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* Das Skript ist ein Wiederabdruck im 
Layout von: Magazin Florida #03: A Game 
Is A Play Is A Text, hg. von Maximiliane 
Baumgartner, Ruth Höflich, Colin Djukic, 
Lothringer13_Florida, München 2016.  
Der Text unterscheidet sich zum Teil von 
dem der Performance Template I [scale], 

die am 6. Februar 2016 in Hamburg 
aufgeführt wurde.



standard lecture set-up
a desk, a laptop, a projection screen in the back
a second projector on the floor, not in use
the big screen is white
starting to read

A template can be an object, a function and a tool. Its meaning 
shifts from the analogue to the digital, from original to copy, 
and back again. The attempt to define it is immediately diverted. 
I can call it a mask, a stencil, a pattern, a scheme, and each 
evokes another situation. A template is hardly visible and 
mainly usable. It’s a structure and a simplification. It is made 
for repetition, and it calls on us to apply it. It provides a frame 
and promises convertibility. It is ready to be used by everyone 
according to their purposes. Shaped by experience, it responds 
to specific needs, and yet it generalises and anticipates them, 
transforming them into a standard, a requirement, a task. 
When not in use, the template is a diagram: a cold potential, 
a sad void.

Originally a ‘template’ described a designed piece of metal, 
wood, or other material used as a pattern, for processes such 
as painting, cutting out, or shaping. The term has recently 
gained a certain popularity and has certainly acquired another 
twist in the context of software applications and user interfaces 
– like a preset format for a document or file, that does not have 
to be recreated each time it is used; a graphical mask to be 
filled with information. This twist might be caused by the shift 
from printing a message to posting one, from using a tool to 
performing an action – the routine to fill in forms, the pleasure 
to replicate and to navigate, to think in windows and frames, to 
forward, to tag, to connect and to share. Not only using a mask 
but also entering one.

But what is actually set? And what can I select? And how much 
of what I select is already set? Can I misuse it, deliberately pick 
the wrong template for what I’m trying to say? I could use the 
story of another person’s life as a pattern and just borrow 
some of their experiences. It could be the attempt to smoothly 
and softly get into a story, slip into a different language, another 
rhythm. The main action points would already be laid out and 
yet, inevitably, surprising. I could slip into it and just replicate, 
enjoy the facts, and know that it would never perfectly fit and 
that it would always feel similar but not the same. I guess the 
more aggressive version is hacking.

Another example: When I look at this room, here, I think it’s 
too big. Whatever needs this shape was responding to at the 
time it was built – the measurements it provides, and thus the 
demands that come with them, seem out of proportion. I would 
really prefer to scale it down, to somehow shrink the template... 

What if I took each surface as a frame and blended them, one 
into the other? For example the proportions of the floor of this 
room with those of this screen? 

The room would look like this (pic floorplan). That’s the floor 
plan of the whole exhibition space covering the screen fully.

Just the rooms available for us now would look like this 
(pic floor plan detail) 
That’s better, but still too big, I would say. 

Why not shrink it to, let’s say, the size of a kitchen? Or a cell? 
(pic room with arrows) 
A small pre-formatted space, that is just big enough. Where I 
have an overview of my options and restrictions. 

Let’s stick with the kitchen for now. 

There is one famous kitchen that springs to mind, probably the 
prototype of prototypes, the Frankfurt kitchen. Developed in 
the 1920s, its layout focussed on efficiency rather than comfort, 
and the architect conducted detailed time-motion studies to 
determine how long typical procedures would take. 
(pic Frankfurt kitchen)
In that kitchen everything had its place. Every aspect was con-
ceived and designed to accommodate the user’s needs. And to 
take up as little space as possible. 
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But what else is possible in such a room?  What kind of move-
ments does it trigger, which actions does it prevent? 

My own kitchen is even smaller. 
(pic empty frame) 
It is hardly big enough for two people. It was probably not 
designed for spending much time there. One cannot even say 
its narrowness speeds up the workflow. There is not much flow 
apart from me turning around my own axis. 

And yet, here, its size may provide the appropriate frame for 
a conversation.

leaving the desk
switching the cables
moving the projector on the floor
adjusting it
placing the chair close enough

So again, that was the size in relation to the whole space of the 
auditorium – 
..... and this would be full-scale. 

projecting a light square onto the wall
sitting on the edge of the projection, not too far from the audience
taking the script
starting to read both roles of the conversation

~ Can I start?

