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Abstract

The analysis of the dancer’'s movements has been the central

concern in dance analysis methodologies.

This study proposes to extend dance analysis to the other
strands of the dance medium which is understood to be the
prime material upon which the dance work is created and

given existence.

The strands of the dance medium identified in this study are

the space,people, sound/music,movements and scenic elements.

The study starts with a discussion of central issues which
concern the nature, independence, identity and significance of
the strands of the dance medium. In the following chapters,
each one dedicated to an individual strand, their significant
contribution to the dance work is revealed through the re-
lationship they have with the dance performance space, the
dancer's body shape and their movements, spatial forms,aural

elements and the moving elements of the work.

In the beginning of each chapter, several concepts, which
enable us to clarify and define the characteristics of the

strands, are analysed and others put forward.

The study concludes that the individual strands of the dance
medium are identified as actual and that their identity and
significance is dependent upon their relationship with the
other strands and the function or the contribution that they

make to the dance work.

Furthermore, their significant contribution Justifies their

necessary inclusion in dance analysis.
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Introduction

The analysis of dance has been pioneered by dance notation
systems whose methodologies have given priority to the dis-

crimination of the dancer's movements.

This situation has given dance a twofold problem. First, the
information collected within the dance scores considers
only the dancer's movements,which makes it impossible to
understand how the dance was presented or intended to be
presented. The way that the dancers were dressed,the char-
acteristics of the enviromental space including the poss-
ible scenery,lights,and the spectators spatial organisation
can only be found from other sources of historical inform-

ation.

Secondly,by having the dancer's movements as the exclusive
component of analysis,neglecting other strands upon which
the danmce is built,has been narrowing the understanding of

the dance work itself.

This study attempts to broaden the perspective of dance an-
alysis by considering, that apart from the dancer’'s movement,
other components make a significant contribution in the

presentation of a dance work.

The components of the dance,named here as the 'strands of
the dance medium® will be identified as the space,people,

movements, music/sound and scenic elements.

All of them have been referred to by choreographers,dance
researchers and critics in disparate manners,each one at-
tributing different significance to them,in building up the
enviroment,in clarifying the dancer’s intention,in rein-

forcement of the work,in enhancing the work etc.



In this study, the ‘strands of the dance medium'will be an-

alysed only in their significance in the:

- definition of the 'dance performance space’
- presentation of the dancer's body shapes

- performance of the dancer’'s movements

- creation of spatial forms in the work

- production of aural elements

A second limitation will be made by not taking into consid-
eration the analysis of the dancer’'s movements,since this
has been fully undertaken by the dance notation systems
themselves. However,the movement performed by any other
'strand of the dance medium' will be discriminated,which

will constitute a sixth area of analysis:

~ the movement of the strands of the dance medium with

the exception of the dancer's movements.

In the first chapter,several issues concerning the identity
of the strands of the dance medium will be contextualised.
Their nature, independence,constant presence and signific-
ance within the dance work will be discussed alongside the
opinions expressed by other choreographers,critics and dance

researchers.

The following chapters,each one dedicated to an individual
strand,uill follow the same structure. First we will dis-
cuss the concepts which are central for the identification
and characterisation of the strand. This will include a dis-

cussion of existing concepts and introduce new ones.

Secondly,we will illustrate from various sources concerned
with the production and works of modern and post modern
choreographers and fram the author's experience as a spec-
tator,how the strands of the dance medium are significant
within the areas of analysis in this study, revealing there-
fore, their prime importance within the dance work. This

justifies their necessary inclusion in dance analysis.
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I. The Strands of the Dance Medium

Choreographers,critics and dance researchers have been re-
ferring to dance in terms of its elements or components in

disparate manners.

"Music,decor” has been considered by J.Martin as the "accu-
mulation of aids"(1);:"Non-dance factors"™ for "costume, make-
up,music and setting” by J.C.Hanna {(2);"sets,props,costumes,
masks,make-up and lighting™ referred to collectively as the
"theatrical elements™ by L.Blom and T.Chaplin (3) and by
P.Carey who also refers to them as "production elements" (4);
in relation to movement/stillness,sound/silence,lights/no
lights,costume/no costume, set/bare stage,Merce Cunningham
has spoken of "elements of theatre"(5). "Choreocgraphic ele-
ments such as space,body shape or design,form and extra
properties such as light,costumes,set/stage design" by Guynn
(6):"incidental elements” is questioned as a notion by A.
Armelagos and M.Sirridge when referring to "music,costuming,
lighting and individual performers” (7);"Physical realities"
such as "place,gravity,body, muscular strength,muscular
control and secondary assets such as light,sound or ...pro-
perties"” for S.Langer(8);:;"Components of the dance”™ by Janet
Adshead with reference to "movement,dancers,visual setting

[and] aural elements™ (9).

The attempts of these authors to identify and name what they
consider or regard as the significant elements,components or
factors within a dance,gives rise to several issues which we

intend to deal with now.

1. The actual and virtual nature of the components.

Space as an example.

From the examples mentioned previously,it is clear that what
these dance components have in common are their actual ex-
istence, their actual presence within a dance. They are the
"physical realities'.as S.langer refers to them. They are
not the dance,but still it is upon them that the dance is

created.
© 5



The dancer,choreographer and related ertists do not create
them, they previously exist as physical realities,being in-
troduced by them into a dance performance. "He [the artist]
finds all these things and uses them,as...a manufacturer
uses wool to make thread..."(10) and that thread to produce

goods.

In this way,the term 'dance medium' can be applied to those
components since they constitute the materials through which
the dance is given an existence,being used as a "vehicle

for meaning™ in the way the J.Mazo refers to Martha Graham's

use of "movement,costumes,setting and music"(11).

For example,a dancer with loose,long hair,dressed 1in a long
soft skirt,whirling in a fluent movement from left to right
upstage,accompanied by a continous violin sound and illumin-
ated by a follow spot,even if it does not create a vision

of these individual materials seen in isolation - the long
hair,rotating actions of the body, the viclin sound etc.-

it is upon them,their combination,their interrelationship,

that the magic or illusory moment is created.

"All their [physical realities and secondary assets] are
actual. But in dance they disappear”(12)},being replaced by
what same authors refer to as "dionysian ecstasy"(13), "act-
ions of dynamic bodies related in space”™(14),an"enlarging

of a kind of energy”(15) or a "dynamic image" (16).

The people - both dancers and the audience - the space, the
aural elements,the scenic elements and the movement are
therefore, the primary raw material, the dance medium,which
by being creatively manipulated by choreographers,dancers

and related artists,creates a dance performance.

These strands of the dance medium are considered the prim-

ary materials of a dance in the same way that,

The materials of music,on the other hand,are sounds
of a certain pitch, loudness,overtone mixture and

metronomic length. (17)



They will be referred to from now on as 'strands of the
dance medium' instead of dance components,since,as we shall
see, they are more than dance ingredients, they act, they func-
tion,as dynamic participants in a web of relationships which
build the dance in the same way that on a weaver's loom,the
shape,colour,size and texture of the cloth is dependent on

the relationship between the strands.

Space has been referred to within a dance context in sever-
al ways. It is present as an abstract volume,"an empty void"”

(18),the personal space - the kinesphere - or simply as,

a place with boundaries...a place to organise...

a place to rotate,to diminish,to enlarge. (19)

The space which we are referring to as dance material is
therefore,firstly the place where the dance performance
occurs, the space understood as location and referred to as
the 'living space’' and the 'dance performance space’. Sec-
ondly, it is understood as the medium through which dance
carries its information as a visual,audio and Kinetic ex~-
perience and activity,existing as the ‘surrounding medium’

and the 'supportative medium’.

It is "the space’ where physical realities are observable,
identified and analysed as size,volume,shape,density,rig-

idity etc.

In this space,spatial characteristics could be brought to
life or made manifest by the movement or any of the other
"strands of the dance medium'. "Choreutic units"(20) can be
created by the body through "design in space"(21) or "body
design"(22) ,under certain cenditions by the lights(II,2.1.1),
by props (V,2.3).or by the characteristics of the support-
ative medium (II,2.2),or perceived as illusory lines caused
by the "...connection to be seen between the two ends of a
choreutic unit..."(23) -~ the body and a set prop for ins-

tance.



All of these spatial forms can be characterised by their dir-
ection, location,orientation etc. All these spatial forms,

virtually created by,or found within the components of the

dance medium,are not the actual materials which are primar-
ily manipulated {(as physical realities) by the choreograph-
er,dancer or related artist. They are derived from the

first materials which we intend teo identify in this study.

2. The independence of the strands of the dance medium

Music as an example

The status of esach of the strands of the dance medium, their
separate identity,their independence within a dance perform-
ance, is difficult to ascertain and individual composers,
choreographers and artists have different opinions concern-

ing this issue.

Of all the strands of the dance medium,music is the one
which receives the most attention. Is the music in a
'dance performance' an independent art and thus could it

have a separate existence 7

The answer to this could be found by analysing the process
of the music score's creation:for who or for what was it

designed or planned ? Horst said that,

Music for the dance cannot be judged apart from the
dance for which it is written,because it is an integral

part of it. (24)

However,other artists have been creating music to accent-
uate the dance or to add a new dimension to the enviroment
which the dance performance intends to create,and have also
played the music score "...separatly from their dances,in
concerts of contemporary music"(2S) A third example,which
attempts to place music in a dance performance context
whilst retaining its identity,is found in the "co-existence"
of John Cage’'s musical scores and Merce Cunningham's dance

scores,where the arts attempt to perform simultaneously.



From the examples mentioned above, it is possible for dance
music to be heard in a different context to the dance. It
can be performed in a music concert,recorded on discs for
individual listeners etc. In the same way the costumes used
in a particular dance could be displayed for historical or

aesthetic purposes in an exhibition.

The decision to perform or exhibit any of the strands of
the dance medium in a different context is an individusal
decision by the musical composer,costume designer etc,uwho
assumes that those materials have a significant existence

bevond the context for which they were designed or planned.

This however, is a misleading issue since we are concerned
with those materials (costume,music,set etc) as strands of
Ehe dance medium and thus,only when they are contextualized
in a "dance performance'. Their individual identity,their
significance can only be found if they are seen in their
relationships with the other strands of the dance medium
and in terms of their contribution to the unity of the

dance work. As L.Horst said,

the question is not how great a composer is,but what
it does for the dance. (28)

This unity of the work,its complexity and its form,lies in
the combination of the different existent media incorporat-

ed within a dance performance.

