued, that the practical tools
employed in the method that it presents, to some extent are based not only on the use of a ”personal
narrative” - that is, a personal continous identity, but also on the assumtion of a being, which could
be argued to signify a ”true self”. That is however not a conclusion, that I am willing to draw at this
point. The concepts of ”Being” and ”Human Urge” are not necessarily bound to any concept of a
definite personal identity as such – the notion of having an identity, which to me seems inbuilt in
our conscious awareness, illusion-though-it-may-be, is enough at this point.
Another digression is, that the method is not designed as a way to play with and indulge in selfaggrandizing games with the individuals various images of herself – her Ego. There are already so
many tools for pursuing that activity, within the field of theatre and performance aswell as
everywhere else. No need to make one more. Methods for that can be used as part of the work,
though, for empowerment, for fun or warm-up. It is not a question of ethics, but of what works, and
why.
No, connecting with one´s being is an act of strong resolve to authenticity. ”Who am I?”
The concept is analogous with C.O Scharmers ”Presence”(Scharmer, 2006), a method by which an
individual goes beyond her own habitual patterns of ”downloading” and ”processing” information
about the world, finally managing to ”let go” and open herself to a conscious state of awareness,
8

where she not only sees herself and her entire situation as it truly is at that time, but also becomes
aware of her potential, future self and future situation, based of what she can be, perceived by
intuition in such a way, as to make the individual ”receive” insight and motivation emerging from
her own potential future.(Scharmer, 2008 s. 165) Scharmer writes of it as an encounter between a
persons self with her true self – of a connection to the essence of her utmost potential.
”The important point is that in exploring this future potential, you aren´t exploring a future someone
else has written for you. It´s more intimately connected with your evolving, authentic Self – who
you really are. It´s much more fluid, more open, more in dialogue with you. And yet, at it´s core, it´s
connected to the alien part within ourselves [...] I´ve experienced this element – the evolving future
field – as a being that is actually looking at me. In the moment you feel that gaze, you feel the world
stopping. After that you´re no longer the same.”(Scharmer, 2006, s. 221)

As life goes on, the individual is shaped by her experiences. Under beneficial circumstances such as
here described, she would transform more into someone, who finds life increasingly to agree with
her being. When circumstances send her ”off track”, she still has an experience, of how it is
supposed to feel, which makes it easier for her to find the heartfelt sensation again in a new, perhaps
unexpected, activity. Gradually, the individual refines her ability to manifest her being, in her way
of life as well as in her spontaneous action - her expression - in the moment.
And all this time, she is exploring and abhorring and imagining herself as a story of stories.
But circumstances are not always beneficial. We often have an immediate need to pursue the
”smart” activity, to avoid perhaps dire practical consequences – not to mention our need for
immediate relief in different ways, again and again. Lives are spent with these pursuits.
Furthermore, western society today – which is the main backdrop to my research into something in
itself universal – pays little interest to making circumstances beneficial to heartfelt pursuits,
prefering to put priority on what´s practical and satisfying. Yet does our beings resonate with
heartfelt sentiment, when interest in fact has been invested into the making of a 90 minute long
cinematic product, telling the story of someone who actually went for his dreams.
The classical figure of the youthful, who endeavour out into adventure by their human urge to
follow the beckoning of their innermost being, is familiar in cinema, but exists in everyday life too.
Adventure travellers and activists alike, ride their tickets every season, encountering the wild.
Some of them find ways to live with and grow with the wild, in various guises, manifesting and
expressing and realizing their beings. These individuals, I have nothing to teach, that they won´t
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apprehend in their own way. Except perhaps a systematic way to reflect upon their own mysteries,
through a theatre pedagogical perspective.
But what about the individuals, who live in the western contemporary world, with it´s various
circumstances given – and who are not prone to embark into the wild, perhaps with good reason?
For them especially, would I like to offer a version of theatre pedagogy, that is concerned with the
human urge to be. A strength with theatre pedagogy, is it´s potential for creating temporal
circumstances, by means of enlivened imagination. Circumstances, that when rightly arranged and
enforced, perhaps can make way for the human urge, to find ways for the human being to manifest
itself heartfully in the world.
With the right means, by producing the right circumstances, by offering the right stimulants in the
form of suggestions and exercises, the urge seems to be possible to reach, to contact and awake.
Just as an individual can be made aware of the moon in the sky by pointing it out to her, can it be
possible to make her aware of her urge in a similar way. It is then possible to cultivate it´s presence
in the actions of her everyday life, in ways similar to those used, when cultivating a fictional
character for acting on stage.

1.2 Concepts Overlap
The ”heartfelt activity”, that I am speaking of, has been described in similar terms by the
internationally acclaimed leader in creativity, innovation and human capacity Ken Robinson,
when he writes about what he calls ”The Element” ”The Element is the meeting point between natural aptitude and personal passion. What you´ll find
in common [...] is that they are doing the thing they love, and in doing it they feel like their most
authentic selves. They find that time passes differently and that they are more alive, more centered, and
more vibrant than at any other times. Being in their Element takes them beyond the ordinary experience
of enjoyment or happiness. We´re not simply talking about laughter, good times, sunsets, and parties.
When people are in their Element, they connect with something fundamental to their sense of identity,
purpose and well-being. Being there provides a sense of self-revelation, of defining who they really are
and what they´re really meant to be doing with their lives.” (Robinson & Aronica, 2009, s. 21)

”The Element” and ”The Being”. These terms are not quite synonymous, but point at the same
thing. Heartfulness in the action pursued. ”The Element”, can be many different things to one
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person, not necessarily just one activity, which Ken Robinson goes on to describe later in his book.
(Robinson & Aronica, 2009, p.90). Another term, that is relevant here, is Flow, as defined by
Professor and explorer of psychology, Mihaly Csikszentmihalyi:
”Imagine, for instance, that you are skiing down a slope and your full attention is focused on the
movements of the body, the position of the skis, the air whistling past your face, and the snow-shrouded
trees running by. There is no room in your awareness for conflicts or contradictions; you know that a
distracting thought or emotion might get you buried facedown in the snow. And who wants to get
distracted? The run is so perfect that all you want is for it to last forever, to immerse yourself completely
in the experience. [...]Or this complete immersion in the activity may occur in social interaction, as when
good friends talk with each other, or when a mother plays with her baby. What is common to such
moments is that consciousness is full of experiences, and these experiences are in harmony with each
other. Contrary to what happens all too often in everyday life, in moments such as these what we feel,
what we wish, and what we think are in harmony. These exceptional moments are what I have called flow
experiences. The metaphor of ”flow” is one that many people have used to describe the sense of effortless
action they feel in moments that stand out as the best in their lives. Athletes refer to it as ”being in the
zone,” religious mystics as being in ”ecstacy,” artists and musicians as aestethic rapture. Athletes, mystics
and artists do very different things when they reach flow, yet their descriptions of the experience are
remarkably similar.” (Csikszentmihalyi, 1997, p.29)

This state of human consciousness emerges, when an individual is focusing her entire apprehension
on one single task, with the conviction, that she can see it through, if she but puts her entire capacity
to use for the effort in question. Her mind, usually distracted in an ongoing bombardment of
information – entropy - finds relief in the negentropy of concentrating on one single task. Forgetting
about everything else, the individual is working in the absolute moment, with no sense of time,
gradually registering signs of successful development of the process, that she pursues. When these
factors as have been described are fulfilled, her consciousness slips into the state of flow. (ibid)
Ken Robinson describes it as ”being in the deep heart of the Element”
”To be in the zone is to be in the deep heart of the Element. Doing what we love can involve all
sorts of activities that are essential to the Element but are not the essence of it – things like studying,
organizing, arranging, limbering up, etc. And even when we´re doing the thing we love, there can be
frustrations, disappointments, and times when it simply doesn´t work or come together. But when it does,
it transforms our experience of the Element. We become focused and intent. We live in the moment. We
become lost in the experience and perform at our peak. Our breathing changes, our minds merge with our
bodies, and we feel ourselves drawn effortlessly into the heart of the Element.” (Robinson & Aronica,
2009, p.86-87)
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Ken Robinsons ”Element” is not, as can be seen, identical with Mihaly Csikszentmihalyis ”Flow”,
which can be reached in any activity, as long as the individual pursuing it fulfills the factors
required regarding full focus, registering of gradual positive results, and so on. If they were
identical, it would imply, that any activity at all could be the Element to anyone, and this is not
Robinsons point. It does however strike a cord to my concept of being and urge, since the human
urge, as I perceive it, seeks ways to answer the beckoning of the being constantly – through the
activities within present reach, in an ongoing, organic pursuit of what Robinson would call the
Element, as described above.
I will now go on to mention a number of different terms. They are related to the Element, the being,
or flow, the zone...but they are not always identical, and this we need to take a look at, to better
understand, where their dots connect, and how this is relevant to us. As we soon will move on to
recent practical experiments pursued, the reader is asked to put these terms at the back of the mind,
for reference to the image, which I wish in the end to be clear and alive, in the consciousness.
Imagine: An audience at a football stadium watching a star go into the zone, seeing him excel in
achievement in his state of flow. What he does, he does with fluent, automatic movements, all in
perfect timing and harmony with the challenge that he is facing. They might think that he moves
like the wind, through opponents or obstacles as light through water. Ken Robinson would say that
he is in the heart of the Element.
Had this been a street in Rio de Janeiro, it might have been Capoeira, that the audience was
watching – or rather doing - in which case they would say to each other, that the star in question
”has strong Ashé” (conversation w. capoeira practicioner Sophia Måge, Copenhagen, 12/12-11)
While not assuming the following definition of Ashé to be the agreed definition of it within the
circle of capoeiraists, do I still find this description quite interesting in relation to the definition of
flow;
”Ashé is an Afro-Caribbean word for spirit or life-force, similar to the Sanskrit Prana or the
Chinese Ch´i. It is a singular force which is everywhere differentiated into the myth of duality. It
initiated humanity´s primordial origins and stands now as it´s source. Ashé is more than simple
energy; it is akin to the Buddhist concept of Bodhicitta and Karma. Good things happen to one
because one has it, bad things because one lacks it.”(Davisson, 2003, p. i)
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Had it been a music concert in Cairo, the spectators might have clinged to their seats with
goosebumps on their arms, mumbleing to themselves the word Tarab, meaning ”musical ecstacy”
(Racy, 2004). A Jazz-musician might call it to ”get into the Groove”(Tharp, 2003).
In a steamy room in Granada, the audience at a performance of Flamenco, would have been
speaking of Duende (Webster, 2003). At a milonga – an evening dedicated to Tango – the
participants might experience the sensation, that everything intermingles perfectly, the spiral
movement of the crowd surging through the late evening music, like one giant organism of sensual
intercommunication (conversation w. tango enthusiast Anisia Popescu, Copenhagen, 18/5-12). On
Bali, a dancer might reach ”the highest state of inspiration”, Taksu – the spectators thrown into awe,
seeing, that the great god Shiva has possessed the honoured performer with his force (conversations
w. Danish theatre pedagogue Per Brahe, Bali and Denmark, 2007-2011).
The list would go on, each term covering a part of the same seemingly universal phenomenon,
sometimes overlapping each other – but not being identical. They are coloured by different cultures
– and they seem to focus on different angles. They do however seem to point in the same direction –
they are all, to quote Robinson again, ”in the heart of the Element”.

1.3 To Create a New Method
This thesis presents the basic version of a theatre pedagogical method for training, teaching and
research, designed to find ways to make it possible for an individual, to connect consciously with
her being, become better equipped to follow her urge to manifest it through action, and furthermore,
to establish that connection in an ongoing process of personal growth.
To consciously pursue work through such manifesting actions, can in terms of flow-theory be
described as to establish a ”negentropy” – a frame of attention on certain information which thereby
becomes structured in the mind – all regarding the pursuit of manifesting the being in the world.
Once the negentropy itself is established, all other factors required to reach flow are within reach,
provided that the working tools are adequately designed and used.(Csikszentmihalyi, 1997, p.29)
My interpretation of this is, that the individual would be able to reach a state of flow in the overall
activity of ”manifesting her being”, through all sorts of actions, all united in that single heartfelt
purpose. The point would be, since ”the world is a stage”, when seen in the sense, that our lives are
full of self-exploration through narratives (Crossley, 2000), that it would be possible to apply theatre
pedagogical methods, in a specific setting, of the right circumstances, for manifesting being through
13

action. The setting could, as the connection with the urge increases, be opened up gradually, until
the individual is equipped to continue the work – her chosen negentropy, her intention – in the
events and circumstances of her everyday life, on her own. It would furthermore be possible, to use
tools of theatre pedagogy to teach an individual acting skills, in order to make her more aware of the
signs, that she uses in her self-expression. These acting skills, or rather her possessing of them,
would then in itself be a setting for the human urge to be released through.
A process such as this, being successful, could possibly elevate the individual into a state of
discovery, liberation and growth, which would be self-generating. It would be a state closely related
to the various terms listed above. The individual, immersed in the activity of expressing herself; of
manifesting her being through the heartfelt action of ”manifesting her being” intently by various
means, (of which not all would have to be directly ”heartful”, required that they are part of a
heartful whole to the individual) could enter a state of flow in that activity. When in flow, the
individual would increase her ability to pursue the action in question, and thereby grow further.
If the action pursued is ”personal growth”, then my theory points to the potential of reaching a new
level, where the process of personal growth regenerated itself, in theory perpetually.
The term Autopoiesis, introduced into sociology (from biology) by Niklas Luhmann, might apply.
An Autopoietic system is one that continously produces the components that specify it, while at the
same time realizing itself to be a concrete unity in space and time (Dittrich & Artmann, 2006 p.31).
This term would be welcome in formulating this theory, for the simple fact, that the terms above are
all coloured in different ways, mostly by cultural context, whereas ”Autopoiesis” is a technical
term. The ”concrete unity in space and time” would then be the process of personal growth itself,
rather than the individual, that pursues the process. These two could however be seen as
inseparable. Further investigation will make it possible to decide whether to adopt the term or not.
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The being beckons within the
individual to be manifested
through action, any kind of
action, that is heartfelt
(heartfelt=in accordance
with one´s being)

This activates the human urge
(human urge = the drive to
manifest the being through
action, a subconscious drive,
that can be made conscious)

When the urge pursues a
heartfelt activity (perhaps
arranged as a workshop), the
individual is in the Element
(K. Robinson)

If the heartfelt activity
is personal growth in itself,
the individual can establish
that activity as a self-generating
process(= autopoiesis?)

When focusing fully on
that activity, she is in the
Heart of the Element
(K. Robinson)

Thereby the urge is released,
leading to a sensation
or phenomenon which has
been described with
different words in different
cultures

This is experienced as
Flow
(M. Csikszentmihalyi)

Flow leads to
personal growth
through action, by
self-exploration,
feedback and learning

(the reader is adviced to remember, that being and urge are hypothetical concepts)
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When developing this model, I approach the subject like a theatre pedagogue would. Even so, I
tread into areas (mainly psychology, sociology, anthropology, philosophy and semiotics) where my
knowledge is of a somewhat shallow nature - a fact that can only be partially excused, by the artistic
nature of this present work. It is however a shallowness, that further development of the project at
lenght will cure. In order to explain the perspective upon which the method is based, I choose to
present my views to the best of my current understanding, while also reminding the reader, to think
for himself. I endeavour to ask the right questions to the student, and to facilitate exercises, through
which the student can develop an authenticity in his expression. This in order to make the student
familiar with his being and urge – so that these can find a stronger manifestation, in him, and his
life.

2.0 WHAT
In 2010, I contacted the Danish theatre pedagogue Finn Hesselager, with a request to do an
internship as observer to his way of teaching. I was looking for deeper insights into concrete
methods on how to work on a persons creative expression. I also wished to train myself in
recognizing what I at the time called the ”creative core” of a person – the first name for what is
presently referred to by the two connected terms ”being” and ”human urge”. In my initial email
contact with Finn Hesselager, I tried to find words to describe this second aspect of my research;
”Subtle signals are being communicated about a person through body-language. It´s like watching
an animal move. When signals are spontaneous, like in a person who has just finished a yoga-session, or
just have sung her heart out, or just have received a wonderful gift from a loved one, they become clear,
communicating almost like music. I think it is possible to develop a method, to bring out this spontaneity
in humans, to make them fulfilled as individuals aswell as powerful performers. To work with this with
the same precision as a masseur works on human muscular structure. A scientific perspective could be
developed, looking into the inner structures of the individual creator, and on the tools, that other
pedagogues, practicioners, theorists and artists have developed through history.” (email to Hesselager
6/10-10, authors own translation)

My request was accepted, and after having attended several practical sessions on the side-line,
taking notes and asking key questions, I was given a personal explanation by Finn Hesselager, of
the theory behind his work. Out of that, in combination with what I had with me from before, came
the observation and subsequent theory, with which this thesis is concerned. We will soon return to
that in earnest. But first we shall make a little exposé through some of the didactical tool-sheds of
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this trade.
Theatre pedagogy has a broad spectrum. It is mainly concerned with teaching, event-design and
artistic-conceptual discourse. We shall now take a look, at the teaching part. We shall do so, first by
briefly going through two very influential approaches to the training of an actor, namely naturalistic
and physical theatre, after which we will look closer at how to use elements from these approaches
in a specific way, that can be wholesome to heartfulness, being and urge.

