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We have been investigating Lars Von Trier as an author, as an artist and as a public 
person since January 2014.
What enthralls us is the intricate relationship between his self-narration and his 
public image, which ends up submerging the human being at every turn. On 
approaching Von Trier – the provocative director par excellence, accused of 
“misogyny”, of “manipulating his audience”, and recently even of “Nazism” – we 
expect to meet an impenetrable wall, but only to find out, in the end, that every 
interview of his is a part of an ongoing confession, almost touching in its candor. 
He is open about all his paranoia, his numerous phobias, his obsession with death, 
accompanied – as it often happens – by an almost chronic hypochondria (which 
may subside, even if for a short while, when he goes kayaking on the lake, or while 
washing dishes or rearranging his home; some rare moments when, it seems, he 
can feel more relaxed). 
This vulnerable, we could almost say, Lars often indulges – and with pleasure, 
it seems – in self-analysis while the unknown interviewer on duty, perhaps a 
cinephile yearning to learn which camera lenses Von Trier has employed in his 
latest film, finds himself listening to an uncensored version of a new chapter 
from his saga “Lars’ childhood wounds” (a.k.a. “Oh God, here we go again!”). 
Wounds that are almost all related to a mother figure who, in her son’s narrative, 

INTRODUCTION exhibits disconcerting traits: an ardent Communist, committed to her ideal of 
absolute freedom, she governs a house where grown-ups walk around naked 
and children act as adults. To say that Mrs Von Trier is a fundamental figure in 
the director’s life could sound a bit trite, but to say that her son is a complex 
figure, with a slightly contradictory character, would surely be a euphemism. 
Picking randomly from the heap of anecdotes: she spurs little Lars on to develop 
an independent personality, to forge his own identity regardless of society’s 
demands, and she is ready to support his decision to leave public school. But 
then, she instructs, maneuvers and steers, more or less overtly, almost any 
artistic choice of her son (in Lars’ words: “Even after her death!”). 
This is just an example (and not one of the brightest, if we come to think of it) 
but it is enough to realize, even on the basis of just a few biographical details, 
that when Von Trier chose to shock the mainstream film-making industry by 
founding the Dogme movement, where the director’s creativity is subjected to 
frustrating aesthetic restrictions, he was responding to an existential need – of 
Lars, the human being, as well as of Von Trier, the director – to set strict rules 
for himself, and force himself to abide by them, because nobody had ever given 
him any.



All we have said seemed to us a good story to tell, 
and we were eager to know more about it. Having no 
intention of playing amateur psychoanalysts or detectives 
in search of the truth hidden behind the veil of fiction (or 
better, going beyond this stage), we crashed into the 
author as kamikazes to make him explode through our 
point of view. Destructuring was our methodology: from 
the splinters of this explosion we began developing our 
imagination about the chosen theme and character.
We came up with a cubist portrait – Trier on Von Trier 
– made of seven symbolic pictures, seven areas, where 
symbol became playful matter for our pure theatrical 
game.
But we didn’t draw this matter, these symbols, from Von 
Trier’s movies. We too set some rules to guide our work 
and give ourselves certainties!

Wavering between stealing and not stealing from his work, 
armed with the logic of an ever-changing repetition which 
invalidates the opposition between copy and original, we 
follow in the wake of the tradition as handed down by 
the master, absorbing and reworking his experimentation 
within our research.
Going back to stealing, we have treasured direct 
quotations, which have become the coarse matter from 
which we have generated our text.
Collecting and analyzing all we could find regarding Von 
Trier’s life – from written (interviews, essays) to multimedia 
(video and audio interviews) materials – we began writing 
a text by putting different pieces together as in a collage, 
and tried to create friction by juxtaposing Von Trier and 
the most prominent creator of archetypes in Danish 
history: Hans Christian Andersen.
In Andersen’s fairy tales is embedded the Danish and 
European collective subconscious; their images are 
entrenched in our infancy as in the infancy of every Danish 
citizen, and consequently also of Von Trier. Those images 
could serve as a bridge between us and him, between 
Italy and Denmark. We became even more motivated to 
draw this comparison between Von Trier and Andersen 
when we found out that the former hates the latter. The 
clash between these two worlds has been a source of 
interesting analogies.

