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[No sound in the first 35 sec] 

TB: Then in the beginning of this, I was starting to ask questions to different artist of different 
disciplines. And to find out, like when I talk to acrobats, what is like the most important when you 
are doing acrobatics. And then I got from a lot of them, its like "to think that everything is 
possible", and then I've got from the clowns what is the most important from them is... the failure, 
that I build my success from the failure to always fail. And then from... from wire walker, of course 
the balance, but not only the balance to balance. It's also the balance.. mentally, physicly... how the 
balls are placed and also like the full life balance is really reflected in how well you balance when 
you balance. And I will come back to that balance point later. And... And then jugglers, I've got 
from "concentration" from a lot but the  when we talked more about it it was not the concentration 
because the concentration is often, like, also when you are tensed, so it's, like, the concentration 
when you are like totally relax, like...em presence. "Närvaro" we call it in Sweden when you are 
here  and now in this... totally open and... then you get a flow. And the pair acrobats off course 
collaborations. And the trapeze, flying, was confidence, to... to... Vad heter confidence? "Tillit" we 
say in Swedish [EÅ: trust] Trust. Yeah, trust. Faith, both in themselves to do it, the catch, and do it 
and  into the others. And this.. so this was when I started and I though to like, is there something to 
learn of taking risks in all the disciplines and what can I learn from everything and dadad. 
[repetitive sound] And then when I found out: of course there is maybe something that is more into 
one discipline because also a lot of jugglers saying the same and a lot of acrobats saying the same 
and a lot of... But then when they heard the others and of course it was... they found out, that I need 
all this in my... I need balance, I need failure, I need... I need.... So this is one of the first tasks that 
we will give you... these different that is now six, it was more before, but now it's six.... dimensions 
that we call it, and that you should value them in which [BR: Which order of priority] order you 
think is important for your work. And we have one that we also would like to think little... that is 
sort of like a headline for everyone and that is... "commitment" [LW: Of course] Like, 
"hängivenhet" in Swedish [EÅ: Dedication] dedication... passion, devotion, I don't know which 
word is right, but in Swedish its "hängivenhet". That makes you... That of course comes from the 
lust that started in the beginning somewhere. That's why you are where you are, but it's not the lust 
that maybe feels every day, its the devotion or the... What did you say? [EÅ: Dedication] dedication 
yeah, that makes you even when its hard, boring, pain, suffer, you are doing it, you continue. So 
that's sort... I think that all circus artist have. Yes, and the first thing we will give you as a the task 
the two, the three.. one... we will keep one here with you and three will go away, and that one... The 
first task was to evaluate and then the second task is to choose one of them, and we have put out 
four different... levels to... to compare it about, like, if you take failure towards creation, failure 



towards performance, failure towards training and failure towards gravity. And there it's.. you 
choose one of the... the dimensions and one of these... one of these aspects together, and you can 
choose one dimension and make it through all the four aspects. But we will start quite free that you 
choose if you want to take one dimension and one aspects or one dimension towards all four aspects 
or... like.... So we will start to let you find your... your way through it. The first... So we have 
aspects... I think... One... [Handing out the cards] And then...  
JG: And you should also be able to speak the Swedish word. 

EÅ: Yeah. 
TB: Yes. I think I have one thing at least, but I also think it could be good if we talked a little about 
different dimension before we start so we sort of have a common ground that, even if what I think is 
interesting is that we have different opinions but... but to... But if we start with balance. Maybe I... I 
start to say something and you come... if you... what I am thinking about balance right now. But of 
course it's... it's... a technique in one way but it's also what I can take from the balance and it's... it's 
constantly in movement, in and out of... of the balance point. And it's why it's totally unsafe and 
you need... you are never in balance more than you one second, because the rule is the that the next 
second you are gone from the balance. And the... and the... this motion... movement between, like 
always in and out is something that is going I think all the time when you are creating... you are 
going in and out, and there I also have, like... five different statements of balancing creation that I 
would like you to look at. That some is coming from Wålander [Name of Swedish actor?] and some 
are from ... but you are always a part... a part of the hole, like it's a balance between being... And 
then you have the to be... "inlevelse" vad heter det? Feeling, understanding, inlevelse, vad heter det 
på engelska? [EÅ: Ability to...] I mean you have go in and feel it and then you have to take 
distance... I mean it's not... 

EÅ: Yeah, like imagination, kind of, like.. you have to... If you're... say you're an actor you're gonna 
be a dog in the performance you have to imagine what its like to be a dog so its... you have to have 
imagination, but its... 
TB: No that's not it. 

LW: Visualization? 
TB: No, its not visualization. 

BR: I know the German word.[German term] Being able to feel what's in. [TB: Yeah, feel what's in, 
like...] ... "infeelingness" 

TB: Yeah, and I believe its also... its not only what it feels to be a dog, it's also when you are 
juggling its like, when you're working with expression and you have to be distanced. [BR: 
Objective.] Yeah. And then doing and then reflect and have confidence in, or believe  in it and then 
be... criticise it, and then be open for all possibilities and... And then lust, to have lust and then to 
have resistance. And then you have the technique value and the improvisation, and the training and 
the creation. Like always have to balance between different... and for me this is also like, important 
for the balance... it's not only to be in balance... Do you have anything with the balance? 
BR: For me the main thing with balance is ... is the complete lack of stillness. It's... That's the main 
thing [XXX] ... with juggling and from balance and juggling. There is never even a split second of 
stillness at all. Never.  