2.1 Naturalistic Theatre
The Russian theatre man Constantin Stanislavski´s (1863-1938) life project was to make theatre as
real to the audience, as real life itself. (Stanislavski, 1963) This aim was in his time both new and
very ambitious, in comparison to what was offered at the stages of Europe.
Naturalistic Theatre can be described as a psychological method, in that the actor creates images in
his mind, from which he finds the incitement to create his expressions (ibid). It has been told, that
Stanislavski had said to his star-pupil Michael Chekhov, that for an actor really to be able to play a
character that had lost his father, he ideally should have lost his own father, or at least someone very
close to him (conversation w. Brahe, Bali, January 2007). The key would be affective memory - the
actor would need to have a personal, tangible sensation of loss in his collection of experiences, to
use as information for himself on how to feel like the character would.
We shall return to that story soon.
Stanislavski had great success, in that he managed to create a very detailed system, for how to train
actors in the art of becoming almost one with the character, that they are playing, surrendering their
egos entirely, when on stage.(Stanislavski, 1963) His system can easily be claimed to be the main
influence on how actors are – conventionally speaking – educated in their trade all over the western
world (Whyman, 2008). Hollywood especially, gives a good representation of Stanislavskis vision,
in the movies produced there. The main system used by the actors of Hollywood is called Method
Acting, and has originally been developed by American actor and teacher Lee Strasberg. (19011982) As Stanislavskis ensemble toured USA in 1923, Strasberg was deeply inspired by them.
He adopted their methods, and spent his subsequent career using, developing and teaching them.
(Strasberg, 1988)
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2.2 Physical Theatre
Another reaction against the contemporary western theatre of his day, came from the French theatre
man Antonin Artaud (1896-1948). Artaud was in the audience, when a troúpe of Balinese dancers
from the village Peliatan made a performance at the Paris Colonial Exposition in 1931(Fowler,
2001). The experience made deep impact on him:
”In a spectacle like that of Balinese Theatre there is something that has nothing to do with
entertainment, the notion of useless, artificial amusement, of an evenings pastime which is the
characteristic of our theatre. The Balinese productions take shape at the very heart of matter, life, reality.
There is in them something of the ceremonial quality of a religious rite, in the sense that they extirpate
from the mind of the onlooker all idea of pretense, of cheap imitations of reality. This intricately detailed
gesticulation has one goal, an immediate goal which it approaches by effacious means, whose efficacity
we are even meant to experience immediately. The thoughts it aims at, the mystic solutions it proposes
are aroused and attained without delay or circumlocution. All of which seems to be an exorcism to make
our demons flow.” (Artaud, 1958, p. 60)

The experience inspired him to formulate a new vision, of what theatre could be. A vision, that he
never managed to bring to full manifestation. His ideas, strongly expressed by evocative language,
did however survive him in several books, and have inspired, among others, the Polish theatre man
Jerzy Grotowski (Wolford 1996).
Jerzy Grotowski (1933-1999) wished to make a method for an actor´s training and performing,
which could stand the competition against the growing popularity of cinema, that he saw in his day.
He invented what he named the ”poor theatre”, a theatre based not on props, special effects or huge
scenographies – all of which was no match for the cinema to outrace, when trying to impress an
audience – but on the actor, his voice and body alone, and his connection to the audience present in
the room (Slovak & Cuesta, 2007).
Grotowski chose the physical approach to the actors work. He developed a program that can be
described as being at least partially acrobatic to it´s nature, through which the actor develops
immense capacities regarding movement and impulsivity (ibid). In physical theatre, one is not
concerned so much with the intellectual and emotional depths of a character, as one is of the
energetic quality of his movements, and what signs, that thereby are expressed to the audience.
To this end, did Grotowski work on removing obstacles in the organism of the actor, that could
prevent the free transaction of impulse into action (ibid).
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A curious character, who in practicality can be claimed to be found somewhere between these two
systems, is Stanislavski´s star pupil, Michael Chekhov.

2.3 Michael Chekhov
Michael Chekhov (1891-1955) was, according to a story, one day asked by his teacher Constantin
Stanislavski, how he managed to act his character´s loss of his father so well. Michael revealed, that
he simply had imagined what it would be like to experience such a tragedy, without having actually
experienced that himself. This made Constantin furious, the conflict eventually leading to Michael
Chekhov creating his own system, and – like Strasberg – ending up teaching actors in Hollywood.
(conversation w. Brahe, Bali, January 2007)
Chekhovs system is formally considered to be based on psychology, since it, just like Naturalistic
Theatre from where he received his first training, is based on impressions in the mind. When
practising it, however, one is prone to use the body so much, that the method in my experience
usually seem to get mixed up with Physical Theatre. His method is practised by the use of so called
”psychological gestures”. The actor creates mental images, which he learns to express with great
physical variety, always staying true to the source of the expression – the psychological gesture – so
that the essence of the expression remains the same. It is an empowering way of training constant
exploration of movement and personal radiance. Chekhov developed a system of basic energetic
qualities such as fluid, (”legato”) fiery, (”staccato”), through which to train an actors imagination,
and his ability of moving and sensing, gradually expanding his expressive flexibility. The system
also includes concepts like the ”sensation of wholeness” and ”sensation of beauty”, meant to awake
a strong awareness in the actor as creator and transmitter of his own apprehension of aestethic truth,
to the audience and himself. (Chekhov, 1997)

2.4 Per Brahe
My own practical experience with Chekhov´s system, is influenced by the way Danish theatre
pedagogue Per Brahe is using it. When working under his guidance, the student explores and
liberates his own physical, emotional and imaginative capacities through the various qualities and
techniques, that have been described above - but within the context of an aestethical and
philosophical perspective, that is very influenced by Balinese concepts on dancing and art, in
combination with a specified method for mask work, in which Balinese traditions fuse with Per
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Brahe´s personal, artistic way of creating and working with images, archetypes and intuition.
The free movement of the spine, is important to Brahe´s work, which approaches the human
psychophysical system, from an angle analogous to the intricate view of the body, that is maintained
by the dance masters on Bali. To them, every movement is decisive to the direction of energies, that
flow within and interconnect every plane of the human body, emotion and mind, in a tradition of
knowledge that in my opinion seem related to tantric teachings of polarity and circulation of energy,
such as can for example be studied in the works of David Deida (see Deida, 2007).What is central
to Balinese artwork and spirituality alike, and which also is easily combined to Chekhovs concepts
of wholeness and beauty, is the previously mentioned Taksu - ”the highest state of inspiration”.
(conversations w. Brahe 2007-2011)
Balinese dance masters Oka Dalem and Gusti Ayu Raka described it, during an interview I took part
in on Bali in June 2008 as one of Per Brahe´s students, with these words ”There are three categories of dance on Bali – the functions of them are in all ways incorporated
with Taksu. It is not only a matter of making the right movements – Taksu is a gift from Shiva, the god of
art. It also comes from within the dancer, who has to be ready and open. Taksu is not trance, where you
forget everything. Taksu is about inner readiness, you have to be ready and to have faith in it. The heart
must be pure and without ego. To develop this is a long process. But Taksu can also just happen, to
anyone. It can happen often for those who are ready. It is common to feel tired or nervous before it
happens, but then you feel guided and all tiredness vanishes. The sensation of Taksu stays in those who
have experienced it, and can be seen on that person by others, even though it can be hard to feel it in
yourself outside of the dance. The student must have it all – musicality, intelligence, openness,
knowledge, a large heart – because dance is art, you must have a passion for it. It´s the dancer, not the
dance, that has Taksu. It is hard to describe the sensation of the moment when it begins, since Taksu is
already in you, when it happens to you. Negativity works against it. One must be egoless, positive,
focused on Shiva. The aspiration to dance is a great thing even late in life. Learning to dance opens one
up for the appreciation of all art. We have seen other dancers from other cultures dance with real soul.
Taksu can be the same in other cultures, but the word for it will be different.” (authors own field notes)

Brahe regularly organizes workshops - of which I have partaken in two - at the Bali Purnati Center
for the Arts, in cooperation with the dancers and musicians of the village Peliatan – the children and
grandchildren, of the tróupe, that inspired Antonin Artaud in 1931 (Fowler, 2001)
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2.5 Finn Hesselager
As an answer to my request related at the beginning of this chapter, I was invited to observe Finn
Hesselager work with a group of students at Odense Teaterskole during a period of two weeks in
November 2010, where he by the use of masks and intense guidance taught and guided them in their
work with short scenes in pairs of two. Afterwards, I received Finn Hesselagers full explanation of
his system. An explanation, which put much light on perspectives and ideas, that I had previously
encountered. I had never before met a theatre pedagogue, that could explain his method so
systematically.
Hesselager guides his students to become, through their own ardent work, able to act from the
impulse of inspiration in the moment, where originality is ever newborn, through a process where
they increase that competence by the following route:
Unconscious incompetence – prepersonal – ordinariness
Conscious incompetence – personal – necessity
Conscious competence – personal – necessity
Unconscious competence – transpersonal – insight/freedom

The journey from not being aware of one´s own incompetence of something, to the level, where one
acts with competence without thinking, can be a long and hard one. In the case of training actors,
the competence that Finn Hesselager is trying to help them reach, is that of communication.
Transpersonal communication – which in the perspective of my method, would be possible to
describe as ”beings manifesting themselves through interaction with each other in flow.”
Finn Hesselager made it clear, that transpersonal communication is not a state of trance, in which
consciousness is lost but a state of very clear awareness.(conversation w. Hesselager, Odense 19/1110 & Nr. Snede, 15/10-11) This statement was also made by the dance masters of the village
Peliatan, regarding Taksu, in the interview related above. Ken Robinson sheds light once more with
an example of communication, which could be helpful to us at this point:
”For me, this time shift [...] happens most often when I´m working with people, and especially
when I´m giving presentations. When I am deep in the throes of exploring and presenting ideas with
groups, time tends to move more quickly, more fluidly. I can be in a room with ten or twenty people or
several thousand, and it´s always the same […] I slip into a different gear. When I have the pulse of the
room with me, I feel a different energy – and I think they do too – which carries us forward into a
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different pace and in a different space. [...] You develop a facility for the thing you are doing because you
´ve unified your energy with the process and the efforts you are making. So there´s a real sense of ideas
flowing through you and out of you; that you´re in some way channeling these things. You´re being an
instrument of them rather than being obstructive to them or struggling to reach them.” (Robinson, 2009
p.90-91)

Finn Hesselagers method struck a chord in me when I was first presented with it. It inspired me to
develop my first tool for working intently on releasing the human urge in individuals.
His method is based on the model of human consciousness, that has been developed by C.G Jung.
I have developed the model slightly, making it look as shown below. In my version, I also include
the concept of Narratives, relating Narratives with Ego/Self-Images, and Personal Narrative with
Self. My use of narratives in relation to Ego/Self-Images is in this regard signifying that self-images
are fleeting stories of self, fragments or proposals of different roles to shift between, often without
being able to control it – they are like shifting stories to be told and to tell. Whereas a Personal
Narrative is a more coherent, continous story, about who one thinks that one is, much closer related
to the Self. I am aware of, that this view is highly coloured by my own perspectives. As has
previously been stated, psychology is not my area of expertise. Nor is sociology – narratives being
related to both fields. Nevertheless has this model had it´s uses as a conceptual platform, in my
pursuit of developing a practical method for work with being and urge.

EGO/SELF-IMAGES/
NARRATIVES

SELF/
PERSONAL NARRATIVE

WITNESS

}
}

}

ARCHETYPES

CONSCIOUS

NEUROSTRUCTURE

SUBCONSCIOUS

As I understood the original explanation: The Ego of the individual actor, the self-image of her
conscious mind, is separated from the sub-consciousness by the neurostructure. The neurostructure
protects the Ego from being overwhelmed with archetypical forces, that move in the subconscious.
Imprints in this neurostructure can through the life of the individual be made, by association based
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on traumatic experiences of different kinds. These imprints can be seen as specific shapes or
patterns, sets of coordinates, based on the associations of the individual to the components, that
originally came together to make her traumatic experience in the first place. These could be
anything, such as memories connected with smell, certain kinds of animals or places, etc.
An imprint such as this can attract corresponding subconscious forces – archetypes – to rise up and
empower them with life. In this case we are speaking of a neurosis. It is important to keep the
neurostructure healthy and free of traumatic imprints, if one wishes to avoid this, by for example the
regular practice of meditation.
What Jung calls the Witness is also found in the neurostructure. The Witness silently observes. It is
”that which observes the breathing”. By being deeply connected in the neurostructure, one can rest
one´s consciousness in the state of that Witness. This nurtures great openness and readiness to
spontaneous and clear expression in the person, as opposed to the often somewhat shattered mental
perception, that a person would be struggling with in the state of his own self-image.
You might say, that the Ego looks at the world and asks questions like ”What does it look like?”,
”What should it be?” and looks with a flickering stare, whereas the Self asks; ”What is it?” and
actually sees clearly what it looks at, apprehending it as it is in that moment. (The Witness asks not
but observes only) This is the difference between perceiving the world with the perception of ones
Self-image, and with that of one´s Self. Inner clarity is a potential reward for individuals working
with acting, a useful gift for their quality of life, regardless of how their carreer turn out.
But these mechanisms can also be employed on purpose, for the sake of art.
(conversation w. Hesselager, Odense, 19/11 2010)

2.6 Neurostructure as Artistic Material
When an actor creates a character, she establishes a similar set of coordinates, in order to create a
shape in her neurostructure. This is inevitable, since an actors work, for all it´s various options of
how to go about in practice, in the end will involve the mechanisms of association – to mental
images, physical impulses, etc. Making a character can be seen as setting the conditions for a
”voluntary neurosis”. It can, like a neurosis, attract a corresponding archetype from the
subconscious, which will fill the character with forceful life.
(conversation w. Hesselager, 19/11 2010)
Imagine that an actress is playing the character Hamlet on stage:
She knows the script, and by various methods perhaps both physical and psychological, has she
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established a personal sensation of her own Hamlet, defined by movement, speech, the energies
mustered in her expression, and so on.
Now imagine two different scenarios; in the first one, the actress stands in front of the audience, all
dressed up and reciting her lines. But she is very aware of that she is acting. In this scenario, the
actress is distracted by her ego, her self-image. Her attention is divided, not entirely focused on just
being Hamlet, but rather of being an actress posing as Hamlet. To the audience, the performance
appears somewhat hollow. The scene is shown to them, but they are not drawn into the imaginary
world, in which it is supposed to take place.
In the other scenario, the actress is sublime, speaking each line as if she – Hamlet - had made it up
in that moment. Her attention is fully focused on her performance. Her self-image is irrelevant to
her – it has been exchanged with or become temporarily identical to her character.
Acting usually happens somewhere on a scale between these two extremes. In the case of the
sublime acting, seen in this model, the Hamlet-shaped set of coordinates, that the actress has created
in her neurostructure, is attracting the subconscious archetypical image of Hamlet, which infuses
her consciousness with it´s life, so that she in that moment almost becomes Hamlet herself.
The question for the actress is in other words, to be able to bypass her self-image, to ”let go”.
Scharmer speaks in similar terms of ”letting go”, when discussing the use of his ”U-model”:
”At the bottom of the U lies a sort of inner gate, which [...] requires us to drop the baggage we´ve aquired
on our journey. As we move through it, we begin to see from within the source of what is emerging,
letting it come into being through us. Some of our interviewers describe this inner gate as a ”membrane”
or a ”treshold.” Some even saw it as a type of death-and-rebirth-cycle: letting go and surrendering belong
to the death part of this cycle, while the coming into presence of a different sense of self seems to belong
to the early stages of a new birth. When this ”treshold” is crossed collectively, people offer many
different accounts of the experience. Some talk about extraordinary creativity, some about almost
boundless energy, yet others about a dialogue where people forget who is saying what as the flow of
discovery seems to gather everyone together. Many simply say that what happens cannot be understood
rationally because something that appears impossible has occured […] (Scharmer, et al, 2006, s. 93-94)

Finn Hesselager uses masks to help the student in letting go of his self-image, when acting.
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What Hesselager is trying to make his students achieve, is an awareness strong enough, for them to
be able to rest with complete attention in the moment as they perform, so that they can reinvent the
scene each time. When watching him work, I noted, that in the moment, that a student had found
some kind of ”safety” in the scene - a specific way in which to present a certain line or expression,
that she felt worked each time – Finn would immedietly force her out of that safety, to make her
keep on inventing new ways instead. When the student ceases to search for ”safety”, and dares to let
new expressions emerge from her freely – while she is still concentrating intently on her
performance – she ceases to solve her task from the standpoint of her ego. She opens up to her
subconscious impulse, to guide her actions spontaneously. In other words, she enters a state of flow,
in her actions. This is what is meant by ”unconscious competence”. What Hesselager is looking for,
is what he calls transpersonal communication, between the actors on stage – and, ideally, everyone
in the room. (conversation w. Hesselager, 19/11-10) The phenomenon would in the context of this
thesis be described as ”beings manifesting themselves through interaction with each other in flow.”
Had it been a traditional Balinese performance, then this thesis would argue, that the audience
would have described what they saw – or experienced - as Taksu.
By seeing Finn Hesselager work, and by receiving an explanation of the method with his own
words, I certainly gained better insight into how to work on a persons creative expression. I also
came to believe, that the time was ripe for pursuing the second objective of my first internship with
Hesselager – that of observing what I now call the human urge - by arranging a workshop of my
own. This took place in October 2011 as my second internship with Finn Hesselager, in his working
space in Nørre Snede, Denmark. The workshop, Crea 1, set the tone and direction for my second
workshop, Crea 2, which is related to the reader in chapter 4.

2.7 Personal Growth
There is as can be seen much to learn about ourselves and human nature in general, by practising
theatre. Should an actress choose to, she could easily find ways to combine her career with a
training program aimed at personal development and self-knowledge, such as can be found within
yoga, martial arts, and elsewhere. This work, parallel to her acting, would help her to develop
herself physically and mentally, in ways that would aid her in her artistic struggle.
But the perspective could also be turned in another way. How about using these techniques for
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acting, with the object of becoming more fulfilled as a person? This is also common. Many people
do theatre, performance or dance in their spare time, because it makes them happy, puts them in
situations that they feel gives them inspiration or the right kind of challenge. There is no need for a
theatre pedagogue, to discover, that activities such as these can be wholesome and developing.
What theatre pedagogy could offer, is a way to approach the activities systematically. This by
creating a comprehensible method, with a clear notion on how different types of exercises add to the
whole in different ways, and by having a clear idea of the landscape of human nature in relation to
these exercises – that is, a defined pedagogical approach. By doing so, the theatre pedagogue would
be able to create a negentropy – a system of structured information.
If an individual perceived the self-developing work as one single activity, pursuing it´s different
parts as being combined in a structure that made sense to her, she would be able to fulfil all the
requirements of flow. She would then be able to establish a work process, involving activities in a
broad spectrum of life, that all combined – with dedicated work – to create a self-generating
feedbackloop of aspiration, action and response, on her own part.
In other words – she would be well equipped to answer the beckoning of her being to manifest itself
through action. She would cooperate with her human urge, working to remove different obstacles,
which held it back from flowing.