CONTENT AND PROJECT

1. No images from the director’s films.
2. No use of videos during performances.
3. No talking in our mother tongue (too easy to work with, 
and overburdened with linguistic clichés).
4. Direction’s given on stage and lights operated by 
performers. No wings.
5. No filming to document performances, which will be 
available only live
6. The viewing of the show will be possible only eating 
popcorn.

PROTOCOL

Lars is a show of contemporary prose acted in english



Fair is foul, and foul is fair, quoting from Macbeth. In 
Andersen’s tale “The Snow Queen”, splinters of the devil’s 
mirror get into teenagers’ eyes who, forever after, will only 
be able to see the foul. What does it mean to deliberately 
put yourself in the condition of showing only foulness? To 
Lars Von Trier, working on ugliness is a great expedient to 
exploit its undermining effect in order to redefine fairness 
outside well-established conventions.
Ugly to renovate decayed aesthetic canons.
This provocative intent is openly expressed in the 
manifestos released by Von Trier before all his movies, 
in which he repeatedly urges the cinematographers’ 
community to think outside the boundaries set by “what 
pleases the audience”. This consideration reminds us of 
the concept of time shaped by the contemporaneous 
presence of performers on a theatre stage: time is the 
key variable in exploring fairness and beauty, which is 
the obsession of many artists. And so, we are faced with 
questions such as: what is the rhythm of the symbolic 
explosion we are producing? How much time does the 
audience need to re-elaborate something communicated 
through new linguistic codes?
Obsession with time also makes us reflect upon steps 
we need to take in our quest for a form that tends to hide 
from our view.
This quest is taking place in a dark, liminal space between 
control and loss of control, that is, the main theme of this 
performance. This conflicting relation is organized in:
1. construction of a narrative plot (Lars-Mesmer, see 
synopsis);
2. work on the body of performers: sequences of physical 
theatre function as a “chorus” representing Von Trier’s 
imagination. We transfer to the body the problem of 
balancing between control and loss of control;
3. methodological processes which underlie the whole 
project: the above-mentioned restrictions constrain us, 
but they also allow us to unleash overlooked parts of our 
imagination.
We have always seen theatre as the most suitable 
means to talk about a living film-maker at the peak of 
his success, because its abstract codes enable us to do 
something different than the same old biopic. Theatre is 
sheer play. A captivating play even for a movie director 
who has always loved to experiment with actors and with 
disparate approaches, a performer in a way, but has 
always kept away from this form of expression.



“Basically, I’m afraid of everything in life, except filmmaking.” 
Lars Von Trier

In 1991, Von Trier’s masterpiece Breaking the Waves is awarded the 
Golden Palm at Cannes. Lars decides to summon all his strength and 
try to get to the festival for the closing ceremony.
He discards the idea of taking an airplane because he is terrified of 
flying; rushes out of a car horror-struck by the prospect of slow traffic 
and traffic jams; and eventually, decides upon taking a train.
When he gets to the station, though, he finds out that his coach 
is sealed and the windows cannot be opened from the inside. He 
absolutely cannot travel in those conditions. He overcomes a panic 
attack, then watches the train (which does not satisfy all his needs) as 
it leaves the station heading to Paris. Without him.
After this umpteenth failure in the attempt of defeating his plethora 
of obsessions and phobias, Lars consents to being hypnotized 
by Mesmer, a hypnotist who by chance has the same name of a 
character from one of his movies. His goal is to get to Cannes relying 
on the therapeutic effects of hypnosis. Mesmer is a bizarre hypnotist 
as much in appearance as in the methods he uses with his patient. 

He takes Lars on a journey inside his mind, where he is met by a 
landscape with the cold colors of a northern fable; he makes him 
regress to his infancy, dominated by a nudist mother – the director’s 
mother – who remarkably resembles the Snow Queen, the character 
from the eponymous tale by Hans Christian Andersen (whose picture 
Von Trier keeps in his living room, only for the pleasure of insulting him 
every morning at breakfast); he conjures up the director’s encounter 
with cinematography, and the ghosts of his obsessions – one for all, 
his unconditional love for film-maker Carl Dryer – and materializes his 
recurrent fears, such as the fear of lacking control over his actors and 
of not being loved by them. In the process ,Mesmer imposes on Lars 
quite embarrassing methods, at times, as playing the lead character 
in a grotesque session of psychodrama.
The relationship between Mesmer and Lars is in all respects a trial 
of strength. At stake is the loss of control on things, people, events, 
and even one’s past.
When Lars gets out of it, he feels overwhelmed, defenseless, and 
he seems, for once, to have lowered his guard and gained an ironic 
distance from his life’s events and from the image that he has built 
of himself.
But when he gets a clue that even Mesmer, the hypnotist himself, 
could be one of the fictional characters inside his mind, Lars 
feels the impulse to regain control of the game. With unfortunate 
consequences.