TB: And as soon you try to keep or catch the balance it's... 
BR: Then you lose the balance. If you try and be still there won't be stillness, there will be even 
less. 
EÅ: Jag har en fråga här, a question about technique and improvisation. Cause for me improvisation 
is also very linked to technique, but maybe I'm don't really understand it, maybe it's more like plan-
intuition, or like either go according to the plan or yo go according to intuition or I don't... Or what, 



could you explain it more about... 

TB: These two will come in the interviews, like the technique, because this is things that totally for 
me is not clear, cause I think they are going so much together, but I think there always are difficulty 
of going between them in different levels and for different artists and for different disciplines. But 
I'm very interesting of finding works or communication things about, around it. So... 

EÅ: But there like... It is not opposite? 
TB: I think in one way its opposite, because technique is very hard to improvise when you are 
trying... making difficult tricks. Really need to do it, exactly as they said, as planned.  But then 
actually it could be when you are trying to flow with it, that it... you get the solution when you are 
improvising around it, but it can also be very dangerous, if you are doing the... I mean I think its a 
little different with juggling also, then... teeter board for example [All: Yeah]. But, I would really 
like you to give your opinions on it [XX]  And if you have thought about... 
EÅ: No, I... Cause for me, just as an example like: the first time you improvise its very difficult, but 
after you've done it more and more you become better so therefore its like a technique. 
TB: Yeah, That's another side of it, yes. 

EÅ: But that's why I wanna put something else, cause I think I see what you mean, cause either you 
go with the exact plan or you ... Yeah, for me its very linked to intuition, like if you choose the 
other side, you don't put the plan but you go... 
JG: You're open to possibilities. 

EÅ: And also I'm guessing that you want do achieve something good, like you don't want do 
improvise and be bad, or use technique and fail, the goal is to be good. So... it should be, like, if it's 
openness, it should also have the quality of going somewhere... 
JG: Focused... 

EÅ: Yeah, something, like it should have another quality, not just being open, because... [LW: 
That's too big.] Yeah. I don't know... [LW: So it need a...][ JG: A goal. Flexibility?] Yeah, but its 
still like ... Yeah, maybe... The ability to choose many paths and still... 
JG: Flexibility. Being flexible, because flexible means you can still achieve your goals but the 
details can change. [XXX]  
EÅ: Yeah, the one thing I could argue in there is that, like, sure you could be flexible and have a 
bunch of pre-set solutions and that would still be flexibility right, but that's not the same as 
improvisation or intuition, cause then you choose something [TB: That is not one of the plan] 
Exactly, then its more intuity... more... [TB: What I would say "presence"] Yeah, it's definitely 
linked to presence. And again good presence, like presence of that is according to the circumstance. 

TB: And the same is with practice and creation in one way, that is also different linked to the 
[XXX] Where is, what is what... And the so practice-technique is like one, in one way. 

EÅ: For me, trying, practice and creation is like pieces of puzzle, like practice is the pieces and 
creation is the puzzle, cause you put the pieces together. I often think about that in terms of pieces 
and puzzle. But that could also be different for someone who's doing something else. 
LW: But that's interesting that you have that metaphor for in your head, that image. Because that 
implies that you know you're target in some way. It's not like lego pieces and building, because then 
I can build anything with my bits of lego. But the fact that you think puzzle means that in your head 
you know it fits together in a certain way and you don't know what that way is, but somehow 
intuitively you know what your good creation point is... 

EÅ: But that's kind of, yes. But that also implies that it's my puzzle pattern, like if you go and buy a 
puzzle and you don't have the box to it, you don't know what's its gonna be... so... then you have to 



put the pieces together to see the result. And then you don't know the result before. 

LW: But it sound like you know.. Like if you put it together and it's wrong I think you'll know, it's 
like that intuition thing. You know when it's right in the end, you know when it's right, you don't 
know what its gonna look like, but you know when its finished. 
JG: No, but what you both...He trusts that in the future it's gonna... cause, like like, he said I buy a 
puzzle but there's no box, I don't know what it's gonna be but I put it together. But he's trusting that 
it's gonna come out... 

EÅ: That I have all the pieces. 
TB: And then he has to go out and look objective if it's open and what was... trusting was, and then 
reflecting... 
EÅ: Maybe the puzzle was ugly when its finished.  

TB: And then you go and do some new pieces [laughter] But you know... 
JG: Take the recit [kvitto], and it back you want your money back. 

EÅ: I want a new puzzle, this one sucks. I spent eight months with this. 
JG: Maybe you stop doing puzzles. 

TB: But it feels, its a lot of this philosophy or talk about finding words for this intuition and 
knowledge of... the practical knowledge that is always flummy when were talking about it... 
because as you say we trust, we think that its right, but we can also, I mean we feel that now it's 
right. And how come? And they have this that there is a ... You learn... when you have practice 
knowledge it's like you learn that there is these things... and the you learn how like its the tools, and 
then you have the knowledge when to use it or when - and that's the practical magic, like intuition, 
that you all actually can measure and find out, like in all different kind of skills, not only artists... I 
mean its... it's hidden knowledge that we are not taking so much care about, or giving value right... 
But ... And then we have failure and I heard we had an expert on failure here. Was it you? 
BR: Expert on Failure? Why am I the expert on failure? [JG: Exactly.] Allright, start failing now. 