~ Yes, start. I’m ready.

~ Ok, my first question. I understand that what I saw the 
other day – your dancing in the driveway. It was only one 
part and you did different sections at different times over the 
course of a few weeks. Was it always outside or also inside 
the house?  

~  Well, it took place within three spaces of the same house – 
the driveway, the rooftop, and the stairwell. And I performed 
all of it the first time for the opening. That was the idea. For 
the opening I’m performing each of the three sections in the 
three spaces. And I had the material that I was going to do, but 
I hadn’t rehearsed it there and that was a choice. 

~   Can you explain what you did? How was it on the stairs? 
What did you do on the stairs? 

~   The stairs were really hard, and it’s really weird. Probably 
because it’s such a small area. Basically I started at the top 
and did four landings, and each landing is only about this big. 
I think that when I did it, maybe a total of six people saw what 
I did on the stairs. It’s really small and it’s really awkward. It’s 
just kind of strange. I walk, I start, it’s very slow, it’s kind of like 
an adagio what I do. It’s very hard work, so I tire myself out. I 
slowly go down, like a grand plié kind of thing to the floor, and 
I put my hands to the floor, but I keep my body off the floor. So 
I just have my hands and my feet touching the ground. But the 
task for me is to keep my torso vertical. So I look like I’m sitting 
and sort of moving and shifting. And there’s always at least this 
much space between me and the floor. And then at the same 
time I’m mapping the room with my feet and my legs. So I’m 
constantly turning and shifting – with my legs over there, but 
trying to keep my body up here. And the back – I’m trying to 
keep myself up, so I’m constantly revolving around the sitting 
figure that is very upright. And in some ways it could be this 
lounge, the reclining, the pose of reclining, but because I have 
to keep myself off the floor, there’s always this really weird 
sense of a difficulty, or tension. There is a really strong tension, 
but I’m not trying to make that out to be more than it is. It is 
just that I actually can do the task, of what I’m doing. And I look 
around, and I look and figure out where I am putting my foot, 
and then I just map the room. And then I come down and stand 
up, and at the same time I’m trying to keep my body completely 
vertical, so it looks like I’m slowly going down. I walk down five 
stairs in this way and then do it again, and then I walk down 
five stairs and do it again. 

~ And the audience is at one point?

~ They are sort of wherever they are. Oftentimes they join me 
in the tiny little landing area and then I start to go down, and 
that’s the very weird thing. Because I’m also quite flexible, my 
legs are in this extreme split, you know, I do these things that are 
really more acrobatic. It becomes just a weird way of watching 
the body that is sort of objectifying it. I think that produces a little 
bit of awkwardness, too. Just for the viewer. But I try to stay 
calm and just do my thing, and then I come up and then I go.

~ When I saw your dance in the backyard driveway, I thought 
that it was very reduced and formalised, the set of movements 
you made. Very sculptural, or it was, as if you were defining 
a second space around yourself with these movements. How 
would you describe the choreography?

~ That one? Kind of like a wind-up toy. 

~ A wind-up toy?

~ Yes, you wind it up and then it goes. It was a lot of head work, 
the way I used my head. It was like I turned on a motor and 
then something happened, and the choreography was the 
motor, and then I wasn’t quite sure what would happen. It’s the 
one I adapted the most for that particular place. It’s developed 
specifically for that architecture.

~ In a way it was as if you had very limited space. I thought of a 
kitchen and how you would manage there, how far you can go 
in each direction and how often you can turn around and that’s 
it. And by doing this movement in the driveway, you were defining 
this smaller space, an imaginary space around you.

~ Absolutely. And you do these movements over and over and 
over again, in your kitchen. You know the space, you know the 
dimensions, you know where you’re gonna hit your head. That’s 
also what it means to be in the domestic sphere: to have the 
repetition of acts, of habits. That’s a domesticated experience, 
of the senses, the bodies, the rhythms, all of that. In some ways 
the home produces a kind of naturalised body, or there is a 
way that is very constructed. Similarly in dance, we can think 
about this training or technique that a body learns – or that 
I have learned, the various ones I have learned, and the way 
that they’ve sort of structured me, my movements, my choices, 
everything, and how this corresponds to gender, race, all of 
these other variables. 

~ And then there is the third part on the rooftop. Could the 
audience follow you there?