2.8 Releasing the Human Urge
To create such a working model, I have invented three key-concepts;
”Holistic Liberty”, ”Depth Awareness” and ”Heartfulness”. They are three constructed ways of
seeing one single thing – the living individual as a whole. When planning a workshop, I use these
concepts to make sure, that I will cover the entire area of work. One single exercise often involve
two or three concepts simultaneously.
Holistic Liberty signifies the ability on part of the student to use herself – her body, imagination,
vocal range and so on, with increasingly liberated self-expression. The individual is seen as one
interconnected system, where every part influences the whole. The more equipped an individual is
to undertake various challenges in life, the better will she be able to continuously manifest her
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being in any situation. Work with holistic liberty can be pursued through techniques from physical
theatre, Jerzy Grotowski´s legacy in this case being a treasure house, just as Michael Chekhov´s.
Other ways to develop the intelligence of one´s body and imagination, reflexes and so on, can be
different kinds of dance, yoga, martial arts, or related practices such as tai chi and qi gong. Other
ways could be sailing, horseback riding, mountain climbing, walking in nature, swimming, running.
The more areas of activity, that the individual feels capable of pursuing, the more liberty of choice
will she have in her urge to express her being.
The concept is however not only about physical agility, but also of spontaneity. To have a
connection with one´s impulses that is integrated and unproblematic, will increase the liberty of an
individuals daily life strongly. Feeling more agile and at peace with one´s body will naturally
increase spontaneity – but spontaneity can also be developed by practising improvisation, mime,
clowning and commedia del arte, to name a few techniques from theatre. The voice plays a
fundamental part in this. To be at ease in making sounds, guttural or melodious, to dare to sing and
speak heartfully, is intimately related to spontaneity. Work with the voice can be pursued through
different ways, ranging from choir or karaoke to systematic training programs as those developed
by for example Roy Hart (Pikes, 1999) or Catherine Fitzmaurice (Fitzmaurice, 2009). Another way
to work with improvisation and voice simultaneously, could be to practice slam poetry or rap.
To be well integrated in body, emotion and mind, with a broad capacity for spontaneous expression
through action, is the meaning of holistic liberty. It is perhaps what in general is considered to be
”acting skills”. The theatre pedagogue – or the individual planning her own work – can choose what
activities to pursue depending on circumstance and taste. The advice would be, to try to make the
heartful choice – is there an activity for pursuing holistic liberty, that I can sense my own urge
pulling me towards? Or, when teaching – what seems to be the urge of my students – is there
something, that I have an urge to teach?
Depth Awareness signifies the ability of the individual, to understand the workings of her own
consciousness. To be able to manifest her being through action, in continous interaction with
everyday reality, the student must be able to distinguish her urge from her ego. The model used by
Finn Hesselager is an adequate tool here. By applying it, the individual can develop an awareness of
it´s mechanisms, and through self-reflection and heartfelt honesty, she can learn, how these relate to
her. Basic self-knowledge needs to be developed, to achieve a personal notion, of concepts such as
neurostructure, subconsciousness, etc. Consciousness is here not regarded as limited to our
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conscious awareness. It is rather perceived as including the apprehension of everything that an
individual is registering or sending out, with her entire apparatus of associations, instincts, hopes,
fears and hidden motives, whether she is aware of it or not. When the urge is striving to find ways to
manifest the being in the moment, all such signals are relevant. Mihaly Csikszentmihalyi
demonstrates an example of his own depth awareness in these words:
”When I disagree with my boss about his proposal for a sales campaign, for instance, I might be
using market projections and demographic trends in very logical ways, but the real reason for my
objecting is that the boss reawakens in me the hostility I felt for my father. The numbers I use in my
argument are simply rationalizations, and could just as easily be interpreted to make the opposite point if
I felt differently about my boss.” (Csikszentmihalyi, 1993, p.38-39)

It is not a question of mastering your impulses, of achieving full ”self-control”, whatever that is.
On the contrary, I advocate the free flow of spontaneous impulse, in order to release the urge from
all kinds of obstacles, that might be found in the hopes and fears of the individual. To know more
about how she actually works, does not automatically lead an individual to become overly selfconscious and thereby paralysed – and if it does, there are ways to amend that, by training her
holistic liberty. But in order to navigate better in that free flow, the individual would do well to
develop some basic awareness of her own depth. Theatre pedagogy does not offer many tools in this
respect, but tools can be sought out in other areas of science.
Heartfulness signifies the ability of the individual to connect with her being, and to manifest it in
action. This ability can be strengthened en route, by developing more depth awareness and holistic
liberty. There are also direct routes to it, which are best discovered by the individual herself,
through her own urge. Classical keys for connecting with the being can be found for example by
facing wild nature. Sailing works for some. Meditation for others. Sauna. Going to concerts or art
exhibitions. Solitude. Travelling. Writing. It is up to the individual, to really know how best to
connect - what the being is in an individual, is a very personal thing.
Heartfulness as a concept is also emphasizing the importance of an overall awareness, on part of all
participants in the work to, so to speak, strive for the ”real thing” - not to compromise the work by
pretending to each other or themselves, that they are more inspired than they are. In order to connect
with her being through what is actually heartful to her, the individual must have patience to actually
strive for that. This is in a way analogue to Michael Chekhovs concept of an actress personal ability
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to have a ”sensation of beauty” and of ”-wholeness” in the sense that she becomes actively involved
in an authentic pursuit, being ”ahead” of, instead of just following the instructions of the theatre
pedagogue. (Chekhov, 1997)
Ultimately, the concept points to the achievement of that state of intensified inspiration, that is
described in the first chapter of this thesis; be it called Ashé, Duende or Groove – it is doubtful, that
it can be reached unless complete heartful attention is invested in the work.
This presents the theatre pedagogue with a challenge, since he must find ways that works.
Experiment, and feedback from students, would be a way to define his choice of exercises.
The theatrepedagogue must be able to communicate with or ”read” his students well, regarding their
connection to their being. He must be able to awake an understanding of the concept ”Heartfulness”
in the student, so that a level of shared awareness is present in the mutual work. I have developed a
model that I call ”Montage Work”, by using elements both from Grotowski and Chekhov. This tool
for working with heartfulness, is presented in the fourth chapter, which deals with my latest
practical experiment – the workshop Crea 2.

3.0 HOW
In the first chapter, the platform of values upon which this thesis is built, was presented, with focus
on the being and urge of the individual. It was made clear, that the method is aimed at the personal
growth of the individual through theatre pedagogical means, rather than on her ability as an actor on
stage. It was also made clear, that the method conceives of the whole world as a stage, in the sense
that theatre pedagogy can apply fully to everyday life. We shall now return to the platform of
values, this time focusing on the question of interaction between individuals, seen in the light of
leadership. But first a few words about communication.

3.1 Signs of Life
Theatre is concerned with signs. The actress on stage communicates information, through the
medium of her costume, her actions, her words, her position in relation to the others on stage – and
through signs on many other levels and dimensions of discourse, with which we have not space to
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commit ourselves further at this point. All these are signs for the audience to apprehend and
interpret. She is presenting a narrative to the audience, a narrative which is part of the weave of
narratives, that make up the entire play. Everyday life is similarly concerned with signs. Humans
continously apprehend signs of various kinds, to be able to navigate themselves through their nights
and days. Sometimes they might visit a theatre or a cinema, apprehending narratives presented to
them as signs through acting. But as they return to the street, signs keep on being presented to them
(Vestin, 2000, p. 117-120). Every individual has narratives, which she communicates to the world,
and uses as her point of reference, when taking part of the narratives that she encounters through
life. (Crossley, 2000, p. 51) This communication takes place on every level of her being. Not only
by her words and the clothes that she wears, but through body-language and every conceivable
action big or small. This not only on the level of conscious awareness, but also through the
subconscious – subtle smells and sounds that are only subconsciously apprehended, will still count
as a sign to the individual taken as a whole (Jung, 1983, p. 23). There it is – the stage of everyday
life.
When applying the concept of being and human urge to this view, the being is seen as beckoning
within the individual to be communicated, and this creates an urge in her to search for ways to do
so, an urge which - subconsciously or consciously - is part of her interpretation of her experiences.
In the case of an individual that is consciously intending to release her urge to manifest her being, it
would be in her interest to communicate in such a way, as to minimize obstacles to a free-flowing
communication. This would in the context of human interaction perhaps best be conceived of as a
question of attitude. In the context of this thesis, it is described as a question of leadership.

3.2 Leadership as Compassionate Strength
Clinical psychologist Jerry S Wiggins, offers a model for describing behaviour between interacting
individuals in terms of ”status” and ”love”. Someone who assumes a position of high status, and
expresses a low degree of love, is, according to the model developed by Wiggins, taking an
”arrogant-calculating” position. If her level of status decreases, while she maintains the low degree
of love, she will assume an ”aloof-introverted” position. If her level of love increases from this
point, she will become ”unassuming-ingenuous”, or, if she also increases her level of love in the
interaction, she will assume a ”gregarious-extraverted” position, toward the other person or persons
in the interaction. This rather systematic way of understanding human interaction, is useful for
understanding my point regarding leadership. (Larsen & Buss, p.285)
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I interpret the terms in this way:
arrogant-calculating - strong-hostile - ”I´m ok, you are not ok”
aloof-introverted – weak-hostile - ”None of us are ok”
unassuming-ingenuous – weak-friendly - ”I´m not ok, you are ok”
gregarious-extraverted – strong-friendly - ”I´m ok and so are you”

When applying Wiggins model to my method, I make the observation, that in order not to be
interrupted in the communication of her being in the world, an individual has to ”stand up for
herself”. This while still being accepting toward other individuals, and open to their way of
communicating. By being able to accept others, she has the potential to enter into mutual, openminded communication with them. She would then assume the – in my translation – strong-friendly,
or assertive position. This part of the thesis is primarily concerned with the assertive type, for her
ability to be heartful also in interactions, where the not so assertive type, would either stagger in
lack of self-acceptance, (being passive) thereby blocking the free movement of her urge, or, in the
case of being strong-hostile, (aggressive) simply dominate the interaction in a way, that would block
open-minded communication. The friendly – or compassionate - leader, on the stage of everyday
life, would then be a role, that the individual must not shrink away from assuming, whenever
circumstances demands it. It is crucial to her ability to communicate freely (McCullough, et.al,
2003, p.220).
The theatre pedagogue, who would teach individuals the ability to express their beings, will also do
good to be in his most assertive self when teaching, in order to be able to give space for the human
urge of his students, aswell as to be able to inspire their beings, to show themselves, by his own
example.
STRONG

COMPASSIONATE
STRENGTH

FRIENDLY

HOSTILE
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But how does a person know, where she really belongs on this model? It is one thing to
communicate assertiveness deliberately, like an actress who is aware of herself acting, but still does
the part well. It is quite another to be assertive from one´s authentic being. When disaster strikes,
everyone reveals their true nature instantly. No time left for games, the show is over and another
scene begins at the stage of everyday life. To be authentically assertive might take some practice.
One must be able to encounter the wild.

3.3 The Wild
The Wild is a central aspect in the workshop concept, that I am developing. It is always available to
any individual, in real life. To experience it, one has only to break out of one´s own comfort zone.
It could happen by accident, or because the heartfelt action, which one´s urge is pulling towards, is
outside of the comfort zone. I shall give an example, by a short – relevant - detour, trusting the
reader to join me; Wiggins chooses to construct his circumplex model in terms of status and love –
what does that tell us about life and communication? If assertiveness indeed is the technically
preferable route to take, for an individual endeavouring to reach open interaction with others – why
have we come to a point in our culture, where assertiveness is so rare? Are we not interested in
communicating with each other fully? Wouldn´t open communication be a highway for the being to
manifest itself through? Isn´t the human urge drawn to such situations? And if it is drawn to such
situations, be they rare or not - is there a connection, somewhere in that view, to phenomenons such
as charisma and flirt?
The subtle or straight-forward communication that can take place between individuals engaged in
”flirting” with each other, knowingly or unknowingly, can just as any other human interaction be
compared to characters interacting on stage. Granted that both are assertive in the interaction – ”I´m
ok and so are you” – would there be potential for their beings to manifest themselves through the
interaction, to a higher extent, than if assertiveness was not in the picture. Both of them would have
room for their beauty to be shown, and experienced. In human interaction, not being assertive
would mean to impose either oppression upon the other, or suppression upon oneself – this is how I
interpret Wiggin´s model – and that would hold the human urge back from reaching it´s full release.
Useful words to describe this holding back could be ”shyness” or ”defensiveness”.
Using my method is in other words pointing to a confrontation, in some form, with how one is used
to present oneself to the world. Granted that I am correct in viewing transpersonal communication
as ”beings interacting with each other in flow”, applying to this view the uses of the flow-state in
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terms of personal growth – I can summice, that great potential for a self-generating process of
personal growth is to be found for the individual, in allowing herself to let go of her shyness or
defensiveness, and muster the grit to approach the person that she would wish to interact with, by
the power of her own beckoning being to manifest itself. If this is what her urge deems as truly
heartful, miracles can happen. Let go - face the wild!
This is not to say, that only assertive individuals are seen flirting in this world. I am not assuming,
that non-assertive behaviour of any kind cannot include heartful elements – and flow is shown by
documentation to be blind – being able to occur in any activity as long as certain standards
regarding attention and challenge is fulfilled. (Csikszentmihalyi, 1997, p.29) What I am stressing is
the merits of assertiveness regarding the full manifestation of one´s being. I find it interesting,
lacking ways to explain the objective meaning of the term, that Wiggins is chosing to put the word
”love” into his model. To go furher in that direction is beyond the scope of the thesis.
Still, I find it interesting.
In the following chapter, we will review the technical report from my latest practical experiment.
The workshop concept is a construction. Just as traditional theatre, does it receive it´s deeper
meaning from the same thing, that it is attempting to describe – life. What I mean with that
statement is, that theatre events and workshops alike, are not separated from life, but life is
happening through and as them. This is an important dimension to point out.
The workshop concept is a very blunt metaphor for life, but it is a beginning.
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4.0 SECOND PRACTICAL EXPERIMENT
The Workshop Crea 2 - Technical Report
The full report from Crea 2 is found in the Appendix. This technical report is mainly concerned with
describing the practical use of my method, and of the general outcome of the experiment.

4a.1 Background
Crea 2, which took place in Århus at the KaosPilot School during 20-22 April 2012, was created
based on my experiences from my previous workshop, Crea 1, which took place in Nørre Snede
during 13-16 October 2011. The participants to Crea 1 were members of the Copenhagen-based
performance collective Club de la Faye, of which I also am a member.
At Crea 1, we pursued the following aim;
”To come into closer touch with, and become more aware of the human urge, thereby to develop
ways to a deeper, more concrete continuation of this research”
The outcome was very promising, supplying me with useful advice and good feedback regarding
the overall concept. There was an obvious need to improve certain aspects of the work by the right
exercises, in a new practical experiment. I wished to try the model on a group of students, who were
highly driven with creative ambition, but who were not performers per se. I wished to be better
informed than I had in preparing Crea 1, of the personal aspirations of each student.
I wished to approach a group of individuals, with which I did not have a personal acquintance.
To find the right kind of participants for Crea 2, I chose to approach the KaosPilot School in Århus,
knowing from earlier experience, that it would be a good place to investigate first, in terms of what
I was looking for. Circumstances proved fortunate, and with a few months of gradual preparation,
the Crea 2 was ready to be performed.
Crea 2 had a fourfold aim:
To connect with the participants – meaning that I wanted them to understand the concept well.
To reach the participants – meaning that I wanted them to feel tangible deep effects by the work.
To research strongly – meaning that I wanted to obtain plenty of useful feedback from the students.
To document well – meaning that I wanted to leave the workshop with useful proof of my work.
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4a.2 Summary of the workshop concept
The workshop concept consists of a blend of exercises, all of which are aimed at working with
Holistic Liberty, Depth Awareness and Heartfulness, with a specific attention to the human urge and
being. The exercises can change as the concept develops, but remain based on certain defined
aspects. When developing the method, I am mainly concerned with finding the exercises, that best
fulfil these specific aspects, which together serve to shape the overall concept.
Aspects:
Creating – to manifest the being through action / release the human urge.
The Wild – to be challenged by reality, finding growth outside of one´s comfort zone.
X-point - (”x” as in a crossroad) acting in the moment, open and aware.
Y-point - (”y” as in yes) liberating, uninhibited self-expression.
0-point - (”0” as in nothing) to rest in one´s Self, seeing things ”as they are”.
Sharing – researching; reflection talks, group evaluations, questionnaires,
Theory - explaining the theory of the workshop concept, and of the research.
The main tool for working with the Creating-aspect, was the ”Montage Work”, which is designed to
aim very directly at the being and human urge. The main tool for working with the wild at Crea 2,
was a ”Surprise Mission” on the second day, which was designed to be essentially connected with
the material, that the students developed through their montage work. This technical report is
especially concerned with the design and efficiency of these two exercises, apart and eventually in
concert. All other exercises were designed to support, prepare and empower the use of these two
main tools.

4a.3 The Aspect of Creating
Montage work is a method which I have originally borrowed from the Dah Theatre Research Centre
in Belgrade, Serbia, where I attended a workshop in 2004. At Dah, montage work is used as a way
to let the actor represent experiences of his past through physical action and expression – the point
being, that the director will be able to mold different parts of the material into montages according
to her aestethic overview, without knowing what the actor actually is re-enacting. The method is
analogue to Chekhovs ”psychological gesture”, in the sense, that the actor remains true to the
original inner quality of the movement, even when the director asks him to change it´s physical
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form in some way. In my adaptation of montage work, the student is asked to make an analysis of
the patterns, that the human urge can be interpreted to have made in his past. This is then used as a
material for improvisation, the student endeavouring to pursue it with such heartfulness, that his
being begins to manifest itself through that action. Expressed by the model borrowed from Finn
Hesselager: the subconscious human urge is released into the pattern, that has been created in the
neurostructure, by the ever deeper establishing of the montage – which is a representation of the
activity of the human urge, in the life of the student.
Montage work, as I use it for the purpose of working with being and urge, consists of a series of
steps, in a build-up from intellectual analysis by mental and emotional work through imagination,
gradually reaching a more physical approach that leads up to an ever increasing element of
improvisation and expressivity. The theory of the method, is that the student, by becoming aware of
his human urge, and of it´s presence in his everyday life, can create a pattern in his neurostructure in
the same way as an actor would create a character. He can then proceed to identify with this artistic
material, aiming to attract his subconscious human urge to emerge into it, by the same principles, as
those I understand as being used by Finn Hesselager. It is a constructed way to allow the being to
manifest through action.
I first guide the student to look back at his past, identifying moments, when the urge has made him
make decisions of different kinds, that can be deemed to be based on a heartfelt, rather than a smart
or crudely satisfying objective. These moments are then put together in a comprehensive story, a
narrative, a mental pattern. After this, the student begins to create a physical movement pattern, a
montage, representing that narrative. He develops this in a series of sessions, broken up by other
exercises, which are designed to stimulate his ability to reach deeper into his work with the
montage. Gradually, as the movements reach greater liberty and authenticity, a sense of heartfulness
is supposed to be reached. At this point, the shape of the montage can be broken up into a stronger
element of improvisation – the student treating the essence of the montage as a ”psychological
gesture” (in the words of Chekhov). In the end, the montage is transformed to take on the shape of
other mediums, to allow the human urge to expand into the moment and create freely.

