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START AUDIO

Voiceover:	Horizon Radio.

Presenter:	Hello and welcome to Horizon Radio. Horizon is a performing arts showcase at the Edinburgh festivals. Horizon Radio is a series of conversations between the 2023 showcase artists, exploring their work, influences and wider practice. What you are about to hear is a conversation between artists Rachel Mars, Karen Christopher and Tara Fatehi. We hope you enjoy listening.

Karen Christopher:	Hello, I'm Karen Christopher. I’ll just leave it at that and let, Tara, maybe go and then…

Tara Fatehi:	Hello, I'm Tara Fatehi.

Rachel Mars:	Hello, I'm Rachel Mars.

Karen Christopher:	So, who has something just to blurt?

Tara Fatehi:	Rachel-

Rachel Mars:	l can blurt for you.

Karen Christopher:	I thought I saw that.

Rachel Mars:	I can blurt.

Karen Christopher:	Yes, do it. Blurt, darling. 

Rachel Mars:	Blurt. The invitation was to blurt a bit about your work, wasn't it? I can blurt about my work or about this work. I historically have been like a theatre maker and writer and performer and historically my shows have got a lot of text in them. Generally, if you come to one of my shows it's me and some other people, with images as well but a lot of chat.
This show that I'm with Horizon with, is called FORGE and it is durational, which makes me want to talk about your work later because of the duration. So, it’s three days of, sort of, between four and five hours a day of me welding and metalworking a replica of this stack, our concentration camp gate that got stolen in 2014 and no talking whatsoever. 
So, we pulled all the text out, so there's text in the exhibition bit that you come, you visit on the way in and there's text on we call it the take home item. So, that’s why it's strange and different for me, from my normal chat heavy stuff. 

Karen Christopher:	How does that make you feel in terms of during, while it's happening?  

Rachel Mars:	The one upcoming will be time four. I think time one and two I was just like, what? I can't speak to anyone. I don’t know how anyone is. 
It’s made me realise and I don’t know whether you guys agree but using text from the inside of a performance and sort of direct speaking gives me the illusion of control or some sense of control in a room or some sense of control of audience experience, because I can like listen and see how it feels and whether I need to speed up or pause or chat to people directly. 
This, I cannot say a damn thing and so it's taken me a few times to just relax into and be like- then it makes me think well maybe this linguistic control was an illusion anyway. What do you guys think because you do- well, I’ll just let you talk about you and then maybe go from there. 

Karen Christopher:	Yes, but did you want to say something else about that kind of- I don’t know if you might have a feeling of isolation from the fact that you're wearing a welding mask and you're not talking. I mean that just seems like such an amazing difference from what you're normally doing. 

Rachel Mars:	Exactly and also all the audience are in melding masks. So, I'm the only smuck that’s allowed to take mine on and off because I have to, I can't be in it the whole time. I have to do like, right I have to wear other eye wear, so it is isolating. 
I was invited by someone recently to be- like, there must be a reason you're doing this now, like in your practice, so like lean into it and see what it's like to do something a bit more meditative, a bit more less controlling supposedly. 
It’s isolating but also my sound designer is there, Dinah, so there's a bit of a- sometimes we stop and eat a gherkin together. So, there are kind of like- there are outlets.

Karen Christopher:	There are the gherkins. (Laughter)

Rachel Mars:	There are the gherkins as social interaction but yes, it's not all together…

Karen Christopher:	Yes, well we can talk about that aspect of ours.

Rachel Mars:	Yes, please. 

Karen Christopher:	I think there are lots of questions about how your piece is going, so we can come back to that too I think, obviously.

Rachel Mars:	I want to hear about you guys.

Karen Christopher:	Yes, do you want say, Tara? Do you want to start?