JG: No, I said that Luke had done some job... 
LW: I've done some... Yeah, I'm an expert on failure, you see. No I... I've tried to do some work on 
that aspect. Yeah. I... wouldn't consider myself an expert in it. Tried to think about it and do some 
work based on it. Which is purely because, cause its this strange thing.. I'm a juggler, I learned to 
juggle and got into juggling through a series of coincidences. Like Okay, what shall I... what kind 
of, you know first I sit down, like what should I do, Okay I'll be an creative artist. what shall I take? 
Circus arts. Okay. What genre? Juggling, because its not like that. So I became a juggler through 
coincidence and discover that, for whatever reasons it's... it works for me, I think you all have this 
experience, you know like, it comes a bit by luck and it stays with you, which means.. and we don't 
think about it we're done, we're just practising and learning. And then at some point it's like: Okay 
so why is it special to me? Like, why do I keep going with it? What is about juggling, and... Then 
the relation with the circus skills as well, the different between juggling, and why is there...  There's 
certain ... not wanting to be arrogant about juggling and certain nothing dismissing about other 
circus arts, bur I believe that juggling has gone further quicker in its theoretical aspects and its 
artistic aspects than other circus arts. You know, there's a lot more theory and experimental ... 
experimentation I think with juggling, than with other circus art, [XXX] with the community and so 
on, but that's also because its perhaps easier to cope with failure in juggling, because we don't die. 
So its easier physicly to cope. But its also juggling is so much more inherently... [XXX] [searching 
for word] delicate [perhaps not the right word] and sensitive of like every time I throw something I 
giving up that control and trusting the I throw it well and I know where its gonna come but its like 
every moment I am setting myself up to failure. So it's like juggling compare to other circus arts I 
think is so much more dangerous [EÅ: fragile] In failing every moment, yeah so much more fragile, 



so it's the only one where I know I will not be a hundred percent perfect all the time... you know.. I 
always gonna fail at some point, and so much what is it about juggling specificity. Things I try to 
think about... [JG: XXX] Yeah, things I think about to much, that keep you awake at night. 

TB: I think you're saying that its... its with the juggling but I think also with the wire and the 
balance... 

LW: And again in talking to people it seems to be, wire walking is the next... closest one. And it has 
a lot to do with the mentality as well and it seems to be the closest. And talking to gymnasts as well, 
not circus acrobats, but gymnasts its beem [sv: bom?]... like to... beem  is the most terrifying in 
terms of mental and failure and delicacy. 

TB: And when you can't think about the failures of failure... because the you will fail or like, put in 
bad value to failure anyway. [LW: Yeah] And have you worked with... have you worked with 
clown or anything like... 
LW: No, there's a couple of specific thing. There's a couple... there's one person in particular who's 
done some work based on this as well, and I kind of tried to work... I haven't worked with him yet. 
But I worked with some of his pieces which are about failure. But that s very much like one to one 
mapping of the musical composition to the juggling composition basicly ... And otherwise its more 
just an aspect which is always there, I haven't done work with... I haven't done theatrical work or 
clown work... It just interested me when you said that the clown meant failure, like okay...  
TB: no, but that's why I... if you had done clown, because they have a big knowledge about dealing 
with failures [LW: Yeah, but...] like... like... And what ... what failure... presence... yes... The one 
that should be yours [appoints BR] [laughter]  

JG: I kind of promised that you would... 
BR: Mine? Presence... [LW: We're all sorts of specialists.]Yeah, I mean its kind of everything is but 
I think it's also not... and it ties in to what Luke was talking about with failure: if there's no presence 
then there's a lot of failure very quickly in juggling, because of the fragility, because of the delicacy. 

JG: But you've been doing a lot of clowning as well, so maybe you know about the failure part first 
hand from juggling and clowning. Oh, I don't know. 

BR: Yeah.... I'm not sure...Yeah, I feel like I know quite a lot about it ... not sure of which angle to 
explore it to for its such a big of subject. Its like, do you have like a particular question? 

TB: We can take also in the interviews where we can go in more deep into. 
JG: But I have a basic one: I mean... when Tilde said they talked to a lot of clowns they said about 
the failure, so do you fell that in your clowning or... what's your relationship when you're clowning 
with failure and then how does it relate to your failing in juggling? 

BR: In a very similar way, as the clown... Failure is were... is were... the story starts to get really 
interesting because then the failure is like, makes presence bigger, more intense. And then... failure 
goes hand in hand with solution as well, so the failure... and yeah, opens a new way for the story. 
And so, like, what we did, we spoke a lot yesterdays about drops and... how to deal with drops and I 
think in a way for jugglers it's very similar, to clowns. It's like, sometimes the clown will fail at 
something and it'll be like "Okay, I failed, whatever", and it doesn't matter sometimes the clown 
will tell a story from the failure by finding a solution that goes this way [gesturing with his arms] 
instead of just... And I think it's very similar to how jugglers deal with drops sometimes. Sometimes 
its the right decision to just pick up and carry on because you keep the flow that way, and 
sometimes it's the right decision to... whatever, you drop on the floor over there so you roll around 
on the floor over there and you dadada [repetitive sound and gestures] and it was part of the... to 
keep the flow in that way. 