~ Yes, first they see me lying on the floor, and when I get up, 
I mostly go and do this slow rotation. And then I start to inhale 
and exhale very quickly and intensively. Each period lasts between 
two and five minutes, and it looks like sobbing – that’s what it 
looks like. But the movement didn’t come from that. It came 
from some sort of slightly violent breathing, you know, this ex-
pressive sort of shudder, from the centre of my body, from the 
organs, from this shield of my abdominal muscles. So it is really 
intense, also the sound it produces. It is kind of right there, and 
it is going on. It is also very hard, it is difficult, it is taxing. I get 
a little light-headed sometimes. And then I realised that I don’t 
want people to see that I am actually not crying. So that’s why I 
covered my face, although it looked as if I was hiding tears, but 
it was actually just very practical. It’s very formal, the way I’m 
thinking about that. I don’t want people to see that I am not 
crying, or that I actually don’t have a pained expression on my 
face. And then at some point after this extended period, I drop 
my hands, and I am just looking. I’m not having an emotional 
experience, but I am bringing myself to the limit of the physi-
cality of that action. 

~ It sounds interesting to think of the face and to think of a 
movement for the face, to have a task for your face so to say. 
And then people would see an expression, but it’s just the 
consequences of the task.
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~ There are a number of pieces where I obscure my face, play 
with my face in some kind of way. That’s a big question for 
performers: What do you do with your face. What do you do 
with your face? So on one level I’ve worked with things like wigs 
or hats, that take away my features, move the face to a different 
part of the body basically. And then, on the other level, there 
is the space. And it’s challenging, because I also like to expand 
and contract my body, not as a movement itself, but to make 
my body look bigger than it is or look smaller than it is. 

~ How do you do that, for example?

~ I don’t know. Dancers don’t even talk about it, but that’s 
what you are doing. Well, you have to, you have to project or 
extend, and you are making your body look bigger than it is. 
You’re shapeshifting.

placing microphone + paper on the floor
the hands are placed in front of the face
getting up
walking in the light to the projector
moving it with foot
walking to the edge of the stage
turning around
bringing hands down
walking back, getting mic + paper
walking to the projector again and reading

Ok, I understand this gesture, the hands covering the face. 
The dancer said she shifted the attention to another part of 
the body. She shifted the face to the torso, in a way, to the 
stomach, to the contraction and the sound it produced. The 
face is obscured in order to prevent people from observing 
whether a person is crying or not and at the same time sug-
gesting that she is crying, because she is hiding her face. 

It still can be identified as a formalised movement. The hands 
are placed parallel to the face, they are used to shift the point 
of gravity of the viewer’s gaze, the main coordinate for their 
attention. The hands are blocking the view of the facial ex-
pressions. They are set in like a shield that is neither neutral 
nor expressive. 

It’s a familiar gesture: Someone’s hiding their face out of 
shame, making their face unreadable. Like a child who tries 
to disappear by placing both hands in front of its eyes, feel-
ing invisible by not seeing who’s looking at them. It’s a kind of 
camouflage in the belief that the hands can be used as a prop, 
like a curtain or a magic cape, as if this part of the body would 
more easily serve as a disguise and would blend in with the 
environment. A relatively featureless mask would have had a 
comparable effect. It is like a device for removing the actor as a 
person and for entering the environment of the stage. 

In this sense the mask is a template: designed and determined 
by the play. It is made to be repeatedly used and recognised 
– no matter how formalised or complex its features are sup-
posed to be, or whether it would be activated by one particular 
person or an infinite number of users. It’s a form of abstrac-
tion for the sake of reproduction. And it allows the wearer to 
play out a particular position in a larger structure. Because the 
mask, in the broadest sense, being a second face – or skin – is 
also a tool to act with or speak through. 

So what’s interesting is not to measure or judge the extent to 
which a situation is set, but rather to observe and recognise 
the different stages of preformation one encounters and 
traverses. I can think of the template – or the figure performed 
within the template – as a concrete, yet codified object, put 
into action for and being in flux between performer and spec-
tator. It can be mixed up, reformatted, decomposed, it can be 

