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Abstract 

in several times is a choreography of space, memory and the body. Developed from 

personal stories, family history and nostalgic association, the work aims to create a 

place in which several times and environments can be remembered and acknowledged 

simultaneously. The process of creating this work began with a trip to spaces that held 

significance to my family, searching for traces of the past in the present, and the 

recollection of senses that connect my body to these spaces and my history. The work 

has been developed with the creative input of five performers, two sound designers and 

a lighting designer who meet in an ever-evolving concert, enveloped in wafts of fresh dill 

and lemon. Presented in traverse arrangement, with two different sound spaces at either 

end of the corridor, the performance surrounds the viewer bringing them into the 

collective act and embodiment of remembering, recalling and sensing.  

Keywords:  choreography; memory; the senses; space; embodiment; movement 
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Introductory Imag

Figure 1 Performer Mahaila Patterson-O’Brien from in several times. Photo by Cory 
Thibert.  
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in several times 

How does the body remember? 

How does space hold memory? 

“Memories are always physical reactions. It is our skin which has not forgotten, 

our eyes which have not forgotten. What we have heard can still resound within us” 

- Jerzy Grotowski

Figure 2. Performer Kayla DeVos from in several times. Photo by Cory Thibert. 
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One year ago, I was travelling through Poland and Germany solo, visiting 

spaces that hold traces of my family history, eating cake for lunch, drinking a lot 

of beer and hoping that it would all lead to something. From then until now, I 

have searched through my own memories and stories, recalling the senses that 

connect my body to spaces from my past and my history. The sounds, the tastes, 

the smells, the feelings on my skin; searching for what grounds me within 

moments and places long out of reach or view. 

 

… 

the robotic drone of cicadas  

a warm forest floor,  

the scent of dill in the air,  

a kettle whistling in the night 

… 

closing my eyes to see it better 

to sense it better 

to be there 

to let it back in 

… 

 

 My collaborators on this project have shaped this work with me, bringing 

to it their own memories, nostalgic associations and past inhabited spaces. 

Together we have created a work which acknowledges and remembers several 

times and environments simultaneously and their traces which remain within us. 
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Past Times / Times Passed 
 

I returned years later 

perhaps too well-fed 

 

I wanted to check the place 

 

the hills were smaller 

and brown water ran in the rescue trenches  

 

grass mostly the same 

angelica remembered 

 

the view contracted  

was merely normal 

for so much fear 

for so much hope 

 

birds were flitting from lower branches  

to higher branches 

 

so even they could not offer me confirmation1 

 

 I am a multidisciplinary artist, choreographer and performer with a 

background in contemporary dance. With the body and self at the center of my 

work, I have investigated a diversity of media to explore everyday human 

experience, embodied memory, space, identity and the body. I am interested in 

viewing the body as a space that holds memory, and spaces as living sites that 

remember traces of the past. I am interested in a personal point of propulsion for 

my art making, referencing familial ties, traditions, stories, nostalgia and how one 

documents ones own life and history. 

                                                
1 Herbert, 228. 
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Figure 3. Linnea Gwiazda in A Process. Video still by Linnea Gwiazda. 

In the Fall of 2015 I undertook two projects that directly influenced the 

direction of my research which resulted in this work. The first, A Process, was a 

ritual performance in which I used my Babcia’s (Grandmother’s) brine pickle 

recipe on my own body in order to reach a “comfort” through putting myself in a 

state of stinging discomfort, feeling the ingredients2 working on my skin. Through 

the image and sensations of “pickling” myself, I was interested in connecting the 

organic matter that I am, to the organic ingredients used in pickling, with the 

intention to link myself to a process-based tradition. The second project, Sketch 

for Future Work, was a solo choreographic work, in which I used a radio cassette 

player and wore four different dresses that belonged to women in my family; 

slipping on different skins as a way to frame and reframe the body in motion. This 

second piece, led to the development of After seven, which was presented during 

the MFA Spring Show No Lost Blips in May of 2016. This choreographic work, 

set in a domestic, dining room space, explored movement patterns based on 

2 Salt, dill, rye bread crust & water 
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abstracted gestures, made contorted through repetition, the bodies of six 

performers and the displacement or layering of plane and focus. 

 

 
Figure 4. Performers (left to right) Eowynn Enquist, Felicia Lau, Amanda Damaren, Jenna 

Lee Hay, Mahaila Patterson-O’Brien & Marc Arboleda in After seven. Photo by 
Cory Thibert 

 
 In the summer of 2016, I travelled to Poland and Germany to retrace some 

of my own family history, focusing on my Babcia, and Dziadek's (Grandfather’s) 

movements during WWII and the Nazi occupation of Poland. During my travels I 

visited many sites of personal significance, placing my own body within spaces 

that held a history for my family at a time of the trauma and physical crisis which 

shaped their history and in turn, my own. I visited ul. Finlandzka, where my 

Babcia, Danuta Gwiazda (nee Czerwinska) lived prior to the Warsaw Uprising, 

and I crossed the Poniatowski Bridge which led her, on foot, into downtown 



 

6 

Warsaw when she joined it3. I took a train through fields in western Poland, 

where my Dziadek, Tadeusz Gwiazda fought against the Nazi invasion and 

visited the site of former Oflag VII-A Murnau where he spent years as a prisoner 

of war. As I travelled, I desired a connection to my own heritage through these 

spaces and my body. As if my body would somehow remember something that 

happened long before my existence or that something about these spaces would 

remember me. 

 Upon returning from this trip, I reflected not only on the spaces to which I 

travelled that summer but also to the memories from my own life that drew me to 

search for connection to those spots. The recollection of these memories, and 

those from my trip, are always grounded in the senses. I remember how things 

smelled, tasted, sounded and felt; the damp grass after a summer rain at Danuta 

and Tadeusz’s home in Rawdon, Québec, the sound of the river rushing over 

polished stones, the taste of fresh cucumbers from the garden for lunch. These 

are the senses to which I return, to bring myself back to the moments that have 

long passed me by, and reconnect me to spaces from my past and spaces from 

pasts before me. In many ways, these were also the senses I was searching for 

on the other side of the Atlantic and in turn, those that have made their way into 

the framework for this piece. 

