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Where to land?
When in 1609 Galileo Galilei pointed his telescope at the sky, he 
discovered mountains on the surface of the Moon, making it 
another Earth, and the Earth a star among others. He thus 
upset the cosmic, but also political and social order of his time. 
Four centuries later, the role and position of our planet is once 
again being overturned by the new sciences that reveal how 
human actions make it react in unexpected ways. Galileo had 
taught us that the Earth is in motion. Researchers James 
Lovelock and Lynn Margulis discover an Earth "in motion" in 
another sense: they describe a planet where space and time are 
the products of the actions of living things. They are forcing us 
to change our view of the world and our understanding of the 
cosmos. And, once again, the whole organization of society 
seems to be called into question.

Whereas in 1610 we had to absorb the shock that "the earth 
moves", in 2020 we have to accept the much more surprising 
shock that the earth trembles and reacts to human actions to 
the point of disrupting all our development projects. 

We invite the audience to test the hypothesis of a parallel 
between the era of the astronomical revolution and ours. Are we 
experiencing a world transformation as profound and radical as 
that of Galileo's time? One thing is certain: we no longer know 
exactly what planet we live on, nor how to describe it. It is not a 
single, fixed and stable Earth, but a multitude of planets that lie 
before us, and which we must explore to find out which one to 
land on.

Between philosophy and theatre, this production claims to be a 
mix of genres: we think it is well suited to the current period, in 
which changes in ideas about the world are accompanied by 
changes in representations of that world. It is this aesthetics of 
science on the stage that we have been pursuing together for 
more than ten years.

Bruno Latour  

Mental image, stage image, scientific 
image
Unlike the Earth of Galilee, that of Lovelock and Margulis is 
animated, produced, constituted by the living beings. Hence the 
importance of understanding their actions, reactions, 
interactions, movements. The show plays with the seemingly 
immeasurable scales involved: the infinitely distant of 
astronomical exploration, the infinitely small of contemporary 
biology. It is these sciences that force us to profoundly rethink 
our place in the world. They are the ones that provide us with 
unprecedented images of our planet, transforming it into Terra 
Incognita.

James Lovelock and Lynn Margulis invented, together, the Gaia 
theory; it is a symbiotic space where the notions of time and 
space are redefined, where the infinitely small of micro-
organisms coexist with the infinitely distant of galaxies, where 
geological temporality and human history are intermingled. On 
the stage, these temporal strata are overlapping to tell the story 
of the emergence of a new conception of the Earth. The show 

attempts to capture this profound upheaval in our way of being 
in the world, and to draw from it the philosophical and political, 
but also sensitive and aesthetic threads. 

Thinking with hands

A desk, a chalk, a stage.
MOVING EARTHS stages the spectacle of thought in the 
making. The audience watches a philosopher who thinks with 
his hands, on the set, like a craftsman at work. On his desk: 
books, documents, an Ipad, photographs, a notebook, 
machines, optical instruments, chalk - objects that he grabs and 
by which he builds his thiking. The desk (filmed from above like 
a dissection table, and enlarged by live video so that it occupies 
the entire set) becomes a scenic and dramatic space in its own 
right, and it is on this space that events take place: the 
appearance of a document, a character, an objection, a 
discovery... During the show, the thought unfolds then like a 
story, an inquiry, embarking us in a series of flashbacks, making 
us enter the projected image, transforming a photograph into a 
living scene.

The point is to share a thought in the making, not to deliver a 
thesis. Each evening, the argument unfolds on the basis of the 
documents present. Our entire working process stems from this 
conviction: thought is a fascinating spectacle when we show its 
processes, its hesitations, its plays, its discoveries, its acmés, its 
evolution. The creative process is faithful to these choices: it will 
be built over time.

