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Twelve Questions on Re-thinking Theory and Practice

Because of the diverse and international
compass of the conference, Claire Rousier
and | decided to bypass the conventional and
hierarchical custom of presenting keynote
speakers in favor of hosting a series of
discussions open to all participants at the
conference. We envisioned these as "micro-
ecologies of knowledge production.” | wrote
the questions and asked my esteemed
colleagues to assist in coordinating the
discussions. What follows are the notes they
took on the individual sessions. Susan L.
Foster

First Question: What isyour daily practice
and why? How does that practice connect,
or not, with the socia? Quelle est votre
pratique quotidienne et pourquoi? Comment
cette pratique est-elle liée ou non—au
social?

Conversation moderated and summarized by
Jacqueline Shea Murphy

Some of the daily practices described
in this conversation included awareness
practices that people saw as preparing
themselves to meet the day, and the world.
One person described laying down in a
hallway space and feeling connected to the
world, and to the people in photos on the
walls. Several mentioned yoga or described
specific yoga poses as daly acts of
grounding, meditation, and self-care. These
daily practices, several people said, made
them easier people to be with — more rested,
more social. One person noted how on the
days she doesn’'t practice, “1 feel robbed —
and I’m the only one responsible, but | put it
elsewhere.” Many saw caring for
themselves as a way of caring for the world
and as a kind of direct engagement with it.

Some mentioned the social connection their
practice led them to feel with others
practicing similarly, in classes, through
history, or just with others in general.
Several of us noted the role our daily
movement practice plays in preparing us to
be able to sit and write.

Some people said they had no daily
practice, no ritual, in their day to day.
Others noted daily activities like bending
down and picking up the newspaper (and
noting changes to this practice from when
opening the paper required widening the
arms, to when a tabloid form required less
reach). Another named sitting and checking
emails habitually as his daily work, along
with trying to go for a wak. Another
mentioned her daily practice as the act of
finding some opportunity to move, be it
walking aong a river, doing yoga, or
gesturing to her neighbors. Someone asked
whether she ought to be moving more, and
noted the opportunities that walking and
walking meditation, with attention to
alignment, offered her these days.

Others noted how much daily
practice has to do with your age, and many
noted how, with age, they have found new
ways to practice —perhaps shifting from
theater dance to social dance classes (where
there are more opportunities), or from ballet
to baroque dance, or in cultivating a new
relation to ballet as a humbling practice that
teaches how hard it isto gain knowledge (an
important reminder when teaching students
grappling with new ideas). Someone
mentioned the work it takes to cultivate a
relation to one's body other than as only a
site of injuries. Another spoke of the loss of
structure, after the death of ballet, and how
very risky it felt.

Towards the end of the conversation,
the question of daily practice as a form of



research emerged. “I’'m practicing everyday.
Because I'm a dancer, every day | feel
different, and everyday there is a different
part of the movement that | try out --
sometimes very vigorous, sometimes very
tender,” one speaker said.

Second Question: Comment travaillez vous
votre facon de danser ? quelles méthodes et
techniques vous aident & mieux danser ?
How do you practice your dancing? What
methods or techniques of practice help you
get better at dancing?

Conversation moderated and summarized by
|sabelle Ginot

En France, du moins dans le milieu
de la danse contemporaine, la définition et le
territoire de ce que les danseurs considérent
comme la «techniqgue» se  sont
profondément modifiés entre les années 80,
ou les danseurs accordaient une place
prépondérante a la technique et au « cours
technique », et les années 90 et 2000, ou la
guestion de la « technique » s est beaucoup
élargie, passant dun intérét  pour
«|'entrainement » & un intérét pour le
changement perceptif et sensoriel. Auss,
méthodes somatiques, arts martiaux,
pratiques sportives (jogging, gym club, etc.)
viennent composer la «préparation» du
danseur autant, si ce n’est plus, que le cours
technique souvent déserté.

Il faudrait donc réfléchir a la fois a
ce que sont nos techniques ou méthodes de
prédilection, mais aussi, a ce que hous
incluons dans cette notion de technique.

Des exemples de techniques sont
données. Si la question de «prendre un
cours» est absente des débats, chacun a
retenu certains ééments de telle ou telle
technique et les intégre dans sa pratique
personnelle. 1l est surtout question de

préparation (étre assis, sentir son poids,
etc.), d éveil sensoriel et perceptif.

La notion de technique est évacuée
au profit de celles de pratique et d'outils;
beaucoup insistent sur le choix esthétique
qui est préaable (implicitement ou
explicitement) au choix de la pratique: en
vue de quel projet choisissons nous de
pratiquer telle ou telle technique ? en vue de
guelle esthétique ?

Pour les interprétes qui passent d'un
projet esthétique et d'un chorégraphe a un
autre, la notion de constance dans une
pratique (avoir un entrainement régulier)
peut faire place a I'idée de changement.
Revenir — parfois a I'aide des méthodes
somatiques, qui permettent de défaire les
codes gestuels et sensoriels accumulés — a
un geste non margqué, ou moins marqué, afin
de pouvoir entrer dans le projet suivant.
Aing, plutét que «la technique» comme
systeme indépendant que chacun gjusterait
ou adapterait a ses propres besoins, il faut
penser a la technique comme projet
esthétique. Les méthodes somatiques, qui
sont €elles auss chargées d histoire,
n’ échappent pas a cette régle.

Cet engagement esthétique connait
une variante plus spécifique encore: les
pratiques ou techniques choisies par les
danseurs sont attachées également a ce
gu’ils souhaitent engager au moment de la
représentation (performance), autrement dit,
au mode de relation spécifique engage par le
danseur avec le public, ou encore la
présence. La France de ce point de vue est
un exemple assez clair : le moment du retour
des pratiques « alternatives » (improvisation,
release techniques, méthodes somatiques)
pour les danseurs contemporains, depuis les
années 90, est paralléle a un renouvellement
tres visible des modes de présence sur scéne
et a un questionnement explicite sur la
présence.

En conclusion, on peut envisager
I'idée que le choix de pratiquer une



technique ou une méthode donnée est aussi
(ou d’abord ?) un choix théorique.

Third Question: How is practice different
from performance?

Conver sation moderated and summarized by
Michael Huxley

The conversation began with a brief
resumé of the two earlier sessions. These
had revealed a diversity of people's dance
practices and daily practices. Participants
were encouraged to consider practice and
performance from this broad perspective,
and to think about whether their choice of
practice is atheoretical choice.

We considered practice  /
performance from the point of view of the
practitioner and in terms of the presence/
absence of an audience. These ideas were
taken further by looking at what delineates
the difference for the dancer between
practicing and performing. For some forms
of practice the relationship is an intimate
one; for instance, in south Asian dance
forms. In forms like improvisation there
may be no distinction. For many recent
dancers performance is seen as a part of
their overal practice, not a thing in itself.
The dance artist can radically address the
practice/performance relationship in terms
of how the audience is involved. An
example was given of Merce Cunningham’s
[Anniversary Event | for Tate Modern's
Turbine Hall [2003].

It was acknowledged that, for some
forms of dance, practice was a generad
activity where performance was not fore-
grounded. In other forms, practice includes
the performative; especially where that
practice anticipates performance.

It was thought that Marcel Mauss's
‘Techniques of the Body”, Gilles Deleuze
and Felix Guattari — with theory that

produces ‘fluidity’ and Edward Said, could
be called on to open the discussion further.

Fourth Question: What is your practice of
choreography? Quelle est votre pratique de
la chorégraphie? Vad & din koreografiska
praktik?

Conversation moderated and summarized by
Lena Hammergren

As in earlier conversations, it was
proposed that we consider choreography as a
broad range of practices. However, most of
the examples described, did stay within a
more “dance-friendly” definition of the
term.

One person talked about how she
preferred working with different ways of
creating movements rather than creating the
movements as such. Others described their
practices as a form of realizing ideas, or
practicing interpretation, or in using a more
poetic terminology: as working with
vibrations or rhythms. Another suggestion
was. to make choreography is to listen to
and theorize a listening to your body
moving.

An important part of the practices
has to do with how choreographers relate to
dancers. People discussed the manner in
which we conceptualize these different
relationships (eg. to mount work on
dancers, set a piece on dancers) — and this
issue was also addressed at the conference
earlier the same day, as part of an alternative
presentation in the session “Habits of
speech”. Suggestions on rethinking these
relationships were formulated, such as
“bringing out the dance from the dancer”, or
“inviting the dance from the dancer”. In this
context one choreographer remarked how
she had found it very important to return to
working with herself as dancer.



People talked about the difference
between the process and the product in
defining your practice, and several agreed
they found process-oriented work more
stimulating. Others saw the delineation
between process and performance as fluid
(cf. the previous conversation on Friday, no
[11). Someone questioned whether it was at
all possible to work with dance as a form of
art if you accepted commissioned work,
implying the need to start creative work
from your own standpoint and interests,
from within a process without an explicit
goal.

A whole range of practices were thus
described; some with emphasis on the
choreographer’s persona and her/his inner
world and imaginations, others focusing on
how to relate to and work with dancers, yet
others emphasizing the making of dances
and how one worked with movements,
experimentation, improvisation. The group
did not discuss in explicit terms of
“rethinking” choreographic practices, but to
some degree the emphasis on process over
product (which was a dominant feature in
the conversation) could perhaps be related to
the importance given to the former in
contemporary re-figurations or re-thinking
of artistic-based research, as it is discussed
in some parts of the world. But, depending
on from what geographical location you
look at the conversation, this tendency could
aso be considered part of a traditional
practice of choreography.

Fifth Question: How would you teach
someone to be a choreographer? What kinds
of theories, if any, might they benefit from
knowing?

Conversation moderated and summarized by
Susan Leigh Foster

Suggestions for what to teach
someone who is an aspiring choreographer

ranged from highly specific suggestions for
skills, such as time-management and being
organized, to broad engagements with
various other discourses such as dance
history and aesthetics. Some thought it
crucial for students to learn to think in
movement, to memorize movement, and to
reflect on possible next actions. Others
thought it crucial to cultivate focus,
imagination, clarity, curiosity, and intuition.

Suggestions for how to teach
someone to be a choreographer focused on
the violence inherent in teaching someone to
do anything and on the need for teachers to
recognize the power relations that exist in
any pedagogical  Situation. Many
commented on the need for instruction to
challenge existing preconceptions of what
dance is or what it looks like. They
emphasized the need to inculcate openness
and an enjoyment in experimentation and
risk-taking. Some stressed the importance
of avoiding universal categories and
assumptions about the choreographic
process. They emphasized the excitement
and challenge in acknowledging diverse
approaches to dance-making.

The discussion also addressed the
need for students to learn to navigate much
broader notions of dance history, and
specifically, world dance histories, than in
previous periods. Many saw teaching
choreography as an art of teaching embodied
reflection, to which one participant added
that she would also encourage all aspiring
choreographers to be suspicious of anyone
who says they love dance.

Sixth Question: In looking for dance, what
are choreographers and scholars looking at?
Where

do they find dance, where does a thing we
call “dance” emerge from what is “not
dance”?



Conver sation moderated and summarized by
Mark Franko

One might think at first this question points
us toward the idea of a boundary between
dance and non dance, implying the question
what is dance? Such a question, it was
suggested, might only be approached from a
socio-cultural perspective. Further, dance
can be considered a discursive formation
and as such, as aword among other words, it
invites tools for conceptualizing modes of
intent, inherent structure, and reception.

But, the question asks more
pointedly what choreographers and scholars
look “for”. It is possible these two
constituencies seek different things in dance.
It was suggested that choreographers could
be sad to look for dance within a
disciplinary framework that accounts for
their own production of it, and for the
recognized practices that engender it.
Scholars, on the other hand, could be
thought to seek wunusual convergences
between practices and meanings, a realm of
transmutation, and thus to practice a more
interdisciplinary gaze. These could be
considered different forms of choreographic
performativity.

It was suggested that such
differences could be understood in terms of
territoriality, or acts of territoriality. What
sorts of movement are marked out in terms
of arelation to the audience that identifies a
certain territory in/upon which
reception/consumption takes place. What
new sorts of territory can be forged? To
what degree does the dancer remain separate
from these? Implicit in this discussion is the
other question: who is the dancer?

Seventh Question: Do choreographers and
dance scholars see the same dance? See
dance in the same way? Does each
orientation contain its own politics of
looking?

Conversation moderated and summarized by
Thomas F. DeFrantz

| suggested to the group that we
focus on the second part of this question:
what are the politics of looking at work from
particular perspectives?

Someone suggested that we see
patterns in certain performances; another
participant wondered then how we might
recognize dance beyond pattern. We
wondered together at the sensbility of
“politics’ in our formulation. Someone
suggested that we engage an expansive
definition of the term, and that we consider
priorities of perception in order to articulate
the politics of looking. We might consider
how our locations as scholars or artists
construct contingencies of looking that
involve choices that are necessarily political.

A  participant suggested that
choreographers might be more viscera in
looking, while scholars might be more
visual. Someone else wondered at the
possibility for a communication that
happens in dance that might be different
from looking. The conversation shifted
briefly to consider the place of
improvisation in this discussion.

We considered the usefulness of
outside eyes on the creation of
choreographies, and the distinction of being
‘inside’ work (as an artist) as opposed to
‘outside’ work (as a scholar). We wondered
at the distance between these two locations.
Someone noted that our origina question
assumes a tension between these positions.

We turned the conversation toward
the question of location. In different
environments, the distance between these
identities of scholar and artist varies. One
participant noted that in northern Europe,
the separation between the creation of work
and the creation of scholarship about work
persists as a strong, forceful truth. In



Southeast Asia, another participant offered,
there may be a political commitment to the
scholar as an outsider to the process of
creation.

Someone suggested that we each
conduct ethnographic study of our own
processes. We might open more space for
practitioner/researchers to articulate
processes of seeing; this emergent identity
needn’t replace the perspective of an artist
or scholar, but it could create possibilities
for different discourses of dance, and
ultimately aid in the articulation of the
artist’svoice.

As the conversation moved to the
process of making work and the process of
looking at work, we wondered at the
separation between the dance that a scholar
might see and the visibility of the process
that created the work. We ended with the
provocative gquestion, is process visible?
Eighth Question: What do you love about
making a dance? about writing about dance?
Qu'aimez-vous lorsque vous faites de la
danse ? dans lefait d’ écrire sur ladanse ?

Conver sation moderated and summarized by
Ramsay Burt

This was the fourth conversation in a
series that took as its starting point questions
that linked making and writing about
choreography. Given the focus in this
session on love, the conversation seemed to
follow two related topics: the emotional
experiences which writing about and making
choreography produce, and what these might
tell us about the relation between them. One
person said he always wrote first before he
started creating movement. Another said that
she moved in order to be able to write better,
and that experiencing movement helped her
in trying to find the right words. Someone
said, however, that you finally have to
choose because you can't straddle both.

What happens when one starts to use
the word 'love to talk about making and
writing about dance? Many people felt that
they loved making dances or writing about
dance. One person spoke of the high she felt
making dances, the rhythm of doing so and
the sense of flow which she said seemed to
her like the high of falling in love. Another
said that in making dance you have to go
beyond yourself, just as loving takes one
beyond oneself. Love, however, can
sometimes create dilemmas and bring
suffering. We can't live with it, and we can't
live without it. One person stressed the
painfulness of the feelings that unavoidably
come up when one is involved in the
choreographic process. These two strands
seemed to come together when someone
suggested that, as writers, our task is to look
for emergings of intellectual, emotional
events.

Ninth Question: What is praxis and how
does it intersect theory and practice?

Conversation moderated and summarized by
Gabriele Klein

Ahead of the conference | asked
myself why Susan Foster wanted me to deal
with this question. | think the discussion of
the terms ‘experience and ‘practice are
really significant within theories of cultural
sociology, like e.g. in Bourdieu's theory
whereit is conceived as ‘ praxeology’.

Due to the fact that my lecture took
place in the first panel on Sunday Morning, |
was only able to join up with the conference
at 10.30. Until then Susan took charge of the
conversation and informed the audience
about the topics and questions of the other
ones. As time was limited, | tried to give a
brief introduction of the term ‘practice’ as a
concept of cultural sociology. The
philosophy offers a vision of practices,
which are cultura techniques and deduced



from the specidity of the field. They are
usually normative to thefield, i.e. that on the
one hand practices create rules, standards
and values and on the other hand the field
itself creates them.

It is an advantage of such an aspect,
that the idea of practices versus the idea of
agency is not bound to actors as intentional
acting people. In a new perspective it is
obvious that single actors learn practices
and, while learning them, produce
themselves as subject, as identity in this
field.

Related to the field of the dance, it

means that the dance experience consists of
an ensemble of practices that people learn
from the field which, again, creates “dancing
subjects’. Practices do not only refer to
performing dance, but represent discursive
strategies or techniques of conversation or
the way of describing dance etc.
Basically practices are operated on three
levels: The fields of work, of connections
and of technologies of ourselves, to follow
Foucault's terminology.

We  discussed these  basic
considerations during the time left. Above
al we reflected the relation between
practices and actions. Due to this
segmentation a new question raised: Can
motions be seen as actions? Besides it could
be discussed how to apply the concept of
praxeology in order to overcome the virulent
isolation between theory and experience
existing in the field of dance studies. Thusin
order to avoid the statement, that theory
means experience and experience means
theory.

Tenth Question: How to intervene in the
body politic? World politics? How does
knowledge in dance studies inform
theoretical practice in other realms?

Conver sation moderated and summarized by
Rachel Fensham, with summaries of French
speakers by Isabelle Ginot.

There is the intervention of
individuals who visit, for instance Susan
Foster visiting my university, that has a
body politics, of intimacy, these are tactics
that we might consider as scores of
collaboration between us.

The examples suggested of ‘ballets
that try to be political’ are big gestures, there
are more subtle contexts, such as a poem in
my university that was trandated and
performed in three languages - Hebrew,
Russian, ?? - thisis when texts can melt into
one another; thereisno report on these.

An intervention in French - RF
trandation... beside prisoner... modes of
action.. of resisting...

Michel Briand : What when dancers
are not developing dance as art but are
using it in order to help non dancer to
reappropriate their own corporeality ; for
instance when dancers come to work with
HIV patients; would this be a mode of
political intervention.

Another... a pressures... some
obstacles... abit negative.

Isabelle Ginot: For long I've
believed in the work of art as sufficient as a
political action. In the French context |
consider this belief has failed and I’'m now
turning to the dancers practices when they
are not oriented towards the production of
a dance work - as in the previous example. |
think there is in France a urgent need to
«de-insulate » or « un-insulate » the dance
world from the social world.

The project of intervention speaks

largely not to the concept of the product.
It is necessary to make things complicated,
there are no easy answers, we live in
complex societies, so we work on many
levels.



French again... there is an ignorance
of who speaks, it seems economic, it is
difficult in this congress to trandate.

Isabelle Launay: | think this is a
moment to reflect upon our common
practice in these 3 days organized by US
dance societies. I've been very glad to
discover this way of doing, and | think
«ways of doings » should be reflected upon.
For example for me, for us in the
department Paris VIII, we consider that
technic and corporeal action are political
issues. | think US activists have taught that
to us: technics are political, and | haven't
found any evidence of influence of these
activists in the conference. What have been
the language politics? There is a
productivist economy of  knowledge
production that makes everybody read a
paper in 20 minutes, as fast as possible to
say as much as possible in the shortest
possible time. While doing that, we ignore
the work of translators who can't do their
job.

What are the implicit hierarchy
between us? How many people came to
listen to the Brasilians yesturday ?

The French University is soon to be
submitted to the «anglo-saxon model » of
efficiency and evaluation. I’ve been talking
to anglo-saxon scholars here who suffer
from this system. The pressure for
productivity. How many articles have we
produced ? In how many conferences have
we given papers. And here as see that for the
proceedings of this conference we have to
summarize our papers in «4000 words ».
How, why can we do that ? | may write an
open letter to the organizers about this word
counts.

| think we need to stay awake to
those issues, stay awake to ourselves.

| would suggest three terms - dance,
embodiment, theory. Theory is not
coterminous with dance, but it is how theory
ismodified in atense or useful way in dance

that is useful. The dancing body is engaging
with praxis as theory.

The interface with an audience - not
aware of dance studies. Teaching dance is
connected to society - we make an
intervention with undergraduate students
since they are bodies moving.

| want to make three suggestions.
First, there is UNESCO convention on
material culture, that is an example of
politics. It splits the world since there are
those in developing cultures that have read
this document and those who have not read
it. Second, there is a choice of publishing in
English to reach a wider public or in
Norwegian which takes less work and is
more useful. And finaly, there are the
movements of folk dances as ‘invented
traditions' or alternatively, the movements
of dancing peoples.

There is a cleavage or a
misunderstanding staged in politics, we are
already worked on by our cultures.

What does politics mean to our
audiences? If we get more complex in
theory, then we cannot reach a public. Or the
more we specialize, the less we speak to the
world?

Our ingtitutions bring people to the
world, this is capital, yet it is aso giving
them a voice. | am concerned about the
disappearance of the public space? This is
leading to a depoliticisation of the public
sphere.

|. Launay in response to R. Burt
saying that he finds that there are less and
less public spaces were we, scholars, can
make political intervention :

But it's not for us to wait for these
public spaces to be given to us. We have to
make those spaces, we have to be
responsible for our own practices. We are
not to become the instruments of a larger
productivist economy, we need to be
responsible for the political choices we



make and first of all, in the way we are

devel oping our own research practices.
Conversations entre-nous. There are

powers of knowledge, a movement, an

appeal.

Eleventh Question: How can dramaturgy
theorize the socio-political situation?

Conver sation moderated and summarized by
Gerald Segmund

One participant highlighted Pierre
Bourdieu's practice/theory interface: the
practices are in existence as socia habitus:
They have to be highlighted in the artistic
practice.

Dramaturgy in the narrow sense of
the word as it is understood in the German
theatre system  implies that the
choreographer is working with an outside
eye. The dramaturge holds a position in
between. S/he is inside the working process
and outside at the same time. Can they then
theorize? Another question that arises is that
of the dialectics of form and content. Does
the political depend on the content of the
piece or can it be understood as the specific
sociad form of interaction that is the artistic
process as such?

As an artist one has to be aware of
the socio-political context that one produces
one’'s work in. Ingtitutions impose their
conditions onto the artistic practice and its
product. The shaping role of the institution
is usualy neither emphasized in the pieces
nor in the discussions they spark.

One participant followed on by
giving the example of a trend in Sweden to
“poor theatre’. Many artists consciously
refuse to participate in the current socio-
economical dituation by limiting their
production means as aform of critique.

The conversation turned towards
finding alternate forms for dance pieces and
their presentation.

An important role in this is the
guestion of access to means of production.
Even in the so-called independent or “off”-
scene it is imperative that producers can sell
the piece to other festivals or independent
theatres. They thereby take influence on the
work which has to lend itself to “selling”. It
has to fit into programme formats. Thus
producers favour products over process
based experimentations with open ends such
as Xavier LeRoy’'s“E.X.T.ENN.S..O.N.S.".

Whether dramaturgy can influence or
even theorize the socio-political situation
depends on how far the choreographer his
willing to engage in such a process. In a
piece by Austrian dancer and choreographer
Frank Poelstra the dramaturge was part of
the piece commenting on the movement as it
unfolded.

Towards the end of the discussion
the question arose why the notion of
dramaturgy up until that point was so
narrowed down? Isn’t dramaturgy always a
theorizing? Doesn't it relate to the pieces
frames of representation, the images of
bodies they deploy, to the way they open up
to the world? What implications could such
an understanding of dramaturgy have for a
historical understanding of the term?

Unfortunately, there was no more
time left to explore these issues further.

Twelfth  Question: What are the
pedagogical implications for universities and
for academies of dance of a re-thinking of
theory and practice?

Conversation moderated and summarized by
Ananya Chatterjea

Since many of the conversations thus
far had emphasized the immediate
relationship between theory and practice, |
took our understanding of their co-
constitutiveness, with particular reference to
the field of dance, as a premise for this



Conversation. | suggested to the group that
we think concretely about the implications
of this for those of us teaching in this field,
because some choices have to be made
about ‘what’ and ‘how’ to teach given the
limited time we have with our students. |
also suggested that we think through the
guestion of “choice” and recognize that our
choices are political.

One participant offered that we
examine why choices are offered and that
sometimes the offering of many choices in
fact flattens them, implying that the weight
of these choices are uniform. How then to
make for arange of areas to study while not
fetishizing choice? Perhaps, one participant
felt, one way to avoid the choice-as-ruse
phenomenon was to connect pedagogic
decisions to broader politics beyond dance.

Another participant pointed out that,
however, as in the broader context, choices
are often used to diffuse and atomize
society. Choice presupposes agency, an
ability to realize choices made. What about
the many people who don’'t have choices
available to them? One participant argued
that we need to think of what constitutes a
choice, so that we do not evoke ideas of an
untheorized universe. Rather, particularly in
the field of pedagogy, we could think about
choices and their implications in terms of
organizing categories such as genres,
contexts, processes. This kind of reflective
process would allow us to weave choices, as
intellectual and political acts, back together
into afield of action.

The conversation then moved to
consider how choices play out specifically in
terms of dance research. One participant
asked why a choice to focus on “process’
immediately indicated a veering away from
commercial dance? Another reminded us
that thinking of choreography has generally
followed the terms of certain lineages. How
could we open that up? Also, dance on stage
seemed to be normative in the field of Dance
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Studies? How could we extrapolate from
that to other occasions of dancing? One
participant reminded us about the starting
point of this conversation and that it
remained imperative that through such
discussions and debates, we continuously
work through theories and practices, as
plural categories, such that no one dominant
frame of reference be established.

It is important to teach our students
to take accountability for the choices they
make, but how do we teach that? It is no
doubt important to develop understanding of
more diverse cultural and aesthetic codes,
recognizing that in the era of globalization,
we have the opportunity to witness many
different kinds and understandings of dance.
Once again, since we cannot “know” or
understand it all, might Gayatri Chakravarty
Spivak’s notion of “planetarity” be useful to
us—the idea that we share the same space,
but work in our own contexts and rhythms,
with aclear relationship with each other, and
that we have to understand each dance in its
own terms and as we encounter it? This is
different from the globality/Area Studies
model—where all differences are mapped
onto a single world or, aternatively, we can
only focus on one dance form at atime.

While we did not necessarily reach
strategic pedagogic choices, many of the
themes that had come up severa times
through the Conversations—difference, the
theory-practice dyad, possibilities of
resistance, the location of dance and
dancers, the interventionary possibilities of
choreography—resonated through this last
Conversation, suggesting at least that we
had made a collective choice to engage
rigorously as a community of thinkers with
urgent issues in Dance Studies.



Repenser pratique et théorie: Douze questionsA

A cause de [Denvergure diverse et
internationale du colloque, Claire Rousier et
moi avions décidé de contourner la coutume
conventionnelle et hiérarchique de présenter
des allocutions d’invité(e)s d’honneur et
d’offrir une série de discussions ouverte a
tous les participants du colloque. Nous
avons envisagé qu’elle soit composée de
« micro-écologies de production de savoir ».
Jai écrit les questions et demandé a mes
collegues estimés d’aider a coordonner les
discussions. Ce qui suit sont les notes qu’ils
ont prises lors des sessions individuelles.
Susan L. Foster

Premiere question: What is your daily
practice and why? How does that practice
connect, or not, with the social? Quelle est
votre pratique quotidienne et pourquoi?
Comment cette pratique est-elle liée ou non
— au social?

Conversation modérée et
Jacqueline Shea Murphy

résumée par

Quelques-unes des pratiques
guotidiennes  décrites lors de cette
conversation comprennent les pratiques
d’ étre conscient que certaines gens voyaient
comme moyen de se préparer a rencontrer la
journée, et le monde. Une personne a parlé
de sadlonger par terre dans I’espace d’'un
couloir et de se sentir en connexion avec le
monde, et avec les personnes des photos sur
les murs. Plusieurs ont mentionné le yoga
ou décrit des poses spécifiqgues de yoga
comme actes journaliers de se positionner,
de méditation, et de se préter attention. Ces
pratiques quotidiennes, plusieurs personnes
ont mentionné, faisaient delles des
personnes avec qui il était plus commode
d étre — plus reposées, plus sociales. Une
personne a noté comment les jours ou elle ne
S exercait pas, « je me sensvolée — et je suis
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la seule responsable, mais je la mets autre
part ». Beaucoup voyaient s occuper de soi
comme éant un moyen de s occuper du
monde et comme un genre d’engagement
direct avec lui. Certains ont mentionné que
leur pratique les amene a sentir une
connexion socidle avec les autres qui
pratiquent de maniere semblable, en classe,
a travers |'histoire, ou simplement avec
d autres en général. Plusieurs d’ entre nous
avons noté le réle que joue notre pratique
guotidienne de mouvement pour nous
préparer a Nous asseoir et a ecrire.

Certaines personnes ont dit qu'elles
n’avaient aucune pratique journaliére, aucun
rituel, au jour le jour. D’autres ont noté des
activités quotidiennes comme se pencher et
ramasser le journa (et remarquer des
changements a cette pratique entre ouvrir
les bras plus largement pour un journal, par
rapport a une éendue moindre pour un de
format plus petit a I’aff(t du sensationnel).
Quelgu’un d autre a dénommé s asseoir et
vérifier les courriels comme partie habituelle
de son travail quotidien, ainsi qu’ essayer de
faire une promenade. Une autre a mentionné
comme sa pratique gquotidienne I'acte de
trouver une occasion de bouger, que ce soit
marcher le long d’une riviére, faire du yoga,
ou faire signe a ses voisins. Quelqu’'un a
demandé s elle devait bouger plus, et a noté
les occasions que la promenade et la
meéditation en marchant, avec une attention
soutenue a son alignement, lui offraient ces
jours-ci.

D’autres ont noté combien la
pratique quotidienne a a voir avec leur &ge,
et beaucoup ont noté comment, avec |’ age,
ils ont trouvé de nouvelles facons de
pratiquer — peut-étre en échangeant la danse
au théétre contre des cours de danse sociae
(ou il y a plus doccasions), ou le ballet
contre la danse baroque, ou en cultivant une
nouvelle relation au ballet en tant que



pratique qui rend humble car elle enseigne
combien il est difficile de posséder un savoir
(un rappel important quand on enseigne aux
étudiants qui en viennent aux prises de
nouvelles idées). Quelgqu’'un a mentionné le
travail demandé pour cultiver une relation
avec son corps autre que comme site de
blessures. Une autre personne a parlé de la
perte de structure, aprés la mort du ballet, et
combien cela semblait hasardeux.

Vers la fin de la conversation, la
guestion de la pratique quotidienne en tant
qgue forme de recherche S'est posée. «Je
pratique tous les jours. Parce que je suis
danseur, tous les jours je me sens
différemment, et tous les jours il y a une
différente partie du mouvement que j’ essaie
— quelquefois trés vigoureux, quelquefois
trés tendre » adit un des intervenants.

Seconde question: Comment travaillez-
vous votre facon de danser? Quelles
méthodes et techniques vous aident a mieux
danser ? How do you practice your dancing?
What methods or techniques of practice help
you get better at dancing?

Conversation modérée et
| sabelle Ginot

résumée par

In France, at least in the field of
contemporary dance, the definition and the
territory of what dancers consider
“technique’ have changed profoundly since
the 1980s when dancers placed great
emphasis on technique and the “technique
class’. During the 1990s and up to 2000,
the notion of “technique” developed and
moved from an interest in “training” to an
interest in sensory and perceptual change.
Also somatic methods, martial arts, sports
activities (jogging, going to the gym, etc.)
became as much a part of the dancer's
“preparation” as the oft abandoned
technique class.
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One should then think about both
what our preferred techniques or methods
are, and aso, what we include in this notion
of technique.

Examples of technique are given. Even if
the question of “taking a class’ is absent
from discussions, everyone has retained
certain elements of such and such a
technique and integrates them in his or her
personal practice. It is especialy a question
of preparation (sitting, feeling one’s weight,
etc.), of sensorial and perceptive awakeness.

The notion of technique is removed
in favor of those of practice and tools, many
insist on the aesthetic choice which comes
ahead (implicitly or explicitly) of the choice
of practice: for what project do we choose to
practice this or that technique? for which
aesthetic?

For the interpreters that switch from
one aesthetic project and from one
choreographer to another, the notion of
staying with one practice (of having a
regular training) can alow for the idea of
change. Returning — sometimes with the
help of somatic methods, that enable the
undoing of accumulated gestural and
sensorial codes — to an unmarked or less
marked gesture so as to enter into the next
project. Thus, rather than the “technique’ as
independent system which everyone would
adjust or adapt to his or her own needs, one
must think about technique as an aesthetic
project. The somatic methods that are
themselves laden with history are not
immune to thisrule.

This aesthetic pathway incorporates
astill more specific variable: the practices or
techniques chosen by the dancers are also
linked to what they wish to set off at the
performance, in other words, to the specific
relational mode of engagement between
dancer and spectator, or even more so of

presence. France for this viewpoint is a
fairly clear example: the return of
“alternative”  practices  (improvisation,



release techniques, somatic methods) for
contemporary dancers since the 1990s
happened at the same time as a very visible
renewal of modes of presence on stage and
an explicit questioning of presence itself.

To conclude, one can think about the
idea that choosing to practice a given
techniqgue or method is also (or first?) a
theoretical choice.

Troisieme question: En quoi I’ entrainement
en danse differe-t-il de lareprésentation ?

Conversation modérée et
Michael Huxley

résumée par

La conversation a commenceé avec
un résumé rapide des deux sessions
précédentes.  Elles avaient relevé une
diversité de pratiques de danse chez les gens
ains que de pratiques quotidiennes. On a
encouragé les participants a considérer la
pratique et la représentation de cette
perspective élargie et de voir si leur choix de
pratique était un choix théorique.

Nous avons considéré la pratique/
représentation du point de vue du praticien
et en termes de la présence/absence d'un
public. Nous avons pousseé ces idées plus
loin en regardant ce qui délimite pour la
danseuse la différence entre lapratique et la
représentation. Pour certaines formes de
pratique leur relation est intime; par
exemple, dans les formes de danse de I’ Asie
du sud. Dans des formes telle
I'improvisation il se peut qu'il n'y ait
aucune distinction.  Pour beaucoup de
danseurs récemment la représentation est
vue comme une partie de leur pratique
entiere, pas une chose en soi. L’artiste de la
danse peut adresser de facon radicale la
relation  pratique/représentation  selon
comment le public est impliqué. L’ exemple
donné : [Anniversary Event] pour le Turbine
Hall au Tate Modern [2003] de Merce
Cunningham.
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Il a été reconnu que, pour certaines
formes de danse, |a pratique est une activité
générale ou la représentation n’est pas mise
en avant. Dans d autres formes, la pratique
comprend le performatif; surtout lorsgue
cette pratique anticipe la représentation.

Il a été suggéré que les “Techniques
du corps’ de Marcel Mauss, Gilles Deleuze
et Félix Guattari — avec la théorie qui
produit une ‘fluidité-- et Edward Said
pourraient contribuer au débat.

Quatriéme question: What is your practice
of choreography? Quelle est votre pratique
de la chorégraphie? Vad & din
koreografiska praktik?

Conversation modérée et résumée par Lena
Hammergren

Comme dans certaines conversations
antécédentes, il a éé proposé que I'on
considere la chorégraphie comme étant une
étendue vaste de pratiques. Cependant la
plupart des exemples décrits resterent
proches d’ une définition dansante du terme.

Une personne a parlé de comment
elle préférait travailler avec des facons
différentes de créer des mouvements plutét
gue de créer les mouvements eux-meéemes.
D’autres ont décrit leurs pratiqgues comme
une fagon de réaliser des idées, ou pour
utiliser un langage plus poétique: comme
travaillant avec des vibrations ou des
rythmes. Une autre suggestion était : fairela
chorégraphie c’est écouter et théoriser une
écoute de son corps en mouvement.

Une partie importante des pratiques
comprend comment les chorégraphes entrent
en rapport avec les danseurs. On a discuté
comment ces relations différentes sont
conceptualisées (e. g. arranger une oauvre
sur des danseurs, monter une piéce sur des
danseurs) — cette question avait déa été
adressée plus tot dans la journée au collogque
lors des formes alternatives de présentation



dans la session «Tics de langage». Des
suggestions pour repenser ces relations ont
été formulées, telles «sortir la danse du
danseur », ou «inviter la danse de la
danseuse ». Dans ce contexte, une
chorégraphe a remarqué comment il avait
€té important pour elle de revenir travailler
avec elle-méme en tant que danseuse.
Certaines personnes ont parlé de la
différence entre le processus et le produit
pour définir sa pratique, et plusieurs étaient
d’'accord  pour dire qu'ils trouvaient un
travail orienté vers le processus plus
stimulant. D’autres voyaient la démarcation
entre processus et performance comme
fluide (cf. la conversation précédente,
vendredi n° 111). Quelqu’ un a demandé s'il
était méme possible de travailler avec la
danse en tant que forme dart s I'on
acceptait un travail commandé, impliquant
le besoin de commencer le travail créatif de
sa perspective et de ses intéréts, de
I"intérieur d’ un processus sans but explicite.
Toute une gamme de pratiques furent
ains décrites, certaines avec une emphase
sur la personne du chorégraphe et son
monde intérieur et sesimaginations, d’ autres
Se concentrant sur comment étre en relation
et travailler avec les danseurs, dautres
encore ont souligné la production des danses
et comment I”on travaille les
mouvements,|’ expérimentation,
I"improvisation. Le groupe n’a pas discuté
en termes explicites comment “repenser” les
pratiques chorégraphiques, mais il a abordé
la question de I'importance donnée au
processus plutdt qu’au produit (un éément
dominant de la conversation) qui pourrait
peut-ére se trouver lié a I'importance
donnée a cela dans les refigurations
contemporaines ou les re-formulations de la
recherche basée dans ['artistique, ains
gu’ elle est discutée dans certaines régions du
monde. Car selon le point géographique
d'ou I’on comprend la conversation, cette
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tendance pourrait étre considérée comme
une partie traditionnelle de la chorégraphie.

Cinquieme question: Comment apprendre a
guelqu’un a devenir chorégraphe ? Quelles
théories, Sil en est, peuvent s avérer utiles
dans cet apprentissage ?

Conver sation modérée et résumée par Susan
Leigh Foster

Les suggestions de quoi apprendre a
une personne désirant devenir chorégraphe
comprenaient d’ une part des suggestions tres
spécifiques de capacités telles la gérance de
son emploi du temps, et de bien s organiser,
et dautre part des engagements étendus
avec d'autres modes d énonciation aussi
variées que ['histoire de la danse et
I’esthétique. Certains pensaient qu'il était
essentiedl que les éudiants apprennent a
penser en mouvement, a se rappeler le
mouvement, et a réfléchir aux prochaines
actions possibles. D’autres pensaient qu'il
était essentiel de cultiver la focdisation,
I'imagination, la clarté, la curiosité, et
I"intuition.

Les suggestions de comment
apprendre  a quelquun & devenir
chorégraphe se sont concentrées sur la
violence inhérente comprise dans |’acte
d’enseigner n'importe quoi a qui gue se soit
et sur la nécessité de reconnaitre que des
relations de pouvoir existent dans toute
situation pédagogique. Beaucoup ont
commenté le besoin denseigner le
guestionnement des préconceptions
existantes qui déterminent ce qu’ est la danse
ou comment elle devrait paraitre. Ils ont
souligné la nécessité d’inculquer I’ ouverture
et le plaisr de I'’expérimentation et de
prendre des risques. Certains ont affirmé
I'importance  d'éviter les catégories
universelles et les présomptions au sujet du
processus chorégraphique. Elles ont
souligné combien la reconnaissance des



diverses maniéres de faire la danse était
excitante et un challenge.

Il'y a eu discussion de la nécessité pour
les étudiants d apprendre a naviguer des
notions beaucoup plus étendues de I’ histoire
de la danse que pa le passe et
spécifiquement, les histoires des danses du
monde  entier. Beaucoup ont wvu
I’enseignement de la chorégraphie comme
un art pour enseigner la réflexion
incorporée, et une participante a alors gjouté
gu’ elle encouragerait toute personne voulant
étre chorégraphe a se méfier de ceux ou de
celles qui disent adorer la danse.

Sixieme question: En cherchant la danse,
guest-ce que les chorégraphes et les
gpécialistes regardent ? Ou trouvent-ils la
danse, a quel moment ce que I’on nomme
«danse» émerge-t-il de ce qui n'est pas
« danse »?

Conversation modeérée et résumée par Mark
Franko

On pourrait d abord penser que cette
guestion nous dirige vers l'idée d'une
frontiere entre la danse et la non danse, ce
qui impliquerait la question, qu’ est-ce que la
danse? |l a été suggéré qu’ on ne pourrait
regarder une telle question que d'une
perspective socio-culturelle.  De plus, la
danse peut étre considérée une formation
discursive et ainsi comme un mot parmi
d’ autres elle apporte des outils pour
conceptualiser des modes d’intention, la
structure inhérente, et la réception.

Mais la question demande pertinemment ce
gue les chercheurs et les chorégraphes
«regardent ». 1l est possible que ces deux
groupes cherchent différentes choses en
danse. Il a éé suggéré qu’'on dise que les
chorégraphes cherchent la danse dans le
cadre méme de la discipline qui rend compte
de leur propre production et des pratiques
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reconnues qui I’engendrent. On pourrait
penser que les chercheurs, de leur coté,
recherchaient des convergences
inhabituelles entre pratiques et sens, un
domaine de transmutation, et donc qu'ils
pratiquaient un regard plus
interdisciplinaire. Ceux-ci pourraient ére
considérés des formes différentes de
‘performativité€ chorégraphique.

Il a éé suggéré que de telles
différences soient comprises en termes de
territorialit, ou comme actes de
territorialité. Quelles sortes de mouvement
sont tracées en termes d'une relation avec le
public qui identifie un certain territoire
dang/sur lequel la réception/la
consommation prend place. Quelles
nouvelles sortes de territoire peuvent étre
forgées? Jusgu’'a quel point est-ce que la
danseuse reste séparée de celles-ci ? Cette
discusson améne implicitement |'autre
guestion : qui est la danseuse/le danseur ?

Septieme question: Est-ce que les
chorégraphes et les spécidistes de la danse
voient la méme chose ? Voient-ils la danse
de laméme fagon ? Est-ce que chacune des
orientations contient sa propre politique du
regard ?

Conversation modérée et
Thomas F. DeFrantz

résumee par

Ja suggéré au groupe gue I'on se
concentre sur la deuxieme partie de cette
guestion: quelle politique du regard est mise
en cause par une perspective ou une autre ?

Quelgu'un a suggéré que nous
voyons des dessins dans certaines
performances; un autre participant s est
demandé comment nous pourrions alors
reconnaitre la danse par dela les dessins.
Nous nous sommes demandé quelle était la
sensibilité de «politigue» dans notre
formulation. Quelqu’un a suggéré que I'on
S engage a bien définir et expliciter le terme,



et que nous considérions les priorités de la
perception pour articuler la politique du
regard. Nous pourrions considérer comment
nos situations en tant que chercheurs ou
artistes construisent des contingences du
regard qui engagent des choix qui sont
nécessairement politiques.

Une participante a suggéré que les
chorégraphes verraient plus viscéralement
alors que les chercheurs seraient plus
visuels. Quelgu'un d'autre envisageait la
possibilité d'une communication en danse
qui serait autre que celle de regarder. La
conversation a changé de cap brievement
pour considérer la place de I'improvisation
dans cette discussion.

Nous avons considéré ['utilité
d’avoir un regard extérieur pour la création
de chorégraphies, et la distinction entre étre
«en» oeuvre (en tant qu’ artiste) et « hors»
oeuvre (en tant que chercheur). Nous nous
sommes interrogés sur la distance qui
séparait ces deux localisations. Quelgu’'un a
noté que notre question originelle supposait
une tension entre ces positions.

Nous avons orienté la conversation
vers la question de localisation. Dans
différents environnements, la distance qui
sépare les identités de chercheur et d artiste
varie. Une participante a noté que dans le
nord de |’ Europe, la séparation de la création
d une oeuvre et la création de la recherche
sur I'oeuvre persistait comme une Vérité
marquée et énergique. En Asie du sud-est,
un autre participant a ajouté, il se pourrait
gu’il y ait un engagement politique enversle
chercheur en tant que personne extérieure au
processus de la création.

Quelgu'un a suggéré que chacun de nous
fasse une éude ethnographique de nos
propres procédés. Nous pourrions laisser
plus despace pour |'articulation par les
praticiens/chercheurs des procédés du
regard ; cette identité émergente n’est pas la
pour remplacer la perspective de I’ artiste ou
du chercheur, mais elle pourrait rendre
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possible des discours différents de danse, et
en fin de compte aider I'articulation de la
voix del’ artiste.

Au fur e a mesure que la
conversation se dirigeait vers le processus de
faire oeuvre et le processus de regarder toute
oeuvre, nous avons interrogé la séparation
entre ce que le chercheur verrait et la
visibilité du processus qui a créé |’ oeuvre.
Nous avons fini sur la question provocatrice,
le processus est-il visible ?

Huitiéme question: What do you love about
making a dance? about writing about dance?
Qu'aimez-vous lorsque vous faites de la
danse ? danslefait d’ écrire sur ladanse ?

Conversation modérée et résumee par
Ramsay Burt
Voici la quatrieme conversation

d'une série dont le point de départ était des
guestions qui reliaient pratiquer et écrire au
sujet de la chorégraphie. Vu la focalisation
sur «l’amour» de cette session, la
conversation semblait suivre deux sujets
reliés: les expériences émotionnelles
gu'écrire au sujet de et que faire de la
chorégraphie produisent, et ce que celles-ci
pourraient nous dire concernant la relation
gu’ils entretiennent. Une personne a dit
qu'il écrivait toujours avant de commencer a
créer du mouvement. Une autre adit qu'elle
bougesit afin d écrire mieux, et que vivre le
mouvement |'aidait & chercher les mots
exacts. Quelqu'un a dit, cependant, que
finalement il fallait choisir parce gu’on ne
peut pas étre a cheval sur les deux.

Que se passet-il quand on
commence a utiliser le mot ‘aimer’ pour
parler de faire et d'écrire au sujet de la
danse ? Beaucoup sentaient qu’ils aimaient
faire des danses et écrire au sujet de la
danse. Une personne a parlé du ‘high’
gu’ elle ressentait en faisant des danses, le



rythme d'en faire et le sens de flux qui
disait-elle lui semblait ressembler au ‘high’
de tomber amoureux. Un autre a dit qu’en
faisant la danse il faut aler au-dela de soi,
exactement comme aimer emmeéne au-dela
de soi. L’amour, cependant, peut
quelquefois créer des dilemmes et rapporter
la souffrance. On ne peut vivre ni avec ni
sans.  Une personne a souligné la douleur
des sentiments qui remontent inévitablement
lorsqu'on est engagé dans le processus
chorégraphique. Ces deux fils semblaient se
rejoindre quand quelqu’un a suggéré qu’en
tant qu’ écrivains, notre tache est de chercher
a voir les émergences d événements
intellectuels et émotionnels.

Neuvieme question: Qu’est-ce que la praxis
et en quoi reoint-elle la théorie et la
pratique ?

Conversation modérée et résumee par
GabrieleKlein
Avant le collogue, je me suis

demandée pourquoi Susan Foster voulait
gue je traite cette question. Je pense que les
termes ‘expérience et ‘pratique  sont
vraiment significatifs dans le contexte des
théories de la sociologie culturelle comme
par exemple chez Bourdieu, ou cela se
concoit en tant que ‘ praxéologi€’ .

A cause du fait que ma présentation
Sest faite lors de la premiére session du
dimanche matin, je n"a pu regoindre la
conversation qu’a 10h30. Jusque-la, Susan a
dirigé la conversation et a renseigné le
public sur les sujets et les questions de celles
qui avaient déa eu lieu. Puisgue le temps
était limité, j’ai essayé de donner une breve
introduction au terme ‘pratique’ en tant que
concept en sociologie culturelle. La
philosophie offre une vision des pratiques,
gui sont des techniques culturelles, et
déduites de la spécificité du domaine. Elles
ont généralement des effets normatifs pour
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le domaine, i.e. d'une part les pratiques
créent les régles, les standards et les valeurs,
et d’ autre part le domaine [ui-méme les crée.

L’avantage d'un tel aspect est que
I'idée des pratiques par rapport a I'idée
d'agir nN'est pas liée aux acteurs en tant
personnes agissant  intentionnellement.
D’une nouvelle perspective il est évident
gue les acteurs seuls apprennent les
pratiques et, en les apprenant, se produisent
comme sujets, comme identité dans ce
domaine.