TB: Yeah, I think... I think, because the second, actually the clown has also.. is so presence.. and 
also exactly the thing that ... that failure is the way of all.. of be here and now. Like presence is of 



course being here and now... I really have to take what is coming, I think, as you said, that's maybe, 
that is also maybe what you when you drop sometimes you need to be here and now, to take in 
what's... But ...  

JG: I mean, I have a stupid thing, example about presence, but it helps me a lot earlier on when I 
was thinking about stuff. There's a stupid game in juggling where every body juggles three club and 
you throw one high and you try to hit the other person, hits their clubs away: combat. And so from a 
basic stand point, the game is about being aggressive, about attacking other people, because the 
point is you want to be the last one still juggling, so you want to attack other people. But actually, I 
play this game a lot, we had a small group of people how just... we'd played it a lot and a lot and a 
lot. And after a while I started realizing that the game wasn't external, the game was internal. And 
the same thing I do in the game is the same thing I do all the time, alone, it just happens to be that in 
the game the environment is more alive. Cause when you've actually played the game really well 
and you know the psychology and the flow of it, you're just inside you're own. Its not so much 
about me going out there, its about me keeping what I have here, being presence about this moment 
and being able to react to whatever happens. It just happens to be when I play the game there's more 
things to react to, sometimes. And so then I also picked the same feeling when I'm alone.... that I... I 
have the same... I can keep some of the same presence of the game, even though my environment 
isn't attacking me. But I have the same feeling of presence to be open to any possibility, to try to... 
And I mean, this just relates on different levels... but I just mean also, technically being able to deal 
with bad throws or, sure like on that level, but also like psychologically being able to deal with 
whatever: lights in your face... from the stage, water on the stage or unexpected things or people 
coughing or babies crying or... I mean all these... all these other practical details but... like, there's 
this video on the internet, of Jooni [XXX] [Last name?] doing back salto and hitting a guy in the 
face... Jooni was gonna do salto, like he juggles clubs, three clubs, throws one high, he was gonna 
do a back flip, but some stupid guy just walks behind him at that exact moment and so Jooni does 
the back flip and hits the guy in the face with his head but he finishes the salto, not only does he 
finish it but he goes and  try to catch the club [laughter] And that's what I mean with having some 
sort of presence about like... towards the ... towards the work that actually we do are doing... Have 
you sneezed when you've been juggling on stage? [BR: No] I have, and I caught stuff. I mean 
[laughs] I mean, I had bin really sick and liked sneezed, like I can't help it. But you know, that's quit 
a violent thing to do with you're sense organs that is directly related to what you're doing... But, I 
was able to, but also, it wasn't because it was conscious, cause I just had the presence... I kind of 
genuinely have this presence to survive. [BR: Yeah] I don't know... 

TB: But that's one thing of presence: keep going what ever happens, but it could... one another of 
presence is like... in the air, where he feel the one there moving, changing his like... its like being 
here and now... like taking... 
JG: And that's in the juggling game, this juggling game that you learn to do really well, you learn to 
adapt to the environment. So its not so much that I... I'm on this path and I'm just here juggling and 
this and it hits my arms and I just keep going, you start to develop this presence where your 
environment... your senses become more aware of the throws and of the everything and your just 
able to do... Its in... I like it... at first the game seems very barbaric but it's quite elegant after a 
while, because you can make the smallest movements to get out of the way, and then those... its that 
elegance that then translates in to other parts of the work, I think. That I learned about... that I 
thought was fun or interesting. 
TB: Can you juggle without presence? Can you.. 

BR: JG: Yeah... 
LW: It's like, I can walk without presence, you know. Ride a bike without presence and it is... 
certain technique is at that level, you know. But, can you do it well without presence, that's really 
more... I want to say like... just my automatic reaction is, you know, you can't perform without 
presence, you can't... but then, actually: you can't perform well without... lets say 



TB: And also when you have done the shows hundred times, maybe you're really really... you know 
it so well and you're tired of it this night and then you ... just do it, make it not even the audience see  
but you can feel it... 

BR: Is presence is something... so is presence in a certain context like in an act, is that something 
that you can practice and it at some stage just there within that context? 