Tara Fatehi:	Well, yes. The piece we’re bringing to Horizon is called Always Already and it is, well maybe the main thing that comes to mind when thinking about it is that it is eight hours long. 
It is, conceptionally I guess there's a lot of things happening in the eight hours but it’s dealing with the weaving together of plants and humans and machines in many different contexts of course, from plants growing inside humans to mechanical movements of the body and so on. 
I guess something that for me is different to- you know, within this eight hour duration it's very planned, like we have a clock every hour and there is, you know, it’s not different between this and the other durational things I've done before, is that this is like you know what is happening on the third hour. It’s specifically starting with this kind of thing and that kind of moment, so it's all like really, we have specific breaks. 
We should get gherkins actually now I'm thinking. We had some other nibbles, but we take only like, I don’t know, like three five minute breaks.

Karen Christopher:	Four ten minute breaks.

Tara Fatehi:	Yes, like really tiny breaks for an eight hour movement and installation piece. I’ll stop here, you continue.

Karen Christopher:	Well, yes there are two of us in this piece. So, I think this is interesting here, we have a two person piece and a one person piece, except you do have someone there it sounds like. Yes, so it's good. It's good because if you're only by yourself in a welding mask or goggles or whatever it just could feel like what does my name, what is my name, why am I doing this?
We have completely choreographed this eight hours, it's a little bit nuts for us but there are some variables and some points where we improvise a little or there's an option to loosen it up, but it's still very contained. 
We have a soundtrack that talks for us really and is only very sparse, actual us using our voices until we get to the seventh hour, which is the penultimate hour, as we say. It's the second to the last hour in the piece. 
At that time, we do have sometimes some things we say or sing a song or something like this but the soundtrack takes care of most of that for us, so it is much different than looking at the audience a lot and engaging with them and speaking directly to them. 
That doesn’t happen as much as it might although the piece is quite permeable in the sense that if it makes sense to, we will look at the audience and we will engage with someone but so far that has only happened with a nine year old child. Anyway, the first six hours is a very slow preparation in a way for the seventh hour. 
We’re setting up the space and we’re interspersing that with performative elements but the actual setting up of it is also largely performative. We turn the room into a loom and then we do this one hour performance, although we’re performing all during those six hours as Tara indicated. Then the last hour we’re taking it all down again. It only takes an hour to dismantle it. 

Rachel Mars:	Ain’t that always the way [sic].

Karen Christopher:	Yes, and then we sort of relive some of the- that’s a real time for improvisation but we found that our minds are kind of mush at that point. So, the fact that we’ve set it for ourselves as you can just improvise and relive any part you way to, we’re both like, I don’t know, what can you think about? I don’t know. What can you think about? Let’s just get back to work, it’s pretty hard. I don’t know, what do you say about that, Tara?

Tara Fatehi:	Yes, I feel like in practice at least because it's very hard to also rehearse this whole duration and be in that exact mindset of having done it with an audience. Of course, we’ve done the eight hours without an audience for ourselves as well, which is also hard to plan because you need to plan from a day before, it's not like yes, let’s start rehearsing. 
To get to that state of mind that we are in the final hour is very hard, you actually need to really do it to get to that state of mind. So, usually whatever we plan and think, “Oh yes, we’re going to do this then,” then we’re like oh my god, like just kidding, just sweep up some seeds and collect some wool and hope that this place will be clean by the end of it.

Karen Christopher:	That kind of improvisation that you do when you're really exhausted, something that forced entertainment is specialist in, for example, many people are. It's nice to get yourself to that point of exhaustion and find out what you can do and what your brain coughs up. I mean, at one point we made little countries for ourselves to be in.

Rachel Mars:	Out of the wool or out of…

Karen Christopher:	It’s the seeds, we drop a lot of seeds on the floor at one point which gather into a shape, and we were just reshaping them into our countries. They weren’t actual countries, they were our islands, countries that we were making for ourselves, but you know it was kind of because we couldn’t- I mean, what was available to us mentally at that moment was sparse. 

Rachel Mars:	I think that as an audience member I love that bit, in durational work where I'm watching people losing their minds but like losing the veneer of [hesitation 0:10:57]. 

Karen Christopher:	That’s right. 

Rachel Mars:	You just can't, you can't be in control of it and I think that, for me as an audience member, I'm just thinking about very long [ ___ 0:11:06] shows or these like very, where you just see people, like you really see them go in and out of a kind of different consciousness and it's, it feels like a gift I think, as an audience member to be allowed to see that. 