Par rapport au domaine de la danse,
cela veut dire que I’ expérience de la danse
consiste d'un ensemble de pratiques que les
gens apprennent du domaine, qui, de
nouveau, crée des « sujets dansants». Les
pratiques ne se référent pas seulement au fait
de danser, mais représentent les stratégies
discursives ou les techniqgues de
conversation ou la fagcon de décrire la danse
etc. Essentiellement, les pratiques opérent
sur trois niveaux : les champs de travail, de
connexions et technologies de soi, pour
suivre laterminologie de Foucault.

Nous avons discuté ces
considérations de base pendant le temps qui
nous restait. Par-dessus tout, nous avons
réfléchi la relation entre les pratiques et les
actions. A cause de cette segmentation, une
nouvelle question sest présentée: Est-ce
gue les mouvements peuvent étre considérés
comme des actions ? D’ailleurs on pourrait
discuter comment appliquer le concept de
praxéologie afin de surmonter I'isolation
virulente qui existe dans le domaine des
études en danse entre la théorie et
I’ expérience. Afin ainsi d’ éviter de dire que
la théorie signifie expérience et expérience
signifie théorie.

Dixieme question: Comment les études en
danse peuvent-elles intervenir dans la
politigue du corps ? dans la politique
mondiale ? Comment le savoir en matiére de
danse ou de chorégraphie nous informe-t-il



sur la pratique théorique, méme en dehors
du champ des études en danse ?

Conversation modérée et résumeée par
Rachel Fensham, avec des résumés des
interventions en frangais faits par Isabelle
Ginot.

Il'y al’intervention d'individus qui
rendent visite, par exemple Susan Foster en
visite a mon université, qui a une politique
du corps, d’intimité, ce sont des tactiques
qgue lI'on pourrait considérer comme des
marques de collaboration entre nous.

Les exemples suggérés de ‘ballets
gui essaient d’ étre politiques sont de grands
gestes, il y a des contextes plus subtiles, tel
un poeme a mon université qui a été traduit
et représenté en trois langues — hébreu,
russe, ?? — c'est alors gque les textes peuvent
se fondre I'un dans |’autre; il 'y a pas de
reportage de ceux-la.

Une intervention en francais — RF
traduction... a cOté prisonnier... modes
d action.. derésister...

Michel Briand: Quoi quand des
danseurs ne développent pas la danse
comme art mais I’utilisent pour aider des
non danseurs a se réapproprier leur propre
corporéalité;, par exemple quand des
danseurs vont travailler avec des patients
IVH ; est-ce que ce serait un mode
d’intervention politique

Un autre... pressions...
obstacles... un peu négatif

Isabelle Ginot: Pendant longtemps
j’ai cru a I'oeuvre d’art comme suffisante
comme action politiqgue. Dans le contexte
francais je pense que cette croyance est
ratée et je me tourne vers les pratiques de
danseurs quand elles ne sont pas orientées
vers la production d’ une oeuvre de danse —
comme dans I’ exemple précédent. Je pense
gu'il y a en France un besoin urgent de
« dés-insuler » ou de « in-insuler » le monde
de la danse du monde social.

quelques

18

Le projet d'intervention ne parle pas
vraiment au concept du produit.

Il est nécessaire de rendre les choses
compliquées, il Ny a pas de réponses
faciles, nous vivons dans des sociétés
complexes, alors nous travaillons a/sur
beaucoup de niveaux.

Francais encore... il y a une
ignorance de qui parle, cela semble
économique, c'est difficile a ce colloque de
traduire.

Isabelle Launay: Je pense que ce
moment est propice pour réfléchir a notre
pratigue commune durant ces 3 jours
organises par des sociétes de danse
américaines. Je suis trés contente de
découvrir cette facon de faire, et je pense
que I'on devrait réfléchir a «fagons de
faire». Par exemple pour moi, pour nous
dans la faculté de Paris VIII, nous
considérons que technique et action
corporelle sont des questions politiques. Je
pense que les activistes américains nous ont
appris ca: que les techniques sont
politiques, et je n’ai apercu aucune évidence
de ces activistes a ce collogue. Quel a étéla
politique de la langue et du langage? Il y a
une économie productiviste de la production
du savoir qui fait que tout le monde lit une
communication en 20 minutes, aussi vite que
possible pour dire autant que possible dans
un temps aussi court que possible. En se
faisant, nous ignorons le travail des
traducteurs qui ne peuvent pas faire leur
travail.

Quelles sont les hiérarchies
implicites entre nous? Combien de
personnes sont allées écouter les Brésiliens
hier?

L’université francaise va bientét se
soumettre  au  “modéle  anglo-saxon”
d efficacité et d’'évaluation. Jai parlé aux
chercheurs anglo-saxons qui souffrent de ce
systeme. La pression de la productivité.
Combien d'articles avons-nous produits ? A
combien de colloques avons-nous donné des



communications ? Et ici vous, voyez que
pour les actes de ce colloque il faut résumer
nos communications en «4000 mots».
Pourquoi faisons-nous ¢a? Il se peut que
| écrive une lettre ouverte aux organisateurs
au sujet de ce décompte de mots.

Je pense qu’on doit rester en éveil en
ce qui concerne ces questions, rester éveillés
a nous-mémes.

Je suggérerais trois termes — danse,
corporalité [embodiment], théorie. La
théorie n'est pas définie par la danse, mais
c'est comment la théorie est modifiée de
facon tendue ou utile en danse qui est utile.
Le corps dansant s engage avec la praxis en
tant que théorie.

L’ interface avec un public — qui n’est
pas conscient du champ d’ études en danse.
Enseigner la danse est relié a la société —
nous faisons une intervention aupres des
étudiants ‘ sous-gradués’ puisque ce sont des
corps qui bougent.

Je voudrais faire trois suggestions.
D’abord, il y a la convention UNESCO sur
la culture matérielle, qui est un exemple de
politique. Elle divise le monde puisgu’il y a
ceux faisant partie de cultures développantes
qui ont lu ce document et ceux qui ne I’ ont
pas lu. Deuxiemement, il y a le choix de
publier en anglais pour toucher un public
plus large ou en norvégien qui demande
moins de travail et qui est plus utile. Et
finalement, il y ales mouvements des danses
folkloriques comme « traditions inventées »
ou aternativement, les mouvements des
peuples dansants.

Il'y a un clivage ou un malentendu
sur la scene politique, nous sommes dga
travaillés par nos cultures.

Qu'est-ce que la politique signifie
pour nos publics? Si notre théorie devient
plus complexe, alors on ne pourra pas
toucher un public. Autrement dit plus on se
spécialise, moins on parle atout le monde?

Nos ingtitutions aménent les gens au
monde entier, c'est capital, mais ' est aussi
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leur donner une voix. Je m'en fais de la
disparition de I’ espace public. C'est en train
d'amener une dépolitisation de la sphére
publique.

|. Launay répondant a R. Burt qui
disait qu'il trouvait gu’il y avait de moins en
moins de lieux publics ol nous, chercheurs,
pouvons faire une intervention politique :

Mais ce n’'est pas a nous d attendre
gu’on nous donne ces lieux publics. Nous
devons créer ces lieux, nous devons étre
responsables pour nos propres pratiques.
Nous n’avons pas a devenir les instruments
d'une économie productiviste plus large,
nous devons étre responsables des choix
politiques que nous faisons et en premier
lieu, de la fagon gue nous dével oppons nos
propres pratiques de recherche.

Conversations between-us. |l y ades
forces de pouvoir, un mouvement, un
attrait/appel.

Onziéme  question: Comment la
dramaturgie théorise-t-elle la situation socio-
politique ?

Conversation modérée et
Gerald Segmund

résumee par

Un participant a souligné I’interface
pratique/théorie de Pierre Bourdieu: les
pratiques existent en tant qu’ habitus social :
elles doivent étre soulignées dans la pratique
artistique.

La dramaturgie au sens propre du
mot tel qu’il est compris dans le systéme du
thédtre dlemand implique que le
chorégraphe travaille avec un oeil extérieur.
Les dramaturgs se positionnent entre les
deux. Peuvent-ilsaorsthéoriser? Une autre
guestion qui se pose est celle de diaectique
de la forme et du contenu. Est-ce que le
politique dépend du contenu de I’ ceuvre ou
peut-il se comprendre comme la forme
socide spécifique d'interaction qu'est le
processus artistique en soi ?



En tant quartiste, il faut é&tre
conscient du contexte socio-politique dans
lequel on produit son oeuvre. Les
ingtitutions imposent leurs conditions sur la
pratique artistique et son produit. D’ habitude
le réle moulant de I’ institution n’ est souligné
ni dans les productions ni dans les
discussions qu’ elles amorcent.

Une participante a continué en
donnant |’ exemple d une tendance en Suede
vers le «théédtre pauvre». Beaucoup
d artistes refusent consciemment  de
participer a la situation socio-économique
courante en limitant leurs moyens de
production, comme forme de critique.

La conversation Sest dirigée vers
I'idée de trouver des formes aternatives
d’ oeuvres de danse et leur présentation.

Un réle important dans ceci est la
guestion d’'acces au moyen de production.
Méme pour le secteur dit indépendant ou
«off » il est impératif que les réalisateurs
puissent vendre I’ oeuvre a d autres festivals
ou thédtres indépendants. Ils influencent
I’oeuvre ainsi qui doit se préter a la
«vente». Elle doit étre arrangée pour tenir
dans les formats des programmes. Donc les
réalisateurs préferent les produits aux
expérimentations qui visent le processus et
restent ouvertes tels
« EX.T.ENN.S.I.LO.N.S. » de Xavier Le Roy.

Que la dramaturgie puisse influencer
ou méme théoriser le socio-politique dépend
de jusgu’ ou le chorégraphe veut pousser son
engagement dans un tel processus. Dans
une oeuvre du danseur et chorégraphe Frank
Poelstra, le dramaturge faisait partie de
I’ oeuvre en commentant le mouvement aors
qu'il se déployait.

Vers la fin de la discusson, la
question suivante sest posée pourquoi la
notion de dramaturgie jusqu’ a ce point avait
été s éroitement définie? La dramaturgie
n'est-elle pas toujours théorisation? Ne
répond-elle pas aux cadres de représentation
des oeuvres, les images des corps qu’elles
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déploient, ala maniére qu’ elles s ouvrent au
monde? Quelles implications une telle
compréhension de la dramaturgie auraient-
elles pour une compréhension historique du
terme ?

Malheureusement, il ne restait plus
de temps pour aler plus loin avec ces
guestions.

Douzieme question: Quelles sont les
implications pédagogiques d’'une nouvelle
facon de penser la théorie et |a pratique pour
les universités et |es écoles de danse ?

Conversation modérée et
Ananya Chatterjea

résumee par

Puisque beaucoup des conversations
jusgque la avaient souligné la relation
immédiate entre la théorie et la pratique, j’ ai
pris notre compréhension de leur co-
constitutivité, tout particulierement en
référence au domaine de la danse, comme
prémisse de cette Conversation. Jai
proposé au groupe de penser concrétement
aux implications de ceci pour ceux parmi
nous qui enseignons dans ce domaine, parce
gue certains choix doivent se faire en ce qui
concerne ‘quoi’ et ‘comment’ enseigner vu
le peu de temps que nNous passons avec Nos
étudiants. Ja aussi proposé de penser ala
guestion de « choix » et de reconnaitre que
nos choix sont politiques.

Un participant a suggéré que I'on
examine pourquoi les choix sont offerts et
gue quelquefois I'offre de beaucoup de
choix en fait les aplanit, impliquant que les
effets de ces choix sont uniformisants.
Alors comment rendre possible une gamme
de domaines a étudier sans fétichiser le
choix? Peut-étre, une participante a ressenti,
gu'une facon d'éviter le phénomeéne du
choix-comme-ruse serait de connecter les
décisions pédagogiques a une politique plus
large que la danse.



Un autre participant a indiqué
cependant que comme dans le contexte plus
large, les choix sont souvent utilisés pour
diffuser et atomiser la société. Tout choix
présuppose I’action [agency], une capacité
de rédliser les choix faits. Et toutes les
personnes pour qui la disposition de choix
n'existe pas? Un participant a soutenu que
I’on devait penser a ce qui congtituait un
choix, pour qu'on n’évoque pas des idées
dun monde non-théorise. Plutét,
particulierement dans le domaine de la
pédagogie, on pourrait penser aux choix et a
leurs implications en termes d’ organiser des
catégories telles les genres, les contextes, les
procédés. Ce genre de procédé réflexif nous
permettrait de rassembler les choix, en tant
gu’ actes intellectuels et politiques dans le
champ d’ action.

Ensuite la conversation a viré pour
considérer comment les choix se manifestent
particulierement en termes de la recherche
en danse. Une participante a demandé
pourquoi le choix de se focaliser sur le
« processus» indique immediatement un
éloignement de la danse commerciale? Un
autre nous a rappelé gu’ en général penser la
chorégraphie a suivi les termes de certaines
lignées. Comment ouvrir cela ? Auss, la
danse sur scéne semble normative dans le
domaine des études en danse? Comment
pourrait-on extrapoler de ca pour d autres
occasions de danse ? Une participante nous
a rappelé le point de départ de cette
conversation et qu'il restait impératif qu’'a
travers de tels discussions et débats, nous
travaillions avec les théories et |es pratiques,
en tant que catégories plurielles, &fin
gu’'aucun cadre dominant de référence ne
soit établi.

Il est important d’enseigner a nos
étudiants qu’ils doivent prendre la
responsabilité pour les choix gu'ils font,
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mais comment enseigner cela? Il n'y a
aucun doute quil est important de
développer une compréhension de codes
culturels et esthétiques plus divers, tout en
reconnaissant que pour cette ére de la
mondialisation, nous avons |’ occasion d’ étre
présents aux  différents types et
entendements de danse. A nouveau, puisque
nous ne pouvons ni  “connaitre” ni
comprendre totalement, peut-étre que la
notion de « planetarity » de Gayatri Spivak
pourrait nous étre utile — I'idée que nous
partageons le méme espace, mais travaillons
dans nos propres contextes et a nos propres
rythmes, évidemment reliés les uns aux
autres, et que nous devons comprendre
chague danse en ses propres termes et
comme nous la rencontrons? Ceci est
différent du modéle de la globality/Area
Sudies — ou toutes les différences sont
cartographiées sur un monde unique, ou
alternativement, on ne peut S occuper que
d une seule danse alafois.

Alors que nous ne sommes pas
nécessairement arrivés a des choix
pédagogiques stratégiques, maints thémes
soulevés a plusieurs reprises au cours des
Conversations — différence, la dyade
théorie-pratique, les possibilités de
résistance, les lieux de danse et danseurs, les
possibilités interventionnistes de la
chorégraphie — ont résonné pendant cette
derniéere Conversation, suggérant au moins
gue nous avions fait en tant que
communauté de penseurs un choix collectif
pour un engagement rigoureux avec les
éléments-clés pressants du domaine des
Etudes en danse.

[Traduit par Sarah Davies Cordova]



Burt

Theoretical interventions and corporeal subjectivities.

Ramsay Burt

'T don't like being up here; I don't like this kind
of separation. I like the idea of creating a
situation and becoming a part of it along with
the rest of you. Nevertheless we do need to do
specific exercise-type things now & then, so the
challenge is to make an exercise situation. Of
course the classical western teaching mode is
also a situation - if acknowledged as such in
terms of performance - with the teacher
demonstrating and then correcting: a little talk, a
little dance, a little teach. I am not convinced
this is the correct way to learn about one's body.
[...] I am going to try something different. I am
going to launch two distinct & separate entities
into this space: this tape with its melange of
instructions, explanations and rationalizations,
and my body with what I hope will be a
continuity of focus and involvement' (Rainer
1969: 12).

This is the beginning of a 'Lecture for a
group of expectant people' by Yvonne Rainer
that was published in January 1969 in the
penultimate issue of Zero to Nine. It was a
transcript of a tape which she had made for use
in dance classes. Zero to Nine was a New York-
based mimeographed magazine edited by Vito
Acconci and Bernadette Mayer which brought
together poetry by Ted Berrigan, Kenneth Koch
and others alongside concrete poetry, work by
members of the Fluxus group, conceptual art by
Dan Graham, Sol Le Witt, Adrian Piper and
others, and, as well as this piece by Rainer, the
score of Steve Paxton's Satisfyin' Lover.
Acconci's interests at the time, as Craig Dworkin
(2006) has put it, concerned working with the
movement of language over the self-enclosed
performance space of the printed page. Rainer's
piece in Zero to Nine might be described as an
attempt to write a non-hierarchically embodied
subjectivity across the performance space of the
printed page.

Anglo-American critics and dance historians
have a tendency to disapprove of choreographers
like Rainer who are good at writing, the term
'cerebral' usually indicating disapproval. A deep
understanding of embodied experience is
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supposedly antithetical to verbal felicity. There
seems to be an assumption that dancers ought to
be able to say everything through embodied
expression alone, and must therefore have only
turned to writing because of an inability to
express themselves fully through dance. Yet
some choreographers have turned to writing in
highly productive and useful ways. At moments
of transition where existing critical discourses
have become out of step with choreographic
practice, choreographers have needed to write in
order to create the discursive terms through
which their work could be conceptualised. My
aim in this paper is to examine three examples
where choreographers have intervened within
critical discourses. These are: the relationship
between Katherine Dunham's anthropological
research and her choreography; Yvonne Rainer's
writing about her dance practice in the 1960s;
and the rise of so-called conceptual dance in
Europe in the 1990s. All of these instances, |
suggest, exemplify a blurring of boundaries
between theory and practice.

One way of avoiding a binary opposition
between theory and practice is to locate these
problematic terms within the broader public
sphere within which theatre dance is produced
and received. This context is one in which
choreographer, dancers, producers, audiences,
critics, and dance historians all play significant
roles. When Rainer and Dunham, as dance
performers and choreographers, put into words
their ideas about dance, they upset what is often
understood as a hierarchical relation between
writer and choreographer, where the former
confers value on the latter. As well as being
hierarchical, this relation is also generally taken
to be a transparent one in which the more
successful the choreographer's work, the more
perfectly critic and scholar can understand and
write about it, as if its meaning had been directly
communicated from mind to mind without the
intrusive material mediation of dancers' bodies.
In this view of dance's aesthetic nature, all the
bodily traces of the intervening roles - dancer,
producer, and audience - become invisible,



whereas each is involved in reciprocal
exchanges which together generate the public
sphere within which, according to eighteenth-
century aesthetic theory, critical judgments take
place. Any discussion of this public sphere
depends upon assumptions about who the public
includes, who can speak for it, and which artists
can claim its support. When choreographers
intervene within theoretical discourses, they are,
in effect, challenging ideas about who can speak
for the public. By disrupting the hierarchical
relationship between artist and critic, they create
a more inclusive space for public participation
within the arts. It is this aspiration to open up
embodied experience of theatre dance to a more
inclusive public that [ shall argue was the
underlying motivation of the three instances of
artistic intervention which this paper discusses.

Katherine Dunham's brief anthropological
activities are often given far more attention in
accounts of her life and work than her
achievements as choreographer and director of a
dance company for nearly 30 years. When she
returned to Chicago in 1936 after her
anthropological field trip to the Caribbean, she
found herself torn between academic study and
working as an artist. Although she subsequently
published three books and several essays based
on her research, she made the decision not to
complete a doctorate. Her supervisor Melville
Herskovits and her mentor Robert Redfield both
supported her in this decision, agreeing that she
could disseminate knowledge about African
American dance and music traditions as
effectively in the theatre as she could within the
academy. The bias towards anthropology in
accounts of her life, that was particularly evident
in her recent obituaries, in my opinion reveals an
inability to accept the way she blurred the
boundaries between scholarly and practical
forms of research.

Two anecdotes from my brief acquaintance
with Miss Dunham reveal the way she
intervened within theoretical discourses. In 2000
I introduced her to a Black British film maker
visiting New York. After he showed her a video
of a short film he had recently completed, she
reciprocated by showing him some of the film
she had shot in Martinique in 1936 which had
just been transferred to video. While watching a
scene showing black farm workers operating a
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sugar cane mill, my friend became excited. He
had made a documentary about Franz Fanon,
and his researchers had combed film archives
around the world without finding any footage
like this of ordinary black people in the
Caribbean during the 1930s. Miss Dunham
responded that she had filmed it because, at the
University of Chicago, they had been taught that
everything was of interest and a significant part
of culture. No one else with a movie camera
seems to have thought along these lines at the
time. Nevertheless this incident reveals Miss
Dunham's confident belief that liberal theoretical
approaches would bring about improvements for
ordinary people of colour.

In another conversation when the term
'primitive dance' came up, Miss Dunham
became troubled. She recalled that in Berkeley
during the 1970s some black activists had
criticised her for using the word 'primitive', but
surely, she said, that was what some of the
dances which her company performed, were.
The ‘'primitive' as a concept, though now
discredited, was part of the framework of
anthropological ideas Miss Dunham had
absorbed as a student. When Sol Hurok
managed her company in the early 1940s, the
programme for their show Tropical Revue mixed
popular and instructive pieces in a way that
maximised their sensational impact. After one of
her more serious pieces Rites de Passage was
censored for lewdness in Boston, Miss Dunham
reorganised the programme into three parts. It
began with so-called 'primitive' dances showing
African origins, continued with folk dances from
the Caribbean and Southern United States, and
finished with pieces representing contemporary
urban dances like Ragtime and Barrelhouse. Her
intention was to show what were at the time
called retentions of African movement forms
and cultural traditions running through all these
stages. This didactic structure, which she went
on using for years, challenged the widely held
prejudice that 'the Negro' had no culture. By
doing so she changed black and white peoples'
understanding of the way dance embodies
cultural values.

My second example examines the way
writing helped choreographers focus on bodily
experience during the 1960s. Yvonne Rainer
wrote several essays and reviews, many of



which were collected in her 1974 book, Work
1961-73. This was a time when advanced
choreographic practice, alongside developments
in new music and the visual arts, was taking a
conceptual turn. Probably the best known piece
of Rainer's writing is the polemic statement 'NO
to spectacle' which comes in a postscript at the
end of an essay on Parts of Some Sextets which
was published in Richard Schechner's Drama
Review in 1965. The way Rainer introduces this
suggests that her purpose is as much to explain
her work to herself as it is to enlighten her
readers. It describes, she says,

an area of concern as yet not fully
clarified for me in relation to dance, but
existing as a very large NO to many
facts in the theater today. (This is not to
say that I personally do not enjoy many
forms of theater. It is only to define
more stringently the rules and
boundaries of my own artistic game at
the moment.)

(Rainer 1974: 51)

Writing thus became a way of exploring new
conceptual starting points for choreography and
alerting her audience to ways of thinking about
what she was doing. Schechner's Drama Review
provided a forum for progressive theatre
directors, choreographers, and artists involved
with happenings and Fluxus to write about their
own practice and that of their colleagues.
Similarly, the monthly magazine Artforum was
founded in the 1960s as a publication in which
artists  themselves could  write  about
contemporary work. By publishing critical
writing, these artists were not only usurping the
critic's role and defining for themselves the
theoretical context which spectators needed to
understand in order to appreciate their concerns.
They were also challenging the habitual subject
positions that spectators took up in relation to
artworks and performances.

The art critic Craig Owens has proposed that
the emergence of minimal and conceptual art in
the 1960s overthrew a legacy from the
Enlightenment that had divided the arts into
discrete disciplinary categories.
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In Germany, Lessing, and in France,
Diderot, located poetry and all the
discursive arts along a dynamic axis of
temporal succession, and painting and
sculpture along a static axis of spatial
simultaneity. Consequently the visual
arts were denied access to discourse,
which unfolds in time, except in the
form of a literary text which, both
exterior and anterior to the work, might
supplement it.

(Owens 1992: 45)

Artists like Rainer were changing audiences'
subjective experiences of time through drawing
attention to the object-like movements of the
new dance. Discussing her 77io A, Rainer noted:
'What is seen is a control that seems geared to
the actual time it takes the actual weight of the
body to go through the prescribed motions,
rather than an adherence to an imposed ordering
of time' (1974: 67).

I would be surprised if anyone in this room
today saw Steve Paxton and Yvonne Rainer's
piece Word Words which was only performed
once, for a small audience in the gym at Judson
Memorial Church on 29th January 1963. This
consisted of a solo danced by Rainer, danced
again by Paxton, and then repeated a third time
by both together in unison. It is more likely that
people here today might have seen Jérome Bel's
1998 piece Le dernier spectacle (The Last
Performance). In this a woman in a white silk
dress said she was Susanne Linke and danced an
extract from the latter's 1978 piece Wandlungen.
Then one after another three men, also in
dresses, danced it. These four repetitions lasted
nearly thirty minutes, their gradual familiarity
increasingly making spectators aware of the
endurance of watching. Just as recent European
dance has contributed to a revival of interest in
Judson Dance Theater, knowledge of Bel's piece
can help us imagine some of the impact of
repetition in Paxton and Rainer's Word Words.
As Rainer observed in 1968: 'Repetition can
serve to enforce the discreteness of a movement,
objectify it, make it more object-like. It also
offers an alternative way of ordering material,
literally making the material easier to see.' She
then wryly added: 'That most theatre audiences
are irritated by it is not yet a disqualification'



(1974: 68). Repetitious performance makes the
beholder aware of the work's duration by putting
them in the position of watching something they
recognise. Its familiarity robs it of the novelty it
had previously exemplified, but this creates the
potential for people to adopt new kinds of
subject positions through perceiving and
reflecting upon the work in a less habitual
manner.

This raises questions about the relationship
between conceptual dance in the United States
during the 1960s and 1970s and some recent
European dance. At stake are questions about
history and progress. In a review from 2001 of
Herses by the French choreographer Boris
Charmatz at the Kitchen in New York, Sandra
Aberkalns commented that it consisted of the
kind of movement 'that was in vogue here in the
U.S. 20 to 30 years ago (i.e. been there, done
that)' (Aberkalns 2001). Charmatz's 1999 piece
Con fort fleuves used as a soundtrack a
recording of a poem by John Giorno that
Yvonne Rainer had used in 1968 during her
piece The Mind is a Muscle. Aberkalns seems to
have assumed that serious work can only emerge
through a break with the past, a positivist view
of artistic modernism that dance has perhaps
hung on to for longer than other art forms. As
the American art historian Thomas Crow wrote
in 1996: 'Almost every work of serious
contemporary art recapitulates, on some explicit
or implicit level, the historical sequence of
objects to which it belongs. Consciousness of
precedent has become very nearly the condition
of major artistic ambition. For that reason artists
have become avid, if unpredictable, consumers
of art history' (Crow 1996: 212).

Many recent European dance artists like Bel
and Charmatz are avid, if unpredictable
consumers of dance history which they have
used to make works which challenged the
largely tacit assumptions about what dance
might be. By doing so they have engaged in a
kind of institutional critique. As their colleague
Xavier Le Roy has observed, the dance market
has 'influenced and sometimes to a large degree
also determined how a dance piece should be.
Most of the time, producers and programmers
have to significantly follow the rules of global
economy' (Le Roy quoted in Ploebst 2001: 65).
This he argues depends upon a particular view
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of the relation between contemporary dance and
its history. As Bel has put it, an older generation
of French choreographers had 'lost themselves to
the illusion that they were totally without
forefathers and would always have to invent
things from scratch' (Bel quoted in Siegmund
1998: 36). Aberkalns also seems to believe
choreographers must invent things again each
time from scratch. Much recent European dance
has deliberately engaged in the kind of reflective
dialogue with the past which Thomas Crow has
described. Rainer herself has recently looked
back to fin de siécle Vienna in After Many a
Summer Dies a Swan - Hybrid, and to
Balanchine's Agon in her AG Indexical, with a
Little Help from H.M. Following Crow one
could argue that every piece of serious
contemporary dance recapitulates, on some
explicit or implicit level, the historical sequence
of embodied practices within which it belongs.
This was what Katherine Dunham was
demonstrating when she used the order of her
pieces to draw attention towards retentions.
Unless dance scholars rethink the relationship
between theory and practice in non-hierarchical
terms they will remain largely unaware of the
performative interventions which
choreographers sometimes make within their
domain.

Copyright 2007, Ramsay Burt
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Le mobile — squelette et le corps alien

Dominique Buttaud — Alain Josserand

Le corps est fait pour bouger. Certes ! Mais il
semble produire en méme temps une entrave au
développement de son propre mouvement, comme
en témoignent I’apparition de raideurs, rétractions,
douleurs, blessures, chez tout un chacun, chez les
sportifs les mieux entrainés et les danseurs les
mieux formés. A tel point que peut naitre une
addiction au travail physique, dont le but serait de
guérir ces inconvénients, et [’avatar de les
aggraver.

Il existe pour moi un bougé naturel du corps et
un bloqué culturel a tendance douloureuse et
addictive. Du co6té du bloqué culturel, des forces
agies contre le bougé, que je qualifierai de
« diablotin ». Du c6té du bougé naturel et avant
méme ’action locomotrice dans [’espace
environnant, une « mobilité interne » du corps que
je dévoile et postule comme « source » de tout
mouvement harmonieux, c’est-a-dire ne générant
ni rigidité, ni tension, ni douleur, ni addiction.

C’est Genevieve Mallarmé qui m’a ouvert
I’accés a un «interne du corps » a partir duquel
j’ai pu développer ma propre recherche. Alain
Josserand, compagnon de route, m’a imposé deux
exigences. La premicre est celle de la verbalisation
anticipatrice, dans les termes les plus précis
possibles, de toute proposition d’action. Le mot
remplace donc le montré, et la représentation du
projet remplace I’imitation. La nécessité de se
« représenter » un intérieur du corps naturellement
invisible m’a contrainte 4 inventer la
représentation du squelette (au sens de 1’invention
d’un  trésor).Vue dans sa globalité, la
représentation du squelette est celle d’un mobile
autoporteur, auto ajustable et auto équilibré. Ces
trois fonctions « auto » sont caractéristiques du
« mobile — squelette ». Elles sont directement liées
a ma lecture du squelette, donc a la représentation
du mobile — squelette dans sa globalité, que
I’auditeur institue dans son appareil de pensée.
Entre mon « dit » du squelette et son « entendu »
par I’éleve, a l’origine de la représentation, les
« fonctions auto » générent « la mobilité interne »
de la représentation, dont la réalisation dans le
corps transite par le «défaire» et les
réajustements qui en résultent. Je commence en
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effet chacune de mes séances par un temps
collectif face au squelette, dont je fais une lecture
orientée par la préoccupation du jour. Le vu
(perception) du squelette par [1’éleve est
immédiatement li¢é & un entendu (langage) qui en
assure la représentation : il ne peut pas y avoir de
représentation sans le porté de la perception par les
mots du langage ; porté, transporté, interprété et
stocké (i.e mémorisé). Cette lecture, je la reprends
individuellement avec chaque éléve en situation de
travail. Celui-ci ne dispose plus alors de la vision
du squelette (hors champ de sa perception) mais
uniquement de sa représentation mentale. Ces
mots de ma lecture, je les associe a des touchers de
certaines zones spécifiques de tensions, touchers
qui accroissent I’efficience de la représentation.

Cette activité, qui relance, nourrit et entretient
la pensée du corps rassure car elle révele une
cohérence interne, cognitive, et affranchit de
simples systémes de croyance ou de dépendance
« a un autre » en voie d’idéalisation, symptdme de
non travail mental. Il en résulte un éprouvé de
soulagement et d’augmentation de la confiance en
soi.

La deuxiéme exigence d’Alain Josserand fut,
plutdt que de les rejeter, de prendre en compte les
pensées que je qualifiais de « folles» qui me
venaient lorsque je faisais travailler certains éléves.
Leur mise en mots institua le « diablotin ».

Cest en sommes un renversement
épistémologique que j’opére en considérant que le
mouvement nait de la représentation du mobile
squelette, étai de la mobilité interne a travers ses
réajustements, et non de I’action musculaire
directe. La représentation du mobile — squelette
joue donc le role de « commande » de la mobilité.

S’affrontent alors, en un inconscient des
représentations du corps, les logiques du mobile-
squelette et celles du diablotin. Soit, coté squelette,
les processus «auto» qui découlent de la
représentation; et coté « diablotin », des actions
musculaires via les représentations d’un corps
«alien », obéissant a des logiques étrangéres a
celles du corps. Les pensées folles, constitutives du
diablotin, ont pu émerger dans ma pensée dés
I’instant ou j’ai pu disposer d’un référentiel



permettant de représenter 1’invisible de I’interne du
corps. Référentiel constitué par les repéres donnés
et ordonnés que constitue le mobile — squelette. Le
diablotin en sommes fournit & 1’appareil de la
pensée des informations fausses, véhiculées par
certaines « sensations ».

Les logiques du corps que je propose ne
prennent sens qu’a partir d’une deuxiéme
invention, un second renversement
épistémologique que j’ai appelé « la logique du sol
porteur ». Je refuse d’utiliser les notions d’appuis et
de centre de gravité que générent les lois de la
pesanteur pour favoriser [’observation de Ia
résultante de ces forces liées a la pesanteur. Le sol
est porteur, il exerce une force porteuse
indissociable des fonctions d’auto ajustement et
d’auto équilibration. La défaillance de ces
fonctions auto, qui sont liées a [Dactivité
idéoverbale, sont cause de chutes, particuliérement
fréquentes chez le grand vieillard' ou la défaillance
des fonctions cognitives assure le triomphe de la
gravité¢ sur la force du sol porteur qui n’est plus
relayée par le mobile — squelette. La bipédie est le
fruit de 1’alliance entre la force du sol porteur et les
fonctions auto, supportées par I’activité idéoverbale
de la pensée.

Je considere que la bipédie, et le redressement
qui y conduit, est permise et gérée par un « os —
clé » : le sacrum. Le sacrum est un «centre de
distribution » : il  distribue deux fonctions
essentielles du squelette : d’une part, le porté de la
téte, par I’intermédiaire de la colonne vertébrale, et
d’autre part la bipédie par I’intermédiaire des os
iliaques. Ces derniers ont un réle de mise en
suspens du membre inférieur, ainsi rendu
disponible a la bipédie, qui n’attend plus que la
commande pour se réaliser.

En résumé, la représentation idéelle du mobile
—squelette, d’origine fondamentalement acoustico —
verbale, gere :

Le conflit avec le corps
I’émergence physique est le diablotin.
Le relais de la force du sol porteur grace a
sa fonction autoporteuse.

La mobilité interne du corps grace a ses
fonctions d’auto-ajustement et d’auto-équilibre.

La bipédie, via le sacrum distributeur.

A présent, je vous propose un parcours de
découverte et d’expérimentation de mes
conceptions, et tout d’abord ce petit jeu : voulez-
vous m’indiquer ou est articulé le membre

. alien dont
[ ]
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supérieur, et sa ceinture scapulaire, au reste du
squelette ?... Je compte six réponses différentes...
pour une seule articulation. Le diablotin vous joue
ses tours de malice, en faussant votre
représentation. Consultons notre juge — arbitre, le
squelette qui nous dit « I’articulation du membre
supérieur et sa ceinture scapulaire au reste du
squelette est celle de la clavicule sur le sternum ».
Vous comprenez la pertinence et I’importance de la
lecture du squelette, qui associe d’emblée un voir a
son expression verbale, un percu aux mots pour le
dire. En fait, c’est plusieurs lectures du squelette
que je suis en mesure de proposer, en fonction du
référentiel retenu. Il va de soi que toutes ces
lectures sont conciliables, puisque référant a la
représentation globale du mobile — squelette.

Par exemple, la lecture en fonction de la force
du sol porteur, qui s’exerce du bas vers le haut,
c’est-a-dire du sol porteur [la semelle du pied] vers
le port¢ de la téte définit ce que j appelle
« ’ordonnancement » du squelette. Il s’agit d’un
invariant : quelle que soit la forme prise par le
corps, la structure de travail, ’ordre de succession
des os et de leurs articulations est invariable, ainsi
que le sens de lecture, du bas vers le haut. Déja, je
vois vos corps changer de comportement : ils se
libérent de cette curieuse idée « d’enfoncement
dans le sol» et se montrent disponibles au
redressement du corps et a la bipédie

Je vous propose d’introduire une variante de
cette lecture en fonction du sol porteur : la variable
d’ajustement est la position du corps sur le sol.
Dans le cas précédent, le corps était debout sur le
sol. Je propose a ceux qui travaillent de s’allonger
sur le dos (la moiti¢ qui fait travailler suivra mes
indications). Dans cette position couchée, le sol, est
porteur sur une surface plus grande, ce qui nous
délivre de notre peur de tomber souvent exacerbée
dans les moments du défaire musculaire, créant
alors une retenue au défaire. Le sens de la force du
sol porteur indique une lecture de 1’arriére vers
I’avant. Ce sens de I’arriére vers 1’avant est ce que
jappelle « I’orientation » du squelette. Voyons en
la pertinence. Je demande a ceux qui font travailler
de soulever les pieds de leur partenaire d’une
quinzaine de centimétres : Pourquoi ? Si vous
regardez le squelette, vous constatez que le membre
inférieur est a une quinzaine de centimétres plus en
avant que le plus en arriere du sacrum; ce qui
signifie que, sans I’articulation du fémur a I’os
iliaque, nous ne pourrions pas poser les membres



inférieurs au sol lorsque nous sommes couchés. Le
membre inférieur, trés en avant, ne sera jamais un
prolongement latéral de la colonne vertébrale: il est
déporté vers I’avant par [’os iliaque. La
représentation du squelette est orientée de 1’arricre
vers |’avant.

Je vous propose a présent de reprendre notre
petit jeu : voulez-vous m’indiquer sur votre corps
ou se trouve la téte du fémur ? Surprise, surprise !
encore quelques tours de malice du diablotin, qui
vous inspire autant de réponses différentes sur la
foi des fausses informations fournies par le corps
alien !. Je vais donc toucher vos tétes de fémur. Je
constate que votre surprise ne fait que croitre ! Et
confirme 1’absolue nécessité de la représentation du
mobile — squelette, qui garantit une mobilité interne
vivante et sécurisante.

J’ajouterai a présent a cette lecture en
orientation une lecture en ordonnancement. Je
touche le tibia au niveau de I’articulation du pied
(bas) puis du haut de la diaphyse (haut). Grace a
ces deux repéres, vous pouvez voir dans votre
représentation, I’ensemble du tibia dans la jambe et
plus particuliérement la diaphyse que je viens de
localiser et sa longueur. Comme vous le constatez
un relachement musculaire survient aussitot, et il se
crée une différence observable entre la jambe
concernée et ’autre. Différence entre la jambe qui
se défait des actions musculaires qui entravent sa
mobilité (constitutives du diablotin, agi par les
représentations du corps alien) et la jambe telle que
le diablotin la met en forme. Vous aviez
I’impression de ne rien faire, et pourtant vous
constatez une différence entre les deux jambes.

Je dois tout de méme vous dire que tout n’est
pas toujours aussi facile et d’apparence aisée. Ce
travail réclame en effet de I’éléve une trés grande
concentration et une importante activité mentale,
qui utilise ce que Alain Josserand a appelé une
« violence appropriative et identificatoire »** dont
la fonction est de déconstruire puis reconstruire ce
qu’il a entendu. Une trés grande bienveillance du
Professeur, et sa continuité dans 1’accompagnement
de ce processus sont nécessaires a sa réussite.

Dés lors, la représentation du mobile —
squelette, suffisamment ¢établie, permet le laisser
faire et le défaire qui s’en suit, et nourrit la mobilité
interne du corps. Elle rend obsoléte les schémas de
correction et de placement. Autoporté, auto ajusté,
auto équilibré, la représentation du mobile —
squelette détoxique, désaliéne la représentation du
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corps alien, invalide le diablotin, libére la chair et
régénére le mouvement interne.
La médecine s’éloigne, la danse s’impose.

Copyright 2007, Dominique Buttaud & Alain
Josserand
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Bonfiglioli

The Symbolic Re-creation of Dance: a M exican Example

Carlo Bonfiglioli

In this paper | will examine the genre
traditionally known as Dance of the Conguest of
Mexico. Strictly speaking, thisis not a dance but
a dance-theater whose representative referent is,
as indicated by its very name, the event that
changed the course of Mexican history: the
Spanish Conquest of Mesoamerican territory.

The dance is currently performed in
indigenous as well as in mestizo contexts, and
both urban and rural settings. Changes of
context often entail changes of styles, seen
primarily in variations in the details of the
choreography, music, dress and paraphernalia,
scenography, the management of representative
times, the theatrical use of the body, the content
of verbal declamations, and other expressive
elements. Detailed analyses (Bonfiglioli 2005)
show that each case is different from the others
—we are speaking of hundreds of cases— but
not al variations have the same analytical
importance; most of them leave unchanged the
representative substance of the dance, that vision
of the past that emerges from the sequence of
episodes, from the roles played by the
personages and from the relationship among
other constitutive elements.

The data that support the reflections that |
am going to present come from a careful, in-
depth analysis that | carried out in the 1990s on
approximately ten cases of this dance genre, as
well as from some historical and cultural issues
related to this subject of inquiry. This allowed
me to identify, first, a large number of verbal
and nonverbal characteristics and elements and
to systematize them according to certain patterns
of regularity; second, an internal coherence of
each performance; third, a paradigmatic and
genealogical transformation of the variants of
which the system is composed. As the result of a
given historic process and as the expression of
different cultural settings, the topic of my tak
—the symbolic re-creation of dance— has to do
with the latter point: to re-create is to transform,
in time and space, with the understanding that
both history and culture constrict, each onein its
own way, the processes of symbolic re-creation.
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Nevertheless, we must not overlook the fact that
the field of creative posshilities is infinitely
greater than the number of resulting creations.
Therefore, the arbitrariness inherent to all
creative processes continues to be afirm premise
of my analyses, despite the constraints.
Moreover, creators freedom to choose is limited
not only by historical and cultural considerations
but also by the logic that governs the system in
which that freedom operates; in other words. we
have to be different yet at the same time we have
to say something analogous.

A fina warning: given the analytical
complexity of the topics | have mentioned, | will
use only a minimal portion of the data available
to me. | hope that the material | have chosen is
sufficiently clear to alow me to weave my
reflections together and share them with an
audience not highly familiar with the context of
Mexican dance.

Structural components and content of the
dancein question

Two general characteristics define these
performances. (1) The formation of two rival
sides, and (2) the ethnic, religious, and epic-
military nature of the conflict being portrayed.
Such traits are not exclusive to the Dance of the
Conguest of Mexico;, they aso characterize
other genres of dances of conquest —for
example, those of the Reconquest of Spain and
the Conquest of Guatemala and of Peru. What
differentiates one subgenre from another is,
obvioudly, the historical-geographic references
that vary from one context to another.

The topics that serve as the foundation for
the antagonism between two sides—the military
conquest of aterritory and its riches at the hands
of the Spanish, and the religious conversion of
the Mexicans— are performed in different ways
and have varying degrees of importance in each
performance. Conversion is at times accepted by
the Mexicans, in other cases it is imposed
through force or reected until the end.
Moreover, military confrontation may be direct



or indirect, explicit or implicit; it may occur at
the beginning or increase throughout the
performance; it may be resolved pacificaly or
through violence; it may or may not entail a
prior harmony; it may expressed through verbal
challenges and through alliances and betrayals;
it may entail division/unity within the group,
drawn-out wars between armies and individual
duels; or it may be resolved with a few machete
blows or through the divine intervention of the
Apostle James. But the most surprising aspect of
this representative variability has to do with the
final result of the conflict. For obvious historical
reasons, the fina victory of the Spanish should
be a foregone conclusion, and, indeed, in most
cases it is. In a couple of cases, however, the
conflict ends with avictory by the Mexicans and
in dtill others with peace between the
adversaries. | will return to this point shortly.

Historical sources tell us that the conflict
involved different ethnic groups and countless
personages. Nonetheless, this diverse array of
groups and protagonists and the intricate
interaction of alliances therein comes down,
within the performance stage, to two sides
—Spaniards and Mexicans— and a few
personages, three of whom appear in al the
variants of the dance: Captain Cortés, as the
leader of the Spanish side; Emperor Moctezuma,
as the leader of the Mexican side; and Malinche,
generaly portrayed as the wife of Cortés. The
presence of a fourth personage, Mexican
Emperor Cuauhtémoc (Moctezuma's successor),
is very important, athough it is not a part of all
portrayals. Their performances inform an
important ethical system, expressed in the
following set of antagonisms:
i ndeci siveness/firmness; grief/exatation;
conversion/apostasy; betrayal/loyalty;
cowardice/heroism; magnani mity/covetousness.
On this point, | must stress that the role carried
out by each personage within this value system
is strictly related to the functions performed by
the other personages. The same happens with the
other representative components. Roles and
functions can vary, of course, from one
performance to another or even within a given
performance, in accordance with the constraints
imposed by the system and with the narrative
requirements of the representation. This is why
we have different visions of Mexico's past.
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Two colonial variants

Now, let us leave aside the earliest Mexican
antecedents of the dances of the Conquest of
Mexico, which more resembled a parade than a
dance-theater, as well as the antecedents in the
Iberian Peninsula of those Mexican antecedents.
Let us turn, instead, to the period from the
eighteenth to the nineteenth century, when
théatre édifiant and the portrayals that concern
us were handled by friars of different religious
orders as a tool to celebrate the triumphs of the
Holy Faith, in church atriums and on certain
dates of the Catholic Calendar. A libretto of the
Dance of the Conguest, known as the Martinez
Gracida Codex and apparently written by
Dominican friars in the eighteenth century,
exemplifies the structural characteristics of the
Colonia variants.

The leitmotif of this variant is conquering as
a way of converting and its tone is decidedly
pro-Hispanic. In it, al things related to the
Spaniards are oriented toward this “noble
purpose”; consequently, al the episodes should
be read from this perspective. The Spanish
leader, Cortés, is presented here as a soldier at
the service of areligious truth (the same as that
professed by the friars who organized these
representations); his plan is linear, his action
determined, unfaltering, and unvanquished.
Nevertheless, before going to war against the
Mexicans, he attempts to sway his opponent,
Moctezuma, with kindness and persuasive
arguments. He is helped in this attempt by
Malinche, who betrays her hushand,
Moctezuma, but the attempt fails; Moctezuma
refuses to convert. Hence, faced with the
stubbornness of the Mexican leader, Cortés is
left with no option other than the military one.
The ensuing war is brief. Moctezuma surrenders
and asks Cortés for forgiveness, but Cortés
sends him to prison for his punishment to serve
as an example. The rest of Mexican are
converted.

What is striking about this variant, that
follow, more o less, the official colonial
chronicle of the events, is that the Spanish are
portrayed as having no faults and having virtues.
Their superiority is, in reality, the superiority of
the true God over the false Mexican gods. It is
understood that the purpose of this variant was



to show, in an edifying manner, how Mexicans
came to be Catholics. The topic of the territorial
conquest has little importance and is subordinate
to the religious purpose.

In another variant, in Xicotepec de Juérez,
Sierra Norte de Puebla (McAfee 1952), from the
first haf of the nineteenth century, the
“historical adjustments’ are surprising. Cortés
praises the virtues of Christianity and invites
Moctezuma to convert. The two leaders
exchange words of peace and love. Moctezuma
“wholeheartedly” accepts the sacred water of
baptism. Solemn music celebrates this act of
understanding and harmony. When, the other
Mexican leader, Cuauhtémoc, appears on stage
to urge his people to combat the Spanish,
Moctezuma and Cortés answer him with words
of peace, inviting him to convert, but
Cuauhtémoc declares war on them. In the
ensuing fight, Cortés invokes the Apostle James,
the angels, and the Virgin Mary to intervene in
the battle to defeat Cuauhtémoc. Cuauhtémoc
dies and goes to Hell. Moctezuma is pleased by
the victory of the Holy Faith.

The post-Independence variants

Nevertheless, once Independence is
achieved and consolidated, between 1821 and
1867, a rewriting of history in nationalist code
prevails throughout the country. The dance-
theater representations of the Conquest of
Mexico suffer the same fate and, at the end of
that century and the beginning of the twentieth,
the dance librettos are passed from the hands of
the friars to the hands of lay educators who
make their own adjustments to the texts. It is
during this period that Colonial variants go
through an important modification, in keeping
with the new objectives.

