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Introduction

As part of the drama, dance and theatre
courses at York St John University, we
often encourage our students to creatively
interpret textual and visual material for
performance. They engage in exciting and
sophisticated workshops to stage texts,
scripts and scores and uniquely, compose
on the page for others to interpret and
perform. This edition of Theatre Pages
shares the scripted and scored imagination
of our students alongside the creative
work of world-renowned guest artists who
have an association with us, through our
international research collaborations or,
through specialist talks.

A score for performance is a creative
composition marked for a page,
constructed and designed for actors,
performers or audiences to follow as

a guide to interpret, experience or
perform. There are many different types
of performance scores - music scores,
dramatic scores, sound scores, Fluxus-
Event scores, Wander Scores, spoken
word scores - and they are designed for
solo, small group work, or large ensemble
experiences. Their visual appearance

can take many forms - typeface, musical
notation, mathematical sequences,
movement sequences, graphics and
symbols, and recycled material for spoken
word. Some are composed as direct
instruction, whereas others are open to
multiple interpretation, giving the artist
freedom to play at decoding the author’s
ideas.

A performance score’s appeal is the
visual or textual appearance on the page,
encouraging the reader to find meaning
in the process of translation and to
embody a specific quality for delivery. To
experience an author’s idea from a page
to a space requires time, attention and
reflection. Working out how to perform
the score, is part of its appeal, because of
the experiential connection made between
author, performer and audience. New
ideas are invented within the process of
physical, visual and vocal translation.

The author composing the score is asked to
work within the restrictions and limitations
of a page and realise their imagination

for performance in print. An author may
compose a score that expects, from the
actor, meticulous precision of movement,
exact timing, and strict choreographed
gesture, to enact the work’s intended
sculptural appearance. For example,

from drama’s history; Beckett’s Quad
(1984). Others leave room for multiple
interpretation where the reader’s
experience of doing the score activates

the idea. For example, from the Fluxus
movement; Alison Knowles’ Street Piece
(1962).w

The Vignette, (a small play) has been
known to take the form of a score; look to
the seven sections of over fifty scenes in
Carol Churchill’s play Love and Information
(2012) where the contemporary playwright
invites actors to interpret a 60-second play.
Vocal scores call upon the repetition of

words to be spoken through the voices A,
B, C, D, rather than named characters. For
example, the score of contemporary artist
Emma Bennett’s Dog (2010) is about the
quality of speech and not dramatic plot.

A Wander Score, developed from within
the recent international interest in walking
arts practice, offers a creative experience
of wandering and considers walking as a
political or playful intervention with site
or space. See Hind and Qualmann’s Ways
to Wander (2015). Experimental music
composer John Cage famously known for
Water Music (1952), and multimedia artist
Yoko Ono’s Fly Piece (1963) tested the
possibilities of task-based performance
through their conceptual scores within
the Fluxus era. What might have seemed
meaningless has developed into a
meaningful culture.

Today, artists who have submitted their
works to this magazine, are working across
the live and the documented, the scripted
and the mediated. There is no doubt,

the simplicity of Fluxus movement’s DIY
spirit still prevails, only within a more
playful, contemporary and generative
context. The scores by our contributors are
provocations, challenges, invitations, and
proposals to play, or reflect. Autonomous
in expression, our actors, contemporary
theatre makers dancers, choreographers
and facilitators, therefore, are also poets,
sound artists, musicians, walking artists,
cartographers, interdisciplinary artists,

and writers. Our students and guests have
composed deeply meaningful inventions

here because they have captured an idea,
a sound quality or a story, using diverse
and inspiring forms of communication.
Workshops within our suite of modules,
including Spoken Word Performance,
Writing After Beckett, The MA module
Theatre Making, and many more, are
transformative learning experiences

that make a direct connection between
the page and a space, and offer a rich
experience in collaborative and reflective
possibilities.

We are moving into an exciting new era
within the School of the Arts with the
launch of our new Creative Centre this
autumn, providing students with a publicly
engaged creative environment and much
more. Therefore, it is with a celebratory
tone, we invite you to engage with these
venturesome pages and bring them to life.

Issue editor Claire Hind



The performers
should read the
score 1 to 11.

