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SCHÜTZEN









Der Kern des Problems ist, dass man Töten denken kann. Wenn man es für not-

wendig hält, hat man nicht das Recht, es selbst nicht zu tun: es nur zu delegieren, 

wäre unmoralisch. Heiner Müller, 1978
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Krieg ist eine Fortsetzung der Politik mit anderen Mittel.

Carl von Clausewitz, 1832-34

Peace is a continuation of war with other means.

Eric Alliez & Antonio Negri, 2005

War is a narrative we would like to see the end of. In 2010, I start-
ed my research on the performance Schützen with the question, 

“What kinds of bodies do weapons produce?” I chose to embody this 
research myself, rather than rely on interviews alone or delegate this ques-
tion to other performers. 

I began learning to shoot at the firing range in Berliner Schützengesells-
chaft von 1882. I liked it a lot, the calmness and focus, the practice of pre-
cision. Quite early on, I realised that my greatest advantage as a gunfighter 
is the bodily awareness of my breathing and alignment that I developed 
from my yoga practice. 

Later, my German colleague Matthias Meppelink joined the process, and 
started to extract the sounds surrounding the shot: the before, and the af-
ter. As the research expanded and reached new dimensions - such as yoga, 
drone war, anthropological warfare, and military strategies deployed by 
the IDF (Israeli Defence Force) - the questions became: “what is warfare 
today?” and “what kind of social body does war produce?”

The word Schützen has a double meaning in German: it corresponds to 
the verbs “to protect, to guard, to shield”, but also encompasses the nouns 
“a rifleman” or “a gunner”. Our work with Schützen emphasises the am-
biguity of protection and violence in security politics. Keeping the focus 
on the armed body, the performance was, bit by bit, produced in three 
parts. #1: READY, AIM is about the preparation before the shooting 
and lasts, in the staged version, 25 minutes. #2: FIRE is about the actual 
shot and lasts 5 minutes. #3: RELEASE is about letting go of weapons, 
and lasts at least 9 hours in the theatre. Or, as I say in the performance, 
the repercussions of carrying weapons stop after approximately 57 years, 
when we die. 

Preface
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From an early stage, we decided to rely on the audience’s inner reservoir 
of depicted violence. We chose to have neither weapons on stage, nor 
to claim to document a specific war. While my initial point of departure 
for Schützen was reports on Danish participation in Kosovo, Iraq and Af-
ghanistan, the performance is not about any specific war. There is not 
one war, but many wars, or simply: there is war. The performance we 
have made is a phantasm of war. It is not a documentation of the war. 
It is a dispositif for the on-going imagination of war, maybe also for the 
imagination of peace. Just like war, as Clausewitz stated, is a continuation 
of politics by other means, a performance like Schützen, in remembering 
and manipulating the common narrative of war, in reflecting the states 
and strategies of war, can be seen as a continuation of war by other means. 
With deceptive neutrality and friendliness, it is my aim to seduce the 
audience into sympathy with the devil, or at least into a state of empathy 
without prejudice, with drone pilots, soldiers, and insurgents. Through 
the (mis)use of the theatrical tool of identification, Schützen attempts to 
provoke the primal human instinct to choose a side reflexively rather than 
reflectively. Historically, our belief that we know who are the good guys 
and who are the bad guys is routinely later proved a delusory one, based 
on our many fears, and our wide inability to individually ascertain the vast 
array of facts, fakes and facets that make up the circumstances of any con-
flict. Every day, we are likewise talking ourselves into believing that we 
can distinguish between defensive militarism and a provocative show of 
potential aggression; that we can know which lifestyles and daily practices 
are conducive to health, and which help create and sustain the killers of 
today and tomorrow. Yet I cannot deliver the answers. 

The show’s over, and the everyday goes on. It is now 2013, and our cam-
paign has traversed Denmark, Israel, and Germany; we will enter Swe-
den and Canada to perform in the near future. But moreover, war is a 
“theme” that will not stop resonating. After the performance trilogy, this 
printed appendix could be seen as Schützen #4: CONTINUE. 

Cecilie Ullerup Schmidt, Berlin, April 2013
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Diese Schritte habe ich im Zoo gelernt. Wir waren während unsere 
Recherche auch im Zoo und haben uns den Tiger angeschaut. Und 

das sind Sogota, ein Kriegstanz von Sukumaland in Tansania, wo sie sich 
über die steife Bewegungen des Militärs lustig machen... Ein eksotischer 
Anfang!  I’ll switch to English now so you can all understand what I’m 
saying…
 
The title of this research project is Schützen. In German the word Schützen 
has a double meaning: it covers the verb “to protect, to guard, to shield”, but 
it also covers the noun “a rifleman” or “a gunner”, or more people shooting. 
My main question is: what kind of bodies do weapons produce? To answer 
this, I started taking shooting classes this summer in the Berliner Schützenge-
meinschaft von 1882. My presentation Schützen will fall into three parts: 

The first part is called READY, AIM.

The second part, FIRE.

And the third part is called RELEASE.

Right now we will only experience the first part, READY, AIM. This is 
about the physical preparation before shooting. There will therefore be no 
guns present tonight. This means that we are in a normal, secure theatre 
space - and any kind of violence will only be symbolic. This also means 
that if somebody walks in the door dressed as a policeman, he is not a 
part of the performance. Should somebody stand up in the audience with 
a weapon, he or she is not a part of the performance either. Right now, 
it is about the preparation before you pull the trigger. It is about sports 
equipment, not weapons. It is about war simulations, which is neither 
warfare, nor computer games. It is not about the bullets. It is about the 
most important aspects of shooting, which are alignment and breathing.

This is the first time I am sharing this with an audience. So for me 
to feel comfortable, before I start moving, I would like to ask you to 
help me to create a relaxed and calm ambience here in the perfor-
mance space. So first, if you could please close your eyes, just for a few 
minutes, you can open them again soon. And then please spread your 
arms out to the side a little, and open your chest, breathe in, breathe 
out. Open your elbows and open your palms toward the ceiling. 

Performance
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Now this is really comfortably for me. Also you can shift the weight 
a little from left to right. Very nice. Please keep your eyes closed. 

I will now move 10 meters away from you. This is the range from which 
I am accustomed to firing.

Now I will take the position that I have learned in my shooting lessons 
at the Berliner Schützengesellschaft von 1882. I use my knowledge from 
yoga to stand aligned, like a solid tree. I stand hip width apart and I bal-
ance my weight on my right and left feet. I close my left eye to take sight. 
I place my left hand in my pocket and I extend my right arm. I am hold-
ing the gun. I imagine that the gun is a little sparrow, ein Spatz, a little 
bird. If I hold it too tight, it will die. If I hold it too loose, it will fly away. 
I breathe in, lift the gun. I breathe out, lower the gun. I aim, and keep my 
index finger relaxed... as I pull in the trigger.