The driving force behind the variants
corresponding to this second period is
“conquering versus resisting,” for which reason
the theological conflict is downplayed and the
military confrontation is emphasized. An
adamant reaffirmation of the valor and heroism
of the Mexicans and of their refusal to surrender
is superimposed on a basic scheme inherent to
the dances of Moors and Christians, which are
richer in combats and challenges than the
Colonia versions of the Conquest of Mexico. In
this type of variants, the personages are
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characterized according to new purposes. Cortés
becomes evil and Moctezuma good; or, Cortés
and Moctezuma become evil and Cuauhtémoc
becomes a national hero who sacrifices his life
to defend his people and his native land. For the
first time the topic of Cortés covetousness —his
interest in Moctezuma's gold— appears, and, in
certain cases, his behavior is deceitful and
cowardly. Within the code of the military
confrontation, the Mexicans' successes multiply
and the final result of the confrontation shifts to
a pro-indigenist code. Three ways of doing this
stand out. The first, and most striking, is to
attribute the victory to the Mexicans, as if the
history of the Conquest had ended with the
episode of what is known as the Noche Triste
(the “sad night” of the Spaniards), the natives
only military victory against the Spaniards. The
second, and more common, way is to attributes
to certain traitors, principally Malinche, the
responsibility of the Spanish victory (leaving to
the other Mexicans the merit and the honor of
resistance).

A current indigenoustrend

A third manner of symbolically resolving
the confrontation was adopted a few decades ago
in certain indigenous communities of the State
of Oaxaca. In these variants, the staging of
which is now in indigenous hands, the role of
the Spaniards is drastically downplayed. At
times children, known as “Soldaditos’ (“little
soldiers’), play that role, which is, in and of
itself, very elogquent; but, in at least one case, the
Spanish side has disappeared from the stage. By
contrast, the role of the Mexicans s portrayed by
experienced dancers who are held in high regard
in the communities and who solemnly and
lavishly execute numerous choreographic pieces
with the evident purpose of evoking, through an
elegant and affected gestural esthetics, the
majesty of the ancestors more than their valor.

Nevertheless, the downplaying or the loss of
one of the two sides points to a significant
change in the dance structure of the Conguest
genre. With it comes, at the least, the explicit
representation of the conflict, a fact that is
reinforced with the —also important—
suppression of dialogues. But the conflict does
not disappear completely, since the Spanish side
is still present in the variants of the neighboring



villages or in the memory of the dancers. To
minimize or eliminate the Spanish side is
equivalent to symbolically defeating it (see aso
Harris 1997 and 2000). The importance of these
cases lies, thus, in stating, through an
ostentatious choreography, luxurious dress, and
grandiloguent music, a triumph that in current
times, characterized by formal education, is
difficult to sustain.

It is valid to ask if, at the root of these
portrayals of the Conquest of Mexico that
stubbornly insist on showing an imaginary
victory of the native peoples and other
distortions of the historical record, there operates
a highly naive savage mind that seeks to conceal
the unconcealable. In redlity, what is naive is not
the indigenous vision of history but to think that
history is the object of a“re-presentation.” What
can be affirmed, based on these examples, and
paraphrasing Turner (1981:10-11), is that the
Conguest of Mexico only serves as an initial
referent that in most cases inspires the discursive
frame of the ritual processes, but that soon
becomes a sort of metatopic for thinking about
the events and the personages in a new
condition. In any case, if what concerns usisthe
historical record, we must not forget that those
victorious Spaniards of the sixteenth century
were defeated 300 years later, in the War of
Independence; and that another foreign army,
this time French, was aso defeated 50 years
after that, ending the period known as the French
Intervention, by Mexico's first and only
indigenous president. | am referring to Benito
Juérez, Zapotec and Oaxacan, as well as to the
indigenous who suppressed the Spanish side
from their own representations.

What | have tried to show with this brief
comparison of variants is the transformation of
history through mythic thinking. In this kind of
thinking the correspondence between historical
records and represented facts is less important
than the logic through which these records and
facts are rearranged and re-elaborate. The
categories of thought referred to by the historical
events and the imagined acts of which each
variant is composed are determined from the
outset: conflict/peace; victory/defeats,
encourage/cowardice; conversions/apostasy, and
so on. What changes, depending on historical
and cultural context, are the representative forms
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and the type of solutions adopted, and this is
what, in the final analysis, explains the currency
and the symbolic recreation of the Dance of the
Conguest of Mexico.

Copyright 2007, Carlo Bonfiglioli
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Parfitt

Chahut: The Mediation of Rationalism and the Unruly Body in the Cancan

Clare Parfitt

This paper addresses one particularly Parisian
strand of dance history which feeds into the
current debate over the relationship between
practice and theory. The argument advanced here
is that our contemporary conceptions of practice
and theory are strongly shaped by the changing
relationship between notions of rationality and
irrationality in the eighteenth, nineteenth and
twentieth centuries. The example of the cancan
will be used to show how these philosophical ideas
were applied to dance, and to point towards the
ways in which dance history can enlighten twenty-
first century issues.

The distinction between
irrationality was first formulated by Greek
philosophers, but it re-emerged with the
questioning of religion in the West in the sixteenth
and seventeenth centuries, and reason became the
foundation  of  Enlightenment  philosophy.
Enlightenment thought placed reason as the
pinnacle of an historical progression from the
primitive to the civilised, a model that would
develop in the late nineteenth century into social
evolutionism. The white, upper class, male subject
enjoyed a position at the top of this scale, whereas
women, the working classes, and other races were
placed somewhat lower down.

Norbert Elias (1994), writing in the 1930s,
showed how this scale was largely constructed
through the body. He argued that since the
Renaissance, the European body has undergone a
process of civilisation in which it has learnt to
exercise self-restraint over its spontaneous
physical urges and impulses, closing itself off
from other bodies and from interactions with the
outside world. He called this body homo clausus,
or closed man, implying a body with a firm
outline, that doesn’t let anything in or out.
According to Elias, this conception of the body
was constructed largely through prescriptions of
manners and etiquette, which placed taboos on
activities that broke bodily boundaries, such as
sweating, for example. He argues that this
development helped to generate the self-
detachment necessary for scientific thinking, and
the closed off body therefore became associated

rationality and
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with scientific rationality. This model of a scale
from the irrational to the rational with Aomo
clausus at the top was a powerful one, because it
facilitated the idea that rationality, or theoretical
thinking, could be separated off from the
materiality of the body, and exist in a pure realm
unaffected by the passions and emotions. Elias
does not discuss the implications of this civilising
process for the distribution of power between
bodies of different genders, classes or races, but
this theme is taken up by Dorinda Outram (1989).

Outram argues that homo clausus only reached
its fully developed form in the wake of the French
Revolution, when the new French nation was
constructed on the model of the rational, closed,
specifically male, middle-class body, drawing on
the Roman Stoic tradition of detachment from
bodily passions and emotions. Female, working
class and racially other bodies were excluded from
this national body politic, and therefore from the
French electorate, on the basis that their bodies
were open to external influences and internal
urges, and were therefore irrational. This
separation between rational male bodies and
irrational female ones is evident in Jacques-Louis
David’s famous Revolutionary painting The Oath
of the Horatii (1784), in which the strong, resolute
bodies of three brothers pledge their allegiance to
Rome before battle, while their mothers and sisters
cry. Outram contends that the subtext to the
French Revolution was a struggle between rational
and irrational conceptions of body, a battle that
rationality won. The bourgeoisie rose to cultural
and political power after the Revolution, bringing
with them the rational physical ideal, although
without the heroic, active aspects of Revolutionary
Stoicism captured by David. The rational body
became what Outram calls a ‘non-body’ (Outram,
1989: 156), merely a vehicle for the rational mind
it contains, projecting all of its openness and
materiality onto irrational others.

What I think Outram ignores, however, is the
extent to which the excluded irrational body
retained a potency, through the Revolution and for
the rest of the nineteenth century, to liberate the
individual from the constraints of rational



behaviour. This potential became culturally
significant in the late 1820s, as Charles X
increasingly restricted personal freedoms, and it
became clear that the liberatory ideals of 1789
were being sidelined (see Hauser, 1951). The
disenfranchised masses rallied for another
revolution, and it was in this second revolutionary
moment that the irrational body re-emerged as an
emblem of freedom.

French romanticism of the late 1820s and
1830s produced images of the grotesque, irrational
but liberatory body, such as Delacroix’s painting
Liberty Leading the People (1830), which depicts
a bare-breasted female figure leading working
class and petit bourgeois men over the barricades
in the Revolution of 1830. These images also
influenced French ballet in the 1820s, as female
ballerinas took centre stage and performed with an
otherworldly freedom of movement. However, at
this same moment, a dance form was emerging
which would take the performance of irrationality
far beyond the limits of romanticism. The cancan
was inspired by rumours of the freer dancing body
being performed in romantic ballet at the Paris
Opera. In working class dance halls in Paris, this
idea of a body liberated from the confines of
rationality was applied to the quadrille, creating a
parody of what had previously been a bourgeois
dance.

The pre-cancan quadrille had wused the
civilised conception of movement that derived
from the court ballet of Louis XIV. This involved
verticality, a sense of lightness and resistance to
gravity, centralised control of the external limbs,
outward presentation, limited body contact
between men and women, and classical alignment
and proportion - the very features of the rational
body. This can be contrasted with the early
cancan, which involved a greater sense of gravity,
breaks and angles in the body rather than
verticality, greater energy, exaggerated and
1solated movements of the outer limbs, such as
kicks, greater body contact between men and
women, and improvisation. By freeing the limbs
from central control, and liberating the dancer
from set figures, the cancan performed a body that
appeared to escape the rational regulation of the
mind, and was therefore irrational. In this early
form, it was sometimes called the chahut, meaning
uproar. Like the quadrille, it was initially danced
by both men and women, as a social dance, not a
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performance. But in the 1840s this began to
change.

The dance had become popular in public
carnival balls in Paris, where all the classes mixed.
Although certain male cancan stars emerged in
this context, such as Chicard and Brididi, female
dancers began to dominate its performance. At the
same time, bourgeois men began to withdraw from
performing the dance, and restricted themselves to
spectating. What emerged was a dynamic that the
film theorist Mary Ann Doane describes in
relation to early cinema spectatorship: “a denial of
the [white, bourgeois, male] body through the
projection of contingency and embodiment onto
the white woman or racial other” (Doane, 1993:
15). In other words, bourgeois men asserted their
rationality by denying their bodiliness, and
therefore withdrawing from the dance into
intellectual spectatorship. At the same time, lower
class women, many of whom were courtesans or
prostitutes, took on the embodiment of
irrationality in order to offer bourgeois men a
moment of release from rational norms, at a price.

The cancan was not the first dance form to
construct the relationship between performer and
spectator in this way. In romantic ballet the
rejection of the male dancer was accompanied by
the cultivation of a specifically male spectatorial
role by critics such as Theophile Gautier. But
although romantic ballet began to figure the
ballerina’s body as irrational, for example in the
hysteria of Giselle discussed by Felicia McCarren
(1998), it still retained elements of the aristocratic
performance of an artful body that Sarah Cohen
(2000) describes. The cancan, however, broke
entirely with this tradition, making irrationality the
central theme of its performance, and rationality,
or the struggle to maintain it, the central theme of
its spectatorship.

In the cancan of the mid- to late nineteenth
century, the distinction between spectator and
performer was directly mapped onto the
distinction between rationality and irrationality.
The irrationality of the cancan dancer was
expressed through her grotesque body, to use
Bakhtin’s (1984) term, a body which emphasises
the orifices which allow substances to move into
and out of the body, and the reproductive organs,
which define the body as unfinished, involved in a
perpetual cycle of birth and death. By contrast,
contemporary illustrations of the Moulin Rouge



show the spectators to be predominantly male,
clothed in bourgeois attire, upright, and
respectable. However, the primary distinction here
is not in fact between male and female. Although
the performer/spectator relationship in the cancan
was modelled on the gender division of the
heterosexual relationship, there were also many
women in the audience at the Moulin Rouge
whose bourgeois respectability qualified them for
the role of rational spectator. Furthermore, the
version of the cancan performed at the Moulin
Rouge, called the quadrille naturaliste,
incorporated male as well as female dancers, such
as Valentin le Désossé (Valentin the boneless).
While gender-crossing was common at the
boundary between performer and spectator, the
distinction between rationality and irrationality
was less negotiable.

An ideal distinction operated in the cancan
between performer and spectator which
corresponded with that between the rational and
irrational, low and high, body and mind. Performer
and spectator were therefore split along the lines
of Cartesian dualism, and in fact the
Enlightenment distinction between rationality and
irrationality had philosophical roots in Descartes’
mind-body split. In the late nineteenth century,
this distinction was given scientific weight by a
renewed interest in evolutionary theories,
particularly those of Jean-Baptiste Lamarck, as
well as Charles Darwin. The relationship between
the irrational performer and the rational spectator
was now conceived as an encounter between less
and more evolved humans. For example, the
journalist André Chadourne located himself on the
rational, evolved side of this equation in 1889 by
declaring his wish to, “stop those horrifying
exhibitions of women found in the worst gutters...
these Goulues, these Grilles-d’égout who dance on
the French stage the kind of dance steps that are
unknown even to the lowest form of savages”
(Chadourne cited in Gordon, 2003: 631-632).
However, Chadourne had clearly witnessed these
horrifying exhibitions. Spectatorship could be
aligned with scientific observation, and facilitated
the application of theories, such as social
evolutionism, and the making of theoretical and
moral judgements. Any other kind of bodily
interaction with the cancan dancer, however,
would compromise rationality. This evolutionary
distinction between performer and spectator was
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reproduced in many nineteenth-century dance
forms, including blackface minstrelsy in America,
which was contemporaneous with the cancan, and
several late nineteenth-century dance forms
including American burlesque, and FEuropean
appropriations of Middle Eastern dances.

However, as Jane Goodall (2002) has argued,
nineteenth-century performance often had an
ambivalent relationship to science, reflecting it
while at the same time distorting the ordered world
it presented. Like several other nineteenth-century
performance genres, such as epileptic singing
described by Rae Beth Gordon (2001), the cancan
undermined its embodiment of evolutionary
difference by threatening to infect the rational with
the irrational, seducing the bourgeois spectator to
degenerate down the evolutionary scale. For
example, the journalist Edgar Baes, warned of the
risks of attending the Moulin Rouge: “More than
one [spectator] sticks his tongue out and twists his
arms craving more, hypnotized by the hectic
transports of a monstrous and degrading lack of
decency” (Baes cited in Gordon, 2001: 97).
Cancan spectatorship was fraught with the risk of
becoming infected with irrational embodiment. In
fact the cancan was often described in the same
terms as hysteria, the supposedly contagious
pathological affliction of late nineteenth-century
lower class women. The infectious irrationality of
the cancan was part of its attraction, offering a
release from the rational conventions of bourgeois
life, but it also threatened the social status of the
spectator, which was based on maintaining
rationality. The cancan dangerously exposed the
fact that rationality could only be maintained by a
constant act of denial of the materiality of the
body.

Perhaps for this reason, when Loie Fuller
offered an alternative to the irrational model of the
female dancing body in the 1890s, the cancan
quickly fell out of fashion. Fuller rationalised her
body by transforming freedom of movement from
an act of seduction into high art. By doing so, she
liberated the spectator from the threat of
irrationality. The bourgeoisie, keen to prove their
rational disembodiment, quickly rejected the
cancan, and switched their allegiance to new, more
modern dance forms. The art critic and collector
Roger Marx wrote of Fuller in La Revue
Encyclopédique:



Her success is due to the contrast between
her kind of dancing and that to which we
have recently been subjected. Too many
danseuses have Dbeen giving poor
imitations of “the Andalusian’s impish
stomping” or have emphasised a swaying
of the hips and a rotation of the pelvis, or
have resorted to other bodily contortions.
These women wear as little as they can get
by with, and what they wear accentuates
the buttocks and the breasts. Loie Fuller is
utterly different. She keeps her body
straight, and she derives effects from the

very profusion of her garments.
Marx cited in Current and Current, 1997,
55

Fuller was described as chaste and innocent (see
Garelick, 1995) in comparison with the cancan and
the other late nineteenth-century dance forms
which presented the female body as an irrational
attraction.

In the twentieth century, the emergence of a
rationalised female body shifted the distinction
between rationality and irrationality away from the
performer/spectator relationship onto different
types of dance practice. Modern dance entered the
realm of high culture, while the cancan and other
dance forms which hypnotised the spectator, were
relegated to the low culture of working class
venues, tourist attractions or dance interludes in
film musicals. Dance critics often focused their
theorising on dance as high art, regarding low
dance practices as entertainment that resisted
rational analysis.

However, in the late twentieth century,
postmodern perspectives have allowed a critique
not only of the modernist rejection of the low, but
of the underlying Enlightenment distinction
between rational and irrational. Dance studies has
emerged out of the postmodern impulse to subject

areas previously dismissed as irrational to
theoretical investigation. However, the
incorporation of dance into the historically

rationalist realm of scholarship also raises certain
issues. In terms of the place of dance studies in the
wider academic arena, the wish to raise the status
of the discipline by dispelling the notion that the
body is irrational, must be balanced against the
need to recognise the unique capacity of the body
and the choreographic process to operate in ways
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that escape, confound, and sometimes subvert the
hegemonic rationalist order. And within the
discipline, the moves towards integrating practice
and theory in university teaching and in practice-
based research, must be accompanied by a
willingness to question which dance forms are
regarded as amenable to theoretical analysis, and
which forms are excluded from the notion of
‘practice’ by their previous designation as
irrational or low. The cancan, as a product of the
Enlightenment scale of rationality, can help us to
historicise these struggles, and to understand the
sources of the powerful forces which have shaped
them and are still at play today.

Copyright 2007, Clare Parfitt
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Augé

Transmission — Création -- Trace

Catherine Augé

Notre titre - transmission, création, trace —
a un air d’évidence :

D’abord on apprend, puis on crée et
ensuite on laisse des traces.

A la réflexion, le fait de pouvoir écrire
le mouvement suppose d’étre capable :
- d’en faire une analyse préalable
- de transcrire sa pensée du mouvement.

Une écriture du mouvement est donc
déja une création en soi. C’est une langue
qui ne nalt pas  spontanément,
contrairement aux langues vivantes,
« maternelles ». Organisée par un étre
humain, elle organise un mode original de
la pensée par 1’action, et de 1’action par la
pensée. Dans ce sens, ceux qui congoivent
les notations du mouvement sont
véritablement des créateurs. Et ceux qui
I’utilisent peuvent 1’étre aussi. Une écriture
du mouvement, quelle qu’elle soit, est
action et doit conduire a I’action.

Deux constats découlentde ces
premiceres réflexions:
Premiérement, 1’utilisation  d’une

notation du mouvement, pour un danseur,
un professeur, un chorégraphe, se situe au
carrefour de la pratique et de la théorie.
Ceci justifie notre présence aujourd’hui
parmi vous.

Deuxiémement, notre intervention
aurait aussi pu se décliner ainsi : création
(d’une notation ou par la notation)
transmission, trace (d’une chorégraphie, ou
d’une synthése pédagogique)

Nous I’avons dit, toute écriture induit
un processus de pensée spécifique.
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Il suffit de voir une page de notation
Conté [ image d’une partition | pour que
s’impose un désir de lien avec la pensée
musicale. Le signe de base est la note.

Pour certains, cela paraitra une
¢vidence ; danse et musique sont sceurs,
pour d’autres, cela semblera une contrainte
exagéree.

Pourtant, étroit ou relaché, écriture ou

pas, le lien existe : Le monde sonore est lié
au monde du mouvement.
Chez le bébe¢, déja, cris et gestes sont les
grands organisateurs intrinséques. Un bébé
qui ne bouge pas, qui ne pleure ou ne crie
pas, ne peut pas finaliser 1’organisation de
ses fonctions corporelles et émotionnelles.

Et tous les peuples du monde ont
initialement liés intimement geste et cris,
danse et musique.

Pierre Conté (1991-1971), a la fois
compositeur, chorégraphe et
biomécanicien de haut niveau, a d’abord

¢laboré une «technique générale du
mouvement », pour lui un maillon
manquant en  matiere  d’éducation

généraliste de la danse. De cette technique
générale, découlera naturellement, dans les
années 1930, le solfege corporel que
représente sa notation qui va utiliser, nous
I’avons vu, les références mémes de la
musique (principalement en matiére de
rythme) et s’appuyer, dans le domaine de
I’espace, sur les données de Ila
biomécanique moderne.

Pour vous familiariser avec le systeme
de notation Pierre Conté, nous avons
choisi de vous présenter les ¢éléments
simples en images.



Dans les années 1950, Jean Painlevé, un
des premiers cinéastes de wvulgarisation
scientifique se passionne pour cette
notation du mouvement et réalise un
documentaire pour exposer les modalités
de ce systéme.

[ film sur I’écriture ]

Parlons maintenant de la transmission
avec notation du mouvement.

Nul ne doute que les étres humains ont
choisi, sans choisir, de transmettre leurs
danses par le moyen le plus évident pour le
mouvement : le mimétisme.

Les danses traditionnelles parlent de
bain d’imprégnation. L’enfant entend une
musique qui le baigne, vit les gestes qui
I’accompagne, pénétre 1’ élan musical et
corporel qui s’en dégagent et entre dans la
danse sans s’en apercevoir, comme on
parle sa langue maternelle.

A I’heure actuelle, alors que nombre de
danses passent par un apprentissage, par
des «cours» de danse, le mimétisme |,
principalement avec le professeur,
accessoirement avec d’autres éléves, peut-
étre plus avancés, joue encore un grand
role.

On sait maintenant que certains
neurones, appelés « neurones miroirs »
interviennent dans le mimétisme. Quand je
regarde quelquun  en  mouvement,
inconsciemment, mes propres  aires
cérébrales correspondant a ce mouvement
s’activent. Et cela d’autant plus que je suis
impliquée par le geste et/ou par la
personne qui le fait, donc par un ensemble
de référents personnels émotionnels ou
techniques préalables.

Dans la lignée des recherches d’Alain
Berthoz sur I’empathie, une étude a été
réalisée auprés de danseurs issus de
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différentes techniques. Les aires cérébrales
correspondant aux mouvements montrés
sur écran €taient d’autant plus activées que
le danseur classique, par exemple,
regardait une variation de danse classique
plutot qu’une variation d’un autre style. De
méme un danseur contemporain pour la
danse contemporaine.

Une partition de danse pénalise t’elle a
ce mécanisme d’empathie ?

Par rapport a la bonne activation des
neurones miroirs, le fait d’analyser un
mouvement multiplie les référents qui les
activent ; et lire, et encore plus écrire, c’est
analyser. Avec I’analyse, la reconnaissance
des mouvements de I’autre s’affine, se
précise ; on peut penser que l’activation
des neurones miroirs est ainsi améliorée.

Mais une partition, n’est-ce pas aussi
ouvrir d’autres possibles dans Ia
transmission ? En complément du
mouvement que me montre le professeur,
la partition en elle-méme représente un
autre référent au mouvement.

Une partition m’appartient, je lis ce qui
est €crit, mais 1’interprétation de ce qui est
écrit , et aussi de ce qui n’est pas écrit, me
revient.

C’est déja un acte de création. J’exécuterai
ce qui est proposé, mais revisité par mon

propre monde de coordinations, mon
imaginaire et non en reproduisant
inconsciemment les coordinations

dessinées par le corps d’un autre. A coté
de celles activées par les neurones miroirs,
je vais utiliser d’autres voies synaptiques.
Pour les enfants qui n’ont pas une
grande mémoire corporelle, pour lesquels
les coordinations ne s’engramment pas
trop d’un cours a I’autre, le fait de pouvoir
passer par d’autres Dbiais que la
mémorisation  corporelle  peut  étre
salvateur. Sans oublier qu’une partition,



cela s’emmene a la maison et que, comme
un musicien, un enfant comme un adulte
peut travailler sa partition de danse
quotidiennement, la mémoriser en étant stir
de faire juste .

Et puis, ce qui est écrit est écrit
mais.... Ce qui n’est pas écrit
m’apppartient !

N’est-ce pas une des clés de la liberté,
en pédagogie comme ailleurs, qu’étre libre
a lintérieur d’un cadre plus ou moins
contraignant ?

En ce qui concerne la pédagogie avec
la notation Conté, et son parti-pris de
relation avec la musique, la contrainte (ce
qui est écrit) se fera souvent (pas toujours)
par le temps, le rythme des appuis, des
différents segments du corps, donnant
ainsi la priorit¢ au dynamisme du
mouvement on aborde la Ia
problématique des vitesses, avec les phases
d’accélération et les phases de
décélération.

Ainsi, devant une partition, se produira ce
type de réflexion :

«il faut que je sois la a ce
moment-la, avec cet agencement
corporel global précis, cet espace a
parcourir pour chaque segment
corporel, avec cette nuance Ia,
cette demande d’expression Ia,
etc... »

Comment est-ce que je m’organise
pour arriver ? quelle stratégie vais-je
choisir ? n’est-ce pas dans ce choix sans
cesse renouvelé, au gré des partitions, que
se joue la richesse des mélodies
cinétiques ?
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Pour illustrer cette démarche, nous
vous présentons aujourd’hui un travail
d’atelier avec écriture autour de deux
rythmes bien particuliers.

Nous travaillons depuis deux ans,
Michelle Nadal et moi, avec une équipe de
professeurs de danse, ou de musique, des
Conservatoires Municipaux de la Ville de
Paris. Cette formation en notation Conté a
¢té rendue possible grace a la volonté d’
Anne-Marie Sandrini I’inspectrice de la
danse de la Ville de Paris, a la suite d’une
expérience auprés d’enfants danseurs du
conservatoire du 6°™ arrondissement.

Cette formation a pour but de former
les futurs intervenants en notation du
mouvement, mais aussi de permettre aux
professeurs d’intégrer la notation Conté au
sein de leurs cours, car les enfants peuvent,
des 7-8 ans appréhender cette écriture,
comme ils le font avec le solféege musical.

Le premier théme présenté s’articule
autour des hémioles. que peut bien étre une

hémiole ? en musique, une hémiole
désigne  D'insertion d’une  structure
rythmique binaire dans un rythme

globalement a trois temps, ou inversement.
Ici, la musique est une valse trés celebre
au début du 20°™ siécle : walzing the
blues. Une valse, donc, un trois temps,
traditionnellement : 1-- 1--  .or la, le
premier théme se construit autour du
rythme :

1-3-5- 1- - 4- - [ne pas dire les chiffres],
ce qui revient a dire que 1’on fait 3 fois 2
au lieu de 2 fois trois.

[partition rythmique] lecture rythmique des
hémioles avec les mains et/ou avec les
pieds

Sur cette base rythmique, les étudiantes,
par groupe, ont composé une partition en
notation Conté, avec des mouvements
retardés, des mouvements indirects, des
alternances d’en-dehors et en dedans.
Démonstration.



Les partitions des différents themes sont
projetées en méme temps qu'elles sont
dansées sur scene [partitions].

démonstration
2éme

La deuxiéme s’est
organisée autour de syncope au tiers
de temps, base rythmique qui nous est
proposée par une musique de Philippe
Agou. De style plus contemporain, on y
trouve des rebonds et des impulse. La
composition est d’une des étudiantes,
Chrystel Calvet. Chaque cellule a ensuite
¢été notée par les autres étudiantes.

Enfin, nous arrivons aux traces :
Souvent, on nous dit que maintenant, avec
les supports vidéo, les notations du
mouvement sont dépassées. Mais cela ne
revient-il  pas a dire que les
enregistrements  audio  rendent  les
partitions de musique caduques pour les
musiciens ?. Une version vidéo ne peut
étre qu’un témoignage, au demeurant tres
précieux, mais incomplet, d’un moment t,
avec une interprétation particuliere, et ne
peut pas prendre la place d’une partition
qui perdure en dehors des interprétes, et
laisse apparaitre en filigrane la pensée du
chorégraphe.

Noter les ceuvres d’un chorégraphe,
quand celui-ci ne possede pas de notation,
présente, outre la conservation de 1’ceuvre,
un intérét de participation active pour le
notateur. Car écrire, c’est forcément
choisir. Au cours de discussions avec le
chorégraphe, on va éclairer les choix
principaux qui y président, préciser
I’analyse de 1’ceuvre et choisir ce dont il
faut garder la trace.

Mais en matiére de création, le meilleur
notateur d’une ceuvre n’est-il pas son
créateur lui-méme ? Il est le plus apte a
savoir ce qui doit étre écrit pour que
I’essentiel de son message perdure. De
méme pour les professeurs, pour retenir et
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enrichir peu a peu ses progressions
pédagogiques.

Pour noter les traces laissées par les
danses traditionnelles, ou d’autres types de
mouvement, |’acrobatie par exemple, le
systeme Conté, systeme ouvert, propose
des grilles placées en téte de partition. Ces
grilles indiquent les signes spécifiques

nécessaires pour un systéme gestuel donné.

Tout comme le systtme musical
transcrit aussi bien une comptine pour
enfant ou une ceuvre magistrale, le systéme
Conté permet de transcrire les premiers pas
et les ceuvres chorégraphiques les plus
complexes.

Pour conclure, on peut dire que, sans
¢liminer les portes d’entrées sensorielles et
proprioceptives, qui sont essentielles, la
notation Conté offre a la danse une porte
d’entrée  supplémentaire, tout aussi
ludique.  Elle induit un  moyen
supplémentaire de compréhension, de
mémorisation, de créativité. Ce n’est pas
une panacée, mais un outil remarquable.

Nous vous invitons maintenant a passer
de la théorie a la pratique.

Vous pouvez passer sur le plateau pour
déchiffrer ensemble une variation simple
sur le rythme des appuis.

Souvenez-vous :

Sur la ligne du fa, I’appui sur le pied
gauche.

Sur la ligne du la, I’appui sur le pied droit.
Les directions utilisées : 1 pour I’avant, 3
pour larriére, 2 pour le c6té, O pour ce qui
est sur place.
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“My hands are plunged in oranges”... :

An Experiential Account of a Working Process

Jenny Roche

This  presentation incorporated the live
performance throughout, by the author, of
movement from “The All Weather Project” by
Liz Roche. The movement sections were integral
to the presentation and are indicated below in
italics.

“I am going to start by dancing for you...

Movement: Live performance of solo

approximately 10 minutes in duration

This is the introduction.... ...
Through my PhD research, I am examining
the choreographic process from the perspective

of the independent contemporary dancer,
through  embodying this role as a
researcher/participant. My  methodological

frameworks, which utilise video documentation
and journal writing, could be characterised as
ethnographic, multi-modal embodied theorising,
leading to “multi-dimensional theorising” (I
adopt this term from Susan Melrose). In this
way, | am unwinding the embodied practice of
dancing, through the co-existent layers of
experience, towards forming a theoretical
understanding of the issues that arise for the
dancer. The issues that I have identified as
relevant to my research are those relating to the
dancer’s ‘moving identity’ or way of moving, as
a mutable and adaptable form that must alter and
re-adjust to each different choreographic engram
or movement vocabulary, that she/he encounters.
I am examining this interplay between stability
and change. I also reflect on the impact of
destabilisation and flux on the dancer’s identity
in a wider sense, as she/he relates outwardly to
signifying factors within the social strata.

Today I am going to bring you through a
reflection on the working process of a dance
piece as experienced from the inside. By doing
so, I hope to capture and elucidate the multi-
dimensional layers which existed for me within
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this process. Through displaying these fragments
together, I endeavour to invoke the ‘totality’ of
the experience.

Throughout my research, I am also working as a
dancer and often, with Rex Levitates Dance
Company, Dublin, that I co-direct with my
sister, Liz Roche and it is the creative process of
one of her pieces that I wish to discuss here
today.

In my research I am exploring what it means
to be a part of the creative unfolding of another
artist, to be both a live self-aware participant in
the choreographic process, and the material
through which the choreography is realised and
the dance formed.

Movement: Floor sequence

Therefore, when I discuss this work, I do so with
the understanding that I am dealing only with an
aspect of the process, which would not convey
the whole truth for the choreographer who
created it or indeed for the audience who
witnessed it. What I am discussing is the
interface between myself and the unfolding
choreographic schema and the nuances of our
exchange.

Movement: Phrase A: starting diagonally, twist
up until swipe forward with left leg, right arm
curved.

My research questions:
Please bear with me, as I read this passage from
André Lepecki (2006):

And if the theological stage hosts
choreography, an art that had to mute
the body in order to fully become
autonomous, then it is the dancer’s
body’s expressivity that has to be
muted becoming nothing more than a



faithful executor of the designs of the

absent, remote, perhaps dead, yet

haunting power of the master’s will.
(Lepecki 2006:54)

Movement: Phrase C: swish step into leg arm,
Jjump back, ending in diagonal forward, left arm
in front

This passage haunts me at the moment in my
practice as a dancer. Is this always the case?
Does all choreography mute the dancer’s body’s
expressivity? Is the role itself inherently a
subservient and passive one? My research is
concerned with the identity crisis that may arise
when the dancer moves from one process to the
next, how she/he balances and resolves the
multiple embodiments inherent to her/his
profession. I am aware of the ways in which
choreography can impose itself on the dancer,
how it can colonise the body as an alien schema.
Or as Lepecki (2006:63) calls it, “a haunting
machine, a body snatcher”. However, the All
Weather Project doesn’t quite feel like that.
Movement: Phrase D: fall to left steps demi-
point forward. Ends side bend fall

The All Weather Project takes place in a
specifically constructed garden. In the first
instance, in 2006, the setting was the financial
services centre in Dublin’s Docklands area and
last Saturday it was performed in the courtyard
of the Irish Cultural Centre in Paris on rue des
Irlandais near Pantheon.

The piece is a series of solos which are
constructed over a two-week period through the
refinement and organisation of the memories
and associations of the dancers. This work is
particularly interesting to me in relation to my
research, as it adopts a number of approaches
within a simple choreographic structure, in order
to create an original solo for each of the five
dancers.

The working process
Liz wrote about her starting point for the
process:

In the making of this project I
employed an entirely different
approach than usual to the generation
of the choreography. I sent the five
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performers a questionnaire that I had
compiled for the purpose of gathering
their individual personal responses to
the material I was working with. 1
asked that on the first day of
rehearsals they would attend with
these questions answered.

The Questionnaire:
Please bring:
1. 2 songs or pieces of music (not classical)
that you feel are inspired by nature, summer,
gardens, that you resonate with.
2. Put in writing:

1. What worries you personally about
what is  happening to the
environment and ecology?

2. What comforts you personally about
what is  happening in the
environment and ecology? (Please
refer to the natural world and not
humans)

3. Describe in the form of a short story
a memory you have of yourself
being affected physically or
mentally by the natural world — a
memory in which you have
experienced the force of nature
(positive or negative). In addition
please note:

a) What you were wearing in
the memory

b) How old you were

¢) The lasting affect of the
memory in your life now

4. At least two verses or stanzas of a
poem that inspires a connection to
nature for you.

Movement: Phrase E (a): reach side, side on
centre up until pulling the lower leg up.
Movement: Phrase E (b): step back, pearly
queen into jump

In The All-Weather Project, to build the
solos, we started by learning five phrases of
movement, with the instruction to arrange the
order of how they appear in sequence, construct
moments of transition between the phrases and
to set the dynamic and quality of each phrase.
Although the movement is uniform, we are
asked to embody it in an individualistic way. So



that it makes sense to us, so that it feels
comfortable. I discussed what this means with
Liz. It is not setting a particular way of dancing
the movement, but rather, it is being open to re-
discovering it anew each time. To being
engrossed in the sensation of what is happening
in the body.

What is the difference between showing and
doing? In rehearsals, I show her my ordering of
the sequences, my body displays the structure,
without thought for the layers of dynamic or
quality. To me, this movement is an abstract
structure that can be displayed and discussed
objectively, something that is initially external to
my body, to quote N. Katherine Hayles
(1999:199) “an inscription that functions as if it
were  independent of any  particular
instantiation”. However, Liz can’t see whether it
works until I embody it, discover and inhabit it,
thus the inscription must become an
“incorporating practice” which ‘“cannot be
separated from its embodied medium, for it
exists as such only when it is instantiated in...a
particular kind of gesture” (Hayles, 1999: 198).

Although the movement phrase exists as
specific information to be passed from one body
to the next, it manifests differently in each body
and this difference is encouraged within the
process. Lepecki (2006) writes of the ‘difference
revealed at the core of repetition’ and how:

Every time a different body brings to the

same piece of dance unconscious
variations on emphasis and
uncontrollable micromarks of

individualities, we witness a moment in
which that “intractable” identification of
dancer and dance is fundamentally
subverted.

(Lepecki, 2006: 62)

That, which is also revealed through the
different arrangements of the same material by
each dancer, is perhaps the ‘moving identity’ of
the dancer. It is something that reads almost as a
sub-text to what is visually perceived; is it the
background?

Each solo has a similar structure. The dancer
enters the space and says “I am going to start by
dancing for you”. She/he then dances a given
phrase of movement at the same time as the
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chosen song. When this is finished, the dancer
relates her/his story which is accompanied by
movement. She/he then says “and I like this
space over here” and points to a space on the
platform. Finally she/he dances echoes from the
given phrase while reciting a poem or story.

Personal narratives

In the All Weather project, we worked with
stories, orations of our memories of nature,
moments when we were aware of the presence
of nature around us. We tell the story of this
moment in simple language, with attention to the
detail of what we are wearing, how our bodies
are responding in the moment and we tell all of
this in the present tense.
Movement:  spoken
movements:

with  accompanying

I am moving outside in a garden and it
starts to rain. I am wearing a very
cheap Dunnes Stores windcheater, olive
green and the rain starts to hammer
away, dripping down the back of my
neck into all the nooks and crannies
revealed through the cheap stitching. It
feels unstoppable, eroding me. Now, [
realise that I am standing still through
all this weather that is happening
around me. I dig down into the earth to
stabilise myself. I pretend to be a rock
against the persistent flow of water. 1
endure....it was intense.
This is an instantiated moment, an embodied
memory that is revealed through the simplicity
of the phenomena that arise in these short
moments. My life is made up of millions of
these moments, which merge into the story I
weave myself about myself,

but both the unified story and the
coherent self are myths of identity. For
there is no coherent “self” that predates
stories about identity, about “who” one
is. Nor is there a unified, stable
immutable self that can remember
everything that has happened in the past.
We are always fragmented in time,
taking a particular or provisional
perspective on the moving target of our
pasts, addressing multiple and disparate



audiences. Perhaps, then, it is more
helpful to approach autobiographical
telling as a performative act.

(Smith & Watson, 2001:47)

Thus, this story is wholly true and at the
same time, not-true, as it can never capture fully
the moment objectively. Through the telling of
the story of this moment however, 1 offer so
much more than a ‘myth of identity’, I offer the
sense of how I perceive myself in the world.
Hayles (1999) writes that

Information, like humanity, cannot exist
apart from the embodiment that brings it
into being as a material entity in the
world; and embodiment is always
instantiated, local and specific.

(Hayles, 1999: 49)

Therefore, although I am engaged in this
particular process, there is a leakage of my own
narrative, my own meaning, operating behind
the scenes. This narrative incorporates my
location, my gender, my life script and all the
other  unconscious configurations and
inconsistencies that compiled together create an
experience of ‘self’. This process triggers these
elements in the following way...

My connections

The movements that accompany this text
have their own origins. I had a memory of a
conversation with American dance artist Lisa
Nelson in Limerick University on a smoke break
from one of her teaching sessions. She was
examining a climbing plant that had attached
itself vein-like up a wall. She said something
about the subtlety of the plant’s nervous system,
how sensitive it must be. This exchange came
back to me during the process and I saw my
connection with nature as related to the nature in
me and that if nature on a wider level had been
damaged or compromised, that this was also
reflected in my own body. Therefore I sought to
work within the area of balancing and
maintaining balance. When I started this process
in 2006, I was recovering from a serious illness
and so I traced these places of concern in my
body, the places that [ wished to re-align. I move
from the pituitary gland to the thyroid and then
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to the heart, liver and spleen. The kidneys into
the adrenals (I push into them when I say “I dig
down into the earth to stabilise myself”). Why
not use this opportunity to heal myself?
Dancing in the gardens in Dublin and Paris,
we were surrounded by living plants that gave
the performance space its structure. Everything
was alive and supported us in a completely
different way to a studio or indeed a theatre.
Your feet feel different dancing on grass....

This constructed garden created a space
to interplay between artifice and reality. The
grass is living and real, yet it rests on a
constructed platform. Our solos are lived for real
and also performed, perhaps there is no inside or
outside, real or artificial. It is just the interplay
between layers of the experiential. The poem
that I brought to the process was not strictly a
poem, but some prose, written by Mexican artist
Frida Kahlo. This is what it means to me...

The background revealed

There is a constant tension in my life
between what I am focusing on and what I am
shutting out in order to focus. I have always had
to suppress so much in order to perform, the
lights, the audience, the uncomfortable floor, the
mobile phone that goes off in the theatre. I think
I am trying to retrieve all of these moments now,
“what was happening in the background?”
That’s what fascinates me. When we rehearsed
the All Weather Project in the Irish College,
some Irish students were drinking out in the
garden. They were quiet enough when I danced,
but when Arnau begin his solo, they seemed to
become uncomfortable to see a man dancing.
They had to leave, what is in this background?

Abstract non-narrative contemporary dance
still holds a contested space in the Arts in
Ireland.  Perhaps the representation of
unconscious modes of meaning, symbolic and
metaphoric messages which rely on the body
itself as a communicative tool, challenges the
literary logo-centrism of how we Irish chose to
represent ourselves.

In the promotional literature for the
celebration of Dublin as European City
of Culture in 1991, the city was
presented predominantly as one of
masculine literary modernism.



(Nash, 1997: 119)

Oh yes! And we’re in the Irish College in
Paris, where they have been training male priests
since 1578 and now celebrate Beckett and Joyce.
This is often the background that I have to
suppress in Ireland, this general discomfort with
the body moving without words, when the body
starts to speak its own language.

Well, I chose Frida Kahlo’s words, words
that she had written to her husband Diego
Rivera. I chose them because when I read those
words years ago, I couldn’t understand how she
could feel this sense of nature in her body so
deeply. I had shut out so much feeling in my
body to be able to dance. From my training as a
ballet dancer from the age of nine, to my years
of dancing for other people, balancing discipline
and control with the desire for freedom through
movement. But there is no being ‘here’ without
the body.

Movement:  next  passage
accompanying movement

spoken  with

The vegetal miracle of my body’s
landscape is in you the whole of nature.
I traverse it in a flight that with my
fingers caresses the round hills, the
.....valleys, longing for possession and
the embrace of the soft green fresh
branches covers me....... our words have
never gone outside. Only a mountain
knows the insides of another mountain.
At times your presence floats
continuously as if wrapping all my
being in an anxious wait for morning.
And I notice I am with you. In this
moment, still full of sensations, my
hands are plunged in oranges, and my
body feels surrounded by you.

(Kahlo in Herrara, 1983: 374)

And...I wrote this in my journal during the
process

I can no longer stand the body’s
leakage- its biological reality. It has
moved from metaphor to flesh and this
expansion outwards can no longer be
contained.
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I cannot contain it in these movements.
My need is for
restriction/structure/definition for there
is no real solid structure anywhere to be
found. I come up against the boundaries
of my biology, my gender, my culture —
yet nothing holds fast or solid as I can
perceive it, therefore I am beyond it.
This exercise in dancing for others is an
exercise in finding containment.

Movement: Phrase B: My phrase up until corner

The AIll Weather Project invites the
performer to deepen her/his sensation within the
movement, through connecting to the
specifically created ‘organic’ setting. There are
no harsh theatre lights to negotiate, nor flat
smooth dance floor to treat as earth and no
fourth wall as front. The body, in this setting can
perhaps feel its aliveness more acutely. For me,
it is more possible to bring my attention into the
moment, to notice the detail and stay with it, to
move away from an idea of executing pre-
formed movements, into discovering the
movements as they unfold.

And finally, I will try to bring you with me
into this memory.
with

Movement:  next  passage  said

accompanying movement

I am lying on the grass. I am lowering
my legs slowly. My body feels heavy into
the soft ground. I look forward at the
audience; I can feel them all around me.
I am opening my arm to the right and
laying my head into the palm of my left
hand. I can smell the grass and the
earth now, underneath me. I see four
guys out of my right eyve. They are
Parisian dancers; I wonder what they
are thinking. I run my arm along the
grass, tracing my fingers through the
soft brush and I think, “I'm only going
to have one chance to do this”.

Copyright 2007, Jenny Roche
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“Greek” Desires in Paris: Isadora Duncan Dances Antiquity in the Lesbian Salon

Samuel N. Dorf

In his preface to Les orientals, Victor Hugo
declared: “In the age of Louis XIV one was a
Hellenist, today one is an Orientalist.”" In reality, the
two modes of approaching Ancient Greek culture
have engaged in a complicated pas de deux for
centuries. France’s Gallic past has always linked this
great culture of the West to a mythologized Ancient
Greek world. The French reincarnated the legends,
histories, politics, and arts of an imagined classical
world since at least the sixteenth-century in their
politics, painting, sculpture and music; moreover,
each time they dipped into this quasi-fictional pool
of ancient memory, its modern representation has
clung to one of two predominating trends —
Orientalism or Hellenism.

While binary systems (be they Apollonian vs.
Dionysian, or Hellenist vs. Orientalist) have helped
make some sense of these phenomena, they are
subjective and blurry — certainly not objective — and
it is critical to explore the binary system on a case by
case basis, from individual to individual. Once we
define who is creating the seemingly mutually
exclusive categories of Hellenists and Orientalists,
we can only then ask how their system accounts for
liminal artists dancing around, in between and
through these two seemingly monolithic categories.
This paper seeks to understand how one artist —
Isadora Duncan — navigated this terrain and how
some of her lesbian audiences received her “Greek”
gestures. While the traps of the binary system are
many, the purpose is to create a separate space of
reception — a new frame, one in which we can re-
approach a familiar question with new insights —
early twentieth-century dance in terms of lesbian
erotics.

L2

Duncan’s dance has often been characterized as
“Greek” by the dancer herself as well as by her
critics. Still, the question remains, what was Greece
to Isadora Duncan? Was it the Pantheon, the
Acropolis, the baths, the Senate, the island of
Lesbos, the writings of Plato, the plays of Euripides,
none of these things, all of them, or a combination of
some of them?
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Duncan most famously discussed her art in a
speech, Der Tanz der Zukunft, a most consciously
composed Wagnerian essay on the future, present
and past of dance. The speech delivered to the Berlin
Press Club in 1903 became her manifesto on dance.
As Ann Daly writes in her monograph on Duncan’s
dance on tour in America, “Most significant, Duncan
used this opportunity [“The Dance of the Future”] to
build upon a compelling, but largely imaginary, past
— specifically, the ancient splendors of the Greeks —
to create a foundation for the ‘Dance of the
Future.””2

What will this dance of the future look like, and
how will it be Greek? Duncan states early on that:
“If we seek the real source of the dance, if we go to
nature, we find that the dance of the future is the
dance of the past, the dance of eternity, and has been
and will always be the same.”3 She then, of course,
demonstrates the eternal beauty of the ancient Greek
poses she studied in statuary and on pottery in
museums and concludes, “Therefore,” she writes
“dancing naked upon the earth I naturally fall into
Greek positions, for Greek positions are only earth
positions.”# Here, Duncan equates the aesthetic of
ancient Greece with a universal aesthetic, with
nakedness, simplicity, internationalism, and general
sense of ahistory. Duncan’s dancer of the future will
be international, not a nymph, not any other
mythological, heavenly or supernatural creature, she
will not be a “coquette” either, she says. She will be
a woman “in her greatest and purest expression.”>

Despite all of these claims to international,
eternal aims in dance, Duncan, in her autobiography
My Life, repeatedly denies that her dances were
anything but American. The connection between
ideas of classicalism and Americanism resides in
Duncan’s unfailing belief in a universal conception
of aesthetics. Her project is a paradigmatic
modernist approach, one that privileges an artificial
objective concept of form and simplicity over
subjective ideas of identity. That is to say, while
Duncan waxes poetically about freedom in
movement and body, she simultaneously positions
herself and the freedom in her art apart from similar



projects (e.g. jazz dance, popular dance) that do not
fit into her conception of art.

In Done into Dance, Daly writes how Duncan
defined this conception of her dance as high art, and
how she raised the dance from the bottom of the
cultural landscape to the top of American society.
Daly identifies Duncan’s process as dance defined
by exclusion: a dance that situated itself outside
discourses that raised questions of propriety and
morality. Daly drives the point home in her appraisal
of Duncan’s oppositional conception of art.

Dancing was considered profane, so she
elevated her own practice by contrasting it
to that of “African primitives.” The
fundamental strategy of Duncan’s project to
gain cultural legitimacy for dancing was one
of exclusion.’

Focusing on Duncan’s American tours, Daly
highlights the “African” as the abject pole that the
dancer positions herself against; however, her
French audiences had a whole host of alternative
(and these are Daly’s terms) “uncivilized, sexual,
and profane”7 dances to compare to Duncan’s.