It is the relationships between and within the
components which creates the form and the significance
of the dance,and it is, therefore, this kind of under-
standing which begins to reveal the complexity of the
work. (28)

The significant existence of each strand of the dance med-
ium, depends upon the context in which it is seen or heard,
and the kind of relationship it has with the other strands

within the same performance. As W.Bellman savys,

fal



Music is an independant art...however when it is
introduced into theatre,its nature changes [...] it
must become a dependent element much as lighting,

scenery or costumes. (27)

For example,a particular costume changes when used in a di-
fferent dance,not because it changes its internal struc-
tures, (the initial colour,shape etc),but because the sig-
nificant existence,closely related to the role it plays in
the first context,changes within the second one. It might
be an unnoticed costume in the first dance and aobtrusive in

the second,which cannot be verified,

...until it 1s seen together with the movement [and
also other components] as an existing totality, the

result of a close and unigque collaboration. (29)

3. The constant presence of the strands of the dance medium

and the significance of the costumes.

Some choreographers regard some strands of the dance as a
Kind of barrier between the dance and the audience. George
Balanchine for example, held this opinion,and thus many of

his dances are performed on a

...bare stage in costumes that are merely cleaned

and pressed rehearsal clothes... (30)

Considering his approach to costumes and scenic design,and

his 'denial' of them in his dances,some authors consider,

...his decision to put dancers on a bare stage in

practical clothes is a design decision. (31)

This echoes John Cage's perspective of music being sound as
well as silence,and Merce Cunningham's "elements of theatre"”
where light is defined by lights and no lights,stage design

by set and bare stage and costume,by costume and no costume,

10



If the costumes are going to be "...an obvious adjunct to
the dance or...uncbtrusive, innoticed”(32),it is because
specific decisions by choreographers or costume designers
were made in order to achieve one of these functions or
both in different moments of the dance. Therefore,in the
example given above,George Balanchine is not denying the
importance of the costumes,on the contrary,he exhibits a
full awereness of them. The absence or suppression of a

strand is as significant as its presence.

In considering the people (dancers,musicians and audience),
the space (as location,surrounding and supportative medium),
the aural elements (both sound and silence), the movement,
{performed by any of the strands) and scenic elements,
(scenery,props, lights, costumes, make-up and masks)} being the
strands of the dance medium,our decision was based upon the
observation that any dance, independent of its context,hist-
arical and geographic location,presents always these five

different materials as the pillars of its creation.

Dances are created by the manipulation of

seperately, identifiable components. (33)

The absence or suppression of any strand,assumes a signifi-
cant role,since the absence of costume reveals the body of

the dancer in its nakedness, the absence of light could lim-
it or restrain the boundaries of our visibility of the work,
the absence of music could emphasise the importance of sil-
ence or reveal other sounds otherwise unnoticed (as for ex-

ample, the dancer's step sounds) and so on.
4. The significance of the strands of the dance medium

Chorecgraphers attribute to different strands of the dance
medium varying degrees of significance. For example, George
Balanchine "...sees music as the foundation of his art",

where the "...music and steps together create the atmos-

phere of his work"(34). Others emphasise movement as being
the "actual stuff"(35) with which the choreographer works,
whilst lLoie Fuller was concerned with the dancers as "ins-

truments of light™ (36).
11



The terminology referred to at the beginning of this chapt-
er can illuminate how different choreographers,critics and
dance researchers understand the significance of each str-
and of the dance medium and how they value them within a
dance. "Elements",'mundane factors","aids" etc. betrays the
elements included in their definition with different sig-

nificative functions.

Dance could be understood to have movement as the "main
focus" (37) ,where the other strands are treated as incident-
al elements,or seen as a picture,where the stage is compar-
ed to the canvas,with "music,scenery and costumes” as the
"colours"(38) of the painter’'s/choreographer’'s palette.
However,each of the strands referred to within this work
have a significant contribution to the dance work and are
used to "enhance the movement statement™(39),tc "build up
the enviroment" (40),to "clarify [the dancer's] intentions™
(41),to "enlarge the energy"” of the dance (42) or to "rein-
force the audience’s reaction to a single experience'(43).
As such all of them have a significant existence which con-

tributes to the entity of the work.

12



Notes

1. Martin,J. :Introduction to the Dance. (A Dance Horizons
Republication,1972) p.208

2. HManna J.L. :The Performer-Audience Connection

(University of Texas press,Austin,1983) p.91

3. B8lom,L.A. and Chaplin,T. :The Intimate Act of Choreo-
agraphy. (University of Pittsburgh Press,1982) p.193

4. Casey,P.B. :Trance Dance:A Major Dance Work. (M.A.,
California State University,Fullerton,1980) p.30

5. A facsimile of Cunningham's handwriting in Lesschaeve,J
The Dancer and the Dance. (Marion Bovers, New York,
London,1985) p.168

6. Guwynn,E.W.F. A key Determinant of Dance Style:The

Use of the Dance Instrument as Illustrated bu_ the

Choreography of Katherine Dunham's 'Rites de Passage

(Ph.D,The University of Uisconsinn-Madison,1978) p.11

7. Armelagos,A and Sirridge,M. :"The Identity Crisis in
Dance":Journal of Aesthetics and Art Criticism Vol.37,
1999,p.130

8. Langer,S. :Problems of Art. (Charles Scribner's Sons,

New York,1957)

9. Adshead,J. :Dance Analysis-theory and practice.
(Dance Books, London,1988) p.21

10. Langer,S. :op cit. p.4

11. Mazo,Jd. :Prime Movers (Adam and Charles Black, London,
1977) p.190

12. Langer,S. :op cit. p.6

13. Isadora Duncan,quoted by Ellfelt,L.:Dance From Magic to

Art. {(wm.c.Brown Company Publishers,lowa,1970) p.193
13



T4.

15.

16.

17.

18.

19.

20.

217.

22.

23.

24.

25,

26,

2°7.

28.

29.

Preston-Dunlop,V. :Dance a lLinguistic Approach. (Laban
Centre for Movement and Dance,london,1979) p.62

Lesschaeve,]. :opcit. p.169

Langer,S. :top cit. p.5

ibid. p.39

Preston-Dunlep,V. :op cit. p.61

ibid. p.62

Preston-Dunlop, V. :The Nature of the Embodiment of
Choreutic Units in Contemporary Choreggraphy. (Laban

Centre for Movement and Dance and University of London,
Goldsmith's College,1981) p.44

Humphrey,D. :The Art of Making Dances. (Dance Books,
Londaon,1959) p.49

Preston-Dunlop,V. =Ph.D. p.55

ibid. p.54

L.Horst, quoted by Mazo,J. :gp cit. p.194

Mazo,J. referring to the musical scores of A.Nikolals.

Mazo,J. :op clt. p.240

Mazo,J. op cit. p.19%4

Bellman,W.F. :Scene Design,Stage Lighting,Sound,Costumes

and Make-up - a scencgraphic_approach. {Harper and Rouw,

Publishers, Inc.,New York,1983) p.xvii

Adshead,J. :op cit. p.112

E.Hawkins quoted by Thormbury,J. A Developmental Study

of the Chorecographic Works of Fric Hawking including a

quide to available literature. (M.A.,Western Michigan

University,1979) p.32
14



30.

31.

32.

33.

34.

35.

36.

37.

38.

39.

40.

41 .

42 .

435,

Mazo,J. op cit. p.202

Berry,B. ‘Dance and the Artist inm the Twentieth Century'
(Beatrice Berry,Surface Design III,April 1982) p.1

Ellfelt,L. and Carnes,E. :Dance Production Handbook.
(National Press Books,California,1971) p.76

Adshead,J. fop cit. p.110

Mazo,J. :op cit. p.202

Martin,J. :op cit. p.&1

Mazo's opinion in Mazo,J. :op cit. p.194

Armelagos,A. and Sirridge,M. :op cit. p.130

Noverre,J].G. :Letters on Dancing and Ballets ( A Dance

Horizons Republication,1975) p.9%

Carey,P.B. :op cit p.30

J.Mazo in reference to A.Nikolais' music scores,Mazo, J.

op cit. p.242

Martin,J. :op cit. p.270

Lesschaeve,J. :top cit. p.169

Mazo,J. :op cit. p.207

15



Chapter II The Space page
1. Space as location 17

1.1 ‘General enviroment' and 17

‘living space'.

1.2 The 'dance performance space' 20

Summary 24

2. Space as a medium 25

2.1 The surrounding medium 26

2.1.1 Alterations in the air 26
composition

2.1.2 Superimposing different media 27

within the wvisual field -
transparent and translucent materials
2.1.3 Alterations in the density of 30

the medium

2.2 The supportative medium 31
Summary 35
Notes . 37

16



1. Space as location

Introduction

In analysing the space as location where dance in a theatr-
ical context has been occuring,the area of the dance per-
formance is no longer being confined to the stage within a
traditiomnal theatrical building. Expansion of that has been
made in all directions of space,firstly by being placed out
of doors and secondly by fully exploring levels,directions
and sizes of the performance area. Furthermore,by diminish-
ing and breaking down the barriers between the audience and

Lhe performers area,the well defined areas of spectator and

performer no longer exist.

The concepts and related terminology attributed to the per-
formance area,commonly referred to as 'stage area'’, 'perform-
ance area', 'rcom' etc.,no longer clearly defines the space
as the location of a 'dance performance' alongside the pro-
blems mwentioned above. Therefore,a search for new spatial
concepts which could characterise the possible modalities

of spatial organisation and the relationship between the
"performance area',the 'general enviroment' and ‘audience

space’ needs to be made.
1.1 "General enviroment' and ‘living spaces’

First of all we must understand that we are only interested
in the space where a 'dance performance' occurs,since the
spatial characteristics of it (size,depth,shape etc.) are

brought alive through the dance.

We are not interested in what was in existence befofe that.
The "Physical Theatre" as literally "...the building in wh-
ich theatre production takes place”"(1)interests us,not as a
piece of architecture structured for the purpose of an art
work,a dance work,but in aspects which become relevant

during the performance of a dance work:the way that spect-
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ator seats are placed in relation to the 'area of perform-
ance';the way that the stage creates a limitation of a par-
ticular worki;the way that theatre building structures are

introduced within the presentation of a dance work etc.

We are interested in those spatial aspects of the perform-
ance and audience areas which are brought alive by being
used and manipulated. Therefore,uwe must now select only
those spatial areas discriminated from the general envirom-
ent because they have become content in the spatial spheres

of a 'dance performance’.