You are welcome to have a glimpse every now and then, but please leave 
space for the others. I prefer that minimum 50% of you have your eyes 
closed. Right now about 80% of you have closed eyes.
I am shooting with a SteyrLP10. This is an air gun. I have no gun here, 
please keep your eyes closed. 
I breathe in and I breathe out. I aim at the person sitting in the third row 
in a blue shirt. I would probably hit a person sitting two rows under him.  

I keep the gun steady. I breathe in and I breathe out. The shooting hall of 
the Berliner Schützengesellschaft is like a church: calm and white. 

I am now picking up a water bottle to train my left side. Although I shoot 
with my right hand, I have to train the left side in order to keep my body 
balanced. My teacher Sebastian told me to do this daily practice 10 min-
utes every evening in front of the television. 

I started shooting in Berliner Schützengesellschaft von 1882 in June 2011. 
But throughout my research I found out, that contemporary warfare is 
not only about guns, but also about weapons such as bombing, rape and 
anthropology.

Performance



19

I want to tell you more about anthropology as a weapon. 
I learned about The Human Terrain System, which has been developed 
since 2008 for the US troops in Afghanistan. In The Human Terrain 
System, you see the local population as a battlefield that you would like 
to occupy. However, this is no longer geographical terrain, it is a cultural 
and psychological terrain. So instead of preparing soldiers through shoot-
ing simulations alone, the US Military has developed simulations to train 
the soldiers in local Afghan customs and habits. This is a non-lethal way to 
map culture, to build trust, and to form alliances with the enemy. 

The simulation is like a computer game. In the first chapter of The Hu-
man Terrain System Simulation, you enter a house. Before entering the 
house of your enemy, you learn to:

Take off your shoes.
Make your right hand into a fist, hold it up to your heart and say “Salam 
Aleikum”, which means “may peace be with you”.
And the last thing you do before entering the house of your enemy, is to 
admire the decoration of the house and praise the beauty of the wife of 
your enemy.

In the second chapter, you learn about the body concept of the Afghans 
through the warriors’ dance, Attan. This is also called the dance of the 
Pashtuns, or, by the US troops, it is called the Taliban dance. And it goes 
like this:

Attan is danced by Afghan warriors to create a connection to God before 
going to war.
As you can see, it is based on soft, round movements, similar to T’ai chi: 
filling and emptying the leg.
The focus is on the wrists.
They would swing their shoulder-length, black hair.
And as opposed to the vocabulary of movement in Western infantry, 
where we move in straight, frontal lines, the Afghans, they move in cir-
cles.

By the way, the sound that you hear is made by Matthias. He acquired 
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audio samples of the 31 most common contemporary guns from The Ca-
nadian Sound Archive, based in Quebec, 5400 miles across the Atlantic.
What you hear is not the sound of the shot, but the silence just before the 
shot. And this silence is looped; this looping is what makes it sound a bit 
like gunfire. So you don’t hear shots, but you hear the silence just before 
the shot.  You hear the preparation before the shooting. The sound is 
made to come closer: from far away outside, maybe in the yard. Coming 
closer, coming to visit us here, in the theatre.

In order to demonstrate their superiority, every now and then the Afghan 
warriors would clap their hands. They can also move backwards. Then, 
to demonstrate their flexibility and gain a 360-degree overview in any 
situation, they perform this quick rotation. And, at the end of the Attan 
dance, the warriors move very fast. There are around 4 or 5 men, swing-
ing their shoulder-length black hair. At least this is how I learned it from 
YouTube. And with a triumphant gesture, they would throw themselves 
down onto their knees. And now, all the men from the village would 
circle around me, and throw dollar bills on me to give me success and 
victory in the war.

As you might know, the war in Afghanistan is being taken over more and 
more by drones. Today alone, around 3500 drones were flying over Af-
ghanistan, while their pilots sat in the control room - it looks like a pilot’s 
cabin - in the US Nevada Control Station in the United States. 

Right now, after the 7-hour day of warfare, the pilots are probably sitting 
at home with their wives at the dinner table or helping their kids with 
homework. 

I wondered how they prepare themselves before going to the daily drone 
war at the US Nevada Control Station. And I was surprised to find out 
that there has been a collaboration between the Mount Sinai School of 
Medicine and the Medical Care Centre of Nevada to develop a special 
yoga training program for the employees. The pilots meet every morning 
from 8 to 9 in the basement fitness room of the Control Station to do one 
hour of common hatha yoga. Not surprisingly, after a few sun salutations, 
they do the warriors’ poses. 
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In a long-distance and stressful warfare with drones, it is important to be 
grounded and present. With yoga, the pilots learn to gain awareness of 
the body and its strength, feeling calm and in control of their thoughts. 
In order to fulfil their missions, they also have to build up a certain kind 
of anger. And so to switch between the battlemind of daily warfare and 
the familymind of the mornings and the evenings, the pilots need to learn 
special methods to help them behave and relax. 
This is what yoga can do. 

After their daily 7 hours of drone warfare at the US Nevada Control Sta-
tion, they meet again at 4:30 in the afternoon for half an hour of medita-
tion. For Chief of Staff General Moseley, it is important to send his boys 
home with a relaxed and peaceful mind. 
So they sit down, and let go of all tension in the body. Breathe in, and 
breathe out. Let go of all stressful thoughts and all images, that come into 
your mind. Now you’re in a wide, white landscape where nothing dis-
turbs you. Nothing can reach you. You are protected. There is no good 
or bad anymore. Inhale, exhale. Just focus on yourself. Feel how the wide, 
white landscape embraces you, and how a cool breeze blows away all your 
sorrows. Breathe in and breathe out. Breathing is good.

Now to end this first part of Schützen, on the preparation before shooting. 
And since you have already closed your eyes once tonight, I would like us 
to create a common blackout together. 
I will now count to three and when I say three, we will all close our eyes. 

One. 

Two. 

Three.
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Welcome to the second part of Schützen. This part is called FIRE, 
and it is about the actual shot, so it will be quite short and I will 

not be talking that much.

In this second part we are testing the device Zoopa 2.4. And at a certain 
point, again we will count to three. And when we say three, we will all 
close our eyes. 
By the way, the sound that you will hear is again made by Matthias. This 
time he took his favourite sound from The Canadian Sound Archive - the 
sound of one shot from an AK47 - and then he expanded it to 5 minutes.
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Here, as an intermezzo between the second and the third parts of 
Schützen, I am demonstrating the chorography of the professional 

mourners sitting at the grave of the fallen soldiers in Jerusalem.

The first part of Schützen, READY, AIM, was about the preparation be-
fore the shooting. And in the second part, FIRE, we focused on the actual 
shot. And I now want to welcome you to the third part of Schützen, called  
RELEASE. 

This part is about letting go of the weapon. It is about the post-shooting 
body. And it’s about the physical memory of the past. But the main ques-
tion is still:

What kind of bodies do weapons produce?