As a contrast to the discourse on the “Greek”
Duncan, I offer the opening scene from Camille
Erlanger’s opera based on Pierre Louys orientalist
Greek novel of the same name, Aphrodite. Set in
Alexandria in the year 57 BCE, the opera tells the
tale of Chrysis, a lesbian courtesan who while
attending orgies, lures a sculptor to steal and murder
for her only for him to reject her. In the end of the
opera she is crucified for her crimes. The novel’s
eroticism and references to lesbianism were not in
the least bit subtle and adapting Chrysis’s raw
sexuality for the opera stage proved a difficult
undertaking.® The opera opens with Chrysis’s two
very young lesbian handmaidens (Myrto and
Rhodis) playing flutes and singing an erotic song
about Eros and Pan. While they perform their music,
Théano (Rhodis’s sister) “executed poses and
steps.”

The famed English soprano, Mary Garden
created the role of Chrysis for Aphrodite, but
apparently, the real draw of Erlanger’s opera was
Régina Badet, the dancer who originated the role of
Théano, the dancing sister of Rhodis. In numerous
reviews, Badet received more press than Mary
Garden herself.° Julie McQuinn distills a number of
these reviews below when she writes:

49

Dorf

The critics raved: [...] “Mlle Régina Badet
flies into a passion and writhes, whirls, and
dances with an extreme frenzy”; “even more
colorful, striking, real.... Are the evolutions
of the dancer Théano, for which M. Erlanger
was inspired by ancient Greek songs —
totally authentic.” [...] she has the “grace of

a little savage.”"

The performance made Badet a star and the dancer
went on to appear in numerous other exoticized
Greek dance performances.’> But how different was
Badet’s dance to that of Duncan? Scant information
is available save the reviews. A manual for the
Opéra-Comique’s staging of Aphrodite includes no
information on what Badet actually danced.

While there is little critical material to compare,
the dancer’s inspirations show how Duncan’s
dancing found its way to Régina Badet’s opera
stage. In an article for Cemedia Illustré, Mme
Mariquita, the maitresse de ballet at the Opéra-
Comique and a renowned expert of exotic dance,
discusses how she approached the Greeks:

I imagine, I evoke, I reconstitute... my ideas
clinging to a gesture seen on old pottery, on
an antique vase, in the succession of poses
on a bas-relief. I supply to the lacunas, I
unite the gestures and I give birth to the
movements. [...] | am only an interpreter! I
neither invent nor create Greek art."

The similarities in her methodology and prose
correspond all too close with that of Duncan albeit
without Duncan’s rhetoric of universal beauty. As
the foremost authority in her day on creating exotic
dances for the stage, it is quite telling that her work
resembles that of Duncan. Like, Isadora, Mariquita
choreographed contemporary dance rather than
recreating ancient ones and as Badet’s teacher and
overseer of dance at the Opéra-Comique, the
maitresse de ballet lead the young dancer and
supervised with her choreography.'*

Louis Laloy, the French music critic and scholar,
also saw a connection, or at least similarities
between Badet and Duncan when he wrote:

All the adepts of antique gesture, not
excepting Isadora Duncan, a pastoral Greek,
and Régina Badet, a sugarplum Tanagra
figurine, have made the mistake of



transferring to the stage appearances which
they copied from bas-reliefs or vases, not
sparing one art any of the conventions
peculiar to the other.®

At least in Laloy’s mind, the two women failed in
the same way, and while they represent different
fantasies of Greece for Laloy, they nonetheless both
play similar roles of Greece. Similar connections
between ballet and modern dance traditions have
been noted by Lynn Garafola as well.'°

Even more telling is the photographic evidence.
A photo spread from Le Thédtre on Badet’s
performance of Théano from Aphrodite, shows
strikingly similar poses to those of Isadora Duncan.
In particular compare the detail from the upper right
hand corner depicting Badet from the third scene of
the opera with a photo of Duncan taken years later
from her Ave Maria. (See Figures 1 and 2)

FIGURE 1: Régina Badet as Théano in scene three

of Aphrodite, 1906. Photo by Boyer from Le Thédtre
(April, II, 1906): 15.

LE THEATHE

BADET.

BAXE TR BANES M1 EabLIAL
OPFRACOMIGUE. — AFHAODITE
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FIGURE 2: (left) Régina Badet in Aphrodite, 1906;
(right) Isadora Duncan in Ave Maria, 1914.

The resemblance is uncanny, and perhaps more than
coincidental. While there is a distinct difference
between Badet’s more mimetic arm position (as if
she is lifting or carrying an object) and Duncan’s
lowered elbows and relaxed wrists (a praise, or
despair, gesture),”” there are clear similarities
between the Badet spread and Duncan’s later work.

Duncan did not take on the kind of notoriety
given to Badet. A large part of this was due to
Isadora’s aesthetics of exclusion discussed earlier,
and part of this aesthetic of exclusion was defined by
with whom Duncan associated. Chief among
Duncan’s  benefactors were respected and
established members of the aristocracy and social
elite: Countess Elisabeth de Greffulhe, and the
Prince and Princesse Edmond de Polignac.

The queer Polignacs first saw Duncan at the
salon of Meg de Saint-Marceaux in the winter of
1901. They found themselves immediately drawn to
the young American dancer: the Prince envisioning
artistic collaborations, the Princesse sought a friend,
perhaps a lover, and an artistic muse. After this first
encounter, Duncan was quickly brought into the
Polignac salon.’® Her collaboration with the Prince
yielded a program of “Danses-Idylles” planned for
performance, chez Polignac: The greatly expanded
guest list for this event signals the Polignacs’ aim at
assisting the young Duncan in wooing more



patrons.’® Years later, after Duncan had already
established herself as the leading figure on the
international dance scene, she famously started a
relationship with Paris Singer, the similarly wealthy
brother of the Princesse de Polignac.

Naturally, the Polignacs saw something in
Duncan’s dance that attracted them, and the dancer
could count on the Polignac and Singer families’
assistance (as least through her affair with Paris
Singer), but Duncan had other patrons in these early
years as well. Comtesse Elisabeth de Greffulhe,
another queer leader of Parisian social society,
staged one of Duncan’s first major salon debuts in
Paris, quickly followed by a recital at the salon of
Madame Madeleine Le Marre where Duncan notes,
she “saw among [her] spectators for the first time,
the inspired face of the Sappho of France, the
Comtesse [Anna] de Noailles ...”2° a poet and one
of the Princesse de Polignac’s most intimate friends
and lovers. Also, notoriously in the audience of one
of these early recitals was none other than Natalie
Clifford Barney, yet another lesbian American
expatriate.

A tantalizing story (perhaps partly fictionalized)
has come done to us of one of these early salon
performances in Paris around 1900 where Natalie
Barney, her lover Renée Vivien, and her mother
were in attendance. The three Americans sat in the
front row, and when Duncan learned that fellow
countrywomen were in the audience, she asked her
accompanist (none other than a young Maurice
Ravel) to play the “Star-spangled Banner.” Suzanne
Rodriguez retells the rest of the story in her
biography of Barney as such:

She invented a free-flowing dance to match
the music, and, at its climax, grabbed the
skirt of her Greek tunic and lifted it high.
Beneath the graceful, flowing white robes
she was completely nude.?!

Barney and Duncan became friendly after that
encounter, and in 1909 (when Barney opened her
famous salon) Duncan was an early regular.
Rodriguez notes that Duncan only occasionally
danced at these gatherings, but it is clear that she
participated in other capacities. What these
capacities were exactly remain unclear; however, as
Susan Manning has demonstrated, Duncan indeed
had lesbian affairs with women: Mercedes de Acosta
among others.”
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Duncan was also a good friend of another
famous member of Natalie’s inner homoerotic circle,
Eva Palmer-Sikelianos (one of Barney’s lovers). It
was Palmer who introduced Barney to Greek
literature, and culture. Married to a Greek poet,
Anghelos Sikelianos, (whose sister was later married
to Raymond Duncan), Eva befriended Isadora
Duncan due to their shared expatriate status and love
of Ancient Greece.23 And in the 1920s, (while it was
apparently more common to see Raymond and
Penelope Duncan at Barney’s salon than his sister)?4
Isadora was not too far away from Barney’s world.
At least in Barney’s mind, Isadora featured
prominently in her backyard “temple a I’amitié.”25

In 1929, Barney drew up a “map” of the leading
figures behind her salon, where among the names
closest to the temple, Duncan would have found
herself along with other such notables as Renée
Vivien, Proust, Apollinaire, and Pierre Louys, of
course. Clearly there was an active lesbian
spectatorship in these early works, but more
importantly, a diverse early American, lesbian
patronage of Isadora in her first years in Paris.

kokk

But did Duncan get it? Clearly, Duncan associated
with the important group of lesbian upper-class
patrons of Paris. But was she “in the know?” Was
Isadora Duncan representative of this decadent
homoerotic Graecophilia? Duncan herself made sure
(a la Daly’s aesthetics of exclusion) to distance
herself in many ways from some of this group’s
activities after the fact. Most pointedly she
demonstrates this in her description of the 1900
debut chez Elisabeth de Greffulhe. “The Countess
hailed me as a renaissance of Greek Art,” Isadora
wrote in her autobiography, “but she was rather
under the influence of the Aphrodite of Pierre de
Louys and his Chanson de Bilitis, whereas I had the
expression of a Doric column and the Parthenon
pediments as seen in the cold light of the British
Museum.”?® The next comment she makes in her
autobiography has been often quoted by those
working along with Duncan to distance her from this
group. In his biography of Duncan, Peter Kurth
notes that Isadora had read the works of Sappho
along with Louys’ ravishing lesbian poetry;
however, he writes “the lesbian sensibility went
right over her head.”?” Duncan writes albeit years
later:



The Countess [de Greffulhe] had erected in
her drawing-room a small stage backed with
lattice, and in each opening of the lattice
work was placed a red rose. This
background of red roses did not at all suit
the simplicity of my tunic or the religious
expression of my dance, for at this epoch,
although I had read Pierre Louys [sic] and
the Chansons de Bilitis, the Metamorphoses
of Ovid and the songs of Sappho, the
sensual meaning of these readings had
entirely escaped me, which proves that there
is no necessity to censor the literature of the
young. What one has not experiences, one
will never understand in print.28

She goes on to discuss how she was “still a product
of American Puritanism” after all.2° But realistically,
there is no way one could read Louys’s Chanson de
Bilitis without noting the sensuality. Unless, Duncan
was literally a child when she read these poems
describing in voyeuristic erotic detail the ways in
which Bilitis and her female companions made love
— she could not have missed some eroticism there.
Even if she read them in a watered-down English
translation, or early on in her French education, the
language is simple enough; moreover, these poems
were the talk of all of Paris. Louys’s writings were
not something one would pick up at the local
bookseller on the Seine on a whim. Les Chansons de
Bilitis was a book one sought out, bought, and read
privately, or a book one was given with a wink and a
nod.*® Almost a how-to-guide, Louys’s Bilitis shows
his readers his own Orientalist fantasy of what
women are capable of doing without men.3!

She knew what this sensuality was all about, and
she knew the women she danced for had first hand
knowledge of it too (as had she). She attended the
salons, and must have witnessed at least some of it
in her early days in Paris. Tantalizing stories
inundated the newspapers and rumors spread by
word of mouth quickly on the streets and in the
salons of Paris. The question though remains: how
aware was Duncan of the lesbian spectators in her
early private audiences? Was Barney’s tale of
Duncan’s “finale” to the “Star-Spangled Banner”
one of many untold stories of Duncan responding to
the sexual tastes of her audience? Was her
Hellenistic Art really that separate from the
sexualized Greek dances of her Orientalist
contemporaries? I think not.
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When Daly writes, how Duncan “...elevated
dancing from low to high, from sexual to spiritual,
from black to white, from profane to sacred, from
woman to goddess, from entertainment to ‘Art.””’32
What Daly misses is that this might have been true
for many Americans, but perhaps some lesbian
Americans in Paris saw her differently. Perhaps
Duncan’s popularity is in part due to the leftover
Oriental flavor of Greece portrayed in a new way: a
dialectical understanding of Orientalism and
Hellenism, sexual and spiritual, black and white,
profane and sacred, woman and goddess, and
entertainment as Art.

Copyright 2007, Samuel N. Dorf
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Renegade Gender: Theorizing the Female Body in Extreme Motion

Sara Wolf

In this essay I examine the artistic praxes of
Elizabeth Streb, Sarah East Johnson, and Li
Chiao-Ping, three United States-based
choreographers who engage in forms of high-
intensity physicality that they themselves as well
as critics have at various times considered as
“extreme motion.” In particular, I am interested in
the manner in which their projects, different
though they are one from the other, renegotiate
gender through the intense “doing” of their
movement practices.

MacArthur Fellow Elizabeth Streb is perhaps
the best known of the three; over more than two
decades she has developed a distinctive body of
work that foregrounds high-impact, gender-neutral
bodily action. Her style has influenced a
generation of women choreographers, including
Sarah East Johnson and Li Chiao-Ping. Johnson’s
practice takes shape in the all-female
acrobatic/postmodern dance troupe LAV A, while
for Li, athleticism combines with modern dance
for expressive effect.

Though their aesthetic projects diverge in
distinct ways, the three share a predilection for
physical challenges that often involve momentum,
challenging moves, risk, or even pain. Another
point of convergence among the three
choreographers is their awareness of the feminist
implications of their work: Dismantling de rigueur
stagings of gender in dance is stated as a key
aspect of Streb’s choreographic project on the
company’s Web site'; Johnson describes LAVA as
a community of strength in which women support
one another as they test their limits*; and Li has
explained that the genesis of her work lies in a
childhood spent trying to be a son to her father and
working against physical limitations imposed on
her as a girl.’

To consider these three choreographers
together would neatly situate their work within a
feminist reading of modern and postmodern
dance’s historical trajectory in the U.S. That is, it
would accept the premise that the promise of
modern dance lies in its potential to rework how
bodies are perceived in public performance
through conscious bodily engagement. Working
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within this analytical framework, one could say
that contemporary women choreographers who
engage in deep investigations of strength, force,
risk, and velocity such as these three are at the
forefront of theorizing the physics of female
gender in dance anew.

This interpretation would not be incorrect.
However, I would like to shift how gender is
employed as an analytic frame, away from the
feminist belief in the power of motion to belie
gender-specific stereotypes of  physical
capability—which these artists abide in—to
instead consider the gendered body as constructed
performatively through motion. In so doing I hope
to demonstrate how the physical labor particular to
Streb, Johnson, and Li’s work opens a space of
possibility for “undoing” gender.

My use of the phrase ‘“undoing gender”
references Judith Butler’s theory of gender, which
subtends my investigation today. Butler
conceptualizes gender as a compelled, reiterated
embodied performance that constitutes the subject.
It is, Butler writes, “a kind of doing, an incessant
activity performed, in part, without one’s knowing
and without one’s willing.” At best, Butler
continues, “it is a practice of improvisation within
a scene of constraint.”* The question of agency
haunts Butler, with some readers concluding that if
doing makes gender so, or more accurately makes
a subject so, then it follows that the potential
might exist for an individual to simply do their
gender differently. Yet one cannot simply undo the
conditions of one’s constitution. Agency resides in
formulating a critical relation to the regulatory
technology of cultural and social norms through
which a body becomes legible as a gender.

It is against this theoretical backdrop that I
wish to examine Streb, Johnson, and Li’s practices
of doing, which work in critical relation to the
“scene of constraint” of dance world norms that
condition their critical and popular reception. And
it is in this context that I use renegade in the title
of my presentation. Synonymous with outlaw, the
renegade is the embodiment of agency; a figure of
contestation, questioning what constitutes the
dance event as well as the dancer. In looking at



each of these three choreographers, I pinpoint one
site of negotiation for undoing the doing of gender
within a scene of constraint produced by critics,
audiences, and, at times, choreographic
colleagues.

Negotiation #1: Renegade Acts

As one of the forerunners who paved the way
for the current moment, Elizabeth Streb has been
situated on the definitional fringe of dance,
teetering on the edge that divides art from mere
entertainment. This is due to Streb’s resolute focus
on human movement potential in relation to
action, not “dance” per se. Though she employs
many standard choreographic strategies for her
eponymous company, which is consistently
reviewed by dance critics, Streb turns to the crash-
and-burn worlds of boxing, monster truck rallies
and extreme sports for both inspiration and
rhetoric. Evening-length shows carry titles such as
“STREB: Extreme Motion” and “STREB vs.
Gravity”; individual segments are called “action
events” or “action studies.”

Though Streb has repeatedly stated that her
interest lies in “action as subject, rather than the
body as object,” the endeavor to foreground the
physics of motion—speed, momentum, spatial arc,
weight—can atomize her performers into
aggregated moving particles that hurl, vault, dive,
bounce, scramble, hang, flip, free fall, carom,
smash and suspend from an array of walls, ramps,
and architectural scaffolding. Trained in Streb’s
signature PopAction technique, the troupe
maneuvers through a range of tasks without
narrative or hardly a trace of expressivity—I say
hardly because, though the movement does not
signify emotional or narrative content, it is clear
that the performers nevertheless revel in a gleeful,
“no holds barred” willfulness as they crash
through glass walls or swan dive off high
platforms. Microphones attached to structures and
hidden beneath floors amplify the sound of
arrested motion when the arc of a moving body
comes into contact with a surface, the forceful
“whomp” and “splat” of each impact audibly
imprinting the audience’s perception of the
performer’s experience. The liveness of this
experience cannot be underestimated. For his 1990
film adaptation of Streb’s piece Impact, director
Michael Shankman alternately zoomed in close to
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motional waves of bodies in motion or layered
successive images of the dancers as they threw
themselves against the clear Plexiglas walls that
contain them in order to translate the immediacy
of the live experience for the screen.

The relentless pace and bruising, seemingly
punishing, physicality of a Streb performance have
led to criticisms of unnecessary brutality—more
so, Streb contends, than she would have received
if she were a male choreographer. In a 2003
interview she told me, “I still fight the
transgression of being a woman asking for those
types of moves—it’s not polite, you know. I
suspect that a lot of the language thrown at my
work over the last couple of decades would’ve
been different if | were a guy. Instead of calling it
‘violent’ and ‘sadomasochistic,” it would’ve been
considered ‘athletic’ and ‘rambunctious.””

More than the fact that a woman has generated
the gamut of tasks that female and male company
members rise equally to meet, I am interested in
the totality of engagement that is required of the
performers to accomplish Streb’s choreography.
This economy of motion leaves no room for
superfluous movements or gestures, let alone
fillips of gender performativity. Bodies aren’t
completely effaced in this economy. On the
contrary, the performers’ sleek muscularity is
purposefully highlighted by form-fitting unitards
or sportswear.

Yet, as Marcia Siegel wrote in a 1998 review,
“There's no indulgence here, no pretty curves or
subtle oppositions, nothing extraneous to
survival.”’ It is as if the act itself has taken over—
must take over—in order to be fulfilled and the
dancers are subject to its logic. Thus, Streb does
not only stage female and male bodies
democratically executing daunting feats, though
this certainly can be seen as a critique of the dance
scene’s gender norms. By foregrounding bodies
fully engaged in seemingly superhuman actions,
the work rivets the audience’s attention to the act
itself, not the particularity of which body is doing
it. Repertoires of gendered styles of embodiment
have not been erased so much as rendered
inessential to the task and thus, to a large degree,
irrelevant. The particular motional demands of the
actions thus might be considered constitutive acts
that shift preconceptions of what constitutes the
body of the dancer as well as what constitutes a
dance event.



Negotiation #2: Renegade Community

In Sarah East Johnson’s troupe LAVA, all the
performers are women—strong women who flip,
tumble, shoot through hoops, clamber up one
another’s torsos to stand astride shoulders, in
addition to other feats of acrobatic prowess. Such
antics are used to describe elemental motion of
geological forces—the movement of tides, tectonic
plates, and the like—which serve as central
metaphors in evening-length works combining

acrobatics, film, music and such reflexive
postmodern performance elements as
autobiographical  vignettes and  audience

participation. For the past few years, Johnson has
been setting concerts in small black box theaters,
with audience members seated on opposite sides
of the performing area or in the round. The troupe,
dressed in street clothes, casually chats up folks
while they warm up before the show, adding to the
informal  atmosphere  that pervades the
proceedings.

Though acrobatic feats are foundational to her
work, Johnson persistently undercuts their
spectacularity. In addition to the elements I’ve
already mentioned (the everyday clothing, the
informal setting), Johnson foregrounds the
communal labor involved in accomplishing each
feat. Johnson’s 2006 [W]HOLE: the [whole]
History Of Life on Earth, for example, features a
revolving series of duets on a low flying trapeze
that have the offhanded air of a conversation. The
partners, focused on the accomplishment of
getting in and out of various inverted
entanglements, do not pause for applause at the
end of any particular feat. Instead these spool out
in an object lesson on the imaginative possibilities
of bodies fitting together.

The work demands a level of physical
familiarity amongst the performers; they know
well each other’s weight, height, shape, and are at
ease with using available body parts such as a
crotch for a hand or foothold. Even such details as
the circumference of a forearm becomes valuable
knowledge, not as an abstract set of measurements
but as a history of lifting, catching and carrying
one another. The troupe has worked together long
enough to have created a visible sense of
community based on trust and this history of
touch.
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The intimacy they exhibit is not incidental to
Johnson’s work: the camaraderie amongst the
women as they labor together is as much the point
of a LAVA concert as its science lessons and
ecological messages. Johnson further highlights
this aspect of kinship and support in trapeze duets
sprinkled throughout each show as well as in duets
that literally bind the women together. Attached
back-to-back or by one hand they investigate the
weight and momentum with which they are now
endowed and playfully discover new ways to
move together as a unit.

The performers’ focus is key to this effort.
Acrobatics, Johnson has explained to me, is “a
practice of doing rather than seeing yourself doing.
The performer’s visuality is always
multidirectional. There is no room for that outside
eye.”® The quality of focus required for the
gyroscopic partnering of acrobatics also subverts
an audience’s relation to the event by providing
the opportunity to view the dancers’ bodies not in
the singular, as spectacular objects for visual
consumption, but in relation to one another and to
their mutual labor. LAV A thus subverts regulatory
technologies of gender by formulating an
epistemology of doing based on intimate,
supportive relationality.

Negotiation #3: Renegade Representation

Li Chiao-Ping provides my final “case study.”
Integrating a background in gymnastics and the
ethos of such 1980s-era choreographers as Pooh
Kaye and Molissa Fenley, Li’s movement style is
marked by fast, compact bursts of athleticism and
has been alternately described by critics as defiant,
ferocious and powerful. Like Streb and Johnson,
Li relishes strength, speed and precision. The
similarities stop there, however, for Li’s use of
intense physicality reiterates a more familiar
modernist faith in the expressive potential of
movement.

Li’s choreographic project also differs in that
she maintains a career as a soloist as well as
running a dance company (based in Madison,
Wisconsin) and often creates work that engages an
autobiographical impulse by incorporating
revelatory narrative about growing up Asian in
America.

Where continuity exists is in Li’s engagement
with highly physical doing to potentially “undo”
gender norms that make the subject socially



recognizable. For Li, this critical negotiation is
deeply connected to her experience with cultural
stereotypes and pre-conceptions about what she
can and can’t achieve as an Asian American
woman. Raised in San Francisco to immigrant
Chinese parents, she became acutely aware of how
her gender intersects with her cultural heritage
after moving to the Southern U.S. for her first
teaching job.” It was there that Li was abruptly
introduced to class and race-based codes of social
recognition and “proper” femininity. Gendering

does mnot merely intersect with racializing
processes; these are interconstitutive, with
whiteness, as Li discovered, serving as the

unmarked grid of intelligibility on which “woman”
appears. '’

By way of example, one need only look at Li’s
1991 autobiographical solo Yellow River (Hwang
Ho), which features a repertoire of quick-fire
phrases demanding enormous strength, control,
and accuracy. Interestingly, though, one of the
most telling moments in the dance is when Li
slowly crosses the stage on the tops of her feet,
bearing down and seeming to crush her toes as she
inches painfully along. This choice can easily be
seen to signify the Chinese practice of foot-
binding, as well as a determined overcoming of
the limitations of such gendering practices.

For Li, then, movement provides an arena to
be seen that elsewhere has been denied for Asian
women. In setting her own terms for how far she
will push her body, in defying expectations by
incorporating extreme moves, Li shifts the
representational apparatus that renders her
indecipherable as “woman.” Extreme motion thus
alchemically transmutes the limitations of living in
a racist society into a site of possibility.

For dancers and choreographers, movement is
often a powerful resource, an act of unqualified
agency. Butler’s theory of gender performativity
contextualizes the presumption of agency by
considering the regulatory and representational
technologies that constitute mover and audience
alike.

In this essay I have investigated the potential
for addressing these norms in Streb, Johnson and
Li’s choreographic projects. By applying the
notion of constitutive acts to Streb’s gender-

neutral action studies, Johnson’s relational
acrobatic  partnering, and Li’s  physical
autobiographies, I have sought to highlight
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specific nodes of negotiation. What has become
clear to me in the process of writing this paper is
the common impetus shared by all three
choreographers to rewrite the visual contract with
their audience by shifting how the dance event and
the dancers themselves are perceive. Perhaps the
potential for undoing gender lies, ultimately, in the
audience’s labor to look differently, to engage
what might be called renegade perception.

Copyright 2007, Sara Wolf

Endnotes
1 http://www.strebusa.org/pages/what.html

2 Author interview with Sarah East Johnson, May §, 2003.

3 Gigi Berardi, “Li Chiao Ping: True Grit and Grace” [sic]
and author interview with Li Chiao-Ping, June 6, 2007.

4 Judith Butler, “Gender Regulations,” Undoing Gender,
1.

5 Marcia B. Siegel, “Whammers: Streb Takes No
Prisoners.”

6  Sara Wolf, “It’s Not The Meat: Lesbian Choreographers
Redefine Motion.”

7  Siegel, ibid.

8  Author interview with Sarah East Johnson, Sunday,

October 1, 2006.

9  Author interview with Li Chiao-Ping, June 6, 2007.

10 I am indebted to the work of such theorists as
Lauren Berlant and David L. Eng for their work on
the inter-constitutivity of racializing and gendering
discourses.
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De Spain

Resisting Theory: The Dancing Body and American Scholar ship

Kent De Spain

Preamble:

I feel a little uncomfortable up here with
what I’m about to say. Taking on theory at an
academic conference is a bit like criticizing the
bible at a revival meeting. But I do feel like
there are some things that need to be said,
although I don't claim to have formed these
ideas into a complete and coherent whole as yet.
Most of this material was written on an
intellectual bender a few years ago and needed
to age and breathe like a good bottle of wine
before I could return to it to see what had been
wrought. Time limitations also make it so that |
can only dip into what is a deeper well than can
be explored here, but I still want to take this
opportunity to engage in a bit of theoriography;
to poke dance theory with a stick and see if I get
a rise out of it. So I'll start by reinstating my
paper’s original, less conservative, title:

A Theorist Theorizes Theory
Or
Yes, Virginia, I Sense the Irony in a
Postmodern Academic on an Anti-intellectual
Rant

Over the course of the past 20 years or so,
dance theory has come into its own as a
legitimate field of study, one that even has the
potential to contribute unique ideas and
approaches to other areas of academic discourse.
Much of that development, I think, can be
attributed to the work of broadly educated dance
scholars adopting and adapting critical
paradigms from other fields to the demands of
studying dance art and practice. Critical theory,
cultural studies, and a handful of “isms” have
helped dance see itself more intimately
contexted in relation to the reflection and
production of cultural meanings. As pre-jailbird
Martha Stewart might have said, “That’s a good
thing.” But (and isn’t there always a “but”?)
postmodern theory has taught us to be sensitive
to the negative spaces. Presence implies
absence. Action implies agency for some and
not for others. Well-intentioned power still looks
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like power to the powerless. So I have a few
things to say regarding the dark side of theory,
not to halt the “progress” of dance studies in any
way, just to make sure that as we step forward
we continue to recognize who/what we might be
stepping upon.

Postmodernism has revealed to us the
breakdown of the historicized, centralized,
positivist point of view, and I do not think that
many of us miss it. We have seen the dance
history we thought we knew deconstructed and
reconstructed repeatedly in the shifting politics
of discourse. We have learned a new set of
values, values that relate to the relativistic,
fragmented, and subjective margins. And we
have even learned to see the fragments in
ourselves, and to notice our own marginality
within specific cultural or social contexts. What
we have not been quite as quick to recognize
(we know it, but do we really know it?) is the
hegemonic nature of discourse itself. In the self-
perpetuating rush to produce and publish, and in
the dance field’s chip-on-my-shoulder need to
keep up with the theoretical Joneses, I
sometimes fear that we are in danger of losing
track of the unique values which make dance a
human art/practice worthy of such intense study.
So, by working from the general to the specific,
I want to take this opportunity to explore just a
few of the ramifications of theoretical discourse
in dance.

My first concern is with theory itself. In
science, theories are ideas offered up as a way of
explaining phenomena, something to be tested
and proven/disproven. In critical studies,
theories are not so much “proved” as “approved
of” through the success (relevance, notoriety,
etc.) of a particular line of discourse within a
discipline, or across disciplines. But whether
scientific or critical, I see theories more like
“strange attractors” (an idea from the study of
chaotic systems), images/ideas that have a kind
of gravitational pull, allowing the turmoil of our
thoughts and experiences to coalesce in
structured ways. As such, theories must be seen
as both invaluable and insidious.



Our experiences are both synchronic and

diachronic:  synchronic  because of the
simultaneous, multichannel, only partially
integrated, nature of exteroceptic and

interoceptic sensation; diachronic because of the
inescapably linear flow of human time, with its
anticipations, presence/absence, and reflections.
Without organizing structures, our experiences
would simply overwhelm us. And that is why
we cannot afford to treat theories as mere
explanations of experiential phenomena.
Theories, as cultural and personal products,
interact with experience at a much deeper level,
which is why I once wrote that, “Theories are
the stories we tell ourselves to make our
experiences match our values.” The first step
toward responsible discourse is to maintain the
liminality of both our values and our changing
theoretical foundations to increase awareness of
how what we experience of dance has already
been shaped by theory before we can begin to
reflect on it.

My next area of concern is “postmodern”
theory. As we in the industrialized West
recognized the disintegration of our modernist
paradigm, and the breakdown of ideals such as
“progress” and “history” and “pure art,” we
needed to find ways to understand the world as
newly constituted (or, if we step out from behind
the shadow of the passive voice, we might say
that we needed to constitute the new world). In
particular, we needed to recognize (establish)
where we stood in relation to the ever growing,
ever fragmenting, cultural periphery. With all
the best of intentions, we began to explore issues
of marginalization and agency, the “male gaze”,
desire, and postcolonialism. And we began to
understand  that  “truth” looks different
depending on whether you are holding the
weapon or facing it (regardless of whether that
weapon is military, economic, or -cultural).
Lumping theory into one big category and
critiquing it would seem to do a disservice to
“good” theory or, at least, “well-intentioned”
theory. But we in the West have a long history
of good intentions gone awry: the Inquisition;
Manifest Destiny; the “White Man’s Burden;”
“Better Dead Than Red,” and now, of course,
“Spreading Freedom and Democracy Around the
World.”
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When we finally recognized that the
modernist umbrella was not big enough to cover
the expanding periphery (the periphery was not
really expanding, we just became better at
seeing it), we simply began to construct a larger
umbrella: postmodern theory. On its surface,
postmodern theory carves out a discursive space
for alterity, both within and beyond the margins
of the dominant culture. And from the viewpoint
of dominant culture that is exactly what
postmodern theory does. But postmodern theory
is also an (mostly) unconscious academic
project, launched from within the cultures that
dominate the production and distribution of
theoretical discourse, to reestablish
intellectual/theoretical ~ hegemony over a
fragmenting world. By confessing our sins as
members of a dominant colonialist culture, we
have granted ourselves the absolution of our
own newfound enlightenment. We have politely
granted the marginalized a new theoretically
empowered space at the margins (marginality
has even developed its own sort of cultural
cachet) without either ceding them actual power
or leaving them the hell alone. To hand someone
agency simply reinforces your power to take it
away. And to theorize someone as a victim of
marginalization can deny or undermine his or
her own experienced sense of resistance and
agency.

Writing about what postmodern theory looks
like from the Latin American viewpoint, Nelly
Richard states this eloquently:

The fractured syntax of postmodernity
allowed the Center to be the first to
meditate about its crisis of centrality and
about recovering the transversal
proliferation of its margins. The
periphery, one of the margins now
reintegrated into the rhetorical complex
of the disintegrated, sees itself today
forced to re-diagram its axis of
polemical confrontation due to this
perverse inflection of the Center, which
aims at appropriating the periphery’s
alterity = and its  anti-hegemonic
protagonism. (Richard, 1993: 157)

If we truly value the agency of “others” (and
I believe that we do), we are faced with a



difficult dilemma: How do we continue to
broaden and deepen our understanding of dance
practices -- particularly dance at and beyond the
margins of our own culture -- through discursive
engagement, without, at the same time,
reinforcing existing and unequal power
structures? 1 have two answers to this question.
The first is: we can’t. Power cannot help but act
from a position of power. The second answer is:
If we do continue, and I think that we should and
will, we must do so with vigilant awareness of
our position. We must recognize that all we are
really doing is telling stories about ourselves in
relation to “others”. If we hope to learn more
than that, we must hope (not coerce) that others
will tell their own stories in their own way. We
must also learn to question theory before and
during its application to specific dance contexts
so that we may better weigh the ramifications
against our values.

An example of some of these issues would
be helpful here -- especially how theory alters
experience and how discourse follows its own
agenda and reinforces existing power structures.
In 1987, at a time when scholars were just trying
on their new discursive dancing shoes, Ann Daly
used then current feminist discourse on the male
gaze and the patriarchal presentation of women
to take on George Balanchine and The Four
Temperaments (1946). 1 use the words “take on”
because her essay, The Balanchine Woman: Of
Hummingbirds and  Channel  Swimmers,
understandably had a bit of a Daly and Goliath
tone to it. Before that time, there seemed to be a
tacit understanding that, yes, there was quite a
bit of manipulation going on, but this was
Balanchine, and ballerinas so dominated his
repertoire that no one could think of him as
denigrating to women. But while Daly’s essay
makes a strong case for reevaluating the place of
women within the power structure of
Balanchine’s work, what is a bit unclear is why
she chose as her example a then 41 year old
dance without contexting her analysis within the
historical period in which it was choreographed.
If she had done so, the women who looked so
“manipulated” to her in 1987 might have seemed
downright liberated in 1946.

Be that as it may, the portion of Daly’s
analysis on which I want to focus is a particular
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lift from the duet in the third theme. In
discussing the interaction between the male and
female in this duet, Daly finds the ballerina to be
a ‘“‘submissive instrument,” and that ‘her
position is contingent on the manipulations of
her partner.” She follows:

By arranging and rearranging the
ballerina’s body, the man (first the
choreographer, then the partner, and
voyeuristically the male-constructed
spectator) creates the beauty he longs
for...She is a bell swung to and fro, a
figurine to be shown left and right, or an
instrument to be strummed. In what
Schorer called the “drag step,” the man
literally carries the ballerina on his back.
Her legs are lifeless, following after her
like limp paws. (Daly, 1987: 14)

This last lift, the “drag step,” seems to be an
unusually contested discursive site. In 1994,
Stephanie Jordan and Helen Thomas wrote an
essay examining Daly’s gender-based reading of
The Four Temperaments and seemed to find her
description of this step particularly troubling:

In the “drag step,” with the man
reaching out and upwards, the effect of
energy and work is increased by the
woman clinging aggressively to his
back. We do not read this as Daly does:
“the man literally carries the ballerina
on his back.” Nor do we see her
stretched legs and points pushing into
the floor as “lifeless, following after her
like limp paws.” (Jordan and Thomas,
1994: 11)

What [ find interesting here is not that
Jordan and Thomas disagree with Daly’s
interpretation, it’s that they wholly question her
perception of the movement. Parsing out
whether the man is carrying a passive ballerina
or she is actively clinging to him might be no
easy task. But surely we should be able to
discern the difference between “lifeless,...limp
paws” and actively “stretched legs and points.”
Part of the problem in forming a judgment in
this dispute stems from the fact that neither Daly
nor Jordan/Thomas cite the source of their



observations. They both speak as if there is one
The Four Temperaments to be observed, rather
than as many versions of the piece as there have
been live performances and documentations
(even a documentation of a specific live
performance would be experienced differently
based on framing, angles of shots, and three-
dimensional live space versus two-dimensional
screen space). Even so, we must ask how much
searching a work for passivity and manipulation
predisposes one to seeing it? Or, in the terms of
this essay, how much feminist theory alters the
actual experience of specific partnered
movements?

But this drag step has more discursive lives
than a cat. In 1996, Brenda Dixon Gottschild
published her book Digging the Africanist
Presence in American Performance, in which
she worked to reveal the previously ignored
influence of African and African-American
aesthetics on contemporary American dance. In
her examination of Balanchine’s works,
Gottschild finds The Four Temperaments rich
fodder for critique:

The male leads his partner into deep,
parallel-leg crouches (it would be
misleading to call them plies), which she
performs while still on pointe. Then,
standing, he offers his back to her.
Facing his back, she wraps her arms
around his neck, drapes the full length
of her body against his, and leans on
him. He moves forward for several
steps, dragging her along. This exit
looks like a cleaned-up, slowed-down
variation of a typical “Lindy” exit.
(Gottschild, 1996: 73)

With this observation, Gottschild not only
challenges us to look at Balanchine’s movement
in a new light, but she also brings into question
just what it was that earlier critics/scholars were
looking at when they analyzed this dance. In this
case, instead of something seen that might not be
there (Daly’s “limp paws”), it was something
not seen (Balanchine’s Lindy
reference/appropriation) that clearly was there. It
seems likely that such writers would have seen
films of Lindy Hoppers performing this
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signature exit, and would also have known that
Balanchine had worked with Lindy Hoppers on
Cabin in the Sky (1940) a few years before he
choreographed this work. To again put it in
terms of this essay, how did the theories under
which earlier critics engaged with Balanchine’s
work contribute to their failure to experience the
Lindy connection?

Although Daly and Gottschild agree on the
unusual off-balance nature of the partnering in
the third theme, they seem to disagree on what it
means. For Daly, “The extreme to which the
third theme exemplifies what a ballerina can
look like with the support of her partner makes it
an archetypal pas de deux.” While for
Gottschild:

What is so interesting about these duets

is how they deconstruct and defy the

traditional European ballet canon of

verticality and male support of female
centeredness, essentials in the classic

pas de deux. (Gottschild, 1996: 73)

I would propose that the next important
reading of The Four Temperaments could arise
from the idea that Balanchine was a victim of
alien abduction, or perhaps was an alien himself.
Wasn’t this piece made just a year before the
purported crash of an alien spacecraft in
Roswell, New Mexico? And how could any
normal person make that many great dances?
Clearly there was some kind of alien-accelerated
choreographic mental process going on
(although I don’t know what happened with
Stars and Stripes). And what about the aesthetic
behind the Balanchine ballerina? Long necks,
elongated limbs, tiny heads? Come on, you’ve
seen the abductees drawings of the aliens! I
don’t know what all these other scholars were
seeing. How can anyone miss the clear fact that
this drag step is a reenactment of an abduction
scenario from Balanchine's own life?

Recently, dance theory has explored a way
out of this interpretational conundrum,
essentially by asking theorists to leave less room
for other interpretations by more thoroughly
arguing with themselves. This approach,
intertextuality, allows for traces of various
meaning systems to be tracked as separate
entities within a work and then compared and
contrasted to discover richer and more complex



interpretations. Far from clarifying matters,
though, intertexts and  interpretational
indeterminacy offer rich fodder for someone
bent on using performance works to reinforce
pre-chosen theoretical constructs (although I
don’t view that as an inherently bad thing as
long as the construers admit their role). I have
other concerns: first, one of the inherent dangers
of intertextuality is the implication that the more
numerous and complex a scholar’s intertextual
readings are, the greater the depth of his/her
understanding; second, that a bias toward seeing
performing bodies as complex sets of intertexts
will weight viewers more toward disembodied
cognition and away from real-time embodied
experience; third, that the need to continually re-
engage with a performance in order to produce
intertextual threads will favor the processes and
products of documentation over the evanescent
and ephemeral present of live performance; and
third, that seeking complexity of intertexts will
bias scholars toward post-modern (read:
Western) dance forms and away from an
ethnographic engagement in the unfamiliar, in
which they are still trying to come up with an
initial interpretative understanding. In the end, a
cynical theoriographic  analysis of the
development of intertextuality would make us
suspect that, no matter how lingoistic we tried to
make them, individual “isms” became too
familiar, too easy to understand and apply.
When it became too difficult to out-Deleuze and
Guattari one another, we simply had to come up
with a more convoluted approach.

I am poking fun here to emphasize an issue:
We talk about cultural products -- in this case
dances -- as if each were a “thing” unto itself
that if looked at closely enough could be solved
like a puzzle. But this only works at the macro
level, where a piece such as “The Four
Temperaments” is simply a linguistic gloss for a
constantly shifting cultural construct, an open set
of experiences and interpretations organized
around and stimulated by a recognizably similar
set of movements and sounds. But the closer you
try to get to The Four Temperaments the more it
disappears from view. Different performances
experienced by different people holding
different values and theoretical constructs lead
to different and sometimes incompatible
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interpretations. ~ Linguistic =~ communication
demands that we find a way to refer to the
objects and processes within our culture, but
language loses some of its cockiness at the level
of specific embodied experience.

And make no mistake, language is at the
crux of the issues I am questioning here -- the
power of language in the continuing efforts on
the part of social science and critical theorists to
encapsulate/analyze/theorize the
“representation” and “desire” and “agency” and
the like in media and the performing arts. While
such theory might be wuseful in the
intellectualization of experience, it does not, I
believe, contribute more to embodied experience
than it takes away. Linguistic constructs can act
as a gloss for what is an inherently complex and
downright messy somatic experience. In my
view, somatic experience is our primary
investigatory tool in our relationship with
cultural constructs. The cultural power of a
linguistic gloss has a tendency to make us
shortcut experiential investigation and accept an
area of experience (“desire”, for example) as
“understood” or, at least, ‘“understandable”
instead of fully dancing the cultural resistance
and complexity of individual somatic
differences. Of course, all experience is
culturally mediated. But by the same token, all
culture is experientially —mediated. The
interaction and interpenetration of culture and
experience is the ground upon which we develop
“desire” and “agency.”

Over the years, we theorists have been, and
are still, engaged in a continually developing
process of "writing the dancing body." But did
anyone bother to ask the body if it wanted to be
written? We have honed our linguistic and
analytical skills to the point where we can read
intertexts on the fly, but we have failed to notice
that all of those texts are linguistic constructs
while the dancing body is speaking in another
kind of language altogether. We have gone from
a time when we could hardly speak about the
body, right past the body, to a place where we
can't seem to shut up about the body. At least
too little to say somehow acknowledged the
difficulty in speaking from/about embodied
somatic experience. Too much to say seems too
often to ignore embodied experience altogether.
Instead of writing the body, we are speaking for



it. Feminist theory asked us to become aware of
our tendency to view the body as object. Why is
treating someone else's body as text more
politically acceptable than treating that same
body as abject? Theory, in its own will to power,
has shown no qualms and even no awareness
that it has appropriated the dancing body
towards the accomplishment of its own agenda.
Not only are dance and dance theory not the
same thing, but more and more | see their values
and intentions in conflict. The day may come
when we are forced to take up sides. Literally
and figuratively, where do you stand?

I know where | stand. [I take off my shirt
here to reveal a T-shirt that says: “My Body is
Not Your Text"] | just hope that I'm not too | ate.

When | received my copy of André
Lepecki’ s Of the Presence of the Body (L epecki,
2004), | couldn’t help feeling that it should have
been called Of the Absence of the Body because,
while there is some lovely and thought-
provoking writing within its pages, | couldn’'t
find my body in there anywhere. As always, |
find my body right here with me, moaning and
complaining about too little sleep and not
enough dancing, goading me into the studio
where | can explore the changes in myself —
today. But | also had a more haunting thought.
Maybe | don't have my body anymore. Maybe
André and the other authors found it strewn
aong the highway | traveled to my doctorate
and my position as a professor of dance. | know
that it is always, aready inhabited and inhibited
by my culture, unwittingly performing my
gender and ethnicity in a daly dance of
theoretical desire; but perhapsit is gone from me
altogether and | just don’t know it. Perhaps it is
there within the pages of Lepecki’s book, and |
have to just keep reading to get it back.

Copyright 2007, Kent De Spain
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Assaf

Dance: A Discourse Mode

Nadra Majeed Assaf

Introduction

In the past twenty years of my life I have
literally watched myself develop, grow and
change. When I take the time to introspectively
analyze myself, I am amazed at how many times
I have altered my way of thinking or speaking or
interacting. [ realized that change is a continual
process, a constant struggle to improve and
acquire new and better methods of analysis; new
and better means of ‘being’. Reading articles
about culture and its affect on other areas of
development and communication helped me to
finally come to terms with my sense of
belonging, or rather my lack of it. Being that I
am the birth product of a culturally integrated
marriage. | never felt as if [ ‘belonged’ to either
of my cultural heritages but rather as if I
belonged to something was of a combination.

This was not my only dichotomy; I was also
at a trying point with my educational
development. In the high school system in
Lebanon a student must chose in their final four
years whether they want to be classified as
Literary, Scientific, or Mathematic with each
category stressing the relevant material. Even
though I interested in Literature and the Arts |
found myself being pushed by my teachers and
family into the math category due to my
excellence in that field. Hence I graduated with a
high school “mathematic” diploma thus setting
precedence for what my university education
would be. My first two years at university were
spent jumping from major to major not being
able to decide on what I wanted to emphasize.
Everything seemed so “cut and dry” within the
system: you are good in math, you become a
math major. But that did not leave any room for
the other interests I had. Finally I found myself
choosing to be a finance major (with a load of
electives that ranged from Shakespearean
Analysis to Modern Dance). This was the best
way for me to solve my problem, but the
‘solution’ did not end the ‘trouble’ for me. By
the time I finally finished my studies I had
obtained a degree in Finance, a degree in
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Theatre a degree in Dance and a degree in
TESOL.

After I graduated I began teaching and my
‘problem’ moved with me. My teaching career
started with teaching dance at university level in
the United States. After a year there, I decided to
come to Lebanon. The only university position
available at the time was teaching English. After
two years of teaching English I requested to be
allowed to teach the two dance courses that were
offered by the university. My dean (at the time)
was shocked. “Why does an English teacher
want to teach dance!?” It took me two more
years to be able to convince the university to
allow me to teach those courses.

The experiences of those years in my life led
me to the conclusion that people view dance in a
very different way than I do. In 1986 I was a
graduate student at Sarah Lawrence College in
New York studying dance when 1 was
introduced to the work of Susan Leigh Foster
who is one of the leading dance academicians in
the world today. At the time Foster had just
written a book titled “Reading Dance: Subjects
and Bodies in Contemporary American Dance”
(1986). In the book Foster used one of the
literary methods of analysis developed by
Roman Jakobson (1960) and applied it to dance.
It was an innovative way of looking at dance and
the study she did was one of the pioneering
factors in allocating dance into the field of
academic importance and research that it is in
today.

Other dance academicians have similar
outlooks: Gay Morris says of dance research: “
[It] always deals in some way with the body, but
one of the challenges now is how to mend the
dichotomy between the mind and the body that
has marginalized dance for too long.” (1996:
10). Cynthia Novak (1990) also comments on
the manner in which researchers look at the
body as if it was an “independent entity”. She
explains that it is this type of narrowness that
allows the dichotomy to remain. Amy Koritz
(1996), an English teacher who has done
research in dance, argues that dance and its



association with other disciplines would help
many categories. She also comments that the
works of dance scholars Susan Foster, Susan
Manning, Mark Franko and Cynthia Novak have
helped to bring dance closer to the “intellectual
mainstream”.

In addition to the dance academicians
attempting to bring dance to a less ephemeral
state we have prominent linguists (Barton,
2000; Gee, 1999; Kress, 2001, 2000; and Street,
1994) working on viewing language in a more
multi-modal manner.

Being a dancer and teaching both Dance and
English I find myself at an intersection between
these two diverging lines of thought. My
interests have begun to seem less “unnatural”.
Reading Gee (1999) helped me by drawing
attention to the issue of bringing together minds
and bodies. He defines his ideas of little “d” and
big “D” discourses as “use of language” and
“non language stuff” and says that he is
interested in the analysis of language as it is
fully incorporated with the other essentials of
social practice. In this paper I am attempting to
further decrease the gap between dance and the
field of language by using his theory and method
(Discourse Analysis) and applying it to a dance
that has been constructed and executed to a
literary poem.