  

                                                
3 The Polish resistance was known as the Armia Krajowa (AK) or Home Army. The first of August 
1944 was the beginning of the two-month-long Powstanie Warszawskie (Warsaw Uprising) led by 
AK forces. 
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In Conversation / In Context 

“1956. Cut by fall on pavement while roller skating in parking-lot. Nine-years-old. 

1957. Cut on barbed wire after falling off of horse. Ten-years-old.”4 

In my contemporary dance and choreographic work, many artists have 

been of particular influence to me in my direction and view of the medium and its 

possibilities. Such artists include Pina Bausch for her manufactured, stage 

environments referencing site-specificity and her use of embodiment as a 

choreographic tool, Yvonne Rainer for her gesturally driven movement and its 

minimalist presentation, Anne Teresa De Keersmaeker for her use of repetition, 

syncopation and freedom of personal difference among her performers and 

Crystal Pite for her cross-disciplinary works incorporating theatrical elements, 

multi-media and an ever evolving creative form. Within this work, I strive for a 

middle ground between the minimalism of Rainer and the abundance of Bausch, 

pulling from the repetitive qualities of De Keersmaeker in the formation of specific 

moments and how bodies can relate across space. Pite’s method of masking and 

then unmasking her performers, to pull them out of anonymity and reveal them 

as individual, augments an individuality that I additionally strive to achieve.  

Martha Rosler, Lisa Steele, Joseph Beuys, Sophie Calle, Sadie Benning, 

Vito Acconci and Ana Mendieta, have also explored many of the aesthetic and 

thematic points of interest and research that I have examined in this and past 

works. Trauma within the body, ephemerality, vulnerability and questions of 

identify, role and belonging have been considered by these artists in ways in 

which I connect to my choreographic influences and the opportunity to 

incorporate references to performance art tradition within contemporary dance 

construction. I see the work of these artists, as well as countless others working 

within the context of performance, to have a directness that translates their 

subjects with a conviction and presence that is unwavering, intense and 

4 Quote from Birthday Suit with scars and defects. Lisa Steele (1974) 
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impactful. Rosler’s Semiotics of the Kitchen5_ has been referenced in many of my 

works including in several times, as I have used a domestic space and its 

materials for task oriented gestures. Steele, Acconci and Mendieta’s use of the 

flesh of the body and the physical marks left within it and by it, have been notably 

influential in the ways in which I have been interested in viewing the body as 

material6. Beuys’_ performances have been of significant influence in my work 

around tradition and ritual, additionally his collections of objects on display in 

vitrines relate to the sentimental and even untouchable pasts that I have also 

referenced7. Calle and Benning’s_ respective work with the documentation of 

personal events, have further influenced my use of material documents such as 

cassette tapes and in past works, diaries8.  

Using my own history as a place of investigation I have also extended my 

research to Polish theatre made in the years immediately preceding, during and 

following the Second World War9. I have specifically investigated the work of 

Stanisław Ignacy Witkiewicz, Tadeusz Kantor and Jerzy Grotowski, as well as 

those who they have influenced, especially pertaining to the way in which they 

respectively depict the human body as site of crisis and memory. While I did not 

utilize their respective methods or processes directly, I looked to these artists as 

examples of those who have lived with a similar history as my own family, as a 

way in which to further my understanding of how to frame the body in 

performance and acknowledge the specificities of the history held within bodily 

memory. 

 In creating in several times, I referenced Kantor’s ideas around what he 

                                                
5 1975 
6  Specifically referencing Lisa Steele’s Birthday Suit with scars and defects (1974), Vito 
Acconci’s Trademarks (1970) and Ana Mendieta’s Untitled (Glass on Body Imprints) (1972) & 
Siluetas series (1976). 
7 Specifically referencing How to Explain Pictures to a Dead Hare (1965), I Like America and 
America Likes Me (1974) and a variety of his vitrines. 
8  Specifically referencing Calle’s series’,The Hotel (1983) & Exquisite Pain (1984/2003) and 
Benning’s pixelvison videos (1989/92). 
9 Additionally, I have investigated the poetry of Zbigniew Herbert through his work which 
references memory, the body and returning to past spaces. 
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referred to as Zero Theatre10. The way in which I understand working in zero 

zones, is to embrace erasure and minimalism in order to uncover a quality that 

denies artifice. For Kantor, this is achieved by such devices as allowing a slowing 

of pace, working against rhythm, stripping down excess and spectacle, avoiding 

a defined plot structure and performing not as an actor but in ones own non-

performative skin. I have employed many of these techniques in order to direct 

my collaborators to “perform” as themselves and create a space that has a 

tangible absence through erasure, allowing room for thought, association and 

memory.  

 

 
Figure 5.  Performers (left to right) Marc Arboleda, Gordon Havelaar & Charlotte Priest 

from in several times. Photo by Emily Bayrock. 

  

                                                
10 Kantor, 59-70. 
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Processes / Bodies in Space 

“Collective memory can be seen as a playground, not a graveyard of multiple individual 

recollections.”11 

Six months prior to the presentation of this work, I began to assemble a 

group of performers to collaborate with me on this project: Marc Arboleda, Kayla 

DeVos, Gordon Havelaar, Mahaila Patterson-O’Brien and Charlotte Priest. I also 

began working with a composer and sound designer Matthew Ariaratnam. My 

collaborators brought with them their own memories and associations to their 

pasts, which served to expand the focus of this work from an exclusively 

personal vantage point to include the experiences of a diverse collection of 

creators.  

In the initial phases of this project, we worked together to generate 

choreographic and conceptual material, based on images of sensing, feeling the 

weight of a space and recalling specific spaces from our pasts. The first direction 

we went was inward. We spent a lot of time with our eyes closed, as we 

remembered, observed our bodies and our impulses. During this time, I created a 

short work, flesh trace slip, that was presented in the Spring of 2017 as a part of 

the MFA Spring Show stick in the mud. The soundscape used during this work 

was generated and manipulated from the performance space, and consisted of a 

kettle, teacups, fresh mint, ginger and voice. The work was presented in 

proscenium arrangement and the nature of this work was stark and minimalist. 

The performers, set and sound existed together in one uncomplicated space that 

had a clear and clean atmosphere; it was contemplative, quiet and sustained. 

11 Boym, 65. 
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Figure 6 Performers (left to right) Charlotte Priest, Gordon Havelaar & Marc Arboleda in 

flesh trace slip, 2017. Photo by Cory Thibert. 