SYNOPSIS



We are a group founded in 2013 by former students of the Paolo 
Grassi School who yearned to get rid of the constraints of the 
academy.
We chose to call ourselves Kokoschka Revival: Kokoschka is the 
name of the well-known expressionist painter, but it also means 
“hen” in Croatian, and it means “popocorn” in Albanian. 
We approach the theatre with musical ear. Our texts and our 
performances overturn psychoanalysis’ perspective. We are not 
interested in treatments for human pathogen microcosms, but are 
charmed by their fables. We write streams of consciousness, we 
organize worlds of the mind and create systems of signs, interactive 
conceptual boxes in search of the alchemy of a new irony.
The relationship between control and loss of control is getting to 
the centre of our investigation, and we are developing new working 
methods which can affect this fluctuation in writing, in our work 
on bodies, and in working on musicality. We move between the 
chance of the aleatoric art and codes that impose upon us self-
constraining boundaries.
We consider our first work, Triangle Trilogy, as a first compendium 
of our imagination. It consists of three performances brought 
together in a one-act show, which takes us on a research journey 
into language: starting from a more traditional, ancient and 
popular theatre, and ending in the last section with an anti-story, 
a vision played on a more performative level. It’s a journey into 
the unconscious of three women, of an unstable feminine, which 
emerges from crevices as after an earthquake.

Lars -a portrait of Lars Von Trier is our second work. Here we 

confront with a master, driven by the ambition to recreate his 
biography on stage.
Our third work, which, as well as Lars, is currently undergoing 
production, is entitled Milva’s Last Krapp. Here, we create a 
friction between the author Brecht (with a hint of Beckett) and the 
personage of Milva, with all she stands for. This is a work on the 
body which deals with the dialogic relation between the wounded 
and spectral body of the Butoh and the traumatized body’s 
memory of a national actress who, after a car accident, succeeds 
in forcing upon herself an anomalous motion made of completely 
uncontrolled movements.
Our theatre company includes: Ana Shametaj (director, author), 
Riccardo Calabrò (author, actor), Mariasofia Alleva (actress), 
Marta Lunetta (actress), Edoardo Mozzanega (dancer, actor, 
filmmaker), Alice Raffaelli (dancer, actress). Music and interactive 
equipment are programmed and authored by Andrea Giomi. 
Stage settings are designed and realized by Marialuisa Bafunno, 
some parts being realized by Alessandro di Pietro (visual artist). 
Costumes are designed by Fiammetta Pasqualis. See at the end 
of page for a short biography of each artist.

Besides theatre productions, Kokoschka Revival are involved also 
in video productions, co-producing partner artists and supporting 
their collaboration with members of the company. So far:

Alessandro di Pietro - New Void. Art film by Alessandro di Pietro, 
written by Alessandro di Pietro and Ana Shametaj, edited by 
Ana Shametaj. Screened at PAC, Milano, as part of the exhibition 
GLITCH – Interference Between Art and Cinema. 

Arnaud Ducharne - 97,5%. Project in production. 
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This informations are approximate, the set design 
is in progress.
The minimum dimensions of the stage are 8m x 
6m , height 4 m.

Main parts of set design:
- a mechanized pendulum (height 2,50 m)
- a big hand made stone 
- white pvc on the floor
- a backdrop 
- a control desk for sound and light

LIGHTS

-10 PC 1000
-4 neon
-10 shapers
-4 led bars
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Lars-a portrait of Von Trier 

production: KOKOSCHKA 
REVIVAL

directed by: Ana Shametaj

written by Riccardo Calabrò e 
Ana Shametaj
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Mozzanega,Alice Raffaelli, Ana 
Shametaj
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Sculpture: Alessandro Di Pietro
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