Language and Communication

Gunther Kress (2000) draws our attention to
the fact that communication modes have begun
to change. In addition to the typical modes of
speech and writing we have the visual mode as
well. He continues by emphasizing his idea that
the exclusion of these ‘new’ modes of
communication from educational regimes does
nothing more than hurt the ‘West’ and the
western system of education thus making it “ill-
equipped” to confront the latest setting of
communication. Kress also stresses his opinion
that language is not monomodal and researchers
need to re-work their structures to view language
as multimodal. He wants us to believe that there
are other factors affecting communication and
these should not be taken for granted.

His ideas follow along the same line of
thought as those of Brian Street (1994) who
works from an idea of “ideological model of
literacy” which he explains as being a
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“multiplicity of literacies”. Not one literary
practice but rather a compilation of meanings
and cultural contexts which help to define the
whole. Street agrees with Kress’s idea and states
that the West views the person as a “single,
persistent and whole individual”(p.140) as if this
type of definition would work when applied to
each and every social context. What happens
when change occurs? Under the Western
definition there appears to be no space for
change.

Another similar opinion comes from David
Barton (2000). Barton explores links between
the field of education and everyday life. The
changes that a person experiences through
growth and development can help to affirm who
the ‘person’ is as much as any standard test, or
even any stable measure.  Even though
research  heading in the direction of
multimodality appears novel, the basic premise
of multiplicity of modes started around the late
seventies. One of the founders of multimodality
is Bourdieu (quoted in Berthelot, 1991: 397)
who states that incorporation (particularly body
and physical movement) of all the surroundings
is needed to understand the aspect of what is
established. Further explanation of this: if you
do not consider every piece of the whole then
the whole ceases to be.

Berthelot (1991) describes the importance of
the body and its ritualized functions in defining
the issue of being. He stresses the fact that one
cannot ignore the importance of any symbolic
associations which links the “body to image
forming dimension which solidifies into media
stereotypes” (1991: 397-398). Berthelot’s main
concern was one of the sociological discourses
and the role the body played in it. If such
disciplines as Sociology and Cultural Studies
have been attempting to accentuate the
importance of the body in their course of
research and analysis should other disciplines
not follow in accord?

In answer to the above question, I would
like to point out the ideas of Gunther Kress
(2001) who stresses the fact of his belief in the
link across the disciplines by analyzing the
effect of socially and culturally significant
factors on the development of Language. He
takes us through the process of change in
linguistic thought: from the idea of language as a



base from which all other aspects contrive; to
the idea of all other maneuvers affecting
language.

Norman Fairclough adds clarification to this
‘new’ manner of viewing disciplines and their
affect on each other. He makes reference to
Halliday who coined the term ‘transdisciplinary’
as opposed to ‘interdisciplinary’ when
implementing research which views language
socially. Dance is a social activity and a social
message therefore the use of dance to further
language studies and language multimodality
does not seem to be too far out of bounds. Dance
is in the realm of further investigation. Dance
academicians are searching and researching the
fields of communicative competence in order to
find a place for dance in academia.

In the years of studying different literatures
dealing with literacies, language, linguistics,
dance and culture, with the intention of gaining a
better understanding of how “we” communicate,
I have come to the conclusion that the
mainstream of thought has been towards “multi-
modal- literacy” “cross cultural” “globalization”

all terms which involve a mixing and
matching of sorts. Most of the literature has
delved into culture and language or social
studies and language (both combinations found
under the larger umbrella of communication).
However a few researchers have mentioned the
body and the visual. In a very interesting essay
by Margaret Wetherell the author makes a
detailed analysis of the interview Lady Diana
had with Martin Bashir. At the end of this
fifteen-page study Wetherell poses a series of
questions:

“Are bodies part of discourse, however?
What are the boundaries? What is
discursive and what is extra-discursive?
Is there anything extra-discursive? The
circumstances of Diana’s death were
intensely physical... That surely is real
beyond talk.” (2001: 27)

Even after a study of discourse the analyst
herself had questions about the placement of
body in the whole structure. It is this question
and others similar to it which have led
researchers to look more closely into the body
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and its correlation with and

communication.

language

Other Modes of Communication

Another interesting and innovative research
was carried out by a group of academicians:
Sally Mitchell, Victoria Marks-Fisher, Lynne
Hale and Judith Harding (2000). These four
women conducted a study of writing practice in
a discipline where writing is not the main issue
at hand. They chose to analyze the way in which
dancers approach the task of writing academic
essays. Building on Harre’s model of personal
identify formation and Gee’s discourse analysis
the researchers analyzed the essays of the
dancers (which were about the task of
choreography and their experiences while
attempting to create their dances) and found that
in addition to “comment on the making of the
dances, [the writing] creates meaning which is
both unique and a part of the discourse” (2000:
87) They state that the above correlation allows
them to draw an analogy between
“choreography” and “writing” (2000). One
section of the study states that parallels between
the task of “choreographing” and that of
“writing” were drawn out whenever possible.
Mention of ‘transitions’ and their corresponding
component in dance were discussed and in
particular whether something such as a
‘transition’ could be ‘danced’. Several detailed
analogies were studied and the mention of the
similarity between dance creation and essay
writing was recognized and commented upon by
the dancers (2000: 92-93). Once again we see
research which studies the correlation between
dance and language.

Two other prominent researchers, Gunther
Kress and Theo van Leeuwen, have done very
important work on the ‘physical’ and its
influence on communication. In their book
Reading Images: The Grammar of Visual
Design (1996) they bring up several issues
which link ‘that which can be seen and touched’
to the process of “ingesting” the total message.

Another researcher who deals with language
in a more multimodal sense is Paul Gee (1999).
He outlines the six building tasks he says are
present in any spoken or written form of
communication. He also talks about the tools we
use to further investigate “the world of talk and



interaction” (2000: 12-13) These are viable
means to measure and analyze communication
and its realm of ‘motion’ however, can these
‘tasks and tools’ be used in measuring other
forms of communication (i.e. not speech nor
writing)? The structure dance undergoes to
become a communicative event is similar to the
structure used in language to develop a spoken
or written piece of discourse. Foster (1986)
outlines this process in her book Reading
Dancing. She comments about the fact of the
viewer (though untrained in dance) can learn to
develop an understanding of the movement. The
viewer can become aware of “choreographic
codes and conventions” (1986:59) that make
dance noteworthy hence comprehend the social
context and the ‘language’ structure of the
dance. Dance is sharing terminology with
language and language learning; even the title of
Foster’s book Reading Dance draws a similarity
between dance and written language (that which
can be read).

In addition, Goellner and Murphy (1995)
discuss the long road down which dance has
traveled. They discuss the problems that dance
has faced in being accepted academically. They
state: “For most of its life, the field of dance
studies had largely been divided in its research
methodologies between history, movement
analysis, anthropology, and aesthetics.” They go
on to explain that ‘we’ see dance today as
moving towards a different venue. Dance is
working on bridging the separation that exists
between the mind and the body. Dance is even
challenging the dichotomy that holds verbal or
written language in privilege to bodily or
kinesthetic language. Dempster goes into detail
about how the body moves in different genres of
dance. She focuses particularly on Modern
Dance which she terms as an expression of
“interiority” as opposed to external expressions
(1995: 28).

More and more can be seen in the literature
about the body and its importance to the whole
method of communication, culture and language.
However the body should also be connected to a
format which would help to quantify it. Dance is
one such format and its link to that world of
language should be studied and developed
further as it has been in the field of culture and
cultural studies.
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Methodology

I chose to use the theory and method
developed by James Paul Gee (1999) for
discourse analysis to analyze part of the dance
titled The Beginning of Rebirth in order to
demonstrate how similar dance is to language.
Dance is a discourse which is very similar to
spoken as well as written discourse. I chose a
piece of the dance, the part that was danced to a
recitation of the poem Joy and Sorrow by
Gibran Khalil Gibran. I decided to work with
this particular dance for two reasons: first, I am
very interested in the relationship between the
spoken word and movement; second I am the
choreographer of the dance and I was curios to
see if what I think of as a choreographer fits into
the frame work of what I work on as an English
teacher.
The dance is a section of a larger body of work
titled LIFE: this is it...or so you thought. The
entire  work is an intertwining of spoken
language and movement (dance) all put together
to enhance the message of what ‘life is and what
is has to offer’. The piece I chose to use for my
analysis here has particular significance because
the movement is being executed to the recitation
of the poem. Both the dancer and the
choreographer worked side by side in analyzing
the poem and explaining what the meaning held
for each. Ultimately the dancer had to conform
to what the choreographer needed to ‘see’ thus
enabling the choreographer’s message to be
clear.
In notating the dance I used typical dance
terminology in English, the same as would be
used in teaching a dance class. I also used spatial
directions to indicate the placement of the
dancer in the overall space. I noted the poem
line as it was divided by the author and placed
the coinciding movement sequences beside each.

I then used Gee’s model for discourse
analysis and focused on how dance is similar to
language. I chose Gee for the main reason that
he discusses the issue of D/d discourse and gives
importance to the factors that influence
discourse (D-discourse) other than language
(d-discourse) itself. Dance has a similar type of
structure in that other factors influence the
discourse (dance) other than just the actually
language (movement). My main focus is on the



similarities between the analogy of a spoken
piece of discourse and a danced piece of
discourse. | believe that this type of analogy can
lead to a clearer and more definite understanding
of communication as a whole and ‘dance and
language’ particularly.

Analysis

Note: In this section I will show only part of the
analysis due to the space constraints.

Gee divides the constructs of speaking and
writing into six tasks which I have attempted to
apply to the function of dance. Two of these
tasks are explained in what follows:

Part One: Semiotic

Gee explains semiotic as the “cue or clues”
which allow for the meaning of the
communicative  method and ways of
understanding which apply to the situation at
hand.

In this case, the dancer is herself a part of
the symbols that relate to semiotic building. She
is a modern dancer and the audience, the
viewers, other dancers, anyone participating in
the knowledge of the performance would be able
to relate to that. Based on the fact that the
audience is also listening to a poem being
recited while the dancer is executing the dance,
the performance attains a certain level of
knowledgeability. This would reflect a certain
class standard and thus emphasizes the fact of
semiotic building even more. The most apparent
social language in the dance is the one used to
represent modern dance as opposed to other
styles of dance. The movement in the piece sets
it apart from other styles of dance and lets us
understand the fact that the dancer is of a certain
group or function. Particularly moves which
have to do with the torso and the contracting and
releasing of said body section. These are specific
movements that allow the viewer to identify the
movement as modern dance and not another type
of dance.

Part Five Identity and Relationship

Gee describes this task as the use of clues to
clarify which ‘identities’ are relevant to the
situation and what types of values, knowledge,
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beliefs, acting and interacting are present in the
context.

The dancer establishes an identity for herself
that is not the real her. She is playing a role on
stage thus fulfilling the requirements of the
choreographer and the idea of the whole
production. I found myself amazed at this part of
the analysis. I asked her what she felt as she
danced the piece she said she felt “strong” and
“sad”. I asked her if she felt the dance
represented ‘her’ in any way. She said that she
felt it was true to her and her feelings about
things in life. I asked her if she felt it was the
movement or the words that most affected how
she identified herself in the piece. She said it
was both. She commented on the fact that
though she had read the poem before (in three
different languages) she had not grasped a total
connection to the meaning until she danced it.

The most predominate factors leading to
identity building are found in the actual
execution of the dance (i.e. dancer’s
performance) and the choreographic means and
spatial awareness:

1. Dancer performs movements which
guide her from one place to another
within the space

2. Dancer performs movements which
elevate her from the floor

3. Dancer connects to the floor

4. Dancer moves within an oval space
(bringing things to a full circle)

5. Dancer changes moods within the piece

6. Dancer uses facial expressions (though
at a minimum)

7. Dancer is not mimicking the words- Use
of body as an instrument of expression

To sum up, I believe dance is a mode of
communication and the similarities between the
structure and function of dance and language are
obvious. Gee’s work helps to clarify this point and
expand on the idea of communication being
multimodal as well as the issue of language being
integrated with other forms of communication to
broaden the scope of perception.



Conclusion

There is a saying that goes “ a picture is worth a
thousand words”. I am not quite sure I agree with
the quantification placed on the visual as opposed
to the verbal. How could a picture be worth a
thousand words? Does this mean words are not
worth much or does it mean that the visual is much
better? True I am a dancer. True I teach English
language. True I believe the two go hand in hand,
however it is also true that most people view me as
‘unusual’. Reading the literature available out in
the academic realm, I have come to the conclusion
that each and every aspect of the communicative
‘whole’ is very important. We cannot ‘view’,
‘listen’, ‘hear’ or even ‘understand’ the message
without appreciating and even comprehending the
complete aspect of the communiqué. The struggle
to find what is the proper analysis of language and
linguistic means has led researchers to the fork in
the road. Many have chosen the path that leads to
multimodality. I consider myself a ‘multimodal’
person. I function ‘multimodally’. 1 often have
trouble focusing on one thing at a time, but more
importantly I find it impossible to function when
one issue in my ‘multimodal’ life is not quiet up to
par. Is this wrong? Maybe some people would tell
me it is however, I look at life and its ‘message’ as
a complete function of “the sum of its parts”. Not
one-thing progresses without the rest. To simplify:
if we chose to isolate that which we consider
language from the rest of the message, a proper
understanding of the process will not be achieved.
Based on this I have tried to draw parallels
between what I find to be an interesting and
thorough method of discourse analysis (Gee) and
the execution of a dance. I know this paper simply
highlights issues that can be studied and analyzed
in more detail. I have asked additional questions in
hope to continue to strive to find answers. After
reading the literature and analyzing different
issues I believe that the continuum of globalized
education has put us in a position where the
question is no longer: “Does Dance fit into the
academic realm of linguistic research?”’ but rather
“How” and “Where”?
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Adins

Deladansedu ventrealadanse orientale:

guellesthéories et quelles pratiquesderriérele choix du nom

Constance Adinsi

Mon but dans cette présentation est de montrer
gue le nom donné ala danse induit une théorie et
oriente une pratique de la danse concernée. Une
maniére de repenser la théorie et la pratique en
danse serait aussi de penser le danseur comme
une personne au travail.

En tant que psychologue du travail, le travail
sanayse comme un lieu ou se joue les
problématiques de  l'identité, de la
reconnaissance et de Il'objet du travail.
Parallélement, en tant que professeur de danse
«du ventre ou orientale», j'éprouve des
difficultés & me reconnaitre dans les discours sur
la danse orientadle et a me penser comme
danseuse orientale méme si j'accepte la filiation
des danseuses « oriental es».

Dans un premier temps, nous rappellerons
guelques-unes des raisons avancées pour
judtifier le changement de nom. Nous
différencierons ensuite les é éments de théorie et
de pratigue que nous pouvons déduire de ce
changement de nom. En considérant la danse
comme un travail, nous dégagerons les théories
et les pratiques qui en découlent. Ce qui nous
amenera a hous interroger sur |'effet du
changement de nom.

Les termes utilisés tout au long de cette
discussion utilise |es définitions courantes :

e at : expresson par les oeuvres de

I'hnomme d'un idéal esthétique.

o artiste personne qui se voue a
I'expression du beau

e danse : action de danser, suite de
mouvements du corps volontaires,
rythmés (le plus souvent au son de la
musique) ayant leur but en eux mémes
et répondant a une esthétique.

e pratique : activités volontaires visant a
des résultats concrets (opposée a
théorie)

o théorie : ensemble d'idées de concepts
abstraits, plus ou moins organisés
appligués a un domaine.
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Pourquoi changer denom ?

Pour présenter quelques-uns des arguments
avancés pour justifier, le passage d'un nom a
I’autre, je me suis appuyée sur un entretien de
Leila Haddad, souvent présentée comme la
pionniére dans cette danse en France'. Selon
ele, le terme de danse du ventre véhicule une
image péjorative et les danses du Moyen-Orient
et de I'Afrique du Nord sont systématiquement
appelées danse du ventre. |l est donc nécessaire
de produire un discours de réhabilitation pour
modifier I'approche de cette danse et s'aligner
sur le modéle de la danse classique occidentale
(discours, écoles, mise en scene..). Les préugés
sur cette danse viennent de la rencontre entre
I'Occident puritain et I'Orient plus libre. Méme s
I'impulsion des mouvements vient du ventre
C’ est une mauvaise traduction du terme d’ origine
qui signifie danse orientale.

En entendant I'un ou I'autre nom, on peut
imaginer les ééments de pratique et de théorie
Ci-dessous :

Eléments de pratique véhiculés par les deux noms

Danse du ventre Danse orientale

e  Mouvementsdu e  Mouvements
ventre orientaux
e  Rythmenon e  Rythmes
spécifié orientaux
e  Musiquenon e  Musique
spécifiée orientale
e  Esthétique: liée e  Esthétique
au ventre ou orientale
non spécifique
Pratique « ouverte » axée
sur lecorps Pratique encadr ée par

des élémentsculturels

Eléments de théorie véhiculés par les deux noms

Dansedu ventre: Danse orientale

e Unepartiedu e  Unespace
corps qualifie culturel,
ladanse qualifie ladanse

e Unepartiedu e  Pour danser, de
corps suffit facon positive,
pour danser et il faut un espace

peut qualifier la situé




danse de fagon
négative

. Le contexte est
le corps et une
partie
déterminée

Lecorpsest pgoratif
(théorie du corps)

culturellement
° Le contexte est
situé
géographiquem
ent et
culturellement
Laculture est positive
(théorie del'identité)

Les arguments présentés pour |le changement

de nom véhiculent auss une théorie de |'art ou

I'idéal esthétiqgue de la danse orientale serait
I'imitation du modéle artistique de la danse
classique dominant en Occident, par le biais de
la production dun discours spécifique, de
nouvelles formes de pratiques et de transmission
(écoles et chorégraphie par exemple). C'est aussi
paralélement, la reproduction dun modéle
culturel, supposé existant dans un espace
temporairement et géographiquement donné:
I'Orient. L’art serait donc imitation et
reproduction.

De méme, on observe aussi que la matiére de
la danse, ses mouvements spécifiques sont
secondaires pour la reconnaissance positive de la
danse. Ce qui semble sous-entendre gque le corps
en tant que matiére peut étre pgoratif. De plus,
cela laisse supposer que ce rapport péoratif au
corps du modéle culturel ambiant n'a pas pour
objet d'étre subverti. L'art n'aurait pas une visée
subversive, mais normative dadaptation au
modéle dominant ou a des modéles culturels. En
recherchant une reconnais-sance par le nom, on
peut aussi comprendre que la reconnai ssance par
le nom précéde la reconnaissance par |’ cauvre.

Un nom pour travailler

L'identité positive de l'artiste dépendrait
d'une reconnaissance inscrite dans le nom choisi,
plutbt que dans la spécificité de I'oeuvre. La
reconnais-sance précederait |’ oauvre et viendrait
d'une approche culturelle et non pas de ce qui est
spécifiqgue dans la danse, en tant qu'art et
pratique spécifique. L'identité du danseur est
culturelle, normative e non pas créative,
subversive et individuelle.

Derriére la modification du nom, se dessine
également une théarie du public. Le public serait
a éduquer par un discours et serait alarecherche
d'une « approche culturelle ». |l ne transférerait
pas la vision négative de la danse du ventre a la
danse orientale et plus globalement a la culture
orientale. Enfin, le public se déplacerait pour la
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culture, la norme et non pour le plaisir détre
surpris, questionné, impressionné par |'oeuvre.
En filigrane se dévaile le postulat de la culture
comme objet monolithiqgue donné, figé qui
n'évolue pas et peut donc étre re-présenté.

Nous voyons donc que derriere le
changement de nom, la pratique est orientée et
des théories sur I'art, la culture, I’identité sont
implicitement véhicul ées.

L’analyse des contextes des appellations

peut également permettre de mieux comprendre
les motivations au changement de nom.

Analyse des contextes
Danse du ventre Danse orientale
(] Rencontre et (] Rencontre avec
opposition entre une danse
un ventre classique
corseté en institution-
occident et un nalisée, et d'une
ventre libre en danse hors
orient : institutions, a
campagnes transmission
napol éoniennes. orde:
e  Personne hors immigration
desaculture e  Personne hors
nomme en de saculture
observant le nomme face a
mouvement une danse
e  Nom montrant : classique
meépris, valorisée
attirance, e  Nommer pour
fascination dela rejoindrele
différence et du modeéle
corps dominant en
e  Nom centré sur «oubliant » le
Soi et sa corps
perception, e  Nom centré sur
e  Rapport I'autre et sa
Occident/Orient culture
e Cequi attireest e  Rapport
ce qui aguiche, Orient/Occident
étonne, excite : e Cequiva
le corpsen dtirer : c'est la
mouvement.. découverte
e  Nom donné par d'une culture,
les posé comme
« spectateurs », «figée ».
et ceux qui e  Nom donné par
organisent «les une danseuse
spectacles» avec |'objectif
e  Hommes de gagner savie
e  Colonisateurs par ladanse
e  Aguicher, e Femme
attirer e  |Immigrée
e  Payer pour e Valoriser
guelque chose e  Payer pour
d’ érotique/exoti quelque chose
que de culturel

La danse du ventre avec son objectif d attirer

les spectateurs de la période coloniale, a insisté




Sur ce « qui satisfait » ce regard «masculin» ou
«de colonisateur». Les mouvements ont alors été
mis en vadeur en fonction de leur
exotisme/érotisme. De méme, des costumes
exotiques/érotiques aguicheurs ont été choisis.
Mais, actuellement, pour que la danseuse gagne
sa vie avec la danse, le public doit venir au
spectacle et payer. Mais il semble que dans un
premier temps, pour avoir envie de payer, il
doive retrouver des repéres. Ainsi, nombreuses
sont les danseuses qui reprennent les costumes
érotico-exotiques, malgré leurs discours. Les
criteres de la danse occidentale sont repris et
appliqués dans |’ enseignement de la danse, le

discours et les mouvements. Et, parallélement,
on observe une mise a I'honneur des danses
folkloriques et rurales, dans une recherche de
pureté culturelle qui semble s'éoigner de la
danse du ventre « d' origine ».

Examinons [’hypothése selon laquelle le
changement de nom s’inscrit dans une
dynamique de travail. Dans ce cas, nous avons
des danseuses qui travaillent avec ’objectif de
gagner leur vie par la danse. Le nouveau nom
semble actuellement bien établi avec quelques
modifications de la pratique.

Unetentativeréussie ?

La difficulté a s affranchir des modéles peut
sexpliquer par le fait que le danseur travaille.
En effet toute personne travaille en fonction de
trois directions qui sont chacune des sources
potentielles de conflits. La danseuse travaille
pour elle-méme, pour les autres et pour |’ objet
gu’ est la danse.

La danseuse travaille pour elleeméme: par
les raisons intimes et personnelles qui I'aménent
a choisir cette activité pour gagner sa vie, (par
exemple: travailler son corps, créer, étre artiste,
pour les costumes, pour étre valorisée.)

Elle travaille auss pour les autres : les autres
danseurs, les ingtitutions, le public, les circuits
de reconnaissance sociale. Nous savons gue la
reconnaissance acquise comme membre dun
groupe est psychologiquement plus confortable
qgue la reconnaissance recherchée en tant
gu'individu particulier et unique. Ce qui peut
expliquer la difficulté a se poser comme artiste
individuelle et singuliere en dehors des
appartenances culturelles.
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Pour finir elle travaille auss pour I'objet du
travail ; laraison d étre de la danse (par exemple
une pratique corporelle, artistique, culturelle,
compétitive ou expressive)

A partir du changement de nom, nous avons
pu dégager des é éments de théories;;

e sur |'art et la place du corps dans I'idéal

esthétique de la danse,

e sur le danseur : pourquoi il danse, pour
la reconnaissance ou pour la
performance, pour qui

e sur lapratique de la danse: reproduire

e des codes culturels ou se laisser la
possibilité de sen affranchir

e sur la culture comme objet figé dans un
instant et un espace a reproduire.

Pour nous, le danseur dont le métier est de
danser, pratique et théorise nécessairement la
danse. Par le choix du nom de la danse, il
perpétue ou propose d emblée une théorie du
corps et de l'identité, perpétue ou propose une
théorie de I'art, s'inspire ou rejette les pratiques
corporelles particuliéres. En dansant, il pratique
et engage son corps : il est dans une activité
physique et pratique. En dansant, |e danseur doit
concilier les trois directions de son travail : le
travail pour soi, le travail pour les autres et le
travail pour |’ objet de son travail. Ce faisant, au
travail, il est dans une activité intellectuelle de
théorisation -implicite ou explicite- qui lui
permet de concilier ces trois directions de son
travail.

Dans le travail, la pratique de la dansg, il y
aurait donc a priori trois grands champs
théoriques engagés :

une théorie sur soi-méme et son identité pour
soi : le danseur comme artiste créateur,
reproducteur, représentant culturel, etc. ;

une théorie sur les autres et les « meilleurs »
circuits de reconnaissance socide: danseurs,
publics, institutions, etc. ;

une théorie sur I'objet de la danse : corps en
mouvement, représentation, création,
reproduction de modél es sociaux, culturels, etc..

En travaillant, nous construisons des théories
implicites et/ou explicites sur nous, les autres,
I’ objet de notre travail. En dansant, en travaillant
nous avons donc des théories sur nous-méme en
tant que danseur, sur ce que nous devons faire



pour étre reconnu comme danseur par les autres
et sur I’ objet, le but de la danse.

En quoi le changement de nom peut-étre
génant ? Selon nous, il laisse croire que l'artiste
peut faire I'économie d'une identité individuelle
et qu'il peut étre le vecteur d'une culture. Le
regard péjoratif sur le corps est accepté au lieu
d'étre subverti. Enfin, il y a une continuité de la
posture coloniae : le nom est géographiquement
centré, que ce soit par rapport al’Occident ou a
I’Orient. La «danse orientale» serait la danse
d' un Autre, qui existerait al’Orient de celui qui
nomme.

Comment alors danser a partir d'un Autre,
autre corps que le sien. Quelle identité pour soi
dans son rapport a |’ autre peut fonder ce type de
nomination ? Vers quels Autres est alors dirigée
la danse et que devient I’ objet de la danse ? Ce
qui peut nous amener a nous interroger sur les
théories et les pratiqgues que véhiculent les
différents noms donnés aux différentes formes
de danses.

Repenser la pratique et la théorie en danse,
signifierait réévaluer et dévoiler la place du
corps dans la danse, les fondements de l'identité
pour soi du danseur, qui précédent la mise en
mouvement des corps.

Repenser la pratique et la théorie en danse
nécessiterait de s’interroger sur la fagon dont les
environnements socioculturels contraignent les
danseurs a définir et a concilier identité pour soi,
reconnaissance sociale et objet de la danse.

Repenser la pratique et la théorie en danse
impliquerait de soulever les postulats pratiques
et théoriques implicites véhiculés par les noms
donnés a la danse et de fagon plus globale par la
maniere de la qualifier.

Remer ciements
Merci a Aurore et a Béatrice pour leur
soutien

Copyright 2007, Constance Adinsi

Notes
Dictionnaire « Le Nouveau Petit Robert » 1998
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Entretien de Leila Haddad — danseuse — chorégraphe et
professeur de danse orientale — Dansons Magazine —
Avril 1993 — présenté sur son site
http://www.leilahaddad.com/Publish/biographie/1/inter
viewtildamoubayed.pdf
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Pertinence des catégories esthétiques traditionnelles pour la danse

contemporaine a I’époque du multiculturalisme

Joanna Szymajda

Dans ce texte nous allons nous interroger sur la
question de la pertinence des catégories
esthétiques les plus souvent employées dans les
recherches sur la danse par rapport a
I’interculturalit¢ comme un facteur engageant
une coexistence et/ou une confluence des
esthétiques différentes (et pas seulement des
poétiques différentes). Afin d’établir une piste
pour nos recherches, nous allons nous concentrer
sur des aspects linguistiques et sémiotiques des
notions évoquées aussi bien par des critiques que
par des chercheurs et des praticiens dans leur
discours sur I’interculturalité de la danse. Il y est
possible de distinguer (bien qu’arbitrairement)
trois catégories sémantiques des termes qui
feront notre base d’analyse:

1. La premiére — la plus générale - consiste sur
la distinction entre les notions de
Pinterculturalité, du multiculturalisme et
du terme anglais cross-cultural influences.

2. La deuxiéme se référe a 1’esthétique dite
classique de I’art et elle englobe les termes
des mimesis, diegesis et représentation.

3. Les termes assemblés dans la troisiéme
catégorie se rapportent a I’esthétique de la
mise en scéne. Y apparaissent donc:
métissage / hybridation/ syncrétisme/
hétérogénéité/traduction/ intertextualité.

Le terme du multiculturalisme évoque une
coexistence des cultures, en d’autres mots
I’existence  simultanée des cultures. Des
interactions qui se produisent en conséquence de
cet état créeront le contenu sémantique de la
notion de Dinterculturalité. Ainsi,
Dinterculturalité parait en effet comme résultat
du multiculturalisme. Dans des travaux
anglophones nous trouvons aussi le terme de
cross-cultural influences qui met ’accent sur le
fait d’ « étudier » ou d’« observer » une culture
par une autre. C’est ainsi ce positionnement ou
on parle de I’interaction le Moi — I’ Autre, bien
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que les limites de cette distinction ontologique
puissent étre élargies selon les circonstances.'
Quant a la danse, les exemples les plus
«visibles » et les plus lisibles d’une telle
interculturalité seront celles ou on mélange les
danseurs de plusieurs origines dans un spectacle
afin de mettre en relief leurs morphologies et
kinesthésie diverse, ou bien celles ou sont
introduits les mythes et les récits des cultures
diverse, des formes d’expression provenant des
esthétiques différentes, etc.”

II

La mimesis — ce terme — pas tout a fait
univoque — est employé dans le discours
esthétique sur le théatre, le drame et d’autres arts
tels que peinture, vidéo, cinéma.’ La genése
antique de la mimesis ainsi que ces « avatars »
ultérieurs ont ét¢ jusqu’au aujourd’hui beaucoup
discutés. En effet, la notion de la mimesis n’est
pas dans 1’'usage courant dans le discours sur la
danse et c’est effectivement dommage. Nous
avons accepté plutdt le terme de la
représentation qui est la traduction francaise de
la mimesis et qui pourtant ne souligne qu’un
aspect de cette mnotion primordialement
platonicienne.* 1l est intéressant d’approfondir
ici la caractéristique de la  mimesis
platonicienne, qui est définie comme réflexion-
image reproductive des idées, et de ce fait se
référant plutdt aux notions de /’image et de la
réflexion tout en impliquant la passivité du
sujet’. Or, la méme idée révélant de la pensée
d’Aristote consiste sur I’action créative (praxis)
étant aux sources du processus de la mimesis.

L’exemple de la mimesis classique dans la
danse feront les ballets congus a partir d’une
partition (qui serait alors comparable au muthos
de la tragédie grecque) et dont la praxis se
réalisait par la danse méme. Ce schéma est
également pertinent pour un certain nombre de
chorégraphies contemporaines ayant comme



source récit mythologique (Antigone, Ulysse,
Sacre de Printemps).

La mimesis revisitée par les époques
suivantes a pris de nouvelles dimensions. La
Renaissance a nié la réalit¢é comme I’objet de la
mimesis, en la remplacant par I’art antique (afin
que l’artiste imite ce qui est parfait et pas la
réalité — celle ci n’étant jamais idéale).” Ensuite,
la traduction frangaise du terme méme (comme
« représentation ») a effacé de son contenu le
processus de [imitation en faveur des processus
du remplacement, de [’indication et de la
schématisation. Le sens de I’art (comme le
souligne entre autre, Paul Ricceur) s’est ainsi
déplacé et ce n’était plus I’imitation de la réalité
mais désormais I’analyse de la réalité.® Avec
I’arrivée du postmodernisme, 1’esthétique de
I’art a du se confronter aux problémes jusqu’a
alors ignorés. La réalité se montrant tellement
«irréelle», a forcé un autre regard sur la
question de la représentation. Le texte - compris
comme produit purement culturel - a succédé la
réalité comme objet de I’art. Ainsi, I’art n’imite
plus, elle n’indique plus ce qui est réel mais
renvoie au caractére secondaire de son objet.
Comme I’explique Ricceur, ce que I’art (la
littérature) présente, est déja symbolis¢ dans les
formes de culture. 11 évoque également la notion
de «la fusion des horizons » dérivant de la
pensée de Gadamer et signifiant la fusion du
monde du «texte» avec celui du spectateur
(compris comme son expérience ultérieure dans
la pratique culturelle).” Cette fusion serait-elle
alors un symptdme de 1’optique selon laquelle
I’oeuvre d’art — ce qui fait pour nous u spectacle
de danse - est un processus ne se réalisant que
dans la réception.

C’est ainsi dans cette derniére époque
qu’apparait la notion du « simulacre» de
Baudrillard ou bien de «la mimesis
paradoxale » signifiant la représentation de
I’impossibilité de représenter le monde (surtout
chez Beckett).'” Prenons ici I’exemple d’une des
récentes créations de Maguy Marin — Umwelt
(2005). Ne serait-elle pas une derniére
conclusion sur la pensée de Beckett aprés son
fameux May-B ? Cette impossibilité d’imiter, de
représenter la réalité se transforme ici en refus
total de participer dans processus quelconque
d’affirmation de la réalité.
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Ce panorama tout court des différentes
conceptions de mimesis a eu comme objectif de
démontrer que la mimesis peut nous servir en
tant que modéle d’analyse de la danse et son
évolution. Aussi, nous voyons que des enjeux
idéologiques et esthétiques sont apparus dans la
pensée moderne, postmoderne et contemporaine
de la danse analogiquement aux autres arts.

Nous avons évoqué aussi le terme
d’évolution afin que nous puissions revenir au
sujet principal de ce discours - I’interculturalité
dans la danse. Car de ce point de vue, les
influences interculturelles ne sont pas un simple
échange des techniques, mais elles évoluent vers
un discours philosophique sur I’art comme
moyen de représenter et d’analyser le monde.
Les choses se compliquent & tel point, que la

mimesis ~ étant un «produit»  purement
occidental avec I’entrée sur les scenes
européennes d’autres esthétiques (orientale,

africaine, etc.) exige une nouvelle revendication.
Et cela notamment par rapport aux ceuvres qui
empruntent plus au moins librement, des
différentes esthétiques et poétiques.

Comme I’avoue un des danseurs de la
CIE Selia ni Senyou, la notion de Ila
représentation n’a pas été connue en Afrique
avant larrivée de I’homme blanc.'" L’art et la
danse ont été considérés comme une partie
naturelle de la vie sans laquelle le bon
fonctionnement de la société ne pouvait pas &tre
assuré. Nous pourrions alors suggérer que ce
type de danse doive étre caractérisé dans le
terme de [’action performative et pas mimesis
(n’ayant pas comme but la représentation mais
souvent [’affirmation (p.e. du statut tribal
comme le montre Bogumil Jesiewecki).”” Or,
dans les esthétiques orientales la question se
présente encore différemment. Par exemple,
dans les textes de 1’esthétique classique indienne
le corps est considéré comme un organe
sensoriel, ainsi la danse n’est pas uniquement
une représentation (d’ailleurs, ici on devrait
parler plutét de 1’incorporation) mais aussi et
avant tout — ¢’est un acte de connaissance."
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Dans cette partie nous allons nous
concentrer sur les aspects linguistiques des
termes se referant a 1’esthétique méme de la
mise en scéne. Souvent utilisés comme



synonymes ils ne le sont pourtant pas, ce que
nous allons démontrer suite a une démarche
simple d’analyse des définitions de ces notions
en question.'*

a) Métissage — croissement de races différentes.
Hybridation — croisement naturel ou artificiel
entre deux variétés, deux races d’une méme
espéce ou entre deux especes.

Ce type de Dinterculturalit¢ nous trouverons
dans des danses de noirs américains, qui ont
émergé alors surtout dans 1’époque du
colonialisme et ont été créées en conséquence
d’un certain mélange (tantot ironique, tantot
inconscient) des styles des danses de « blancs »
avec des danses d’esclaves. Un autre exemple
provient de la scéne contemporaine, il s’agit
notamment d’une création de Tero Saarinen
s’intitule Hunt. De cette version solo du Sacre
du Printemps émerge tant au niveau conceptuel
que tangible, une image de I’homme-hybride, de
I’anima-animus unies, qui a pu €étre constituée
grace a I’emploi des projections multimédia.
C’est le corps du danseur seul qui unit en soi les
forces traditionnellement représentées dans ce
rituel slave comme antagonistes.

b) Syncrétisme — combinaison relativement
cohérente (a la différence de [’éclectisme),
mélange de doctrines, de systemes. Fusion de
deux ¢éléments culturels, religieux différents.
Cette définition nous fait penser a un
chorégraphe belge — Sidi Larbi Cherkaoui. Par
rapport a la technique méme de la danse il est
intéressant de voir comment, dans plusieurs
piéces (Zéro degre, Foi, d’avant, Tempus fugit)
Cherakoui joue avec cette notion du
syncrétisme. En effet, il réussit a créer des
passages entre les mouvements dansant de
différents styles (step, jogga, kathakali, cirque,
etc.) sans que cela influence la fluidité et
I’intégralité du mouvement méme.

¢) Hétérogénéité — caractere de ce qui est
hétérogene — qui est de nature différente, qui est
composé d’éléments de nature différente, qui n’a
pas d’unité. Cette notion parait étre une matrice
d’interprétation parfaite pour la derniére création
de Robin Orlyn. Son « L Allegro, il Penseroso et
il Moderato» est un triptyque non seulement
parce qu’il est composé sur la base des textes de
John Milton et la musique de Haendel qui sont
¢galement des triptyques textuels et musicaux.
Ce spectacle divise de la méme maniére 1’espace
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scénique afin d’y établir un espace de Ila
projection vidéo d’un film tourné en Afrique du
Sud (lui-méme composé de trois parties), un
deuxiéme espace ou reégnent les danseurs et les
chanteurs et un troisiéme ou se place la musique.
Ces espaces, bien qu’ils coincident ne créent
pourtant pas une unité, bien au contraire, leur
hétérogénéité semble étre perpétuellement
soulignée. En outre, ces espaces physiques
renvoient aux leurs homologues imaginaires (un
pays, un corps, une époque, une figure, etc.)
également non-cohérents dans leur statut
ontologique.

d) Traduction : action, maniere de traduire :
exprimer, de fagon plus ou moins direct, en
utilisant les moyens du langage ou d’un art. Ma
question serait-celle: est-ce que par rapport a la
danse, peut-on parler de la traduction
intersémiotique ou intra-semiotique et dans
quelle mesure ? Un exemple intéressant fut ici
« Antigone » de Mathilde Monnier mise en
scéne a Burkina Faso avec un groupe de
danseurs en partie originaires de ce pays et en
partie occidentaux. Ce qui a été étonnant pour la
chorégraphe ce le fait que se soient les danseurs
africains qui ont su tout de suite et sans une
¢laboration mentale préalable, incorporer le sujet
dansant telle que fut cette tragédie grecque
considérée comme un des fondamentaux de la
culture européenne. Or, la méme chose pour les
danseurs européens ne s’est fait qu’a partir d’une
longue ¢laboration intellectuelle du mythe qui a
été suivi par des séances d’improvisation et
d’incorporation du sujet. L’explication d’une
telle situation ou le mythe «inconnu» a la
culture africaine (au moins dans notre
conscience occidentale) a été sans aucun
probléme « traduit » corporellement, Monnier
trouve dans le fait, que les cérémonies funéraires
font parti vivante de la mémoire collective en
Burkina Faso, rafraichi de surcroit par des
événements tragiques de la vie politique faisant
un « écho » particulier du mythe de 1’ Antigone."
Ainsi, nous pouvons considérer ce cas comme
exemple d’une traduction intersémiotique, c’est-
a-dire, d’une transmutation contemporaine du
mythe grecque (alors une matiere
primordialement non-dansante) par
I’incorporation dans les mouvements et gestes
dansés des danseurs africains. Un rapport pareil
de transmutation concerne les danseurs



occidentaux qui se sont retrouvés trés éloignés
de ce mythe n’étant leur connu que par le biais
de leur scolarité.

Par contre, la traduction intra-sémiotique
serait-elle celle qui consiste en transposition des
signes purement dansants d’un systéme ou d’une
forme de danse en autre. Je pense ici a certains
exemples comme celui du hip-hop qui monté sur
une scene de théatre perte tout d’un coup sa
référence sociale (ou bien elle n’est plus la
méme) et qui de ’autre c6té, fait une source des
empruntes esthétiques du style pour de
chorégraphes contemporaines.

Aussi, nous pouvons risquer une constatation
que la transposition de certaines danses de leur
milieu d’origine, que ¢a soit la rue, la plage, le
bar, le studio, le petit théatre d’avant-garde de
Tokyo, dans un autre milieu culturel qui fut
souvent « une scene occidentale » c’est déja une
traduction car le signifiant (en employant ici les
termes de la théorie de Ferdinand de Saussure)
ne trouve de référence que dans un systeme. Or,
ce systéme faisant un fond d’interprétation pour
le signifiant, n’est pas le méme si on transpose
p.e. une danse dite « orientale » sur scéne
européenne. De [’autre coOté, on retrouve une
situation semblable dans le cas ou c’est une
danse occidentale (style, pas, rythme) qui est
acculturée par une danse non-occidentale
(comme le montre Sally Banse sur les exemples
des danses afro-américaines ou bien Roger
Copeland évoquant une anecdote ou le style de
Michel Jackson grice a MTV, devient le
prototype de danse d’une tribu africaine).'®

€) Intertextualité : la notion de
« Uintertextualité » porte en soi les origines
littéraires. Inventée par un critique littéraire
russe, Michail Bakhtine, elle dérive d’une
théorie sémiologique. L ‘intertextualité définit la
circulation entre les ceuvres des thémes, des
citations, des références, des styles, des motifs,
etc. Ainsi, cette notion renvoie a tous ce qui est
« emprunté » dans la structure d’une ceuvre.'’
Elle peut étre nommée selon Julia Kristeva, « la
permutation de textes » et selon Umberto Eco
«le collage intertextuel »."* Un concept pareil
est apparu chez Gérard Genette sous le théme du
« palimpseste » qui indique notamment, que tout
texte littéraire s’élabore a partir des événements
vécus par son auteur et méme bien plus encore a
partir de ses lectures. Comme si un plagiat,
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conscient ou non, était la condition méme de la
création.” Le structuralisme a élargi le champ
référentiel de D’intertextualité sur tous les
produits de la culture en transposant la catégorie
du texte sur des ceuvres autres que littéraires,
alors unissant la peinture, la photographie, le
film, la publicité, etc. Dans cet espace dit
« intertextuel » méme la société et I’histoire
peuvent é&tre comprise comme les textes.”’
Comme le dit Barthes: « Le texte, dans sa
masse, est comparable a un ciel, plat et profond
a la fois, lisse, sans bords et sans reperes ; tel
l’augure y découpant du bout de son bdton un
rectangle fictif pour y interroger selon certains
principes le vol des oiseaux, le commentateur
trace le long du texte des zones de lecture, afin
d’y observer la migration des sens,
l’affleurement des codes, le passage, les
citations... »*'

Dans cette optique non seulement un
spectacle ou bien une oeuvre chorégraphique
peut étre décrit en tant que « texte » mais aussi
le corps dansant méme car tant de traits
définissent le corps dansant comme « un texte
culturel »*, porteur d’un certain héritage
culturel, sociologique, historique, mythique, qui
inéluctablement constitue un dialogue avec tous
les autres « textes culturels » liés au spectacle,
quel que soit leur statut ontologique.
Contrairement a ce que vient d’étre dit sur
d’autres termes ci-dessus mentionnés, la notion
du texte et de [intertextualité posséde ce
potentiel d’englober en soi toutes les modalités
dérivant de la pratique du métissage de la scéne
contemporaine chorégraphique.

Nous pouvons de nouveaux citer ici les
travaux de Robin Orlyn, Sidi Larbi Cherkaoui,
ou bien d’Abou Laagra, Francoise et Dominique
Dupuy, CIE Haddy Maleem et leur version du
Sacre du Printemps (2004) exécutée par les
danseurs africaines, Martin Nasser et son
« Peplum » (2004), et tant d’autres.

Suivant la pensée de Genette -
l’intertextualité nous envoie aussi bien a la
pratique consciente du chorégraphe, celle
« corporelle » du danseur ainsi que celle qui se
réalise dans le processus de la réception d’un
spectacle. En outre, grice a sa qualit¢é du
« palimpseste » elle «englobe» également
métissage, hybridation, transmutation et des
influences interculturelles. Aussi,



I’intertextualité ne se limite pas a I’espace de la
scéne (ou bien d’un studio ou d’autres), mais
elle permet Dintégration de la figure du
Spectateur avec son bagage « textuel » en tant
qu’un agent de ce processus. Car le texte ainsi
compris est en effet un processus - tout comme
I’est la danse.

Cette réflexion nous améne jusqu’a une
conclusion qu’en effet, en acceptant ce terme du
palimpseste et de [’intertextualit¢  nous
admettons par le méme une certaine incapacité
de jugement par rapport a ce phénoméne qui fut
I’interculturalit¢ de la scéne contemporaine
chorégraphique. En effet, il nous est tres difficile
parfois, de reconnaitre toutes les sources
d’inspirations d’un chorégraphe ou bien
d’analyser touts les mouvements empruntés
d’une autre poétique que celle occidentale. Dans
un sens, c’est type de « spectature » est un signe
de nos temps, une réflexion de ce « zapping »
omniprésent qui influence souvent des créations
chorégraphiques immédiatement
contemporaines.

Copyright 2007, Joanna Szymajda

Notes

' Ces limites dépendent naturellement de la définition
du Moi laquelle serait employée. Elle peut étre
différente selon le paradigme psychologique ou bien
sociologique choisi.

Cette pratique est courante par exemple chez la CIE
Montalvo-Hervieu, d’autres exemples nous délivreront
certains travaux de la CIE Kuba Khan Investigation,
Mathilde Monnier, Frangoise et Dominique Dupuy,
etc.
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Witnessing the birth of a ballet:

The ideal of Korean ballet and the Premiere of Choon Hyang

Ok Hee Jeong

In May, 2007, Universal Ballet Company in Korea
(UBC) premiered a new ballet called Choon
Hyang, based on the most famous love story
among traditional Korean narratives. In the story,
Choon Hyang, the daughter of an old female
entertainer, falls in love with a young aristocrat
Mong Ryong. While Mong Ryong was away
taking the civil service examination, the local
governor Byon imprisoned Choon Hyang for
declining his advances. When Mong Ryong came
back as a secret royal inspector, he punished Byon
and rescued his true love.

In the midst of so many other dance
performances, what is so significant about this
particular ballet? What intrigued me most is that
Choon Hyang is a “collective attempt” at
“Korean ballet.” The term “Korean ballet”
conventionally refers to ballet works with Korean
thematic elements or movements. However,
unlike other terminologies indicating dance
genres or styles, e.g., Argentine Tango or
Balanchine-style ballet, the term “Korean ballet”
indicates  not  qualitative  characteristics
accumulated in the past but the will to have them
in the future. In the sense that the conception has
emerged prior to the substantial dance
phenomenon, I regard “Korean ballet” not as a
simple terminology but as an ideology. In
addition, the collective dance-making process in
Choon Hyang is unique in that it is different from
the modernist process wherein artistic intention is
conventionally  attributed to a  single
choreographer. Intention in Choon Hyang is
found in its nature as a “project” for which
diverse entities collaborate and negotiate with
each other. Here, the context is more significant
than the text. If Choon Hyang were a “project”
with underlying hypotheses and specific goals, 1
wonder how the dance as a “group project” could
be articulated and realized. While observing
Choon Hyang’s showcase in 2006 and the
premiere in 2007, I witnessed the birth of a ballet
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out of endless negotiations between entities with
disparate ideas and viewpoints.

This is an ethnographic study of a full-length
ballet, and 1 consciously use the term
“ethnographic” in two ways. First, a work of dance
tends to be viewed from an “end-point
perspective” and is considered to have a complete
shape and an irreversible conclusion. However, I
emphasize the ambiguous, open-ended and fluid
state of the work in that a work of dance is not an
accomplishment of the past but a dynamic
discourse of the present. Second, although cultural
privilege in ballet has been challenged with new
insights, ballet is still far from the realm of
ethnography. The rarity of ethnographic studies on
ballet can be attributed to the notion that ballet is
too familiar for Western dance scholars to
perceive in distance as an intriguing research
subject. However, by looking at ballet from
another perspective, I intend to extract new
meanings out of seemingly well-known dance
practices. By observing and analyzing the
meaning-making process of ballet in the ‘present
tense,” I perceive the dance making process as a
human practice through which the issues and
worldviews ~ of  contemporaneous  people
shimmer—even in ballet works with many
conventional devices and repetitions.

