Reflections by Marfa Lights and Cole Wimpee

  You have to formulate a personal argument for your want to enter into a relation of cooperation in The Sandwich Box. 

  WE ARE WILLED TO WANT WE WANT. I FIRMLY FIGHT FOR AND BELIEVE IN COMMUNAL ART AND EXPERIENCES WHERE
ARTISTS CAN INDEPENDLY SHARE COMMON MATERIALS FOR MULTI-PURPOSES. IN THE OBJECT IS THE SPIRIT OF THOSE
WHO HAVE USED IT BEFORE. IN THE SPIRIT OF THOSE BEFORE IS A COLLECTIVE IMAGINATION WHICH I AND YOU CAN
NEVER FULLY UNDERSTAND, BUT WE ALL MUST AND DO IN A WHOLE. 

  Who / what defines your workspace/area with The Sandwich Box? 

  PARTICIPATING COLLABORATORS / A SENSE OF PLAY, A SENSE OF REVERENCE, A SENSE OF THE TABOO, A SENSE OF THE SACRED.
  Describe the workspace/area You find most important in your work. You can describe, what You have worked with , how You have attached the work with respective context, reader, the relation of cooperation between you, publication etc. 

  SAFETY - PHYSICAL/EMOTIONAL/PYSCHOLOGIAL SO TO FEEL SAFE TO TAKE RISKS.
  Describe the substance in your work. 

  VIOLENCE. SEXUALITY. DEATH. FAMILY. 
  Are something turned up (problem, specific workfield, inspiration, ....), that You following want to process in your artwork or in another way? 

  WE ARE INTERESTED AND INVESTED IN THE BORDERS BETWEEN LANGUAGE, PERFORMANCE, MOVEMENT, PERSPECTIVE, and STYLE.
  Describe which elements of your work, You want to communicate. Some parts or a complete.
I WANT ALL TO BE COMMUNICATED - EVEN IF CERTAIN PARTS OF THE WHOLE COMMUNICATE 'CONCEALMENT', 'SECRET', or 'INVISIBLE'.
  Give an argument for your communication. 

  I HAVE BEEN DEVELOPING IT FOR TWENTY-SEVEN YEARS!
  To whom do You communicate your work? 

  VISUAL ARTISTS, PAINTERS, NEW YORK and BROOKLYN-BASED MUSICIANS, DIRECTORS, THEATER PATRONS, and ARTS PATRONS
  You are naturally welcome freely to formulate about your work. 

  UVA UVAM VIVENDO VARIA FIT
*The Aztec Economy (Brooklyn) a non-profit joint venture conceiving, developing, and trading in D.I.Y. cultural commodities such as original theatre, short films, happenings, psycho-geographical dérives, and mock human sacrifice. Our objectives are a) to excavate the various sites where everyday life is cross-cut with culture, ritual, and the ridiculous, b) to regulate the re-distribution and reciprocity of luxury and often site-specific artistic experiences to those who are culturally impoverished. Our defense toward these ends and the only arms which we allow ourselves use- audacity of style, sheer doggedness coupled with flexibility, and voodoo spells. Consider yourself warned.
 *The Sanwich Box, an ongoing international project consisting of a lysthus (tent) which trades hands between artists via in-person or by mail for the use of specific projects which are adapted for the use of the lysthus, is a necessary component of The Aztec Economy's project, marfa Lights. Indeed, it was the inspiration of TSB project based out of Denmark that was the impetus of AE's project. Upon hearing of this special phenomenon, which naturally evokes a communal and mysterious relationship between the artists it floats between, AE decided to write a short play (approx. 1 hour) which took as it's entry point the following tenets related to TSB: 
 
1. the lysthus is onstage, set-up as a primary set-piece. 
2. 2. naturally, the story should follow the narrative formula – 2 couples are in the woods. Camping out. A visitor arrives (i.e. – alien, ghost, angel or spirit) which
            propels the action. 
      3.   the presentation will be on rooftops, courtyards for a 'secret show', 
            late-night tour in Autumn 2008 in Brooklyn, NY. 
 