Frédérique Aït-Touati

THE PROJECT 
Bruno Latour and Frédérique Aït-Touati
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Founded in 2004 in England by Frédérique Aït-Touati, the company Zone Critique explores 
different modes of theatrical writing and questions scientific and ecological imaginations. After 
several years of exploration of the French and English repertoire (Phèdre by Racine, A Streetcar 
Named Desire by Tennessee Williams, Landscape by Harold Pinter, Elle est là by Nathalie 
Sarraute, En attendant Godot by Samuel Beckett), Frédérique Aït-Touati now dedicates herself to 
research-creation work, in collaboration with the CNRS, the Observatoire de Paris and the EHESS 
where she is a researcher in the history of science. She was and artist in residence at the 
Chartreuse de Villeneuve-lez-Avignon and the Comédie de Reims from 2011 to 2013, then at the 
Nanterre-Amandiers theatre since 2014 with SPEAP, the experimental academy she leads. 
Through collaborations with scientists of the Earth system, climatologists, musicians, designers, 
architects, philosophers, video makers, the company makes the theatre a place of exploration and 
testing of our representations of the world and the living beings.

For more than ten years now, the philosopher Bruno Latour and Frédérique Aït-Touati have been 
working together on projects at the crossroads of research and theatre. Within the company Zone 
Critique, they have developed different forms of theatrical and performative experiments: 
conferences - performances ("Tarde / Durkheim", Cerisy and Cambridge, 2007 ; "Bergson/
Einstein", Centre Pompidou, 2010 ; "Anthropocène Conférence", Musée des Confluences and 
Quai Branly, 2015), the show Gaïa Global Circus (2013-2016, on tour in France, England, 
Switzerland, Germany, United States, Canada), the simulation of the "Théâtre des Négociations / 
Make it Work" (Nanterre-Amandiers theatre, with Philippe Quesne, 2015), INSIDE (creation at the 
Nanterre- Amandiers 2016 theatre, on tour from 2017 to 2019 in Berlin, Frankfurt, New York, at the 
TJP-CDN in Strasbourg, at the Kaaitheatre in Brussels and at the Théâtre national de La Criée, 
Marseille). Between history of science, theatre and scientific research, this new project extends this 
collaboration and questions the aesthetic and political consequences of the change in the cosmos 
proposed to us by the Earth System Sciences.
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ZONE CRITIQUE, THE COMPANY 

MOVING EARTHS - UPPSALA GAIA GLOBAL CIRCUS  - NEW YORK



INSIDE - KAAITHEATER BRUXELLES



MOVING EARTHS  
(excerpt)

I would like you to feel what it's like to face a revolution in the way the earth is conceived. What it does to 
the stomach, to the guts, to the wallet, to the mind, to the intelligence, to the morals; to the taste as well as 
to the disgust of living, to the hope of surviving.
…

Imagine being told that the world you thought you were in is nothing like the one you imagined. There you 
were quietly surrounded by objects with clearly defined shapes, a basin, a table, a chair, a towel, each 
well separated from the others, standing apart from each other, and all together inserted, as in a painting, 
inside a space independent of them; and there you are, in front of this spectacle of convenient and distinct 
objects which only move if they are pushed or pulled. You have in your mind a whole set of deep or 
superficial thoughts, and you feel quite distinct from all this assemblage of things, at the right distance, as 
if in front of a painting. You may see out there the leaves of a tree, the clouds that the wind blows across 
the sky, the outline of a mountain, but they too are at the right distance, objects among objects, all 
inserted into infinite space, all distinctly painted.