 

 Following the presentation of flesh trace slip, with the addition of Kayla 

and Mahaila, we continued to expand upon this research and moved outward. 

We began to work in traverse arrangement12 which altered the way in which we 

related the body and movement to the space. Departing from the clear, singular 

environment depicted in flesh trace slip, I wished to incorporate the feeling of an 

ever-changing and evolving space that could be many things at once. I also 

wished to bring the viewer into a close proximal relationship with the performers 

and to develop the dynamism of the interconnection between the sound 

environment(s) and the performers. 

 Choreographically, I wished to develop material not only from a sensorial 

place, but to explore aesthetic and conceptually rooted origins for movement 

generation, which allowed for the choreography to be motivated by a collection of 

                                                
12 Otherwise referred to as alleyway seating. In which audience is situated in a row on either side of the 
primary stage space, creating a corridor down the centre. 
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sources. I worked with the performers to create sequences of movement that 

were personal to them and their own memories. Recalling a space from their 

past, I asked them to embody that space, not to be in it but to allow it to be in 

them. From that prompt, they created sequences of movement that could be 

repeated and seen in many variations. I also asked them to draw a map of a 

route one may use to navigate through a space from their pasts. They followed 

their own maps to create a sequence of pathways, and followed each others to 

create a way to traverse an unknown space only using the drawn directions as 

guidance. The result of juxtaposing the sequence of those who had a history in 

the space with those who only knew it from a drawing, created the effect of ‘the 

remembering’, and ‘the memory’ being performed as a duet, sharing the space 

through time. “ 

  

 
Figure 7.  Image from workshop / rehearsal for in several times. (left to right) Gordon 

Havelaar, Kayla DeVos & Marc Arboleda. May 2017. Photo by Linnea Gwiazda. 
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 Sections of choreography were created using inspiration from my own 

memories, discussions had with my collaborators and concepts that had come up 

in process. I worked on a solo with Mahaila in which the movement came from 

the image of sensing traces of familiarity within a space or ones own skin. With 

Kayla, I created a section in which we focused on the feeling of waking from a 

dream, recalling that dream and wondering if it were real. A trio was developed 

from the image of attempting to sink into the earth, and a duet is performed with 

the performers separated by an expanse of space between them, never reaching 

one another physically, suggesting perhaps a sharing of space, separated only 

by time. Furthering that concept, Charlotte and Mahaila perform a section of 

Charlotte’s solo together, with Mahaila lingering behind Charlotte, picking up the 

trace of her actions. A trio is performed on loop while water in a kettle heats, 

waiting for a kettle to boil and whistle in order for it to come to a conclusion. Each 

time the choreography is repeated, it has altered slightly, gradually becoming 

more energetic in its attack as it mirrors the building energy on the hot burner. 

Throughout the workshop process in the early summer of 2017, we began 

to view the material in juxtaposition with other choreographic sections and added 

improvised, sonic accompaniment. During these viewing and creating processes, 

we connected new associations to the material13. We additionally asked similar 

questions about the sound, and experimented with what different sounds could 

do to the atmosphere that the choreography existed in. These processes were 

integral to developing the form in which the piece eventually took, establishing a 

collective space and weaving the arc of the piece from beginning to end. In 

creating the final structure for the work I relied heavily on the input from my 

collaborators that I had during this time. In listening to what we collectively felt 

about each piece of material and its contexts.  

 

                                                
13  i.e. “what does it remind you of?”, “Does this take place in a vast empty space or in a crowded room”, 
“Does it evoke a beginning, middle or end?” 
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Figure 8 Workshop / rehearsal for in several times. (left to right) Marc Arboleda, Matthew 

Ariaratnam, Charlotte Priest & Mahaila Patterson-O'Brien. June 2017. Photo by 
Cory Thibert. 

 
The final rehearsal process took place in Studio T from August 21st until 

the opening night on September 14th, 2017. During this time, we welcomed the 

addition of Gillian Hanemayer as lighting designer and Colin Williscroft as a 

second sound designer as well as sound operator. With the addition of lighting 

and sound, the final piece was structured in the performance space as we 

attempted to create an encompassing environment, built from all components in 

conversation. 
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Space / Forest, Treehouse, Bedroom… 
 

“This geography is always, ultimately, in reference to a human body, our body, and each space 

and place discerned, or mapped, haptically is in this sense our space and because of the 

reciprocal nature of touch we come to belong to that space..”14 

 

 
Figure 9 Performers (left to right) Gordon Havelaar, Mahaila Patterson-O'Brien, Charlotte 

Priest, Marc Arboleda & Kayla DeVos from in several times. Photo by Cory 
Thibert 

 
 Staging the piece in alleyway seating provided the opportunity to work with 

five possible sections of the space in play; the middle, each end of the corridor, 

and behind each side of audience. This spatial arrangement was used after 

acknowledging that in order to develop a piece about space, the space had to 

have a dynamic and ever evolving character. The space is not removed from the 

audience but exists all around them, as the performers make all sections a stage. 

                                                
14 Rodaway, 54. 
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The way in which the choreography is experienced when it moves, not 

only the body of the performers, but the gaze of the viewer, provided me with a 

new set of options that I had not previously explored as a choreographer. The 

reality of this arrangement presents a challenge for the viewer to make choices 

based on where to sit and where to look. The piece changes depending on ones 

vantage point and ones autonomy to decide what to focus on. Any two audience 

members may have a vastly different experience from one another which 

conceptually mirrors the ways in which we experience spaces and moments 

individually. This reality removes some of my control as a choreographer, as all 

moments cannot possibly be seen by all viewers. Simultaneously, it calls for 

greater attention to the entirety of the space as all sections have to be 

choreographed and nothing can truly be hidden. 

Shifting from a forest floor dappled with leafy shadows to an architectural 

maze of corridors, to a fiery sunset, to being plunged into a cool river after dusk 

and laying on its shores looking up at the stars, the lights bring the piece to 

different spaces, allowing one to merge into the next. I wanted evoke the 

atmosphere of an afternoon turning to night on a hot day in late summer, as that 

was the environment of many of the memories referenced by myself as well as 

my collaborators. There is something tangibly nostalgic about the end of 

summertime and the way in which heat engages the body is profoundly visceral. 