LW: I guess like Jays sneezing experience, I mean we've all done shows were we've been ill, we've 
all don shows where we've been, like had some shit in our heads. And I think its probably universal 
with all performers, like not just circus, actors as well, that you go out, and... the first seven minutes 
of the one hour, that's fine, you know, best pain killer. You know, you brake your ankle, go on stage 
for seven minutes, and its not gonna hurt, its gonna hurt more after those seven minutes, nothing... 
and that's... Obviously we also... we have our techniques our warm up and our concentration but as 
well I think there is an element of automasation... atumatisation... what do you say... automasation... 
it is automatic to a degree, because we've been doing it, and learnt it, so I think that presence is 
partly automatic, but only to a degree not to... 
BR: And I think only within the framework of, like, something you've done lots and lots of times, if 
then, saying you do your seven minutes number and then you go back.... whatever, and they say 
"ooh, we need something else", and then you have to go out again and do something... And then 
[LW: conscious]. Yeah. 
JG: But this is one thing I thought about too. The same thing you saying when you do... For 
example something for a long time... For example Anthony Gatto who's been doing the same act 
for... how many years... well 20 years or something, lets say... to us it's the same act, but for him its 
a totally different act every night, right? I mean that's one example, but these performers that we 
sometimes, we... or whatever, you know what I mean. From our perspective we see that he does the 
same act every night, but for him he has such presence it isn't the same act every night, totally 
crazy. And he'll come of stage and "oh... it was so crazy, you know, I had to reach for the third club 
in the bababa [repetitive sound] in the 8:th minute", [laughter] and you're like "So..."But for him 
that's what's keeps him presence, is that he finds it so alive. Whereas if I find... I mean personally, I 
find that would be dead, like that style of doing your act for 20 years but I guess that's what the old-
timers who had this... that structure that's what they... their presence kept this... 

TB: Always the small, small, small... 
JG: Yeah, so its like the level of focus that you can be present on... Like, my attention in Spanish is 
shorter or my level of focus is broader, cause I had it practised this way.. 
BR: Does that have to do with, like, depth to choreography, I mean I don't know the history, like, 
Francis... Franc's [Name?]act, but I'm sure it got more and more complex over the years. So the 
presence grows with the complexity as the act grows if you're doing it 20, 30 years. It gets more and 
more and more and more layers, and make like... I feel like if I choose that path way, then I would 
keep adding layers to keep me interested, which means stay in present. 

LW: But even without adding layer I think as you do something again and again and again, you... 
the concentration of certain aspects drops of and it allows you to be more present in other 
movement. And like, I have to say this, two examples now. I don't, quite [XXX] example maybe, of 
you do a show, you know a hundred times [XXX]. I'm quite old fashion actually, with a lot of my 
stuff, and to me you have to do an act or an show at least a hundred times before it starts getting 
good. And it's exactly that... Cause like the first 50 times I'm still thinking... like, no matter how 
much I practice or rehears the act, I'm still thinking of the technique, and thinking of the 
choreography, thinking of, like, the audience, you know, coughing or what ever, and it takes that 
many shows to have it so internalized that I can then take the next step, which is maybe the 
presence and it's the... Yeah. 

TB: When presence can be on another level than just survive. 



LW: Yes exactly, the deeper of presence is finding the... you not just surviving, your living. 

TB: I had... We have in this recent project I also have the psychoanalyst, psychiatrist. And he's like 
measuring these different, like, sensations seekers, adrenalin junkies, like all the different... and he 
found out a bit different, because... a long time they were thinking that sensations seekers or 
adrenaline junkie was the same, or if you were sensations seekers you were also an adrenaline 
junkie, but then they found out that its totally not the same. You can be sensations seekers that you 
really want to do difficult climbing or whatever, but you prepare everything totally in control of all 
the steps, even what you are doing is difficult or dangerous but everything is controlled "minituöst". 
And adrenaline junkie they are much more... and these sensations seekers can hate to be in front of 
risk where their unprepared, but the adrenaline junkie loves to go on stage not knowing what ... 
maybe a lot of clowns I believe... or they can also be very, very planned. So it is... But for me it was 
like "Ah..." then you can start to see what's the different, even if you're doing the same... if you're an 
acrobat, one of the acrobats they are... love to throw them out in... and also are confident on being 
improvising on stage or whatever... 
JG: I mean, Andreas and Elias [Names?] on the teeter board so perfect, like Elias is so controlled 
and Andreas so the adrenalin, he's just so sensational guy, it makes just so perfect... you see it like 
better... 

TB: Yea, and also for me to see, like if you are so unafraid... I mean if you are so... nothing is 
frightening, some flyer or whatever, and then you go on stage just to be there not knowing what 
you're steps are its like: crises. And then you: "But what, this person should know so much about 
taking care of ...of fears", but its... there are... And then I have another thing about this, that I have... 
a very famous Swedish actor was... died some years ago, that I worked with heard him saying this : 
All my life I have been, when I'm searching every time to go on stage is this feeling when the room 
is open up and the.. you are totally here and now, and with the audience... and I've been working 
now for 50 years or what it was, and I have... I have counted it on my ten fingers when it had 
happened. And for me it happens a lot... quite often when you see circus people... its... its what I... 
seeing when doing this risk moment... when you are totally here and now to achieve it, but I wonder 
if you have a relation to this... it... I mean that, is also presence in one way, when everyone clicks 
and everything is so 

[A Cut in the film] 
TB:I had the first one...  

JG: No, I just don't fell like allow myself the luxury to... to hope for that... or to strive for that when 
I go on stage cause I... to many... I have bigger problems. 

BR: Other problems. 
JG: Yeah, to deal with first... but because I know... I know exactly what your talking about, and I 
know there's some performers who do that but, it just seems that such a hard life to, early on to me 
to live by the... the chance something could happen like that. 