Just one thing before we dig into the third part: at a certain point, the 
sound will become quite loud. And, if you want to make the performance 
even more dramatic for yourself, you are welcome to blink your eyes like 
this, to create a sort of unplugged stroboscopic light effect. But this is just 
an option.

As you might know, last summer Matthias and I were invited to Israel to 
show parts one and two of Schützen, in Jerusalem and Tel Aviv. And the 
sound that you hear right now is a recording Matthias did in Savyon, a 
suburb outside Tel Aviv, while we went for a night swim in a swimming 
pool. Since Israel is a land full of weapons, we thought it would be a 
perfect ground for the research for part three. So in this part we will no 
longer talk about Afghanistan or the United States, but only about Israel. 

As you might know, the military service in Israel is 3 years for men and 
2 years for women. But to make it simple, tonight we will assume that 
everybody spends 3 years. So from when a man is 18 until he is 21, he 
is transformed from a child into a professional soldier. He learns to use a 
weapon, and to shoot. 

We ourselves just went through a similar procedure of preparation and 
shot, yet compressed into a very short time: in the last 30 minutes we 
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spent a lot of time in preparation, and only a little time on the actual 
battlefield. 

Now, for the third part of Schützen, I would like to invite you to follow 
two rules with me. The first rule is: we are all Israeli soldiers. We are all 
21 years old. We just finished 3 years in the army. So far, we have spent 30 
minutes here in the theatre. And now we come to the second rule, which 
is about the representation of time here in the theatre: for the second rule, 
let’s say one year in real life in Israel is ten minutes here in the theatre. 

So, we are all Israeli soldiers, we just finished three years in the army, in 
thirty minutes here in the theatre. We started this evening at 8PM. We 
spent more than two years learning and training - or 25 minutes with 
READY, AIM. We only spend a few months in the battlefield, or 5 min-
utes here tonight with FIRE. We have the rest of our lives in front of us. 
The average length of life in Israel is 75 years. We are 21 years old. We 
still have 54 years to live. In the representational time of the theatre, as 
said, one year is ten minutes. If we have 54 years to live, we still have 540 
minutes to spend together. That is: 9 hours here in the theatre. And how 
do we spend the time together?

The theatre is, as usual, a place of entertainment and education. And later 
on, there will be drinks, food, and possibilities to rest. I will start out with 
a bit of entertainment, and the issue of education we will come back to 
later. 

We still have 9 hours here in the theatre. Or actually, while I was speak-
ing, a year has passed, and we only have 8 hours and 50 minutes left to 
live, here in the theatre. 
So, while I was talking, we have already turned 22. And what did we 
do in the first year after the army? We went trekking in Guatemala. We 
moved to Berlin to learn German. We moved to New York to be in the 
fanciest metropolis. We offered guided tours in our hometown in Jerusa-
lem. We did a dance intensive with the choreographer Yasmeen Godder. 
We learnt to calm down and relax. We had an out-of-the-body experi-
ence in north India and came home re-born. Just like Nadav, we enjoyed 
not carrying that heavy M16, and all that ammunition around anymore. It 
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was like driving without a seatbelt. We started getting an erect spine again. 
Just like Ehud, we enjoyed the absence of the boredom and routine of 
the army. We enjoyed not drinking energy drinks and smoking cigarettes 
while waiting for the enemy.

Now we are 23 years old. And we are still waiting for the trauma, aren’t 
we? Some of us even started chasing the traumas of others. And how do 
we chase these traumas? 
“The object of treatment here is to return the individual to society by the 
use of modern psychiatric techniques. Our job is to send him back to his 
family in a condition resembling his good old self from before the war. A 
man’s ultimate value to the society is not as a soldier. Certainly not as a 
soldier. His main function is to belong to a family unit: to be able to be 
a good son, a good father, a good husband, and to fulfil his obligations at 
work with as little damage done to him as possible. 
So what we actually do is to inject chemical substances into the vein. 
These chemical substances put the individual into a mental condition, 
which is neither one of full consciousness, nor one of unconsciousness. It 
is something in between. 
Under the influence of the injection we see a complete reproduction 
of the traumatic event that the individual underwent. In a mild state of 
trance, he returns to the battlefield. He talks to his friends. He sees the 
tanks and the guns and the planes. And he hears them. He sees people be-
ing killed. The people that are being killed or wounded are people who 
mean something to him. And he is able to give full expression to what he 
felt at the time in the battlefield. 

The individual treatment under drugs can last from ten minutes up to one 
hour or even one hour and a half. As long as he goes on, we go on observ-
ing him, and if necessary injecting more material into the vein. And he 
continues in the state of trance for as long as he has material to bring out.” 

The doctor keeps on making loud sounds: beating the bed and the furni-
ture of the room in the hospital. He turns up the volume on a recording 
of war sounds: sounds of shooting, of bombing, of screaming. And the 
ex-soldier, on drugs, hides on the bed, holding the pillow around his head 
to cover the ears, and he is screaming and crying. The year is 1973 and 

Performance



32

the American literature critic, documentarist and filmmaker Susan Sontag 
now kneels down next to the bed to get a good shot of the traumatized 
victim, whom she is featuring in her movie Promised Lands. The movie 
is being made just after the Yom Kippur war, to capture the release and 
letting go of the traumatic experiences of one of the Arab-Israeli wars. 

We are all Israeli soldiers. And we have just turned 24. That is: we’ve 
known each other for 6 years. We have just spent 60 minutes here in the 
theatre. And when some kind of Danish artist or random European jour-
nalist asks us what we remember from the army, we say: I prefer not to 
answer that question. Or as Ehud said: yes, I did return fire, but that’s it, 
that’s basically it, that’s life. Or as Nadav said, you get used to it.

Mama take this badge from me

‘cause I can’t use it anymore

it’s getting dark, too dark to see

feels like I’m knocking on heavens door

Mama put my guns in the ground

‘cause I can’t shoot them anymore

that dark, dark cloud is coming down

it feels like I’m knocking on heavens door

As you might know, Bob Dylan wrote this song in 1973 as part of the 
soundtrack for the western movie Pat, Garret and Billie the Kid. And what 
I keep asking myself is: did Bob Dylan, being a Jew himself, wrote this 
song thinking of the fallen soldiers of the Yom Kippur War? Or if he was 
just thinking, this song is going to be a hit!

We are slowly turning 25 years old. And for our generation, the IDF, 
the Israeli Defence Force, offers a program for ex-soldiers in the harbour 
city of Haifa, in North Israel. This is a program for those of us who have 
become unfit for work, after our missions in the second Lebanon war, or 
in Gaza. 

Unfit for work doesn’t necessarily mean bodily disabled. But rather it 
means that after our war-zone deployment, we lost the motivation to 
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contribute to society. It is difficult for us to get up in the morning. We 
change the direction of our lives every day. 

Studies have shown that four factors should be taken care of, if we should 
build up a normal everyday. We need: 

Financial safety: no debts, a regular income.
A social network of friends and family. 
Psychological treatment.
An everyday-rhythm: if not with a daily job, then at least with a hobby. 