Karen Christopher:	Yes, I think so too as long as yes, you're in it, in it to enjoy that sort of thing. I think it can be very fruitful or very juicy in some way. What about you working with sparks, the welding? 

Rachel Mars:	The welding? I suppose I have the sound, I'm interested to talk in a minute about the differences in sound with you and me but like it's loud. It's loud especially because this is- so, it's basically one set of 67 pieces of steel that I make and remake, and make and remake. 
So, Edinburgh will be time four and as the metal gets, as I break it down and put it together again it gets scared, it gets rusted. I mean, it was kept in a lockup in Peterborough and when I got it last time I was just like, this is like 100% rust. So, the noise of the grinding is more and more each time because there's more stuff to take off. 
The other thing that haunts me when I'm doing it is injuring myself. Not while I'm in it because I feel very in control, but I get these terrible night fears of what if I cut my hand off? I'm not going to, in the act of it I feel extremely clear I'm not going to but this kind of weird night terror, I can't. So, that’s something that- you asked me about sparks, and I told you about cutting my fingers off.

Karen Christopher:	Well, that’s part of it. It’s part of it. 

Rachel Mars:	Yes, it is part of it. It is part of it and there are safety aspects which we have to consider.

Karen Christopher:	Jennifer Beals was a welder in Flashdance, no, was that? Is that what it was called? 

Rachel Mars:	Let me tell you.

Karen Christopher:	Okay.

Rachel Mars:	Yes, you do. This is the primary musical influence for this show.

Karen Christopher:	Excellent. 

Rachel Mars:	It is there 1,000 times in different- so, Dinah, the sound designer has made, god I don’t know, like 40 different versions of Flashdance using my welding noises, using choirs, it just comes back and back because I needed something. 
It’s a show about trauma, inherited trauma, loss, grief, nation states memorial, like all this heavy stuff which is important, but I was like a need a popular culture touch point. The kind of like butch, like…

Karen Christopher:	Of course, sexy female welder. 

Rachel Mars:	Sexy, dyke, camp. It's really that, I'm in double denim deliberately. It's absolutely got that kind of slight twinkiness to it otherwise what's the point of it? It doesn’t all need to heavy, it's funny. 
Can I just ask you about the sound in yours because I came in Cardiff, and we’d not done FORGE before and I came to see you. I was like this is fascinating, like how are they handling action? How are they handling work? How are they handling sound? Your sound is pre- is it like you press go and for eight hours it just goes? 

Karen Christopher:	That’s right. 

Tara Fatehi:	It does.

Rachel Mars:	Wow!

Karen Christopher:	Tara, you want to talk about that, or did you have another question about it? (Laughter)

Rachel Mars:	No, I just kind of like, I think I'm just interested in how you got there in the process. How you were like, we know- how does the [ ___ 0:15:09] of this work over eight hours, let alone action?

Karen Christopher:	Yes, complicated. 

Tara Fatehi:	Complicated and a chicken or egg question a little bit as well. Yes, but the soundtrack, the whole eight hours is designed by Pouya Ehsaei with whom I've worked with before in other contexts but this is the longest thing we have done for sure. 
It's based on lot of material that Karen and I have either recorded, so it involves our voices but also lots of things that he has created musically but also using some samples that we have been working with during the many months and years that we were rehearsing. 
So, it could be sounds of machines and factories and little bits and pieces that we were working with but in smaller chunks and then a lot of it has now been connected together into making a much, much longer soundtrack. We had a plan, I think, as far as if I remember correctly, Karen and I sat and said, “Okay, this is the world of the first hour. This is the kinds of things we’re doing int eh first hour.” 
At the end of every hour or the beginning of every hour there is a loud kind of like noise that comes, almost like a factory bell or clock or something. 

Karen Christopher:	It's like time is over, whatever that bell is, time to go home. Yes, end of work. 

Tara Fatehi:	Time stamping. 

Karen Christopher:	Yes, it's a real…

Tara Fatehi:	Yes, so we had different worlds for these different hours and then Pouya has been creating things for within those worlds. Then of course there were sometimes things that after, we’d tried it with the eight hour soundtrack a few times and were like, oh this bit needs some change and this bit needs some change. So, there's been of course a lot of changes after it was, there is version 500.2 or something of the soundtrack on my laptop.