And now, little by little, things become more complicated. Do you realize what is happening? The living 
creatures are no longer standing next to each other, but they are beginning to overlap, to slide on top of 
each other, to mingle, to intertwine. These beautiful and deep thoughts, which you feel you have, it is a 
whole billion bacteria in your intestines that allow you to maintain them. The landscape unravels; the 
painting fades away.
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ETC: Another alarming IPCC report on global warming has 
been published. The sense of urgency related to climate 
change is not new, but mounting rapidly. Mr. Latour, was 
this the main reason why you have been taking on a more 
public position as a philosopher?
LATOUR: For me, there were two entries towards the artistic. 
Twelve years ago, I saw a couple of shocking charts in a book 
by Clive Hamilton, predicting ecological disaster if we didn’t act 
radically upon global warming. You can find the same ones in 
the IPCC report, except that the curves of the red lines in the 
charts are even steeper! Back then I got seized by the urgency 
and decided to re-invest in this strong interest of mine–Gaia–
but in a more dramatic way. Frédérique and I assembled a 
small team and started working on the staging of the “problem” 
of climate change, which some years later led to the theatre 
piece Gaia Global Circus.
AÏT-TOUATI: As a historian of science and stage director, I 
have always been interested in the links between theatre and 
science. When Bruno suggested that we should work together 
on the urgency of climate change, I saw it as an opportunity to 
explore the heuristic (a systemical methodology to do research 
new solutions and insights, ed.) powers of theatre. Hence the 
idea to develop theatrical research with my actors, the writer of 
the play Gaia Global Circus, Pierre Daubigny, and Bruno; a 
process of research-creation that lasted for three years, and 
involved fieldwork, readings, improvisations and discussions 
with several climatologists.
LATOUR: I noticed there is a feedback loop between my work 
in the theatre and my academic writing. I had to do a lot of 
reading for the Gifford lectures (which formed the basis for the 
book Face à Gaïa, ed.) and this fed the play. On the other 
hand, the discussions with the team and the improvisations of 
the actors formed the inspiration for the lectures. I don’t 
consider myself to be an artist, nor doing art. However, 
constructing a play pushes me to sharpen philosophical 
concepts. It may be a weak definition of art, but the practical 

artistic work helps me to grasp ideas which are still half-
obscure, hidden in the shadows.

ETC: How do you deal with the feelings of doom and 
despair in your theatre projects?
LATOUR: We delve into the question of the current sources of 
indifference to catastrophe. It seems the steeper the curves of 
the red lines get, the less people react to it. Why is that the 
case? Theatre also permits us to disseminate anxiety under 
another form. I don’t think Frédérique and my daughter Chloé, 
who also collaborated on Gaia Global Circus, were so anxious 
about the situation when we started working, but I’m sure 
they’re anxious now! When presenting a play, you spread this 
anxiety amongst the public, but you also have the opportunity 
to provoke alternative feelings. You can move from anguish to 
exhilaration for example. There are so many possible affective 
ways to relate to the new climate regime.
AÏT-TOUATI: From the beginning, one of our big questions was 
precisely how to deal with those feelings in relation to theatre. 
The theatre is an art of specific passions and emotions, which 
are different from for example those of cinema. It’s impossible 
to transfer the pathos of a blockbuster catastrophe movie to 
the stage. Through a series of little scenes and sketches, Gaia 
Global Circusexplored anxiety and despair, counterbalancing it 
with a good deal of humor. Black humor. One of Bruno’s strong 
references is the comic strip…
LATOUR: Mainly Tintin, which is maybe not so surprising! 
Frédérique and I wanted to present various positions, including 
the one of indifference, and the belief in a technological fix.

ETC: What was the second entry for your excursions in 
the arts, or more specifically the theatre?
LATOUR: I have a background in the history of science. In my 
book on Louis Pasteur (Pasteur: guerre et paix des microbes, 
1984, ed.), I introduced the notion of the ‘theatre of proof’, 
which refers to the staging, the dramatization of scientific 
proof. With Frédérique, I share a long time interest in science 
as drama. There also was a time when science had to rely on 
the powers of fiction, in order to be able to revolutionize the 
concept of the earth. Take the work of Johannes Kepler in the 
17th century, for example, something Frédérique has also 
written about. Afterward, modernity drove a wig between 
literature and science, but I believe the two realms are 
converging again in our times, reopening the possibilities of 
expression. It’s interesting to see how the affects modified by 
the new climate regime are explored in poetry, theatre, the 
visual arts, …
AÏT-TOUATI: In the past, Bruno also staged Pasteur! He made 
reenactments of scientific lectures and experiments. In my own 
research, I have studied the period when science, literature 
and the arts were deeply intertwined. I think one of the reasons 
why I started to work together with Bruno is that I feel that our 
present times are in need of this convergence again.
LATOUR: I staged Pasteur together with my colleague from 
Cambridge, the historian, and philosopher of science Simon 
Schaffer. I also did a reenactment of the catastrophic 2009 
Copenhagen climate summit. That project was a way to lure 
people out of their depression by investigating what went 
wrong and how these kinds of political negotiations could be 
improved.