In addition, the fact that I, the researcher, am a
former dancer of the same company adds another
layer of meaning. Having an experience as a
company member, and having close relationships
with colleague dancers, I can be neither objective
nor disinterested in what is happening during
rehearsals and performances. In reverse, the fact
that a former dance came back to study them
means that the company members could not help
but influence what and how I collected “data.” In
this context, I am conscious of the dialectic
established between the researcher and the subject
and of the trace of the meaning-making process.

The Showcase, June 2-3, 2006



Choon Hyang is not the first work of “Korean
ballet”; there have been several attempts since
ballet was introduced in Korea in the second
quarter of the 20™ century. However, Choon
Hyang is significant in that it succeeds UBC’s
first Korean ballet, Shim Chung (1986), which
has been recognized as the most successful
Korean ballet repertoire in terms of history,
popularity, and international recognition. As a
work that aims to succeed and to differentiate
itself from Shim Chung, Choon Hyang cannot be
conceived without being compared to Shim
Chung not only in choreographic intentions but
also cultural and political significance. Julia H.
Moon, the general director of UBC, explains the
situation as follows:

When Shim Chung premiered in 1986,
the level of ballet in Korea was quite
poor. If you watch the video recording of
the time, it’s very unsophisticated from
the current perspective. As we can see by
today’s standards, Korean ballet has
greatly improved. In making Choon
Hyang, the increased expectations of
audiences and the improved level of
dance became a great burden....In some
sense, Shim Chung was a lucky case
since it has improved along with the
progress of ballet in Korea without that
kind of a burden. However, the
expectation for Choon Hyang is so high
even from the opening so that, if not
satisfied, it can even harm the reputation
of the company.'

UBC produced Choon Hyang to satisfy the
demand for a new ballet, and in doing so, they
felt that it should be symbolic rather than
realistic, contemporary rather than classical, and
compact rather than grandiose. In the interview,
Julia Moon articulated Choon Hyang’s stylistic
goal as a “neo-classical Korean ballet.”
Moreover, to minimize the risk of investing in a
new production, UBC held a showcase a year
prior to the official premiere. As such a practice
is rare in dance, this shows how scrupulously the
conceptual motto was pursued in making Choon
Hyang a cultural product tailored for the global
market.
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However, having a noble goal does not
guarantee its success. What troubled UBC most, in
fact, was the absence of a qualified choreographer
that could take charge of the entire project. Thus,
UBC decided to adopt an acclaimed contemporary
Korean dance version and adapt it into a ballet.

Satisfied with the choreographic structure and
synopsis of the Korean dance by the artistic
director of the National Dance Company of Korea,
Jung Hye Bae, Julia H. Moon decided to invite
Bae as the producer of the ballet version, and let
UBC’s director/choreographer Brian Yoo translate
it into ballet vocabulary. For the production, UBC
invited guest artistic collaborators including
fashion designer Jung Woo Lee, theater designer
Kyung Soon Chun, and composer Kevin Barber
Pickard (who had also composed for Shim Chung
20 years ago).
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Picture 1. Showcase Poster of Choon Hyang

Familiar with UBC’s realistic and grandiose
staging of classical ballets, I wondered how Choon
Hyang’s exceptional demands—the abstract ideal,
the adaptation of a different genre of dance, and
guest artistic collaborators—could be realized.
How did participants articulate the ideal and



negotiate with each other? What kind of issues
emerged out of this process and what did they say
about the community? My fieldwork with this
inquiry began as [ greeted my ex-colleague
dancers. First, I simply asked them what they
thought of the ballet and its ‘“unusual”
characteristics; surprisingly, most dancers were
not as interested in the particularity as I was.
None of them had watched the video records of
the original version and did not know why each
part was done in such a manner.

For example, an interesting conflict between
the dancers and the choreography arose from the
scene where the two lovers Choon Hyang and
Mong Ryong strip in Act 1. Before this they just
met each other, and after this they made love—of
course, they danced Pas de Deux. Since their
initial, heart-throbbing first encounter was
reduced to a gentle exchange of glances, many
Korean dancers felt that “stripping and making
love” as soon as they came to know each other
went against “Korean traditional Confucian
morality.”> 1 found it interesting that what
troubled most was not Pas de Deux itself, which
symbolized lovemaking, but the suspended and
detailed manipulation of wundraping Choon
Hyang’s three-layered garment. While Pas de
Deux with its wvarious lifting and turning
techniques was not seen as “erotic” to dancers
who were familiar with classical ballet, disrobing
on stage was considered so.

Moreover, although the dancers were not
well-informed as to why the scene was directed
in such a manner, no one dared to ask. The lack
of discussion reveals the hierarchical and
sectionalized working mechanism of the ballet
company. Dancers did not intrude into the realm
of “creators,” they accepted what was assigned to
them. Noticing the stymied communication
among the participators as seen in this episode, I
became self-reflective regarding my role in this
context. As a former dancer I had embodied
knowledge and opinions to share with them, but
as a researcher I also needed to maintain a certain
distance. Finally, I began to mention those issues
during the interviews with directors and artistic
collaborators, and, naturally, the interviews
turned into discussion sessions. Of course, such
“discussions” meant there was a danger of me
imposing my hypotheses on them. However, as
my questioning stimulated them to reflect on
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things from another angle, the interviews
discouraged the repetition of prepared answers and
encouraged lively and dialectic ideas. For
example, as | delved into the topic of universality
vs. particularity of Korean culture in the interview
with composer Kevin Pickard, he adjusted his
position and said, “Now, you’ve really interested
me,” and he talked for another hour. In this
process, I was not a passive data collector but a
co-discussant promoting mutual dialogue.

No matter how meticulously the ballet was
planned, the degree of “how modemn” or “how
Korean” was not easy to agree upon. Talking with
individual collaborators, I found that each had
disparate understandings. For example, the
costume designer thought that the costume should
be even more modern than what was decided on,
and the scenery designer thought that the scenery
should be more realistic than what was used.
Moreover, while the costume was accepted as
“stylistic,” the scenery was regarded as so
“coarse” for the ballet stage that the designer was
changed right after the showcase. When the
showcase was done, directors and teachers of UBC
commented that they gained many ideas on how to
complete the whole work.

The Premiere, May 5-7, 2007

When I returned to UBC this year to research
the premiere of Choon Hyang, 1 first noticed that
the final outcome was quite far from the original
goal; rather than a ballet with a contemporary style
and compact volume, they ended up with a
realistic and grand scale ballet. So Young Lim,
marketing executive of UBC, attributed the change
to the feedback from the showcase. Assessing the
showcase, the company concluded that the
preoccupation with abstract concepts such as
“symbolic,” “contemporary” and “Korean”
prevented participants from being attentive enough
to each other and to the requirements of each
scene. As a result, UBC decided to focus more on
accurately delivering the proper message or
emotion in each scene, which naturally shifted the
production toward the previous style with which
UBC had been accustomed: grand and elaborate. It
may sound ironic that the showcase became the
impetus to digress from the ideal rather than to
approach it. However, does that mean it was a
fruitless project?



Although UBC did not achieve the ideal they
had planned, Choon Hyang was significant in that
it helped them to realize many crucial qualities
left unnoticed in doing classical ballet repertoires.
The most obvious issue was the dancers’ acting
ability as seen in their struggle to embody their
respective characters. Dancers who were used to
classical ballet felt challenged to perform the role
of unfamiliar Korean characters. For example, a
male principal who found it difficult to dance the
role of the lustful corrupt governor since he had
only danced the part of princes for 10 years. Also,
two female dancers who filled the role of the
humorous yet devoted mother of Choon Hyang
confessed that they felt at loss when they were
told, “In this scene, Choon Hyang is dragged out
so you have to be restless. Try it!” without
concrete choreography or focused training.
Moreover, dancers’ interpretations of characters
were not necessarily consistent with what
directors wanted from them. Hwa Young Choi,
one of the two casts as Choon Hyang’s mother,
interpreted the character as a flippant and
prattling rural lady, while the company seemed to
seek a rather elegant and devoted mother figure
for ballet stage.

However, these challenges also became a
chance for them to develop their artistic
capacities. Principal dancer Hyon Jun Rhee, who
had recently debuted, explained what he realized
in dancing the role of Mong Ryong as follows:

When 1 dance classical ballet, I have to
focus on making my steps impeccable.
Naturally, I often confront my physical
limitations. However, what matters in
Choon Hyang are how much I
concentrate on it, how seriously I devote
myself to it, so that this ballet motivates
me to dance from the bottom of my heart.

Also, Rhee’s partner Yena Kang mentioned
about the experience of having an artistic agency
in interpreting her role.

When two lovers finally reunite with
each other, I cry much more than the
other two cast members do. While they
interpret the scene lyrically, I rather
literally cry a lot. It’s because teacher
Neff adjusted the scene in accordance
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with the dramatic elements in my dancing,
which I think works well. I am very happy
about this process since my own artistic
interpretation was not discouraged but
encouraged in this ballet, which is
extremely rare in classical ballet.

Moreover, Kang also pointed out the
significant differences between the role of Choon
Hyang and that of Shim Chung. According to her,
the role of Shim Chung was choreographed
specifically for the original cast dancer Julia H.
Moon, the current general director, and has been
so dominated by her image and personality for
twenty years that there is little room for
descendant dancers to establish their own
interpretations of the role. In the context of a
classical ballet company, to become the original
cast of a ballet allowing unlimited interpretation
without precedent prototypes—either princesses
by famous Western ballerinas or a Korean filial
daughter by Julia Moon—is a precious opportunity
for dancers to enlarge their own artistic capacities.

While the conceptual goals were resiliently
adjusted for the sake of the work, the discourse of
those conceptions, particularly “Korean-ness,” still
persisted on the micro-level. For instance, casting
a Russian in the role of Mong Ryong became an
issue much as had happened when Kevin
McKenzie danced the role of the Korean King in
Shim Chung’s premiere twenty years ago; the
delicate material and flat-patterned Korean
costume Hanbok conflicted with what was
considered a proper ballet costume; the main
backdrop of the Act 1 depicting peach blossoms
was misunderstood by many audiences as cherry
blossoms (which symbolizes Japan and raised a
delicate issue for a “Korean ballet” considering the
historical conflict between two countries); and
some audiences and critics were dissatisfied with
the snow scene since it reminded them of
Nutcracker. (Hearing of the comparison with the
Nutcracker, producer Bae retorted, “Is Korean
snow different from American snow?”)

In particular, the fact that UBC is a Korean
classical ballet company with more than a dozen
foreign dancers adds another interesting layer of
meaning in terms of “Korean-ness.” For Choon
Hyang, Western dancers were told to spray their
hair black and even to have make-up done by
professional Korean make-up artists to diminish



their ““foreignness” in Korean ballet. This
decision contrasts with the convention in ballet
that Korean dancers are seldom asked to
“Westernize” their black eyes and black hair in
classical ballets performed by UBC. While
dancers occasionally wear wigs in classical
repertoires, e.g., pink wigs for Flower Waltz in
the Kirov version Nutcracker, it is the cast
members for Flower Waltz—not Korean
dancers—that are asked to wear wigs. I think the
unusual preoccupation with the “Korean look” in
Choon  Hyang rteveals the psychological
resistance of “Korean ballet” as a cultural
ideology.

Conclusion

After the premiere, Julia H. Moon told me
about things that needed improvement, including
the orchestration, the drama, Pas de Deux and so
on. The ballet premiered, and yet this does not
mean that it is completed. The moment of the
birth of a ballet that I witnessed passed, and it left
behind a creation called Choon Hyang. It will
slowly transform itself with shifting tastes and
demands. When it ceases to change, it will have
solidified its place as a “classic.”

Copyright 2007, Ok Hee Jeong

Endnotes

' All interviews quoted in the article were conducted with
video recording during the fieldwork, and were shown as
video clips at the conference presentation. Also, the
interviews were conducted in Korean, and translated in
English by the researcher.

I put aside the fact that the original story of Choon
Hyang is more erotic than the dancers’ vague
understanding in that lovemaking scene of two young
lovers, aged 15, is described in detail. The disparity
between the original story and the dancers’ general
assumption can be attributed to the face that this story is
so prevalent through various texts and media that people
know the story even without reading it.

86

Jeong



Grau

Dance, anthropology, and research through practice

Andrée Grau

Introduction

In the past fifteen years or so many
discussions and debates have taken place within
the broad fields of Performance and Dance Studies
about the links between practice and theory. The
multitude of terms used to describe the field, e.g.
‘practice as research’, ‘practice based research’,
practice-led research, ‘practice through research’,
‘research by practice’, ‘performance as research’,
suggests that, whilst acknowledging that there are
fundamental epistemological issues that can only
be addressed in and through practice, the
investigation of creative-academic issues is
nevertheless not an uncontested field and that
indeed it resists close definition.

My paper examines some of these issues but
rather than look at the fairly young disciplines of
Performance and Dance Studies I will go back to
ecarlier discussions coming out of anthropology,
ethnomusicology, and folk life studies, where
practice, rooted in fieldwork, has been central to
investigative research'. Indeed the question asked
in the call for papers ‘how does thought move and
how does movement think?’ had been asked by the
anthropologist and ethnomusicologist John
Blacking 30 years ago when he suggested that the
ultimate aim of thinking was "’to be thought” and
that this ability was what is generally called
genius, inspiration, or creativity. In his words: it is
a movement of the body; we are moved into
thinking' (1976:7). In a television series, which he
wrote and presented for Ulster Television,
Blacking argued:

Each individual as a baby has thought in
movement before thinking in words.
Every time we dance we become close to
the ground of our being, concerned with
the quality of our relationships with other
beings, and the elegance of the structures
by which life is achieved.

(Blacking 1987-8)

The starting point of my discussion is my
understanding that the anthropological approach is
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by definition performative. Its key concept,
‘culture’, developed by Edwin Taylor in 1870, is
performative in the sense that cultures exist only in
performance, being, as Blacking put it, "products

of human individuation re-interpreted,
translated, by every individual and every
generation” (Blacking 1986:3). Cultural

knowledge exists in the mind at various degrees of
consciousness and it takes shape through
movement, sound, touch, odour and so on. The
knowledge that human beings have is therefore
both implicit and explicit and it is simultaneously
somatic, intellectual, and emotional. The premise
of this paper then is that socio-cultural history,
values, ethics, bodily senses, and feelings are all
interconnected.

My presentation will be twofold:
1. I will discuss in what ways fieldwork, the
canonical methodology of anthropology is both
ideology and practice through examining the
performative aspect of its key method of
participant observation

2. I will then discuss ‘Learning to perform’ as a
research technique.

My argument is informed by some thirty years
of investigation and fieldwork experiences on four
continents.

Fieldwork

The folklorist Beverly Stoeltje discussed
entering the field to carry out ethnographic
research as similar to:

Looking into a pool of water. Depending
on the light and time of the day, one may
see a reflection of oneself, refracted
perhaps because of the ripples on the
surface. At sunset the reflection of the
surrounding trees and foliage appear, and
eventually one sees deeply into the water,
simultaneously becoming aware of the
underwater world, the forest, the sunlight,
and one’s own reflection.



(Stoeltje, Fox, and Olbrys, 1999: 158)

Fieldwork, and participant observation, is
certainly at the core of the anthropological
venture. Because ‘much of culture [..] is learned
but not taught” (Rice, 1995: 274), the
ethnographers’ presence in the field is essential.

Fieldwork is both the rite of passage of
anthropologists when they enter the discipline and
their “union card’ so-to-speak during the rest of
their career. Anthropologists Akhil Gupta and
James Ferguson argue that for research to be
accepted as ‘anthropological’ relies on the ‘extend
to which it depends on experience in the field’
(Gupta and Ferguson 1997:1). It 1is the
ethnographer’s presence in the field that brings a
stamp of authority to what anthropologists do. It is
their act of witnessing which gives validity to their
work and through fieldwork, intimacy is used as
an investigative tool, with all the problems this
entails, both practically and intellectually. As
anthropologist Vered Amit puts it:

There is surely no other form of scholarly
enquiry in which relationship of intimacy
and familiarity between researcher and
subject are envisioned as a fundamental
medium of investigation rather than as an
extraneous by-product or even an
impediment.

(Amit, 2000:2)

It may be worth noting here that this intimacy,
whilst searched for by researchers, is certainly not
a given. On the other hand it can sometime be
overwhelming, as for example when my partner
first, and I Ilater, were adopted into Tiwi
Aboriginal families.

Anthropological fieldwork involves “social
survival” for researchers, as fieldworkers have to
find a space they can operate from. Anthropologist
Mondher Kilani argued that 'in the field the
anthropologist plays his/her identity” (Kilani,
1994:42). Whilst for anthropologist Kirsten
Hastrup, ethnographers deliberately subject
themselves ‘to a world beyond their competence’
(Hastrup, 1995:17). 1 would argue that it is this
very instability that is at the root of the
performativity and its creative sideline of the
fieldwork experience.
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What we have in fieldwork therefore, is two
types of knowledge being brought together: on the
one hand an intellectual knowledge that is all
about establishing hypotheses, elaborating theories
and finding meaning for human actions; and on the
other an experiential knowledge coming out of
living among a group of people. One does not stop
living simply because one is removed from home.
Indeed this would not even be possible: my first
Australian fieldwork among the Tiwi, for example,
lasted 14 months without a break. In the field I am
a researcher but I remain a person. Life and work
cannot be disentangled, either physically or
conceptually (cf. Grau 1999).

Robert Lavenda and Emily Schultz, describing
anthropologists’ work, argued:

Anthropologists get to know people as
individuals, not as “data sets”. They
remember the names and faces of people
who, over the course of a year or more,
have become familiar to them as complex
and complicated men, women, and
children. They remember the feel of the
noonday sun, the sounds of the morning,
the smells of food cooking, the pace and
rhythm of life. In this sense, anthropology
has been an experiential discipline.
(Italics in the text)

(Lavenda & Schultz 2000: 5)

In trying to make sense of what is going on,
ethnographers are involved in a ‘subject shift’, to
use folklorist Jeff Titon’s expression where ‘one
acquires knowledge by figuratively stepping
outside oneself to view the world with oneself in
it’ (1995: 108).

In the process, links are made with one’s
previous reality. Relating to her first field trip,
one of our MA students Amaryllis Tsegou
considered:

I could not but relate at certain moments
with the locals and the celebration: the
two saints which are honoured have a
predominant place in the Greek orthodox
pantheon, but also in my family (my
mother’s name is Helene and my
grandfather’s, uncle’s, and cousin’s
Constantine), being absent from my



mother’s celebration, this one felt in a
way a very intimate “replacement”
(Tsegou 2007: 44)

The fieldwork experience is a dialogue; and
fieldwork is about inter-subjectivity. It is about
engaging with real people, with their conflicts and
consensus, looking at what Victor Turner called
their social dramas, whilst a the same time living
social dramas of one’s own. Anthropology is
about building bridges of understanding between
self and other and, as another of our students,
Fiorella Arenas, put it ‘the real challenge of the
researcher is not on how much information he/she
gathers but his/her ability to establish
relationships, making possible conversations with
“strangers”’ (Arenas 2007: 11).

‘The dynamics of self in the field” (Stoeltje
1999:160) needs therefore to be examined as it is
at the root of the data that is collected. Extended
fieldwork provokes intense self-examination,
which can take the researchers by surprise.
Anthropologist Martha Ward has commented on
this:

After the fact and in private, many of us
have discussed the failed marriages,
madness, depressions, or the changed
lives of our colleagues. Few of us [...]
honestly or eloquently document how
immersion in another culture alters our
very definition of self.

(Ward 1985: 477)

The relationship between ethnography and
autobiography is noted by many, acknowledging
that reflexivity is an integral part of the work.

The reflexive approach, very much in vogue
since the 1980s through the work of male
anthropologists such as James Clifford, Michael
Fisher, George Marcus, and Paul Rabinow, is
certainly not new. Early in the twentieth century,
Zora Neal Hurston (1891-1960), a student of Franz
Boas, pursued a research topic that has been said
to represent ‘an extension of [her] identity and
intellectual interests’ (Stoeltje 1999:161). She did
anthropology-at-home, decades before such
enterprise was even considered by anthropologists.
Furthermore she defied the scholarly conventions
of the time and presented her fieldwork findings
through performances, fiction as well as through
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more orthodox scholarly publications. Other
female anthropologists followed suite:
Anthropologist and dancer Katherine Dunham, a
student of Alfred Radcliffe-Brown and Robert
Redfield at the University of Chicago, chose to
present much of her findings through performance.
Others such as Laura Bohannan chose to share her
personal experience of the field through a novel,
written under a pseudonym (Smith Bowen 1964).
Anonymity was also the strategy of the author of
Reflections of a woman anthropologist: No hiding
place whom, according to Ward:

[did] not “study” humor, pain, poverty of
environment, or relationship between the
sexes. She experience [d] them, live [d] in
them, and [found] herself changed into
new forms of “becoming”

(Ward 1985: 477)

In her own words she was ‘simultaneously an
apprentice researcher and an apprentice human
being’ (Cesara 1982: 100).

Similarly, Claude Lévi-Strauss, the ‘father’ of
structuralism, can be said, somewhat ironically, to
also have introduced reflexivity into ethnographic
history when he described himself as proceeding
in the manner of Kantian philosophy (cf. Stoeltje
1999:166, Lévi-Strauss 1964: 18-19).°

Anthropologists and folklorists have therefore
always been reflexive and private experiences
were often at the basis of scholarly work. They
rarely said so in their writing, however. Stoeltje,
for example, comments that in the 1970s she did
not mention in an article that it was rooted in her
life history and that the diary she quoted from was
her grandfather’s, because ‘at that point, it was
acceptable to conduct fieldwork in one’s own
community and even in one’s own family, but it
was not yet conventional to acknowledge these
relationships in print (Stoeltje 1999: 169). It is also
worth noting that when anthropologists did and do
talk about themselves, the account is rarely
entirely candid. As anthropologist Esther Newton
put it, for example,

When a fieldworker writes in the first
person, she or he thinks and sometime
feels, but never actually lusts or loves.

[...]



Most “reflexive” anthropology, which
explicitly spotlights how ethnographic
knowledge is produced, has rendered sex
and emotion between ethnographer and
informants more abstract than before.
(Newton 1993: 5)

This would be worth investigating further, but
I want to turn to the other aspect of my talk, that of
‘learning to perform’.*

Learning to Perform

Considering the importance of experience as a
way of gathering anthropological data it is
interesting that with a few exceptions, students of
anthropology were not encouraged to participate in
musical, let alone dance performances, or if they
did, not to make too much of an issue of it. This
meant that for most of its history, even though
anthropologists tended to study societies with very
rich musical/dance cultures, these rarely entered
anthropological monographs. And whilst the
Turnerian concept of ‘social dramas’ or the idea of
the ‘presentation of self in everyday life’ offered
by the sociologist Ervin Goffman have been
embraced by many anthropologists, the notion of
performed ethnography, which Turner promoted
towards the end of his life has been seen with great
suspicion and it is interesting that his late
publications appeared in performance rather than
anthropological publications (cf. Turner and
Turner 1982 for example). Similarly Mette Bovin
‘provocation anthropology’ has been frowned
upon in many anthropological circles (Bovin
1988).

It seems that the situation was similar in folk
life studies in the US. Richard Dorson, for
example, is said to have discouraged students from
studying music as their dissertation topic, and,
according to folklorist Carol Silverman he ‘did not
view playing as an acceptable tool of folklore
fieldwork and analysis’ (1995: 308). In her view
‘in most folklore and anthropology programs
musical performance is as best irrelevant, or at
worst seen as taking away from the precious
scholarly focus® (1995: 308). This is rather
interesting and in contrast with the European
situation, where in the 1960s and 1970s folklorists
tended to be practitioners involved in the revival
movements taking place during the period, though
whether they brought their practice into their
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scholarly writing would need further investigation
outside the scope of this presentation.

It must be said, however, that on both sides of
the Atlantic at the time a parallel movement
emerged where ethnomusicology students were
encouraged to become ‘bi-musical.” The concept
and technique was developed in the 1950s by
Mantle Hood, who felt that musical eurocentrism
could only be challenged through the practice of
non western music as students, through it, would
develop ‘an ability to hear’ (1960:56)

In the 1950s when John Blacking was doing
his fieldwork among the Venda of South Africa he
felt that learning to perform was a crucial research
technique if one were to gain any deep
understanding of the principles underpinning
music and dance.

I decided to begin my general study of
Venda music with a detailed study of the
children’s songs. I thought it would be a
good plan to learn Venda music by the
same process as the Venda themselves, and
that by singing children’s songs I might
improve my pronunciation and my
vocabulary.

(Blacking 1967: 28)

For him, once fieldworkers had established a
good rapport with the people they worked with
and gathered a lot of material about the folk views
on how music and dance fit within the broader
socio cultural systems, they should, whenever
possible, participate in performance ‘and invite
criticism of [their] performance’ (1973: 214)

Bi-musicality, however, is somewhat a
misleading term in that, as ethnomusicologist
Charles Seeger put it in the 1970s it is not a high
level of musicianship that is necessary. For him a
degree of ‘competence of performance is
necessary for the knowledge about the idiom that
is the essential stuff of the study’ (1977: 325)
(italics in the text). What is important is for the
researchers to go beyond their competence, and by
going through this process question the bodily
knowledge they take as given (not as easy as it
seems for Western dancers in particular)

More recently ethnomusicologist Charles Keil
argued that:



All the listening in the world does not
conditions your mind-body to be musical
and therefore to take the next step in
listening... Unless you physically do it,
it’s not really apprehensible, and you are
not hearing all there is to hear inside the

music.
(In Keil and Feld 1994: 29-30)
In a letter written in 1972 to then
psychologist/musician and soon to become

ethnomusicologist John Baily, Blacking wrote:

Your experience in  sensori-motor
coordination is going to be particularly
useful because I am more and more
convinced that some of the essential
structures of music are rooted in the
body. [...] I am sure that your experience
as a musician, as indeed mine as a
pianist, will have indicated to you the
very close relationship which exists
between ‘dancing’ with the body and
producing musical sounds as a result of
this activity’ (in Baily 1994: 3).

This is what is interesting for us involved in
dance. Scholars like Blacking, Baily, Keil and
Turner have emphasised embodiment in their
work. Learning to play, or enacting ethnography
as a preparation for fieldwork, is about engaging
in a physical not just a cognitive level. Through
actively engaging in the traditions we study, we
are involved in enacting and re-formulate them,
and whilst one needs to be cautious and aware that
being able to perform to the satisfaction of our
teachers does not mean performing with the same
consciousness as theirs, ‘inter-musicalities’ and
“inter-choreologicalities’ can help the fieldworker
apprehend different conceptualisations of sounds,
bodies and movement in space and should be
encouraged, especially if it destabilises the
position vis-a-vis their own bodily knowledge.
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Endnotes

1 This presentation is part of a bigger project looking at
the performative aspects of fieldwork. Here |
deliberately chose not to draw from the field of the
anthropology of dance and cognate disciplines, to bring
to the attention of dance scholars the work of non-dance
scholars. In a forthcoming publication the different
branches will be brought together.

Tranglation from French by author

Notre problématique rejoint celle du kantisme, bien que
nous cheminions sur d autre voies qui ne conduisent pas
aux méme conclusions. L’ethnologue ne se sent pas
obligé, comme le philosophe, & prendre pour principe de
réflexion les condiditons d'exercice de sa propre
pensée, ou d'une science qui est celle de sa société et de
son temps, afin d'étendre ces constatations locales a un
entendement dont I'universalité ne pourra qu’étre
hypothétique et virtuelle. (Lévi-Strauss 1964: 18-19)

I must stress, however, that I do not necessarily
encourage the inclusion of autobiographical details. I
abhor ‘confessional anthropology’. Personal details
should be included, in my view, only to situate the
socio-political position of the researcher as this may
colour his/her research and if they enrich the theoretical
discussion. I have little respect for works that tell us
more about the researcher than the researched.
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Constructing dance knowledge in the field: bridging the gap between realisation

and concept’

Georgiana Gore’ and Egil Bakka

Apologia
EB and GG: Our presentation arises from
discussions during the last two years concerning

appropriate  methods for constructing dance
knowledge.
EB: These include methods in fieldwork for

accessing the kind of knowledge from which
dancing springs, the knowledge of dancing people,
GG: as well as the appropriate methods for
constructing academically based dance knowledge as
a result of our fieldwork.

EB: I am coming to our discussions from traditional
dance or folk dance. I see dance as intangible
cultural heritage, and accordingly dancing as a part
of the world’s diversity, as in biological diversity. |
believe that movement diversity is equally
important. For me dances and dancing matter.

GG: For me too, Egil. But, as an academic anthropo-
logist and one-time choreographer, I'm less directly
engaged in promoting dance diversity and more
concerned with understanding how diversity is
promoted, the decision-making processes involved
and the network of relations constructed to do so,
which involve actors such as yourself.

EB: Our discussions also emerge from my pre-
occupations as an ethnochoreologist with differences
in approach, especially when I compare my own to
those used by anthropologists like you, Georgiana.
It seems to me that anthropologists have come to
privilege interviews and discussions with dancers.
They almost seem to have discarded observation,
filming and analysis of actual dancing, and
consequently the basis for analytical work with
dance movement.

On the other hand, researcher colleagues, such as
Desmond (1994: 58) and Farnell (1999: 157) have
argued that we need to develop skills for analysing
movement, to become movement literate, that we
need to be able to write and read movement texts, for
example Labanotation scores, and develop other
such tools in our field.

GG: Methodological and epistemological issues
have been one of my ongoing preoccupations; and
while Egil’s have often been related directly to
concerns about methods for maintaining,

transmitting and revitalising dance traditions, my
own have been connected to an early realisation that
what you study and the results obtained are
configured by the research methods and theoretical
perspectives that you use. As I said last year in Cluj,
Romania : ‘You can’t crack a nut with a steam roller
and hope to eat it” (Gore, 2006).

EB and GG: And we both agree on this point
although our perspectives are evidently different.

The plot

GG: So now we’ve reached the plot. It’s true that
anthropologists now engage in more dialogical
modes of knowledge construction. They have
rejected traditional observational techniques on the
grounds that these are overly positivist; that they
only enable documentation of the dancers’ behaviour
from an external point of view, the researcher’s
perspective. They therefore cannot account for the
meaning attributed to action unless through the
researcher’s inferences. Nor can observation render
the agents’ perceptions and experiences, that is their
subjective or “insiders’” point of view. This is why
anthropologists have come to rely increasingly on
generating verbalisations from a variety of interview
techniques, without, I add, entirely abandoning
participant observation.

EB: I cannot see that observational techniques are
overly positivist as such, and I do not argue that they
should stand on their own. Certainly these tech-
niques alone will not sufficiently take into account
the perspectives of the agents; but, as part of a
research strategy, I think they are underestimated. In
my mind, dance knowledge is not only about the
meanings of the agents, but also about the actual
skills and movement patterns which carry and even
create meaning. Therefore, movement patterns need
to be documented through observation, filming and
analysis as part of the construction of academic
dance knowledge.

Presenting the characters
EB: We need to present our characters now, the
concepts we wish to put into play. For me, there are



two dimensions of dance through which we can
access dance knowledge.

One dimension is the realisation of dance — the
fact that somebody is dancing. It is through this
dimension that dance is experienced as such.

The other dimension is the skills and knowledge
which a dancer has accumulated, and which enable
him or her to dance a specific dance. This includes,
of course, the meaning the dance has for him or her.
I suggest calling this the dance concept. Accordingly
we could say that when I dance or realise a certain
dance, it springs from my dance concept. So in order
to understand a certain dance I think it is a definite
advantage to access both dimensions, both
realisation and concept.

GG: I think I may want to react here to something
which is, perhaps, part of the basis for our
disagreement. I’'m uncomfortable with the idea that
we “access” dance knowledge, if the knowledge is
assumed to pre-exist our intervention in the field. I
don’t mean that dancers don’t have ideas about what
they do, your dance concept. But it seems to me that
the researcher plays an active role in producing the
knowledge, not only through his involvement in the
field (‘the observer is himself part of his
observation’ (italics in original) as Lévi-Strauss
(1999: xxvii) posited as early as 1950), but because
the dance knowledge is always constructed in the
interaction between researcher and dancer. It’s really
a question of cognitive transaction and co-
construction of knowledge.

EB: I think we need to distinguish between two
kinds of dance knowledge. First: The skills trans-
mitted and norms negotiated in a “dance society”,
that is in a group which shares the practice of a
dance. Second: The results of interaction and
negotiation about this first kind of knowledge, when
a researcher wants to fix it in some way as academic
dance knowledge.

Maybe, we should rather refer to the dance
knowledge of dancing people as the dance concept.
The concept enables dancing people to dance a
dance according to norms, to recognise it when other
dancers do it, and, to some degree, to talk about it
and describe it.

GG: Let me bring our third concept, tacit knowledge
to the stage for discussion.

So, is the dance concept the same as tacit know-
ledge? And if so, isn’t it then sufficient to gain
access to that knowledge through provoking verbal-
isation?

EB: I think about a dance concept as having
knowledge at several levels, some tacit, some not.
Some aspects of a concept are available for us to
verbalise directly, particularly if the dance has been
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instructed to us in words. Example: Which hand do
you use when you shake hands with someone? This
is hardly tacit knowledge to us here. Some tacit
knowledge is not conscious, but is straightforward,
and we can easily verbalise it just by observing
ourselves. Example: Which hand do you use to open
the door? I have found out that most people do not
know before they try, but after trying, they know and
can tell me.

Some tacit knowledge, however, is of a complex

nature and we cannot easily verbalise it even if we
practice the knowledge every day. Example: Can
you please instruct my daughter who broke her leg,
how to ride a bike, so that she can do it when she is
well again without prior practice?
GG: The question of how to elicit tacit knowledge,
or knowledge concerning action (goal directed
action) has produced a number of answers. Many of
these come from research done in cognitive and/or
phenomenological psychology. A common techni-
que is stimulated recall from video film of the initial
action. The dancer comments a video film of his/her
dancing, and the verbalisations are recorded. This
reveals much about the dancer’s experience and
thought processes, but also about how the researcher
conducted the interview and how this configured the
verbalisations on the action. A more phenomeno-
logically based technique uses no external artefact to
stimulate verbalisations. This is the explicitation
interview® developed by Pierre Vermersch (1994)
and colleagues, in which the agent is replaced in the
lived situation which is the object of the interview,
under the controlled guidance of the researcher.
Through remembering or reminiscing on this
original situation, verbalisation concerning the
subjective experience, including its affective and
cognitive dimensions, becomes possible. It aims to
avoid a situation of post-rationalisation, in which the
interviewee talks around the experience and not of
the experience. This kind of interview might well
yield the kind of information about how you balance
on a bike for your daughter to understand what’s at
stake.

Action

EB: We shall now show you a filmed extract of a
Norwegian dance, the “gangar from Setesdal”, and
try to demonstrate how each of us would interrogate
the material using our respective methodologies in
order to bridge the gap between realisation and
concept.

EB: Documenting traditional dance is a standard
procedure at my institution® we film each couple
doing the same dance several times. Then we



Birgit Austad and Aslak Austad from Setesdal are dancing
gangar during a filming session in 1970 Photo: Gunvor Bakka
Rff-sentret.

transcribe each realisation, and compare tran-
scriptions. In this way improvised patterns stand out,
that is, as differences between different realisations.
This dance material is well known to us in its
conventional taught forms, but this kind of analysis
of the models and of the pioneers of teaching enables
us to discover hitherto hidden patterns.

When we analysed the film you saw, we
discovered that norms for improvisation seemed to
be different between dancers on the film and
younger dancers.

Younger people saw it as a norm for the man

and the woman in a couple to coordinate their steps,
like this. They considered this — where we do not
coordinate our steps — to be wrong. (EB and GG do
the simple step version together in coordination and
then EB changes his pattern so that they are not
coordinated.)
GG: This norm appears not to have existed among
the older couples. The man and woman quite often
danced without coordination, and did not seem even
to try to coordinate their steps. (GG then leaves EB
who, alone, continues dancing the more complex,
version.)

We also discovered a variation in step technique
among some older dancers, which no younger
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dancers knew existed. Both older and younger
people performed the step like this. ( EB shows the
step on his own.)

But the older people had this alternative to the
step, which no younger dancers therefore used. (EB
shows the alternative step.)

So the repertoire of steps and how these are
deployed is part of the dance concept?

Egil’s exposé

EB: Yes, but for me these step patterns are good
examples of the very deep layers of tacit knowledge.
These kinds of patterns could probably only be
discovered through the dimension of realisation.

They would probably not be discovered without
sophisticated analytical tools applied to filmed
material. In other words, I think that the patterns are
a layer of the dance concept which the dancers
themselves could not verbalise without being given
the analytical tools of the researcher and being
trained for it.

As to the coordination of the steps between man
and woman, the older dancers might easily adopt the
conventional opinion that the steps ought to be
coordinated. They may claim this when we elicit
their dance concept verbally, and have probably been
doing so even in demonstrations and teaching.

GG: This seems to mean that you don’t have any
confidence in the verbalisations, because the dancers
tend to give only idealised understandings and
nothing from their own experience and knowledge.
But, perhaps this is underestimating their capacity
for reflexive analysis, and what is needed are the
appropriate methods. I think it might be possible to
provoke verbalisations of experience and complex
tacit knowledge, and thus to train the dancers to
analyse their experience through the techniques that
I mentioned earlier.

EB: Interview techniques are definitely interesting. |
have also tested what I called ‘dialogue in
movement’ (Bakka, 2002), researching through the
shared experience of dancing, the other approach I
defend, but which we finally don’t have time to go
into now.

Georgiana’s exposé

GG: Let’s go back to the “gangar”. From what you
say, the step variants you demonstrated and which
emerge as improvised in the dance, are as important
as the improvisations between the man and woman.
It’s now too late to use the explicitation interview
technique with the dancers on film, but it would be
possible to do so with the younger dancers in order
to understand, for example, their choice of step at a



given moment in the dance. Maybe there’s even a
pattern to the improvised choices.

The idea of this kind of interview, as I indicated
earlier, is to put the interviewee in touch with his/her
experience during a very precise moment of action,
and to request that he/she describe or narrate the
actions undertaken, their sequence, the feelings and
thoughts associated with the specific actions. The
focus has to be on the specific task as undertaken.
For example: ‘At the moment, Egil, when you placed
your weight on your left foot, what were you
thinking about?” Because of its relation to lived
experience, it is evident that the interview must
ideally be done as close in time to the action or
dancing in question. So Egil, do you agree that we
should now begin an interview so that I can better
understand what the differences are between the
alternatives that you just demonstrated?

Resolving the plot

EB : No, I don’t think we have time for it now. I
think we should start resolving the plot. Is there an
obvious conflict between the two of us? Did our
concepts clarify, or did they play dirty tricks on us?
Do you as a dance anthropologist really discard the
analysis of realisations or look at them as being of
little relevance for constructing our academic dance
knowledge for the future?

For my own part, as an ethnochoreologist, I
certainly see the value of advanced dialogue or
interview techniques to elicit verbalisation of the
dance concept. I’ve done my share of fieldwork
interviewing, and also shown dancers films of
themselves. 1 felt it was really hard to get beyond
conventional opinions and expressions. Maybe it’s
because traditional participatory dance of the kind
we saw, in my opinion, lacks intentionality at its
detailed level. The ultimate flow experience, which a
dancer is searching for, takes over, when he or she
can let go of all preoccupations concerning what the
body ought to do, and just let it happen without
reflection. The ultimate experience for me is the
harmony with my partner, with musicians and with
context. The question is then, is this a repetition of
conventional sayings or is it really my lived
experience?

For me, my tools for analysing realisations seem
a lot sharper than the tools I have for interview and
dialogue, but I would certainly like to learn more
about the explicitation interview.

GG: We could go on discussing for a lot longer, but
I think we should begin winding up. Let me now
reveal my hand: of course participant observation is
necessary, as are filming and analysis, but it all boils
down for me as to how you use them, how you treat

Gore & Bakka

the material generated. One example of an effort to
couple more phenomenologically based approaches
with observationally based movement description is
of course Deirdre Sklar’s work (1999, 2005); though
dare I suggest — in case she’s here in the room — that
her descriptions of dance experience don’t access the
same level of experience that the explicitation
interviews do?

EB: A plot is also about understanding relationships
between characters, so let me try to look at the
relationship between the realisation and the concept.
It seems to me the results you get from approaching
dance through the two can never be harmonised or
can never totally match.

GG: I would go so far as to say that the gap between
concept and realisation will always remain, as this is
necessarily an asymptotic relationship.

EB: As I understand it, an asymptotic relationship is
like when you see a railway track on a large plain,
the two rails seem to get closer due to perspective,
but they actually never meet, or, only theoretically in
infinity.

Yes, I agree, but for me to work with both rails
or both dimensions at the same time enhances the
knowledge of both of them, and in some sense
diminishes the gap between them.

Epilogue

EB: You have witnessed a dialogue across differ-
ences.

GG: We agree to disagree,

EB and GG: and so the audience like in any good
play becomes the judge, taking sides with one
character or another, or as in a Brechtian play
maintaining distance on action and appreciating the
play of concept-characters.

Copyright 2007, Georgiana Gore and Egil Bakka

Endnotes

! Structured like a drama and presented as a choreographed
dialogue between ourselves and with PowerPoint, this
paper was the result of a close collaboration, each of us
contributing to the overall structure and to each other’s
spoken parts. The presentation included a brief DVD
extract of a traditional Norwegian dance, and short dance
demonstrations by the presenters. We have retained the
dialogic structure, which formally enacts some of the
content, the letters EB and GG therefore indicating the
passages delivered respectively by Egil Bakka and
Georgiana Gore. The headings refer to the PowerPoint as
well as highlighting the dramatic structure. The oral
presentation’s syntactical and grammatical “errors” have
been left, unless they render the meaning obscure or
ambiguous.

Georgiana Gore presented, at the conference, under her
French professional name, Georgiana Wierre-Gore.



For further information on this technique consult:
http://www.expliciter.net/.

Rff-sentret - The Norwegian Centre for Traditional Music
and Dance.
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Sperling

Loie Fuller’s Ballet of Light:

Re-imagining a 1908 Media Spectacle in the Digital Age

Jody Sperling

Loie Fuller’s 1908 Ballet of Light was a
cinematic spectacle involving the projection of
images—including  underwater  landscapes,
stellar constellations, volcanic eruptions, and an
aurora borealis—onto transparent gauzes hung at
the front of the stage. Fuller’s company of young
dancers, known as her “muses,” danced
barefoot, without “fleshings” and in “the
flimsiest of draperies” behind, and/or amongst
the drop-screens.' As they waved scarves in
flowing motion, they became swept up in
morphing environments. Fuller harnessed the
technology  of her  day—magic-lantern
projections and sophisticated lighting plots—to
depict natural phenomena. She took her
audience on a geographic journey—much like an
IMAX movie—through the sea, the frozen north,
up to the heavens, and finally landed in a garden
of butterflies.

Ballet of Light had its premiere in London
and toured the United States in 1909. Last year,
Margaret Wilson at the University of Wyoming
approached me with the idea of setting a Fuller-
style recreation on the students. After reading
reviews of Ballet of Light, 1 knew that this was
the one I wanted to try. Here’s an excerpt from
the review that sparked my imagination:

As [Loie Fuller] has contrived it, her
Ballet of Light is half-luminous
background and half-illuminated
motion. Misty gauzes screen the front of
the stage. Upon them, and through them
to other gauzes beyond, stream
changeful lights of many hues. They
project upon the gauzes and upon the
spectators’ fancy images that now bear
some  resemblance to  fantastic
landscapes that again are mere riots of
luminous splotches or luminous bars,
and that yet again seem like some
ordered kaleidoscope of interplaying
lights. Within these gauzes, the dancers
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moved like so many Loie Fullers with
youth renewed. As they flowed from
motion to

motion and pose to pose or as they made
play with their scarves, light above,
below, before, behind, poured upon
them. They became as butterflies with
light touching, mottling, firing their
wings. They became as nymphs of flame
in a sea of fiery vapors in which they
waved and curled yet more fiery
scarves. . . . The dance illuminated and
not the dance itself was the goal. Eyes
had swam and fancy rioted in an orgy of
luminosity.”

So how do you recreate an “orgy of
luminosity? I had worked with magic-lantern
images previously for my Magic-Lantern Dance
(2000), a collaboration with Terry Borton of the
American Magic-Lantern Theater. I knew how
rich these projected images could be. I had
recently transferred all of the original slides for
that piece to DVD so that I could perform the
solo at the Reynolda House Museum without
Terry being present to operate the lantern. All
we needed was a high-powered video projector
to cast the video on my costume as I moved. The
video projection, though slightly pixilated, was
not far off from the original. So I knew that
video was the way to go with Ballet of Light.

Given the constraints of time, budget and
technical support for this project, I figured the
simplest way to accomplish our “light orgy” was
to have a single source video projector (as
opposed to the multiple sources implied in the
review) onto one front “gauze” or scrim. The
video would create the environment for the
dancers who would appear, when side-lit, as
being in front of the image.

For the project, I collaborated with scenic
designer Roger Hanna (who had just won a



Bessie Award for his work with Susan
Marshall). We had fun attempting to reproduce
some of the vintage lantern effects with digital
video editing. You will see some examples later.

The biggest issue that we had to face is that
no music was credited on the programs or
reviews for this piece. I found this strange
because all the other dances were given detailed
musical credits and so much of Fuller’s
approach relied on music visualization. To fill in
the gaps, 1 collaborated with pianist Jeffrey
Middleton (with whom I have worked for almost
a decade) to create a medley of image-
appropriate  music. Knowing well the
extraordinary range of music that Fuller used, by
virtually the whole canon of classical
composers, [ felt drawn towards powerful
themes. I rejected one or two initial selections as
being too “tasteful.” Jeff and I eventually settled
on a scenario, somewhat simplified from the
original, and then chose music to illustrate each
section. Our final selection includes, among
other composers, Satie, Ravel, Debussy, Chopin,
Grieg, Delibes (“Flower Duet” from Lakmeé),
and ends with the famous overture theme from
Rossini’s Barber of Seville. The result is full of
contrasts and recognizable melodies. As we
envisioned it, the medley is an over-the-top
romp through many geographies.

Once we had the score recorded, the next
stage in the process was to create a “music
video.” I knew I only had one week in January
to choreograph the dance, so Roger and I
worked in the fall to prepare a DVD with all of
the projections synchronized to music. In
essence, | came into the choreographic process
with my “sets” on disc and then fashioned the
dancers into the visual environment.

While most of the reviews of Ballet of Light
were positive, one critical review is very telling
about some of the potential pitfalls of using
projections:

The whirling, floating, iridescence of
Miss Fuller’s famous dance got much of
its brilliance by contrast with a black
background. Light the background, as
happens when you threw lantern
pictures upon the gauze that separates
audience from performers, and you
break that contrast. You get softer,
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sweeter effects now and then—mother-
of-pearl or a sort of peach-blow
daintiness—but never the dazzling,
smiting splendor that made Miss
Fuller’s art such a tempest of beauty.

In addition to the lack of contrast between figure
and foreground, the writer points out another
problem:

And just this mother of pearl or peach-
blow loveliness brings a woe with it. It
makes the lantern slides a horror.
Painted by hand and with some delicacy
they become crude and almost grotesque
when enlarged on the gauze. They look
like daubs. This method, perhaps, were
it not for the exquisite refinements of
color and the fleeting, poetic charm of
gossamer textures when the dancers fill
the bottom of the picture with their
swirling draperies. It is a little like
setting a sunflower—one might say
cabbage—next to a bowl of pink roses.
Or, to keep closer to the distinction, it is
a little like allowing sign painter to
produce the Dbackground for a
Meissonnier.*

So the writer here raises the problem of
resolution. This is an issue that we still face
today. Instead of “daubs” of paint being blown
up though, we have potential pixilation. And in
the lack of video resolution, there is a risk of the
image looking like a video game.

[At this point in the presentation, I showed clips
from the performance of Ballet of Light by
students at the University of Wyoming and
discussed the way in which the projected digital
video recreated and adapted magic-lantern
techniques:

Sea: Bubbles Rising. Effect could have been
produced manually in lantern-era.