TB: But what...what... 
LW: I don't think it's something... I think what you're saying is that it isn't something you can plan... 
But I think it's something you can hope fore. It's something that happens or, can you prepare 
yourself as well as you can, but then as you said, there's so many fed up moments that happens. 
Like everything has to come, like you have to be as well prepared as you can, and be lucky to be 
really good, and you need to, like, hold the audience, be in the right frame of mind, everything has 
to be, coming together, and I think what you're saying is that you never expect that, because it's to 
many things [JG: Yeah] I think its like, I don't think anyone expects it when it happens. You feel it, 
I mean you notice if it's there, but you can't... you can't plan for it. 
JG: I am... 



EÅ: I think it's also has to do with the investment in that, because I can hope for something and 
strive for something, but... I don't have to invest in terms.. cause I see totally what you mean, like, 
that would totally suck if that's what you really hoping for... 

JG: Because as she said this actor was like, you know, "I live" .. weather he said it or not you... 
people say "I live for the moment when you dare, it alls gives of and that's why I do this." 

TB: No, but what he said was that he was that, like he was preparing every... before every show in 
his entire life he was preparing... He did all his best to reach that moment [JG: Exactly] And then he 
had reach it ten times in his life [JG: Exactly] but he thought it was worth it. All the preparing all 
the being first  in the theatre doing all his... and then his different warm-ups and dududu [repetitive 
sound]...  
JG: Exactly, and I don't. 

EÅ: Obviously, that investment for him... to do that preparation wasn't... wasn't a to big of a burden 
to carry, because if it was he would have shot himself, obviously. And that's, I think, is a little bit 
was Jay was implying, that if he would go and ... that's to big of an investment for the burden to 
carry. Right? 

LW: It's to big of an responsibility, because, like, it's enough problems... its difficult enough to be 
responsible for your own stuff, to not have to have any... you not responsible for everything else 
which can come together that can create this moment. Does that say anything for you? 
JG: Yeah. And than it seems to be a lot of other stuff, I mean jugglings is about control... 

TB: It's not what interests you... its not what's your... it's not your motivation .. 
JG: Yeah. Its nice that it happens and maybe it happens I don't know, I have to think about it, but its 
definitely not a ... And I think that its for a lot of people, it is ... a line to for try, to talk like that. But 
it is rather more clowns or actors or... musicians, a lot maybe... 

TB: And I think wire walkers also some of them, like when you are... And I have also got from the 
flying trapeze, like who have a got the feeling ones when they have to... When they are catching and 
flying, because there it's also... then you are true and you have to ... to drop in the total right 
moment and then you are, vad heter det, seeing all his little bit there... there you have to be, totally 
in the right moment to catch each other, to have the right smooth swing. And if you are one half 
billion second late or... then its a CHTKK [sound of crasch] happy happy... [laughter] So you are 
always searching for the perfect timing... and then you are sort of never reaching it, but ones or 
twice you have and then it's [JG: But that's like...] like the world is... when everything is... the 
timing of the letting lose and...  
JG: But that's what we would try for in our game, when we practice this combat game... is we 
would try for the... we would... I would constantly strive for that, like Shone McKinnely [name?] 
and me and some other people. We would play for like eight hours or something and you're trying 
to reach the moment when everything is in slow motion. And then some of the attacks, things are in 
slow motion like the matrix, you can just see everything perfectly, you can see where you go. And 
in the attacks you can just see, just tip the club out, like so elegant... And that's, yeah that's when the 
world would open up, like that same feeling that we were talking about. And that would be the 
point where we would consciously try and get to that place and that was the point of it. 
LW: But to me that, the way you describe it now, that's pure technique. 

TB: Yeah, that's pure technique, but... 
LW: Yeah, but it's just very different to how it was phrased when it was an actor talking about it. 

JG: Yeah, I think was. 
TB: But then.. but then... but then that actor was an actor who use the technique of being an actor. I 
mean he was all the way he was preparing was technically like the... I mean its hard that you don't , 



like go.. but there is... Yes, with clowning there is a lot of [BR; JG: Yeah] technique. So, his way of 
dealing with acting was technical... 
LW: But, I was... I ... But to me it's so much more of an two-way thing... And ... The way I 
understood the form is that... to the actor, okay you can be there will your proper technique but you 
still need the audience to accept it, but the flying trapeze the audience [BR: Doesn't matter] doesn't 
matter at that moment. So it's different things... my technique... like on these moment on stage as 
well, when you get this bullet time, you know, you make a little mistake... you know something is a 
little bit wrong but your like "Yeah its all fine, I just reach here and catch"... these things happens 
but its purely internal and you get that feeling but it doesn't mean you that there's a good show. It 
doesn't mean it's a two-way... [BR: Yeah] that the audience maybe is interesting in what your doing. 
TB: But are you sure of that, or you think that? [LW: I'm sure] 

BR: Yeah. I'm sure of that too. Yes, that's so dependent on... 
TB: So when you have a big flow and it happens thing is like this... You don't... you know that 
audience is not getting out anything [LW: No, not automaticly] no... 
BR: I think... 

LW: Its easier for them, but then the same thing as well, we were talking about drops again a lot 
yesterday... 