-

The owner

of the ball The first person obtains
kicks the large quanties of fake
ball into money. After obtaining
the flag to the money the first
make it fall person starts throwing
over. said money at the chaser

of the ball.

The chaser
leaves only to The chaser tries The chaser then gets A further person
run back on to grab the shirt another quantity of enters the space
to the stage of the first person. money and starts and steals the ball
and place a The first person throwing money and starts running
huge flag. slips their shirt at the owner. And around with it in
over the top of then the performers the performance
their head to at this point choose space. The performer
reveal a 1991 how to end the is dressed in a 50s
Mother well EC performance. suit and tie with an
shirt underneath. accompanying flat
cap.
A chase The First person The chaser of The person in the
between the steals the ball 1 the ba}l starts space starts alternating
two ensues. and then a chase . throwmg beach their feet to kick the
Accompanied reverses. balls trying to ball (left to right).
by some music. ) disturb the owner
This the Match 31 person \évalks g‘t‘o of the ball from
e space dressed in a ;
fﬁ;;ee?jze Motherwell EC 1958 "8
’ kit and starts kicking a
ball against a wall.
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(Fast, as if in a frenzy)
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owt (Pause, a moment

step four: you run out of time. of realisation)

tick tock (boom!)
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500 Miles

Place a speaker in
the centre of a space

Play ‘500 Miles’ by
The Proclaimers on
repeat

Walk around the
space until you feel as
though you have
walked 500 miles

NOTE TO PERFORMER: Of course, the option is there to actually walk 500 miles around the space and truly feel the distance. This would take
approximately 125 hours (7500 minutes) at an average walking pace. So, your choice....
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In/out

Note:
Enter the Stage.
Where do you enter?
How do you enter?
How do you leave?

Perdita de Tempo

A performer walks on stage, bows in front of the audience, snaps fingers.
A piano is wheeled on stage, they sit in front of the piano, cracks knuckles,
plays a single note, stands up and bows, exits.

Stagger

Performer staggers on stage, places a box on prop table. Sits on bench,
looks to the audience, lights glaring in his eyes. Realises the mistake,
staggers off with box.

House
Darling i'm home!

Unerving Silence

Oh, | forgot, | live alone.
Exit

The fourth wall

A man enters the stage with a toolkit. There are 4 walls on the stage, he
hits the first with a hammer, stillness. He gives a nod of confirmation and
then moves onto the second, hits it with a hammer, stillness. He nods and
moves onto the third. He hits it with a hammer, stillness. Nods and moves
onto the fourth wall*, hits it with a hammer, the wall crumbles to pieces.
He slowly turns his head to face the audience. Look of pure horror on his
face. Screams, exits.

Repeat all four scores as a game, adding subtle changes and more actors
on each return. *Note 1; What is in the box? Note 2; the material for the
walls can vary according to budget, or imagination.




Contemplate the neighbour-
hood and district you live in.
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Ponder

Where are its borders?

Where does it begin and end?

R *ErEEEEF AREReRE R R

Invite athars

hzk a neilghbour / proprletor f passer by / friend /
who lives in the same neighbourhood to draw on the
map where they think their

neighbourhood ends.

Walk the borders inviting others. Set up a project
where you walk, talk and draw bEogether, sharing dif-
farances.,

How together, walk toe all the places that have a
conpnection to significant women. Map all the women by
drawing circles. Talk about the lack of wisibility
aof significant women in the landscape.

droirode o odrde g il e

Repeat with difference

Where ls the heart of your cliiby? Walk there.

Hhen you arrive, meest somsone £lse and ask them the
same question. Walk to their heart with them.

Repeat until you find multiple hearts of the city.
Together, aim to gather a crowd. Repsat.

Map all hearts on a map, together. Eepeat togeth-
ar, new mapping all of the broken hearts.
hihhhd hhdihd Rhbhbbd dhd s d

Where is your heart?

Where does this city end? Walk outside of your house
and walk towards the edge of the city.

hEEdkdh Ehbbdw EhbbRE b chEEE REEEEdE wEEAdd kR

Their hearts. Broken heartcs.

When you reach the edge, stand for a while facing cut
of the city looking into the distance. Turn back and
laok towards the city.

Take one photo facing out and one photo facing in.
What are the obstacles? Find an obiect from the edge
of the city and take this back hoeme in your hand.