The lighting worked to both expand and focus the space, at times acknowledging 

its breadth yet also allowing for moments of isolation. The piece is bookended by 

atmospheres that are recognizably based in the natural world and supported by 

the sonic space with the intention of rooting ourselves back into the earth after 

diverging down many pathways of memory. 

Spatially, the choreography was created to acknowledge the performers’ 

bodies as human, but also architectural elements within the world of the piece. 

When Gordon and Mahaila stand almost still, for minutes, at one end of the 

space, Marc and Kayla relate to their forms architecturally as they follow the 

pathway through Marc’s mapped space. Using the performers own memories, 

they relate the physical characteristics of the spaces they recall to the 
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architecture within the theatre’s arrangement and doing so, move through such 

places as a childhood bedroom, a treehouse, a familiar forest, a family garden 

and a winding hallway of mirrors. Each performer has their own internal dialogue 

within the performance space, which is transmitted through the qualities they 

employ to relate to it. These stories and memories transform and cross-

contaminate as they influence one another and spark association. At the 

conclusion of the work, the space and the performers have been many things. 

Their qualities have shifted, figurative walls have expanded and contracted and 

the movement through the space has left a trace within it.  

 

 
Figure 10. Performers (left to right) Kayla DeVos & Gordon Havelaar from in several times. 

Photo by Cory Thibert. 
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Sounds Like… / Smells Like… 
“certain events,  

people, phenomena 

keep  r e t u r n i n g  to me 

as if  d r a w n  by some unknown force in me.”15 

 

 I worked collaboratively with composer and sound designer Matthew 

Ariaratnam so as to create an acoustic environment that could be generated from 

the performance space by the performers themselves. Four sound spaces 

provide the work with a variety of textured, acoustic offerings that are created by 

the hands of the performers and visible to the viewer. Each sound space was 

designed to reference a particular memory; my Babcia’s brine pickle recipe, a 

warm cup of tea in the evening, self-made cassettes and sparkling glasses of 

various sizes locked away for safe keeping. They are presented slightly isolated 

from the rest of the room, giving their image the quality of being a little window, in 

view of the performance whilst being separate spaces unto themselves.  

 The piece begins and ends with compositions created from field 

recordings made on Cortes Island, British Columbia by Matthew and in Rawdon, 

Québec by my brother, Mirosław Gwiazda. The spaces chosen for these 

recordings are places of significance to myself and Matthew and the recordings 

were made to capture the atmosphere of these settings. The compositions 

created from these sources have been recorded onto cassettes and are played 

from a cassette player that is operated by the performers so as to relate to the 

materiality of imprinting sound onto the magnetic tape, and transmitting that print 

into the space. While the cassette player is amplified, the textural quality of the 

material remains evident in the sound. The practical physicality of stopping, 

fading, switching and starting the cassettes is additionally significant, bringing to 

the work the pedestrian mechanics of listening. 

                                                
15 Kantor, 180. 
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Figure 11 Cassette sound space from in several times. Photo by Cory Thibert. 

The nostalgic character of cassettes themselves, dates to when I was a 

child in which they were the primary source of music in my home. I spent a lot of 

time in my childhood, listening to cassettes as well as making cassettes of my 

own voice, my environment and my daily life. These recordings took the form of 

documentaries and sometimes dramas, devising scenarios to act out so as to 

create my own version of a radio play. It was important to this work, to employ 

the same material that acted as my first method of recording memory, as a 

significant sound source within the context of this piece. 

The sound space adjacent to the cassettes, contains a pile of coarse sea 

salt, bouquets of fresh dill, field cucumbers and rye bread. When animated, a 

contact mic picks up the subtle and textural sounds of these pickling ingredients. 

The smells coming from this space can also be sensed in the audience which 

provides the possibility of arousing whatever individual and associative memory 

that may be connected to these materials. The primary animators of this space 

are Charlotte and Gordon, who have each developed scores with Matthew that 
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relate to repeated action created in concert with the rhythm of the choreography 

and at times, voice.  

 

 
Figure 12 Pickle sound space from in several times. Photo by Cory Thibert. 

 

Opposite, on a white, round table, various sizes of glass bowls are used 

with a microphone to create a feedback loop resulting in a sustained tone that 

fills the space. Kayla, who is the primary animator of this space, varies the 

sustain and the pitch of the tone by altering her movements and the size of the 

bowl being used. 

The final space is used primarily to make a cup of lemon tea which is 

drunk by the end of the piece. Sounds emitted from this space are created 

through practical tea-making actions such as grating lemon zest, rearranging 

cups, silver spoons hitting ceramics and a kettle boiling to a whistle. The citrus, 

akin to the dill, emanates beyond the border of this space and can be sensed by 

the viewers.  
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Figure 13 Glass sound space from in several times. Photo by Cory Thibert. 

 
Figure 14 Performer Charlotte Priest at the Tea sound space from in several times. Photo 

by Emily Bayrock. 
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Additional to the sound being produced from the spaces by the objects 

within them, Marc, Kayla and Charlotte deliver text that they created describing 

the memory from which they made their maps. The text is juxtaposed with 

movement that was not created from the same source, allowing for associations 

to be made by their connection in time.  

 
“So, I turned right and there were mirrors. 

In front of me, mirrors, 

and above me…  

mirrors too.”16 

 

“I sit down, sinking in. 

My feet don’t touch the ground. 

I’m alone, but I know this space.”17 

 

“I’m on a path,  

a meandering path… 

light, shadow, moss, cedar, skin, bone, 

the smell of warm pine needles…”18 

 

 Charlotte’s singing voice later meets the cassette in a concert of recorded 

river and live vocal tones, evoking the quality of a nostalgic yet peaceful 

yearning. Set alongside a solo performed by Kayla, Charlotte’s voice presents a 

parallel auditory interpretation of the atmosphere in which Kayla is inhabiting and 

choreographically creating. 

 It was important to the nature of this work, to have all of the sound be 

diegetic. Matthew and I, in collaboration with sound designer and operator Colin 

Williscroft, worked to create a soundscape that was material, fragile and organic. 

All of the sounds are omitted from speakers that are on the same level as the 

audience and performers, augmenting the connection to their source and 

                                                
16 Marc Arboleda from in several times 
17 Kayla DeVos from in several times 
18 Charlotte Priest from in several times 
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grounding them within the human body rather than an otherworldly environment. 

The sound is close to the viewer, is visual and at times even fragrant, further 

connecting back to the senses as an access point to memory and to the body 

itself. 