TB: But how do you know that the audience... 
BR: But can I suggest something. [TB: Yes] Because, for example and I'm making this up... But the 
acting, his work probably tries to communicate with the audience more concrete message than your 
work. So that's also why he can go on stage, and you can go on stage, and you can both have 
technically perfect flow, timing slow motion, beautiful shows, but maybe its about... For sure, both 
of you... for both of you the audience can also not have as great as show as you did, but his 
experienced, since he maybe needs the audience more for his work to flow better. Right? Cause he's 
actually trying to... maybe he is doing a play where he's talking about emotional content, very 
concrete with words, which is something juggling has a problem with, or has a limitation with, 
right? So that's maybe why also, the difference in audience reaction could be quite clear between 
theatre and juggling, because it's the natural language of each craft.. it's limited. With juggling you 
can't speak concretely about things that you can with words... Just agree with me or say something. 

LW: No, I'm trying to understand what you're saying like. [JG: Because your saying...][EÅ:I don't 
agree with that.] I think I disagree with you because it's like saying there's a different audience for 
doing synchronised swimming or speed type writing... or acting or juggling... 
JG: Yeah, it is because each... because arts express different thing that better than each other. If you 
wanna go on stage and talk about love it's better to do with acting than juggling... I mean... Its more 
direct, I don't say better, [LW: Yeah, but then...] its more direct. So like Tilde was saying, like, well 
if she's a bit... Weather she's confused or not, I talked to her, If she's is to be confused about why 
juggling, when you're doing the show and you feel the spirit flow and stuff and that you don't 
necessarily understand that the audience is with you or not... Maybe one reason could be that 
juggling doesn't express things concretely, connecting to the audience as concretely the actor. Cause 
the actor can feel that he's... the actors success depends more on the audience than yours does. For 
you personally, for him personally. 

BR: I disagree. 
LW: I don't see that. 

BR: I disagree, cause its both people using the technique and both are depending on... on the feed 
back from the audience like make the show, like really special with the flow. It's like, if I do... If I 
come out and I do... say I structure my routine to have a big trick in the beginning, and I do my big 
trick and I do it perfectly and I've had this situation, and I do it perfectly, I want like... feed back, 



and then  nothing comes... I'm like... "fuck, that didn't work". And that feeling of "Fuck that didn't 
work" will stay trough the whole routine until some feed back comes, and then in a way it's... I 
think its really... you know I feel totally depending on the audience when I go out and... 

JG: But your aims are different... 
LW: We're talking about performing so there for we... there's now other way to say it, of course 
were depending on the audience. And I'm as dependent as the actor... You know, like, the actor can 
stay home practise his monologues, I can stay in the gym and practise my techniques... my routines, 
but the moments I go on stage, obviously I'm dependent... 
TB: And that was actually was the flyer said also, this experience, of course you can have it in the 
training hall. Like... like... and it can be perfect, but it never got the same as when it happens when 
you're also, the prefect timing at the same time when you have the audience... It's a total different 
level of it... 
LW: I'd agree it happens but I'd say it's even more basic. I can do anything on stage well, and it's 
gonna have more... contents than when I do it in the hall it doesn't have to be one moment of 
perfection that I never get normaly, I think it's anything when I get that... 

BR: It' bigger when people see it, it's bigger. 
TB: Bigger than words. 

EÅ: I have one think also to say, like... because this is something I thought of very recently, like 
when you were saying, Jay, that maybe theatre is a better medium to use when you're gonna express 
something like love... 
JG: I never said... I said "better" was wrong 

EÅ: Yeah, okay... 
JG: But I still disagree with all of you, listen... 

EÅ: No, no, I just wanna finished this short one first. That, all the time that juggling or circus 
should be more abstract than for example theatre, but I think that has a lot to do that ... because I 
hear that a lot like, "yeah, but juggling is abstract and... you know theatre... like, if you're gonna talk 
about love then it's so much easier and less abstract with theatre than with juggling". Yes, but that's 
because you choose the context before you choose the craft. Like, for an example, if I take juggling 
and I start with something that exists in the juggling and I... lets say I do that, [Flips a pen around 
his finger] and now you explain that with words, than my... then your words are more abstract than 
my juggling. 

TB: Yeah. 
JG: I agree. 

EÅ: And that's why... And that's why... [laughter] I find that... I don't remember that now, but I just 
wanted to make that distinction. 

JG: And that's a good point. 
TB: And also with circus, maybe not juggling, but I think it's no way to be so much showing 
emotions or giving... maybe not understandable... than words, I think you can... Oh, nevermind. 
JG: But that's exactly what Erik just said that,why I disagree is because... Okay, I didn't plan this up 
before hand so you're gonnna have to... I'm thinking out load. But for example, Luke, I guess your 
club juggling act isn't designed to make people cry, for example. So lets say this actor, he has this 
monologue that was written by some great play writer about people dying to make the audience cry. 
I think he has a deeper need of the audience to be with him, for him to succeed than you... for your 
act that is not as deeply... Yes, so maybe I agree with you in theory that in concept, you know you 
guys are both equal, and equal playing circus in terms of... I need the audience as much as the actor 



needs the audience, but I think your goals are much different... or your intentions or ... really so 
different. 
LW: But then cause you took the example of that routine... 

JG: I know, I know... 
LW: Maybe there's another act where I do want the audience to cry. 