4a.4 The Aspect of the Wild
The surprise mission which the students were presented with later in the process, was designed as
an opportunity for the being to manifest itself through the action of speaking with a stranger about
being and urge, attempting to receive the spontaneous feedback of – and ideally, a spontaneous
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feedback-loop with – the stranger. (compare the ”flirting”-example in chapter 3)
Suprise Mission:
Go to the area in Århus, that you have chosen by coincidence. Start from there.
Find a stranger. Someone that it feels natural to attempt this exercise on for you.
Avoid mentioning that you are a KaosPilot, or that you are partaking in a workshop,
or that the interaction itself is an experimental exercise. Just be you, being ”just you”.
Start up a conversation with the stranger. Make it go to the concept of the C-drive,
with any words you choose to use. Try to get the strangers take on the idea. Strive to...
1. Tell your story (be as personal as feels right to you)
2. Express you C-drive / Source with your presence as you interact
3. Receive the reaction, possibly, the strangers story..? - or something quite different.
4. Afterwards: take written notes from the experience
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4a.5 Supportive Exercises
As for the exercises used at Crea 1, I decided to use the same tool regarding Y-point, seeing it had
been useful. This tool consisted of improvisations to music, working with the release of physical
tensions by movement, and with psychological gestures. The remaining aspects of the concept,
I decided to change or develop further. As another physical theatre tool, I prepared a session based
on exercises from the book ”An Acrobat of the Heart – A Physical Approach to Acting Inspired by
the Work of Jerzy Grotowski” (Wangh, 2000) I aimed to use these as a way to enhance the students
awareness of their bodies and the surrounding space, somewhat in the direction of 0-point.
For the Sharing, I supplied the reflection talks with two tools, that I had learned through my
interactions at the KaosPilot school; the ”Check-in” and ”Check-out” at the beginning and ending of
each day, and the ”I DO ART” model. This model is efficient at the start of an activity, to clarify it´s
intentions, and get preliminary feedback from the group. It consists of a systematic combination of
viewpoints, formulated as Intention, Desired Outcome, Agenda, Rules/Roles, Time. (Appendix 2)
I also decided to bring notebooks with me, for the students to put ongoing reflections into, which I
would gather at the end of the workshop.
For the Theory, I prepared a systematic lecture by which to explain the overall concept thoroughly
to them. For the X-point, I chose an exercise called ”Watching”, which has been developed by Jerzy
Grotowski.(Slovak & Cuesta, p.101)
Watching
The exercise consists of a series of physical movement patterns, ranging from running and dancing
to crawling and improvising. The patterns are performed in a specific order, the group shifting from
one activity to the next collectively. The object is to achieve a level of awareness, that ideally makes
it impossible to discern, who moved first. In my view of Watching, I would say that this exercise
creates a heightened awareness of each other, and of oneself. When being fully engaged in it, the
participants develop better access to their spontaneity, being at once expressive and attentive in the
moment, using their whole body intensively in a balance between interpersonal and intrapersonal
communication through body-language and intuition. In other words – holistic liberty, heartfulness,
and a mix between Y-point and X-point, with emphasis on the latter. Apart from this, does Watching
also create a strong focus in a group, which makes it ideal as a way to both strengthen and gather
the collective energy resources of the group, on the present work.
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4a.6 Terminology
At the time of the workshop, the terms used were not ”being” and ”human urge”, but ”source” and
”creative drive”. These terms have by now been exchanged into terms that have – in my eyes –
more adequate implications. To speak of a ”source” hints at a poetic, almost spiritual image of the
individual, which can be hard for some to relate to. To speak of ”creative drive” has several
impracticalities; the term ”creativity” is a very broad subject. There is the risk of the term becoming
meaningless, when used in the context of my work, simply because it can mean so much.
The concept of a ”drive” can create an association to instinctual drives in general, which would
point to conclusions about the human urge that I do not feel ready to make. ”Being” and ”Human
Urge” implicates a stronger emphasis on the individual in a more existential sense, which is more to
the purpose of this work. I also find ”human urge”, or simply ”urge” to be more comfortable for
speech and writing, than ”creative drive”, or ”drive”. In actual reality, whatever it is that I perceive
in humans to such a degree, that I have embarked on this research in the first place, does not have or
need a specific word at all, in order to exist.

4a.7 Participants
My three students were Björn Westerberg Nauclér, Malik Bjerrum and Robin Sverd.
As it turned out, did two of them – Björn and Robin – have experience with theatre since before.
Björn had taken a one-year theatre education at Skinnskatteberg Folkhögskola in Sweden, where he
learned some basic acting skills, after which he participated in a number of smaller theatre
productions, investigating his interest further, both in writing scripts, directing and improvising.
Robin was very interested in Improv theatre, having competed successfully in theatre sports in
Norway. Malik had no experience with theatre - he was more into sailing.
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4b.1 The Montage Work Process
4b.2 Day One
Supportive exercises
Watching; X-point
I DO ART; Sharing
(Food break)
Session 1
I first guided the students to look back at their past, identifying moments, when the urge had made
them make decisions of different kinds, that could be deemed to be based on a heartfelt, rather than
a smart or crudely satisfying objective. These moments then I asked them to put together in a
comprehensive story, a narrative, a mental pattern.
My three students reacted differently to the task. Malik found set out to sketch his narrative. Robin
remarked that there were so many different narratives about this to choose from, that he was
confused about where his urge was actually the most present.
After making sure that he had understood the idea, I simply asked him to make a decision, and work
with that narrative this time. Björn remarked, that he did not believe in a chronological personal
narrative as such at all, and had a very hard time making sense of the instructions. By asking him
key questions about his past in different ways, (without asking for details, since it is important that
the student keeps a certain level of integrity about his narrative, in order to be comfortable when
expressing it strongly) did I manage to help him construct a narrative, which he could identify with
– at least on a purely functional level.
Supportive exercise
Improvisation to music; Y-point.
(Food Break)
Session 2
I now asked the students to begin to create one physical movement pattern each, a montage,
representing their narratives. They did so. At this point, I could see a difference between this group,
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and the group that I had worked with at Crea 1. It went much slower for my present group, to create
and develop material. I realized, that I had not given the montage work enough space in the
timeline, unknowingly taking it for granted, that both groups would work at the same pace.
As it turned out, I continuously needed to give more space to the montage work. After having
reached a point, where everyone had a montage that could be reproduced with precision, I asked
them to show their montages to each other. This first, minimal exercise of a more performative kind,
was the initial – subtly hidden – preparation, to the surprise mission, that they would be sent on at
the ending of the next day.

4b.3 Day Two
Supportive exercises
Watching; X-point
Physical theatre; in the direction of 0-point.
Session 3
Then the physical work with the montages recommenced at the point where it had been left the day
before. My students worked well, and I could see a lot of small developments in them, as they
began to integrate the movements in a more continuous, natural fluidity. But it was also clear to see
that it was hard work, and not entirely inspiring to all. Afterwards, Robin expressed a need to be
energized.
(Food Break)
Supportive exercise
Lecture; Theory
Improvisation to music; Y-point

Session 4
As the montage work went on, I gradually allowed my students to find new forms of movement,
which they did with ease. I then made them continue within a limited space of about one quadrant
meter, finding suitable shapes to express their narratives under that circumstance. Finally, they were
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all asked to show their montages in that form to each other, while also connecting with each other
through eye-contact. This was done with beautiful results. It was the second preparation to their
surprise mission, which was now about to be reached, according to schedule.
Adding a new level
Surprise mission; The Wild

4b.4 Day Three
I had intended this day to begin with a visit to the sauna at the winter-bathing club Jomsborg.
This turned out to be impossible, due to bad planning.
None of them had in fact pursued the entire mission, for different reasons. Björn was the only one
really to have engaged in it – but due to lack of communication, he misunderstood the full
instructions, only fulfilling part of it. Now I had to improvise instead. I told them to meet up after
lunch at school, and to spend time up until then in pondering, what heartful aspirations that they had
in life.
(Food Break)
Session 5
As we gathered at the school, I guided them into improvised movement to music – Y-point – and
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then, without interrupting, I had them blindfolded, and instructed them to (within the physical limits
of carpets or huge pillows, in order not to hurt themselves) create new, small montages, based on
the imagined experience, of finding a stranger and telling the narrative. As I saw them – very
quickly – creating these new montages, I guided them to shift between these new montages, and
their original ones, back and forth, all in awareness of the aspirations that they had been pondering
previously, repeatedly concentrating on the part of their original montage, where the narrative is not
about specific events, but of the general theme of the whole narrative. This part, which at the time
was called ”the spiral of the source”, I had during the previous work described as a kind of
”soundtrack” or ”essence” of their narratives.
The point of that ”spiral”, is that the montage work is not essentially meant to be directed on the
past of the individual, but on the human urge, which in this work is supposed to be constantly
present in the actions of him, in his past, in the moment – and in the future.
To focus on the ”spiral” is to focus on the human urge as being – supposedly – present, when
working with the montage. The idea is, that this will create an awareness on part of the individual,
of his human urge, which by associations and stray thoughts in different everyday situations, can
make him relate intuitively to it, thereby making his human urge more conscious to him, in his life.
This would of course demand, that he actually connects to it, through exercises like these, or
through other means suitable to him.
I had them proceed with this ongoing shift back and forth between montages, visualized aspirations
and ”spirals”, more and more concentrating their attention and effort on a quintessence of all of it,
pushing them to go deeper and higher in their efforts and expressivity, eventually removing the
blindfolds to allow them more space, and then, when I deemed us to be at the peak, I presented
them with one piece of white cloth each, and asked them to include it as a prop in their work. They
did this effortlessly, improvising with the cloth in different rather amusing ways. I then gave them
acrylic paint, instructing them to project the material that they worked with through that medium,
instead, painting freely.
The idea was, that since it demanded a very high effort from them, to work with such intense
expressivity as I pushed them to do, the energy invested in that effort, would increase in
momentum, when given an easier medium to work with. For a long while, they went deep into the
activity, creating their works. I changed the music, creating a new kind of atmosphere more suited
to the activity, and left them to pursue the work until they felt done. As they eventually found a
natural ending, we took a 15 minute break, before gathering for one final act of creativity together.
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Final Session
I had, during the break, arranged the room in such a manner, that a small wooden pallet was in it´s
midst, and upon it I had placed a Balinese ritual bell. On each side of the pallet, was a huge pillow,
and in front of it, was a carpet, upon which we were all sitting together.
The exercise was, for all of them, one by one without speaking, to rise from the carpet and position
themselves, bringing their fresh painting with them, on the pillow to the left – thereby becoming the
performer, making the rest of us the audience.
The person on the pillow would then take his time, and when ready, he would go to the pallet, and
make an improvised performance, expressing the same material that he had just been working on,
through this new medium, ending by ringing the bell. After this, the person was to go to the pillow
to the right, taking his time there, until he felt done, and could return to the carpet, giving the space
to the next performer.
Björn was first. After a long rest on the pillow to the left, he went to the pallet, arranging his
painting, which he had created in such a way as being strung around the frame of a small aluminium
construction, round in shape, the use of which is not known to me, making it look like a small
colourful tent. He put this on fire with his lighter, and stood staring straight above our heads, as the
flames, reaching quite a few decimetres upwards, consumed the painting. He then grabbed the bell
and commenced to ring it intensively, pacing around the room, shaking the bell frantically out
through the open window, finally to return to the pallet, putting the bell down, landing heavily on
the pillow to the right, where he remained for quite a while. Then he returned to the silent audience.
Next came Robin. After staying a shorter while on the pillow to the left, he approached the pallet,
stood there in silence for a while, as if waiting for an impulse to come. Suddenly he exclaimed a cry
and climbed up first one and then the other pillar, that was in the room, grabbing the rafters. Playing
with his painted piece of cloth, throwing it across the room. Suddenly, in an oddly looking gesture
of relief ripping pieces of paper down from one of the pillars, that seemed to be part of someone´s
project design – and then he threw a whiteboard to the floor with a crash. All of this with no
expression of aggression, but rather of curiosity. He then rang the bell, and landed on the pillow to
the right, where he rested for a while, before returning to the carpet.
Finally came Malik. He rested on the pillow to the left, rose up to the pallet and stood there calmly.
He then held his painting in front of him, showing it to us. Thereafter, he turned his back to us,
holding the painting behind him so that it still faced the audience. He proceeded to do this also
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while turning to his right and left. Then he put the image on the floor, and stood gazing at it for a
while. Suddenly, he stabbed himself in the chest with an invisible dagger, where after he crouched
with sounds of puking, crumbling on the floor, wrapping the painting into a little ball, which he put
into his mouth, where upon he – making it sort of look as if he had swallowed it – put the little ball
inside of his shirt, again standing erect facing the audience with eye-contact. After this, he rang the
bell one single time, and went to rest on the pillow to the right, looking very peaceful.
As he returned to the carpet, we all applauded each other, and took a break, before gathering again
for one final feedback session and check-out.
(Food Break)

4b.5 Final feedback
The feedback was generous and thorough. No one seemed afraid to speak their mind fully, and
everyone seemed to chose their words with thought. I received compliments regarding my ability to
keep the timeline steady, being able to improvise and change the planning when needed.
The group as a whole had enjoyed the weekend very much.
Björn said, that he had a lot of fun during the workshop, and had done a lot of exploration. He still
did not understand my point, but felt that he had learned things about himself, and about his body.
He had never worked with chronology before, and didn´t usually connect different events in the
way, that I proposed. He loved the physical theatre exercises, and he had liked the surprise mission,
but thought that it could have been more of a challenge, if it had included more demands on specific
results. My use of images in the guided meditations was sometimes disturbing to him, disrupting his
own images in a confusing way. He also thought, that there had been too much text in the
preparatory phase leading up to the workshop – and too much text in general – my way of doing the
I DO ART, involved much more text to read, than what the students were used to, when applying
that model at the KaosPilot school. Furthermore he remarked, that I sometimes was very serious in
relation to the subject. ”you tell us to have fun – but are you having fun?”
Robin said, that it was great to see my passion about the work – it made him want to see what I saw,
understand what I seemed to understand. To him, it had been both pleasure and resistance, in
pursuing the work. He had not always ”felt it”, but sometimes he had. The stubbornness in his
resistance had also sometimes made him more aware of himself and his limits, and he felt that he
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wanted to understand this work more. To him, there seemed to be connections between this
research, and play-theory. He saw a connection between the concept of transpersonal
communication and co-creation through play. He would have preferred me to include more icebreakers, more pure fun, in some of the exercises. To him, the montage work appeared to be a useful
tool for over-viewing life - ”it´s good to zoom”, he said. He had been experiencing some good
moments of acknowledging certain events in his past. But he preferred to see life ”in the bigger
picture”. Sometimes he had felt, that I was over-repeating certain things, in a way that became
contra-productive to him; since ”stay true to the source” was not his own language, it somehow
disrupted his process of inward search, reminding him, that he did not understand the concept fully.
He said, that I should find greater variation in my way of giving key instructions.
Malik said, that he had had some very interesting days. To him, the ”creative drive”, (now: human
urge) was similar to the way he understood the concept of ”intuition”; not to think but just to do and
be. It had been a beneficial process for him. Perhaps a bit too long – or maybe it should not have
been as intense as it was in relation to it´s length. Perhaps the same kind of work could be
approached in shorter, intensive sessions over a longer period of time – but partaking in a workshop
as long and intense as Crea 2 also served to break his boundaries. He also remarked, that I should
have asked them to use their notebooks – as it turned out, he had forgotten about that completely.
(they all had – which I could have foreseen, considering the massive input that I had given them for
three days) He also repeated his advice, regarding the surprise mission, of making it a task with a
time-limit ingrained during the day, as a way to make sure that it was fulfilled by everyone.
After having received this – very useful – feedback from everyone, I gave them one envelope each,
with a few questions for post-evaluation, asking them to answer these questions and send the
answers to me a few weeks later.…....which they did. Questions and answers are included in the full
report (Appendix).

5.0 EVALUATION OF THE PRACTICAL EXPERIMENT
Crea 2 had a fourfold aim:
To connect with the participants – meaning that I wanted them to understand the concept well.
To reach the participants – meaning that I wanted them to feel tangible deep effects by the work.
To research strongly – meaning that I wanted to obtain plenty of useful feedback from the students.
To document well – meaning that I wanted to leave the workshop with useful proof of my work.
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My tools for estimating the rate of success and failure, and of what can be learned, are in the case of
the connecting- and reaching parts based on the feedback that I received during the workshop, and
on the post-evaluations, that my students have sent me, about a month after the final check-out.
For the research- and documentation parts, is it a question of looking at what is available to me in
the form of photographs, notes, and video material. Apart from this, have I my own memory of the
experience, and what I personally perceive these memories to point to.
In the pursuit of giving a useful evaluation of Crea 2 in the context of the nature of my thesis, can I
discern, that my personal memories of the experience belongs to the personal/artistic part, and the
rest of the material belongs to the scientific/pedagogical part, of the double foundation of the thesis.
I shall begin by evaluating the scientific/pedagogical material, and then look at the personal/artistic
material in a way that lead the train of thoughts regarding the practical experiment, into a further
discussion of my present thesis as a whole – eventually leading us to the conclusion.

5.1 Science
When looking at Robins feedback during and after Crea 2, I discern, that he has understood at least
part of what I was aiming for. His previous interest in play-theory is perhaps the connecting element
on the intellectual level. It seems, as if my perspectives have added positively to an ongoing
curiosity on his own part, in similar matters. Some success on the connection there.
I also seem to have reached him through the work, which he testifies to by describing a higher
awareness of what drives him and stimulates him to flow. He also mentions creative decisions taken
regarding his passion for Improv. Can this be interpreted as a stronger connection with his human
urge? One would hope so. But he also states clearly, that he didn´t get the ”emotional eureka” that
he hoped for. Nevertheless, evidence points to some success in my enterprise regarding Robin.
In the case of Björn, the picture is another. In his postevaluation, he makes it clear that he often had
a hard time seeing how the exercises connected to his human urge, and he advices me to put more
emphasis on Theory, also complimenting the lecture, for helping partly with that. A failed
connecting, there. Regarding the reaching is it hard to interpret the data at hand. Does the low
energy level, which he describes, have anything to do with Crea 2? And if so, how?
I cannot conclude any success in the reaching part, in Björns case, based on this evidence.
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Malik testifies to have an enhanced awareness since Crea 2 about his own urge. He also expresses
some interesting viewpoints about the benefits of processing the experience as a whole-body
activity (holistic liberty). Apart from showing signs of having been reached, are there also clear
signs of a successful connecting. It should however be noted, that he writes that he had ideas similar
to mine, before the workshop – they were part of his reason for wanting to participate.
Regarding the research part, there was success too. I took the opportunity to try out my theories on
a very generous and hard-working group, and I received plenty of very useful feedback. One major
mistake was made however – I did not remember to remind them about using the notebooks. Just
asking them to write for 5 minutes every now and then could perhaps have given me much more
useful information about my students experiences and thoughts. Success, in other words, but not to
the full extent possible.
The documentation was very successful. I have photos or video material from every part of the
work, plenty of notes from before and during the work – and my students post-evaluations.
This can be used for explaining, examining and developing the work, in the future.