And so the IDF created this program in Haifa, which consists not only of 
psychological counselling, but also a wide range of hobby activities such as 
learning to play guitar, fine cooking and even language classes. The Arabic 
language classes are especially popular. This is because a lot of us have ex-
perienced situations where it was precisely the inability to speak and un-
derstand Arabic that led to unnecessary civilian losses at checkpoints and 
during house searches. We are offered classes in Haifa for up to 3 years. 
And for my part, I promised to come back to the issue of education. So, 
quite a range of hobby activities will be taking place here at the theatre 
tonight. In the foyer, the cooking already started more than 10 years ago, 
but I am sure you can lend a hand cutting lettuce or setting the tables. In 
the foyer there will, as usual, be beers and nice music, and there you can 
also study the archive of Schützen. A meal will be ready for all of us in 
about 40 minutes. Here, in the theatre space, the young performers from 
FIRE will teach you how to fly the Zoopa 2.4. And those of us who are 
unfit for work can gather back stage in the wardrobe for 3 years of Arabic 
language classes. Our Arabic teacher, Frau Tzoref-Ashkenazi, is waiting 
there for us. It starts in 5 minutes. The Arabic class will take 3 years to 
complete, but please remember that 3 years in real life in Israel are, again, 
only 30 minutes in the compressed time we are experiencing here in the 
theatre. And some of us might just decide to retreat from our enemies or 
desert from our comrades now, to escape to our own private sphere, to go 
home, maybe in couples… that’s fine too. But maybe we’ll see each other 
again in 10 or 15 years for a falafel or a beer. 
And so, as I said: backstage is the Arabic language class; in the foyer the 
fine cooking, the archive, and the beer; here in the theatre space you can 
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learn to fly the Zoopas 2.4. In the foyer the food will be ready in 4 years, 
the Arabic class starts in five minutes here back stage. 

So please make ready to leave this part of the theatre. Don’t forget to take 
your bags and jackets with you. Please don’t applaud; we still have our 
whole lives ahead of us. And if you don’t know where the sounds are 
coming from, ask Matthias. If you don’t know how to continue your life, 
we’ve made a plan for the next 50 years.
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TIME OF COURSEWEIGHT



Sample: Time

E ighteen nineteen eighteen a year at the beginning I was quite young 
so six seven I woke up around four o clock or five o clock in the 

morning ten seconds twenty seconds take a look at your watches you 
have ten seconds to be there alright now you have one minute now 
you have ten minutes now you have two seconds a year three months 
on our second day after three months three weeks all day long from 
the morning till the evening all day long three weeks once a month 
seven months of once a month two seconds of three seconds in au-
gust most of the day it was every ten minutes every once a week all 
night long and all the time all the time all the time from the moment 
you open your eyes till the moment that you are going to sleep all the 
shitty day three years signing more years eight months ten long horrible 
months it was my first time after the ten months I got four months once 
a week once every two weeks shitty time eight hours or three hours 
a day or something really horrible time all day long or years already 
most of the time nothing happened most of the time nothing happened 
but quite often sometimes never always till now this is the times after 
the army I immediately and a lot of time I for the next year and a 
half or I never when I was kid and after I ran out of time once again.  

38



Sample: Weight

No it was like heavy so it was much much much more heavier 
you’re wearing your boots which are quite heavy and weigh 

something like four kilos together four something like both of the 
boots yeah it’s heavy and hot and shitty it’s heavy it weighs something 
like eighty kilos or something when you’re putting that it becomes 
really shitty because then you can weight something like eighty kilos 
yeah a lot of times like it’s really heavy ammunition because it’s not 
only for your personal gun but for like more heavy weapons so it’s 
really heavy the machine gun himself weighs twenty five kilos with 
all the ammunition yeah and you have extra ammunition so again 
you’re weighing something like 85 kilos yeah it’s heavy to be a soldier.
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Sample: Of course

Yeah of course of course yeah of course yeah yeah yeah well 
yeah of course uhm of course uhm of course of course yeah 

it was shitty of course yeah of course and yeah of course like yeah, 
that’s what basically I did yeah that was basically it yeah yeah cool.
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The Danish performance artist Cecilie Ullerup Schmidt on the rela-
tionship between bodies and weapons, traumatized soldiers and the 

difficulty of relaxation techniques.

CT: Cecilie Ullerup Schmidt, one associates weapons 
with violence and blood. In your performance Schützen 
however, a quiet, almost meditative atmosphere pre-
vails. Was it as a result of your research that you real-
ised that shooting was all about calm and concentration?
CUS: Actually, I imagined that there was something bru-
tal about handling weapons. As I tried out shooting in 
the Berliner Schützengesellschaft (Berlin Rifle Associa-
tion), founded in 1882, I realised that my experience of 
yoga training stood me in good stead. Shooting training 
is all about concentration, physical balance and breath. 
The images I had in my head previously were totally dif-
ferent to this. We all carry a large reservoir of documen-
tary and fictional images of violence around with us. One 
doesn’t have to say much to activate these images in the 
audience members’ minds. The things we imagine can 
be much more violent than what you can show on stage.

CT: We all have our ideas of what good and evil is. Medi-
tation is something good, because it does the body and 
soul good. Shooting is something evil. These terms alter-
nate in Schützen. One notices that there are disciplines we 
would actually like to label “good”, which could equally 
be used for something evil...
CUS: This is why I remain skeptical about many somatic 
practices. In exactly the same way as the idea that there 
is something that is good in itself. There is also no such 
thing as evil practices you should avoid in order not to 
harm the world. The architect and researcher Eyal Weiz-
man has written an article about how critical theory is de-
ployed by the Israeli military as warfare in the Palestinian 
territories. He writes of how assaults are choreographed 
through buildings and how soldiers don’t advance in 
straight lines but move within Deleuzes and Guattari’s 
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concept of smooth spaces. Where Deleuzes and Guattari 
talk about consciously avoiding moving in familiar grids, 
this is translated by the Israeli military as: One should not 
advance through doors and streets but be present where 
the enemy least expects. This is a parable for me of how 
something we take to be safe, healthy, clever and critical 
can also be used for the opposite purposes. 

CT: How did your interest in the subject of weapons begin?
CUS: It came through a meeting that made a big im-
pact on me. In 2005 or 2006 when I was still studying 
in Copenhagen, I also worked as a cleaner to fund my-
self. There was this man called Thomas who I got on 
with well. We talked a lot together, as we cleaned. He 
was a very thoughtful man. Thomas was in Kosovo and 
Iraq, in Kosovo as part of a peace-keeping mission and 
in Iraq, on the - supposed - search for nuclear weap-
ons, which turned out not to be the actual reason why 
the Danish troops were there. The disappointment that 
his body and all his fear was used to fight for something 
that was based on false motivations had somewhat de-
pressed and demotivated him. After this experience he 
became a cleaner and was deciding whether he would 
re-train, either as a yoga teacher or a policeman. He 
asked his shiatsu masseur how he should decide and 
he said naturally you have to make your own mind up 
but you have to know, that when you carry a weapon, 
your body is less flexible. This statement stuck with me.