(to be continued next page)

The full interview is here:
http://zonecritique.org/revue-de-presse/
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ETC: Reenactments are very present in the contemporary 
performing arts field. In 2015, you made a pre-reenactment 
of the COP21 in Paris, some months before the actual 
summit took place.
LATOUR: Indeed. Together with more than 200 students from 
all over the world, and with Laurence Tubiana, who was an 
ambassadress to the real COP, we speculated about an 
entirely different set of rules and procedures for the climate 
negotiations. The theatre director Philippe Quesne took care of 
the scenography, the Berlin-based collective RAUMLABOR 
designed the furniture, and Frédérique staged the weeklong 
experiment. MAKE IT WORK/Le théâtre des négociations dealt 
with a topic I have been investigating since my book Politics of 
Nature (1998), or even since We Have Never Been 
Modern (1991), namely having human beings speak in the 
name of nonhuman entities.

DE-CENTERING THE HUMAN ACTOR
ETC: Many of the theatre and performance practices 
inspired by your work are looking for ways to de-center 
the human on stage, or even erase him or her altogether. 
In your collaborative work, whether it takes the form of a 
theatre play, a lecture performance, a pre- or reenactment, 
humans stay the main actors.
AÏT-TOUATI: How can we deconstruct theatre as a traditionally 
human-centered art form? In Gaia Global Circus we used a 
canopy which flew over the stage with the help of helium 
balloons. The idea was to have a fifth nonhuman actant next to 
the four actors. It didn’t prove to be a real success, because 
the canopy was a puppet that couldn’t move by itself but 
needed to be moved. I’m not sure if erasing the human 
presence is really interesting from our perspective. It is rather 
a matter of combining, shifting the perspective, putting the 
human and nonhuman together on stage.
LATOUR: Our point is not to erase but to ‘stretch’ the human in 
order to include the nonhuman. Total absence would be 

ridiculous. Why would anyone want to come to the theatre just 
to see the decor basically? We are seeking another 
relationship to scenography, by–yes–de-centering the human, 
moving him or her slightly off stage so to speak. Actually, this 
has always been the case in the history of theatre. The human 
has always been de-centered by other forces 
like faith or divinity on stage, forces made visible by the text.
AÏT-TOUATI: Decor is not decor anymore. In many of Bruno’s 
texts, but also in those of Isabelle Stengers and others 
belonging to the same philosophical family, the image of the 
backdrop keeps reappearing. They mention how it merges with 
the foreground and becomes active. This has been key in all 
the projects I have staged since Gaïa Global Circus in 2013 
now also in Galileo Redux, our new project on Galileo and 
Lovelock, who developed the Gaia hypothesis together with 
Lynn Margulis.
ETC: What does this de-centering mean for storytelling? 
Just like that other family member, Donna Haraway, you 
often stress the necessity of changing the way we tell 
stories nowadays.
LATOUR: We can’t pretend anymore to distance ourselves 
from the world and describe it. There is the quasi-philosophical 
argument that the world itself is a narrative – in which we take 
part. It currently seems to have a strong impact on the arts. 
Take Richard Powers’ latest novel for example, The 
Overstory(2018), in which the lives of trees play a pivotal role. 
The book helps you get closer to the way life forms are in the 
world through imagining their stories, including the stories of 
their entanglements with us, human beings. I heard Powers 
was recently approached by someone from Game of Thrones!
I don’t know of any theatre text that does something similar. It 
would be really interesting to try this out. On the other hand, 
theatre dealt with divinity for ages, prior to the modernist 
divide. Maybe we shouldn’t de-center the human but bring 
back to the definition of the human what has been taken out of 
it.

ETC: To what extent are these other kinds of stories 
devoid of suspenseful action?  

AÏT-TOUATI: We discuss boredom a lot… The traditional 
definition of a gripping story involves a protagonist, 
psychological development, morally good and bad actions. 
However, when you read scientific literature, you discover the 
description of things and their agencies is all but boring. We 
need to get rid of the common sense idea that when it’s not 
human, it’s not interesting. Think of the stories Anna Tsing tells 
about the Matsutake mushroom in The Mushroom at the End 
of the World (2015). That’s what I call gripping!
LATOUR: With Nature’s Metropolis (1992), William Cronon has 
written an absolutely fascinating long term history of the city of 
Chicago. It traces how a place where there was nothing 
besides a village of native Americans developed over 
hundreds of years into a metropolis, technically and 
economically. Within that evolution, humans were–self-
evidently–important actors, but they were not the only ones 
generating the Chicago metropole.