Fire: Tank Slide. Video of antique lantern slide
that holds water. When drops of food coloring
are dropped into the “tank,” swirls of color
appear to rise on the screen because of the



inversion effect of the lens. Effect is multiplied
and enhanced digitally.

Space: Moving concentric rings. This pattern
comes from lantern slides that were used to
teach astronomy. The image is then digitally
replicated and made to move.

Aurora Borealis / Angels: ‘“Mother-of-pearl”
Effect. This section illustrates how the soft
contrast between colors in the foreground (the
projected image on the scrim) and the hues
thrown on the dancers’ costumes from the side
can create iridescent effects.

Garden of Butterflies: Digital Chromotrope. A
chromotrope is a kind of magic-lantern
kaleidoscope. A similar effect, shown here, can
be produced via Final Cut Pro.]

Conclusion

Given today’s preoccupation with intermingling
technology and performance, it is interesting to
examine Fuller’s sophisticated use of magic-
lantern slides in the creation of an overwhelming
and transporting dreamscape. Using digital
methods to recall these effects raises issues
about the transposition of texture and brilliance.
Fuller may have had to deal with daubs of paint
on her slides and issues of resolution, but she did
not face the matter of pixilation nor did she
worry about the image looking like a video
game.

The assumption with technology is that there
is a constant trajectory of improvement. I don’t
want to repudiate the advances of the last
hundred years, nor do I want to fetishize
obsolescence, however 1 think that we should
understand the different textures that different
generations technologies offer. I hope this kind
of re-enactment—using video to imitate lantern
slides—can be a creative exercise that produces
unexpected and visually provocative results.

The fact that Ballet of Light was ‘“half-
luminous background and half-illuminated
motion” made it almost impossible to
photograph. The lack of wvisual information
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about the piece is made up for by colorful
written accounts. By employing an open and
creative process in my re-envisioning of Fuller’s
work, I am also advocating in general for a
stronger role of “imagination” in the process of
remembering dances from the past—even ones
that would presume a greater authenticity. If
theory and practice have anywhere to meet, it is
in the mingling of scholarship with an active
choreographic imagination.

Copyright 2007, by Jody Sperling

Notes
! “Night of Dancing: No Shoes, Stockings or Tights,”
Hartford Courant, 12 January 1910. In Robinson Locke
scrapbook of Loie Fuller clippings, New York Public
Library for the Performing Arts, p.109.
Unidentified clipping, Locke scrapbook, p.93.
i Unidentified clipping, Locke scrapbook, p.112.

Ibid.



Lawton

Theory of Alwin Nikolais : improvising, exploring, examining and defining

Marc Lawton

Trained in the 1930s by Hanya Holm, thus
inheriting from the German pedagogy that
grew from Ausdriickstanz, also marked by
journalist and theoretician John Martin and
philosopher Susanne Langer, Alwin Nikolais
(1910-1993) established his school and
company in New York City and gradually
designed in the 1950s several tools he used in
his work. A great teacher and a prolific
choreographer, his legacy is today palpable,

providing the dance with an enlarged
theoretical field.
Expanding from Laban’s philosophy,

Nikolais refined and enriched it by borrowing
from other fields: Jung’s psychoanalysis, Mc
Luhan’s  sociology, Arnheim’s  gestalt
psychology. But overall, he experimented on
the bodies of his company members, among
whom Murray Louis was a key figure. His
approach grew from a constant shuttling
between his principles — which he called the
“big four”, i.e. space, shape, time and motion —
and the sentient experience of the dancing
body.

The practice of dance produces its own
norms: without outside theoretical knowledge,
but through both respecting and modifying
pedagogic praxis and theory, Nikolais
elaborated his own dance language and
teaching tools, which were used in daily class -
a triad of technique, improvisation and
composition. This pedagogy, still popular and
used today around the world, provides body
and mind with an immediate awareness of the
on-going factors present in dance movement.

Theory class

When teaching occurs, so does theory. In
Nikolais’s daily class, after technique came
precisely “theory”, a class which “purpose was
to theoretically investigate, through
improvisation, the many facets of the
principles of dance” (Nikolais and Louis,
2006: 35). Improvisation with Nikolais also
enabled
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instant concept, instant choreography,
and instant performance. He was
looking for the fulfillment, balance
and consonance of these three areas.
(Louis, 1980: 146)

Improvisation, a key-element of modernity
in dance, seems to embody here that privileged
moment when practice and theory merge and
acknowledge each other. Taking from Mary
Wigman to whom she was a long-term
assistant, Hanya Holm, from 1931 on, taught
her American students her “class lesson”,
which  featured  experimentation  and
verbalization. Nikolais renamed it “theory”,
and described it as an attempt of Holm to
destroy the tendancy to imitate:

Hanya extensively utilized
improvisation, which greatly
encouraged the flow between the mind
and the body. Improvisation coaxed
out of hiding that infinite source of
human information buried in the inner
caverns of the brain and led it to play
its substance upon the physical
instrument. All these theories and
processes are useless without the eagle
eye and sensitivities of the master.
(Nikolais, 1992: 55-56)

In the same essay, Nikolais also recalled
how intense and complete Holm’s teaching
was, referring to it as “Jungian rather than
Freudian” and as a “general” technique, i.e.
not reflecting the qualities of one particular
artist. Its main goal was “classic consonance”,
as opposed to the “dissonance of the agony
and the ecstasy”, which he claimed he found in
other artists’ work of the time. Drawing a
parallel between Cunningham and Nikolais,
Gay Morris speaks of objectivity when dealing
with the work and philosophy of these two
choreographers. She clearly states the
importance of improvisation in Nikolais’s
approach:



Although Nikolais’s theory
constituted a rational system, its
overall aim was to unfix habits and
rigidities rather than to impose them.
In particular, his use of improvisation
was meant to give direct access to the
motional content that lay beneath
emotional representation.

(Morris, 2006: 188)

New tools

The “big four” quoted above belong to the
analytical approach Nikolais took from Laban.
They constitute the keystone, the law to which
you always refer and come back to, whether
you are teaching, dancing, composing,
improvising or watching. A whole panel of
action verbs and adjectives allows for teaching
premises (using no patterns or codification)
and exploration potential. Principles of shape
and motion replace Laban’s weight and energy
flow: shape stresses Nikolais’s concern with
the visual and sculptural aspects of the dancing
body, whereas motion acts as an overall
principle, gathering the natural laws of
movement, the dancer’s inner motor base as
well as a qualitative experience on a more
subtle level. Space is explored thoroughly in
all  directions and dimensions  with
architectural clarity, including inner space and
projection, and time focuses among other
aspects on duration and illusion. All four
principles relate to an enlarged palette of the
senses.

From the 1950s to the 1970s, Nikolais
designed specific tools to allow his new vision
of dance to take shape: decentralization,
immediacy, gestalt are among them. These
means have one goal: conveying a new
definition of dance as the “art of motion”,
communicating its own intelligence and
initiating a whole new field of exploration
which Nikolais named abstraction.

“It (the dance) dictates where it wants to
go”, said Nikolais: whether he chose from the
material his dancers produced while
improvising or when he advocated following
the organicity of a growing gestalt in
composition class, he relied on intuition in his
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choices. Claudia Gitelman, in the conclusion
of her recent essay, comments:

While some choreographers of his
generation used scores, game rules,
and other predetermined structures,
whether  contrived or aleatory,
Nikolais claimed spontaneous
decision making (...). He advised:
“Don’t rationalize the means. Work
from intent. Develop a feeling for it.”
In the same interview he expressed
admiration for the “orderly German
theory taught by Hanya Holm” and
“the precise concepts” she used in
teaching. Two roots of Nikolais’s
pedagogy and choreography — an
intellectually determined calculus of
motion, and trust in the
unpremeditated — suggest an apparent
paradox inherent to modernism
(Gitelman, 2007: 43)

A document on intuition

A film by Alain Plagne for the French
television documented this in 1984. The
excerpt shown today to illustrate this paper
features three aspects.

First we see Nikolais teaching, clearly
using no pre-defined patterns and calling for
the power of imagination to work on the
quality of ‘rebound’ in technique class; then
Nikolais asks his dancers to improvise with
body parts, shape and peripheral space: we see
here the sense of trust between dancers and
teacher, the immediacy of the motional
responses and the concentration of those
watching. Simultaneously, we feel how
directive Nikolais was with his voice and drum
accompaniment (not to mention his obvious
“eagle eye”!). No reference is made to music
or emotion, emphasis is put on
experimentation and invention, accuracy and
total involvement, and, in a nutshell, we
experience how  “the artist’s esthetic
development is inextricably bound to his
pedagogy” (Gitelman, 2007: 40-41). Finally
Nikolais, after humorously stating how
“dancers want to look pretty when they should
be more “primitive” and be shaped as if they
were clay”, uses the image of sending down



into the ground a pipe to get to the water: “you
start pumping, hoping that, luckily, it (i.e. the
connection between your mind and your
vision) will happen”. This is a good example
of how Nikolais relied on intuition and also on
the idea of source.

Context and challenges

The belief in an universal law has of
course to be contextualized. In the 1950s, as
Gitelman states, Nikolais “rejected prewar
modern-dance esthetic, which was
representational and psycho-socially
configured” (Gitelman, 2007: 29). As Merce
Cunningham did at the same period, he
“jettisoned  characterization, literary and
musical motivation, and discarded heroic,
emotional and gender displays, leaving the
exploration of communication inherent to
movement itself” (ibid). Nikolais’s major tool,
decentralization, had two purposes: first an
ideological formation responding to esthetic
and socio-cultural conditions of the time, and
also a pedagogical strategy used to overcome
limitations of movement vocabularies.

But the resulting ‘depersonalization’ of
dancers and students and the abstract pieces
such as Noumenon, Web (1953) or
Kaleisdoscope (1956) and Cantos (1957)
challenged critics and audiences. The new
took over from mythological past, as seen in
Graham dance dramas. Invention with props,
unisex tights of bright color on electroacoustic
music questioned current gendered narratives
of the dance stage, frequently choreographed
to symphonic music. Spectacle of light, color
and shape destabilized viewers’ usual agendas
where clear identity and sentiment prevailed.
Gitelman furthers this by seeing an element of
social critique in Nikolais’s attempts in an age
of the “so-called Organization Man, where
social mechanisms vaunted predictability and
consistency” (Gitelman, 2007: 31).

On a personal level, I was trained in
Angers, France, when Nikolais was appointed
director of the new National Center for
Contemporary Dance (CNDC) in 1978, and
only recently have I been able to question the
alleged universality of Nikolais’s tools and
syntax. Can one use these on all continents at
all times? Can any dancer grasp them,
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whatever his/her culture and identity may be?
A thorough investigation would surely help to
be more critical towards this legacy, given the
following contexts of the 1950s: historical -
the USA during the Cold War, socio-political -
emphasis on heterosexual norms, rampant
homophobia and power of the teacher-
choreographer, artistic - prominence of
abstract expressionism in the visual arts,
poetry of the Beat generation and issues of
improvisation, and technological - discoveries
in the fields of sound, lighting and textile
industry. This question is even more relevant
considering the little scholarly work that has
been published on Nikolais until recently.

A new instrument

Nikolais’s unique combination of practice
and theory was born at a certain moment in
history, influenced by twentieth century
modernism and highlighted by an ideology —
meant here as an ensemble of imaginary
representations. This ideology, as pointed out
above, had a lot to do with the strong
personnality of its creator, his charisma and
the extraordinary momentum he created. One
can even speak of ‘beliefs’ in Nikolais’ theory
— the most famous one being surely ‘Motion,
not emotion’. His quest for the universal and
for the source of art comes with a further need
for the dancer to remain autonomous while
responding to the environment.

In order to achieve this ambitious goal, he
needed a new instrument he named the
‘metaphorical dancer’. Familiarized with his
theory, such an artist became capable of
revealing Nikolais’s vision.

Copyright 2007, Marc Lawton

Pour les personnes intéressées par la version
francaise de cette communication, celle-ci
pourra vous étre adressée par e-mail sur simple
demande a marc.lawton@wanadoo.ft.
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Vellet

Praticien/chercheur : co-construire les savoirs

Joélle Vellet

1- Introduction

La transmission de la danse par l'artiste
lui-méme, danseur chorégraphe ou danseur
passeur est au coeur de nos questionnements
actuels (en danse contemporaine depuis
plusieurs années, auprées de différents
chorégraphes et en différents contextes, depuis
trois ans en danse traditionnelle d'Auvergne).

Que fait le danseur quand il conduit l'autre
dans sa danse: une danse choisie, voulue,
révélatrice de choix artistiques propres, de
conceptions du corps en mouvement ? Nous
cherchons a comprendre ce que font
réellement les personnes lorsqu'elles sont en
situation de transmission, nous renseignant sur
la danse elle-méme d’une part, mais aussi sur
le sens de I’activité du danseur en situation
d’enseignement ou du chorégraphe en
situation de création, lorsqu'il permet a
I’apprenti danseur ou a l'interpréte de créer la
danse dans des qualités gestuelles spécifiques.

Dans le cadre de cette communication,
nous souhaitons aborder une problématique
qui est apparue au cours de la recherche, dans
I’expérience méme de celle-ci. Elle nous a
permis d’interroger d’une part la relation
praticien-chercheur et d'autre part 1’activité
réflexive et pratique du danseur transmetteur.

Un processus spécifique de relation entre
chercheur et praticien apparait effectivement,
il est généré par le dispositif de recherche.
C’est I’impact de la méthodologie choisie et
mise en ceuvre lors de la recherche qui est en
jeu dans cette réflexion.

Les différentes facettes du travail de
recherche, et notamment les observations et les
entretiens qui ont constitué notre terrain, ainsi
que les analyses que nous en avons faites, nous
conduisent effectivement & remarquer que la
méthodologie adoptée semble agir sur le
développement artistique et pédagogique des
danseurs transmetteurs. Elle contribue d’une
part a l'affinement de la connaissance de la
danse, et d’autre part a une forme
d'amélioration des conditions d'enseignement
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de celle-ci pour le danseur transmetteur lui-
méme. Une nouvelle forme de construction de
connaissances apparait, co-construction de
savoirs ou complicité opérante... conséquente
au travail de recherche et a la dynamique créée
par la méthodologie mise en place.

2- A présent quelques précisions sur la
constitution du terrain.

L'étude évoquée est issue d'une recherche
en cours, qui interroge la spécificité de la
"bourrée", danse traditionnelle d'Auvergne,
telle que pratiquée et transmise aujourd’hui par
des danseurs passeurs. La bourrée est une
forme emblématique de la région, encore tres
présente dans 1’imaginaire auvergnat, et dans
certaines pratiques (existence de bals, ateliers
et stages, une dynamique de création musicale
importante). L’étude porte sur la bourrée a 3
temps dansée en couple. C’est tout a la fois la
personne qui danse et qui transmet, et I’objet
danse qui nous intéressent. C'est la question de
la tradition confrontée a 1’instant contemporain
que nous ¢étudions a partir de ce
questionnement.

Des questions nous préoccupent et guident
la  recherche pourquoi peut-on dire
aujourd’hui que 1’on danse la bourrée ?
Qu’est-ce qui doit demeurer pour que perdure
la danse au plus prés de la tradition tout en
s’inscrivant dans un contexte social et culturel
actuel ? A partir des questions telles que -
comment est dansée, comment est apprise
aujourd’hui la bourrée d’Auvergne - accéder a
ce qui est ainsi révélé de ce qui a traversé les
temps et reste en mouvement dans cette
bourrée ?

Il nous importe ici, d’une part, d'observer,
de décrire et de comprendre les modalités de
transmission de la danse et, d’autre part,
d’identifier la spécificité de la danse transmise.

Les observations ont ¢été faites en
Auvergne, lors de situations de stage ou atelier
réalisés par Les Brayauds, Centre



Départemental des Musiques et Danses
Traditionnelles du Puy de Déme (Cdmdt 63),
au cours d’une part d'un festival nommé Les
Volcaniques, Festival des musiques et danses
de pays, 10°™ et 11°™ éditions (2005 et 2006),
stages de musique instrumentale, de danse, de
chant, mais aussi rencontres et conférences,
soirées festives, spectacles, et bien entendu
bal. Et d’autre part lors d’un atelier de quatre
heures donné a leur demande a un groupe de
danseurs amateurs qui se retrouvent toute les
semaines pour apprendre les danses du
répertoire auvergnat, a Clermont-Ferrand. La
transmission de la bourrée dans ces différents
contextes est confiée a deux fréres, Eric et
Didier Champion, experts reconnus
nationalement pour [’enseignement et la
pratique de la bourrée d’Auvergne, et créateurs
du Cdmdt.

Quelques mots de précisions sur la
bourrée: les origines de cette danse sont tres
controversées. Les discours a ce sujet se
doivent d’étre prudents et réservés car les
sources pour fonder les théses contradictoires
manquent (Canteloube, 1936), (Delzangles,
1930), (Liethoudt, 1991), (Guilcher Y, 1998).
Jean Michel Guilcher évoque le «probléme
insoluble de I’origine de la bourrée» (1975).

Tout au long de nos échanges nous dirons
«lay bourrée mais en fait il y a de
nombreuses bourrées et des variantes
importantes dans les bourrées. L'Auvergne est
une région du centre de la France, appartenant
au grand Massif Central ou la bourrée est une
forme pratiquée de longue date (Limousin,
Morvan, Haute Auvergne, Basse Auvergne,
etc...). Le Puy de DOéme est un des 4
départements de 1’Auvergne. Les collectages
qui ont été réalisés par les danseurs que nous
observons se situent dans ['ouest du
département :  Combrailles et  Artense
essentiellement. Bourrées a deux temps et
bourrées a trois temps existent sur le territoire
du Massif Central, mais celles a trois temps
sont peu répandues et localisées a la haute
auvergne. Le pas de base est commun mais la
bourrée est une danse difficile et complexe.

La bourrée est aujourd'hui pratiquée, selon
I’Agence des Musiques Traditionnelles en
Auvergne, par «trois mondes distincts : les
groupes folkloriques dans une version
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spectacularisée, les danseurs traditionnels qui
les ont toujours connues et aimées, et les
revivalistes qui se sont, depuis les années 70,
réappropriés ce  patrimoine = commun. »
(AMTA, site internet de ’agence, 2005). Les
fréres Champion appartiennent a la troisieme
catégorie, celle des «revivalistes ». Ils ont
appartenu a un groupe folklorique pendant 15
ans, avant qu'ils ne commencent a s’intéresser
et a collecter les danseurs de tradition. Se
mettant alors en rupture avec les folkloristes,

ils enseignent différemment depuis une
douzaine d’année.
L’anthropologue Egil Bakka distingue

deux catégories : « les danses qui demeurent
vivantes en raison de leur vigueur et de leur
popularité » d’une part et les « danses qui sont
consciemment  cultivées, enseignées et
entretenues par un désir de les préserver, de les
maintenir, de les pratiquer » (Bakka, 2002). Si
nous nous référons a cette distinction, la
bourrée nous apparait étre dans une double
appartenance, inscrivant un nouvel espace, un
«entre deux », de part le contexte spécifique
dans lequel elle s’inscrit.

En effet, de part la présence forte de la
bourrée en Auvergne tout particulicrement,
elle se situe pour une part dans la premiére
catégorie énoncée. Dans les années 70-80,
beaucoup de vieux dansaient encore la bourrée
dans la société rurale et dans une forme de
pratique populaire. Aujourd’hui encore on
trouve quelques vieux danseurs dans les fétes
de village. Si la bourrée symbolise encore trés
fortement la danse des auvergnats, nous
émettons I’hypothése que cela provient surtout
du fait que la bourrée n’est pas seulement une
danse, mais c’est une musique, un chant et une
danse. Mais par ailleurs, les danses que nous
¢tudions sont transmises dans un contexte qui
n’est plus celui du bal traditionnel mais dans
des moments «formels» et organisés,
« danses consciemment enseignées,
entretenues par un désir de les préserver » pour
citer a nouveau Bakka. La nécessité est en
effet reconnue aujourd’hui d’apprendre en des
lieux formels car 1’apprentissage par
imprégnation dans le lieu social du bal ou de la
fete familiale n’est plus suffisant. Mais il n’y a
pas que les lieux de la pratique qui se
transforment nous ne pouvons oublier Ia



culture des corps en mouvement, les savoirs
faire  contemporains, le sens et les
représentations de la danse traditionnelle et de
ses lieux de pratique et d’expérience, les
modalités de transmission donc...

Cette deuxiéme catégorie nous rapproche
des pratiques de « revivalisme » que certains
nomment « folklore ». Une distinction est
nécessaire cependant entre revivalisme et
folklore telle qu’elle existe en France
(Guilcher Y, 2003). La pratique que nous
étudions est celle d’une forme de revivalisme,
mais non folklorique. En effet des dires mémes
des danseurs, cette danse est vivante et c’est la
danse de bal qui les intéresse au plus haut
point, et non la mise en scéne de cette danse de
bal.

3- Quelques repéres a propos du cadre
théorique de référence.

L'investigation scientifique que nous
développons se centre sur une description fine
de l'activité de transmission, visant ainsi a
analyser les connaissances qui sont a l'ccuvre
et qui conduisent l'artiste a agir comme il le
fait. En prenant en compte les contingences
d'un environnement mouvant et dynamique,
mais aussi les principes et conceptions qui se
trouvent étre aux fondements d’une pensée
actuelle du danseur (a cet instant précis de son
parcours et de son histoire), nous nous situons
dans une perspective théorique ou l'activité de
transmission est située, au sens ou Suchman
(1987) a pu la définir, elle se déroule dans un
contexte particulier, forme d'écologie de la
situation. Les connaissances mobilisées par le
danseur chorégraphe ou le passeur de danse
dans l'activité de transmission sont en partie
implicites, enchéssées dans des savoirs faire,
mais elles structurent de facon sous-jacente
l'action de ces danseurs dans la situation
professionnelle. Et la situation dans laquelle
s'inscrit I'activité de transmission ne se définit
pas indépendamment de la signification qu'elle
a pour l'acteur qui la vit.

Par ailleurs [D’étude des pratiques
discursives situées, c'est-a-dire qui
apparaissent en cours d’action et s’actualisent
dans des interactions, en relation aux gestes
bien entendu, nous est un outil précieux pour
analyser ces situations de transmission. Outil
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que nous avons développé au cours de notre
these (Vellet, 2003). Nous avons développé
une recherche, en danse contemporaine, pour
comprendre en quoi et comment les discours
en situation, tenus pendant le temps de
transmission de la danse (création ou
enseignement) contribuent a 1'émergence du
geste dansé et de ses nuances qualitatives.
Nous nous sommes donc centrée sur une
analyse qui rende compte de la maniére dont
les discours agissent sur la production et
I'élaboration du mouvement, sur la fagon dont
ils travaillent le sensible, I'imaginaire, la
perception... de facon a faire émerger les
qualités singulieres d'une danse. Et 1’étude des
discours dans leurs relations aux gestes nous
apparait €tre un outil précieux pour nous
permettre de comprendre 1’activité de
transmission de ces danseurs traditionnels.

4- Méthodologie

La problématique développée dans cette
communication mettant en jeu la méthodologie
choisie, il est temps de la préciser.

D'une part, notre démarche emprunte les
outils de I'ethnographie classique : (1) une
construction du terrain, observation avec prise
de notes et enregistrement vidéo et micro HF
pour recueillir au mieux les discours et les
gestes in situ, de fagon a pouvoir mettre en
relation ceux-ci. (2) Une forme d'immersion
participante  (participation a  différents
moments du stage : repas, moments informels
de rencontres et discussion, spectacles,
concerts et bals organisés chaque soir et le
dernier jour du stage ainsi que concours de
bourrée...). (3) Une étude de textes. (4) Un
entretien semi directif.

Mais d’autre part, elle fait appel a un
entretien  d'autoscopie, entretien  d'auto
confrontation simple (Clot, 2001), ou le
danseur commente a notre intention l'image de
sa propre activité de transmission. C’est une
forme de transdisciplinarité méthodologique a
laquelle  nous  faisons  appel.  Cette
méthodologie provient notamment des travaux
de I’ergonomie et d’une clinique de ’activité
(Clot et Faita, 2000).

Nous accédons ainsi aux commentaires et
aux intentions des fréres Champion. C'est la
confrontation avec leur propre image, et ce que



cette derniére révele de leurs actions et de
leurs discours, qui va nous permettre de
comprendre les significations de leurs actions
en contexte, puisque nous travaillons sur des
pratiques discursives situées qui apparaissent
en cours d'action et s'actualisent dans des
interactions. Il est important pour nous de
mettre en relation ce que nous avons pu
observer avec ce que les danseurs traditionnels
disent de ce qu’ils cherchent a faire. L'analyse
est double : elle porte sur les discours dans
l'action, et sur les discours tenus par les acteurs
transmetteurs sur I'action.

5- Quelques résultats et éléments de
discussion a vous proposer.

Au-dela de I’observation descriptive et
compréhensive des situations de transmission
et de la danse elle-méme, la méthodologie
développée avec I’entretien d’auto
confrontation permet de reconsidérer les
relations chercheur-praticien. L'intérét de la
méthodologie choisie (originale dans les
recherches actuelles en danse) est qu’elle
permet d'accéder aux intentions des danseurs
et au sens de leur action. Pour ces danseurs
apparait la possibilité de produire une nouvelle
conceptualisation de leur activité a travers la
confrontation avec de nouveaux interlocuteurs
et la confrontation aux traces de leur propre
activité. Elle permet donc aussi de
reconsidérer les relations chercheur / praticien.

La méthodologie se trouve étre au service
du développement artistique et pédagogique
des « danseurs passeurs ». Et nous souhaitons
a présent développer quelques aspects qui nous
ont conduite a cette affirmation.

* Premier point.

L’approche ethnographique nous a permis
de saisir un élément important: dans la
transmission de la bourrée, il s'agit de
perpétuer un élément de la tradition tout en lui
gardant une dynamique vivante et mouvante
au sein de la société, et ce souci se croise avec
le fait que cette danse demande inventivité et
improvisation au sein méme d’une forme,
d’une attitude, d’une facon de penser... En
effet, les dispositifs d’enseignement de la
bourrée visent la transmission d’¢léments de
vocabulaire et de syntaxe chorégraphique
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identifiés et maitrisés, formes convenues et
reconnaissables. Cependant la  bourrée
revendiquée par Eric et Didier Champion est
une danse inventive et dotée d’une grande
variabilité dans le déroulement in situ de la
danse. La bourrée a trois temps dansée a deux
appelle donc une part d’inventivité: Ia
variabilité est le signe d’un « bien danser »
comme en témoignent ces danseurs de
tradition auprés desquels les fréres Champion
ont réalis¢é les collectages. La bourrée
proposée par les fréres Champion est une
danse ou l’inventivit¢ et la singularité
s’inscrivent dans la variabilité
compositionnelle de la danse et dans la
variabilité interprétative du geste, et ce
toujours et uniquement dans la relation a
l'autre.

Cette analyse issue de nos observations est
confortée par I’entretien d’auto confrontation,
et celui-ci nous permet d’aller plus en avant
dans la compréhension de ce qui se passe dans
I’activité des danseurs transmetteurs et dans
les significations de celle-ci.

L’exemple de la place accordée dans
I’enseignement a la question de la formation
du couple peut étre choisi a titre d’illustration.
A travers un apprentissage technique insistant
sur le respect des plans symétriques entre les
deux danseurs dans la bourrée, quelque soit
I’évolution dans 1’espace, 1’éloignement ou le
rapprochement, ainsi que sur la réalisation des
tours, ce qui est en jeu c’est la relation entre
les danseurs et la construction de la complicité
et de la densité du couple, garante d’une part
d’inventivité et de variabilité. On ne cherche
pas a réaliser des tours pour faire une figure
gestuelle ou chorégraphique, mais pour étre
dans la complicité et le jeu avec l'autre : la
rotation permet de comprendre le couple !
« Travailler les plans pour cette rotation c’est
ce qui donne de la cohésion au couple et c’est
ce qui fait que les deux danseurs dansent
ensemble quoi / pour nous / les plans cela n’a
pas que / qu’une utilité esthétique / c’est ce
qui fait que le couple est un » (Entretien d’auto
confrontation du 20 juillet 2005). Dans un
premier temps donc nous avons pu mettre en
évidence que la question essentielle pour eux
¢tait: comment générer chez [’apprenti
inventivité et respect de la tradition ? Ce que
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j’observe est en relation forte avec ce qu’ils en
disent, confrontés a leur image. En effet la
méthodologie offre aux fréres Champion
plusieurs contextes discursifs successifs a
propos de la méme activité: entretiens
préalables aux observations, discours tenus
durant I’activité de transmission, débriefing
aussitot aprés la réalisation des séquences
filmées, entretien d’auto confrontation, etc.
Elle leur ouvre ainsi la possibilit¢ d’une
nouvelle conceptualisation de leur activité a
travers des confrontations avec d’une part de
nouveaux interlocuteurs et d’autre part avec
les traces de leur propre activité. Notre souhait
¢tait que les sujets observés par autrui puissent
devenir les observateurs de leur propre
activité.

C’est notamment ce dispositif qui leur a
permis de préciser ce qu’ils faisaient
auparavant mais qu’ils avaient abandonné (et
que I’on ne voit donc pas sur la vidéo), ce
qu’ils refusaient de faire bien que les danseurs
le leur demandent, ce qu’ils pourraient faire en
d’autres circonstances ou a un autre colt, ce
qu’ils faisaient sans étre certains de bien faire,
et surtout ce qu’ils ne parvenaient pas a faire.
Bref, comme le dit Yves Clot, d’aller au dela
du «réalis€é » pour dire «le réel de leur
activité ».

* Deuxiéme point.

La situation méthodologique les engage
¢galement a construire un regard croisé. Car ils
sont en bindme dans cette activité réflexive.

Particularité de cette méthodologie : I’'un et
I’autre  s’interrogent, l'un et l'autre se
complétent, I’'un oblige I’autre a préciser, ['un
permet a l'autre de dire autre chose ou
autrement la méme chose. Car chacun est treés
attentif a ce que dit ’autre, chacun répond
indépendamment et est impliqué en méme
temps par la réponse de I’autre. Compléments,
précisions, affinements sont générés par ce
regard croisé qui est provoqué par I’entretien
d’auto confrontation. Mais questions et limites
apparaissent aussi.

Par exemple, alors que dans leur discours a
priori ou a posteriori, les deux fréres disent ne
pas toujours étre d’accord, ne pas avoir les
mémes priorités dans leur pratique de stage,
prétendent penser différemment, la situation
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d’auto confrontation et de dialogue qui
s’installe les conduit a constater et reconnaitre
qu’ils recherchent la méme chose, qu’ils sont
tout a fait d’accord, mais ensuite leurs propres
termes surgis dans le contexte dialogique sont
« en fait nous n’éclairons pas la méme chose »
(EAC du 20 juillet 2005).

Le sens de leur complémentarité prend
encore plus de force, car elle apparait comme
la réponse au paradoxe qu’ils identifient, que
nous avons nommé « la double contrainte »
(Vellet, 2005): chercher a maitriser ce qui est
appris - Didier Champion pense qu’« il faut
que le stagiaire soit capable de reproduire /
car s’il est capable de reproduire il est
capable d’aller plus loin»- et chercher a
comprendre pourquoi et comment il faut
s’engager dans la danse — Eric pense qu’« i/
faut que la stagiaire comprenne [’esprit dans
lequel la danse se fait». Cette activité
réflexive sur leurs modalités de transmission
les améne dans un premier temps a percevoir
leur complémentarité différemment : non plus
comme une différence voire divergence mais
une forme de répartition de rdles entre eux
deux.

* Troisiéme point. Au cours du premier
terrain (juillet 2005), nous observons que les
fréres Champion, par la mise en situation et
par le discours d’accompagnement, donnent
les clés pour tenter d’intégrer par l’activité
méme cette double contrainte de la variabilité
et de I’inventivité. Mais suite a la rencontre
avec le chercheur, aux entretiens réalisés, etc.,
nous observons au cours de notre deuxiéme
terrain (juillet 2006) que des choses ont
changé. L’étude des discours nous donne a
comprendre que ces derniers sont importants
car ils donnent « sens », « situation » relation a
la danse traditionnelle... ce qui n’est pas
accessible par le geste dansé lui-méme.
J’observe pour ma part que la quantité de
discours ayant pour objet de « contextualiser »
et de « donner sens » a la danse a fortement
augmente.

D’autre part, nous observons que de
nouvelles propositions apparaissent au cours
du deuxiéme terrain, et qu’elles sont en
relation avec le sens et la pratique
traditionnelle de la danse : Didier Champion
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demande aux danseurs de rentrer dans la danse
en couple sans se mettre au préalable ensemble
et en attente. IlIs doivent étre 1a dans 1’espace,
indépendants les uns des autres, comme
présents a autre chose et soudain rentrer dans
la danse (comme le faisaient les vieux
danseurs de bourrée collectés). Cette
observation est corroborée par les remarques
immédiates et spontanées de Didier qui dit lors
de ce deuxiéme terrain « aujourd’hui je n’ai
pas dit la méme chose pour ce premier jour de
Stage» et encore « nous savons de mieux en
mieux dire aux stagiaires ! ».

Nous pouvons dire que la danse est
culturellement située et signifiante pour les
fréres Champion, et qu’ils tiennent de plus en
plus a faire partager cette dimension,
« embarqués » comme ils le sont par cette
réflexion et explicitation de leur propres choix
de pratique pédagogique qui sont apparues
dans la confrontation avec la chercheure a
plusieurs reprises dans 1’entre deux stages. Ils
affirment plus fortement ce qu’ils veulent faire
et se donnent le droit de faire. La situation de
recherche semble les avoir conduits a
davantage de désir de donner a comprendre le
contexte de la danse ainsi que le sens profond
d’étre danseur.

* Quatriéme point. L'état et la pratique de
réflexion dans laquelle nous pouvons dire que
la situation de recherche les incite a étre, les
engage alors a affiner la question du sens de
leur pratique, a travers celle-ci interroger ce
qui génére les formes et I’essentiel des
contenus a transmettre. C’est la question de la
tradition qui resurgit. Que transmettons-nous ?
A partir de quels collectages ? Et cela leur
permet d’interroger plus finement la question :
est-ce que nous pratiquons et enseignons une
danse traditionnelle ? Que signifie «une
pratique traditionnelle » aujourd’hui ? Etc. La
tradition ne peut étre pensée comme
produisant des modéles immuables et
conformes, qui excluraient toute forme de
transformation dans le temps, toute variation
créative. L'innovation, la variabilité sont les
facteurs du vivant de la tradition. La tradition
va donner le lien et permettre de constater la
différence comme le précise Jean Pouillon
(1975, 1993).
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Par ailleurs, le dispositif dialogique leur
permet aussi de réaliser un travail
d’¢élucidation, de prise de conscience de leurs
savoirs faire et des limites de ceux-ci, leur
permettant d’identifier les difficultés ou les
limites de leur action, leur donnant les moyens
de les dépasser, car il les met dans une
nouvelle activité de recherche qui n’est plus
seulement générée par 1’observation des
stagiaires en train de danser mais par
I’observation de leur propre activité de
professeur guidant les stagiaires... une prise de
conscience plus fine de leur propre activité
d’enseignement.

Pour exemple, nous pouvons évoquer les
retours fréquents en feed-back, suite a
I’observation des stagiaires en train de danser,
qui concernent « I’engagement dans la danse
et I’écoute ». La possibilité d'étre "a 1'écoute”,
d'étre "dans la danse" nécessite de la part du
danseur une manic¢re d'étre et une capacité
d'interprétation et de présence qui sont
essentielles et pourtant qui ne sont pas dans les
pratiques habituelles d'enseignement des pas et
des figures, des syntaxes des danses
traditionnelles.  Les  fréres = Champion
percoivent trés justement ce manque. Cela
devient un obstacle a la transmission.
Comment faire acquérir aux stagiaires cette
capacité a étre engagé, a étre a 1’écoute, étre
présent dans tout le corps, étre dans une
conscience de soi, de I’autre, de I’espace, de la
musique ? Mais identifier plus clairement un
probléme, c’est pouvoir commencer a lui
trouver des solutions.

Pour conclure, il apparait clairement que le
dispositif créé par la relation dialogique entre
chercheure et praticiens influence directement
leurs pratiques d’analyse et d’affinement de ce
qu’ils font dans I’acte de transmission, leur
permettant de préciser les relations entre leur
conceptions propres et leurs intentions et ce
qu’ils mettent en place sur le terrain. Ce n’est
pas seulement une « performance
pédagogique » qui est améliorée, c’est surtout
une contribution a la vie de la bourrée telle
qu’ils la proposent aujourd’hui qui en est
éclairée et située.

Copyright 2007, Joélle Vellet.
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Doughty

une danse pour la radio: deux

Sally Doughty

Walk through the frail:pulse duet I have with
Kerry, quietly talking it through to self. Go
through to Lisa’s solo before directly addressing
the audience.

Bonjour, hello, guten tag, labdien, sa wat dee
kha ... oh, no, I’'m sorry, that’s wrong. That’s
not how this starts. Just bear with me a
moment... (Walk to notes, pick them up and
refer to them).

Bonjour, hello, my name is Sally Doughty
and today I'm giving a very formal,
conventional paper, er, no I’'m not, sorry, that
was last week’s conference. (Read notes more
thoroughly).

Hello, my name is Sally Doughty. My
presentation today is a performative paper titled
‘une danse pour la radio: deux’. In it, I make
explicit notions of documentation, recycling and
appropriation of movement material. Referring
to previous works I’ve made, I articulate ideas
about improvisation and documentation, making
my voice as practitioner paramount in the work.
I will discuss processes that are generally
deemed tacit within choreography, and place
emphasis on revealing creative choices that I
make. Therefore, dissemination takes place
through this performative act.

But before I that, I’ll give a little context for
this paper:

Improvisation is  central to  much
contemporary dance making, being used both as
a way of generating movement in rehearsal and
as a performance mode. However, strategies for
analysing and evaluating improvisation as a
creative process have been sadly neglected in
writings on dance. The voice of the dance
practitioner is often absent from mainstream and
accessible literature, with documentation more
often than not being offered by those who are
external to the creative process. It was this gap
in literature that prompted my personal
movement research and writings in an attempt to
make my creative processes and decisions more
explicit.

So, something I now know I use quite a lot
in my work is an idea abut collapsing, and by
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that I mean that a dancer can collapse and be
‘restacked’ by other dancers around them. So,
the first time I used this idea... (interrupted by
attempt to catch collapsing dancer)

The first time I used this idea... (interrupted
by attempt to catch two dancers and support
another’s knees). “Who’s going to go? No, it’s
not me, I’ve just caught Kerry’s head.
Amanda, I thought you were going to get
Jayne’s knee. Oh, you’ve done that already?
Okay, well the whole structure’s fallen apart
but don’t worry, it’s okay, we’ll look at it
again later on”.

Sorry about that. So, the first time I actually
used this idea was in a piece that I made in 1996
called ‘bound to’, and I’ve used it since in
various ways but most recently in a piece [ made
in Latvia in 2004 called ‘Izkraso Pats’, the idea
being that out of the collapsing, dancers can be
taken in to lifts and supports, so there was a
sense of collapsing upwards that I was dealing
with. (Get chair and sit on it).

I have previously established a framework
for how improvisation can be used to generate
movement in rehearsal for work that’s going to
be fixed for performance. This framework
constitutes a three stage process which is, one:
original or raw material is created through
improvisation; two: that raw material can be
reworked qualitatively or structurally, and three:
that reworked material can be fixed structurally.
Directors working with improvisation in this
way often develop a library of material that
houses this raw and reworked material, allowing
the movement to be taken out, manipulated
further and returned to the library until the next
time. Improvisation therefore is not just used as
a means of generating material. It is also used as
a process for manipulating and structuring it.

A director will work with a specific
movement library for each dance piece they
create but there may well be recurring
movement questions or themes that are revisited
in each new work.

I recently interviewed Berlin based dance
maker Meg Stuart who explained that,



In rehearsal 1 will always reference
back, things do fold back. It always
starts with the material that was from the
last piece and sometimes [ build up a
frustration in the studio so that the
dancers try and get to something new.
I’'m not on a trip from A to Z but it’s
like T have my obsessions, I have my
issues, things I want to see. (2006)

She also referred to a collaborative film she
made with Pierre Coulibeuf, called ‘Somewhere
in between’. She describes this as an improvised
film drawing from and making reference to her
previous productions. Notions of
reappropriation, recycling and documentation
were fundamental to the structure and content of
the film.

It’s clear then that choreographic work can
document creative processes and decisions that
are made. As art historian Thomas Crow writes,
‘Almost every work of serious contemporary art
recapitulates, on some explicit or implicit level,
the historical sequence of objects to which it
belongs’. (Crow 1996: 212)

So in my work I’'m dealing with the concept
that archive material is recycled to become
current which in time becomes archived which
can become current which can become
archived....

When 1 began to think about ideas for ‘une
danse pour la radio: deux’, I looked back at a lot
of my previous choreographic works and it
struck me that there are various movement
questions or themes that I revisit a lot, so I've
managed to log a sort of personal choreographic
network, identifying where ideas started, and in
which piece, and where they have now
developed to, and in which piece. So I've
identified three main areas that I revisit....no,
there are four, sorry. So I've identified four
main areas that I revisit in my work... No, I’'m
sure there are three, I think my notes are wrong.
There were four; accumulation was on my list
but, but now, but now it’s, but now it’s not.
Anyway, there are three main areas that I revisit
in my work. One is collapsing that we’ve looked
at already, another is the use of lines, and the
other is the use of echoes. I’'m just going to talk
through lines and echoes for you now.
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Lines are used as a way of getting dancers
on and off the space, much like an exiting and
entering device (stand up, put paper on chair,
walk to centre of space). So, let’s imagine that
this is a quintet (refer to left hand) and here’s a
line of dancers (refer to right arm). The line of
dancers moves across the space and picks up the
dancers, just like a broom might sweep the floor
and leave a bit of dust or debris on the ground.
Or, maybe here’s the line of dancers (refer to left
arm) and it moves across the space and drops off
the quintet (refer to right hand), again, just like a
broom might sweep and leave a bit of dust or
something behind. So there are ideas that I'm
working with here to do with cleaning, cleansing
and sweeping. And it occurred to me while
writing this paper that there are similarities
between these ideas and a photographic project
that I’'m doing right now. So I’m just going to
talk to you a little bit about my photography, if
you don’t mind. What I'm doing
photographically is, well you know how you
might find clothing that people have either lost
or thrown away? (address audience directly).
Who has ever found something like that in the
street? Yes? Ok, well you know what it is I'm
talking about then!

So, what I’'m doing is finding these items of
clothing, so let’s say that’s a vest (place sheet of
paper on floor), photographing them, putting on
rubber gloves because I don’t want to touch
them with bare hands because frankly some of
them are quite disgusting! So, gloves on, pick it
up, take it home then I wash it, iron it then I
wear it (lie down on floor). And from that point,
one of two things can happen (stand up). 1 either
put it back in the street where I found it and
photograph its decay over a period of time, or |
pick it up, (pick up paper and fold it into
eighths), take it home, pop it into a forensics bag
and hang it in my wardrobe as evidence of the
event. So it just struck me then that there are
ideas that I’'m dealing with to do with cleaning,
cleansing and debris in my choreography and
photography that I thought I’d share with you.
Anyway, back to this. Echoes are used as a way
of drawing attention to, or highlighting
particular aspects of movement. Now, that
movement can either have happened before the
echo, or at the same time as it. And echoes are
generally designed to create a hint or a trace of



the original movement, so are generally
performed with a much quieter quality. So, I'm
going to give you an example of an echo.

Imagine then there’s a line of 15 dancers
stage right, with a gap in the middle. Anne Jane
is stage left, no sorry, that’s wrong. That’s a
different piece. (Walk back to chair, pick up
paper and sit down).

My recent practice based research has
investigated the still (photographed) image in
relation to improvisation. Through my own
practices and research into photographers,
including Gregory Crewdson, Judy Olauson and
Izima Karou I have become really fascinated in
the parallels between photography and
improvisation and how I might use them both in
my work. The photography I’'m doing looks at
notions of disposability through finding,
photographing, recycling, re-appropriating and
documenting found items of clothing. There is a
very clear synergy that exists between the
treatment of the items and the treatment of
movement material, which is that they can both
be disposed of, recycled, re-appropriated,
documented and reused.

So, I’'m going to show you an example of an
echo (remove chair and paper from space).
Imagine then there’s a line of 15 dancers stage
right, with a gap in the middle. Anne Jane is
stage left, she’s going to run in to the gap and
act as a trigger, which knocks out a trio to
perform upstage left. (Run out of the line to
perform upstage right). I’'m Lisa. Three dancers
run out to perform downstage right (run in a
semi circle to down stage right). I’'m Lara.
(Perform brief movement phrase). When they
finished that, they all went into some unison
material, which started with something like this
(perform movement) then it got really complex
and intricate. I’'m not going to show you that
today because I just want to keep this paper
moving on. I can do it though (demonstrate a
little of it), but I’'m not going to.

Anyway, back to echoes. Imagine then that
I’m Michaela, and I’m standing in my line of 15
dancers. I’'m just going to echo Lisa’s opening
move. “So, guys, where shall we go from?
Ok, let’s take it from where Ann Jane runs
and acts as a trigger to knock you three out to
perform up stage left. I’ll take it from you
Anne Jane, so when you’re ready. (Perform
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Lisa’s opening move as an echo). “OKk, that’s
great, let’s stop. Thanks guys”.

So it’s quite simple really. Throughout the
piece, Michaela echoed Lisa, Xavier echoed
Jerome, Giselle echoed Pina and Trisha echoed
Steve. So you get these movement references
through time and space. (Perform movement
material, finishing with the ‘complex, intricate’
movement). 1 can do it, but I just want to keep
this paper moving on. (Run in semi circle down
stage whilst taking off sweatshirt).

It amazes me the kind of things I’ve found
in the street doing this photographic project.
(Place sweatshirt on the floor). I’'m still waiting
for the little black Chanel number, I haven’t
found it yet but I’'m forever hopeful! So what
have I found? Crikey, sweatshirts, countless
single socks, gloves and shoes. A wig, an oven
glove, a couple of pairs of jeans, some men’s
dress trousers, a couple of frocks, a shirt, some
rain macs...and I always think, how can that
person have got home not knowing that she’d
lost her wig, or that she only had one high heel
shoe on? It never ceases to amaze me. So,
photographically I’'m creating a narrative which
I hope fills in the gaps around the time that the
person lost that particular item of clothing. Oh,
actually, that reminds me, you remember the
piece I spoke about earlier, ‘Izkraso Pats’ that |
made in Latvia? Well, that actually means ‘fill in
the gaps’, so there’s another link there I thought
I’d share with you. Anyway, I'm creating a
narrative for each item I’ve found, and there are
about five or six photos related to each item. I
think my most successful narrative so far is one
that involves the oven glove, which I found in a
very chic district of Leicester, in England. Does
anyone here know Leicester? Does anyone here
know Evington? (couple of hands go up). Okay
thank you, so you know the area I’'m talking
about then. Great! Anyway, I found the oven
glove on the verge one day, photographed it,
took it home, washed it, wore it and you know
the rest. I think my favourite shot from that
whole narrative is one where I’'m laying in the
street like a dead person, and I’ve got the oven
glove on. (Wrap the sweatshirt around right
hand and lay down). My photographer is over
there (point down stage left).



To photographer: How’s this? Oh, a bit
further back? Yes, I thought I was a bit close to
the road! (Move back a little). Better? Great.

So, I'm lying here like a dead person, trying
not to be too dancerly about how I’ve died. It’s
quite difficult! There are cars going by, there are
pedestrians going by having a really good look.
In my oven glove hand I’m holding a beautiful
white china plate, and I’'m covered from head to
foot in le dejeuner. So, what is there? There’s
des pomme de terre, des legumes, du petit pois,
some cauliflower (sorry, I’ve completely
forgotten my French here!), carrots, sprouts, and
there’s beouf bouginion. I’'m vegetarian, it was
the worst part of the whole project frankly. So
I’m laying here and I’'m covered in sauce, and so
is the grass around me.

To photographer: How’s this looking? Ok
to go? Ok, tell me when you’re done. (Assume
dead person position and wait). Thanks.

(Kneel up). People always ask me why I lay
in the road like a dead person, and I say that’s a
really good question. The reason I do that is
because through doing this photographic project
it’s occurred to me that the optimum thing that
one can possibly lose is another person. (Stand
up).