 

 
Figure 15 Performers (left to right) Mahaila Patterson-O’Brien, Charlotte Priest & Kayla 

DeVos from in several times. Photo by Cory Thibert. 
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Future Times / Future Spaces 
 

“…it is possible to identify an imagined touch, that is a haptic experience rooted in the 

memory…this rich touch imagination permits us to experience an intimacy with people and places 

that may be a great distance from our present location, in time and/or space or which we have 

never actually experienced.”19 

 

 
Figure 16.  Performers (left to right) Gordon Havelaar & Mahaila Patterson-O'Brien from in 

several times. Photo by Emily Bayrock. 

 
 The process of building this piece was like weaving little hints of the past 

into a moving tapestry. I began this research and the resulting work, with a desire 

to search for the past in the present and in myself. I wanted to fit into my own 

history as a part of it, even in being apart from it, due to the passage of time.  

 Over these last twenty-four months, I have thought a lot about what is left 

behind, what we hold onto that is invisible, what remains within us and what is 

                                                
19 Rodaway, 54. 
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imprinted on the spaces we connect to. in several times has developed to 

acknowledge that inevitable invisibility in presenting memories and spaces that 

cannot be seen and will not be blatantly translated to the viewer. What results 

however, is not an emptiness but rather a tangible accumulation of moments that 

are out of view but still hold space within and around us.  

 In many ways, I feel as though I have only scratched the surface of this 

research in the final production of this work. This is not in a defeated sense, but 

with the acknowledgement that the material and concepts are vast, as are the 

ways in which one could work with them. While in several times portrays memory 

as something that exists just out of reach and focus, moments which slip into 

memory can also be confronted with a blatancy that is exemplified in many of 

works that I researched along side the development of this one. While that is not 

the direction I took with this specific piece, I am interested in how a combination 

of approaches could be utilized so as to include a lack of ambiguity in the way in 

which research connects to product, and product is translated to viewer.  

 Upon experiencing the work with an audience, I am excited by what more I 

could expand upon if I have the opportunity to further explore the material. 

Sustaining silence and the subtly of sensing, augmenting the presence of the 

sound spaces visually, acknowledging the bodies and histories of the viewers in 

the space, and further developing material through embodiment are only a few of 

the things in which I would be interested in exploring within this work.  

Ultimately, I found the methods I employed to create in several times to be 

enriching in their communal and collaborative focus. To generate choreography, 

sound, lighting and conceptual framework with the community of minds with 

whom I was working, was exceptionally inspiring and grounded me within this 

process. Together, the space we created, from when a viewer enters until the 

lights go out, was developed solely from the echoes of the pasts that we came to 

the space with. Our memories and associations made this work, which in turn, 

reframes those memories, stories and pasts into something not out of reach, but 

rather (momentarily) material, concrete and lasting. 
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Figure 17 Performers (left to right) Gordon Havelaar, Charlotte Priest, Marc Arboleda, 
Kayla DeVos & Mahaila Patterson-O’Brien from in several times. Photo by Cory 
Thibert. 

Figure 18 Performer Mahaila Patterson-O'Brien from in several times. Photo by Cory 
Thibert. 
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A collection of times, over time 
(through which I consider space, memory and the body) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 “I live in several times like an insect in amber, motionless and so outside of time, for my limbs are motionless 

and I cast no shadow on the wall, sunk in a cave as in motionless amber and so nonexistent; 

 I live in several times, motionless but furnished with all motion, for I dwell in space and belong to it and 

everything that is space lends me its touching, transient form; 

 I live in several times, nonexistent, painfully motionless and painfully in motion and I truly don’t know what 

is given to me and what is taken away forever.” 

          - Zbigniew Herbert 
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Part I 

How does space hold memory? 

“MEMORY 
[has always been] ruthlessly pushed aside 
by those troupes marching 
f o r w a r d  , towards the  f u t u r e …. 

MEMORY … 
[is] worth thinking about! 
I was  d i s c o v e r i n g  it 
gradually, with enthusiasm, and often with despair. 
I felt  THEATRE was the right place for it. 
I was not mistaken! 
THE STAGE 
became its 
A  L  T  A  R  !” 

- Tadeusz Kantor
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Murnau am Staffelsee, Germany.  2016.    
 
 
 At München Haupbahnhof, Munich’s central train station, I purchased a ticket for the 

hour long train ride south to the town of Murnau am Staffelsee on the edge of the Bavarian alps. 

As the train made its way through the countryside of southern Germany, the mountains slowly 

came into view, the Staffelsee lake visible in the distance on the right and picturesque green 

rolling hills on the left. The train arrived at a little old station where I disembarked before it 

carried on to Garmisch-Partenkirchen and Innsbruck. 

 I walked along winding country roads between overgrown gardens, fields filled with 

grazing Guernsey cows, and finally a dirt path that led me over a grassy hill and down towards a 

populated street. From the top of the hill looking down, I recognized the arched entrance way and 

long stone walls which I had only seen in photographs. Once at street level and standing in front 

of the gated archway, I found a small plaque written first in Polish, and below in German, which 

acknowledged the history of this space; the reason why I had travelled to it.  

 The night before, I had been searching on the internet for any clues that would lead me to 

the site of the former Oflag VII-A Murnau, a prisoner of war camp for imprisoned Polish officers 

during World War II. All I had were a few images of the camp as it had looked upon liberation in 

1945, the coordinates as stated on a Wikipedia page (which proved to be wrong) and the fact that 

it was located in Murnau. After much unsuccessful searching and a plan that consisted of me 

going to the coordinates and seeing what I found, I discovered a blog by a young man of Polish 

heritage who travelled to visit the site on the 70th anniversary of its liberation. It was through this 

blog that I found the site’s location and its current life as German army barracks, Bundeswehr 

Werdenfeiser Kaserne.  

 My Dziadek (Grandfather) Tadeusz Gwiazda, had been a prisoner in this building, in this 

space, for the majority of the war and there I was, standing at its well secured gates, cars passing 

behind me, an auto dealership across the street and a McDonald's restaurant on the next block.  

 I walked up and down beside the stone walls, not quite knowing what to do other than be 

there. Not quite knowing how to be there in any particular way.  
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Cookshire-Eaton, Québec, Canada. 2012. 
 