CT: What implications does this have in relation to dance?
CUS: These exercises in contemporary dance, practices 
like ‘release’; using as little force as possible to bear your 
body and all these imperatives to let go... are all running 
parallel to an increased tendency to surveillance and the 
politics of security. Relaxation as protection and control 
as protection: how does that work together? From what 
and for whom are we letting go? How does the body 
manage, that we on the one hand want to regenerate, 
while on the other hand there is all this restriction of our 
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lives through cameras and video surveillance in public 
space? In the beginning it meant half a year’s intensive 
acquaintance with these relaxation techniques whilst si-
multaneously carrying a metal weapon and observing 
whether both things were possible at the same time or 
whether it triggered a conflict in the body. Of course car-
rying a weapon on your leg is annoying. Can you let go at 
all when you carry this sort of weapon? That was my first 
idea, after that was when I started to learn how to shoot.

CT: The change to the body when you’ve carried a weap-
on - at some point it becomes like another limb - is that 
something that soldiers describe?
CUS: There is a sort of phantom memory which is quite 
typical in post-traumatic symptoms: when one has car-
ried a weapon and experienced a feeling of security 
through that, suddenly one is in public space, in a su-
permarket for example, and realises that one is unarmed 
and is afraid, because one feels vulnerable to attack and 
insecure and cannot defend oneself. All this happens in 
a situation where these feelings are not necessary. Your 
body and reflexes are used to the fact that you always 
have a weapon on you. I also believe that the body re-
members things from which you have already distanced 
yourself... dreaming, you start to sweat or shiver...

CT: In the theatrical context issues of representation and 
dealing with things symbolically are always present; the 
convention is that what one sees is not real but symbol-
ic. What happens when a real gun is present on stage, a 
loaded weapon?
CUS: Actually we all know that the theatre is a sym-
bolic and secure space. I believe, however, that the au-
diences’ imagination is easily stimulated. It is a bit like 
telling ghost stories, at some point, one really imagines 
that spirits are present. In Schützen, everything remains 
very calm and friendly and the obvious absence of evil in 
the representation is at some point equally threatening. 
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CT: In Germany, most soldiers are men and in Rifle Asso-
ciations there are probably more men than women. What 
does it mean for you as a woman to deal with this subject?
CUS: The feminine-connoted idea of protection in the 
sense of protecting against something, being empathetic 
and reacting preventatively is in contrast to the mascu-
line-connoted concept of protection. It is bound to ideals 
of motherliness and self protection that are embodied in 
regenerative programmes such as yoga and meditation.

CT: Is there a discussion in Denmark about the army and 
national service?
CUS: There is compulsory national service which has not 
been abolished as it has in Germany, however not many 
actually have to serve. It is very easy to get a doctor’s cer-
tificate so you do not have to take part. What has changed 
a lot in Denmark over the past few years is that many 
more soldiers have died in service. I was recently at a 
Grave of the Unknown Soldier where the yearly totals for 
number of fallen soldiers are written. The numbers have 
increased enormously since the middle of the 90s, since 
the Afghan and then Iraq wars. It also effects my gen-
eration, there are people I went to school with that have 
died for example. Therefore I think that it has generally 
crept more into the public consciousness that “we” as a 
nation are in this faraway war.

CT: In the second part of Schützen you work with children...
CUS: ...not children, they are teenagers in the age be-
tween irresponsibility and responsibility, on the edge of 
adulthood. It is a very small part which is only about 
the shot. Dramaturgically it cannot last long. The tak-
ing of this shot I delegated to the young people. Delega-
tion is difficult; one asks someone else to do something 
one doesn’t want to do oneself. There is a sentence by 
Kapuściński in his book The Shadow Of The Sun about 
his time in Africa. He describes two tribes at war with 
each other in Ethiopia and at some point one of the rulers 
says to the other, “Don’t send your sons, send yourself”. I 
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haven’t made much work in which I appear on stage my-
self but with Schützen, this issue of taking part myself was 
important to me. When the theme is such a corporeally 
centred one, I cannot ask someone else to embody this for 
me. It encroaches upon the integrity of the private body.

CT: Was it hard to explain this to the young people?
CUS: No. We talked about what delegation meant in the 
theatre. I started by showing them the first part, so that they 
knew what sort of context they were coming in to, what 
it was related to and what the second part was comment-
ing on. A sort of negotiation took place: what happens be-
tween their gaze and the audience? They know what the 
audience projects onto them. How do they then look back?

CT: As the spectator, one automatically thinks of school 
shootings, computer games, first-person shoot-’em-ups, 
honour killings. These are things, however, that are con-
sciously not dealt with in this piece.
CUS: From the beginning there were references to war 
films as well as to actual incidents. There is an endless 
supply of material. I am aware that what I show is only a 
tiny excerpt from all the possible references to weapons.

CT: What about the third section, which is about the 
treatment after ended military service, particularly in con-
versations with Israeli soldiers?
CUS: I just had an interview with an ex-soldier from Israel 
who now lives in Berlin. He told me how the body is ed-
ucated during the first three months of military training. 
For all that time they had an officer in their group who 
set small timeframes: You now have ten seconds to get 
through this door. Now you’ve got one minute to clean 
your teeth. You have one and a half minutes to clean the 
toilet. Now you have three minutes to get over the other 
side of the barracks. You have ten minutes to eat lunch, 
etc. Little missions, or in the language of performance, 
little scores. It is about training how to think only within 
the current mission and no further, not to think about 
who I was before, or what happens to me afterwards or if 
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it could effect me. Rather: you can only think about your 
mission and nothing else. If you practice this for a long 
time, you really learn to think only in stages. I immedi-
ately thought this is related to meditation: for the next 10 
minutes you will think about nothing more than the here 
and now. Breathe in. Breathe out.

CT: You have often worked with documentary elements 
in theatre, for example in the X-Schulen project for HAU. 
What kind of theatre do you stand for?
CUS: I’m a mixed bag. I actually started as a director and 
assistant director. I studied Comparative Literature in Co-
penhagen and had an exchange with the Applied Thea-
tre Studies course in Gießen. This affected me above all 
in how to go about collaboration and the exchanging of 
roles. It is important for me not to remain, for exam-
ple, in the director’s role per se. To get on stage yourself 
sometimes, but also occasionally to be a dramaturge or 
curate a symposium. The theatre I come from repre-
sents less a fixed theatrical concept than a strive towards 
forms of representation necessary for a certain examina-
tion. Above all I am interested in structural problems 
and the distribution of political power. Using the stage 
for the purpose of making these these problems visible 
is important to me. Because it is an amazing opportu-
nity when you get an audience for one or two hours: 
this attention has to be utilised. When this is wasted 
on a love story or relationship conflict, I get annoyed.