Karen Christopher:	Yes, there was a lot of work done. During the first couple of years of working on making it, we recorded a lot of stuff. The reasons were various but sometimes just to show each other something, there would be a recorded element. 
I think I know I in particular was very concerned about how we were going to understand the passing of time. I thought we don’t want to be having a clock necessarily just right there, although we do have a clock but that’s more for panic control than anything else. 

Rachel Mars:	Is the clock facing you or facing the audience? 

Karen Christopher:	It's kind of on a side. The audience would be able to see it if they wanted to look at it but you're not looking at it the whole time because we didn’t want it to be overdetermined, how long have you been here and what time is it now. 
The idea of the eight hour day came from this idea we were, well we started with the problem of insignificant elements, a gesture or a particle or something really small, a raindrop, being insignificant until it accumulates and then it's massive. 
It's the internet, it's weaving a large cloth, it's having a little slim thread that turns into a jacket, this kind of thing but also the idea of just in terms of social justice or climate change, what can one person do? It just feels so desperate, you know, so the idea of insignificant gestures accumulating and making a difference in some way and trusting in that. Then all of the things that we started looking at starting connecting around that certain spindle. 
A typical working day is eight hours, so we had looked at a lot of factory things because of course there were lots of weaving factories. Then we were also just thinking about that idea of just this one little part I'm in charge of in a factory assembly line becomes the whole car or the whole whatever it is that you're doing, that you're making.
So, the idea of eight hours also has within it, I think, embedded this idea of how the seconds and the minutes pile up. So, there was that that we were contending with. 
There is a marker at the top of the hour and there's another marker during the hour that happens, so that we don’t lose our minds while we contend with the seconds and we’re counting a lot. There is a lot of things…

Rachel Mars:	Yes, I remember that. I remember the counting, yes, because it does this smart thing of drawing your attention as an audience member to time but your time. I'm drawn to the Tara and Karen time; I'm not thinking really about my time in those counting. I think it did that really smartly or in a way that I responded to. 

Tara Fatehi:	There's I guess something interesting in this that I'm curious to hear about Rachel about that as well, is the things that we had to learn for doing this piece because as Karen was saying, we had to, well not had to, we wanted to, look at a lot of examples of weaving and different ways of making looms.
We’ve looked at several ways that you can make looms, like how people do it in different parts of the world and how people, different practices of weaving that we have tried to learn. Karen is much better at it than I am but still, I have tried. 
Like different ways of creating masses of things, interwoven with each other, so it might be actually like the weaving itself of yarn and fabric or even weaving objects into each other and some other thing. Even like we work with, it's in the soundtrack as well, the language of pattern calling for carpet weavers. The one we’re using at least is very specific to Iran and there's these women who are saying, one of them is saying something to the other one to weave. 
The language is very specific to itself, so it's really not like the daily language of saying, “Oh yes, do a red. Do a green.” It’s its own, like a red goes up in the air and comes down and shifts to the bottom and then rocks a bit, rocks are blue, then jumps to turquoise. 
So, that thing was another thing that we had to learn in order to be able to use it and to sing that song among ourselves and Karen has learnt some Farsi. 

Karen Christopher:	Do one. 

Rachel Mars:	I was going to say, is it in Farsi? I want to hear it. 

Karen Christopher:	Do one and I’ll hopefully get the answer right. 

Rachel Mars:	Yes please, yes please.

Tara Fatehi:	(Sings in Farsi 0:22:41 – 0:22:48)

Karen Christopher:	Do it again, say it again. I almost got it right.

Tara Fatehi:	Very good, you got it.

Rachel Mars:	This is about colour, in relation to the song?

Karen Christopher:	It's about colour but the colours all have names. So, the names are not the average name of a colour because it's just like when you look at a bunch of paint swatches and they’ve given them whimsical colours to get you to buy them or whatever. So, each colour has a kind of very specific kind of tone, hue, whatever that it's referring to, so yes. 
It's beautiful because in some of these recordings online that we found, the ones we are using are women but there are also plenty of them with men doing it. 
There's one where the guys are sitting there, one is doing the knots and the other is singing and they do this call and response thing but then a friend comes in from outside, singing, “What have you planned to do for lunch?” It’s in Farsi but it this one has subtitles, so you can see supposedly what they're saying, and Tara can be my fact checker.