INSIDE THE CRITICAL ZONE
ETC: In the lecture performance INSIDE you argue we 
should stop imagining the earth as a globe, seen from the 
outside. Even when seated in an airplane, we are ‘inside’ 
the critical, fragile stratosphere of the earth, and are 
exerting an influence on it. This radically different 
perspective blurs the divide between the local and the 
global. We wonder what it could mean for the performing 
arts, where the tension between these two poles is also an 
important topic of debate.
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LATOUR: The local-global divide is a product of globalization. I 
am looking into different metrics, determined by what I call 
the terrestrial. This metrics is entity-dependent: what we name 
“global” and “local” should actually be redistributed for each 
0entity. A whale, for instance, is completely globalized in its 
own way, going from the north to the south. Anna Tsing’s 
mushrooms are globally disseminated beings, but are only 
found in particular places, such as forests in the west of the 
US. Bacteria are not globalized in the way the internet is 
globalized. And so on. The same goes for us. We are not local 
in any sort of traditional sense, even though there are now 
people who desire to be local in a neo-traditional manner. We 
have to invent new metrics, new data, for this very old 
situation.
AÏT-TOUATI: At a certain point in INSIDE you can hear a very 
strong sound, which takes you to a particular locality. It is the 
sound of the Apollo 8 capsule from which a picture of the globe 
was made, this blue marble floating in space. It’s an image that 
is extremely rare but which has a disproportionate impact on 
our imagination of the earth. In order to create that picture, you 
had to be in a very small and isolated space. With INSIDE, I 
don’t think we found a way to make the audience experience 
the terrestrial, but maybe we could convey how the 
perspective of the globe is ‘wrong’.

ETC: We traditionally call the experience of an encounter 
with something that is too big to comprehend, which 
terrifies and fascinates us simultaneously, “sublime.” Is it 
still a useful category in the frame of the new climate 
regime?
LATOUR: In the lecture performance, we actually try to show 
that the sublime has disappeared because we are all inside. 
There is no outside anymore that would enable the necessary 
distance from which to experience and contemplate the 
sublime. The feeling of greatness caused by the difference in 
size between you and the thing you see, the immensity of the 

tornado or volcano you encounter, is gone. Since we are now 
at the size of the volcano or tornado. However, you can shift to 
a dark neo-sublime nowadays, a profoundly perverse delight in 
the extent of the disaster. The sublime has been replaced by a 
sort of pornography of catastrophe. I think about the horrifying 
kind of eco-theatre confronting the audience with 
environmental catastrophe, written by people who have no 
knowledge and interest in science. In a blank, abstract way, 
they evoke these boundless powers. In visual art, you often 
see the immensity of waste dumps or oil fields for example. It’s 
also present in a lot of eco-ideological propaganda. I compare 
it to those grueling books about Nazi doctors. There is a sort of 
complacency, a very perverse one, where you feel good about 
the catastrophe. And it has absolutely no political effect in 
terms of raising consciousness.

AÏT-TOUATI: Using horror techniques to arouse strong feelings 
doesn’t make a work political.

LATOUR: Maybe someone like James Lovelock, when he was 
nearly a hundred years old, could have had the sensation of 
the sublime. The perspective of this long stretch of time could 
generate the distance enabling him to say: look how this great 
civilization has destroyed itself… It remains an interesting 
question in relation to art history. We know when the sublime 
erupts, but how could we study the current disappearance of 
the sublime caused by the ecological question?

ETC: In your latest book Où Atterrir? you refer to the 
theatre’s architecture when discussing the perspective of 
being inside. You mention we need to take the frame and 
the wings of the theatre into account. There is of course 
also the audience-stage divide, the whole theatre 
machinery, the painted backdrops or infinite… How can 
we bring the perspective of the inside into the actual 
theatre?