CT: Is the audience different at the end than at the beginning? 
CUS: It is not about education, but nevertheless about 
testing exercises that become social practices, that rep-
resent an ideology and generate rules. An example: the 
small exercise of shutting the eyes at the start of Schützen 
is perhaps somewhat odd but then we do it a couple of 
times and in the end the audience does it when I say. It 
is like in the army. That in the exercise new practices are 
learned and at some point these are not alien anymore but 
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rather something one does in order to get somewhere else, 
to the next stage, the next level. At some point the little 
exercise is not questioned but becomes normal. And that 
is exactly the moment in one must make it visible again.

CT: Schützen is a solo performance but it was nevertheless 
important that Matthias Meppelink was also mentioned.
Why?
CUS: I think that direction is prized too highly. I see 
the means as having equal importance. Matthias does 
the sound, light and is an outside eye when I am on 
stage. The soundtrack is in some places very sublimi-
nal, almost inaudible, very subtle but very important. 
If the sound wasn’t there, we couldn’t build the ten-
sion as we do. With the light as well: this assertion of 
a neutral, comfortable space comes from the lighting or 
rather the lack of lighting. The assertion of the almost-
not-there is a statement. In any case, the way Matthias 
applies sound is very conceptual. In the second part for 
instance, there is just the sound of a single shot that has 
been stretched to five minutes. You hear all the details of 
the shot, otherwise part two would only last a second. In 
saying that we would expand the shot to five minutes, 
you find yourself for five minutes in this shot. I see the 
second part as a sound installation with stage decoration.

CT: Talking of installation: what distinguishes your work 
from visual art? This conceptual element is a strong fea-
ture of visual art...
CUS: For me it is always clearly a theatre context and 
has to take place in a theatre space. We made the sec-
ond part of Schützen in an art space, at the ACTS Per-
formance Festival in Roskilde. There were almost only 
fine art performances invited and then us from a thea-
tre context. The space was a high, old industrial build-
ing and we had this crazy installation with our black 
dancefloor and four towers with lighting and loudspeak-
ers. All the visual artists presented their self-made art-
works with all this supposed non-artifice of chipboard, 
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photocopy paper and trash. We on the other hand had 
openly demonstrated that the theatre, even when it 
pretends not to be there, is an incredible machinery. 

CT: Is the perception of a visual art public actually differ-
ent to a theatre-going public who knows the conventions 
and reacts accordingly?
CUS: Where I distance myself from visual art perfor-
mance is in the question of attitude. This attitude of 
claiming that I have not prepared at all and stand here 
in my sneakers and jeans and I’m a bit sleepy and now 
I have to think about what it is I want to say - to assert 
that this relaxed performer hadn’t prepared is a big fat 
lie for me. It takes an awful lot of courage to stand in 
front of a big audience relaxed. The new sovereignty is 
not virtuosity but rather to claim that one is not influ-
enced by lots of people. Nonchalance and laissez-faire: 
like Angelina Jolie, appearing in her jogging trousers, 
not having to be made up because she can afford to be 
overly-relaxed in public. This is what the performers 
perform, when they think that they have emancipated 
themselves from the machinery of representation. But 
actually the relaxed pose is simply a new way of present-
ing yourself with a certain sovereignty, or self-assurance.

CT: And how does a weapon come into play?
CUS: An Israeli friend said, after a performance of the first 
part of Schützen, that my friendliness is my greatest weap-
on. What is a weapon? In the West it is our diplomacy, 
our smile. We mean no harm. We have a “we-want-to-
talk” attitude. I’ve noticed in my life that this can take 
me a long way. Without threatening, but with an open 
face, inquisitiveness, friendliness... but this can also be a 
technique. When does character end and technique and 
strategy begin? That something is innate is perhaps just a 
belief or also a training that began very early. That we all 
perform, not just on stage, is known to politicians, busi-
ness and military strategists. Performed diplomacy is also 
dealt with in Schützen.
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This publication is a continuation of war by other means. The weapon 
deployed in this essay is “we”- the protagonist. This is a we which is 

not typically articulated explicitly, and yet this we is the articulating sub-
ject of History itself. This we is the white, Western we. In my research, 
this has explicitly been the we of Germany, of Denmark, of Israel, and of 
the United States. These are the voices that dominated my sources. The 
first two of these countries are also financing the production of Schützen. 
All of these states are Western nations possessing the economic means and 
media assets necessary to reach out to the world, and favourably represent 
and promote both their military and the wars they choose to engage in. 
These countries even have the grace and courage (read: money) to oc-
casionally reflect upon some national failures and losses in what they hope 
will appear to be a sober, conclusive, widely representative manner.
 
But this is how it is today: in spite of the desires of the civilian populace,
“we” are in a permanent state of war. We exercise a politics of seeking 
the “lesser evil”, while still implying the evil of our actions. We continu-
ously read about the physical memory of ex-soldiers. We mourn over 
yet another school shooting, then zone out as the politics of hand weap-
ons are discussed on BBC World Service podcasts. We read that in The 
Democratic Republic of Congo, the profession of child soldier is a pres-
tigious one, and feeds a whole family. We are in a permanent state of war, 
yet we move further and further away from the physical battlefield. The 
tactile click of the bomb release has become close to everyday gestures 
on the laptop. The excitement of a computer game is similar to flying a 
drone, and vice versa. We imagine future wars without bodies. We read 
about wars without borders: Deleuze and Guattari’s elegant conception 
of smooth and striated spaces is employed by the Israeli Defense Force in 
searching houses during Nablus night raids - we don’t move through cor-
ridors, streets, and open doors in the expected manner. In urban warfare 
today, we walk through walls. 

Being at war seems to be growing ever-further from us geographically, 
yet at the same time moving closer to the safety of the bourgeois living 
room, where war traditionally is not exercised but rather imagined and 
then delegated. 
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In the performance of Schützen, I excessively deploy “we” in an outra-
geous way that I would call a violent inclusion. I propose a boundless and 
unreflecting identification with various acts of Western warfare. “We are 
at war”. This narrative I learned growing up with Danish Television, 
which assumed my boundless and unreflecting identification with the 
“we” of a democratic nation, in which the parties of the government 
had chosen to be at war. My family and I supported neither the Kosovo 
War, nor the invasion in Iraq or the continuing Danish armed presence 
in Afghanistan. 

Unfortunately, our participation in war is not limited to the presence of 
troops on the ground. In the third part of the trilogy, I propose to identify 
with concrete participation in a state of permanent war, which we im-
plicitly support through the absence of an international resolution on the 
distribution of land and rights in Gaza and the West Bank. I draw on my 
travels in Israel, and echo the narrative of Danish Television, in proposing 
this violent inclusion of the audience in Schützen #3: RELEASE: “Let’s 
say: we are all Israeli soldiers”. On the same time, I echo the mantra of the  
riots of the student movement in 1968: “Nous sommes tous des juifs al-
lemands”.