5.2 Art
Pursuing a workshop like Crea 2, can put a certain strain on the pedagogue. As mentioned when
first introducing the concept of Heartfulness – what the being is in an individual, is a very personal
thing. To speak about such things, proposing to have any means of reaching that in an individual,
can create undesired effects, either in the shape of suspicion regarding the right of the pedagogue to
state such claims – or in the shape of too high expectations, that might lead the actual work into an
atmosphere of anticlimax. Both reactions would be equally dire to this workshop concept in
development.
Seen in that perspective do I conclude, that the connecting aim was to a certain extent rather
successful – I managed to communicate my project in a way, that made it possible to pursue the
work with open-mindedness and a sense of mutual trust within the group and between the group and
myself. Most of the work to achieve this on my part, was done during the process leading up to the
workshop – by communicating my ideas in a way analogue to the perspectives on leadership, that is
explained in chapter 3, did I manage to make my group trust me enough to be interested in doing
Crea 2, despite their having plenty of other engagements to see to.
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Regarding the reaching – this conclusion being of the very personal/artistic kind – can I say, that the
three performances that was manifested at the conclusion of the work, were very powerful to see.
There was – in my eyes – both individual thought and deep sentiment expressed on part of my
students, when they presented improvised material based on the experiences, that they had at that
space in time. Any piece of art will always be regarded differently depending on who is watching it.
But what I saw there, was certainly a good example, of what it is in a person, that has made me
develop my notion of the existence of a human urge. There were narratives being expressed there,
and despite the small extent, to which I know my students well enough on a personal level, do I still
dare to say, that at least at that brief final session of the work, did I certainly witness what I call
being expressed through action. What this experience in itself meant to them, I have nothing to refer
to, on this level of interpretation.
No artistic comments available on the research and documentation. I do however have further
thoughts on my workshop concept and research as a whole, and of what that wholeness might be
pointing to, which will be better communicated in the next chapter.

6.0 DISCUSSION
The workshops have been appreciated by their participants, if for no other reason, than the sheer joy
of pursuing creative work, be it analysed in terms of heartfulness or not. My own enthusiasm
towards the project, is also clearly playing a central role, in achieving results – for the time being
perhaps to a certain extent compensating for a lack of strength, in other parts of the method.
But the aspects that go together to make the workshop concept, are in need of reaching a higher
unity. Had it been purely concerned with creating artistic works, based on a poetic idea of being and
urge, the situation had been different. But this is not the case. The research is based on an interest in
the terms of human life, seen in a perspective that reaches into several areas beyond that of art, or
rather, does it attempt to unite poetical concepts of human life with an expansive version of theatre
pedagogy, that needs the support of science, in order to fulfill it´s purpose.
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I´d like to express this with the following metaphor:
On the northern peak of a small mediterranean island, a curious phenomenon can be found.
Hundreds of rocks, together with all kinds of things that have been washed ashore by the waves,
have there been gathered by anonymous visitors, and shaped into sculptures, that cover the entire
area. If an individual manages to build something, that will stand the test of weather and time, and if
he manages to give it a form distinct enough for future visitors to identify his work as art among
artworks, it will remain there long after his departure.
This developing method for work with personal growth, is faced with the same terms.
The artwork – the sculpture – is the method itself. The material to build it with, is scientifically
valid approaches to the matter of being and urge – and seeing that these concepts are connected to
heartfulness, will there ever so often be an aesthetic element included in the material used, since I
personally am aesthetically inclined. The actual sculpting, the uniting of the rocks and the gifts of
the ocean, to meet with the rules of both weather and communication, is an activity of science and
art intertwined.

6.1 Personal Values and Facts
There are merits and disadvantages connected with creating a method that to a certain extent rests
on personal values. The values are crucial to the existence of the method in the first place, and they
can also serve to help individuals in deciding at an early stage if the method is interesting to them or
not. On the other hand do they contain the risk of becoming self-referring. Investigations might
become directed toward the sole end of protecting their own foundation.
The clearest example of this risk, is my previously explained discourse regarding assertiveness.
To assume that transpersonal communication is solely dependent on being assertive, will not do.
The research would have more to gain, by investigating the mechanisms included in human
interaction through the data that exist, and apply useful findings to the sculpture. In previously
discussing assertiveness, charisma was mentioned. An interesting study of the phenomenon
charisma have recently been conducted by Joseph R. Roach, Professor of Theatre and Performance
at Yale University. One of the conclusions that he draws is that individuals that are considered
”charismatic” often display an apparent effortlessness in their embodiment of contradictory
qualities, such as strength/vulnerability, innocense/experience and singularity/typicality. He draws a
paralell between this observation and the aspect of theatre work that is concerned with the element
of conflicting directions of movement.
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”In classical European theatre, such oppositions and hence resistance are suggested by the term
contraposto, which describes a pose in which the performer turns in different directions simultaneously at
the knees, the hips, the shoulders and the head, making an interesting line of the body. Resistance is
another way of describing the novelty-inducing assymetries contained – resisted - by the performer even
as they register in the mind of the spectator as a miracle of unstable but inevitable harmonies. This
definition of It, paradox-ridden as it is, moves beyond the tautology of innate charm and enters into the
realm of theatrical and cinematic technique, though the open question of whether It is a ”God-given” gift
to the fortunate few or the handscrabble self-selection of the fiercely driven is yet another mystery that
makes It fascinating.” (Roach, 2010, p. 8)

This data presented by Roach is clearly relevant to the question of assertiveness in interactions, and
could be applied to practical experiments by theatre pedagogical means very easily. Would
charisma, and thereby authority, be more efficiently obtained by ”the apparent effortless”
embodiment of assertive/non-assertive traits? Let´s find out! If experiments with that showed, that
Roach is correct, my method would be faced with a value-based dilemma, since the logical
argument for being assertive in my method rests on the assumption that it is the optimal way to
reach transpersonal communication. If that logical foundation is broken, the method would be
forced to base it´s how/leadership aspect on ethics. For me as teacher, that would not be a problem –
but as soon as someone else adopted my method, he or she would be free in defining the values
behind the teaching independently – to assume anything else would in my view deprive my method
of it´s objective use, and turn it into a mere vehicle of philosophical discourse. That aspect exists
already in the method, but not at it´s central axis – it is rather to be found in the aesthetical mode of
communication, that is between the lines of it´s continous manifestation. As stated in chapter 1
regarding the fact that my project includes assumptions about individuals I have yet to meet, I could
in regards to this possible dilemma of my project having such a strong value base, repeat the same
sentence - time will tell if this fact signifies a weakness or a strength, on part of the project.
”Charisma” has by the way been said to be the equivalent to Taksu in the ancient Greek language
(conversation w. Brahe, Bali, January 2007), but I have chosen not to include it in the list of
overlapping concepts such as Duende or Groove, since by investigation I find it´s modern use to be
too vague.

6.2 Finding the Words
The montage work has now been tried in practice twice. It seems, as if it is in need of being
supplemented or even exchanged, by better methods. It could be - supposing that there is something
which could be described as being and urge in man – that different individuals have different ways
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of attaining contact with that, depending on how they function in reality. My way of using montage
work – originally a tool for creating artistic material – is based on how I function. Experiments
seem to point to that there are other ways of functioning, which might not find montage work useful
to the purpose, that I have intended for it.
An interesting cooperation between psychology and theatre pedagogy could be one way of
developing alternatives to montage work. By approaching the field of psychology, asking for aid to
analyse what activity, that psychology would describe me to be pursuing, when connecting with
what I understand as my being and urge, (using internalised means much related to those present in
my montage work construction, which in this case are non-artificial and spontaneous) a new
perspective could be attained. By defining what activity that is, to psychology, it could be possible
to develop other tools to approach the same part of human nature. This in ways that might suit a
broader variety of personality types, than what montage work as a tool is capable of. Studying other
ways to function, when pursuing the same activity, could reveal useful information in
documentation from various relevant findings, that have been gathered and documented, by
psychology. Supposing there to be different and perhaps conflicting explanations to that activity
within different traditions of psychology, would in a sense be promising from the artistic point of
view. Conflicting viewpoints would increase the amount of angles, from which to regard the
question, in a perhaps creatively stimulating way. But the core purpose of such a project would be
that of achieving exactness.
I recently approached the psychologist Elad Jair Chone in Copenhagen, Denmark, asking for his
view, on the model inspired by C. G Jung, upon which my use of the montage work is based.
His professional opinion on the matter, was that the notion of a ”neurostructure”, separating the
conscious awareness from the subconscious, and providing oppurtunities to imprint patterns, into
which corresponding ”archetypes” can be attracted to emerge, is pseudo-scientific. He explained,
that one could speak of something which he called ”character structure”, signifying a person´s semistable patterns of thought, emotion, will and action. This would in his opinion however not be
equivalent to the concept of a neurostructure, which I have put to use. This recently aquired piece of
information, will be of good use to this ongoing research, and is hereby put to the attention of the
reader. (conversation w. Chone, Copenhagen, 23/5-12)
The workshop concept could also be developed in other ways. The input I received at the final
feedback talk, of arranging several shorter sessions over a longer period of time, is interesting in
that regard. One could for example arrange a series of shorter workshops, focusing intently on
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Heartfulness, aided by exercises for Holistic Liberty and Depth Awareness.
These could go on with patience, in a continous discussion within the group on the concepts of
being and urge, until a consensus is reached, that the group has achieved an empirical notion of
these concepts in a subjective sense. A consensus such as this, would be a suitable platform, for
attempting a full-scale intensive workshop – a Crea 3 – using tools, including alternatives to
montage work, that had already been approved of, by the members of the group.
There is yet another perspective; perhaps is the idea of developing specific tools, like montage
work, unnecessary and a bit roundabout. As I perceive it, are individuals drawn to acting to atleast a
large extent with the object of manifesting their being. Their human urge has detected the potential
for release that is part of the acting-situation itself. The acting-techniques, be they deeply moving,
physical and organic as in the case of Grotowski-exercises, or joyful, intoxicating and hilarious, like
work with Chekhov-techniques can be, depending on how one applies them – they will one way or
another provide stimulating options for what I perceive as being and urge to, so to speak, take an
interest in. Why design a tool? Montage work might perhaps even be contra-productive to some
individuals, since it so far has been hard for me to avoid a sense of ”seriousness”, when presenting
it – a seriousness that might contradict the liberating aim of the tool. Like my student Björn put it, at
the final feedback of Crea 2; ”you tell us to have fun, but are you having fun?”
With the concepts of holistic liberty, depth awareness and heartfulness as conscious coordinates,
would it be possible to pursue the work to the benefit of the human urge, without montage work
included among the tools, should I choose not to develop that tool further.
It might be, that the situation itself – that of the available theatre pedagogical workspace – is the
only tool needed, and that the individuals that approach the space are embodying the search of their
human urge quite literally. Perhaps I would lead them best, by pulling them into the transpersonal
myself, could I step in there by the snap of a finger. If I chose to pull my research in that direction,
then I believe that the first place to look would be Play-theory.
But one question must also be asked at this point.

6.3 Is Being and Human Urge a Delusion?
From a basic artistic point of view, not attempting to find an objective truth, but rather striving to
create that which one considers beautiful – heartfelt – the answer to the question would be, that it
doesn´t matter, if it is a delusion or not. That is however not the point of view, on which this thesis
is based. It´s base – in itself an artistic point of view – is to create that which it considers beautiful,
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by the means of finding objective truth about heartfulness, and applying the findings in practice.
This puts a demand on the project to seek answers in science, and gradually endeavour to form a
model, that rests comfortably on fact, in it´s pursuit of human beauty.
One way to seek such answers could be through anthropology. Terms related to in the first chapter,
such as Ashé, Tarab, Duende, Taksu and Groove, suggests the existence of social environments,
where that which this thesis describes as being and urge, are outspoken aspects of common culture.
By approaching the field of practising anthropologists, much data for practical investigation could
be obtained. Such data, understood in the context of this research, could open doors into methods
and insights for the project to flourish by reaching in to. In order to reach a sufficient level of
validity, the model needs to be able to translate it´s terms and tools into preexisting concepts within
established fields of science – in this way can questions such as ”is being and urge a delusion” be
given answers that rest on fact. Questions such as these, are in this regard an important part of the
engine that drives the research further.
Without access to terms that are valid in a certain scientific context, is it hard to develop new
findings, within that context. This dilemma is in regards to this thesis now established. But perhaps
is science also in need of new ways to describe human life. C.O Scharmer relates to this, in his
recollection of a conversation with cognitive psychologist Eleanor Rosch from UC Berkeley, where
she states that we are in need of a fundamental redefinition of what science is, and that our sciences
should be pursued with the ”mind of wisdom”. He goes on to say, that Rosch is in the process of
developing a language for the expression of subtle experiences, that many have, but rarely notice.
In the conversation, Rosch states that the mind and the world are not separated. She goes on to say,
that this in itself is only part of the truth, after which she relates the process of the mind perceiving
the world, as a unified field of existence in itself, which understands itself through itself. C.O
Scharmer describes her work as that of helping this ”field” to know itself. Rosch explains that ”if
one follows ones nature long enough to actually let go, one will see that one is the original being,
the original way to be. In that state one realizes, that we are not acting as fragmented ego´s, like it
appears.” (authors own translation) (Scharmer, 2008 p.167)
Eleanor Rosch´s work is worth looking into. Supposing that this ”field” of being of which she
speaks, can be identified with my concept of being, it would seem interesting to note, that she
finally goes on to state that ”One cannot act oneself into understanding one´s original being. One
has to trace it through the ways, in which it reveals itself. It clearly wishes to be itself, and it will be
so, if allowed to.”
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In the first three chapters of this thesis, have I shown, how I propose to create a theatre pedagogical
model, by which use it is possible for the individual to develop an awareness of his own being in the
world, and a capacity to manifest his being continuously in interaction with reality, in such a way as
to reach a self-generating state of personal growth. I have in this regard been leaning towards the
use of the term Autopoiesis, looking for a technical term. Another concept, related to Autopoiesis, is
Enactive Cognition (Stewart, Gapenne & Di Paolo, 2011).This term, signifying the process of
learning by doing, seems to relate to the notion within my model, of being manifesting itself
through action. There is a growing realization and acceptance in cognitive science, that perception
is not just a subsidiary module, and that embodied action is at the root of cognition as a whole(ibid,
viii).
However, before I stretch myself too far, into fields where my research at this present time has no
means of finding trustworthy foothold, I´d like to relate my research to an area more immediately
approximate to my own – that of developments within pedagogy in Denmark.
In the book ”Æstetik og Læring” (”Aestethics and Learning”), the authors Bennyé E Austring and
Merete Sørensen express concerns for the results regarding priorities within the educational system,
that they perceive is coming out of the fact, that the merits of aestethical activities within education,
rarely can be expressed in words, to the same degree as the merits of other educational tools.
What they see, is an unbalanced tendency within education to focus on measurable results, with the
outcome, that aestethical tools within teaching are losing priority to a high extent.
Apart from cautioning the reader of their work, about the need to keep aestethical tools in use
within education – based on several good examples of it´s merits, which they in this case do not fail
to find words for – do they also express concern about the possible consequence of these tools
becoming lost to us, if not kept in use.The authors explain, that the concept of the ”aestethical
learning-process”, is little understood in the educational field. It is either held in high regard as
being some kind of magic tool that can solve all kinds of problems with a blink, or regarded in quite
a different light, as being something occult, which at best can be of use, within limits defined by the
enthusiasm of the teacher himself – both perspectives being equally ignorant of the actual merits of
such a process. They point to the need of developing a theory about estethics, introducing the reader
to a number of interesting pursuits to that purpose, that can initiate a paradigm shift within
education, by creating a new awareness about the objective uses of aestethics in regards to learning
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and self-development.(Austring and Sørensen, 2006)
An interesting detail, in relation to being and urge, is that they in part are referring to the works of
Danish philosopher Mogens Pahuus, who presents the perspective, that aesthetical pursuits are
based on a need of the individual to realise and unfold himself. Man is according to Pahuus
motivated by two categories of drives; that of fulfilling basic needs for food, shelter and
reproduction, etc, and that of unfolding himself. Pahuus explains this latter drive, using the term
”Livstrangen”, meaning ”the life-urge”. (Austring and Sørensen, 2006, p. 35) This requested
project, on part of the authors of that work, of developing a theory about aestethics, would perhaps
be a heartful pursuit to take part in, seeing that my concepts of Holistic Liberty, Depth Awareness
and Heartfulness, certainly could be adapted to the pursuit of teaching by the aid of this little
understood ”aestethical process”.

7.0 CONCLUSION
Different conclusions can be drawn about this thesis. I have endeavoured to explain the background,
present state, and possible future development, of a theatre pedagogical method. I stated in the
introduction, that the topic is personal to me as author. I also mentioned the divided nature of this
thesis – and I did not lie; the reader has witnessed a balancing act between art and science unfold
before his eyes, leading him – or her – all the way to this point of reading.
Different conclusions can be drawn – and the one I choose is this. That this research is worth it´s
further pursuit. There are, as has been described, several areas in which investigation seems
motivated, areas that display tendencies with which my research can align, and in due course
substantially contribute in it´s own way. And not only for science. In presenting the project to the
reader, repeatedly describing aspects of the hindrances encountered when attempting to adapt my
theory to concrete fact, I might have deluded him into thinking that I hold the artistic part of this
research in less regard. This is far from true. The artistic part is in a manner of speaking the
heartbeat of the project. Seeing – excuse me – beauty in my contemporaries, makes me strongly
motivated to find ways to reach and enhance that beauty with the tools of my trade, as I
simultaneously endeavour to connect with tendencies in other trades, that potentially allows me to
communicate with signs that are fully understood, about this beauty.
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The final conclusion must then be, that questions are a blessing to the serious enquirer, and that this
project which the thesis both relates to, is a product of and is endeavouring to explain, is at a point
where many blessings are available. It is told that Charles Darwin, perhaps the most serious
enquirer that modern history remembers, always kept a notebook with him, to write down
observations and data, that contradicted his theories and expectations, being as he was aware of the
human inclination to forget that which does not fit with one´s individual world view.