Flace the object on the window ledge on your return.
The following day hold the object as you look out of
the window, towards the edge of the city.

1f your wiew from the window is Interzupted, sketch
the city on tracing paper, including borders, hearts,
broken hearts, circles, borders, edges and place it in
yaur Windaw.
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E R I ok W o W E - bW W ok R W kol w w l - W ow o h
drahhd B ohkdEwa bhddkd ] whkdkEd Ehd ok kR ihE [

AEEEEE 8 BEdE wEdad D WEmEEEE FFEhEd EEEEEE AEEEEE
AEEddd Edbdk® P O hhhddd wEEddd P dddkdEd dhdwEdd P wrrdddd

TR ENEE FFE AW LR R B RN RSN R THEFE FeoWNFEE N OFW



Contribution
A score for 3 performers.

Characters: H, M and S.

H: Physical or psychological?

M: Psychological.

S: Psycho...Logical?

M: Ha. Nah.

(PAUSE)

H: Laughter.

H/M/S tell(s) jokes.

H/S/M: At least you make yourself laugh...
(PAUSE)

S: Discussion?

H and S discuss a topic with opposing viewpoints.

M: Discussion reveals difference. Difference originates
conflict. Conflict originates...originates...perpetuates.

H/S: Gives laughter purpose.

H/M/S Choose new word for playful exploration...

Thinking about freedom, follow the arrows on this page 1o map a
joumey in a space. Whenever an arrow meets the silver Flourish OF

Liberty, FPALUSE for 10 seconds — and move on. Adapt to any space

as a walking performance for muluple experiences

14 15
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There are no stupid questions.

Is it safe to look at a picture of the sun?

What year was the battle of 1066?

What was Walt Disney's first name?

Where is Wally?

If | freeze hot water, can | use it later?

How can | be sure I’'m the real mum of my kid?

If Batman’s parents died, then how was he born?

Does it take 18™ months for twins to be born?

Who was the first guy to milk a cow?

Is he okay?

Seriously what possessed him?

What animal is Sonic the hedgehog?

Did Leonardo Da Vinci play Jack in the titanic?

17
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INTONE

Laura Cannell and
Ella Finer

This score was first performed at Tate Liverpool,
November 2018.

Link to extract of INTONE:

https://soundcloud.com/user-495311803/intone-with-laura-cannell-extract

INSTRUCTIONS:

Ask eight people to record a translation of the
score into a different language.

Interpret these eight records using your instrument,
your voice or any other sonic method/means.

Choose one instrument to duet, improvise and
interact with each interpretation, creating a thread
which comes and goes throughout the piece.

Play the voice records to compositionally
underscore the duet.

An experiment in successive acts of composition,
the music you are listening to has been translated
from this text — to speech — to music.

Scored three times over. Allowing for all the
translator’s drifts in speech and thought while
being recorded.

This text has been translated into eight languages
and the musicality, the sonic textures: the tone,
rhythm and beat has been transposed into a music
score in eight movements.

One
Two
Three
Four
Five
Six
Seven
Eight.

You are listening to one of these eight. As yet the
order is unknown.

19



Bad Dream

62065

92231

77012

43138

67137

55008

55004

45043

NP182 (Pick up the pace,)

60501

60085

60517

60009 (Breathing becomes shallow)

60895

60847

60103 Flying Scotsman he shouts he screams.
Behind his facade he’s not what he seems.
He’s dark, he’s brutal, cruel and mean.
He comes at night in each bad dream.

62387

68246

61929

61112 (Breathing begins to regulate)

60145
61456







Magnum Opus MMXX

Anchoring female sulsjects to teir nuale lovers
to challenge the patriarcin.

A text These words may be embodied in person or on g canvas, and will assemble

Val, I: Heroides ==

an ensemble unprompted,

Vol Il: Amores == Creating room for the self in affairs of the heart.

A text Allow this image to drow forth your own words, spoken aloud or written in
kind. Strive for some degree of euthenticily, though it will net be held agalnst you,

Viol. ill; Medicamina Capilli Femineae == cChanging the plysical form.
A text Speak as if avoiding any sord of meaning er intentisn Undereut thiz nevtrali
ty with the final words, Whisper them, shout them, o change of colowr,

Vol IV: Metamorphoses == Changing the spiritual self, by will of the divine.