LATOUR: The history of theatre and its architecture are 
strongly influenced by a “specular scopic regime”, a mirroring 
type of gaze. However, it might not require many changes in 
the whole architecture to get completely different readings. We 
are not obsessed with the idea of going outside of the theatre, 
playing on street corners, or in places which have less defined 
shapes and no suggested perspectives. Once the critique has 
been made about the imposition of a specific perspective, in 
this box which is the theatre, we find ourselves, funnily 
enough, and in a very powerful manner, inside. 

MOVING
EARTHS

« LE DÉCOR N’EST PLUS UN SIMPLE DÉCOR »  
Interview avec Bruno Latour et Frédérique Aït-Touati



MOVING EARTHS - THÉÂTRE DE L’ODÉON



BIOGRAPHIES 

Bruno Latour

Born in Beaune in 1947, he is a sociologist, 
anthropologist and philosopher of science. His work 
earned him the highest distinction in social sciences in 
2013, the Holberg Prize. Professor at Science Po, he 
was interested in the sociology of science and the 
processes of scientific research (La Vie de laboratoire), 
the dynamics of innovations and the philosophy of the 
techniques that result from them (Aramis or the love of 
techniques), or philosophical anthropology (We have 
never been modern) questioning the distinction between 
nature and society, and political ecology, Nature 
Policies. How to bring science into a democracy? He is 
also the curator of several exhibitions: Iconoclash, 
Making Things Public and Reset Modernity! He taught 
for a long time in engineering schools, first at the 
CNAM, then at the École des Mines where he joined the 
Centre de sociologie de l'innovation in 1982. Since 
September 2006, he has been a professor at Sciences 
Po, where he heads the Médialab and creates the 
SPEAP program.

Frédérique Aït-Touati

As theatre director and historian of science, she 
explores the links between science, literature and 
politics. She started her company in 2004 in England 
where she directed Pinter, Tennessee Williams, 
Sarraute, Racine, Beckett. She was in residence at the 
Chartreuse de Villeneuve-lès-Avignon and the Comédie 
de Reims from 2011 to 2013 for the Gaïa Global Circus 
project, touring until 2016 (France, United States, 
Switzerland, Germany, Great Britain, Canada), and at 
the Nanterre-Amandiers theatre since 2014 where she 
created with Bruno Latour and Philippe Quesne Le 
Théâtre des négociations-Make it work (2015) then 
staged the following year the conference-performance 
of Bruno Latour, INSIDE on tour at the HAU in Berlin, 
the Montsourtum in Frankfurt, The Signature Theatre in 
New York, the Kaaitheater in Brussels, the TJP in 
Strasbourg and the Théâtre national de la Criée in 
Marseille. A researcher at the CNRS, she has published 
Contes de la Lune (2011) and Terra Forma (2019).

Patrick Laffont de Lojo

Born in Marseille in 1976, he lives and works in Paris. 
Visual artist, videographer and set designer, Patrick 
Laffont de Lojo develops his work "on stage" as close 
as possible to the performers. Since 2004, the visual 
artist has collaborated with Cyril Teste within the MxM 
collective and has collaborated with Skalen, a 
choreographic collective, Hubert Colas for nearly 15 
years, Emilie Loizeau, Alain Françon, Robert Cantarella, 
Yves-Noel Genod, Jean-Louis Benoît, Thierry Thieu 
Niang, Benjamin Bertrand... In 2016 he exhibited a 
series of installations on Beirut at the Mucem, created 
Ctrl-X at the Théâtre de Poche in Geneva; created 
Mona with Émily Loizeau. He also signed the 4X11 
stage set for Gildas Millin. At the end of 2017 he 
presented his first solo exhibition - Bleu - at Lux, the 
national stage in Valencia. Since 2017, he has been 
collaborating with Frédérique Aït-Touati and Bruno 
Latour and teaches at the Ecole Nationale Supérieure 
des Arts Décoratifs. 
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2019-2020 : étapes de création et tournée 

#1 BACK TO EARTH
Conférence-performance de Bruno Latour lue par Geoffrey Carrey 
21 janvier 2019 : Festival Hors Piste, Centre Pompidou, Paris

#2 MOVING EARTHS
Conférence-performance par Bruno Latour
14 octobre 2019 : The Rausing Lecture 2019, Uppsala, Suède