 
 I was living on a farm for my second rural residency on this particular property which sits 

about two hours east of Montréal. The performance that I was developing as a part of a festival of 

performing and visual arts, was going to take place in the forest in about a week's time and I was 

still smoothing out some details, still questioning what I was doing, still wondering how to be in 

the space. 

 The trees were becoming more sparsely filled-in by the day as the leaves changed colour 

and fell to the ground. The landscape evolved, more was uncovered and more was buried. I left 

the narrow path and crunched my way through the leaves. I found a moss covered stump to sit on 

and sat in the middle of the tree trunks, listening to the sounds of the forest around me. I was 

trying to hear what the space told me. What did the space want me to do in it or to it? Did the 

space even want me there at all? 

 The trees that had been there for centuries had more beauty and wisdom than anything I 

could make. They had seen the seasons change the space, people move in and out of the space, 

animals live and be hunted in the space, lightning set fire to the space; so who was I to enter the 

space for two weeks and build a work in it?  

 After sitting for some time on the stump in the forest in autumn, I walked away from the 

site in which I was working and further into the woods, finding the trail and ending up at the 

clearing that had been the site of my previous work which had taken place that summer. It looked 

completely different in autumn, more waterlogged, more grey and lacked the smell which 

reminded me of my childhood summers in Rawdon, Québec.  

 Along the edge of the path was a collection of four stones that I had forgotten until I saw 

them there. I had found them that summer and clustered them together, on the moss by the side of 

the path. I felt like I had just received a little gift from myself, that past me was sending to future 

me through the space. The stones were wet and cold, a leaf and a pine needle were caught 

between them and some moss was beginning to grow around the side of one stone. My little, 

unintentional installation had been absorbed and was now part of the space itself.  
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Victoria, British Columbia, Canada. 2005. 
 
 
 One of my dance teachers had just returned from a trip to Germany to visit her partner’s 

family. She told me about her trip and specifically about an experience she had while being there. 

Walking through a city square, she unexpectedly started crying. She said a wave of emotion hit 

her out of nowhere and she was inconsolable. Later that day she discovered that mass executions 

had taken place in that particular square during World War II. 

 There is something unexplainable about that event, perhaps completely coincidental but 

there seemed to be a logic to it as well. We exercise that logic in the way in which we treat grave 

sites and symbolic monuments. We exercise that logic when demolishing a building that was a 

site of a horrific event. We exercise that logic when placing plaques on the past residences of 

celebrities or the sites of their deaths. When driving down a highway, the sad memory of motor-

vehicle accidents are marked with flowers left by loved ones. These markings suggest that the site 

holds a memory of what was lost. That there is something sacred about these spaces, something 

cerebral and tangible, as real as the event itself. 
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Poinatowski Bridge & Finlanska 5, Warszawa, Poland. 2016.  
  
 
 Sidewalk cafes and restaurants were filled with people tucking into their beer or coffee, 

pork cutlets or cakes. A bouquet of helium balloons rose from the hand of a man offering them 

for sale and the bustling streets held a series of carts exhibiting ice cream and waffles topped with 

whipped cream and candy. It was hard to imagine this lively street seventy years before; in 

rubble, blown apart, crumbling and uninhabited.  

 I turned left in the direction of the Wisła river and walked towards the ornate towers that 

marked the western side of the Poniatowski Bridge. Walking over the large car, trolley and 

pedestrian bridge, I looked down to the murky brown waters of Poland’s largest and longest river. 

I had crossed this river many times before, in different cities and towns, from Kraków to 

Sandomierz, from Toruń to Gdańsk, but had never seen the river in this way or given my view of 

it so much attention. 

 At this particular crossing in Warszawa (Warsaw), just over seventy-two years 

previously, on August 1st, 1944, my Babcia (Grandmother), Danuta Gwiazda (nee Czerwinska) 

left her home in her neighbourhood of Saska Kępa, crossed the Poniatowski Bridge into 

Downtown Warsaw and joined the Polish resistance known as the Home Army, Armia Krajowa 

(AK). She did not return to Saska Kępa until 1971.  

 The Polish resistance had formed at the beginning of the war just before the fall of 

Warsaw in 1939. By 1944, AK included nearly 400,000 women and men which made it the 

largest resistance movement in occupied Europe20 . The first of August 1944 marked the 

beginning of the two-month-long Powstanie Warszawskie (Warsaw Uprising) led by AK forces, 

which eventually resulted in a surrender by the AK and Danuta’s imprisonment that would last 

until the end of the war. The Poniatowski Bridge was destroyed by German forces during the 

uprising and had to be rebuilt along with the city that it serviced.  

 From the bridge’s centre, I looked back at the city skyline, one that had not existed in 

1944, made distinct by the dramatic shape of the Palace of Culture and Science that was built as a 

piece of Stalinist architecture in 1955. Turning to the east, the PGE Narodowy or National 

Stadium marked the riverbank, its imposing form extending well above the trees and the sandy 

beach below. It was warm but windy, cars sped by and my sunglasses blocked the kicked-up dust 

from entering my eyes.  

                                                
20 Zamoyski 360.  
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ul. Finlandzka sits only a few blocks east of the Poniatowski bridge. The street is 

beautiful. Filled with tall trees, rows of well kept three and four storey apartment buildings with 

gated gardens containing colourful summer flowers. Looking for house number five I imagined 

Danuta walking along this street, leaving her home, not knowing when or if she would return. I 

searched for evidence of that history in the sidewalk, the trees, the buildings and wondered 

whether any of the families that currently inhabit these homes had a history in them that stretched 

back to that time; the uprising and the moment when Danuta left. 

Finlandzka 5 was on the first corner. Cement outer walls with simple rectangular 

windows and balconies on one side. Modernist, interwar architecture, presenting itself more 

humbly than the white facades of its neighbouring homes. There was a Polish flag attached to the 

side of the building, lightly waving in the breeze. A window was open in one of the apartments 

from which I could hear someone cooking, listening to the radio and could smell onions and 

mushrooms sautéing. I wanted to take some photos and did so, while feeling self conscious of my 

presence, aware that I was taking photos of someone’s home which could be perceived as 

intrusive and inappropriate.  