A text. Form o growp, distribute the text svenly. Fellow the errangement af the
words a3 one would @ mop bo ind one's place on the stoge. Stand 6t apard from
each other. Stand alone.

Vol V¥ Fosti == Celebrating. alwavs celebrating.

A text, Recite as if vou hove complete and witer confiderce in what you are saying.
Look to those who carry mispdaced confice rce a3 a sewrce of inspiration

Vol VI: Ibis we cursing in an ugly tongue that cuts Hwoats and blisters moutls.
A text Take my anger and my ache. Understand them. Unlemsh them, unbound,
Stand somewhere important, amplify your voice. Give them hell.

Vol VIl: Tristic == Alowning lost ime, a door that will not open from inside.

A text. The pattern can be woven into itself in o round, Bress the words fogether,
build @ beawy cloud, fet it wash over the audience,

Vaol. VIll: Espistulae ex Ponto == Declaring exile.

A text. Redite in o palr, or spor alone. Establish significant distance between your-
selves Allow the air between you to do the wark.

Asleep, a Wander Score, using the lyrics
from The Smiths’ song Asleep. Find a song
that you wish to distort. Follow the way the
song makes you feel by walking through a
space. Translate this walk into your finger

tip. Drag your finger along a page and "“‘-.,..
distort with your eyes closed. — =
- st
i "'-\.
. . = ] H“‘x
e - ~
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= - ~ £ - 'k“ -.-"'“‘-x_
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Outer ego / Inner soul. A physical performance for 3 - 40 artists

This is a map for you to physically embody.
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The Chair, No-thing is a Thing
A score for two voices and object manipulation

A single dilapidated, wooden chair sits centre-stage.
There is a white, soft-edge spot-light on The chair.
(Voice 1: spoken hastily) (Voice 2: whisper)

Phase 1
(Silence... a single, loud crisp clap)

(V1) I am space and lack of...

(A loud, crisp click of the fingers)- It is my lack that is the offer
(V2) The call that beckons to be answered- (V1) ...
(V1) The vacancy that is lulling you, like a soft lullaby, to occupy. | have a presence...
(Pause for five seconds) ..A stronger presence brought of being
incomplete
When you accept my offer... (Sound of fingers wrapping along wood twice)
We belong to one another /(V2) a sssssymbiotic.
Phase 2
(The Chair slowly begins to separate, each piece of wood floating ever so slightly
outwards with each passing second)
(V2) The emptiness surrounding speaks of consumption
Purposed firm for support/ (Fingers of hand patting against wood four times)
(V1) S, su supp/ (V2) Purposed firm for support
Release, softly, leaning back into submission
(V1) My  bones are  hard, connected, intent/ (Fingers of hand patting
against wood four times consecutively)
I will console your fatigue, take in my soft touch leaning back into submission

(V2): Peg legs!
Don’t ask/ (Crisp Clap of the hands)
No need to ask, my silence is confirmation. Silence always...
(5 seconds of silence)
Phase 3

(V1; satisfied and relished) Groannnn... creak, squeeeek creek, click, clack / (V2)
Grooooooaaaaaannnnnnnnnnnn
(The expanding of the chair stops, the pieces of wood hanging in the air)
(V1 & V2) | am space and lack of...In truth, | am nothing but the voice of absence...
(The pieces of The Chair ever so slowly begin to de-expand, in silence, until The Chair is
reconstructed center-stage)
Phase 4
(Repeat the expansion of The Chair in silence/ (As The Chair begins to expand, repeat the
vocal score from ‘Phase 1’, whilst the space very slowly fades to a black-out)
(Repeat the vocal score from ‘Phase 2’ in the blackness)

{

Die Accordingly’

Walk around the
space until you feel
like you’re about to

drop down dead

When the moment is
right, you’ll know

Die accordingly.

29






Water

Prime Candidate: A LIk

Single desk. Piles of unorganised papers. One pen. Dark space, dim spotlight cast
upon the desk and face of A. lp

Notlong mow... (A sequence of spiralling numbers is cast upon the performer) Ty
Begin to write. fMRIOHLEND ia

Repeat. The numbers gradually disfigure. Repeat until the numbers are r
unrecognisable.