Perhaps I should get myself one of those notebooks, and carry it with me wherever I go. Thankyou.
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TANGO ANIMAL
A close friend of mine comes to town on a visit for the first time in eight years. Why is she here?
To dance Tango! There is a festival in Copenhagen this weekend.
I am curious, and dress up nicely to follow her into the night. I know a few steps, from lessons I
took some years ago, or so I think. We meet on my living-room floor to find out.
A few steps back and forth reveals the truth. I have never danced Tango. Never. It is not about push
and pull, she explains. It´s all about the line of balance that goes through your body, here, feel this..!
She shows me how to weigh on the front of my feet, right behind the toes, and to concentrate myself
to really feel, where my line of balance is, and where hers. She explains, that there are in fact three
parties in this dance; herself, me, and the floor. In a brief space of time and compact energy, we
search for each other in silence, holding each other in the right posture, trying to connect. And then,
it happens! For a while, we move back and forth on the floor as if steared by an invisible force.
Then I loose my concentration. I have understood something important. But for tonight, there is no
chance that she will dance with me. Nevertheless, I will go with her to the Milonga as a tourist...
In the gigantic room, ceiling so high up, reddish and golden hues of light filling the room, extreme
concentration prevails, as hundreds of dancers move in couples, slowly and elegantly listening into
each other, the whole crowd circling in a spiral shape, around and around.
I am speaking with an enthusiast from Romania, who is too pregnant to dance much tonight. Instead
she enjoys answering to my curiosity by telling me a few things, of what is going on all around me.
It is all about communicating from our insides, she sais. It is communication, connection, in
balance. Tango is not sexual, no, but very sensual. And very gender-polarized. The women usually
learn much faster than the men. But then they reach a plateau, where they stagnate for years. After a
while, the men catches up with them and continues past them in their development as dancers.
I ask her why this is so, and she explains, that the women must learn how to make improvisations
around the shapes in the mutual dancing, that the men create, as they lead. In the beginning, it is all
about following the lead of the man, for the woman, and following is easier than leading. But later,
the woman must learn how to communicate to the man, how she wants him to lead her – and this is
a challenge.
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So fascinating. The spiral surges on. I see couples moving, moving. A communication both strong
and soft seems to emanate from everything, all around us. Such a phantasy world. The music is
almost unnoticed, in the overwhelming wall of estethic and sensual impressions, that wash over my
senses. But, since I am writing my thesis most of my waking time, a thought slips into my head:
”These dancers seem to share a sensation of wholeness”.
The enthusiast explains to me, that just as in Qi Gong, which she practices as a complement to her
passion for Tango, the dance is based on diagonal and circular movement, and breathing. She goes
on to tell me about a book, that explains Tango as semiotics – this I must have – but now I have to
ask her. Does it happen, that the whole room unites in flow?
Yes, she lights up. Sometimes, rarely, she has experienced, how the whole room moves, in an
expansion of communication that seems to involve every step, every note, every gleam of every
candle, in one single body of sensual movement, spiralling around the core of it´s own axis.
And I think to myself, that I will not forever live without the capacity to join this dance.
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CREA 2 - THE PRACTICAL EXPERIMENT, FULL REPORT
We will now examine my latest attempt in using these methods. First, however, the reader will be
presented with some background information regarding my practical work process.

Summary of my workshop concept, and of it´s first practical attempt
The workshop concept consists of a blend of exercises, all of which are aimed at working with
Holistic Liberty, Depth Awareness and Heartfulness, with a specific attention to the human urge and
being. The exercises can change as the concept develops, but remain based on certain defined
aspects. When developing the method, I am mainly concerned with finding the exercises, that best
fulfill these specific aspects, which together serve to shape the overall concept.
Aspects:
Creating – to manifest the being through action / release the human urge.
The Wild – to be challenged by reality, finding growth outside of one´s comfort zone.
X-point - (”x” as in a crossroad) acting in the moment, open and aware.
Y-point - (”y” as in yes) liberating, uninhibited self-expression.
0-point - (”0” as in nothing) to rest in one´s Self, seeing things ”as they are”.
Sharing – researching; reflection talks, group evaluations, questionnaires,
Theory - explaining the theory of the workshop concept, and of the research.
Crea 2, which took place in Århus at the KaosPilot School in April 2012, was created based on my
experiences from my previous workshop, Crea 1 at Nørre Snede. The participants to Crea 1, Inga
Gerner Nielsen, Iwona Rejmus and Louisa Ya Aisin, were members of the Copenhagen-based
performance collective Club de la Faye, of which I also am a member. Through three days of
intensive work from morning until evening, we pursued the following aim;
”To come into closer touch with, and become more aware of the human urge, thereby to develop
ways to a deeper, more concrete continuation of this research”
The Wild was approached mainly through an ongoing fictional scenario in the garden. This scenario
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was based on a few preparatory roleplaying sessions, by which characters had been created and
developed. These characters were also intimately related to the Creating part of the concept, which
was pursued through montage work.
Montage work is a method which I have originally borrowed from the Dah Theatre Research Centre
in Belgrade, Serbia, where I attended a workshop in 2004. At Dah, montage work is used as a way
to let the actor represent experiences of his past through physical action and expression – the point
being, that the director will be able to mold different parts of the material into montages according
to her aestethical overview, without knowing what the actor actually is reenacting. The method is
analogue to Chekhovs ”psychological gesture”, in the sense, that the actor remains true to the
original inner quality of the movement, even when the director asks him to change it´s physical
form in some way.
In my adaptation of montage work, the student is asked to make an analyzis of the patterns, that the
human urge can be interpreted to have made in his past. This is then used as a material for
improvisation, the student endeavouring to pursue it with such heartfulness, that his being begins to
manifest itself through that action.
Expressed by the model borrowed from Finn Hesselager: the subconscious human urge is released
into the pattern, that has been created in the neurostructure, by the ever deeper establishing of the
montage – which is a representation of the activity of the human urge, in the life of the student.
The characters that the performers were improvising with in the garden, were connected to the very
same pattern, as that of the montage.
Both X-point and Y-point where part of several exercises based on improvised movement to music.
Y-point especially, dominated these sessions, whereas X-point, being harder for me to work with for
lack of a suitable exercise, played a smaller part. 0-point proved to be a real challenge.
I experimented with meditation techniques, but did not have adequate experience to make it work to
the purpose. The Sharing was very beneficial, through reflection talks with my three participants
aswell as with Finn Hesselager, who observed my work on the side-line, offering me his advice
from time time. The Theory-part was unsuccesful, with myself failing to make my participants
understand the concept fully.
The outcome was however very promising, supplying me with useful advice and good feedback
regarding the overall concept. All three participants testified, through questionnaires, to be in a state
of stronger inspiration and creativity than before, weeks after the workshop. To be more in tune with
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their own creative force, feeling more aware of their own direction and motivation as artists, being
more in touch with the ability to improvise and express themselves clearly in artistic work aswell as
in everyday life, having a better overview of their own process in general, was their outspoken
feedback. It had hit their spot, and made them discover new things as well as rediscover lost
treasures. They seemed very grateful for the experience. As for the practical, logistical parts, there
was only good things to say, and it was my impression that they thought this could work also on a
bigger group. It was clear to me, that the setting (the garden, the house, the landscape and beautiful
weather, and Finn Hesselagers presence at the discussions) played a very important part in the
success.
The Y-point sessions had been very appreciated for the most part, and efficient in bringing forth
their inspiration – but there would clearly have been room for much more work of that kind, even
deeper work with the Creating. The feedback on the Wild was mixed. On the one hand, I got the
impression that it had been inspiring and fun and that it had helped my participants to discover
useful things, but it also seemed that it had been a bit confusing and strange sometimes, and also a
bit too light, lacking darkness. Combined with the feedback received about the Wild already during
the workshop, it seems there was need of more input from me, and of more confrontation. The
Sharing seemed to play an important part to the group. As for 0-point, the feedback revealed, that it
had´nt touched them very deep as a group. To a certain extent, there was strong positive feedback
about it, but this seemed also to come out of a mix-up of X-point and 0-point as concepts. In
general, the group had not received Theory fully. They found my concept abstract and confusing
and in need of simplifying – but also very interesting. There were remarks about the importance of
focusing less on model and more on experience. Another important remark, was that more emphasis
should be put on the future of the participants in relation to their human urge – in what direction that
they perceived themselves to be heading, as seen in the context of the work, so that these aspirations
could be empowered, at the conclusion of the workshop.
Based on this first experiment, I came to the following conclusions regarding how to pursue Crea 2:
There was an obvious need to improve certain aspects of the work by the right exercises.
I wished to try the model on a group of students, who were highly driven with creative ambition,
but who were not performers per se. I wished to be better informed than I had in preparing Crea 1,
of the personal aspirations of each student. I wished to approach a group of individuals, with which
I did not have a personal acquintance since before. Furthermore, I felt that it was time to verify the
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working model, which I had been introduced to by Finn Hesselager, with a practicing psychologist,
in order to increase the empirical foundation of my theory – the result of this latter pursuit, is
presented at the conclusion of this thesis.
Circumstances proved beneficial. My first choice regarding possible students, was to see, if there
was a possibility to find an interest among the students at the KaosPilots in Århus, in my workshop.
As it turned out, I was lucky to be introduced to Team 18, as they were just finishing their first
semester at the KaosPilot education, by Björn Westerberg Nauclér, one of the team members, who
by coincidence appeared in my personal network only two weeks after the end of Crea 1.
During my visit to Århus, I got the oppurtunity to tell several members of Team 18 about my
project, and received preliminary interest from twelve students, including one student from Team
17.
This preliminary interest led to an ongoing communication by email between me and the
preliminary twelve, offering me a good way to learn about their individual visions and ideas.
The attitude of everyone I interacted with at the school, was very generous and open-minded, and I
received very good input in the form of advice on literature and links. By researching further in that
direction, I developed some insight into the ways and tools employed by the KaosPilots, some of
which I used as central parts of my own structure, when planning my next worshop.
In designing Crea 2, I formed general assumptions, about the group, with which I was
communicating. This as a way to offer them the best workshop, that I could, while simultaneously
remaining aware of, that I had to stay cautious, in going too far, with my assumtions about
individuals with which I had only experienced brief contact.
These were my assumptions:
Students at the KaosPilot school are sharp-minded and very capable of individual thought and
initiative. This has the disadvantage, that they might approach the work, as if they already knew,
what the end result should be. Simply by being curious and looking for fast answers, the emergence
of the actual result, might be blocked or overlooked. On the other hand – apart from sharp-minded
individual thought being a very positive thing in itself – would this also mean, that if they perceived
that there was a clear idea behind an exercise, they would not hesitate to go into it fully, with the
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hope to ”crack up” and grow. I also concluded, that they were used to transparent leadership based
on meritocracy – and that I would need to present them with real challenges and a well-prepared
timeline, since their entire education is very much based on projects, workshops, and a professional
conduct regarding the planning. From our online interaction, and through further talks that I had
with some of them during continous visits to the school, I also learned, that they were used to think
in terms of Flow, and of how best to reach that on an everyday basis. Several discussions led to very
useful feedback and input regarding my research in general. It was a good time.

Preparing Crea 2
I set the following fourfold aim for the workshop:
To connect with the participants – meaning that I wanted them to understand the concept well.
To reach the participants – meaning that I wanted them to feel tangible deep effects by the work.
To research strongly – meaning that I wanted to obtain plenty of useful feedback from the students.
To document well – meaning that I wanted to leave the workshop with useful proof of my work.
As for the exercises, I decided to use the same tools as I had done at Crea 1, regarding Creating and
Y-point, seeing that these exercises had been useful – and I wished to see, if the montage work
would function on non-performers, too.
The remaining aspects of the concept, I decided to change or develop further.
For the Sharing, I supplied the reflection talks with two tools, that I had learned of through my
interactions at the KaosPilot school; the ”Check-in” and ”Check-out” at the beginning and ending of
each day, and the ”I DO ART” model. I also decided to bring notebooks with me, for the students to
put ongoing reflections into, which I would gather at the end of the workshop. For the Theory, I
prepared a systematic lecture by which to explain the overall concept thoroughly to them – making
sure to put that lecture somewhere in the middle of the workshop, so that it would not block the
work by creating presumtions or too high expectations, before some actual taste of the work had
been experienced, by the students. For the Wild, I planned a challenging surprise mission at the
peak of the process of work, including interaction with strangers in a way that potentially could lead
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to a situation, that I hoped would stimulate something in the direction of a transpersonal
communication.
For the X-point, I chose an exercise called ”Watching”, which has been developed by Jerzy
Grotowski. This exercise was originally taught to me in 2002 at Östra Grevie Folkhögskola,
Sweden, by Nina Norén. I also received further teaching in Watching by Zofia Åsenlöf, Sara
Larsdotter and Sofia Andrén, at Östra Grevie Folkhögskola, and at their own studio Skrotum in
Malmö, Sweden, during 2003-2005.
To work with 0-point, I tried to organize a session in the local winter bathinghouse Jomsborg – this
proved to be more complicated than expected. I also decided to bring in Marie Cecilie Arendt –
another friend from Club de la Faye – to add to Crea 2 in her capacity of being educated in
Catherine Fitzmaurice Voicework. This technique for the development of an actors vocal qualities,
is based on the destructuring of tensions in the muscular structure connected with the breathing.
It is a very physically demanding practice, which I however know from personal experience to be
highly effective. When I was subject to that technique during workshops on Bali and Samsø in 2007
and 2008, I experienced side-effects regarding my own mental awareness, that made me believe,
that it could work as a method to work with 0-point.
To prepare for Crea 2, I organized a one-day preparatory workshop at the KaosPilot school in
Århus, during which I taught Watching to six students, and Marie Cecilie Arendt introduced them to
Catherine Fitzmaurice Voicework. The students were very fast at picking up Watching. I also
received very positive feedback from them, on that exercise. Two of them said, that it was a perfect
practical example of group-cooperation and a great metaphor for systemic leadership, that they
could relate to strongly. The voicework was not as positively received, however. This was
something that I on second thought could have foreseen, since the first part of the work is very hard,
and in my own experience tends to activate a certain sense of resistance from a deepfelt level, since
the exercise forces the individual to break his breathing-patterns. These breathing-patterns are
however not the ones, with which he is born, but have been ingrained through a lifetime of sitting
on chairs. If the student approaches the technique willfully, with the object of becoming a more
accomplished orator, singer or human being, he can be expected to be prepared to meet with that
kind of reaction on his own part, and work his way through it – but in this case, the exercise came as
a strange surprise, and stranger still, since I presented it as ”voicework”, even though the actual use
of voice comes later in the process.
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It must be said at this point, that I have no formal expertise in the Catherine Fitzmaurice Voicework
technique, but speak solely out of personal experience, and of my own apprehension, of what I have
once been told, by Catherine Fitzmaurice, and some of her certified pupils. This put me in doubt
about using that technique this for Crea 2. Marie Cecilie Arendt was in the end not able to partake in
Crea 2, which solved the matter by itself. But this meant, that I would have to rely on the Sauna, to
work with 0-point, if anything. The day had been very enjoyable, in any case, and five of the
students, all members of Team 18, finally enrolled for Crea 2, setting the dates to 20-22/4 2012.
During the final days leading up to Crea 2, two of the five participants had to cancel, due to heavy
engagements elsewhere, leaving me with three participants – all male. This created an interesting
reflection to Crea 1, since that workshop also was done with three participants – all female.
I would also bring with me a camera man – Fredrik Lindgren - to document my workshop with
photography and video recording. He would be present at all times during the work, not taking part,
but still inevitably contributing to the shared experience, just by being there as himself.
Fredrik had experience since before, with documenting performance projects, a fact which I felt was
useful in itself, since that meant that he had the ability to apprehend what was going on in a sensible
way.

Crea 2
At the time of the workshop, the terms used were not ”being” and ”human urge”, but ”source” and
”creative drive”. These terms have by now been exchanged into terms that have – in my eyes –
more adequate implications. To speak of a ”source” hints at a poetic, almost spiritual image of the
individual, which can be hard for some to relate to. To speak of ”creative drive” has several
impracticalities; the term ”creativity” is very broad and subject to much debate, the concept of a
”drive” can create an association to instinctual drives in general, which would point to conclusions
about the human urge that I do not feel ready to make. ”Being” and ”human urge” implicates a
stronger emphasis on the individual in a more existensial sense, which is more to the purpose of this
work. I also find ”human urge”, or simply ”urge” to be more comfortable for speech and writing,
than ”creative drive”, or ”drive”. In actual reality, whatever it is that I perceive in humans to such a
degree, that I have embarked on this research in the first place, does not have or need a specific
word, at all, in order to exist.
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Even though much attention was put on keeping the timeline – which we suceeded in doing – did I
insist on approaching it in a relaxed manner. As the saying goes, ”planning is everything, the plan is
nothing”. I find this to be especially important in this kind of work, where the object is to loosen up
the creative impulse of individuals. A certain sense of freedom must be present at all times, a sense
of allowance, since these creative impulses can emerge in unexpected ways. Chaos is in that sense
an asset rather than a threat, to the order, that the timeline is representative of.
My three students were Björn Westerberg Nauclér, Malik Bjerrum and Robin Sverd.
As it turned out, did two of them – Björn and Robin – have experience with theatre since before.
Björn had taken a one-year theatre education at Skinnskatteberg Folkhögskola in Sweden, where he
learned some basic acting skills, whereafter he participated in a number of smaller theatre
productions, investigating his interest further, both in writing scripts, directing and improvising.
Robin was very interested in Improv theatre, having competed succesfully in theatre sports in
Norway. Malik had no experience with theatre - he was more into sailing.