A.Schechner defines it as the “"living spaces" which,

-..includes all the space in the theatre not just
what is called the stage...[but]...all areas uhere

the audience is and/or the performers perform. (2)

"Living spaces' within the conventional theatre
Conventionally, the performers performed in a "...well def-
ined space clearly separated from the audience"(3),what has
commonly been referred to as the stage. A stage surrounded
by working spaces except that occupied by the audience,whe-
re 'apron','pit' and 'proscenium' are often theatrical fea-
tures and spaces which characterise the traditional stage.
We intend now to analyse how different spatial structures
of the 'living space' within a conventional theatre can in-

fluence the presentation of a dance work.

The size of the living space

The perception and the impact that any dance makes on

us is in part due,along with other variables,to the visual
and aural intensity of the stimulus (information) and this
relates to the distance and visual angle of our relative

spatial position to the source of stimulus.
If the audibility can be increased or extended by the plac-

ement of speakers reinforcing, in this way, the acoustic con-

ditions in the theatre, the visual perception on the other

18



hand,is closely related to the spatial relation,distance
and visual field that the spectator has to the centre of
the performance. His/her position (seat position)conditions
visibility and influences the degree of the spectator's pa-
ssivity to the work,this also being determined by the size

and shape of the theatre.

The smaller spaces requires less decision making by
the viewer and results in greater objectivity. A
viewer is more involved in larger spaces and will
find it more difficult to remain passive. This var-
iable depends largely on the distance of the seat

from the playing area. (4)

The distance betuween the audience and dancers also influen-

ces the performance of the last.

I like to perform in small theatres because the
response from the audience is so immediate and int-
imate. (5)

The size of the staqe.

The size and the shape of the stage also influences the pe-
rformance,sometimes making compulsory,changes or adaptation
for that space,which in some cases alters the presentation
of the work.

1 have had the opportunity to experiment with this in two
dance works. One by Yolande Snaith,namely 'Blue-Whiteness
Rhapsody®,first seen at The Place Theatre and subseguently
at the Laban Centre Theatre. The contrast in size and width
of these two stages becomes evident from this performance.
Yolande Snaith standing up on a bench almost touched the
ceiling of the Laban's stage giving a tremendous feeling of
oppression to her work,while on The Place Theatre's stage,
she could fully explore the vertical dimensionality of her
work giving the impression of a woman freeing herself from

the tiny clothes which were strangling her.
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The second work to which I refer is Stephen Petronio's
'Walk-in',also first seen at The Place Theatre and one year
later at the Centro de Arte Moderna-Calouste Gulbenkian in
Lisbon. I was amazed at how it was possible to fit all the
members of the company,performing an energetic and spatial-
ly intricate dance into such a small space. This made the
piece seem much more risky and dense in comparison with the

first performance that I saw of it.

The two works mentioned above offer no difficulties in def-
ining the area occupied by them as they were both performed
on a traditional stage. However, in analysing the 'living

space' manipulated and articulated in other works,still in

a conventional theatre,some changes occur.
1.2 The 'dance performance space’

Performers are no longer confined to the stage. All parts
of the theatre bevyond the stage become a potential space
for performing. In 'Come Dance With Me' by Pina Bausch,a
dancer wanders through the foyer. Anocother is placed aon the
balcony in 'Arias' also by Pina Bausch. Douglas Dunn,in his
piece 'Octopus’,walks through the audience on the back of
the spectators seats. The setting is also sometimes extend-
ed beyond the 'proscenium' into the audience,as in Bausch's

'He Takes Her...'.

From these examples we can see that the traditional defimi-
tion of performer's area and audience area as clearly divi-
ded,was broken up and a new audience/performer space relat-

ionship arises out of modern dance waorks.

In order to define this new area of performance on stage or
beyvond it,W.F.Bellman defines the "playing area™ as the
"floor space occupliled by actors where they are in view of
the audience"™ (6) Since the performance space defined with-
in a dance is not only created by the dancers but also by
the scenery (V,1.1),lighting (V,2.2) and by the audience
(III,1),this space now defined through any of the 'strands
dance per-

of the dance medium',will be referred to as the '

formance space’.
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The 'dance performance space’' cannot have a constant form,
(shape and volume),because of the plasticity of the dancers
movements, lighting,scenery and audience spatial organisat-
lon which creates it. It can be extended into the 'audience
area' through the presence of one or more dancers,by the
extension of the setting,by the lighting or by the direct-

ional attention of the audience.

Within the 'dance performance area', the theatrical apparatus,
normally hidden from audience view,could be revealed,as in
'The Seven Deadly Sins' and 'Arias' by Pina Bausch,where

the stage settings extend to the fire wall,or in 'Vessel I’
by Meredith Monk,where she draws the audience's attention

to the hidden spaces and intermal structures of the theatre
by putting the audience facing the entry of the hall and
thus all the doorways,exits,lights and refigerators are
brought into the composition of the plece by being within
the 'dance performance space’,this time defined by the aud-

ience's visual focal direction (attention).

The 'dance performance space' can occupy any space af the
"physical theatre'. Until now we have given some examples
of how the performer and set designer have penetrated the
'audience area’. Meredith Monk in '"Vessel I' attempted a
complete reversion of the spaces by placing the spectators
in the conventional performers area (the stage) and the

dancers, in what was previously the audience area. )

'Dance performance space’ outside theatres

The new ways of organising the spatial structures of the
'physical theatre’ brought difficulties in analysing the
boundaries of the performance area and consequently in de-
fining what was part of the dance work by being in the same
space. The concept 'dance performance space' defined before,
attempted to make a clear demarcation of that from the '1i-
ving space',establishing in this way, the boundaries of the
Performance spaces now being created by one or more of the

"strands of the dance medium'.
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However ,when analysing works placed outside the theatre,
where light,scenery or audience do not create a distinct
"dance performance space' and the physical limitations imp-
osed by the theatre does not exist anymore,the problem ari-
ses again by being amplified into spaces of infinite depth,
width and height.

In looking at the immense variety of places being used over
recent vyears in dance performance events,the first thing
that arises from this is the attempt to explore new spatial
structures found in churches,gyms, parking lots,lofts etc.
Another factor that brings new problems when defining these
new spaces, is that they are no longer enclosed in a physic-
al theatre,the traditional theatre,or in any indoor situat-
ion. In these enviroments at least the space was physically
limited by the walls, floor and ceiling of the building.
What can we consider to be the 'dance performance space’ in
works like 'Roof Piece' by Trisha Brown where the dancers
performed on the roof tops of buildings spanning twelve

blocks 7 Or similarly in Lucinda Child's 'Street Dance' 7

It has already been indicated that the boundaries of the
"dance performance space' are malleable,which means that
they can contract or extend throughout the dance work by
constant redefinitions made by one or several 'strands of
the dance medium'. However,it seems that the direction tak-
en in these actions of expansion and contraction,were only
made or experimented with in sideways or in forward and ba-
ckward directions. The beight of the 'dance performance sp-
ace' appears constant,being defined by floor and ceiling,

working and accepted as a kind of horizontal frame.

In another situation it is possible to verify that in trad-
itional theatres the 'proscenium' works as a kind of frame
for the performance,helping to define the width,depth and
height of the visual scenes. However,when performing in an
open space (outdoors),some or all of these spatial demarca-
tions are lost. Some outdoor works attempt to limit the sp-

ace being used. 'Walking on the Wall' by Trisha Brown is an
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example of this. By using the walls of the Whitney Museum,
the dancers and setting were delineated by the edges of the

building.

Dther works explore the undelineated space. In 'Falls' by
Simone Forti, for example,there was no depth delineation of
the space (8). However, the visual scene was delineated by
the frame of the window through which it was possible to
see the dancers falling down. In this situation,uwhere the
boundaries of the 'dance performance area' are difficult to
define in any of its dimensions, (width, depth,height) we
will make use of the idea of framing the visual scene and
discriminating which dimension it is impossible to define.
For example,all out of door 'dance performance spaces’ have

no heiaght boundaries or are of infinite height.

in 'Falls' the 'dance performance space' is of infinite de-
pth. In 'Roof Piece' where there is no clear delineation of
width,depth and height, (even if each dancer is limited to
the roof of the building on which he/she is),it should be

referred to as 'totally unframed'.
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Summary

The diversity of performance spaces explored by modern cho-

reographers brought difficulties when describing them.

From the 'general enviroment', 'living spaces' was accepted
as a term for those spaces occupied by both audience and
performers.

e have expanded the notion of 'stage' or 'performance area'
to all spaces created and defined by one or several strands

of the dance medium,and called them, 'dance performance sp-

aces’' ,having as its main feature, the possibility of contra-

ction and extension throughout the dance.

We have seen how the size of both the 'living space’ and
‘dance performance space' are an influential feature in the
presentation of a dance work in two ways:

- from the audience viewpoint,in terms of the visual
angle and their distance from the centre of the performance
and

- from within the dance by the spatial constraints it

can impose on the work itself.

In the analysis of 'dance performance spaces' outside
theatres, it was difficult to define the performance space
since one or several of its characteristics, (width,depth,
height) was unlimitable. e attempted to solve this problem
by virtually framing the visual scene and describing which
one of its spatial dimensions it was impossible to define,
namely its extension. Normally in an open space, the 'dance
performance spaces' are of infinite height,but it may be
'totally unframed' if there is no limitations of width,hei-

ght and depth.

This interpretation of the 'dance performance space’ as a
volumetric entity,instead of a flat one as defined in dance
notation systems as the 'stage area’ (eg.lLabanotation), leads

us to the following considerations.
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2. Space as a medium

Introduction

Air is our natural medium. An unresistant medium for our
kinetic activities. It is a "space for locomotion"(9) and a
perfect medium for the "flow of information”(10) Light,sou-
nd and volatile substances encounter, in the air,the most
adequate medium for their dissemination,being in this way
detectable by our wvisual,auditory and taste-smell perceptu-

al systems.

Air,or the terrestial atmosphere,has been the place for ot-
her major activities,from common daily routines to the ones
played with by dancers in a dance performance. We perform
an infinite variety of activities with the air constantly

present,closely surrounding and filling the space around.

However,taking into consideration the characteristics of
our Kinetic activities while moving from place to another
or simply in stillness,we must consider what exists exteri-
or to the body,what supports or gives support to the uprig-

ht stance and to locomotion.

It is easy to perform a simple locomotive movement,not only

because the surrounding space (air) offers no resistence to

it,but also because we find immediatly below us,a surface
of the necessary rigidity to support ourselves. This surf-
ace plays an important role in dance activities,giving the
necessary support as well as elasticity for a step or jump,
and must be taken on board when considering the characteri-

stics of the space as a medium.