2,3, 5 7 11, 13.. foster.. 17, 18, 23, 28, 31, 37.., foster.. 41, 43, I

47,53, 59, 61_. foster.. 67, 71, 73, 79, 83, 89, 97.._ Perfect... I

Again Repeat. Remember. A

Not long mow.. 0. 1. 1. 2.0 3. 5. Can't ealm... Con't rest... L

2,3, 5.7, 11, 14... i Pl k
Start agaln, (A continues writing) 2. 2, 5, 7, 12, 12 breath.. STREAMING

17, 19, 23, 29, 31, 37.. breath... 41,43, 47, 53, 59, 61 breath... SLITHERTNG

&% Fi, 73, 76 89, 89, oF . Keep breathing... Perfect... SULIDING FORTH
Not long mow.. &. 15, 21 3. 55 84 Can'l colm... Can't rest.. RAI

2,35 7, 11, 13... faster... 17, 18, 23, 249, 31, 37, foster.. 41, 43, 47, 53, 54, 61L.. foster... &7, NI
71, 73, 79, 83, 88, 97, slower. Apain, Repeat, Remember. 2.3, 5, 7, 14, 4%, 47, 18, 3, 349, 34, 37,

41,43 47,53, 59, 61, 67, 71, 73, 75, £2, 89, 57 Asw piece.. 2.0 8 K 10 B8 I7, 08 B 39 B, 07 40 49 47 N
§1 S SI6F TA 71,70 B3 % 97, 2 05 & 10, DN RP 0% PR 29 00 BT AL 41 &7 30 99 BN ET LTI PR, A0 MR N, P 08 T

FEREE NG ] rl,:l-I.H:II 1:.u_u-,ui|,:q.:|_nH,:u;ﬂ,n,.ﬂ_r:l:.;-_:u_u,nu,nun_u..,m_.-n,..u:,unn,n, G WAW RUNN]NG

N W O ol i, 8 B, R R o g ] g 085 e e

Biood and bone... £l Blood and bone... md . ra0 397 dre aer FREE

A looks up. They do not et up. A takes 3 new piece of paper and continues to
wirite, O e
The sequence beging anew. The Projections Persist, The projections persist in
colour. CWNAWTL N
Not long mow..
CAPTIVATING ME 13
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Tactics for walks Phil Smith

Walk as if submarines could pass through concrete. 2/ Walk as if the city
were a cemetery. 3/ Walk in a group. All the walkers keep at least one hand
on one person in the group. At various times the group carries one of its
own. If a passerby offers themselves, carry them. 4/ What if the streets had
been written? Can you find the author? If the streets are accidental, can you
find Chance?

5/ Walk until you lose interest. Search for it.

6/ Walk with the dizziness of freedom; examine what still remains in focus.
7/ Take insect form (as god did in Moby Dick).%/ Walk half the distance.
Now imagine evolving a new sense organ you will need for the second half
of you journey. Walk with it — what surplus do you feel? (if it helps, model
the new organ in clay and carry it.) 9/ Assume the most complex
explanations for everything you see; and seek the understanding that they
will only be simplifications for real causes. 10/ Walk in the knowledge that
everything you experience will not be shared; its secrecy is both a case of
personal discretion and of national security. 11/ Walk on the sky and look up
to the sidewalk. Walk in the persona (do not act it out, but see through
its eyes) of an insurance claim investigator, a drunken fly, a hybrid, a
warrior, an escapee...13/ Walk in someone else’s clothes.

14/ Deliver gifts.

15/ Walk as if your body were an empty flag, or a transparent sheet. 16/
Take a walk avoiding efficient accidents; dodge the predations of those who
organise the misfortunes of the weak in the interests of the powerful.

17/ Ignore the sun, romance the dark.18/ Can you walk a collage of the
street? Not a sequential walk, but a walk of juxtapositions and leaps. Not
only of additions, but of the missing whole, the disrupted texture.
Choose a manual for your walk: a cookery book, a book of carpet samples,
a guide to types of clouds — and walk according to it. 20/ Walk,
eavesdropping: change your walk each time you overhear another person
(or persons) speak. 21/ Take a day. Everything you see record behind your
eyes, or in notes and sketches, or on a digital camera. At the end of the
walk, sit down in a cafe, library, bar or other comfortable public place, and
sketch the structure of a novel or a pitch for a movie based on your findings.
Walk, recording different kinds of light.