applied anonymously, it can grow into the skin. I can confirm 
the template until it hurts and make you watch. I can design a 
non-functional, non-efficient pattern and follow it. I can trans-
form my body in a way that looks weird. I can insist there is no 
one behind my hands and thus you can’t take them away. I 
can gradually or partially replace myself, rearrange the image 
of another self and rely on the template as an agent to display 
whatever it happens to produce.
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Template 
Performance von Karolin Meunier, Hamburg 2016 
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Das englische Wort template wird im Deutschen klassi-
scher weise als Schablone übersetzt, oder, zeit  ge nössi-
scher, als Vorlage, so wie man sie aus der Arbeit mit digi ta - 
 len Schreibprogrammen kennt: Wenn ich in Word ein 
Dokument »Neu aus Vorlage« erstelle, werden folgende 
Templates\Vorlagen angeboten: »Leer, Formeller Brief, Füh- 
rung Brief, Gaia Brief, Plaza Brief, Revolution Brief, Spektrum 
Brief, Theia Brief ...« – bzw. Adaptionen dieser ›Individu ali-
sierungen‹ als Fax, An schreiben, Umschlag etc. 

Das Template ist bedeutungsoffen, erklärt uns die Stimme 
der Performerin hinter ihrem Stehpult mit Laptop. Es kann 
ein Objekt sein, eine Funktion oder ein Werk zeug. Es 
mi  griert zwischen analogen und digitalen Sinn zusammen-
hängen. Ursprünglich eine klassisch-materielle Kultur tech - 
nik, »a designed piece of metal, wood, or other material«, 
das als Schablone für handwerkliche und künstlerische 
Vorgänge wie »painting, cutting out, or shaping« genutzt 
wurde, ist das Template unter digitalen Bedingungen zu 
einem der grundlegenden Hilfsmitteln avanciert, um sich 
in den Weiten der digitalen Daten zu bewegen. Denn das 
digitale Template – sei es als Word-Vorlage, als Wordpress-
Design, als app template – forma tiert Daten, d.h. es gibt 
eine Form vor und zwar im Modus der Standardisierung, 
die zugleich Verständ lich keit, Mani pulierbarkeit sowie Ver - 
teilbarkeit, Zirkulier barkeit, Kompatibilität herstellen soll. 
»However it can be customized as per the user require-
ments«, wie jede Web  seite, die Templates anbietet, 
versichert. 

Ein Template ist also eine Art rahmende Begrenzung,  
eine Formatierung im Sinne einer Formung und verspricht 
zu  gleich individuelle Gestaltbarkeit im Innern dieser 
Form(atierung). Templates sind damit keine Standardi-
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sierung des Individuellen, sondern Standardisierung bei 
größtmöglicher Individualisierung, denn es kommt indi vidu - 
ellen Ansprüchen (»Formell«, »Führung«, »Gaia« ...) ent ge-
gen, die dabei aber so standardisiert sind, dass sie unpro-
blematisch kommunizierbar bleiben. Zugleich er öff net  
das Template auch innerhalb seiner Grenzen einen Gestal-
tungsspielraum: Es steckt so einen Raum ab, ein ›Milieu‹, 
dessen Grenzen vorgegeben sind, in dessen Innern je - 
doch keine Vorgaben existieren, das offen für Improvi sa-
tionen ist ... Eine ›Freiheit‹ oder Offenheit, die das Digitale 
ob seiner großen Modulierbarkeit den klassi schen Kultur-
techniken der Modellierung in gewisser Weise voraushat: 
»the pleasure to replicate and navigate, to think in windows 
and frames, to forward, to tag, to connect and to share. 
Not only using a mask but also entering one.« 

Diese lustbesetzten Praktiken des Digitalen, die die Per- 
 formerin aufzählt, sind mimetische Praktiken, die in sich 
bereits den Widerspruch jeder künstlerisch-kultu rellen 
Verhandlung von Mimesis tragen: Denn mimetische Tech- 
 niken sind reproduktive Techniken, die seit der Mo derne 
von der Produktion der Kunst verworfen werden zuguns-
ten einer künstlerischen Freiheit, die zwischen Autor*in 
und Rezipient*in hin und her wandert. Eine künstlerische 
›Freiheit‹, die eben jener Offenheit des Templates ent-
sprechen könnte, die aber die Voraus setzungshaftigkeit 
seiner Begrenzung nicht hinterfragen kann … Bezie hungs-
weise liegt diese Hinterfragung nicht in der Zurück wei sung 
dieses ›minder mimetischen‹ Poten zials des Digi talen, 
sondern vielmehr in einer An ähnlichung daran – ich be - 
nutze keine Maske, sondern bewege mich innerhalb dieser 
Maske (Vorlage, Template), schmiege mich in sie ein. 
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• 1 Roger Caillois, Mimese und  
legen däre Psychasthenie (1935), in: ders., 
Méduse & Cie, aus dem Franz. von Peter 
Geble, Berlin 2007, 25–43, 35. 
• 2  Gespräch zwischen Biba Bell  
und Karolin Meunier, 2015. 