In my everyday life in Berlin and in Copenhagen, I work with Western 
artists. In the political consciousness of these communities, the Israeli sol-
dier embodies the ultimate perpetrator of the contemporary era, and it is 
close to being an imperative to identify and sympathize with the Palestin-
ian refugee - the ultimate victim. Yet with new but analogous protagonists 
in the starring roles, this clear dichotomy of the Evil and the Good is also 
the basis for the politics of anti-terrorism: a paradigmatic belief that the 
progression of the Good (human rights, science, democracy, technology) 
corresponds to the defeat of Evil. As Jean Baudrillard wrote shortly after 
9/11, the dynamic antagonism of Good and Evil, which is the dynamic in 
ethics, was broken through a total extrapolation of the Good (The Spirit 
of Terrorism, 2001). This extrapolation of the Good is what I wanted to 
exhibit in Schützen, and abuse to an extent through violent inclusion. 
My hope would be that someone in the audience would, in a Brechtian 
manner, burst out in words such as “Das muß aufhören. - Das Leid dieses 
Menschen erschüttert mich, weil es doch einen Ausweg für ihn gäbe (…) 
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Ich lache über den Weinenden, ich weine über den Lachenden” (Bertolt 
Brecht: Schriften zum Theater, 1957, p. 64). 
Because of the risk of falling prey to a simplistic reversal in this dichotomy 
of Good and Evil, I still have my doubts over giving voice to the Israeli 
soldiers in Schützen. As my colleague Jakob Jakobsen points out in his very 
thoughtful book about the presence of Western artists in Palestine, The 
Ramallah Lecture (2008, p. 80), the further representation of the voices that 
are already those most often heard can affirm the status quo: “Was this yet 
another reproduction of what happens all too often in this conflict in that 
you only hear the voice of the Israeli?”
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In Summer 2012 we were invited to perform the two first parts of 
Schützen in Israel. This invitation gave us the excuse to stay for a month 

in Israel and Palestine and research the final part, #3: RELEASE. Writing 
this, it is definitely not my aim to act as an expert on the conflict, but I 
will try to open some of the concrete and subjective dilemmas we faced 
on our journey. In addition, I will pose the question, “What happens 
when I completely ignore the conflict and especially the voice of the 
Palestinians in the representation of my experiences?”

On receiving an invitation to go to Israel, the first crucial question was 
whether to join the Boycott, Divestment and Sanctions (BDS) move-
ment or not: boycotting the Israeli State to fight for simple rights for the 
Palestinian citizens in Israel, Gaza and on the West Bank by not going at 
all. We were advised by good, leftist friends to join the movement of art-
ists and academics exercising the sole power we have by preferring not to 
accept invitations from Israeli institutions. But we went and, despite the 
difficult situation of being privileged Western artists in countries where in 
local eyes you remain just another privileged western artist looking for a 
good story about the suffering of others, at least we were fighting our own 
prejudices. In retrospect, the singular and subjective perspectives we en-
countered in Israel were actually necessary in order to make a principled 
judgment such as joining the BDS. 

Here is a small collection of fragments from conversations in Jerusalem, Tel Aviv, 

Haifa, Ramallah and Hebron:

The guard of the old temple at the Al Aqsa Mosque in Jerusalem says that due to 

politics, not religion, I cannot enter the mosque.

 Joav in Tel Aviv says that from the very beginning the State of Israel has been a 

Zionist error and the only solution is to blow it all up.

Military service is like paying one’s taxes - it is a contribution to the community, 

says Ehud in a bar in Jerusalem.
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Since the second Intifada, Mohammed has not slept a whole night through: next 

to where he sleeps is an Israeli surveillance point with a guard talking on a walkie 

talkie all night long.

Nadav lives in the countryside in a hippie collective. He says he misses the recog-

nition in the streets from the time he wore the uniform of the Special Forces.

Joav says he doesn’t want his children to grow up with the generalist Israeli victim 

narrative including the obligatory school trip to Auschwitz. Instead they should 

return to Poland and learn about the specific cultural roots of the family.

At The Palestinian National Theatre in East Jerusalem, Ossama complains about 

the impossibility of organising co-productions between cities on the West Bank 

and the Gaza Strip: you can never rely on the border guards letting actors and set 

designers pass the checkpoints, it depends on their mood that day.

Ella, a young Israeli from the Democratic School in Jaffa, says that the biggest 

problem is that Palestinians and Israelis do not speak the language of the other. 

Why, she asks, are we taught English and French at school before Arabic? 

It is not about restricting or threatening the Palestinian people, Dana says after a 

rehearsal at the theatre in Tel Aviv, it is about security in a country where borders 

are not open. When you hear a report of a potential suicide bomber on the 

walkie talkie, you simply close all 70 checkpoints right away, not letting anyone 

pass until there is no longer any risk.

All the inhabitants of Hebron can see the sea on a clear day, Achmed says, but 

nobody has been there.

While preparing a performance, the imperative of reduction of such im-
portant and contradictory material feels sad, difficult and wrong. Making 
a representation, whether a piece, a performance, a visual artwork, a text, 
confronts me with institutional norms such as “not less that one hour”, 
“exactly six pages”, “suitable for a black / white space” or the repetition 
of sameness (and my objection towards this imperative of reduction is 
part of the reason why this publication is a continuation of the perfor-
mance Schützen). Focusing on the question of armed bodies, one of the 
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biggest challenges of the third part of the trilogy, #3: RELEASE, was in 
emphasising the memories of Israeli ex-soldiers, while ignoring any nar-
rative from the Palestinians we met. Nevertheless, Matthias and I agreed 
as we were trying to condense our extensive research, that we would 
develop a method we called strategic ignorance. Strategic ignorance is a way 
of approaching complex themes (e.g. war) from a naïve perspective and 
through the absence of crucial questions around this naïve and restricted 
representation, hope to provoke the knowledge and thinking of the au-
dience. The method is not unrelated to the feminist practice of strategic 
separatism, a practice of the separation of genders in order to make visible 
an unconscious or unnamed exclusion of women in society. When we 
strategically ignore important questions in Schützen, such as those con-
cerning the Israeli-Palestinian conflict, it is an offensive reproduction of 
an ignorance that already exists about the conflict.
A consequence of our method of strategic ignorance was that we ignored 
crucial figures, questions and issues surrounding the armed body: I never 
mention the terrorist, the suicide bomber, the rising amount of school 
shootings, child soldiers, private armed guards in public space. And, as I 
said, I never name the conflict in Israel and Palestine.
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“War Horse? Das ist ein Film über den Ersten Weltkrieg, in dem so viele 
Millionen Menschen gestorben sind. Und wir sehen während zwei 
Drittel des endlos langen Films immer nur ein Pferd!” (Tangesanzeiger,  
26.2.2012). 