23/ Walk hungry.

24/ The city is dream; but you are waking up; be careful. Walk quietly,
carefully, do not disturb the city. Where can you find fire? Share the
warmth with others. 26/ A walk of names: collect names — from signs, from
passersby, from... anywhere — at the end of the walk, change your name.
27/ In the daylight: walk with a lit candle; in the dark: walk with it
extinguished.

28/ Walk music.

29/ Make a map of buildings you have never been inside, public or private;
see how many you can gain entry to on a single walk. A walk with many
others when no one speaks. 31/ Make a walk with a cover story, walk a walk
you are not taking, walk a walk that will not be walked, was never walked,
you were not there, we are not here, it never happened. 32/ On a day when
temperatures are at least above freezing point, walk with a piece of ice, until
it has all turned to water. 33/ Find the hidden centre Walk until you find
a magician; walk until you find a nurse. 35/ What if someone else already
walked your walk? Who was that? Can you keep walking until you find
them?

35



{grah yoursen 2 spuds,
always thought.

My dad's role in my childhood was inconsistent, it was mim who taught us sbout our

heritage and my dad's faith, she’s the one who cooks a paziliion cumies for Bd [(Chap

3 arvens and iy am it ol T see oo and did Mendi_ taught us about the
rituals and calebrations. My dad, wasnt around to get invalved.

Ive ahways identified a5 mixsd race_ My mum is British i
sy avan and bowland my Dad Falostam, or 50 |

I do recall cveshearing him sy to my mum; "We're/nod Pakistani. We're Kashenirg
And she'd renly.. ' Same thing'

Sndh (Had) to the The Sureys Wench, Hin
Gl who eventusly converted to lslam & ¢
My dad's family had Inved in and arownd

known to be one of Feyalty, Religion an
generations bad, all became village dders] mull
Muslim commur ity in what became The Fri
oooupied Kashmir, (4203 hin

r cagt, "The Rajput’ is
dad's grondfathers for
and leaders, representing the
Sate of Brmu Kashmir o British
o Tomal oS an ' stirl

In ‘Partition’ my dad's family were displaced, 1o Pakistan, the Punjab region. Al
Musims Trom Botish eccupied Kashmar, which had been damed as Hndu terntory,
packed up ther [ife, hundred's of vears of family higtory and became refugess My

Grandmother and Crandfather with thear first born; Mumtaz, made the journey.

In Funjab they were given & flourmillin exchange for the land and wealth they had
left in Kashmir but they didn't know how to make a business like that work, They
were not men of the soil, working dess get your hands mudsy types. They were
ecucated, refigious, upper dass dedsion makers. They soid the flowmill, bought a
bus and slarted a taa company. Life was different here, hard, 1he weather was brutal,
they weren't comfortable in Punjab. They didn't have the comfort of familiar family
and friends from generations past, surrounding them, they missed home

In 1958, when my dad was four, they padied up ife again, (this time more children
in tow) and moved to Azad Kashrir, the self-governed part of Keshmir that belonged
o Pakistan. Back to a town wivere the weather was cooler, (he pace of life more
tamiliar end Tamily friends of generations past had seftled there (oo,

Diasporic Keema Aloo

(add 500g pv Hala minced Mutton an’ &, it it sirmer for & [ea8 an howr, adding
hal a2 cup 3" water of the mea soaks i al gravy]

Azad Kashmir my grandfather set up a shop, firsl selling papers, then added a
axery, then 8 convenienos area, he made it ther home & s more like home bo my
grandparents, people knew them, knew the family's hastory and sooal Satus, their
business didat meed (o be explaned