For these reasons, it was essential to our efforts to enter into a collaborative relationship with TSB. Moreover, we are considering the potential of taking the performance of this piece to Marfa, Texas' CHINATI FOUNDATION in the Fall of 2009 or Spring 2010.
 This, no doubt would be an ideal progression of these ideas we've developed because of Chinati's International reputation for support of the visual and performing arts, but also because of the script written especially for TSB entitled, marfa Lights is set in the West Texan town and incorporates several cultural signifiers for that location.
 In this event, ofcourse we would desire to reapply for the use of TSB for a briefer amount
of time in approx. 1 year to 1.5 year from now.
 *Our workspace area with TSB / Lysthus is defined by our personel of artists. Most especially playwright, Casey Wimpee. Director, Julie Rossman. Producer, Cole Wimpee. Live musician, Benjamin Manglos. And the cast, Adam Belvo, Darcie Champagne, Lacy Post, and Michael Mason. At the beginning we oriented ourselves with the nature of TSB project and discussed the history and aphorisms which determine the greater scope of the project as according to www.thesandwichboxsite.org.  As we rehearse the presentation we are interacting first with the frame of the lysthus. It is the primary physical item in our
ground-plan for this fictional world we are creating. As we proceed, the tent and fabric will be added. Our use of the tent, itself is expanded once the audience attends as we use it for concealatory and revelatory dramatic purposes. In our ''workspace'' which practically inhabits a small courtyard in Williamsburg, Brooklyn, NY – we rehearse the play. The courtyard has a canopy frame at approx. 7 feet which is a partition for vine growth in the summer. At this point (October) the leaves are receding and the star-lit sky
can be made out from gaps in the vine from below. (We rehearse primarily at night after sunset). There is a stone wall to our ''stage right'' which separates our yard with one next door. Another stone wall ''stage left'' is the partition to the residence of the playwright and producer, the Wimpee twins. The back wall is brick and spans 3 floors high. Behind it is a Chinese Food distribution warehouse. Many chairs of different styles, sizes, and shapes scatter the courtyard. We will use these for audience in rehearsals in addition to couches, comforters and other ''seating'' we collect. A mother feline cat hovers in and around the place. She recently gave birth to 3 small kittens which are a source of joy and observation to all of those involved in the process. The entire project is put together in about 50 days time. We have scheduled 3 secret, late-night shows. The first will 'premiere' in this courtyard space where we have built the play. The second and third will be on nearby residential rooftops which have been graciously donated for our use. Our adaptation to these new environments will be ''fast and loose'' and so we have defined our project with great flexibility and adaptability. As TSB travels, so do we in our relationship to it.
 *What is important to us primarily with this endeavor: correct association / partnership with the goals and guidelines of TSB; an experience that is rewarding for ourselves artistically and socially; a story which has impact to an audience – both dramatically and comedically; the organic and immediacy of live theater in site-specific locations; the spirit and adaptability of a show that travels, like TSB; a late-night secret, subversive experience which is alternative and atypical to 90% of conventional theatrical experiences; and finally, a show that appeals to a demographic audience of young, intelligent, and artistically-inclined youth that otherwise may not be interested in theatre or may have set-ideas of theatre as a dull and useless enterprise in a generation of film, television, radio, and new online media.
 *The substance of our work is the story we have created inspired by TSB. marfa Lights
Synopsis – 
Welcome to marfa (pop. 2,121), a sleepy city in the high desert of far west texas, where two couples have come seeking solace under the open sky, hoping to see the unexplained phenomena known as the 'marfa lights'- mysterious lights which appear after dusk outside of town. as night falls, and an unexpected visitor wanders into camp, they each begin to pursue their own drastic methods of recovering from devastating personal losses. a nativity play about crickets, fairies, pink elephants, bizarre owl migrations, insomnia, horoscopes, delirium tremens, paraphilia, UFOS, tennis, and the joy of magnets.

 

(Script available to any participating artist in TSB upon request – aztececonomy@gmail.com)

 *As we are developing the piece, there are a variety of challenges and decisions which are made to chart the course (or course correct) the process we are engaged in. These decisions are a natural and important part of rehearsing a play. Although there have been many small and more than a few significant choices made and discussions about the correct way to proceed, they are not critical for elaboration here and perhaps too trivial to an outer point-of-view. We typically are able to define certain significant moments and challenges / decisions in retrospect, a process we call 'post-mortem' which allows us to analyze and vocalize, as a group what we learned at the end of the performance process. Once this phase is complete, any request for specifics beyond these provided can be sent to aztececonomy@gmail.com
 

*AE seeks to communicate a multitude of ideas which crystallizes in a few large ones. Some of the small ones = animals, nature, isolation, outer space, tennis, games, obsession. The large ones = lust, miscommunication, gender politics, childlike innocence,

the cosmos, missed signals, and beautiful / horrifying phenomenon, existence.

 

*Argument = It is important to reveal and remind people about being young again, about being deeply mystified and inspired by phenomenon beyond explanation, about being in the natural world outside of urban environments, about the beauty and horror of the natural world, and about the social bonds we have with loved ones and friends which are ever so vulnerable to our ability and failures of communicating.

 

*AE communicates its work to anyone who desires to listen/watch. Primarily, for this project – young people (mid to late 20s and early 30s) who live in Williamsburg, Brooklyn, NY. Many of them artists themselves. Many who have fixed ideas about what being a ''successful'' artist in NYC means (i.e. – conventional, commercially-driven success vs. mysterious and simple and exceptional success of really ''touching'' an audience). Many who may discard the value of live theatre in an age of new media. These are who we aim to communicate the work with.

 

