“I'really like to ask and to listen”

David Marques interviewed by Ana Bigotte Vieira

You state in a text that Mistério da Cultura is a transmission. Transmission of what to whom? In other words,
and to explain myself better; when reading the expression ‘transmission’

I couldn”t help but think of cultural transmission, such as transmissions from one generation to another,
passing on traditions, the transmission of experience... Is this type of transmission also a part of your so
mysterious of a proposal? The idea of transmission comes from an initial desire to make a radio programme
aboutartand culture on stage. Radio always seemedto me (and I think radio itself cultivated this characteristic)
avery mysterious place of communication, because it isjust sound. | didn”t necessarily want to perform aradio
programme on stage, rather, | wanted to create a space that could be just sound, like radio, but give it animage,
give it avision and a sense of presence because itis live. | was interested in the idea of the dissociation of the
senses — the sight or the sound and the tension that it can create — being close to something that we normally
assume is far away (the source of the broadcast). Can we allow a song to be seen?

A dance to be heard? In my last piece, Ressaca (Hangover), one of the work premises was to show a song,
create dances that could show a song (the musical structure, the lyrics, the emotional dimension, the time in
which

it was composed). In Apagdo (Blackout), the play | did with Tiago Cadete, the audience is in total darkness for
45 minutes, doesn”t see anything, has to imagine it. During the work process, | began to interview the
performers and to work with them on their own interviews. These conversations really focus on their
relationship to dance or to

theatre and to their profession. We developed a practice of transmission of the interview — perceiving our
bodies and our voices as a type of technology which allows that information to pass through. | don” t know if the
performeris always a channel, amedium, but there is something very interesting in seeing someone transform
themselves into a space of passage for themselves. Later in the process, we found another practice (and it is
precisely this practice which | will continue to work on when | meet up with all the performers soon) which we
call the practice of proximity. Here, | think the idea of transmission gains other contours because there is a
proposal for establishing intimacy between the performers, or perhaps, more precisely, a proposal for creating
direct channels between the performers. And in this sense, it evokes, in my view, that idea of cultural
transmission or the transmission of experience — what do we do to get closer to others, those we know and
those we don” tknow, those who have already lived and those who willlive. Thereis also the video documentary
of the process which is projected on stage and which is a form of transmission of a real and fictional work
process, we don“tknow for sure... It is arecord of the time spent creating the play which we make available to
people. We show perspectives on the artistic process and suggest that something strange happened,
something mysterious (ithappens every time a new projectis created | think). So, at the moment we have three
transmissions: that of radio which | am approaching with this human technology of speech (from the
performers to the audience), that of proximity (between the performers and, | am not exactly sure yet who —
perhaps ghosts of the future) and that of the video documentary.

And why is culture so Mysterious?

There is something in the passage of time that is mysterious to me. The time it takes things — seeds, cycles,
repetitions, vestiges, clues. | am not really sure if that is culture. If culture is mysterious perhaps itis because it
is difficult to define, because it is related to everything that has to do with our living in society. Roy Wagner
speaks of the origins of the term culture (which is derived from the Latin colere, to cultivate), explaining that at
a certain point it acquires a more specific meaning, indicating a refining in the progresso of a particular
cultivation (beekeeping, for example). This idea of refinement ends up serving as a metaphor to the outdated
meaning of the term as control and refinement, the elitist and aristocratic meaning. Anthropology ended up
democratizing this meaning. This ambiguity and resulting confusion between the meaning of the aristocratic
refinement with the anthropological

meaning, exists, in a certain way, in State institutions. The beauty of the title of the play is that it can be read not
as Mistério da Cultura (Mystery of Culture), but as Mistério do Ministério... da Cultura (Mystery of the Ministry...
of Culture). And here | am being ironic about my place as an artist, in Portugal, who complains that the mystery
should be left to the artists and not on the side of power.

In that respect, is there any type of critical message (articulated, more or less, concretely) that you might want
topasson? Yes, I think the irony of the title Mystery of Culture can open up the possibility of a reading of the play
as a critiqgue. One can say that the relationship between many artists and the State is not always easy...
Periodically there are protestations from people in the field’ with regards to the processes, for example, of
support for the arts that are too bureaucratic, slow or with regulations that are difficult to understand and put
into practice. Many times, this field’, instead of being cultivated artistically, ends up transforming itself into
excel sheets and pdf files full of future plans, of certainties about intentions we don”t have, of projections for
means to be confirmed. None of that is then visible in the plays that are presented, at least not in any clear



manner. We meet the audience and the mystery is another. | would like for that dimension of the relationship of
a project to the various organisms and structures which support the creation to infiltrate the artistic objectitis
there, evenif we don”tseeit.

Transmission, the central question, seems to always appear accompanied by the no less important question
of technology — be it radio, the documentary, or the choreographic language itself, which appears, atleastin
your description, as a technology. In what way did you work with the technology(ies) during the process?

For the work with the transmission of the interviews, we used mobile phones and wireless headphones and
considered the body and voice as technology — space of “technique, art and craft. We worked in the sense
of supporting a flux of data between points, therefore, in the sense of not being an obstacle. And this gesture
that | was speaking about a little while ago, of being a space of passage, is not at all obvious when, as
performers, we

are more used to conquering the stage, of imposing ourselves. The presence of the camerain rehearsals helps
to create or seek out ghosts. | don” t know if that”s what Jacques Derrida is talking about when he states that
the future belongs to ghosts and that the modern technology of images, the cinema, telecommunications, only
serves to increase the power of ghosts... It s funny that originally, the play was called Mistério da Cultura e
Espectro Dor (Mystery of Culture and Spectre Pain). In some way, | already wanted to visit a certain spectral
quality which would include the spectator.

What do you mean by the spectator?

| was thinking of the spectator, the audience, as a difficult entity to capture or recognize, anonymous and
multiple. Spectral in that sense. | thought | could create the fiction that the audience is, in fact, the victim of the
mystery or of the excess of mystery. At the moment, | don”t think | see the audience in this sense so much with
this show. Even so, there may still be ghosts. Marie-José Mondzain says: “If we learn how to listen to ghosts,
we will hear them speak of the shared life ofimages and not of the terrifying return of the dead”.

What is the place of humour and irony in your work? And, in your view, in artin general (or in the art which
touches you specifically)?

What interests me in humour is its capacity to relate elements which are seemingly distant — a certain
incongruence. Therefore, in my work, it would be to see and show possibilities for unexpected association.
And, in this sense, challenge, in a certain way, conventions. The experience of the challenge to the expectable
(which will be different for everyone of course) is one of the things which most stimulates me as spectator and
as creator. Then there is the humour of the frustration which can make us re-evaluate hierarchies of
importance. To invest in a great preparation with an immense conviction to jump 3cm. Perhaps, in truth, the
conviction is more important (or more touching) than a very high jump. Of course, that mixes everything up and
makes us laugh. At least it makes me laugh.