This is how Swiss literature professor Elizabeth Bronfen criticises Ste-
ven Spielberg’s film War Horse (2012): questioning the distribution 

of time and thereby the identification humans make with animals in the 
representation of World War I. She implies that the content of a depiction 
of war should be appropriate to the “real” events and losses represented 
in history. Spielberg’s film portrays an often-portrayed war from a new 
angle; in line with current academic trends, the horse’s viewpoint could 
be argued to be adding a missing perspective, though still anthropocentric 
in the film, on World War I. What interests me about this quote is partly 
the question about who the protagonists are, in Spielberg’s case it remains 
humankind in spite of the horse, but also what the distribution of time can 
be in a narrative about war. Horses were crucial to the technology of war-
fare in the beginning of the 20th Century, but how do we stage war today 
when neither horses nor humans have to be on the actual battlefield? 
Which forms of conflict and dramaturges correspond to war in 2013, in 
which the enemy is plural and war doesn’t find an ending? Should the 
change in the infantry and technology of warfare influence the form of an 
artistic response? My intention in this essay is not to analyse works made 
about war by colleagues, nor to justify my own performance Schützen, 
but to give a brief historical background to the theory of war, propose a 
comparative analysis of the development of war and theatrical dramatur-
gies and, almost as a manifesto, try and state why the institution of theatre 
as we know it is not able to deal with contemporary war.
German war theorist Carl von Clausewitz wrote Vom Kriege in 1816-30 
and it is arguably the most influential work on strategic warfare. Clause-
witz’s theory developed in a time when nation states and the ideology of 
nationalism were being founded. The 19th Century was in many ways 
a century of monumentality and unification while at the same time, a 
counter movement of industrialization melted all that was solid into air. 
Alongside many specific “chess-like” rules for the battle, Clausewitz de-
scribes how a war between nations should be planned according to a 
strategic dramaturgy that includes a point of no return, the “Entschei-
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dungsschlacht”, a decisive slaughter, in which the winner and the loser 
are decided. From the perspective of the history of theatre, I cannot help 
comparing such a symmetric dramaturgy to the Aristotelian notion of 
tragedy. Recalling Aristotle’s writings handed down to us through the 
prism of the renaissance, unification is a remarkable trait: the three unities 
of time, place and action. We here find the Aristotelian notion peripety 
as the point of no return, a radical change in the intrigue. The action is 
symmetrically systematized around the peripety and after this, it is clear 
for all parts who is the tragically dammed. In other words, I see a cor-
respondence between the reduction and rhythm of symmetrical, nation 
state warfare and the classical dramaturgy of the tragedy.
As a short digression, I will admit my agenda for writing this essay: I 
believe that new technologies create new artistic forms. I have the im-
pression that this is at stake in many genres of art but due to the big in-
stitutional apparatus of theatre, this genre is unfortunately still too often 
bound to 19th Century forms of representation with their symmetry and 
unification, not to mention conventions of time restriction: one or two 
hours should be an appropriate, “full evening” time span for bourgeois 
consumption. We cannot isolate an artwork from its context and there-
fore we must, when the art form of theatre seems to stagnate, look at the 
context and question the means of representation. As Walter Benjamin 
writes in his famous 1934 lecture Der Autor als Produzent, whether the 
novel nor the tragedy are formats which last forever: time and the means 
of production re-melt the art forms. This melting process, I would add, 
should also happen in the theatre, unless we artificially keep it alive with 
great effort in a institutional respirator. 

To return to the subject of investigation: the dramaturgies of war. I be-
lieve that new technologies create new artistic forms and in this case, a 
change in warfare should create new artistic representations of war. Ac-
cepting the idea that formats follow their contexts, it would have been 
reductionist to consider making a short novel about the Thirty Years’ War 
in the 17th Century. The product of that long, exhausting war was one 
of the earliest German novels: Grimmelshausen’s Der abenteuerliche Simplicis-
simus (1669), comprising more than 700 pages. It is of note here that after 
more than two centuries of rather Clausewitzean strategic short wars, civil 
wars in the last twenty years such as the Yugoslav Wars and the Somali 
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Civil War as well as the so-called War on Terror have been compared 
to the duration and uncontrollability of the Thirty Years’ War. German 
political scientist Herfried Münkler claims in his book Die Neuen Kriege 
(2002) that the decisive slaughter Clausewitz talks of has disappeared 
from warfare since the 1990s. Wars today are asymmetric: between poor 
religious groups and hegemonic military units; between ethnic groups 
without organized infantry; between terrorists hiding in caves or explod-
ing in urban architecture and unmanned drones. The wars of today are 
transnational and long-lasting. Here, in consequence then, is the Manifesto 
of the Theatre of War: 

The fundamental changes to warfare and war technology, by moving 
away from the rhythms created by the nation state and its educated, stra-
tegic military infantry must change the theatre! 

Forms of conflict must be invented beyond dialogue when the enemy is 
plural and among us! 

Asymmetric and non-Aristotelian dramaturgies must be invented when 
war is a permanent state! 

The Theatre of War cannot last one evening and then repeat itself for three 
weeks!

The theatre I am proposing could easily be encapsulated with a broad 
term such as post-dramatic theatre: the length, the rhythm, the form 
of conflict and even the mode of production would correspond with 
and engage in the investigated material. But let us try to think specifi-
cally about works that research and try to represent war. In spite of this 
tempting manifesto style, I have difficulties stating who should represent 
the protagonists of war. To return to the dying horse in Spielberg’s film 
about World War I: we all know that horses are not the main victims 
in an asymmetric war. Where developments in medicine have lessened 
civil losses caused by epidemics, and state military education has produced 
specialists who control the battlefield of soldiers in state wars, the casual-
ties in wars since the end of the 20th Century has changed dramatically. 
Only about 10% of the deaths in acts of war are combatants, whereas 90% 
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are non-combatants (Herfried Münkler, Der Wandel des Krieges, 2008, 
p. 28). It is rare that soldier fights against soldier. Much more usual is 
the scenario of a tyranny against a whole ethnic group or an attack on 
the urban mass. The calculation of victims in these wars is therefore dif-
fuse. We could think of an unpredictable terror attack, a school massa-
cre or the long-perspective damage of the mass rape of an ethnic group. 
On the periphery of prosperity too, epidemics have returned, along with 
starvation in overpopulated refugee camps. The body affected by today’s 
warfare is not necessarily a soldier carrying a gun; the protagonists of the 
battlefield deploy techniques of invisibility and are not moving together. 
In his elaborated vocabulary of state war, Clausewitz called the place war 
was fought the “Kriegstheater”, the theatre of war. This was the restricted 
battlefield with its military protagonists. The “Kriegstheater” of today has 
no borders in terms of subject and territory. The question fundamentally 
arises, how can we make representations of war without walls, without 
the unities of time, place and action? Can we at some point find an end-
ing in the representation? And which of us can remain only an audience 
member in the theatre of war?

Essay
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