Conclusion

We must distinguish two different media in which we perform
as well as from which we recelive information. One that exi-
sts around us,normally associated with air,working as a
"passive arena for our perceptions"({11) and kimesthetic eac-
tivities,and another that is normally right below us and

works as a supportative surface.
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2.1 The surrounding medium

Air (with its components of nitrogen,oxygen,carbon dioxide,
and water vapour being in constant amounts)provides us with
an important medium for our perception. However,in theatri-
cal contexts changes are deliberatly made in order to alter

this perception.

Considering the changes in the air composition and also
other interferences of the same visual medium,we can disti-

nguish three different alterations which we intend to iden-

tify and analyse.

2.1.1 Alterations in the air composition.

By using rudimentary means or the most sophisticated, theat-
rical people have been adding to the scenes by expelling
into the air,smoke,foa and dust in order to create what we

now refer to as ‘special effects'.

It is curious that in the seventeenth century,smoke,which
we nowadays consider as an artificial effect deliberatly
used on stage,was always present,being naturally produced
by the light sources of candles and oil lamps,which gave a

" . .mystical effect...[to]...some of the scenes" (12)

If the composition of the air is altered,by the addition of
one or several of the effects described abaove, the acoustic
conditions do not significantly change but the visual field
as well as the visual composition,suffer important permuta-

tions.

They can totally or partially hide the scenery or the danc-
ers bodies and their movements,working as a kind of plastic

ephemeral set or prop.

Its plasticity can be used to modify the shape of the bodvy,

whilst simultaneously weorking as an elongation of the same.
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In 'De Noite' by Georgio Barberio Corsetti (13),the actors/
dancers were covered with dust which significantly altered
their shape by unshaping the body area from neck to should-
ers and provided no distinction of front and back. As soon
as they started to move however,they were metamorphosised
from an indistinct body in movement into a centre of magne-
tic forces,expelling particles of dust all over the space

in an indeterminable cloud of motion.

They can,in combipation with light (props/light relationsh-
ip) emphasise and extend the spatial structures revealed by
the light,defining "mot only the socurce of the light but
also the paths that the light takes as it passes through
the smoke..."(14)"...emphasising directionality of the

light™ (15).

2.1.2 Superimposing different media within the visual
field - transparent and translucent materials
It has been stated that by altering the air composition
through the expellation of smoke,dust or fog into the set,
apart from other effects that they produce, they restrict
the wvisual field by hiding some or total parts of the scene
and beody's movements. We are now going to analyse other
circumstances where the visual field can suffer changes
without any alteration being made to the air composition,
but as a result of superimposing materials of different

transparency.

This procedure has been in use since the sixteenth century
by placing coloured ligqulds in glass containers very close
to a light source in order to achieve different colours of
light (16).

However ,within the purpose of this study,we are only taking
into consideration translucent and transparent materials
placed,not between the light source and the object to be
lit (even though this the usual occurence),but only tho-
se ones placed on stage,between the action or scene and the

audience's visual field,ie.within the visual frame. Also,we
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will not be taking into account those materials which,bec-
ause of their opacity,can not be seen through. This is the

case for the majority of costumes,sets and props.

Transparent and translucent materials can reveal two shapes

simultaneously. In 'Walkaround Time' by Merce Cunningham,

(1968) ,a series of transparent boxes were placed on stage,
through which the audience could see at the same time the
dancers behind and the work of the visual artist,Jasper
Johns (a transmutation of Marcel Duchamp's painting),placed

in the boxes.{17)

Another example of the use of transparent materials was in
an unfinished work from a Concert of 0ld and New Works in
1969 by Steve Paxton. An inflatable plastic material was
seen to change from its original shape of a twelve foot sg-
vare room into (by being deflated),Steve Paxton's costume.

(18)

From these two examples,it is possible to conclude that
no change was made to the dancer's movements or even to th-
eir shape. The visual field was only overlapped by other
spatial structures,a visual artist's one in the first case,
and by the juxtaposition of another shape in the second. An
'outside shape' made by the inflatable was juxtaposed with

the dancer's without affecting it.

In "Up the Wall'(19),the relationship between a transparent
material, lights and dancers is taken further. A huge scrat-
ched plastic wall was placed down stage,directly infront of
the audience. In a certain light,the scratched surface was
revealed which at the same time made it difficult to perce-
ive what was behind. At other times the extent of its tran-
sparency and rigidity was maximised when the dancers threw
themselves against it,deliberatly deforming their body's.
The initial body shape was therefore altered. The natural
roundness of face and limbs were transformed into flat sur-

faces.
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In this case,a transparent,rigid object placed between the
audience and the dancers,created a physical intransparency
underlined by the dancers strong contact with it. The body
shape became deformed through contact but this did not aff-
ect the visibility (although sometimes the audibility).
Combined with light some of the characteristics of the obj-
ect’'s surface could be revealed,therefore leaving the danc-

ers and the objects behind it blurred.

Translucent materials can Lransform a three dimensional

shape into a two dimensional shape.

Shadows found in theatrical contexts are of two kinds:

- one produced in a situation where the light source,as
well as the dancer or object,are placed behind the surface
onto which their shadow is projected.

- the other is when the audience can see the dancer or
the object being illuminated and their shadow being projec-
ted directly behind them.

In both cases the initial shape of the body is only reveal-
ed as an outline and transformed into a two dimensional sh-
ape. Furthermore,any movement approaching the light source
or the surface used as a screen,has a drastic effect on the
size and felative proportions of the dancer's body now be-

ing projected as a shadow.

Another type of situation in which only the outside shape
is revealed,also giving a two dimensionality to the body,is
with a silhouette. In this case, there is no effect on the

size and relative proportions of the dancers.

We have analysed here, three different circumstances uwhere
bodies in close relationship with light and scenery could
be transformed into a surface of two dimensionality. Howev-
er,we are only taking on board the shadows that are projec-
ted through a translucent material, a situation in which
the audience cannot see the object or dancer which produces

it (ie.the first example analysed).
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Translucent materials can blur the dancer's_ body.

Translucent materials in a theatrical situation are usually

applied to costumes or to parts of the scenery. In combina-
tion with light,its translucency is revealed in varying de-
grees,ranging from clearly translucent to almost opaque. In
all cases they give a fair idea of the dancer's body (skin)

and at the same time add new shapes,colour and texture.

2.1.3 Alterations in the density of the medium
Density is understood in this context in the same way that
E.R.Hayer identifies and refers to it as an "element of

space" (20)

From the dancer's standpoint,”"different tensions are estab-
lished between the individual and the space through which
he moves"(21). Therefore,any alterations in the density of
the space "...produces different [kKineaesthetic] sensat-

ions™ (22)

Whilst taking into account the dancer's perception of the
medium in which he/she moves,other alterations can be iden-
tified by audience's visual and aural perception when alter-

ations in the density of the medium occurs.

We have already ldentified alterations in the air composit-
ion,but we intend to take this further now to identify the
other media (with clearly different density to air) in
which theatrical dance works have been performed,and the
influence that this has on the dancer’'s movement and to

audience visibility and audibility of the same work.

Water has been the other medium which, Ehrough its charactm
eristics of malleability and transparency,makes it possible

to perform in and still be seen by the audience.
‘Waterproof’' (23) presents an amazing variety of performance

situations where the water is used as a medium for the act-

ions made by the dancers. The seven distinguishable plieces
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that 'UWaterproof' is made from can be grouped as follows:

~ where the camera is placed inside the water

- where the camera is placed outside the water but
still able to see the dancers within

- where the camera is placed outside the water but hec-
ause of its angle to the water surface and the position of

the lights does not reveal the dancers inside the water.

In the first case,being constantly presented throughout, the
pull of gravity is lost. Bodies no longer need to struggle
with a constant up~-down force. They can constantly play
with this by filling their lungs with air and thus coming
to the surface or by breathing out and slowly sinking. In
contrast to this up-down facility, the movements (because of
the water density),become more difficult to perform and sl-

ow motion is acquired.

In the second case, the most astonishing change with which
Daniel Larrieu plays so well,is the visual deformation of
the body and body parts. Sometimes they look as if they
have shrunk and at other Cimes appear to have hugely elong-
ated limbs, three times the size of their bodies. This opti-
cal phenomena and the movement of the water's surface makes
the bodies appear multi-articulated with actions of bending

and rotating throughout the body.

Lastly,the exits and entrances of the dancers in the visual
field can be made not from the normal right and left sides,

but from beneath the "floor' (water surface).

2.2 The supportative medium

Changes to the rigidity of the floor surface could vary fr-
om rigidity (which gives the performers & confident support
for upright stance and locomotion) to ones that offer no

resistance atall,as in air,or little resistance like water.
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When confronted with some dance works by modern choreograp-
hers,we see how the traditional dance floor (the wooden st-
age) has been destroyed and covered or replaced by innovat-

ive and adventurous new surfaces for contact.

The traditional dance floor in the class room still remains
important in the dancer's training to give an understanding

and "...preparation [the floor exercises] for the standing

exercises" (24)

When Isadora Duncan started to perform in bare feet we see
from her attitude,not only & spirit of freedom,but also an
attempt to intensify the contact with the earth,ground or
floor. This was further developed in modern dance works and
trainming by exploring more fully the lower levels, thus hei-
ghtening the contrast with the lighter ballet movements.
This spirit of freedom was alsoc extended to out of doors in
the open air,and consequently into different 'floor' cover-

inmgs.

On the one hand we have an approach which reinforces the
body's close contact by the elimination of artificial barr-
iers such as foot covering,and on the other hand a full ex-
ploration of that feeling through experimentation with dif-
ferent surfaces like grass,water,sand etc,even when out

of doors. The first point belongs to a further chapter that
considers costumes and props. We intend now to examine some
of the different varieties of floor covering that have been
used in modern dance works and teo ascertain how it has sig-
nificantly influenced the movement and the sound that the

movement produces.

Preliminary definitions

'Surface of support' refers here to those surfaces which

support the performer's weight and anything that prevents

the performer free falling through gravity.

From this definition we must distinguish surfaces of supp-

ort for long and short periods of time.
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We understand for 'long time surfaces of support' those that

are used for significant periods of time during a dance
work - traditionally the stage floor but also for example,a

rope from which the performer is hanging.

We understand "'short time surfaces of support' as being

those surfaces that occasionally receive the body's weight,
for example,ancther body in a "contact improvisation' exer-

cise or a chair seat when the dancer sits or stands on it.