Day One
Check-in as a concept, is done by sitting together in relaxed concentration, taking a round in the
group, where everyone gets the chance to feel in to where he is at that present moment of the day,
and to reflect openly about it with the group. When done with his reflection, the individual sais
”check-in”, meaning that the group can now expect the person to be fully present in the pursuit that
is about to begin. (check-out is done in a similar way, whereafter the individuals can let go of the
activities, that have been taking place, and allow their attention to go elsewhere freely)
The first check-in began 30 minutes later than planned. The reason was, that Robin did a short
workshop in Improv the same morning at the KaosPilot School. I saw that as a very good warm-up
for him. At the check-in, it was remarked that everyone had been experiencing a busy time lately,
and that there was a busy time ahead for everyone after the workshop aswell. Due to the gradual
build-up to Crea 2, which had established a mutual connection between us through our shared
interest in the general theme of my research, could I perceive, that our work together was
approached as being a much needed break from the ongoing project work, that my participants
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pursued elsewhere. This I saw as a very good point to start from.
First I let them do a Watching, which the group performed well. I was myself taking part of it, to
make sure that all it´s parts would be remembered, and also as a way to connect with my students
holistically at the start of our weekend together. The exercise consists of a series of physical
movement patterns, ranging from running and dancing to crawling and improvising. The patterns
are performed in a specific order, the group shifting from one activity to the next collectively. The
object is to achieve a level of awareness, that ideally makes it impossible to discern, who moved
first. In my view of Watching, I would say that this exercise creates a heightened awareness of each
other, and of oneself. When being fully engaged in it, the participants develop better access to their
spontaneity, being at once expressive and attentive in the moment, using their whole body
intensively in a balance between interpersonal and intrapersonal communication through bodylanguage and intuition. In other words – holistic liberty, heartfulness, and a mix between Y-point
and X-point, with emphasis on the latter. Apart from this, does Watching also create a strong focus
in a group, which makes it ideal as a way to both strenghten and gather it´s collective energy
resources, on the present work. I had put Watching as an activity on several places in the timeline as
a possible extra asset to the work, not expecting to use it every time.
After the Watching, I went through the I DO ART. This method is efficient at the start of an activity,
to clarify it´s intentions, and get preliminary feedback from the group. It consists of a systematic
combination of viewpoints, formulated as Intention, Desired Outcome, Agenda, Rules/Roles, Time.
In other words: Sharing.
At this time, I also gave them one note-book each, asking them to put down stray thoughts and
reflections about my work, telling them that I would collect these notes afterwards and use them for
research.
After lunch, the montage work commenced. This is my key tool for Creating at this point.
The results of it´s use at Crea 2 was in some ways different to my experiences with it at Crea 1,
which is related to at the evaluation at the end of this report.
Montage work consists of a series of steps, in a build-up from intellectual analysis by mental and
emotional work through imagination, gradually reaching a more physical approach that leads up to
an ever increasing element of improvisation and expressivity. The theory of the method, is that the
student, by becoming aware of his human urge, and of it´s presence in his everyday life, can create a
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pattern in his neurostructure in the same way as an actor would create a character. He can then
proceed to identify with this artistic material, aiming to attract his subconscious human urge to
emerge into it, by the same principles, as those I understand as being used by Finn Hesselager.
It is a constructed way to allow the being to manifest through action.
I first guide the student to look back at his past, identifying moments, when the urge has made him
make decisions of different kinds, that can be deemed to be based on a heartfelt, rather than a smart
or crudely satisfying objective. These moments are then put together in a comprehensive story, a
narrative, a mental pattern. After this, the student begins to create a physical movement pattern, a
montage, representing that narrative. He develops this in a series of sessions, broken up by other
exercises, which are designed to stimulate his ability to reach deeper into his work with the
montage. Gradually, as the movements reach greater liberty and authenticity, a sense of heartfulness
is supposed to be reached. At this point, the shape of the montage can be broken up into a stronger
element of improvisation – the student treating the essence of the montage as a ”psychological
gesture” (in the words of Chekhov). In the end, the montage is transformed to take on the shape of
other mediums, to allow the human urge to expand into the moment and create freely. The surprise
mission – a work with the Wild – which the students were presented with later in the process, was
designed as an oppurtunity for the being to manifest itself through the action of speaking with a
stranger about being and urge, attempting to receive the spontaneous feedback of – and ideally, a
spontaneous feedbackloop with – the stranger.
My three students reacted differently to the task. Malik found a comfortable spot under a table,
where he set out to sketch his narrative. Robin found a carpet at the middle of the floor, where he
began to scribble with pen on paper, but soon remarked that there were so many different narratives
about this to choose from, that he was confused about where his urge was actually the most present.
This was a very useful piece of feedback for me, to be used in later developments of the method.
At the time, after discussing it for a while with him, making sure that he had understood the idea, I
simply asked him to make a decision, and work with that narrative this time. Björn, lying on a huge
pillow in a corner of the room, remarked, that he did not believe in a chronological personal
narrative as such at all, and had a very hard time making sense of the instructions. This was
completely unexpected for me, and a source of several discussions with Björn during the rest of the
workshop. Björns viewpoints and remarks, were full of very useful input, and has changed my own
view of the matter in several ways. At this point however, it was important to make it possible for
Björn to proceed with the work at all. By asking him key questions about his past in different ways,
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(without asking for details, since it is important that the student keeps a certain level of integrity
about his narrative, in order to be comfortable when expressing it strongly) did I manage to help
him construct a narrative, which he could identify with – atleast on a purely functional level.
After this exercise, which was a very intellectual approach to heartfulness and depth awareness, did
I send my students into the first session of improvisation to music. This was based on work with
different psychological gestures, and aimed at their heartfulness and holistic liberty, through Y-point
and Creating. It was received and performed with great energy and enthusiasm, my group soon
proving, that they did not hesitate to explore the imaginary worlds into which I sent them, with their
whole bodies engaged. The session ended with a guided meditation, in which the students were
confronted with internal images of fear, in such a way, as to be able to dissolve them.
After some food, the montage work went into it´s next stage.
The students were asked to create one physical montage each, representing their narrative. This they
ventured into and soon I could see stories emerge in front of me. At this point, I could see a
difference between this group, and the group that I had worked with at Crea 1. It went much slower
for my present group, to create and develop material. I realized, that I had not given the montage
work enough space in the timeline, unknowingly taking for granted, that both groups would work at
the same pace. After having reached a point, where everyone had a montage that could be
reproduced with precision, I ask them to show their montages to each other. This first, minimal
exercise of a more performative kind, was the initial – subtly hidden – preparation, to the surprise
mission, that they would be sent on at the ending of the next day.
At check-out, I received good feedback from everyone regarding the Y-point session to music, and
of the planning of the day in general. Malik and Robin both remarked, that the concept of human
urge (at the time ”creative drive”) began to make sense to them. Björn kept his original position on
that particular matter. He also made me aware of, that some of the images that I used in the guided
meditation was not meaningful to him, (for example, if I say that you ”move into the tunnel”, I must
be cautious in later assuming, in my choice of words, that the moving happened on foot, in order not
to confuse his inner journey with conflicting images) and also that he had use for his fears, and had
experienced resistance in meeting my instructions to dissolve them by movement through fire.
Day Two
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The check-in, one hour behind schedule, was done in the relaxed, humorous mood, that can be
expected from a group of students, that have been drinking beer the evening before.
The group then rose to their feet and did a Watching, this time without me, which went well.
This turned out to be the last Watching during Crea 2, since I continously needed to give more space
to the montage work.
After this, doing a slight change in the original planning by introducing a session which was
originally intended to happen later that day, I led them through a series of exercises aiming at
holistic liberty and - especially – heartfulness, somewhat approaching 0-point. The exercises,
consisting mainly of focusing on the awareness of one´s own body and relation to the surrounding
space, were taken from the book ”An Acrobat of the Heart – A Physical Approach to Acting
Inspired by the Work of Jerzy Grotowski” by Stephen Wangh. The group went deep into this one,
making it work very well on them.
Then the physical work with the montages recommenced at the point where it had been left the day
before. My students worked well, and I could see a lot of small developments in them, as they
began to integrate the movements in a more continous, natural fluidity. But it was also clear to see
that it was hard work, and not entirely inspiring to all. Afterwards, Robin expressed a need to be
energized.
After lunch, it was time for my lecture – Theory - during which I endeavoured to explain the bigger
picture behind the workshop, and what my research essentially is about. I explained to them certain
connections that can be deduced with the eyes of theatrepedagogy as expressed in the 3rd (**?)
chapter of this essay. That is, between theatre and everyday life, scripted and personal narrative,
acting and social interaction, authenticity and leadership, flow and human growth. My students gave
very useful feedback, and could in many ways relate to my argumentation. I also received some
useful input from Björn regarding the assumption of such a thing as an authentic self. Robin
remarked, that he had encountered similar theories in the works of Nick Jankell (who speaks of
”Boon” in a way similar to Ken Robinsons ”Element”) and of Ian Prinslo. (who speaks of ”Source”
in a way similar to my ”Being”)
After this, I guided them in an improvised session of movement to music, as an answer to Robins
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previously expressed need of energizing. This session – done much in the spirit of Per Brahe –
turned out to be the most efficient one of the entire workshop regarding work with Y-point.
In organizing and leading work such as this, I have sometimes experienced a need on my own part,
to develop my ability to improvise such sessions with greater liberty. This afternoon was a
surprisingly benevolent one in that regard, and a lot of adventure and play took place in the room.
I then guided them without interruption into further physical work with their montages, which now
proceeded with noteably expanded holistic liberty.
As the montage work went on, I gradually allowed my students to find new forms of movement,
which they did with ease. I then made them continue within a limited space of about one quadrant
meter, finding suitable shapes to express their narratives under that circumstance. Finally, they were
all asked to show their montages in that form to each other, while also connecting with each other
through eye-contact. This was done with beautiful results. It was the second preparation to their
surprise mission, which was now about to be reached, according to schedule.
I put blindfolds on them, and guided them in a visualization, in which they encountered a stranger,
to which they imagined, that they told their narrative open-heartedly. I then made them, still blindfolded, to make a dot on a map of central Århus with pens that I put in their hands. As they removed
their blindfolds, they found themselves sitting in front of one envelope each, and a map with three
ink-dot marks of different colours resting on the floor in their midst. As they opened their
envelopes, they could read the following:

SURPRISE MISSION
Go to the area in Århus, that you have chosen by coincidence. Start from there.
Find a stranger. Someone that it feels natural to attempt this exercise on for you.
Avoid mentioning that you are a KaosPilot, or that you are partaking in a workshop, or that the interaction itself is
an experimental exercise. Just be you, being ”just you”.
Start up a conversation with the stranger. Make it go to the concept of the C-drive, with any words you choose to
use. Try to get the strangers take on the idea.
Strive to...
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1. Tell your story (be as personal as feels right to you)
2. Express you C-drive / Source with your presence as you interact
3. Receive the reaction, possibly, the strangers story..? - or something quite different.
4. Afterwards: take written notes from the experience

Enjoy !

There was no check-out that day, I simply sent my students out into the sunny early evening.

Day Three
In my original plan, I had intended this day to begin with a visit to the sauna at the winter-bathing
club Jomsborg. I reasoned, that my students had an intensive week of school behind them, and yet
another coming to them after this weekend. Yet did they chose to spend doing Crea 2 instead of
resting – and according to my plan, saturday night would be spent atleast partly doing a rather
challenging surprise mission in pursuit of the Wild. In other words, to attend to the general morale
of the group, some pleasurable relaxation in a different environment, would be suitable.
Being in a sauna can, to those who enjoy being in such an environment, be a very useful way of
working with holistic liberty, heartfulness and depth awareness alike. I had envisioned, that we
would have some time of Sharing there, relating the outcome of the surprise mission in a place of
wood and steam, before proceeding with the final phase of Crea 2.
This turned out to be impossible, due to bad planning. Instead, we found ourselves in a beautiful
forest by the coast right next to Jomsborg, and there, gathered around a log on the ground, did I ask
Björn, Malik and Robin, how the previous night had evolved.
None of them had in fact pursued the entire mission, for different reasons. Malik had been forced to
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put time on seeing his family for dinner, and after that he was no longer in the mind-set of doing the
mission. Robin had tried to do the mission while spending time at a party, but did not go through
with it. Björn had gone directly to the spot on the map, found a stranger and told him his narrative,
but then he had interrupted his mission, not engageing in any further discussion of any kind,
believing, that the mission was pursued in full.
We first went through the I DO ART together once more, reflecting on it´s parts in retrospect.
Then we discussed the surprise mission, and how that exercise could be presented in such a way, as
to function better. Malik proposed, that I could have sent them out to do it during the middle of the
day, setting a time-limit of an hour, instructing them to return to the school afterwards for further
work. This was a very good idea, that will be remembered. I also realized, that I should have put a
much better effort in explaining the details of the mission when presenting it to them, relating it to
the fullest extent possible to the theory behind it. Instead, I had assumed that my students could read
my mind.
This was an interesting situation, since the following exercises of the day were partly based on the
memory of the experience that they would have had, had they done the mission. Now I had to
improvise instead. I told them to meet up after lunch at school, and to spend time up until then in
pondering, what heartful aspirations that they had in life. Björn asked me what to do, if one did not
wish to have specific aspirations, to which I quite bluntly replied, that he as a simple matter of fact,
was a very aspiring person, and that there had to be something there for him to ponder upon.
This little interruption of an otherwise very smoothly fulfilled workshop structure, did not in any
way tamper with the concentrated and positive mentality among us. On the contrary did I find it
very interesting to be forced to dance in the moment to such an extent. It was a typical encounter
with the Wild, in which I find there to be a lot of potential for useful serendipity. Still though, sauna
would have been nice – and it would have been amazing too, and very interesting for my research,
if they had in fact completed their missions in full.
As we gathered at school, I guided them into improvised movement to music – Y-point – and then,
without interrupting, I had them blindfolded, and instructed them to (within the physical limits of
carpets or huge pillows, in order not to hurt themselves) create new, small montages, based on the
imagined experience, of finding a stranger and telling the narrative. As I saw them – very quickly –
creating these new montages, I guided them to shift between these new montages, and their original
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ones, back and forth, all in awareness of the aspirations that they had been pondering previously,
repeatedly concentrating on the part of their original montage, where the narrative is not about
specific events, but of the general theme of the whole narrative. This part, which at the time was
called ”the spiral of the source”, I had during the previous work described as a kind of ”soundtrack”
or ”essence” of their narratives.
The point of that ”spiral”, is that the montage work is not essentially meant to be directed on the
past of the individual, but on the human urge, that in this work is supposed to be constantly present
in the actions of him, in his past, in the moment – and in the future. To focus on the ”spiral” is to
focus on the human urge as being – supposedly – present, when working with the montage. The
idea is, that this will create an awareness on part of the individual, of his human urge, which by
associations and stray thoughts in different everyday situations, can make him relate intuitively to it,
thereby making his human urge more conscious to him, in his life. This would of course demand,
that he actually connects to it, through exercises like these, or through other means suitable to him.
I had them proceed with this ongoing shift back and forth between montages, visualized aspirations
and ”spirals”, more and more concentrating their attention and effort on a quintessence of all of it,
pushing them to go deeper and higher in their efforts and expressivity, eventually removing the
blindfolds to access more space to them, and then, when I deemed us to be at the peak, did I present
them with one piece of white cloth each, and asked them to include it as a prop in their work. They
did this effortlessly, improvising with the cloth in different rather amusing ways. I then gave them
acrylic paint, instructing them to project the material that they worked with through that medium,
instead, painting freely.
The idea was, that since it demanded a very high effort from them, to work with such intense
expressivity as I pushed them to do, the energy invested in that effort, would increase in
momentum, when given an easier medium to work with. For a long while, they went deep into the
activity, creating their works.
I changed the music, creating a new kind of atmosphere more suited to the activity, and left them to
pursue the work until they felt done. As they eventually found a natural ending, we took a 15 minute
break, before gathering for one final act of creativity together.
The final exercise, was the following:
I had, during the break, arranged the room in such a manner, that a small wooden pallet was in it´s
78

midst, and upon it I had placed a Balinese ritual bell. On each side of the pallet, was a huge pillow,
and in front of it, was a carpet, upon which we were all sitting together.
The exercise was, for all of them, one by one without speaking, to rise from the carpet and position
themselves, bringing their fresh painting with them, on the pillow to the left – thereby becoming the
performer, making the rest of us the audience.
The person on the pillow would then take his time, and when ready, he would go to the pallet, and
make an improvised performance, expressing the same material that he had just been working on,
through this new medium, ending by ringing the bell. After this, the person was to go to the pillow
to the right, taking his time there, until he felt done, and could return to the carpet, giving the space
to the next performer.
Björn was first. After a long rest on the pillow to the left, he went to the pallet, arranging his
painting, which he had created in such a way as being strung around the frame of a small aluminium
construction, round in shape, the use of which is not known to me, making it look like a small
colourful tent. He put this on fire with his lighter, and stood staring straight above our heads, as the
flames, reaching quite a few decimeters upwards, consumed the painting. He then grabbed the bell
and commenced to ring it intensively, pacing around the room, screaming out through the open
window, finally to return to the pallet, putting the bell down, landing heavily on the pillow to the
right, where he remained for quite a while. Then he returned to the silent audience.
Next came Robin. After staying a shorter while on the pillow to the left, he approached the pallet,
stood there in silence for a while, as if waiting for an impulse to come. Suddenly he exclaimed a cry
and climbed up first one and then the other pillar, that was in the room, grabbing the rafters. Playing
with his painted piece of cloth, throwing it across the room. Suddenly, in an oddly looking gesture
of relief ripping pieces of paper down from one of the pillars, that seemed to be part of someone´s
project design – and then he threw a whiteboard to the floor with a crash. All of this with no
expression of aggression, but rather of curiosity. He then rang the bell, and landed on the pillow to
the right, where he rested for a while, before returning to the carpet.
Finally came Malik. He rested on the pillow to the left, rose up to the pallet and stood there calmly.
He then held his painting in front of him, showing it to us. Thereafter, he turned his back to us,
holding the painting behind him so that it still faced the audience. He proceeded to do this also
while turning to his right and left. After this, he crumbled together on the floor, wrapping the
painting into a little ball, which he put into his mouth, whereafter he – making it sort of look as if he
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had swallowed it – put the little ball inside of his shirt, again standing erect facing the audience with
eye-contact. After this, he rang the bell one single time, and went to rest on the pillow to the right.
As he returned to the carpet, we all applauded each other, and took a break, before gathering again
for one final feedback session and check-out.