• 3 Während der Performance 
pro jizierte Grundrisszeichnungen  
der Frankfurter Küche von Margarete  
Schütte-Lihotzky, 1926. 

Eine solche Anähnlichung – und ihre pathologischen 
Folgen – hat 1935 Roger Caillois in seinem kurzen Text zur 
Tiermimese als eine Antwort auf eine »regelrechte Ver-
suchung durch den Raum«1 beschrieben: Ein Raum, der 
sich um den mimetischen Organismus, das sich seiner Um- 
welt in Farbe und Form angleichende Insekt, zusam men-
zieht – »shrink it« –, bis der Organismus sich in ihm auflöst –  
in ihm verschwindet wie die Performerin im blauen Pullover 
im Template des Bluescreens in ihrem Rücken, wie die 
Tänzerin 2, deren Zitat sie vorliest, beim Tanz im redu zier-
ten Raum des Treppenaufgangs oder der Hauseinfahrt, 
»like a wind-up toy«. Hier wieder holt sich die Dynamik 
zwischen den standardisierten Bewegungen, wie sie be - 
stimmte räumliche Umgebungen verlangen – paradig ma-
tisch zu sehen am Entwurf der Frankfurter Küche3, die 
jede Bewegung einfacher und die Bewe gungs  abläufe 
funktionaler machen soll –, und der Mög lich keit, diese 
Begrenzung aufzugeben, sie zu über schreiten, die Grenzen 
so weit wie möglich zurück  zu drängen. Dies ge schieht je- 
doch nicht durch die reine Präsenz des Kör pers der Tänze - 
rin, der Performerin, und seiner Fähig keit zur Improvi sa-
tion, sondern vielmehr durch die mimikry artigen Geste 
des Versteckens – der Tänzerin, die ihr Gesicht hinter 
Perü cken oder Hüten versteckt, der Per formerin, die ihre 
Hände vors Gesicht legt und das Fort-Da-Spiel des Kindes 
nach ahmt. Diese Camouflage versteht Caillois als Auf-
lösung im Raum, die die Identität des Organismus, genau-
so wie das Subjektgefühl des Menschen, bedrängt, 
damaged – das Template wird zur Maske und die Maske 
zum »device for removing the actor as a person and for 
entering the environment of the stage«. Der Körper ver-
schwindet im Format, und das Format – das Template, der 
Raum – wird selbst zusam mengeklappt, verkleinert, aus - 
einander ge klappt, verschoben und ver zogen – und 
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• 4  Alle nicht einzeln ausgewiesenen 
Zitate aus dem in dieser Publikation abge - 
druckten Vortragstext sind von Karolin 
Meunier.

produziert so wieder andere Bilder, Objekte, Formate:  
»It can be mixed up, reformatted, decomposed, it can be 
applied anonym ously, it can grow into the skin. I can con - 
firm the tem -plate until it hurts and make you watch. I can 
design a non-functional, non-efficient pattern and follow it. 
I can trans form my body in a way that looks weird. I can 
insist there is no one behind my hands and thus you can’t 
take them away. I can gradually or partially replace myself, 
rearrange the image of another self and rely on the 
template as an agent to display whatever it happens to 
produce.« 4

 Maria Muhle
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• 1 Karolin Meunier, Template II 
[script], in: Magazin Florida #03: A Game 
Is A Play Is A Text, Lothringer13_Florida, 
München 2016, 6–19.