When my dad tumed 13 he moved to England.  dlone His jourmey inbo the country
was dubiows. A man came to his school, told all the boys England promized a hetter,
freer, more fruitful life, all he had to do was get on a plane with & couple and tdl
customs they were his parents. it was some sorl of tex scam. Af firs his parenis had
said hee couldn't come but my dad's friends were dl meking the trip and were
organising 1o live with friends of friends of Tamily cnce they'd arrived. He did not
wani 1o miss oul, 50 he aded oul and eventualy his parents relented,

| cannct imagine how my grandparents must have felt. | don’t deep when my kids
shay ot ther Irends house's. To ther dismay; | tesd and call 8 dozen imes but there
was no emal, Zoom calls or mobile phones back in the 1960's. Adross the world
contac was limited. My dads brother Mumtaz, had run awayin the earlly 19560's,
Mumiaz had been missing for years with no contad . My dad lesving, must have felt
like they were loosing another child My dad regrets the way he behaved now and the
decision he forced them to make

His parent’s felt uncomfoable in Punjab, it was temporary. A small time in ther Fves
Punjab, Pakistan was never home, but Azad Kashmir was home from home; for my
grandparents. t was mare familiar, they had connedions there. [(Jhuck powr bodled

souds i pod a S arn i) ' not sure my dad Telt that same connedion, but he
didn’t fedd it in Purgaly eilher.

My dad went to schod in England but wes forced to leave at 14 and began work in
fadories, He worked sooss Beopeinthe 1370's and 1930%. | think he was
searching for a place that Telt like home, [ Yow can S0t pears iF yow Fkee, i don't ) My
home |5 with my two children and my husband, place is imelevant for me, when | am
with them, even when they are driving me nuts (dont gt nut's in, wgh) my soul
rests, | am home.

(5w nicE) WOl el Wit RO, wsing 3 spode, fork or pour hands, ot doesn T marier)

Maybe if my dad had stopped searching for a place, he would have found his

home with us. Siara lling-Ahmed
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SWI TCH
A SCORE FOR ONE VOICE
Staging: A chair, centre stage, single overhead light illuminating a figure

Voice: (When the stage is lit it is to be spoken at a normal volume. When
the stage is in darkness it is to be spoken in a lower register - almost as
a whisper)

It's on...the light is on...but it’s too bright...to blinding...that’s all light
is...all it is for...light the way...to guide...to shine...illuminate...but it’s too
bright...it’s too bright...too bright...bright...bright...too blinding to
see...would it be easier to see in the dark? PAUSE ... off THE
OVERHEAD LIGHT TURNS OFF LEAVING THE STAGE IN DARKNESS
The darkness is...kinder...it doesn’t hurt...eyes don’t hurt...in the dark...
yet it’s too dark to see...too black...in the dark...there’s
nothing...emptiness...there’s an emptiness in the
dark...hollowness...sight...eyes...they adjust to the dark...but there’s a
little light... PAUSE ...just a little...a little light...without it...it’s just
black...dark...nothing to...sight...see...where do we find the little light to
see...adjust PAUSE ... on

LIGHT TURNS ON Warmth...the light has warmth...heat...hot...too
hot...clammy...sweaty...unbearable heat...breathe...hard to breathe...in
the heat...light...too bright...too hot...need shade PAUSE ...off LIGHT
TURNS OFF Cold... It’s cold in the dark...it’s the emptiness...it brings a
shiver...a tickle...hairs prick up...the dark...cooler than the
light...breathable...fresh PAUSE ...but too cold... PAUSE ...on TURNS
ON The light...it glitters...shimmers...gleams...and glows...it’s
pretty...prettier than the dark...off

TURNS OFF The dark...it’s dim...dull...but...there’s a strange...ominous
comfort in the dark...more than the light...on ON

In the light...we are transparent...seen...off OFF

In the dark...we are obscured...invisible...on.
ON

SILENCE...off OFF
SILENCE...on ON

PAUSE...off OFF

Electronic Fault Diagnosis

Interpret for Performance

Air Con Units.

Auto Levellers, _ V_
(o

30
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Opening Times: 7.30 - 5
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cochlea music

continuous non-silence whilst instructions are given
and performer-audience are prepared in pairs

two people sit side by side facing in opposite
directions, the left ear of one placed against the left

ear of the other, or the right ear of one is placed
against the mght ear of the other

an carplug is placed in each of the cuter cars, a
single blindfold is wrapped around both heads

when ready, continuous extemnal sdence
listening

exbernal non-sllence resumeas and instructions given
to remove blindfold and earplugs

Robart Wilsmora

A Flux event

for Art's Birthday
18 Jan 2010
E5SA, Loads
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