JG: Maybe there is but there isn't. 
[laughter] 

JG: No, no wait, listen. Just listen for a second. It's because whether there is or not it's what Erik 
just said, though... So, it's what Erik just said, that he spins the pens, it's a [XXX] expressing 
something, that you can't express as concretely in words, but there fore as well the audience can't 
relate to it as efficiently as...  

LW: As an actor... But now we're talking about... because now... Because I've had a routine where 
emotional intention was not to make people cry but where people have cried. I have performed 
routines, I've had that reaction which is crazy... But the thing is when your talking about the actor 
now, I think your automaticly including everything around it. And I think when your talking about 
juggling you always [XXX]... I think your steering always towards technique, because maybe its 
the combinations... If I want somebody to cry with my pure juggling technique, my pure tricks, that 
might be quite difficult. It should still be possible, might be difficult... but if I combine that with... 
[JG: Performing juggling] performing juggling, character, music, my life, I can do it. And the actor 
doesn't go on stage and deliver a monologue in a single tone of voice like this, to get people to cry. 
He does the same thing and he has his lightning and maybe has music [TB: And he has the pauses 
in the text. The way of...] So it's always the same thing. 
BR: What we're talking about, we're talking about performance of [LW: Pure juggling tricks] 
technique. 
LW: Cause what your saying is like... 

JG: I'm also... can you, can you disagree... can you agree with this statement... Not without an 
attitude... [ironic towards Luke] No, that's... maybe the actors goal of what he wants to achieve with 
his act, is more precise or easily formed in everyday understanding than our goals with our acts. Of 
what you want to express. [BR: Less abstract] And so then if it's less abstract it's maybe easier for 
the audience to immediately grasp some sort of expressive... 
[Everyone is trying to comment at the same time] 

JG: Because if it's concrete and you can... Like dude, if someone goes on stage and says like their 
dog died and then I go like: "Oh, my dog died to", and then like I start to cry, because it's such a 
familiar emotion to me. But if someone goes on stage and shows me some juggling trick, that... 
framed in a performance that makes me cry, I can't... Maybe I cry, but maybe I can't speak, maybe I 
laugh, maybe I leave, like I can't... because its so new, it's so abstract, I can't relate to that. [LW: So 
what you're saying...] but it attacks me on a very strong way, like it makes me, like, shocked, so 
maybe I laugh, maybe I cry, maybe I whatever, maybe I do nothing, but at least... On the actors 
side, because it's so familiar, I mean not everyday, but it's more... 

LW: Okay, yeah, so... but that's basicly saying so [XXX] But say it's hard to express a concrete 
principal through juggling as oppose to speaking which I agree with completely, but than it comes 
an example to that would be... cause we've had this discussion a couple of times with Laura [Name] 
years ago... we're jugglers coincidently so we tried to express ourselves through juggling but maybe 
it would have been better if we were actors, or that we were dancers, or painters or musicians. And I 
think in music, as the example there is even more direct than acting, like, I find... But than actually 
it's far more abstract, and it's abstract perhaps as juggling like if I hear a piece of music that makes 
me cry it's not because my... the music is saying "you're dog died" [singing]. You know... So if,... 



perhaps it's harder with juggling but it's maybe not, you know... It's harder but that doesn't mean 
it's... 
JG: We agree [High five clap] 

LW: What do we agree on? 
JG: You win. [LW: Sweet] Again. But it just means your [XXX] getting your information [XXX] 
so we both loose [laughter] 
LW: I feel so much better now, failure. 

TB: But I think... And also we talked about acting and all sorts of different styles... but of course 
words is the thing that the whole world is ruling of, I mean that is what we learn in school, that's 
how we describe things and dadada. [repetitive sound] We could have pictures instead of writing 
in... I mean... And that were strange so it's why, but... Technically I think it's the same as theatre... 

JG: You can be laze, you can be lazy, It's not good, but you can. [talking with BR about something 
else] 

TB: We've been so much over the time already, and.. but its.. I think we're already on, but the only 
thing is for the interviews with time that we have, but we can change... 

LW: What interviews? 
TB: This is also that... 

LW: Is this just the preparation? 
TB: Yeah, this is just the preparations for the going into the... 

JG: The interviews are alone I don't have to... [laughter] 
TB: "Everything is possible" that comes mostly from the acrobats... just five minutes about 
everything is possible and an underline for that is also not being afraid of being afraid, like... doing 
thing even though you are... if it's scary...  

BR: So, everything is possible, and it doesn't apply to juggling. [Erik reacts] No one will ever be 
able to juggle 45 rings. [laughter] 

EÅ: But what I ask you... I think of for it... that one really connect to the conversation we had the 
other day, about how techniques come from tricks, like, everything is possible.. Like, for example, 
me the scissor catch, like, for an example, [LW: the one between two catch] the one between two 
catch. At first it was a trick and that was the end, but if we already in that moment had the 
everything is possible attitude we could have right away discover that the technique of...  
BR: In that sense it's totally it. 

LW: And the acrobats don't mean it that banal either... Like ten salots... 
JG: No, but there's a really concrete... example in the juggling world which is that in the 1980 there 
is like 3 people juggling 5 clubs. [end of tape] 
 