This was not my home and yet it was. This was not my space and yet it was. I was an 

outsider and simultaneously an insider. I was searching for the past in the present, trying to allow 

for my presence to spark recognition. I wanted to be acknowledged or have acknowledgement.   
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Part II 
 
 
 
 
 
 

How does the body remember? 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
“Myths which are not an invention of the mind but are, so to speak, inherited through ones blood, religion, culture or 
climate. 
… 
Memories are always physical reactions. It is our skin which has not forgotten, our eyes which have not forgotten. 
What we have heard can still resound within us. 
… 
Make your actions concrete, relating them to memory.”  
 
 - Jerzy Grotowski  
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Zakopane, Poland. 2013. 
 
 
 I was struck by how different Zakopane is from the rest of the country. Set apart by 

ornate wooden homes21, mountain-filled skyline and distinct Goral culture22, Zakopane is a tourist 

destination for mountaineers as well as lovers of natural landscapes, art and culture. I too fell in 

love with the region and was drawn to it as a little town filled with an air of sub-culture and 

mystery.  

 I entered a dimly lit theatre that resembled a cozy bar from the 20’s. There was a 

substantial crowd of people chatting over cocktails, sitting in dark wooden chairs, dressed up for 

the evening. It was warm, comforting and inviting.  

 Teatr Witkacy, is a vibrant theatre named after the Polish artist, novelist, philosopher and 

playwright, Stanisław Ignacy Witkiewicz (Witkacy) who called this southern mountain town 

home. He had a life filled with personal loss that ended in his suicide on September 18th 1939, 

upon hearing of the Soviet invasion of Poland. Witkacy’s absurdist, surreal style made famous 

primarily after his death, has been an influence for Polish theatre makers such as Tadeusz Kantor 

and Jerzy Grotowski, in the years and generations since.  

 That night I was seeing Człapówki-Zakopane by writer Andrzej Struga, based on his 

novel Zakopanoptikon. The show, which embodied many of the qualities of Witkacy’s work, acts 

as a satirical take on Zakopane’s position as a meeting place for Poland’s elite during the interwar 

period, walking a blurred line between grotesque and realism. Being almost exclusively in Polish, 

I was unable to understand any of the dialogue but what could have been seen as a setback was 

nearly forgotten as I was completely captivated by the physicality of the actors and the ways in 

which they told a story in such a dynamic, absurd and interdisciplinary way. 

 Through the laughter, I could sense turmoil, trauma and sadness. Present in the work of 

Struga, Witkacy, Kantor and Growtowski, among others, is a performing body that undergoes 

hardship, persecution, pain and ridicule. The body is a site of anguish and the memory of anguish. 

The wrinkles and scars of the elderly are on display as are the boney spines of the young. The 

audience sees sweat and pain, the artists are touchable and the action relates to the truth within 

our own lives through the unmasking of the body23. Not only is the space a site of memory, but 

the body is one too. The body remembers, and the memory of space transfers to the body.  

                                                
21 Made famous in part by Stanisław Witkiewicz, the father of Stanisław Ignacy Witkiewicz. 
22 Goral refers to an ethnic group from southern Poland, northern Slovakia, and the Cieszyn Silesia region of the Czech Republic.  
23 “There is only one element of which film and television cannot rob the theatre: the closeness of the living organism…let the most 
drastic scenes happen face to face with the spectator so that he [they] are within arms reach of the actor, can feel his [their] 
breathing and smell the perspiration.” Grotowski, 41-42. 
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 Maybe that is why I felt so comfortable in this theatre, in southern Poland, in a country 

far from home, in a language I could not speak or understand. Maybe something about my body 

was a part of this history. Maybe something in me remembered. Maybe my own body 

remembered.   
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Rawdon, Québec, Canada. 1995.  
 
  
 I walked down the steep driveway along the colourful flowerbed to the dirt road below. 

The dirt was brown, a colour that I did not see in British Columbia. It made me feel like I was 

some place far from home, foreign and yet familiar. I had grown up seeing this brown dirt of hot 

Québec summers, visiting my Babcia and Dziadek, Danuta and Tadeusz, each July or August. I 

remember the smell of our evening walks, the way the ants made tiny pyramids on the roads 

edge, and the sound of bugs being zapped by a device hanging on the porch a few houses over.  

 At the end of the dirt road my family and I turned onto the trail that lead down beside the 

waterfall and the river at the bottom of its plummet. It was humid but I was bundled up, the only 

skin exposed were my hands and face, a necessity to protect against mosquitoes, black flies and 

horse flies. We came down this trail most days, practicing a Polish tradition of searching for 

mushrooms, in this case, along hills that sloped down to a muddy river bank.  

 I was actually very good at mushroom picking for a kid, I think it was my height that 

allowed me to easily see the specks of orange hiding under a fern, leaf or decomposing branch. I 

followed the tiny stream, small enough to step over, that wove its way down the sloping ground 

searching to meet up with the river that it was separated from by the human-made path.  

 We were searching for chanterelle and boletus mushrooms that grew most abundantly in 

late summer or early autumn. After picking, we headed back up to the house with our bounty, 

wicker baskets filled with gold and brown. We ate a lunch of breads, cold cuts, cheeses, fresh 

tomatoes from the garden and Danuta’s homemade brine pickles. After our lunch and afternoon 

tea, we dumped the mushrooms out onto the kitchen table and cleaned them of the soil and pieces 

of forest that stuck to their skin.  

 The smell of drying mushrooms soon wafted from the dehydrator through the small 

house as Tadeusz watched M*A*S*H on TV, my baby brother took a nap on my father's chest in 

a lawn chair, Danuta and my mother bustled around the kitchen and I floated somewhere in 

between it all. 

 Before dinner, we waited, watching fresh chanterelles sauté in butter. As soon as they 

were hot and well coated, they were placed on pieces of warm baguette with mayonnaise, a 

sprinkle of sea salt and served to be eaten immediately.  
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Western Poland, between Poznań and Warszawa. 2016 
 
 
 I kept glancing at my map, chronicling the train stations we had stopped at. The steady 

rumble jostled me as I looked out at the passing landscape of western Poland. Farmland stretched 

out on both sides of the track holding rickety sheds, farm houses and sunflower fields. Every 

fifteen minutes or so, we would stop briefly at a little train station that looked like it had barely 

been renovated in hundreds of years. A few people would get off, a few would get on and then we 

would keep moving.  

 We crossed fields and hills, passed by lakes and streams, the occasional dirt road or 

abandoned railcar. We crossed a river on a bridge and I wondered whether this bridge had to be 

rebuilt because of Tadeusz. I hoped that it had. 