Due to its short term use the second situation will not be
taken on board in this study. For practical reasons the
"long term surfaces of support' will be henceforth referred

to simply as 'surfaces of support'.

When considering the surfaces of support,it is possible to
distinguish four situations of importance to this work.

The first situation considers - the affect it makes on mov-

ement sounds.

By placing leaves,as in 'Bluebeard' or including surfaces
of water as in 'He takes her hand...' and 'Arias',Bausch
reinforces the relationship of the dancers/actors movements
with the rustle of leaves and sound of splashing water made

by the dancer whilst performing on them.
Contrary to this,in "1980 - A Piece by Pina Bausch' any
sound produced by foot contact with the floor is absorbed

by the turf that entirely covers the stage floor.

Revealing spatial characteristics within the dance work:a

second situation.
The progression of the dancer's movement has been analysed
in two different aspects:

- the progression of aerial movements (movements of the

body parts)

- the progression across the stage floor.
Notation symbols have been devised for the last dne since
the early seventeenth century (25) and further developed

more recently in what are now termed 'floor plans’.
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'Floor plens' are therefore those symbols designed to allow
the reader to see in a glance the progression previously ta-

ken,or meant to be taken,across the floor by the dancers.

It is possible to identify in a live situation this spatial
characteristic,by retaining in our visual memory the path
taken by the performers throughgut the dance,or for short
periods of it. Pina Bausch in 'Rite of Spring' by covering
the stage floor with earth,allows for the actual recording
of the dancers actions of locomotion since their traces are
visibly left behind in the earth. In this way,areas of stro-
ng action are revealed in the twisting furrows and other ar-

eas of calmer action are more simply traced.

A third situation:the alteration that it makes on dancers

movements and stances.
Sometimes there are multiple surfaces of support. In 'Raft’

by Trisha Brown, the proximate surface (the surface of cont-
act) were rafts,but because they were floating on a lake,its
initial permanancy was altered,becoming a place for disequi-

librium.

Softer surfaces,like earth, immediatly gives a smoothness to

the movements.

Within the experimental works of the Post-modernists,we see
the normal upright stance giving way to a horizaontal suspen-
sion,being maintained,as in Trisha Brown's "Walking Down the
Side of the Building' and 'Spiral',by ropes. In 'Planes’ al-
so by Trisha Brown,the dancers hung from holes made in the

wall.

The fourth situation:lInexistance of surfaces of support.

In '"De Noite'(26) holes were made in the stage floor,giving
those areas no resistance atall for body contact and allowi-
ng in this way for the dancers to exit vertically. However,
in 'Fallers' by Simone Forti,the audience is only allowed to
see the falling bodies,dancers plaving in a nonresistant su-

rface of support
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Summary

The space considered now as a volumetric entity,was underst-
ood to be the medium for both kinetic activity and the flow
of information. In this way, the transformetions occuring in
the space as a medium were analysed by the manner in which
it affected the visual presentation of the dance work and

the dancer's actions themselves.

‘Surrounding medium' was defined as the space which surroun-

ds the dancer and the spectator.
Alterations in it were mainly idemntified in:

- the air composition,by smoke,fog and dust.

- the wvisual field by superimposing different media like
transparent and translucent materials.

- the density of the medium itself,as with water.

All of them have been shown to have a direct influence on
the way that the dance work presents the dancer's body and
its movements. They can be partially hidden by the fog,blur-
red through translucent materials,and may suffer visual def-

ormation within the water.

The spatial characteristics of the work,initially created by
the light,were emphasised and extended through light/smoke

relationships.

Furthermore, it was seen that alterations in the density of
the medium can have a direct influence on the dancer's acti-
ons. In the example given (water), the pull of gravity was
lost and the movements within a more resistant medium became

slower.

The visual field presented there,created unusual possibilit-
ies for vertical exits and entrances,giving rise to the nec-

essity for the interpretation of the 'dance performance spa-

ce with volumetric characteristics.
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'Supportative medium’ was defined as the physical space whi-

ch supports the dancer's stance and movements.

Its contribution to the dance work was revealed in the way

that it could:
- reinforce or absorb the movement sounds (as with leaf

and turf covering).

- reveal spatial characteristics through the traces left
by the dancers on top of it.

- alter the dancer's stance and movements through suspe-
nding them horizontally by ropes or by the water surface pr-

oducing a constant disequilibrium.

A fourth situation was described where the surface of suppo-
rt was nonexistant,allowing the dancers to be constantly

free falling. UWe refer to these as "'nonresistant surfaces of

support’ .
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1. ‘People’ as one strand of the dance medium

Preliminary definitions.

When considering 'people’ as orne strand of the dance medium,
the dance that we are referring to,is that specific moment
in the 'dance life' when it comes into existence by being
observed or watched by people who are the spectators or

the observers, ie. the audience. Bellman refers to this part-
icular moment in time,relating it to a theatrical play, by

saying,

A play in production exists in both time and space

and only when there is an audience. (1)

In defining who are the 'people' and what is their contribu-
tion within a dance piece,we will analyse not their contrib-
ution during the process of creation but during the actual

performance of it in front of an audience.

Therefore,from those "participants of dance” referred to by
J.B.Alter as the "dancer,choreographer, teacher” (2),we will

only analyse those,who by actually being in a dance perform-
ance, appear on stage or within the already defined 'dance

performance space' (11,1.2). The choreographer, the teacher as
well as all the pecople who make the actual performance poss-
ible,only interest us if they are actually makinmg a contrib-

ution within the plece by making use of their bodies,their

physical bodies in the displacement of movements and sounds

within the aural and visual fields of the audience.

In the same way, the set,costume and lighting designer,uwho
are contributing to the piece by adding elements of visual
and audio qualities,do not interest us as "people’ within
this context,but only the slements they create (analysed fu-

rther in the chapter on 'costume,set and lighting desian’).
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The musicians as 'people of the dance medium’

Musicians playing live in a dance concert are making an ind-
ividual and distinct contribution to the piece,by introduc-
ing sounds to it,produced by them.(3) It is commonly agreed
that a live music performance is always different from a ta-
ped one. The sound quality aswell as the wvariables of inter-

pretation,are the significant differences between them.

In some cases, the musiclans contribution is more relevant to
the dance piece. Sometimes, their physical presence,aswell as
the musical instruments they play {(manipulate) is elevated
from the 'orchestra pit' onto the stage itself,performing in
full view of the audience. This can be seen in 'The Seven
Deadly Sins' by Pina Bausch,where the musicians are seated
at the back of the stage (4)},o0r in 'Day and Night' by Bianca
van Dillen(S5) where the two musicians and their instruments,
two pianos,occupied different spatial areas of the stage du-

ring the piece.

At other times, the musicians may actually move on stage,pla-
ving music and performing movements at the same time. This

is what happened in a performance by Steve Paxton (6)

In defining 'people' as one 'strand of the dance medium',it
is not the roles that a particular individual plays within
the dance work (traditionally the dancer moving,the musician
playing an instruhent,a singer singing etc) that defines so-
meone as belonging to 'people' but their physical contribut-
ion to the movement (within the 'dancing space area') and to
the sound (any produced through the manipulation of musical
or non-musical instruments, body sounds including singing etc

See chapter on 'sound/music'.)

The audience as 'people'

Traditionally,
the audience consists of those human beings who are the

recipients of theatrical art work,who view it,hear it,

aesthetically experience it. (7)
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Scmetimes they are not these "passive watchers” at all (8).

The spectators could be allowed to remaln passive
watchers or they could be acknowledged and asked to

take account of their positions. (9)

This occurs most of the time and is manifested in the fTorm
of standing ovations or censory vocalisations at the end of
the performance. This however,will not be considered as uwe
have limited ourselves teo the space time betwean the first
sign,which indicates theat the performance is commencing,
(auditorium lights dimming,curtain opening, the first dancer
emerging etc.) until the last sign (curtain douwn,black out,

first applause etc).

At other times,audience display of visual and aural elements
during the performance,can he verified through "departures
before the end of the performance” or "sounds of body restl-
esness, or disapproving vocalisations'"(10). This response co-
nstitutes a disturbing element "which affects the ongaing
performance as well as the future acts"(11),and therefore,an
account of these 'incidental' occurrences need to be noted.
The contributions made by the audience to the plece are not
only of the above "momentary and lasting responses"(12),but
elements of the piece are at times under audience controcl as

seen in the examples below.

Audience manipulating scenery and lights

in certain situations,the audience may become collaboretors
in a dance work by being invited to,or put im the position
-0f having to manipulate elements of the scenery,props zand
lights.

In 'Octopus' by Douglas Dunn,the audience needs to return
balls previously thrown from the stage (13). In ‘Rollers’
(14) by Simone Forti,wagons with the dancers on top,are
pulled with ropes by members of the audience. In 'Life is
all around us' some parts of the stage and house lighting
was provided by the audience who were asked to bring candles
along with them.
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The audience may be invited or compelled to vocally 'partici-
pate with a dance work. In "Yellowbelly' by Trisha Brown, the

audience had to yell 'vellowbelly' continuously or Trisha

Brown refused to move.

Audience as defining the 'dance performance space’.

In an open air performance, the audience creates the space,
previously undelineated, by grouping themselves in a spontan-
eous manner,into a circle/round, thus leaving the centre for
the performers. At the performance of Trisha Browun's 'Inside
the audience was asked to form a rectangular shape "to recr-
eate the walls of the studio” (16)

Audience as dancers

The scope of audience participation extends from the "passi-
ve watchers" through some of the already identified situati-
ons until the sense of the performance (with an audience) is
destroyed or dissolved,by having the audience on stage,or

within the 'dance performance space'. Deborah Hay in "Circle
Dances (17),and Twyla Tharp in the '100's',experimented with

the avYdience actually dancing within their work.

Audience manipulating the length of the performance

Qut of the experimental performances of the sixties and sev-
enties,a new kind of dance/audience relationship was attemp-
ted. One of the elements that came under audience control,
was the time duration of the performance. In 'A Performance
Exhibit' by Douglas Dunn, the audience,by exploring a maze in
Dunn's loft (being also elements of the performance),determ-
ined the duration of the piece by the length of time that
they took to find the centre/end of the maze where Dunn was

'waltimg' for them.
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Summary

We have analysed how we understand 'people' as one 'strand
of ther dance medium',by definming it in time with reference
to a particular moment of the dance's life and also within a
space limitation by accepting the boundaries of the 'dance
performance space'. We have also further developed the scope
of 'people’ as performers within the dance work by excluding
all those who are not, (within the space/time limitation),ma-
kKing use of thelr bodies, their physical bodies in the displ-

acement of movements and sounds.