 Gravity
Der Text wird vorgetragen in Hamburg. Die Vortragende 
hat es schwer, der Text wird schwerer, schwieriger durch 
die Schwerkraft des Körpers, die Stimme. Die Schwer fällig -
keit des Publikums ist wahrscheinlich, und nur viel leicht 
lässt es sich gerne etwas vorlesen. Weil ich den Text zum 
ersten Mal höre, ist er verknüpft mit der Situ a tion vor Ort, 
der Größe des Raums z.B.; kenne ich die Person, die vor - 
trägt: ja. Und Monate später, diesmal in München, höre 
ich den Text ein zweites Mal. In mir wider hallend, schie ben 
sich Nachbilder der Vortrags situation in Hamburg über 
das Geschehen, hier, in diesem weniger opulenten Raum. 
Und den Text kann ich nun mitnehmen, ausgedruckt.  
Beim Nachlesen der Hand lungen, die ich bereits zweimal 
gesehen habe, der Er zählung, die mir schon doppelt vor - 
gelesen wurde, ver ringert sich die un mittelbare Schwer-
kraft, der ich noch bei der ersten Begeg nung ausgesetzt 
war, weicht nun dem mechani schen Prinzip der Wieder-
holung. Beim Lesen entwickelt sich ein Bild, wie es war 
und wie es in Zukunft wieder gemacht werden könnte,  
wie das Muster fort gesetzt werden kann. Der lästige Druck 
von Unmittel barkeit und Kreativität verschwindet sehr 
elegant.

 Verschwindibus
Wenn jemand entscheidet, verschwinden zu wollen, 
schließt daran oft eine Detektivgeschichte an. Zumindest 
müsste derart nachgedacht werden: Fluchtwege checken, 
Spuren verwischen, das Identifiziert-Werden um jeden 
Preis verhindern. Dieses Denken würde jedoch von Anfang 
an anderen Mustern des Erzählens folgen. Und zum 
Schluss hin wäre deshalb das Begehren nach einer Lösung 
des Falls, wie sie denn nun ganz praktisch zu bewerk-
stelligen sei, doch sehr groß. Wer will außerdem schon 
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• 2 César Aira, Duchamp in Mexiko, 
aus dem Span. von Klaus Laabs, Berlin 
2016, 17.

Abbildungen 1–4: Stephan Janitzky

wirklich verschwinden? Sollte das konkrete Ver schwinden 
einer Person zur Darstellung gebracht werden, bräuchte 
es einen performativen Trick. Und wenn schon einen Trick, 
dann am Besten einen Zaubertrick. Um Tricks und das 
spielerische Vorführen von Cleverness geht es aber gerade 
nicht. Aus sich herauszutreten, etwas von der ständigen 
existenziellen Verstrickung loszuwerden, Unverbindlichkeit 
im Verhältnis zum eigenen Tun zu er langen, das sind 
Wünsche, die wahrscheinlicher, realistischer, weil mög-
licher erscheinen als das Verschwinden-Wollen. Vielleicht 
handelt es sich aber auch um das Bedürfnis, die eigene 
Person zu verschieben. Weg von den eigenen Hand lun-
gen, die Handlungen überantworten – eine dis tan zie ren de, 
verschiebende Bewegung gegenüber sich selbst und 
seinem eigenen Tun und Produzieren. Gerade auch im 
Moment der Performanz. Das Verschieben raus aus der 
Unmittelbarkeit und Gleichzeitigkeit von Hier und Jetzt,  
in Richtung von etwas Zukünftigem, das immer erst ent - 
 wickelt werden muss. Bezogen auf eine mögliche Zu kunft 
des Romans schreibt César Aira über die Folgen dieser 
Methode des Verschiebens: »Die Wohltat besteht darin, 
dass es nicht noch mehr Romane geben wird, zu min dest 
nicht solche, wie wir sie kennen: Publiziert wird jeweils 
nur das Schema, und was für Romane jeder damit bastelt, 
ist seine Sache: private Fingerübungen, die nicht das 
Licht der Welt erblicken. Und die Veröffentlich ung wird 
ihren Sinn haben: Man wird die Bücher kaufen, um damit 
etwas anzustellen. Nicht nur, um sie zu lesen oder um  
zu sagen, dass man sie liest.« 2 

 Stephan Janitzky
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Abb. 1  Template I [scale], Hamburg, Hochschule für bildende 
Künste, 06.02.2016.

  Der Ausgangspunkt ist ein abstraktes Problem. Von vorn-
herein gibt es keine Hoffnung auf eine unmittelbare, 
performative Auflösung.

Abb. 2  Das Publikum verschwindet nach der Performance aus  
den bunten Räumlichkeiten der Hochschule für bildende 
Künste Hamburg. 
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Abb. 3  Template II [script], München, Lothringer13_Florida, 
12.11.2016.

 Zweite Begegnung mit dem Text. 

Abb. 4  In der Bildmitte zu erkennen: Licht refle   xi - 
o nen in Gestalt einer Wolke. 