Tara Fatehi:	Yes, it's really funny because it’s really weaving the everyday stuff into the pattern calling as well. It's like, “So, what happened to the tea? Oh, you didn’t bring the tea, so what are we going to do today?”

Karen Christopher:	Yes, so they fall into this conversation about lunch for a couple of lines and then they go back to their colours, so what they're doing.

Rachel Mars:	Amazing.

Karen Christopher:	Yes, it's beautiful. 

Rachel Mars:	It sounds gorgeous and yes, a kind of work culture that we’re not- I mean, I don’t know if there's- well, there must be some work songs.

Karen Christopher:	Oh, absolutely. 

Rachel Mars:	In the UK as well.

Karen Christopher:	It's old fashioned though now. 

Rachel Mars:	Yes, it is old fashioned. Yes, I'm not sure that’s happening in call centres. 

Karen Christopher:	Maybe not. Maybe that would be good if they would sing to us when they called us, that would be great. 

Rachel Mars:	Yes, we’d have a much more sympathy for them I think. 

Karen Christopher:	Yes, exactly. 

Rachel Mars:	I just want to pick up on this thing about work, about like learning and skill and you said Karen is much better at it. I would self-describe as slapdash in my every day and so to do something repeatedly and meticulously is against my better nature.

Karen Christopher:	Yes.

Rachel Mars:	Yet I'm forcing myself to do it and I wondered if the skills that you’ve had to learn for this, are they things that came naturally or what have you had to overcome in order to get “good enough” to do the work?

Karen Christopher:	Well, I’ll quickly answer it, Tara, and then let you answer. I'm actually pretty slapdash myself I have to say but I was taking up weaving as part of just learning this piece or coming up with material or thinking, contemplating material for this piece but I really had to screw myself down to be able to accomplish the weaving because weaving is really meticulous. 
Even just warping the loom, measuring out all the warp threads, whatever it's going to be, really carefully. If you get one little thing wrong in a very long sequence of threading, you have something like, it’s all connected.
It's one piece of string but it might be 400, oh I'm just so bad, I can't even tell you if it's 400 metres or 400 inches but it's a very long piece of string is made into 420 “threads” because they have to turn on each other and be connected so that you can tighten them all down. 
It's very complicated but I nearly lost my mind once when everything was perfect, and I just let slip a little bar that had nails in it that was keeping everything in order and it all just went away. Any move on my part made it worse and it just, like a tiny jiggle and everything is lost. It's really incredible. 
So, you know, it's about calming down your- oh, I got longer, didn’t I? Tara, did you want to answer that question because I just kind of went into a little revere there, sorry. 

Tara Fatehi:	Yes, I mean I think for me that calming down was the thing I needed to. I love that, I used to do it more I think in my life to be like, oh I'm going to sit down and weave and focus. 
Of course, it always took me forever to weave a little something but at least I gave it the time but during this piece as well because this is something we were doing outside of our rehearsal time as well, just like lets go and do this crocheting thing. 
It's just to give it that time and just calm down and believe that this is work and this is work but also this is calm, and this is time, it's fine to spend time on this thing that’s going to progress very little at a time. Very, very little at a time was the thing that took a lot of effort, which is the ethos of the piece as well on some level.

Karen Christopher:	Yes, but I also think it's for the audience. The audience may not be extremely comfortable when they first walk in because they may say to themselves, “What's happening?”

Rachel Mars:	(Laughter) I'm laughing because that’s so familiar, that kind of like, “Oh my god, is this enough- really? This is all I'm offering.” That’s the anxiety voice. The other voice is, “This is what I'm offering.”