We have also given some examples of how the traditional mus-
ician and audience roles have been adjusted and the concept
of 'people' in the way that it is understood here,needs to

be extended to include them.

We are now going to consider the importance of people's phy-

sical structure within a dance performance.
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2. Body Structures

In analysing body features,a differentiation needs to be
made between the aspects that belong to the dance performer
himself (age,race,size,weight etc) and those virtually cre-
ated on him by means of costume and make~up. The latter

will not be considered as belonging to the body.

Several attempts have been made throughout the history of
dance notation,to record/notate those features which,by be-
longing to a specific dancer and performer,become relevant

alongside the movement notation.

John Playford in 'The English Dancing Master',first publis-
hed in 1651 ,differentiates between male and female dancers
by indicating different symbols which separates the moveme-

nts to be performed by a man or woman.
. It was only with Nijinsky who,

considered separate symbols to indicate types of
performer - tall,short, fat, thin,adult or child (18)

that other characteristics of the dancer/performer were in-

dicated.

2.1 Physical Features:Structural Features
It is commonly agreed that the movements of the body are
affected by physical features. What are these features and

how do they contribute to the movement 7

Gwynn indicates several characteristics whic affect the

human body in motion,such as,
r

samatotypic factors (ectomorphy,mesomorphy,andomorphy),
height,weight distribution,body distortion, joint flex-
ibility,muscular development and bulk,head and spine
balance,skeletal framework proportions (lenmgth of the
limbs relative to torso) and size and sthape of the

head. (19)
45



A choreographer's choice of dancers is made according to

technical skills but also according to body structures.

Developed throughout the learning process of a specific te-
chnique or inheritance,the dancer's structural features can
be seen to differ from company to dance company. It is poss-
ible to verify that the kinds of dancers (especially women)
wmploved inm Balanchine's company were quite different from
Cunningham's choice or that of other choreographers. The
differences can be found in the dancers structural features,

tall girls with long legs and a long neck were Balanchine's

preference.

Specific structural features have been deliberately intro-
duced in some dance performances as in 'Futurities' (20) by
Douglas Dunn,where the two dancers (Douglas Dunn and Elsa
Wolliaston) were harshly contrasted,he an average,medium
size,she a large,heavy,tall woman. In "Human Sex' by Lalala
Human Steps,louise Lecavalier has extraordinary muscular
development which enables her tp perform extremely daring

movements and to take the weight of a man.

2.2 Physical Features:Non-structural Features

The nmon—-structural features referred to by Guwynn as,

The overall shape of the face, the shape and size of
the eves,the colour and length of the hair and the
shade and colour of the skin (22)

are important here in two different perspectives.

Firstly, they characterise the features of a dancer of a
particular 'genre' as Peter Brinson and Peggy Van Praagh
suggest are found within the features of a classical ball-

erina,

almond-shape,delicatly bones face...pale skin

and straight nose. (23)

Secondly, they become creatively used by choreographers who

choose particular dancers because of their non-structural
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features,as in 'Paper Women' where Joseph Gordon "wanted
only dancers with long hair” because the hair was "essen-
tial to the choreographic structure” (24),as also did Pina

Bausch in "Bluebeard' and Martha Graham who used,

...the flow of long hair to enhance the movement

of the body. (25)

A final example reinforces this and also shows how mon-str-
uctural features can provide inspiration for choreography
as in the case of 'Hy' composed by Alvin Alley for Judith
Jamison,where the work was "created to illuminate the spec-

ial qualities of the dancer"(26);a statuesque woman wikth

close cropped hair.

The importance of considering these non-structural features
as influential elements in the dance work,is revealed in

the way inm which they can distract from the dance because,

-..inappropriate mountains of curls or tousled face-

covering tresses (27)
potentially marr a well-integrated appearance.

Summary

In analysing the dancer’'s body in its physicality we have
shown how '"structural features' and 'non-structural featur-
es' are influential elements in terms of the dancer's move-
ments and also how they have been deliberatly used and man-
ipulated in dance works,or used as inspirational material

for choreographers.

However, the characteristics of the dancer's movements are
not only influenced by the structures of the body, its
physical features,but are in part & result of other charac-

teristics only observable when the dancer is in motion.
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3. The dancer's body in motion

3.1 High,deep and medium movers
The way that different dancers make use of space in terms of
directions and levels,can clarify them,according to Rudolf

Laban,as "high movers™, "medium movers"” and "deep movers'(28)

In this way a "high mover" is one who has a "natural tenden-
cy" towards "uplift and rising"(29) movements,conveying to

the viewer "...an impression of utmost lightress" (30)

At the other extreme,the "deep mover"”,"prefers to stress ac-
tivity of the centre of gravity"(31) showing a tendency tow-

ards lowering movements.

The "matural tendency” of any "mover"/dancer to perform in
recognisable directions and spatial levels,produces a corre-
sponding affinity in body posture,shapes and dynamics. Ther-
efore,alongside the spatial features of a "high mover”, he
will also display an "erectness”"(32) in his body posture,and
the shapes will be "...of great clarity and precision”(33).
The dymamics,"since [s/he is] acting against gravity™ will
be of a "tension" (34) kind. The "deep mover" will show in
contrast a "body carriage mostly curved"(35%) and a dynamic

tendency for rhythmical "thrusts towards the floor"(36)

Between these two types,Rudolf Laban identifies a third type,
the "medium mover" who does not show the “"pronounced charac-
teristics of a high or of a deep mover[...]They rarely have
the crispness of a high mover or the solid earthiness of the
deep mover. They excel in freely flowing,lilting movements
which seem to surge like waves from the centre of their body

into space and then recede again into stillness."(37)

3.2 Serious,demi-charecter and comic dancer
Carlo Blasis also differentiates three types of dancers.
Dancers destined for "serious or heroic roles” will be char-

acterised by their "fine stature and well-proportioned fig-

48



ure” and a "stately and elegant"(38) carriage and demeanor,
having for structural features "shapely legs,good insteps

[and] great flexibility in the hips"™(39)

In order to fulfill the style of the dance for which he is
destined, the serious style,he must be able to perform the
movements which characterise the style:"a classical finish",
"beautiful developpes”,"loveliest pirouettes”,"fine entrech-
ats"etc. and "...hold the spectators attention by his elega-
nce of outlime and correctness of his poses,attitudes and

arabesques"{40)

The "demi-character dancer" being of a "medium height and a
slim elegant build" was suitable for mixed roles,"avoiding

fhoweverlthe grands temps of the serious style” (41)

The "caomic,pastoral or rustic dancer” is of indifferent sta-
ture and "strong, thick-set build'(42),having an "athletic
physique [and] average height" (43). He is destined to perf-

orm "...an adaptation of...natural movements" (44)

Thoimot Arbeau also distinguished three types of people acc-
ording to their "age,disposition and agility"(45). The "old
people",the "young married ones" and the “"youngest” (48B),
from whom the Branle Doubles and Branle simples and Branle

Branle Gais and Branle Bourjogne were destined respectively.

2.3 The dancer's technigue

The way that dancers arrive at any of these three stages of
physical capacities,disposition and agility aor "matural ten-
dency",is dependant in Laban's opinion,with reference to the
three types of dancer identified by him,not"™...only on the
slenderness or height of the body"” (47)but also from "mental
and emotional qualities™ and "inherited or acqguired effort

habits"™ (48)
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However,it is evident that Blasis' categorisation of dancers
(seriogus,demi-character and comic) was based,not on natural
tendencies or imner impulses but were differentiated by the
type of training received by the dancers, It 1s this traini-
ng,called now the dancer's technique,that we intend to anal-

vse in its different characteristics.

Before it is the body of a dancer...it must undergo
certain training by which...[it develops an]...ability

to respond instantancously to demands made upon it (49)

It is the technique which gives the dancer a necessary trail-
ning of the body,creating the capacity and developing the
dancer's understanding to perform and execute a wide range

of movements.

E.W.Guwynn distinguishes three types of technigue:

- the "basic technigue™,"...which any dancer must have
to function on a competent level"”,characterised by the abil-
ity towards "producing a wide range of styles or forms,rega-
rdless of the origin"™ (50)

- the "personalized technique' ,being an "accepted method
of training [...]developed by a particular choreographer to
meet the demands of his/her choreographic and performance
styles"”,preparing the dancer for working in a specific indi-
vidual style as in Martha Graham and Merce Cunningham works.

- the "ecletic technique”™ which gives the dancer the ne-
cessary ability "to move fluenktly,both in style and technig-
ue from work to work"”™ of different chorecgraphers,preparing

the dancers not to be "locked in one style or another".
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Summary

In looking at the dancers,we saw how their individual tende-
ncy and aebility to perform specific actions were described
by:

- Rudolf Laban,who classified them as high,medium and
low movers,according to their natural tendency to perform in
recognisable directions in space.

- Larlo Blasis,whose differences were based on the danc-
er's capacity to perform specific roles in dance works (ser-
ious or comic). Closely related to the damcer's physical fe-
atures and training,he divided the dancers into serious,demi
character or comic roles.

- Thoinot Arbeau,who made distinctions based upon their

age,disposition and agility.

We have also established a relationship between the dancer's
ability to perform specific movements and the training they
recelved. We call this the dancer's technigue and accept
Guynn's discrimination of three categories of technique:

- basic technigue,which is shown in the dancer's basic
preparation for performing a wide range of movements

- personalized technique, for those movement stvyles crea-
ted and developed by individual choreographers, and,

- eclectic technique,for the damcer's capacity to combi-
ne both with the ability to move fluently from one style to

arnother.
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The Sound and Music

Limitations of the study.

In analysing the sound and music existing during a dance
performance, the time limitations already applied in the an-
alysis of 'people® (I1I,1) are applicable here aswell. The

space limitations for the sound provided by live performers

in view of the audience will be the 'dance performance spa-
ce'. However, this will be expanded to the sounds supplied
by speakers which will be considered in its relationship to

the 'living space’ and the 'physical theatre’.
1. "Deliberate’ and 'incidental' sounds

The first problem which arises from an anlaysis of the sou-
nd and music,or simply the 'aural elements'(1),included in
a dance performance, is to do with the necessary differenti-

ation between 'incidental sounds' and 'deliberate sounds'.