#3 MOVING EARTHS
Conférence-performance par Bruno Latour
7 décembre 2019 : Nanterre-Amandiers, France

#4 MOVING EARTHS (annulé)
Conférence-performance par Bruno Latour
16 décembre 2019 : Institut Français, Le Caire, Egypte

#5 MOVING EARTHS
Conférence-performance de Bruno Latour, interprétée par Duncan 
Evennou
20 janvier 2020 : Théâtre de l’Odéon, Paris

#6 MOVING EARTHS
Conférence-performance de Bruno Latour, interprétée par Duncan 
Evennou
6 février 2020 : Les Bernardins, Paris

#7 MOVING EARTHS
Conférence-performance de Bruno Latour, interprétée par Duncan 
Evennou
9 et 10 mai 2020 : ZKM, Karlsruhe, Allemagne

#8 MOVING EARTHS STUDIO
Performance et atelier de création par Duncan Evennou, Patrick 
Laffont-DeLojo, Frédérique Aït-Touati
1-12 juillet 2020 : Berlin

#9 MOVING EARTHS
Conférence-performance de Bruno Latour, interprétée par Duncan 
Evennou
3-7 septembre 2020 : Taipei Performing Arts Festival, Taïwan

Contacts en cours : Serpentine Gallery, Londres, Royaume-Uni ;
L’Hexagone, SN – Meylan, Lieu Unique, SN – Nantes, La Colline, 
Théâtre National – Institut Français de Beyrouth – Liban ; Centre 
Pompidou ; HAU, Berlin ; TNG, Lyon ; Villa Gillet, Lyon ; 
Kaaitheatre, Bruxelles.
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AGENDA 



LIENS VIDEOS MOVING
EARTHS

INSIDE - KAAITHEATER - BRUXELLES

https://vimeo.com/143874181

https://www.youtube.com/watch?v=2n8VIIlaWh0

CLIMAT LE THEATRE DES NEGOCIATIONS

https://www.youtube.com/watch?v=2n8VIIlaWh0
https://vimeo.com/143874181
https://www.youtube.com/watch?v=2n8VIIlaWh0


Number of people on tour: from 2 to 5 depending on the form 
(1 actor, 1 stage manager, 1 director, 1 assistant, the author Bruno 
Latour) 
Set up time: 2 days and 1 day rehearsal time 
Technical staff of the venue: sound, lighting, video and stage managers 
Lodging, meals and travel from Paris by train are not included 
No gauge limit 
The show can be performed in French or in English. 

The company works in the most energy-saving way possible: no waste, 
travel by train, compensation when we cannot avoid transport by plane, 
recycling, video scenography without transporting a set, working 
upstream with the host team to use the equipment of the place that 
invites us. 

We voluntarily travel as a small team, and therefore need a full technical 
help on tour (stage managers and technicians for the set up and break). 

The artistic team is available for a debate with the audience after the 
performances. 

CONTACTS  
Production director: Elise Blaché
production@zonecritique.org
Technical director: Patrick Laffont-DeLojo
patricklaffontdelojo@icloud.com

FICHE PRATIQUE

Technical requirements (adaptable according to location) 
STAGE: 
- White Cyclorama that operates - Possibility to perform perch manoeuvres during the performance.
- 1 matt black table or a practicable with a matt black top and matt black base 
- 1 round base microphone stand with 2m tube added on top and ballast for hanging the camera 
- 1 magic arm 
LIGHT: 
- 6 2K cut-out - filter: 201 - on feet nose at 170cm 
- 4 cut-outs or servo-controlled in high hang for adjustment on the table in 201 
- 6 2K front cut-outs in 201 
VIDEO:
- 1 video projector 20,000 lumens SXGA+ optical 1.4-1.8 
- 1 video projector 12,000 lumens SXGA+ optical to be determined 
- Control room cabling > video projectors (HDMI) 
- 1 HDMI cable stage (table) > control room (50m) + live power supply for camera at the table 
SOUND: 
- 2 hf microphones 
- Room diffusion 
- In addition to the voice, other sounds will be played during the conference. 
- 1 sound card 
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