Final feedback
The feedback was generous and thorough. Noone seemed afraid to speak their mind fully, and
everyone seemed to chose their words with thought. I received compliments regarding my ability to
keep the timeline steady, being able to improvise and change the planning when needed.
The group as a whole had enjoyed the weekend very much.
Björn said, that he had a lot of fun during the workshop, and had done a lot of exploration. He still
did not understand my point, but felt that he had learned things about himself, and about his body.
He had never worked with chronology before, and didn´t usually connect different events in the
way, that I proposed. He loved the physical theatre exercises, and he had liked the Surprise Mission,
but thought that it could have been more of a challenge, if it had included more demands on specific
results. My use of images in the guided meditations was sometimes disturbing to him, disrupting his
own images in a confusing way. He also thought, that there had been too much text in the
preparatory phase leading up to the workshop – and too much text in general – my way of doing the
I DO ART, involved much more text to read, then what the students were used to, when applying
that model at the KaosPilot school. Furthermore he remarked, that I sometimes was very serious in
relation to the subject. ”You tell us to have fun – but are you having fun?”
Robin said, that it was great to see my passion about the work – it made him want to see what I saw,
understand what I seemed to understand. To him, it had been both pleasure and resistance, in
pursuing the work. He had not always ”felt it”, but sometimes he had. The stubborness in his
resistance had also sometimes made him more aware of himself and his limits, and he felt that he
wanted to understand this work more. To him, there seemed to be connections between this
research, and play-theory. He saw a connection between the concept of transpersonal
communication and co-creation through play. He would have prefered me to include more icebreakers, more pure fun, in some of the exercises. To him, the montage work appeared to be a useful
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tool for overviewing life - ”it´s good to zoom”, he said. He had been experiencing some good
moments of acknowledging certain events in his past. But he preffered to see life ”in the bigger
picture”. Sometimes he had felt, that I was overrepeating certain things, in a way that became
contra-productive to him; since ”stay true to the source” was not his own language, it somehow
disrupted his process of inward search, reminding him, that he did not understand the concept fully.
He said, that I should find greater variation in my way of giving key instructions.
Malik said, that he had had some very interesting days. To him, the ”creative drive”, (now: human
urge) was similar to the way he understood the concept of ”intuition”; not to think but just to do and
be. It had been a beneficial process for him. Perhaps a bit too long – or maybe it should not have
been as intense as it was in relation to it´s length. Perhaps the same kind of work could be
approached in shorter, intensive sessions over a longer period of time – but partaking in a workshop
as long and intense as Crea 2 also served to break his boundaries. He also remarked, that I should
have asked them to use their notebooks – as it turned out, he had forgotten about that completely.
(they all had – which I could have foreseen, considering the massive input that I had given them for
three days) He also repeated his advice, regarding the Surprise Mission, of making it a task with a
time-limit ingrained during the day, as a way to make sure that it was fulfilled by everyone.
After having received this – very useful – feedback from everyone, I gave them one envelope each,
with a few questions for post-evaluation, asking them to answer these questions and send them to
me a few weeks later.
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These were the questions:
Looking back, do you still relate to the journey of your C-drive, as expressed in your Montage?
If Yes - how do you feel about that journey now, as compared to before Crea 2 ?
If No - how has your relating changed, and Why ?
Has the day-to-day experience of your C-drive changed as a result of Crea 2?
If Yes - how & why, do you think? If No – why not, do you think?
How would you describe Crea 2 to a friend?
Where should I go from here, do you think? Give me your most honest advice.

Soon thereafter we checked out, and left the room, where we had been working for three days.
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1. Looking back, do you still relate to the journey of your C-drive, as expressed in your Montage?
If Yes - how do you feel about that journey now, as compared to before Crea 2 ?
If No - how has your relating changed, and Why ?
Malik: Right after the workshop I used a lot of time thinking and talking with participants of the Crea 2 about the Cdrive in general. But after a few weeks it wasn’t so present any more. But I think it is the normal way of integrating
what you learn and experience. The learned has to be developed, fitted and processed before it becomes a part of you. I
am sure that elements which are useful for my own self-development has been implemented in my daily routines. And
the whole focus for what I called using my “intuition”(remember we talked about that I saw the C-drive as “being” in
my intuition at the WS?) is getting more and more tangible to knowing how to awake.
Robin: In a direct way no. But in an indirect way i can say yes. Before coming to the crew workshop i was in the
process of figuring my way. What i got most out of the montage was using it as a tool of seeing patterns in my creative
journey. But I'm not sure if i choose the right journey to make a montage of. Or if its something deeper. i feel that i
understand the montage tool intellectually but it didn't give me that emotional eureka i had hoped for. I remember it
intellectually but for me its a layer. A feeling that there is something deeper that connects my interestes. And the
montage definitely made me aware of that.
Björn: Since I, in all honesty, cannot surely say that I ever did relate to the montage as a journey of my Creative Drive I
have a hard time answering the question.

2. Has the day-to-day experience of your C-drive changed as a result of Crea 2?
If Yes - how & why, do you think?
If No – why not, do you think?
Malik: I am more aware of what the thought behind the C-drive is now and can relate to it and put it into my own
perspective of how to use it(again in relation to my “intuition”). Going through the WS, Crea 2, is intensive and all the
thoughts awakened and put into relation with physicals as the theory gives a good ground to use all the senses that
creates strong bonds for the learned. The experience in it self was quite inspiring and nothing I have been participating
in before. The closed frames and the small team was nice for my ability to concentrate and letting go to fully explore the
different exercises.

Robin: Since doing the workshop and since dedicating a weekend to the active pursuit of c-drive/flow, I've been more
aware of it, in the sense of what really drives me. What makes me excited and when and how am i reaching flow. Im
also more aware of when I'm sup rising myself and when I'm not. I have also decided to start something with improv on
the KP next semester to keep my passion alive.

Björn: (interpreting the question as whether or not I see a change in my level of creativity)
I do not believe that it has. It is, though, hard to be sure about such a thing for me when my
creativity seems to change a lot all the time. I try not to analyze this, but if I do, I still have a hard
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time relating my change to the workshop. Also I´ve had a period of very low ebergy level for a
big part of the time since the workshop. This might have affected things.

3. How would you describe Crea 2 to a friend?
Malik: The Crea 2 workshop is a full weekend workshop where you create your own visual/physical expression to
connect to your c-drive. During the workshop, you through lectures, dance and acting exercises develop knowledge
about “creative drive” and learning how to get in touch with this. I would recommend to research on the topic before
attending, because it might be a little fluffy if you haven’t got a basic understanding.

Robin: As an intense workshop focusing on figuring out what drives me in my life.
Björn: Oh, I have many times. Something like this: ”A very physical theatre workshop aiming to put you in deeper
contact with your creativity”

4. Where should I go from here, do you think? Give me your most honest advice.
Malik: Man it is a difficult Q. I was really new to your concepts and after hearing about it I could connect it to some of
my own thoughts and ideas. Maybe you should brand the WS so it can be interpreted easier…? But it also depends on
your cliental. If it is aimed for the theater world, it might not be a problem.
In some way I could see your WS as really alternative in many peoples eyes and boarder crossing. –and therefor I think
it is very important that you describe what the different exercises contain; like the dancing and expressing the whole Cdrive.

Robin: You said something during the lecture about finding different angles/ways of finding your c-drive. i find that
really important when the montage worked best for me was when you improvised something up and made it slide into
the montage. My mind couldn't preconceive that and that made the experience more natural, relaxed, fun and real. In
general, exploring more diverse ways of finding c-drive. Also as i said in the workshop. Make it more fun. Balance
between fun and serious. Im reading a book now called "Reality is broken" by Jane McGalligon. Its about games, play,
flow and what makes reality more exciting. Definetly wort a read. I would be interested in hearing more about your
work and findings in the future. I think its super interesting work you are doing. Im finding myself pursuing flow theory
trough games and play. And would love to talk more to you!

Björn: I often had a hard time seeing how the different exercises were connected to the closer contact with C-drive.
Perhaps a stronger focus on the HOW could be beneficial for some participants. The lecture part you did helped with
this.
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General remarks:
The days will be intense and the exercises will be demanding. Eat well and sleep
well during Crea 2. It is good to turn the rest of the world off, ignoring the phone if you can.
Crea 2 begins on Friday 20/4 – it ends when you fall asleep like a baby on Sunday 22/4, and not
before. The workshop is a mind-set. Especially Saturday Night, will demand your full attention,
since that evening includes a surprise. Make sure to bring water bottles and suitable clothing.
Friday 20 April
11:00 Check in
Watching
I Do Art
Watching
13:30 Food !
14:30
Montagework (Analytical)
Physical Theatre (M. Chekhow)
17:00 Food...
18:00
Montagework (Physical)
Watching
20:00 Check out

Comments: A rather late lunch today. Good to be prepared by having eaten before Check-in.
Let´s make sure to bring some fruit and stuff for unexpected extra munch during the day.
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Saturday 21 April
09:00 Check in
Watching
Montagework (Physical)
12:00 Food !
13:00
Explanation & Feedback (Lecture on Thesis)
Physical Theatre (J. Grotowski)
Montagework (Physical)
17:00 Food...
18:00
Montagework (Material)
Montagework (Surprise!)
No check out, just...out...

Comments: This is the most demanding day - and the most fun one. Don´t make plans for the
evening if you can avoid it - if you can´t avoid it, be prepared to include those plans into the
surprise (this would in many cases be possible – but quite a challenge).
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Sunday 22 April
10:00 Check in
I Do Art (retrospect and reflection)
12:00 Food!
13:00
Physical Theatre (M. Chekhow)
Montagework (Physical / Advanced)
15:00 Food...
16:00
Final Feedback Session
18:00 Check out

Comments: It is advisable, to leave free time for just being, for the rest of the Sunday.
Even though we check out in the early evening, Crea 2 does not really end, until you fall asleep.
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INTENTION
(What is the intention with Crea 2? /
Why are we gathered? /
What is the general goal of the process?)
The intention with Crea 2 is to make you more aware of your C-drives, to expand it´s presence in
your personalities in an empowering and focusing way, on short aswell as longer term.
We are gathered to do this work together as an experiment – the general goal of the workshop, is to
try out theories and to get qualified feedback and documentation, which will be used for my Master
thesis, and for further research.
DESIRED OUTCOME
(What is the desired goal of the process? /
What do we hope to leave with? /
What have we accomplished, when we are done?)
My desire is to manage to kick-start an inspiring and empowering process in the particpants of Crea
2, moving in the direction of my work as expressed above. If nothing else, do I still hope that you
will leave with new, useful tools and experiences both of a practical and theorethical kind.
For myself, I expect to get, if nothing else, useful experience, feedback and documentation.
When the workshop is done, we have accomplished a great deal of direct practical work on
ourselves, and on our strongest aspirations, through a new, experimental approach.
AGENDA
(Program /
What will we work with in general? /
What are the exercises and themes of Crea 2?)
Day 1 will be about preparing and starting out, involving a lot of development of the Montages. Day
2 will be about using these Montages in various ways, broadeing their scope and deepening their
potential. It is a day of Challenge.
Day 3 will be about the future vision of the participants.
All days will also be about the research itself, and include feedback rounds on that.
We will generally work with impulses, imagination, sense of self, with body consciousness – and
with intellectual understanding and knowledge of the concepts of C-drive, Source, and the general
thesis behind the workshop.
For exercises and themes, see separate sheet...
RULES & ROLES
(Rules of the process? /
How work together? /
What roles and tasks do each of us have?)
I lead the exercises and you go for them full-on. I am very interested in all kinds of feedback.
To prevent the work from being interrupted by discussion at the wrong time, do we have the
notebooks, in which feedback, critique and thoughts of every kind can be saved for later.
(you are of course welcome to interrupt if you need to. Some questions need answering right away)
The keywords of the cooperation would be, I hope, Largeness, Concentration and Transparency –
meaning, that we work together in an open environment with warmth and patience – and that we
concentrate.
TIME (Schedule / Approach to the Schedule)
We keep the Schedule. But we shall have to be ready to dance in the moment.
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EXERCISES
Watching
Develops the internal holistic communication within an ensemble.
It sharpens and develops the individuals awareness, expressivity and cooperation skills.
It is designed to be a practical metaphor for the scenic situation – every part of the exercise is
mirroring different aspects of what (according to Grotowski) is important to have integrated into
yourself, when you are acting in front of an audience.
My personal choice of Watching for Crea 2, is for it´s strong effects regarding access to the
impulsivity, the spontaneity in a person.
I´ve also chosen it because of it´s strongly engageing, connecting and focusing effect on the
members of a group as a unit.
In my thinking, doing Watching means working on keeping the Neurostructure healthy.
Physical Theatre Exercises
There will be some theatre exercises done with and without music.
These are intended as warm-ups for mind and body. They are also valid in themselves as techniques
to get in better connection with the C-drive, and with oneself as an instrument for creative action.
The exercises are part of J. Grotowski´s and of M. Chekhows systems for an actor´s training.
Montage Work
This technique is my own redevelopment of one of the central tools from the Odin Theatre system.
They use it as a way to develop randomly chosen parts of an actors own life-experience, into artistic
material for the stage. I use it, to get in touch with the essence behind methodically chosen parts of a
students life-experience. It is my key method at this point, to help the student create the pattern in
the Neurostructure, that represents his personal C-drive activity through life.
There will be a demanding and exciting surprise mission for you, as part of this Montage Work,
on saturday night. It will be emotionally and mentally challengeing, and will involve social
interaction. More details will be given at the right time.
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THEMES
Source & Creative Drive (C-drive)
These concepts are still very abstract and unresolved. They are based on my personal perceptions
and experiences with myself and others. To me, I perceive the C-drive as coming from a deep
source in the individual. This Source has it´s particular essential ”tone” or ”feel” or ”tendency” or
”pattern” to it – it´s essence you might say. This ”essence of the Source” can be recognized in the
creative expression of an individual – through various mediums. The need or tendency of the
individual to express and manifest the essence of his Source, is what I recognize as the C-drive.
There are many considerations to look at here, including fields (such as psychology, neuroscience
and more) that I lack enough knowledge of as yet. In a practical sense, however, it seems possible to
work with this Source, by tracing it in the C-drive, and work deeply on that. At Crea 2, we approach
this most especially through Montage Work – but all the exercises of Crea 2 are related to it in some
way.
Research
This work is undertaken as part of a beginning process of research. Research into Source and
Creative Drive, and research into Workshop Development. There will be time taken for reflection
and discussion, personal participant feedback on the exercises, the theories, and on the immediate
results of the work. There will be an attempt made at gathering further feedback through a postevaluation by mail from Sumatra. I see you as being personally very competent in giving useful
input about these things, and have prepared notebooks for you to use during the workshop –
notebooks, that I will collect from you afterwards.
Lecture on Thesis
Crea 2 is the practical part of my Master examinations. It is a practical approach to some of the
central parts of my thesis. The thesis does cover more, than what is included in the workshop, and
some parts of it, I will try to explain to you, in order to give you better insight into the background
of my theories and methods – and as a way for me to hear your feedback on my ideas.
Sharing, growing, fun and pleasure
I hope, that we all will share in growth together this weekend, and have a lot of good moments...
Though I do have a strong personal belief, in the benefits of getting pushed to one´s limits, have I
endeavoured to create a movement through the process of Crea 2, that will be experienced as
multiple aspects of pleasure through work, whether it is in fact getting to your limits or not.
Feel free to approach me at any time, with any kind of question – and please make use of the
notebooks, that I´ve handed out to you.
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The C-drive, I speculate, works in you at all times from atleast as deep as the subconscious level.
It is not the only drive that motivates action in a person, (we have many drives, like hunger, desire, different types
of longings and fears...) but it´s there – as a basic, imperative urge to really be, to really become, to really
express, manifest and create. It makes its presence felt directly or indirectly in all situations to different degrees, in
some people more noticed than in others. Depending on the strength and kind of it´s influence on you, it will strive
to create or seek out situations, where it is being stimulated to immediate activity in your conscious actions. It
could be any situation. Typically, it is easier to spot the traces of the C-drive in ones life, at the times when one
has made important, to other people somewhat surprising decisions, based on a strong inner motivation. This
could be lifechanging, long-term decisions, or immediate, short-term decisions – like the decision to hold a
speech on the spot.
Look back into your life, to identify the journey that you have made so far, seen in the light of your personal
Cdrive activity. If you can´t pin-point when it began, see if you can get in touch with it as it is present in your days
around this time, this week maybe...get in touch with it, bring to mind what manifestations, that it might have had
lately, in your decisions or actions, be they thought through or impulsive. From there, you can follow the tendency
backwards in time. Be honest with yourself about it.
The task is to make and to work with a pattern of three stations bound together by lines into a triangle.
Station 1 represents the starting-point
of the journey of the C-drive, as you can remember it. Your first manifestation of the C-drive, that you are aware
of. (not philosophically or by principle or theory, but as a memory)
Station 2 represents a crucial event
somewhere on the way between the beginning, and the present. An event,
where the C-drive made a breakthrough, that made fundamental impact on your life in such a way, that the effects
of the event still lingers in your memory, and in the associations that you continously make in life. (if this is hard
to find, then use intellectual analysis as a tool to find it, and once you have it, again use memory and empathy to
make that Station more immediatly felt and present to you)
Station 3 is the present events taking place in your life as of now.
Let this station be conceived as simultaneously being the past few days or maybe weeks, (depending on your liferythm) and the present moment – this both as being connected to these recent days/weeks, but also as being in
constant movement in the eternal now.
Learn to recognize these Three Stations with a familiarity similar to the memory of let´s say your first bicycle.
Next, get familiar with the journey in your life between the events, that the stations represent. Make yourself
aware of the years, months, seasons passing between them, places you have lived, attempts you have made,
victories, defeats, loves, discoveries, adventures, losses, depressions, insights, strangers, friends, beauty, ugliness,
time, changes, more time.
Reflect over these passages between the Stations 1-3, backwards and forwards. Develop sufficient familiarity to
be able to close your eyes and imagine it in multifacetted form, visual, audial, smells, emotions, existensial...
Be, atleast briefly, able to confirm with yourself, that you did pass that way.
Finally, the line going back from Station 3 to Station 1, connecting the pattern into a triangle. This line, this
passage, is not a chronology like the other lines are. Rather, it is a theme, like a soundtrack or a refrain, describing
your entire ongoing journey as seen in the light of the C-drive striving. I call this passage ”the Spiral of the
Source”. I think of the C-drive as coming out of a Source within, (this is poetry) and it moves as a Spiral through
time. Parts of its tendency is repeating itself again and again, like in a circular movement, yet does it also all the
time renew its path and find new ways – like a spiral. This line is a refrain about the tendency of the C-drive, of
it´s recurring pattern aswell as of it´s continous curiosity and exploration.
Make this concept vivid in your imagination, and colour it with the theme of your own personal C-drive journey.
Keep on using pen or chalk and paper to make notes or illustrations. Analyzis by rational intellect is useful in this
work to a degree – being wholeheartedly, emotionally, mentally present in the memories and ideas, is however
much more useful right now. See what works for you. Put yourself as close as possible to the process – do not
keep it at arms lenght – squeeze it to your heart.
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