1.1 'Deliberate sounds'

Taking as an example of this,Trisha Brown's "Yellowbelly',

the audience were asked to participate by shouting 'vellow-
belly'. These kinds of "aural elements' added to the piece

wWwill be defined as 'deliberate sounds' since they are prod-
uced in complete accordance with the choreggrapher and in-

troduced deliberately in the audio field of the audience.

A more simple example of 'deliberate sound' is what is re-
ferred to as 'dance accompaniment’ by Lois Ellfelt and Edwin

Carnes,meaning,

any sound that is provided by the composer or sel-
ected by the choreographer to be heard in conjunction

with the dance. (2)

This however, is not clear for the sounds being produced wh-
ich were not selected by the choreographer or within his
control. The choreographer by setting his dance in an open
air space,does not control the enviromental sounds (bird
song,street sounds etc). However,he deliberately allows for

their existence within the piece and thus they exist as
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'deliberate sounds' even if they might be considered as

'chance sounds’ aswell.

1.2 'Incidental sounds'

A common example of incidental sounds'® are those produced
by the audience through body restlessness and indistinguis-
hable vocalisations throughout the performance, (see 'audie-
nce as people’) Even if they could sometimes constitute an
important element that needs to be taken into consideration
for example in studies of the relationship between the per-

formance and the audience’'s reaction to it (expressed thro-

ugh sounds or body movements), they are not deliberately in-

troduced even as 'chance sounds' by the choreographer.

A final example can clarify this last situation. In 1980,
the visual artist and live performer Paloclo (3),placed in
the 'living space' several hidden microphones which captur-
ed sounds produced by the audience before and during the
performance. These sounds constituted some of the "aural
elements' withinm the performance as they were reproduced
and/or amplified through speakers later on during the perf-
ormance. This example synthesises how '"incidental sounds '

were transformed into 'deliberate sounds'.

Summary

In analysing the scunds, 'aural elements’ ,being produced or
simultaneously existing within a dance performance,we Cons-

ider as 'deliberate sounds' not only the ones that are sel-

ected by the choreographer (referred to as 'dance accompan-
iment) but also those which,by not being under the control
of the choreographer (referred to as 'chance sounds') were

deliberately introduced by him.

Furthermore,we have extended the notion of 'aural elements’
to those sounds which are not deliberately introduced by
the choreographer but could constitute important material
for analysis in the audience/performer relationship. These

sounds were termed 'incidental sounds'.
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2. Analysing the sound and music

2.1 The sound in isolation:intrinsic features.
The sound,any sound listened to in isolation,has character-

istics of timbre, intensity,piteh and duration determined Dy

the relationship between the musician or the people who ma-
nipulate the musical instrument,and the acoustic features
of the musical instrument itself,or other material which

produces sound (mon traditional instruments,human body etc)

Describing the 'aural elements' by referring to the sound
in its intrinsic features demands specialised analysis whi-

ch belongs to the field of musical research and sound anal-

ysis.

However,several steps could be taken in order to simplify
this and helping us to describe the "aural elements’, the

sound,in its intrinsic features.

Having the musical score,with the indications for which in-
strument it was intended,cowvers all the basic necessary in-
formation for sound analysis. However, it does not clarify

the acoustic or the audible conditions under which that pi-
ece was heard, ie.the acoustics of the building (see later).
Nor does it consider the modulations of expressiveness and

stvle of the particular interpretation of it which has been
considered as an important aspect explored in some choreog-

raphies.

The music in 'Callas' by Reinhild Hoffman (4),constitutes
an important feature of this performance,not because of the
songs composed by Verdi,Bizet,Donizettl and Gluck,but beca-
use they were interpreted by Maria Callas. Bausch has also
plaved with the characteristics of a particular interpreta-
tion of music/songs. In "1980 - A Piece by Pina Bausch', the
song 'Over the Rainbow' is sung twice by Judy Garland,but
there exists more than fifty vears between the two recordi-

ngs.
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Information concerning the imterpretors and the time/period
of the recordingcould be found if one has access to that
information. This however,is always neglected in programme
notes. Even when musicians are playing live,only their name
and the composer will be indicated,leaving in the majority
of cases,the title of the piece of music unnamed. Therefore,
a possible documentation/notation of that particular work

will always be insufficiently documented in this aspect.

Timbre and relative pitch
The analysis of the timbre and in certain ways of the pitch
of the sound(s) could be indicated by discriminating the

musical instruments involved in that particular music piece.

This again is a huge task made more difficult if the sound/
music is produced simultaneously by several different musi-
cal instruments {giving texture to the piece),on a tape or

live,but hidden from view in the 'orchestra pit'.

However, an account of this {(timbre and relative pitch)

could be simplified through:

Identification of the musical instruments

The way that musicians and musical instruments are organ-
ised:chamber orchestra,symphony orchestra,wind and brass

bands, jazz bands,ensembles,string quartets,solos,duet etc.
Or by referring to them as simply Aerophonic Chordophonic,

Membraphonic and Autophonic instruments.

Discrimination of the sgloists

The identification of the musical instruments which are
playing an important role:the gong which indicates the
start of the piece,the whole orchestra with the whole dance
company,a solo violin playing simultaneously with a solo

dancer and sao on.
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2.2 Analysing the music

A aroup of sounds:music
Until now we have been analysing the sound in isclation,

trving to discriminate its characteristics of timbre,

intensity,pitch and duration. However,when it is analysed
over a significant period of time (analysis being extended
over time),octher important sound structures arise,i.e.the

melodic and rhythmical structure of the music piece.

Indications of the melodic and rhythmical structure of the

music could be discriminated by referring to its mode as:
- D,A,B flat etc.
and its rhythmical structure through:

-2, 3 , 4 etc. or waltz,polka etc.
2 4 4

Summary

It was difficult to describe the intrinsic features of sou-
nd and music - the 'aural elements’ in a 'dance performance'’
However, several means were indicated to solve this:

~ by describing the musical instruments involved and
their particular importance in moments of the piece.

- by describing the melodic and rhythmical musical

structure.
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3. Sound and music in its relationship with the other

'strands of the dance medium’

Until now we have been considering the sound in isolation
or associated with other sounds. However,the significant
contribution of sound and music to a 'dance performance’
becomes more relevant when the characteristics of its rela-

tionship with other elements of the dance are highlighted.

3.1 Sound and space

Sound and 'the space'
In its characteristics any sound played in different ‘surr-

ounding spaces' is heard by an audience differently from

place to place. This is due to what is commonly referred to

as the 'acoustics of the spaces’.

Several circumstances could influence the audibility of a

sound: the size and volume of the ‘living space',from small
buildings to big ones,from indoor situations to an outdoor
one. The characteristics of the surfaces which might refle-
ct or absorb the sound,from empty buildings to full ones,

from indoors to outdoorsi;the characteristics of the medium
in its density,from clear air to damp air and water and its

stability from calm to windy conditions.

Sound creating space
Considering now the same "living space' the sound

being produced might heighten peogple's awareness of the

space by wvarying the positions of the sound sources.

Spatial effects could be achieved through stereo and guadr-
ophonic sound systems,producing in the first case (steroph-
onic:two speakers,two channels,at different sides of the

stage) an awareness of the left and right sides of the spa-

ce,thus indicating its width characteristics.

In the second case (quadrophonic sounds from four channels,

four speakers,placed around the audience or around the sta-

ge) producing creating an awareness of front/back and side
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spatial characteristics or locations, ie.the width and depth

of the space.

All of these could also be virtually created through sound

effects on tape, for when,

", _..the scenoagrapher works with the acoustics of the
theatre,he has the opportunity not only to improve
audibility but also to change the apparent size of

the space itself. (5)

3.2 Sound,music and "people’
We have considered the effects that music on tape or ampli-
fied through different speakers,could produce on the audi-

ence’'s perception of space.

The sound produced {(plaved) in the visual field of the aud-
ience has a different impact on the audience than the one
which is hidden,being either on tape or played live but

still hidden from view (eg.in the 'orchestra pit')

Our perception of the sound is reinforced by the movement
made by the musician when seen playing the instrument and
vice versa,our perception of the movement is increased by
the sound that it makes. Sound and music are produced

simultaneously through a close interdependent relationship.

3.2.1 Sound/music produced by musicians

It has already been discussed (se '"musicians as people’)
that musicians within the visual field of the audience must
be taken into consideration as 'people' in a dance perform-
ance,not only because they are present with their "physical
bodies' but because when moving on stage they are reshaping
the space. (They could occcupy a little corner or at other
times the entire back stage or only sides of the stage lea-

ving a small corridor for the dancers exits and entrances).

(6)



Now this can be further justified by the fact that the mov-
ement required to produce a sound, the movement of the musi-

cian while playing,calls the spectator's attention to it.

The human eye responds to two things,light and motion.
That is why...lighting as well as movement can effect

which part of the stage is strongest. (7)

Karole Armitage in 'Double Duo' (8),serves us with a perfect
example of how the musician's movement is explored and del-
iberately used by the choreographer. Firstly, the size of
the instruments used,obliged the musiclans to execute huge
movements whilst plaving them. An enormous metal tube,used
as a Kind of tubular bell,placed horizontally,covered the
stage from left to right,demanding the musicians to cross
the stage in percussive movements. Secondly,the character-
istics of the musicians in this piece were fully explored
by placing them alone on stage right infront of the audien-
ce,one playing a drum with choreographed movements and the

other conducting with exuberant maestro movements.

The reiationship between musical instrument,movement and
sound could lead us to further study in this area of movem-
ent analysis. For example,we might consider the character-
istics of the movement required for plaving a flute in com-
parison with the ones for playing a drum,and how the music-

ian's movement expressiveness comes into this.

This close relationship between musical instrument, movement
and sound is not only found in musicians. This has also be-
en an integral part of some dance forms.

3.2.2 Sound and music produced by dancers

Sound or music 7

In analysing sound and music,the boundaries of each one are
becoming nowadays increasingly more difficult to be able to
distinguish. Are the street noises/sounds transformed into

music when incorporated with other musical instruments 7
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Are we accepting as music the mechanical sounds of a mach-

ine because of its rhythmical structures 7

?he sharp division between sound and music becomes more di-
fficult to support when referring to body sounds. The body

is in itself a potential musical instrument. It can produce
spunds in voices and songs. It can be percussive as in body

slaps and hand claps or extended beyond the body as in foot

stamps.

Is the dancer's audible breathing only a sound 7 Or is it
by its rhythmical structure,music 7 Is speech a group of
sounds ? Or is it music by means of its rhythmical and mel-

odic fluctuations.

In order to avoid further qguestions and endless justificat-
ions,we will be talking about the 'aural elements’ within a
'dance performance' as sounds,music or sound/music indis-

criminately.