Karen Christopher:	Yes, exactly. You have to just trust that a person who wants to take up that offer will, but the audience member probably has to calm down just a little bit, just to give in to it. 
I think people who came who've fed back to us said, “Oh no, it's fine. I didn’t feel trapped. I knew I could leave any time I wanted to, so it wasn't a problem. I could stay for a while and then go and come back and it was great, it was okay.” 
People who watched it online because we did it online once, some people left it on all day long and they were working or doing other things but just kept looking back at it. 
Then one woman who saw it who was a poet had watched the first hour and a half or something and then she went out for a walk and when she came back she was so excited to see where we’d got to. She said, “You were with me on my walk.”

Rachel Mars:	That’s thrilling. It is thrilling.  You said something really interesting, Tara, about work. Is this enough, like is this work?

Karen Christopher:	I think that crosses over between our pieces for sure. 

Tara Fatehi:	Yes, I think in a way because we’re also doing this eight hour duration which we say it's the average working day and I think that has been reflected in all of our rehearsals because time stretches in a way, and we are really working.
We have in these rehearsals it can be super draining as well, I mean in a nice way but still it's a lot of work. I think sometimes visually at the moment you have little to account for that time but then when you put all of the things that we have done in the, lets say, three years together, you're like wow. 
So much has been done and all of these, like measuring the looms, one by one. I mean, that really does my head in. The kind of like…

Karen Christopher:	The warp threads, yes. 

Tara Fatehi:	The warping that I'm always so grateful for the people who have done the loom already for you because that’s the action of doing that but yes, I like the way that it kind of relates to how the audience also sees us. 
If they come back in the room and they see us doing similar things but getting different effects as time goes by, there is a connecting thread during the eight hours on some level but also a lot of things have changed. It's not like if you come back again into the room you'll see the exact same thing, everything changes.

Karen Christopher:	I was just hoping to connect across our two pieces with the idea of work. Tara was just talking about it a little bit but what do you have to say about that in terms of your piece because I think what's important about your piece is, I think, the connection between this memorial and the idea of work and the idea of what people at Dachau were made to do, which was work.

Rachel Mars:	Were doing, exactly, which was work.

Karen Christopher:	Arbeit macht frei.

Rachel Mars:	The language, yes, the language Arbeit macht frei which I refuse- it's how my gate differs from the original gate, which was I have the letters but I refuse to put them- basically the last bit is me or one of the last bits is me welding in anagrams that is made from Arbeit macht frei because I refuse to use that language. 
It's this notion of work will make you free, from what? Who is deciding what the work is? Then here I am working in a bid to make myself free from this inheritance essentially. 
It's like that’s essentially what I'm doing, is going okay, if I repeat this enough times do I earn myself a freedom from the act of memorial, which I feel like I'm doing every minute of every day. For me, that work is yes, it's the work of building the gate, it's the work of asking myself can I stop this work. 
There is a quote in the take home item from this psychologist who says that in the generations after the holocaust one member of the family becomes a memorial candle for the dead and that role isn't always consensual. 
The personal question in the work for me is like, does one ever get to put this down, this role, this work? I think the answer is no, but I think perhaps it becomes easier to bare or you get to put it down for longer and longer moments. So, there is that kind of question of work going on. 
Yes, the literal like [ ___ 0:34:08], you know. Then this notion of performance work because there's also this question of, “Is that work? It seems really enjoyable.” So, then there's kind of this question of yes, what capitalism says work is and work isn't and where joy sits in a kind of, I don’t know, joy as a work practice but like yes, maybe it is. Maybe it is a question of that as well really. 
Then obviously I had to learn welding and learn all these skills in order to do this work but that for me was tied up with there's a thing going on about the Jewish body and the Jewish female body, the Jewish body primarily as kind of stereotypically not capable, indoorsy, intellectual, nonphysical, that I'm deliberately going no, I'm going to learn this. I will become capable at this. 
I will create this thing. It will be functional and so that’s kind of those ideas of what stereotypical Jewish work would be, as opposed to just manual labour. 

Karen Christopher:	I think that’s doing a lot of work. I mean, you doing that is doing a lot of work.

Presenter:	This recording was edited by Jason Crouch. Horizon is commissioned by Arts Council England and delivered by Battersea Arts Centre, FABRIC, Fierce, GIFT, MAYK and Transform.
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