So, imagine then, there’s a line of 15
dancers stage right, all facing stage right. In that
line there are three gaps, and it goes something
like this. There are two dancers and a gap, there
are eight dancers and a gap, there are four
dancers and a gap and there’s one dancer at the
back. That does make 15, believe me. Stage left,
there are three dancers lined up with those gaps,
so at the back there’s... (address the line of
dancers stage right) “where the hell’s
Catherine? What do you mean she’s gone?
Well where’s she gone? Oh, she hasn’t has
she? Well look, I’m not going to run the piece
with one person missing because we’ve done
that before and the whole structure falls
apart. So, let’s do this, why don’t you guys,
for the next hour or so, just walk the piece
through, and iron out any dodgy moments.
So Michaela and co, sort out your echoes;
collapsers, let’s get that spontaneity back that
we had a few weeks ago. It’s all got a little bit
predictable lately. And let’s meet here
tomorrow at 9 o’clock, we’ll do a quick warm
up then we’ll run the piece through. Oh, I
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know, she’s left her top behind” (pick up
sweatshirt). “She’ll be very cold out there. If
you see her, tell her that I’ve got it and I’ll
bring it in tomorrow. Ok, well done guys,
thanks for your hard work today. See you
tomorrow” (walk off stage left, saying over
shoulder) “au revoir, good bye, auf
wiedersehn, ciao, sa wat dee kha, atvadas...”.
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Hardt

Performing Theory / Staging Dance History

Yvonne Hardt

1 am happy I am performing my lecture in the
Grand Studio of the Centre National de la Danse,
because here the screen is big enough so that my
projection to the end of the lecture will appear in
size equal to me. Even better — and a very good
and unplanned coincidence — is that the table of
the panel gets very full that afternoon as Patrizia
Viroli as an extra guest joins it. This crowdedness
gives me a good reason to move my chair next to
the table, which I had planned anyway, but now it
looks less intended. I wanted to sit there so that
people have a full view of me and can see my right
leg crossed over my left, my hands resting in my
lap or moving in highly expressive, room taking
gestures. I am mnervous because I have not
properly rehearsed my text and in addition I will
talk also about my own work. A real premier.
Nonetheless, I look straight at the audience and
begin with a voice yet not fully in its flow:

Let me start by giving you a three examples:
The contemporary French choreographer Jérome
Bel, and three of his dancers ‘cite’ — one after each
other —the canonical figure of German
Tanztheater, Susanne Linke, in his piece “Le
dernier spectacle” (1998). They each start by
saying that they are Susanne Linke and then
perform a very sensuous solo out of her piece
“Wandlungen” (1978). The common and very
plausible reading of this situation is that by
repeatedly performing the same movement phrases
the difference between each is extremely exposed,
thus, the impossibility of re-producing movement
is made visible.' This issue is at the heart of each
re/construction of dance, and even if this piece is
not explicitly about dance history, it can be read as
an evoking of dance’s historicality. The past here
becomes a playground for the present; yet a
present that is highly reflective of the
inescapability of the past. It belongs to the
strategies with which Bel questions authorship in
dance movements and the borders between
tradition and contemporary dance. And both of
these aspects are central when dealing with dance
history on stage and can be found more explicitly
addressed in the work of Eszter Salamon.

The Hungarian-French choreographer is my
second example. She also works in the context of a
dance development that can be called “concept
dance™". In choreographies like “Giszelle™ (2001)
or “Magyar Tancok” (2005) she works with the
inclusion of different historically —marked
movements from different dance styles, reaching
from ballet to folk dancing. While “Giszelle”
consisted out of a patch-work of cited movements
which become increasingly transformed by her,
Salamon re/appropriated the Hungarian folk
dances of her youth in “Magyar Tancok”. She
integrated and transformed them into a
contemporary lecture-performance. In this perfor-
mances she does not only dance with members of
her family folk dances, but she also conveys to the
audience knowledge of the historical details,
different styles, and exposes her method of
inquire. In addition she re-evaluates the dances,
criticizing them for their original gender bias. As
the performance progresses, the borders both
between lecture and dances increasingly seem to
disappear, a contemporary dance audience is
delighted by folk dancing, suddenly noticing the
complexity of foot work, moved by the energetic
excess and yet made to think both critically about
dance traditions and power structures involved in
dance. Here dance history is a physical and intel-
lectual endeavour."

In constant process are also the lecture demon-
strations that frame, include or constitute Martin
Nachbar’s reconstruction of “Humanos Affektos”
(1967) by Dore Hoyer, one of the last figures of
German Ausdruckstanz. And this is my third and
last example. While Nachbar — a Berlin based
choreographer — worked extensively with the
assistant of Dore Hoyer, Waltraud Luley, to learn
in detail three of the five dances that constitute the
“Humanos Affektos”, he is also interested in the
difference that surfaces in this process of working
with the movements from somebody coming from
a different and older dance tradition. He exposes
the mechanism of his working. Yet, the
performance also allows for imagining how the
work of Dore Hoyer might have looked like. The
failure of producing in detail the physical
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challenges posed by the highly tense and dense
movements of the “Humanos Affektos” does not
exclude that in learning them, insights and
revelations are granted both to the one performing
and the audience."

While all three choreographers expose
different modes of taking up historical references
of dance, they share that they question the
strategies involved in doing so on stage. They also
expose a practice in modern and contemporary
dance that always has taken and takes place in but
is/was often neither acknowledge nor recognized
by insisting on the individuality of movements.
But more importantly these examples help
illustrating a concept of history that understands it
as a construction based on the needs of the present.
I would even argue that these choreographers have
taken up the challenge that Mark Franko has asked
for: that the “past needs to be stored in and as a

9 Vi

critical performance”.

1 start to feel uneasy in my crossed leg, and need
to resist crossing it the other side. I slightly
bounds my foot in a specific rhythmic pattern
initiated by my toe and hope that I do not forget to
do so. My talking becomes more expressive and
energetic, my hands shape more clearly gestures
with some tension in the fingers.

Out of the many possible choices to reflect on
theory and practice for this conference, I picked
history — but not as it is written but as it is
performed, evoked, constructed, and reflected on
stage in contemporary art contexts. However, this
goes hand in hand with my interest to look also at
the performative aspects of doing history in an
academic context and cannot be separated from it.
Looking at the performative aspects of history
involves asking how specific styles of academic
performances are stabilized and made appear
neutral through citation, iteration and sanction. It
also means seeing history as a practice that creates
or imagines its objects in the process of re-
membering or writing history. Drawing my inspi-
rations from the writing of Aleida and Jan
Assman" to remember means to be and situate
oneself in the present. And in this sense then
history is as performative and adapting to time as
dance, which has always been seen as epitomizing
transformation.

Hardt

To point this out seems to me relevant,
because history and dance have often been
positioned in an antagonistic relationship due to
the ephemeral nature of dance and also because
the body (at least in modern dance) has often been
placed outside of history by granting it the status
of an anthropological continuum. The theoretical
implications involved in such a concept of the
body have in to some degree obscured in modern
dance contexts an interest in history as a tool for
choreographic strategies. In contrast to other art
forms, especially the visual arts, the protagonists
of modern dance have been more involved in
finding new movements or anatomical correct
movements than working with the knowledge of
the historicality and importance of context for
movement development and interpretation. If there
is a reference to the history or former modes of
doing dance, it is often done by rejecting and
doing it differently, (which establishes a very
concrete historical relationship and position). Of
course, there have always been artists who worked
with reconstruction as a very creative task, but
often not in a contemporary performance context
(that is in this moment of interest to me). Others
have evoked history on stage by focussing on
social and racial discrimination. Yet, there has also
been an influential tendency that is highly unaware
of the historical and theoretical implications
involved in believing in the individuality or a-
historical universality of movement.*™

This a-historical image of the body can be
traced back to the beginnings of modern dance and
it is grounded in a world view that rejected the
development of the so called civilized society in
favour of one that was based on an original
community. The body, once freed from its
deformations through society, granted the access
to this alternative form of life. The body and its
movements were conceptualized as an anti-
intellectual force. This was important because the
ills of society were linked (next to
industrialization) also to the predominance of the
so called book culture. Besides that this situation
was quite more ambivalent, because many of the
early modern dancers actually wrote extensively
about their art or in the case of Rudolf Laban
believed that dance needs to be understood
through dance analysis, I point to this aspect,
because it demonstrates that when dealing with the
body and the focus on the ephemeral quality of
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dance, we are never out-side of history and
ideology.

I am struggling a little with the text and have the
tendency to look more often down onto my page.
The temptation is great just to read from the
paper. But I must resist and talk as freely as
possible.

I emphasize this not so much as a criticism but
in order to encourage what these choreographers,
which [ have mentioned at the beginning, are
pursuing: to us the knowledge of the historicality
of dance as a tool for contemporary work. So I like
to suggest that it might not only be interesting to
encourage a transfer between movement analysis
as a tool for enhancing dancing qualities and
developing a composing mind, not only to
encourage researchers and academics to work with
the philosophical notions that show how dance is
especially adapt to challenge static concepts of
knowledge — as I think it is taking place quite
successfully —, but also to see the theoretical and
performative potential of doing and dealing with
history: both on stage and in writing.

I need to focus on the intonation of the following
phrase, emphasizing the last word and making it
sound a little different, so that it lingers somewhat
longer in the memory of the listeners.

Now, what follows, is a premier!

I will talk for the first time in a paper that
rather qualifies as academic about my own
choreographic work to illustrate how these
transfers have inspired me. In the context of this
conference my hesitation might actually not seem
appropriate anymore, as much as it has been not
appropriate in other academic fields to talk about
ones art. The reason why I mention this is that I
believe that social forces, which have made up for
my artistic formation that insisted that an artist
should not need to explain his or her art, are still
active as much as the notion that an academic
should stay detached from the object under
scrutiny, despite the fact that for a long time now
the objective form of research has been
questioned. And while I think dissolving these
borders is great, [ also have to acknowledge that

Hardt

conventions and restrictions are very inspiring
sources for creative work.

So what I realized in linking text and
movement on stage is that if one starts talking
about theory or give the appearance of explaining,
the audience is very likely to place this in the
context of a lecture, as something that is not
performed, even more it might see it at something
that is not art. Realizing that I became interested
not only in breaking this taboo of explaining dance
on stage, in forms that seemed not performative at
all, but more so to use this as an authentizifying
tool, in order to have a set up to expose how con-
structed both theory and identity can be.

Re-Contextualization and Imagination
So, let me start!

On the screen appears an image of myself: It
shows me in a big performance space
(Sopheinsdle in Berlin). I am carrying a chair onto
stage, place myself on it, cross my right leg over
left while I am talking in German. I am translating
for the audience, now paying even more attention
to the play of my hands and the bouncing of my

foot.

“Well let me use this moment to introduce
myself. | am Yvonne Hardt, I am a dancer, [ am
choreographer and in resent years I have become
dance scholar. And since I am telling you
something very personal today; I would like to tell
you also about my academic research, and a true
matter of my heart are the historically changing
concepts of choreography.”

I have edited the video excerpt in such a way that
the sound disappears after these phrases, leaving
only the moving image of me on the screen. I am
sitting on a chair and moving as 1 talk. The
projection will continue for about five more
minutes, while I keep sitting, talking and moving
my hands in expressive and very distinct gesture.
Through the stillness I like to direct the emphasis
to the movements and make the audience oscillate
in their gaze between my image and the live me,
sitting and talking, moving my hands emotionally,
doubling me, yet knowing that difference is
unavoidable. Nonetheless, opening the possibility
that one can think that the image of me might just
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say what I am saying sitting in the Centre National
de la Danse.
Pointing to the screen, I say:

This is not a lecture performance!

It is a little excerpt from my piece “Jellyfish
and Exuberant Love” (2005). And what you have
been seeing does not explain or frame what is
happening up to this point in the piece, but rather
it is another private story. While it will make the
basis for an analytical reflection, it is doing this in
the form of a mimetic enactment of presenting
history (created with a very specific model in
mind). This interruption of this personal dance
history lecture happens about 15 minutes into the
piece, where nobody is expecting it. Up to this
point I have moved extensively and repetitively,
while there was also talk of a failed romance,
because this piece is based on the book by Sophie
Calle “Doulour Exquise”, in which she recounts
over a period of 99 days her memory of the day
she was left by her boy-friend. As each re-count is
a little different, this book makes already a nice
commentary on the transition of memory.

There are many things involved in “Jellyfish
and Exuberant Love” that have nothing to do with
dance history. It was not a project that started out
to become an enacted form of it. Dance history
rather surfaced as one of the strategies to play like
Calle with the borders between private and public,
fiction and reality. In order to work with Calle’s
structure, the dance operates with a limited
number of movements and their continuous
repetition and variations. At first these movements
might seem arbitrary. Eventually they become
contextualized and then again re-contextualized
through different modes of story telling, so that the
context of the individual movements is con-
sistently altered. For instance, while I first move
with any comment, in a second round the
individual movements are assigned to certain
dates, in order to make the audience believe that
the piece developed out of a process of recording
daily positions of suffering. But there is also no
possibility to stay within that love story, because
of my three dance lecture interruptions in total.
The most pivotal shift probably takes place, when
my companion, Lea Martini, enters about half way
through the piece, and it becomes obvious that
each movement that was supposedly based on
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personal suffering is exposed as always having be-
longed to a duo, and having been created in
working together. The question of what is personal
and what is not becomes a reoccurring theme both
in the love story episode, as my companion now
states that it was her story of suffering and I only
used it to generate movement, as well as on the
level of history as I am presenting somebody
else’s research as mine.

The interest in altering or cumulatively
layering the meaning of movements actually
stayed on from one of my pieces that overtly drew
on historically charged movements. As such
pointing to the importance of context for the
reading of movement belongs for me to the realm
of dealing with history on stage. As the different
stories of “Jellyfish and Exuberant Love”
progress, this sort of re-contextualization becomes
explicitly linked to the history of choreography.
There takes place a slow shift from the story of
sorrow to the process of making the dance and
finally cumulates in the discovery that we enacted
the concepts of choreography, which are described
in this lecture (reaching from the emotional
explorations of a Martha Graham to the
conceptualized dances of a Jerome Bel).

Re/visiting my piece with the focus of how
dance history is possibly dealt on stage with, I
found three layers of dealing with the performing
of history. First there is the role of the dance
researcher. This character makes reference to how
history is always performed and we may see many
examples of this in this conference. Yet, of course
there is little twist to it —because we wanted
history to appear more emotionally and private
than the love story; asking: what is the emotional

“gestus” of doing history? What are the
representational ~ dimensions  of  supposed
neutrality?

Second, there is dance history told. If there
were audience members who had no knowledge
up to this point of the history of choreographic
concepts, there was a chance that they learnt
something. The stories that we told were never
really false, only streamlined and very one-
dimensionally related to what we were able to
include as choreographic strategies in the
performance. In short: A history in the use for the
present.

Finally, this integration of choreographic
patterns makes up the third layer: We integrated
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(or claimed to be integrating) different historical
strategies to both perceive and generate
movement. For instance, we showed movements
that seem to derive from emotional turmoil and
self exploration, we worked with chance
procedures, principles of  accumulation,
movements reminiscent of physical theatre and
last but not least the structure, talking and
reflection of concept dance. It was up to the
audience to make the connection as they pleased
or as they could to the stories that have been told
before and never mentioned or explained directly
what happened on stage. There were things that
were easier to discover (day 1; day 1 and 2; day 1,
2, and 3) and other more difficult.

Working with dance history became a tool for
creating choreography — and simultaneously a way
to point to the history of dance and its per-
formative construction. Nonetheless, working with
history is not strategically for me, I am not
interested in a straight and efficient way of
applying dance history, but interested in its co-
construction. It is more like writing a history
novel, interweaving different stories. Because
there is always another interpretation left, there
comes another story in, what is there left to be
believed, besides the fact that everything just
might be the product of imagination.

“Obscure” should be emphasized in the next
phrase.

I love to obscure — and only in the sense that
this makes reference to a complex world I am then
pointing to something that is out-side the piece.

To summerize: I am not so much interested in
evoking history but rather in revealing the perfor-
mative aspects of doing research and history on
the basis of choreographic strategies, which in
themselves already carry theoretical premises
about the history of dance. This also means to ask:
how could academic presentations look like which
take up theories of the performative, which have
put the physical enactment in the spotlight of
events and have shown that the “how” of doing
things is as important as the “what”. How do
formats of academic research function that take
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seriously that form and content cannot be se-
parated?

The challenge then of bringing both theory and
practice together is one that can be tackled in the
realm of (thinking) performance and maybe in
resisting to be placed with such an attempt in a
category called “alternative presentation,” in
leaving space for surprises and for the audience to
draw their own conclusions — as that what lectures
can be about is: performance.”™

Copyright 2007, Yvonne Hardt

Endnotes

' See for instance Gabricle Brandstetter/Sibylle Peters
(ed.) (2002) de figura. Rhetorik — Bewegung — Gestallt,
Miinchen: Fink, S. 18.

“Concept dance” is a much debated and, nonetheless,
often used term to describe the work of such
choreographers that have challenged since the middle of
the 1990s the conventions of dance performances by
exposing the mechanisms of its construction and its
representational codes.

This choreography was developed in cooperation with
her partner Xavier le Roy.

*  For a detailed discussion see Yvonne Hardt (2007) “Die
Re/Inszenierung einer lokalen Identitdt. Eszter Salamon
und der ungarische Volkstanz,” in Hardt, Yvonne/ Maar,
Kirsten (ed.): Tanz Metropole Provinz, Berlin: Lit, S. 87-
99.

For a more detailed disussion see Yvonne Hardt (2005)
“Prozessuale Archive. Wie Tanzgeschichte von Tanzern
geschrieben wird*“ in Odenthal, Johannes (ed.) tanz.de.
zeitgenossischer Tanz in Deutschland — Strukturen im
Wandel — eine neue Wissenschaft. Theater der Zeit.
Arbeitsbuch 2005, Berlin, S. 34-39.

8 Vgl. Mark Franko/Annette Richards (2000) “Actualizing
Absence: The Past of Performance,” in Acting on the
Past. Historical Performance Across the Disciplines,
Hanover/ London: Wesleyan University Press, S.1.

See Jan Assmann: Das kulturelle Geddchtnis. Schrift,
Erinnerung und  politische  Identitit in  friihen
Hochkulturen, 5. Aufl., Miinchen: C.H. Beck 2005, S.
48; Aleida Assmann (2006) Erinnerungsrdume. Formen
und Wandlung des kulturellen Geddchtnisses, 3. ed,
Miinchen: C.H. Beck.

I am aware that this a very streamlined interpretation and
it is also influenced by the German context, in which
both re-construction and the keeping alive of older dance
traditions in the performance context is less developed
than in England and the United States.

Sybille Peters has pointed out that the German word
“Vortrag”, which nowadays is translated as “lecture”,
used to be translated according to older dictionaries as
“performance.” See Sybille Peters (2005) “Sagen und
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Zeigen — Der Vortrag als Performance,” in Gabriel
Klein/ Wolfgang Sting (ed.) Performance. Positionen zur
zeitgendssischen szenischen Kunst, Bielefeld: transcript,
S. 199.
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Franco

Re-thinking ‘practice’ and ‘theory’ from an Italian perspective

Susanne Franco

L’inconscient d’une discipline, c’est son
histoire.
(The unconscious of a discipline is its
own history).

(Bordieu, 1984: 81)

The conference Re-thinking practice and
theory was the result of joint efforts made by
two of the major associations devoted to dance
studies and of their collaboration with a
relatively new French institution, the Centre
national de la danse. Last but not least it was
significantly held in Europe, and gained a great
attention also thanks to the broad network
where the Call for Papers circulated,
encouraging a large participation of scholars of
different backgrounds. As a dance scholar
committed to research and methodological
reflection, trained both in Italy and in the US,
while reading the Call for Papers for this
conference I wondered about the extent to
which the linguistic and theoretical framework
of its sequence of questions has been shaped
by a shared perspective. More specifically, |
wondered about its reception in Italy, about the
ideas potentially offered to Italian researchers
but also about the inhibitions, resistances and
closures that it could induce. My proposal for
this conference originated from these
reflections and since I’'m firmly convinced that
dialogue is the core of meetings such as these,
I have organized my paper as a sort of dialogue
with the questions posed in the Call for Papers.

In the first part I try to provide detailed
answers to these questions by putting the terms
‘theory’ and ‘practice’ in the Italian historical
and cultural context. In the second part I
develop more general reflections on the
possibility to establish a cross-cultural
dialogue between voices, idioms and
theoretical assumptions coming from widely
different traditions.

The aim of my paper is to provoke further
reflection on the ways, on the occasions and on
the languages which all together can help

understanding dance studies as they have
developed in different contexts.

By way of these preliminary remarks I
have already given a partial answer to one of
the questions of the Call for Papers:

-How might the content of the form of
delivering a paper be re-envisioned so as to
provoke new understandings of theory and
practice?

I now respond to two related questions:

-What are the various histories of these
terms?

-How might we historicize practice and
theory now, at the beginning of the 21*
century?

The Italian history of the term ‘theory’ in
relation to dance and in an educational context
is very much a 20th century history. ‘Dance
theory’ is the name of the subject introduced
and taught at the Accademia Nazionale di
Danza (National Academy of Dance) by Jia
Ruskaia in 1948. Ruskaia, whose real name
was Eugenia Borissenko, was a Russian artist
and performer of Futurist shows and of a
personal version of the free dance inspired by
Duncan and Dalcroze in the Twenties and
Thirties. The generating core of this subject
was ‘orchesticografia’, namely the system of
analysis and movement notation that she
created in the 1930s, inspired by central
European models and quite revolutionary for
Italy, where modern dance was still a marginal
phenomenon. Dance theory has been
understood in close connection with Ruskaia’s
pedagogical conceptions, that were themselves
oriented towards a full cultural legitimation
and institutionalization of dance, and a
rationalization of its teaching. The creation of
the Accademia Nazionale di Danza in 1948
was the outcome of an itinerary that led
Ruskaja to create the Regia Scuola di Danza
(Royal School of Dance) in Rome in 1940,
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affiliated to the Academy of Dramatic Art, and
dependent on the Ministry of Education. In her
intentions the Accademia had to become a
center for the promotion of this art. The
Accademia is to this day the only professional
school of dance training in the public system
of education (unlike, for instance, the many
Academies of Art) to provide a theoretical and
practical  training to dance teachers,
choreographers, and dancers. Ruskaja taught
dance theory almost until her death in 1970,
the year that also saw the publication of her
book significantly titled Teoria e scrittura
della danza (Theory and Writing of Dance). In
the 1970s the dance scholar Flavia Pappacena,
who took over from Ruskaja the teaching of
dance theory and the curriculum planning of
the Accademia, integrated and modified some
key concepts underscoring the link with other
disciplines taught there and led to a revision of
its contents. As it was for Ruskaja, her
approach to dance theory is closely connected
to the participation in practical
interdisciplinary workshops. In her textbooks,
dance theory is defined as a historical and
critical overview of the figures, steps and
postures, and an aesthetic analysis of the
language of (classical) dance, as a structural-
anatomical analysis and a framing of the
general theoretical terms, and, last but not
least, as a historico-critical perspective on the
construction of figures in the relationship
between dancer and space. Dance theory,
whose aim is giving cultural substance to the
practice of the dancer, is then meant to
comprehend a wide array of approaches,
ranging from the structural and anatomical
analysis of movement, to the dynamic,
rhythmic and stylistical analysis of dance, the
comparative analysis of the historical methods
and styles, and the analysis of the system of
notation and choreography.

Since this is still the mainstream definition
of dance theory, any other use of the term
theory, in the Accademia as much as in other
contexts, requires a preliminary qualification,
precisely for its being alien to the Italian
cultural tradition in dance studies. I'm
referring in particular to the use of the term
‘theory’ as directly connected with ‘cultural
theory’. Only in recent years and to a very
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partial extent have dance studies (and
performance studies in general) responded to
cultural theory in Italy. This distance is due to
cultural, linguistic and generational obstacles,
and the resistance to its critical instruments on
the part of the Italian scientific community.
Critical theory also introduced a drastic
terminological shift often seen in many fields
of research as self-referential and overriding its
subject matter. In this light, the development of
concepts like ‘theory’ and ‘practice’ in Italy
has not yet been submitted to a full historical
analysis, let alone with the critical agenda
suggested by the Call for Papers.

Following a traditional historical and
philological approach, the most widely
accepted among Italian dance scholars, to
explain how the terms ‘theory’ and ‘practice’
of dance have rooted themselves in Italy, it is
necessary to retrieve a substantial body of
archival documents and to place it in a broad
framework of historical and sociological
references to cast light on their thick web of
relations.

On the other hand, following a
postmodern approach to the study of history
informed by cultural theory, it is necessary to
raise issues regarding the mechanisms of
productions of these documents and the
archives that hold them, their reception in
history, the subjective implications that guide
us in the way we select, examine and situate
them in a temporal and hermeneutical
framework. This way of organizing historical
inquiry seems to be presupposed in two further
questions of the Call for Papers:

-Do earlier notions of practice or theory
continue to be utilized in different dance
communities?

-How do their genealogies
determine their current usage?

inflect or

The attending question, and the core of my
theoretical argument, is: “How do their
genealogies inflect or determine our ideas
about their historical reconstruction?”.

Up until the early 90s dance studies in Italy
entered university curricula only marginally,
mostly within other disciplines such as history
of music and theater and only in theater



departments.  Gradually, courses have
multiplied and most of them are called
‘History of Dance and Mime’, a designation
which while disenfranchising officially dance
from theater, still anchors it to mime in a
questionable  association aimed at the
legitimization of dance in the pantheon of
academically recognized disciplines, and so
indirectly still to theater studies. Other courses
are designated as ‘Methodology of dance
criticism’, ‘Twentieth-century choreography’,
but ‘Dance theory’ does not appear.

The only university that recently has
started offering a degree in dance studies is
Bologna, even though the shape of the
curriculum is highly unstable because of the
scarce and irregular national funding which
prevents a long term planning. The courses
currently offered are ‘Philosophy of Dance’,
‘Movement Analysis’, ‘History of the poetics
and techniques of body and dance’, and others
but again not ‘Dance theory’.

The academic politics hasn’t favored the
creation of dance departments and the little
impact of cultural studies in Italy has left
unchanged the traditional configuration of
disciplines in the humanities. In addition to
that, practice has not been integrated in higher
education so that it could not favor the
introduction of theoretical approaches, unlike
in countries such as the US. This situation has
had a decisive role in the reception of ‘theory’
and ‘practice’ both individually and in their
mutual relation. The answer to another
question of the Call for Papers can illuminate
this aspect:

-What ideological work is accomplished
when [theory and practice] are developed as
a dichotomy?

The hegemony of the Accademia as a
center of practical and theoretical training for
dancers, and the structure of academic
curricula have caused ‘theory’ and ‘practice’
not to be conceived in Italy as a dyad. This is
still an obstacle in envisioning the potential
offered to the scholar by a practical experience
of dance. On the other hand, the social
construction of the dance scholar is still
affected by a general difficulty in conceiving
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of dance as a field of scholarly inquiry, putting
the researcher in the position of answering the
ineluctable question/statement: “You
obviously dance, don’t you?!”.

While this latter predicament is still
common to dance scholars elsewhere, a gap
becomes evident in two further questions that
Italian scholars in particular would hardly feel
as addressed to them:

-How might the methodologies utilized in
phenomenology, semiotics, and cultural
studies assist in understanding these terms?
-How might the perspectives afforded by
studies of gender, colonization, and
globalization help to elucidate their
meanings?

Neither of these questions has an
immediate sense in the Italian context where
the above-mentioned categories have not
interacted with dance studies or are being
configured within or alongside other existing
disciplines. If phenomenology and semiotics
have nourished the historicization of creative
processes and of corporeal practices in theater
studies, dance studies have been generally
insusceptible to them, and even less to cultural
studies, studies of gender, colonization, and
globalization, still largely seen as pertaining to
sociological concepts alien to the aesthetic
domain. One should not forget that Italy has
just begun to face multiculturalism and, despite
a strong feminist tradition, is marked by a
staunch resistance to gender issues, which
explain the lack of affinity with the Anglo-
American theoretical mainstream.

These reflections lead me to closely
scrutinize two more questions:

-What are the culturally distinctive
meanings and understandings of the terms?
-How have these meanings been translated
and interpreted in moments of cross-
cultural contact?

Faced with the same kind of doubts in the
planning of an international conference on
methodologies of dance research held at the
Centre national de la danse (2003), and on the
publication of the volume Dance Discourses
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that originated from it, Marina Nordera and I
decided, for example, not to call the section
devoted to the construction and reception of
the sexed body ‘Gender’ but
‘Feminine/Masculine’. By way of this and
other terminological/theoretical choices, we
tried to create a space where different
epistemological and methodological traditions
could be compared, with their respective
principles, languages, idioms as well as their
open and latent resistances to rival systems.

As the Call for Papers argues, we live in a
“moment of intensified circulation of dance
forms worldwide”, and if scholarly encounters
aim at promoting intellectual exchange, we
should try to be more self-conscious of how
we are involved in different cultural, national
and institutional contexts. I believe that a
cross-cultural communication that leaves real
room for differences can happen only in
meeting places where the respective identities
and linguistic and cultural traditions are taken
into full consideration. Critical theory has
taught us how traditional disciplines have
tended to present themselves as transcendent,
absolute categories and scholars as objective,
neutral examiners.

So if the categories conceptualized by
critical theory are taken for granted and
offered, implicitly and explicitly, as obvious
starting points, the paradox 1is that the
approaches (feminist theory, gender and
postcolonial studies, and so on) that have
opened up new perspectives for dance studies,
risk producing certain closures by becoming
(for instance from an Italian perspective)
hegemonic. To what extent, then, the Call for
Papers may be exclusive even as it tries to be
open and inclusive? To what extent, its
questions construct a space of intervention
where the Italian perspective becomes an
anomaly? And if the Italian tradition of dance
studies represents the anomaly what represents
the norm?

Copyright, Susanne Franco 2007
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Carter

Practising Dance History:
Reflections on the shared processes of dance historians and dance makers

Alexandra Carter

This investigation is in part a response to the
‘turn to practice’ that has captured the attention
of many writers, practitioners and funders in
research and education. The activity of ‘practice’
has historically been seen as a binary opposite to
that of ‘writing” with the hierarchical value
which binaries entail. In the dance profession,
words have been viewed with great suspicion;
contrarily, in academia, practice has been a
second-class activity. Recently, however, there
has been an acceptance of practice as legitimate
research. The particular field of interest, in
Britain, has been in what kinds of practice can
be recognized as research; what, therefore,
constitutes ‘research’ and how does ‘practice’
theorise its research? In this paper, I want to take
an alternative perspective and ask to what extent
can ‘theorising’ in the writing act be likened to
practice? Most specifically, how can the
theorising of the historian embedded within the
traditional writing act be likened to the ‘practice-
act’ of choreography? The aim of the paper is to
extend the arguments made by my colleague
Susan Melrose (2005a; 2005b) in her
exploration of the shared processes of the expert
writer and expert practitioner. As she claims,
‘they could dance well together, if they could
only learn to be more transparent and
accountable about all of the processes involved
in their different sorts of expertise’ (2005a).
Nevertheless, although I will be attempting to
expose shared processes, there is no attempt to
dilute the highly distinctive expertise necessary
for each kind of activity.

The turn to practice has, arguably,
rendered the traditional writing act as something
solid, conservative, almost old-fashioned. I was
struck by the comments of a critic, made during
a public interview with a British choreographer.
He envied her the freedom of her practice, for he
was bound by rules and she was not; she was
creative, he could not be. He positioned himself
in a subordinate role — not an unusual one in
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commonsense perceptions of critics — but one
which here was based on the very nature of the
practice/writing divide. However, although each
activity deploys different kinds of skills and they
have obviously different outcomes, the aim here
is to demonstrate that far more is shared than is
suggested by the historical dichotomy of
practice and writing. As well as pointing the way
to how the expert historiographer and
practitioner might ‘dance well together’ the
further aims of this paper are threefold. First, to
dispel some possible misconceptions about the
process and act of writing about the past;
second, as a result, to use these arguments as a
way of encouraging students and anyone else
new to the field who are apprehensive of the
writing act and third, to help those of us who do
engage with historiography to celebrate it as a
creative, imaginative act of practice.'

In dance, analogies between writing and
practice have been well made. Stinson (1994,
2006) discusses the notion of ‘research as
choreography’ and Hanstein makes a similarly
neat parallel between the traditional scholarly
research process and the choreographic process.
We can also accept these parallels in relation to
the specific act of writing history. Both
historiography and dance making involve
research of some kind; both involve a kind of
theorizing (though I will leave others at this
conference to tease that out more fully how
practitioners ‘theorize’). Both give shape to
material. Further connections are made by Susan
Foster who reminds us not only that the historian
is engaged in bodily activity but also of the
difficulties the historian has in accessing and
recording the ‘bodily writing” of the past
(1995:4). In summary, the historiographer
theorizes about the past and the choreographer
practises in the present but choreographers also
theorize from the past and the historian practices
in the present. At this most simple level, both
activities are, therefore, theorizing and



practising. But there are more complex aspects
of the historian’s practice, which they also share
with the artist practitioner. I will explore two
key concepts which appear central to the act of
dance making and apply them to the act of dance
history-making. These are, creativity and one of
its component processes, intuition.

Creativity is all around us. Its meaning is
culture-bound and it is, as Negus and Pickering
(2004: vii) argue, ‘a way of according cultural
value’. It is applied to business people, to
advertising executives, to teachers, even to
scientists. Most specifically, it is deemed central
to the artistic process. It is rarely an attribute
overtly applied to historians. In fact, to be
described as a creative dance historian might
suggest that you are not a very good one, that
you are somehow ‘making something up’. But
of course, a historian does actually ‘make things
up’. The notion that historians ‘make up’ or
construct the past has long been in circulation
and debates about history as ‘fact’ or history as a
construct are ongoing (see Hamilton 1996 for a
summary). But as Geertz (1993) argues in
relation to anthropological writings,
historiographies are also ‘ “something made”,
“something fashioned” — the original meaning of
fictio — not that they are false, unfactual’ (1993:
15). It is in this sense that historians are, as
Jenkins and others claim, ‘writers of fiction’
(1991:10) for they make, through turning past
phenomena into narrative form, stories about the
past (see Muntz in Bentley for discussion of
narrative in historiography). That very different
stories can be told about apparently the very
same historical moment is now fully
acknowledged.

The attribution of creativity might be
applied to any research endeavour: framing the
problems; identifying the sources; collecting and
structuring material and speculating on
‘answers’. Specifically, Husbands (1996: 61)
argues that ‘questions about the past inevitably
presuppose an act of creative imagination’ for so
much concerning the past ‘is never completely
captured in the evidence left behind’. It is,
however, in the notion of making-up history,
that the fundamental creativity of historiography
resides. To pursue this argument further, it is in
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the very language that the historian uses in the
writing act itself which ‘makes’ the history. In a
detailed analysis of a piece of prose by A.J.P.
Taylor, Hayden White proves his point that

Even in the simplest prose discourse, and
even in one in which the object of
representation is intended to be nothing
but fact, the use of language itself
projects a level of secondary meaning
below or behind the phenomenon being
“described”. . . this figurative level is
produced by a constructive process,
poetic in nature, which prepares the
reader of the text more or less
subconsciously to receive both the
description of facts and their explanation
as plausible.

(White 1978:110)

Today, we know that the use of language as
projecting a ‘level of meaning below or behind’
phenomena might be construed as problematic.
However, Hamilton (1996: 21) confirms that
‘our convincing use of the rhetorical language is
what matters, compelling the reader’s agreement
through rhetorical skill’. ‘The justification’, he
says, ‘of an interpretation is lodged in its
expression’. Munslow (1997:6) likewise argues
that ‘because of the central role of language in
the construction of knowledge, our historical
understanding is as much a product of how we
write as well as what we write’. Jenkins (1991:
23) offers examples of literary style the historian
might deploy. They might write ‘polemically,
discursively, flamboyantly, pedantically....’
Mostly, they must write persuasively in order to
convince their readers, for as Shakespeare says
through the words of Venus to Adonis, if you
‘bid me discourse, I will enchant thine ear’ (line
145).

This notion of the making up of history in
the making up of language is of particular interest
to dance historians for we are, in our writing,
‘making up’ the dances, the performance
contexts, the choreographic motivations, to which
we longer have access — or, even if we do —
giving them another life on the page. That life,
speculative though it may be, exists in our use of
language. It is for this reason, I argue, that we



should value the dance history texts of the past
even when the descriptions therein seem
misconceived or the judgements flawed. As
White (1978: 118) argued, ‘it is to the power of
the constructive imagination of ... classic writers
that we pay tribute when we honour their works
as models of the historian’s craft long after we
have ceased to credit their learning or the specific
explanations that they offered . . . when a great
work of historiography . . . has become outdated,
it is reborn into art’. Whether describing dances,
or offering explanations for their significance, or
writing biography, or discerning relationships
between dance and culture, the dance historian
has a glorious canvas on which to paint the
picture of their arguments. Though new critical
interpretations supersede old or unacknowledged
ones, let us not abandon the old histories of
dance. As we value the dances of the past for
their artistic worth, let us also value, and
encourage out students to value, the written texts
of the past for how they present the creative
dimension of the historian’s art.

One of the key strands of this creative
dimension is the exploitation of the intuitive
moment. What is intuition? As in the good old
days of feminism when theorising arose from
women’s experience in order to generalise from
the particular, let us start with experience. I sit at
my keyboard, at the very moment of writing this
text, and in front of me is a conviction that I
have an argument. I say in front of me, because |
have not yet caught up with what that argument
is. I cannot see the logical steps to it; do not
even have the firm evidence. I just ‘know’ it.
Even in the text-bound, writerly act, as it
converges with the physical act of hitting the
computer keys, I ‘sense’ something. As Stinson
(1994, 2006) reflects, writing a scholarly paper
is a messy act, an entry into the unknown. It is
this as yet ‘unknown’ that we might call
intuition.

There is a mass of philosophical,
psychological, pedagogical and popular writing,
over centuries, on this topic. Rather than enter
the morass, far beyond the remit of this paper,
but in order to draw parallels between processes
in art-making and historiography, I consulted a
text on music. Here, Swanwick (1994) argues
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for the interplay of intuition and analysis in the
process of musical understanding. Drawing on
writings from philosophy (Kant), aesthetics
(Croce) and psychology (Bruner), he offers the
summary that ° ‘intuitive knowledge is
central to all knowledge, the medial exchange
between sense and significance’ (1994: 31). It is,
and I cite one further characterisation from many
hundreds, ‘immediate insight  without
observation or reason’ (Myers 2002: 1) — though
it might also be argued that intuition is
observation and reason that has simply been
forgotten or, as Graeme Miller suggests, that it is
‘compressed knowledge’ (Miller in Bannerman
et al 2006: 39).

Susan Melrose’s work on practice as
research refers consistently to what she calls
‘expert intuition’. She also acknowledges that
she, as a writer, ‘operates consistently on the
basis of . . . writerly intuitions . . . which seem
to emerge from a nowhere of writing’ (2005a).
Melrose (2005¢) argues that certain writers have
‘developed their own theoretical insight on the
basis of expert intuitions before they proceed to
recuperate these in terms provided by
conventional research . . . procedures’. She cites
Bourdieu’s ‘habitas’ and Jameson’s ‘cognitive
mapping’ as examples of complex tropes arrived
at not, in the first instance, through rational
argument, rather more likely through ‘expert
writerly intuition’ which is then subject to the
‘structures of critical argumentation’.  The
historiographer writing the past is also dealing
with a world beyond the immediate rational or
the direct sensory experience on which they
bring a ‘conceptual order and a set of academic-
writerly rules, to the end of identifying or
producing a third entity: a theoretical account ...
of practice” (Melrose 2005c). For the
historiographer, the practice is that of lives led
and dances danced in the past. In summary, the
way historiographers theorize, in the sense of
producing general arguments from specific
examples, is based first on an intuitive leap
between those specific examples which becomes
subject to the rational argument which produces
‘theory’. As it is the ‘conscious skills and craft
of the artmaker which make the workings of
intuition significant’ (Bannerman in Bannerman
et al 2006: 19) so it is the craft of the scholar



which makes their research theoretically

significant.

Despite being accepted for centuries that
intuition is one of the fundamental ways human
beings comprehend the world, very few
professional writers formally acknowledge the
intuitive in the process of their theoretical
writing (Melrose 2005a). In the binaries,
intuition has settled on the side of arts practice;
as performance artist Richard Layzell suggests,
‘I wouldn’t talk about intuition to people . . . for
many people in other disciplines it might cause
extreme anxiety’ (in Bannerman et al/ 2006: 33).
It is present as a ‘knowledge category’ in some
fields such as education but it is rarely if ever
acknowledged as a significant factor in the
process of theorising about performance or
about performance in history. As Melrose
trawled the indices of key texts on performance
studies, I did the same with key texts on
historiography and found little mention.
Although Hayden White acknowledges that
history is not a science but ‘depends as much on
intuition as on analytic methods’ (1978: 27) and
Marwick (1989: 246) notes that one of the
processes involves ‘vividly expresses insights’,
adding that these are based on ‘thorough
research and long reflection’ (note the ‘long’),
neither author pursues this intriguing process.’
Similarly, examination of the introductions to a
range of dance history texts revealed the
articulation of rigorous research processes but
not the wobbly bits, the hunches, the sudden
illuminations coming from ‘nowhere’, that move
a work forward. Because introductions to history
books tend to be written last, and to summarise
what has already been achieved, the early stages
and the intuitive steps along the way are buried
in the solidity of the outcomes of the research.
Ann Daly in her preface to her book on Isadora
Duncan (1995) gives an inkling of these in a
description of her research process. She
acknowledges being ‘perplexed’ by the glimpses
of Duncan seen in history books and
reconstructions. She raised a series of questions,
none of which were answered by these sources.
‘Recognising the limits of historical knowledge’
... (she attempted) ... ‘at least to try to fantasize
what it was about her dancing that drew her
body in to the American imagination’ (xi). ‘As I
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read, as I looked, as I imagined, a much more
complex Duncan emerged’ (xi). Although Daly
goes on to extrapolate her ‘three levels of
enquiry’ as descriptive and analytical,
interpretive then critical she misses out, as do
most writers, the first and continuing thread
which her explanations reveal — her intuition.
The lack of recognition of the intuitive in
scholarly texts suggests that it not recognised as
key to the historian’s craft, or that it is so taken-
for-granted that it is not worth mentioning. But
if the intuitive is taken for granted by both
philosophers on and writers of historiography, it
deserves not to be.*

Perhaps this taken-for-granted-ness is not
surprising. Despite my arguments in relation to
the creativity of the research process and writing
act, historical research is viewed as a grounded
act. Even in dance, wherein we deal with a rich
range of sources ranging from archives to dance
in performance, the methodical, step-by-step,
building of a picture of the past is the modus
operandi. And yet most of us know, or intuit,
that there is more to the process. The historian
uses intuition not only in the formulation of
problems, in knowing where to look for
evidence, in putting disparate evidence together,
in attending to the unexpected, but
fundamentally in the moment of the writing act
when the words appear as if from nowhere.

In conclusion, by exposing the ‘artistic’
elements of the historians’ activity, the
boundaries between ‘practice’ and writing can
be blurred. Both artist-choreographer and
historiographer, subject ‘creative hunch to
sceptical scrutiny’ (Myers 2002: 2) whether in
action, thought or word. As Melrose posits, both
writer (and [ include historiographer) and
practitioner leap ‘intuitively into a nowhere . . .
on the basis of a sense that something might
match something else, might momentarily
achieve empirical fit with its other — for long
enough for new insights to be developed.’

The arguments | have offered in this paper
apply, of course, not just to dance or
performance history but to all subjects of
historical discourse. But placing history making
in relation to dance making might serve to nudge



all historians into more reflective consideration
of their own practice. Both historiographers and
artist-practitioners, can ‘make progress in their
disciplinary ~ field(s), take creative and
imaginative, intuitive leaps in order to develop
their theoretical agendas’ (Melrose 2005c).
Though set in apparent solidity in writing
(though at the mercy, of course, of malleable
interpretations by the reader) the historian is
conscious of movement. Not only the movement
of the dance, dancing people and times about
which they write, but about the writing act itself.
Supported by thorough research and the scrutiny
of evidence, formed in the creativity of the
language of narrative and borne all along by the
intuitive steps of the historian, historiography is
a moving act.

Copyright 2007, Alexandra Carter

Endnotes

1. Historiography refers to the act of writing about
the past; an act which, as Jenkins (1991:6) claims,
floats free from the past, or from ‘history’.

2. See White (1978) Ch. 4 ‘Historicism, History and
the Imagination’ for a detailed account of
complex theoretical stances on the nature of the
mythological, poetic and prosaic elements of
language as discourse and how this pertains to
historiography.

3. A rare exception is Husbands who, writing from a
pedagogical perspective, is anxious to privilege
student-active learning. He cites Jan Vansima
who in 1974 argued that the historian ‘guesses,
ponders, backtracks, and finds sources almost by
intuition . . . historians start out with a hunch, an
idea’ (p. 61). These ‘hunches’ says Husbands,
this intuition, is central to the way we look for
and make sense of historical evidence’ (p.62). It
is interesting that Vansima was writing on the lost
histories of Africa, so the intuitive steps in his
research might have been more necessary or
privileged than in fields where evidence is more
accessible.

4. A book by Roger Franz, Two minds: intuition and
analysis in the history of economic thought
(2004) explores how past economists have used
intuition and pleads for its acceptance in the field.
A web site outlining the recent history of the
discovery of the planets is entitled ‘From
intuition to discovery’
(http://planetquest.jpl.nasa/gov.science.
science.index.cfm.) Sites can be found on the
role of intuition in natural history. Nothing is
readily available, however, on its role in history.
The great majority of mainstream history books
ignore the histories of performance. For example,

130

Carter

in Burke (1991), the editor mentions in his
introduction of wide array of histories — but not
those of performance. In Ch. 10 on the History of
the Body, no mention is made of the body in
performance.
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Hunter

Site-Body-Relationship:

Exploring Site-Specific Dance Perfor mance through Practice-as-Resear ch

Victoria Hunter

Wor kshop Report

This report describes both the practical and
theoretical components of the site-specific dance
workshop which took place as part of the CORD
[/ SDHS ‘Re-thinking Practice and Theory’
Conference in June 2007.

Drawing upon my own PhD practice-as-
research investigation into the relationship
between the site and the creative process in site-
gpecific  dance performance, participants
received a sharing of my research approach
through dvd presentation and discussion. The
workshop participants were then led through a
preparatory warm-up exercise prior to exploring
their own corporeal exploration of the site
through guided solo and group dance
improvisation.

Presentation Content:

The am of the workshop was to
interrogate the following questions both
practically through the guided improvisation
session and theoretically through a discussion of
my own research and the participants
experiences:

e Ispractice mental, physical or both?

e How can interactions with space and
place inform / develop / illuminate the
creative process?

e What knowledges are
embedded  within  this
practice?

o What is the most appropriate manner of
articulating these responses —what is
lost / gained through verbal translation

revealed /
particular

and
articulation?

My own PhD research investigation
seeks to explore the nature of the relationship
between the site and the creative process in the
creation of site-specific dance performance. Site-
specific dance performance in this context can
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be defined as dance performance created and
performed in response to a particular site and or
location. My own research then involves the
creation and performance of site-specific dance
works in a range of locations and comprises a
practice-as-research

methodology informed by spatial, performance,
and phenomenological theory'.

The invedtigation has followed a
practice-as-research methodology aimed at
revealing the choreographer’s tacit knowledge
when engaged in this type of work. In an attempt
to explore a range of creative approaches and
practices the study has produced three site-
specific dance performances in three differing
locations. Beneath (2004) was performed in the
basement of the Bretton Hall mansion building
and explored a disused, abandoned site. The
Library Dances (2006) was created and
performed in the Leeds central library building,
a public site which remained open during both
rehearsal and performance periods. The final
project Project Three (2007) involved the
creation of a durational dance installation work
and explored the relationship between body and
sitein aneutral ‘gallery-esque’ site.

The practice-as-research methodology
employed throughout the three projects
facilitated the identification and interrogation of
certain creative practices, techniques and
approaches which could only have been revealed
through practice itself.

These practicad explorations have
revealed a myriad of information regarding the
site-specific choreographic process and some of
the concepts revealed through the practice are
listed here as:

Site: Formal features/ informal features
Amplification and Abstraction
Phenomenological resonances
Present-ness

Simultaneity



Through individual and group (optional)
exploration of the Centre National de la
Dances's West Atrium space we are going to
draw our awareness to the formal and informal
features of the sité' and engage in a process
which | have described as amplification and
abstraction referring to the type of movement
responses elicited when exploring these site
elements.

We are then going to explore a sense of
responding to the to