 In 1939, when the Nazi-German army began invading Poland, Tadeusz, an engineer, had 

been stationed near the German border at the town of Szamotuły and was given the job of 

blowing-up bridges to slow-down the invasion. He would asses the bridge and decide where to 

place the explosives so as to guarantee a clean explosion, requiring the least amount of resources. 

After the bridge had been destroyed he and his team would move on, to the next bridge, the next 

explosion, the next detour the German army would come across.  

 Somewhere in the landscape passing by my window was the site of the the Battle of the 

Bzura otherwise known as The Battle of Kutno. Tadeusz, as part of the Armia Poznań (Poznań 

Army) fought for ten days to hold off the German invasion before the surrender of the Polish 

capital of Warsaw and his capture which brought him to Oflag-VII-A. 

 When in Poznań, I had visited the museum to Armia Poznań which was essentially a 

hallway filled with documents, fragments of canteens and pieces of uniform. A man sat at a desk 

on one end and watched me with skeptical eyes for the entire time I was there. We did not share a 

language. When I left I said “Dziękuję” (Thank you) and “My Dziadek” while pointing to a photo 

of the Battle of Bzura. I think he understood.  

 The landscape rolled by and a female voice over the intercom announced the next station 

as being that of Kutno. The train pulled into a station that looked relatively similar to the others; 

rickety, brown with peeling paint. The chain of cars slowed and then came to a stop. The sign 

“Kutno” was visible in multiple places. People got off, people got on, and then the train started up 

again, moving along the tracks to the next station along the way.  
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Montréal, Québec, Canada. 2012. 

In the context of a video class, during the last year of my undergraduate degree at 

Concordia University, I watched a video piece by Canadian artist Lisa Steele entitled Birthday 

Suit with scars and defects (1974). The minimalist presentation, black and white and self-shot, 

presents the artist in her naked form as she methodically and chronologically displays her scars to 

the camera. She touches the scar repeatedly, stating the year, the reason for the scar and her age at 

the time: 

“1956. Cut by fall on pavement while roller skating in parking-lot. Nine-years-old. 1957. Cut on barbed wire 

after falling off of horse. Ten-years-old”.24 

When I first watched this work, I was struck by the starkness of it; the way in which the 

sound of the beeping video camera was present, the creeks in Steele’s floor, her voice directly 

recounting the physical scars that adorned her body. During this particular time, I was very 

inspired by the video and performance works of artists such as Sadie Benning, Martha Rosler and 

Miranda July. Naturally, upon this introduction, Steele was immediately added to this list of 

artists I referenced within my research and work who explored femininity, memory and 

minimalist storytelling. 

When searching the internet to find this video, one is confronted with countless remakes. 

Steele’s work has inspired people to share their scars, as an intimate action yet one not so intimate 

so as to reveal their true pains or hurts.  

I thought about my own scars: 

1991. Indent in upper thigh from doctor malpractice. Three weeks old. 

1993. Cut on head from corner of parents bedside table caused by falling off bed. Two years old.  

1994. Cut and embedded grain of sand on chin from falling off swing. Three years old.  

— 

I thought of the scars that had no marks, no date of creation, no real reason for existence: 

24 Quote from Birthday Suit with scars and defects. Lisa Steele (1974) 
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 Constant anxiety. 

 Constant worry about health (own and others). 

 Constant assumption that something bad is going to happen. 

 

 I could attribute the latter list to my father and in turn to Danuta and Tadeusz; for 

worrying incessantly, for assuming tragedy is just around the corner, for saying “Oh no!” 

whenever the phone rang, for planning what highway to take two days prior to driving to 

Montréal, for not letting me play in the sandbox, for looking at a morbid book of symptoms (way 

prior to the internet) any time anyone felt an ache or pain, for fearing that the 1995 Québec 

referendum was sign of the next Holocaust...but that might be too simple.  
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Vancouver, British Columbia, Canada. 2015. 
 
 
 I laid a sheet down on the cement floor in the middle of the studio. I unpacked four 

squares of floral fabric as well as the ingredients from my bag; rye bread, sea salt, fresh dill and a 

bowl for water. Once the bowl was filled, I placed one square of cloth inside, dunking it into the 

water. One square each was wrapped around the bread and then the dill and the final lay flat on 

the ground as I poured a pyramid of sea salt at its centre. Each of the ingredient packages were 

placed evenly across the front of the space, in front of the bed sheet.  

 I approached the salt and picked up a handful. Some of the grains slid through the cracks 

in my fingers and onto the ground as I walked. I sprinkled the sea salt across the sheet followed 

by the dill in a similar manner. I imagined myself to be sprinkling seeds in a flower bed, attentive 

to their even distribution. I ripped open the bread, hollowing its doughy contents onto the ground 

so as to use only the crust which I also tossed onto the increasingly cluttered spread. Finally, I 

wrung out the sodden cloth on the rest of the ingredients, watching the water and salt create a 

crust as the smell of dill and rye reminded me of Danuta and Tadeusz’s home in Rawdon, now 

sold after their deaths, now belonging to someone else. 

 I stepped onto the sheet, untying my hair and lay down at its centre, wrapping myself up, 

like a caterpillar cocooned within the mixture.  

 I felt my skin stinging, the salt seeping into any scratch. The smell wafted up and around 

me and I was still, in the movement of my tingling extremities, feeling the ingredients trying to 

work on me, treating me like I was a ripe cucumber pickling in brine.  
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Appendix A : Video Documentation I 

Description:  in several times full show archival documentation, shot on September 

16th, 2017. Captured from ground level. 

File Name:  sfu1379_LGwiazdafullshowdocumentation-I-part1of2.mp4

  sfu1380_LGwiazdafullshowdocumentation-I-part2of2.mp4

Video documentation of this work is hosted in SFU's Research Repository:
https://doi.org/10.48410/5sv8-r446  
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Appendix B: Video Documentation II 

Description:  in several times full show archival documentation, shot on September 

15th, 2017. Captured from the tech booth. 

File Name:  sfu1381_LGwiazdafullshowdocumentation-II-part1of2.mp4

  sfu1378_LGwiazdafullshowdocumentation-II-part2of2.mp4

Video documentation of this work is hosted in SFU's Research Repository:
https://doi.org/10.48410/5sv8-r446