Sounds of the dancer's bodvy

In starting to analyse the sounds produced by the dancer
during a performance,we can ldentify what Ellfelt and Carnes
referred to as the sounds of "inmtermnal accompaniment™

for,

...the sound that exists as a result of the dancer's
action - his feet against the floor,his breathing,
and the slap of his hands against his body as he

moves. (9)

All of these an be referred to as 'incidental sounds'until
they become purposefully introduced within the 'aural ele-

ments' of the work.
The step sounds of the dancers/actors in "Rluebeard' can

not be considered as 'incidental sounds' since the leaves

scattered all over the stage floor captures and amplifies
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these sounds. The body slaps and foot stamps exist as the
only sounds/music in Twyla Tharp’'s "Fugue' (1970). These
cannot be considered as 'incidental sounds' since they

were deliberately introduced to give an audible rhythmic

structure to the piece.

We have tried to simplify the discrimination of the sounds
and music produced by traditionmal and non-traditional musi-
cal instruments. Now,and in reference to the richness and

variety of sounds that the body could produce we can organ-

ise its sounds into:

Sounds of the dancer's body:

voice - "free vocal sounds' (10) :screams,moans,groans,

giggle, laugh, screech.
- "gpeech:speech sounds (vowels,consonants,sylla-
bles,words)
opwn language (free use of words,story,
poem)
kmown language {(word,phrase,sentence,
free use of words,story,poem)
- s0ong
- song with wards” (11)
breath
body slaps
hand claps

finger snaps

3.3 Dancer's movements/musical instrument/sound relationship
We have seen in the sounds produced by musicians how close
and interdependent is the relationship between the music-
ian's movements, the musical instrument and the sound prod-
uced by them. Here when applied to the dancers,the partic-

ularities of that relationship becomes more significant.

The already identified hand claps and foot stamps have been

employved and extended in some dance forms through,
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-.-.the characteristic heel beats and finger snaps
of the Flamenco dancer, the singing ankle bells
and finger cymbals of the Indian dancer,and the

shouts,hand claps and foot stamps of the folk
dancer (12)

But it is not only in the traditicnal dance forms that this
close relationship is found. In contemporary dance,with the

support of modern technology,sound and movement have never

been so close.

In '"Human Sex' by Lalala Human Steps, the sound/music was
activated by the dancer's movements when intercepting sonar
sensors. In "Variations V' by Merce Cunningham,antennas pl-

aced on stage,were activated by the dancers who moved past

them,

...sending signals to the orchestra pit. A series
of photoelectric cells recorded changes in the
intensity of lights as dancers moved them,and also
signaled the pit. The signals activated electronic
music-makers such as tape recorders,radios and

phonographs. (12)

Another example alsoc taken from Merce Cunningham,is found

in "T.V.-Run' where the dancers,

wear belts containing sensors and tranmsmitters. Their
movements were translated into audible pitches,
transmitted to the electronic gear in the pit and fed

to the audience through loudspeakers. (13)

These examples lead us to question the characteristics of
the relationship between dance and music. If until now the
music has been an independent art with a close or loocse re-
lationship with the dance,nouw music becomes dependent on
the dancers movements, since they were,with their movements,

producing and creating the musical score for the piece.
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3.4 Music/movement relationships

Music and dance have always been associated throughout his-
tory in ritual,social and theatrical contexts. The reason
for this partnership could be Jjustified because both move,
Y...in & special form of time - that is rhythm"(14)and both
"can be produced by the body alone”(15). However,despite
this affinity their relationship has been of different Kin-
ds. A consideration of the nature of the relationship betw-

een dance and music can take different forms.

It could be a

...one~to~one relationship,like a duet,where both
dance and music are of equal importance...[or]...

music is the background and dance the main focus (16)
and viece versa,or variations of both or

a conscientiously designed,unexpected relationship
between the two,usually resulting in satire,tension

or absurdity. (17)

Due to the characteristic of thelir relationship they have
been referred to as "music visualization' and 'Synchoric

Orchestra' (18)

A general analysis of this relationship is an enormous and
complex study which can not be taken into consideration wi-
thin this work. For example,for the study of 'music visual-
ization' only,5.A.Jordan discriminates several aspects in

which the movement can'translate/visualise' the music. It

can be a visualization aof,

metre and pattern of events...of texture...of staccato
and legato articulations...of dynamics...of pitch
contour...or a choice of a particular element of

music (19)
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However,a final general discrimination could be made in
which all kinds of music/dance relationships could be in-

cluded. This basically could be of two Kinds:
First in 'co-existence',where the music and dance are,

related simply because they exist in the same

time (20)

Secondly,in 'interdependence' where a certain kind of rela-
tionship could be found. Furthermore, this interdependence
could be divided into three categories of "Synchronization”,

"Opposition™ and "Assimilation™. (21)

Syrchronization is the music/movement relationship where
the music dictates, "the metre™,"tempo,quality and general
style and mood"(22) of the dance. The musical rhythms, ac-
cents and dynamics are clearly followed by the dance,which
"attempts to mirror [the] musical form and technical struc-
ture™(23). Even the texture of the music has corresponding

qualities teo the dance for,

...1lightly scored musical passages there is aonly a
soloist or a small group of dancers;in huge climaxes

or powerful final,the whole cast...(24)

In the music/dance relationship identified as "Opposition™,
"tempo and qualities are contrasted” (25), the movement there-
fore does not follow the music in its accents, phrases,mood,
formal organisation or texture,creating in this uway,snyco-
pated movements and phrases which by not coinciding produce
assymetry and tension. A "deliberate antithesis™(26) is
created by not following the musical mood and also when

the "music's formal organisation [is] ignored™ (27)
"Assimilation" is that music/dance relationship where the

characteristics of both "Syncronization™ and "Opposition”

are incorporated.
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Summary

Sound and music being normally accepted as an important
element within a dance performance because of its relation-
ship to the movement,was further analysed in its signifi-

cant relationship with the other 'strands of the dance

medium'.

From the sound/music/space relationship,two aspects were

discriminated. Firstly,the sound as it was affected by the

characteristics of the 'living space’,what is commonly re-
ferred to as the 'acoustics of the space’. The size and the
volume of the 'living space',the characteristics of the
surfaces (walls,seats etc), the density and stability of the
medium,were the aspects which could influence the audi-

bility of any sound/music.

From the analysis of the nmusic/people relationship,it was

revealed that the sound/music produced by musicians or by
the dancers within view of the audience,assumes a relevant
aspect since the presentation of the movement was reinforc-
ed by simultaneous sound and vice versa,in the closest re-
lationship that could be achieved. The possibility of sounds
being produced by the dancer’'s body itself in the form of

voice,breath and body percussion was also described.

By means of modern technology,it is possible to achieve a
more intimate relationship between movement/musical instru-

ments/sound. We have sald that the movement has been more

or less dependent on the music but now the music i1s depend-
ent on the movement,since it is the movement which creates

the musical score of the piece.

The relationship between music and movement was identified

in the main categories of 'co-existence' and 'interdependen-
ce’'. The first one when the music and the movement are rel-
ated only because they exist simultaneously and the second
one when a certain kind of relationship can be found throu-
gh the characteristics of the sound/music (metre,moocd, phra-

se,etec) and a corresponding movement organisation,the latt-

70



er being 'synchronization' if the movement attempts to mir-
ror the music, "opposition’when the movement does not follow
the musical characteristiecs,and lastly ‘assimilation’ when

a combination of both is attempted.
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1. The Scenery

In considering the scenery and making a2 comparison between
sound and silence,dress and nakedness, scenery could be of a

"neuktral background"” where "no particular features or pat-

terns of shapes distract the eye from its focus on the dan-

cers” (1)sor "significant scenery",where its elements of de-

sign ("line,colour,shape,texture and space™(2)),become re-
levant within a 'dance performance'by the very way that
they are organised and related to each other and to the

other 'strands of the dance medium'.
The reason that we did not use the term 'background' for the
'significant scenery' is because it is much more than only

the background of the stage - it is an enveloping and sur-

rounding design.
1.1 Creating the space

The creation of the 'space' for a 'dance performance' is

always 1implicit within the scenery. It can define the space
boundaries through the area occupied by the floor covering
(11,2.2),by the difference in level between the stage and
the audience space and Lhrough a virtual barrier created
between at least two scenic elements in close proximity to
the audience (right and left wings,props etc.). Scenery can
also multiply the levels of a "dance performance space’' by

the use of different platforms either in Jjuxtaposition,all-

owing for the appearance of dancers within the same depth
but on different levels as in "Lonely Town,Lonely Street’

by Robert North for Ballet Rambert,where the side of a buil-
ding used as scenery,is explored through its different floor
levels. Or scenery can present different levels and differ-
ent depth locations which is normally achieved through the

use of staircases. Filnally, it can create an illusory space,

as with "perspective scenery" or by"painted illusionistic

scenery” (3)
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1.2 Altering the shapes and the dancer's movements

It was analysed (II,2.1.2) how transparent and translucent
elements of scenery and props could alter the shape of the
dancer's body. Elements of scenery,such as a rigild,trans-
parent wall,can transform the natural roundness of the body
inte a flat surface the moment that the dancers throw them-
selves against its physical rigidity. Combined with lights,
a dancer's shadow can be projected onto translucent back-
drops or onto a flat side element (wWings),revealing a two
dimensional body shape whose relative size is transformed
when the dancer approaches or retreats from either the light
source or the translucent wing or drop. Finally it is an
optical characteristic of the translucent materials to

blur the objects behind it.

Elements of scenery,such as the floor covering (1I,2.2),can
because of its degree of rigidity.from hard to smooth,or by
its viscosity or adhesiveness,alter the dancer's movements
and stances. A hard surface of support allowa for a secure
upright stance,while smooth surfaces,for example, the sand
in Risa Jaroslau's 'Rites of Passing',gives a resistance to

the movement.
1.3 Scenery in motion

Scenery in relation to the space that it occupies and cre-
ates,could be of three kinds. The first is where the scen-
ery does not move during the entire performance,maintaining
a 'static' position,we term this 'static scenery’'. The sec-

ond kind, the 'moving scenery',changes its spatial location

during the performance and a third type identified by L.

Ellfelt and E.Carnes as "Active Background" for that scen-

ery which has autonomous movement, the "...bubbles and fla-
shes...in a scientist's laboratory...the flames of a vol-
cano..."(4). The difference between the 'moving scenery'

and the "Active Background" is that the first one moves en-

tirely or in parts,from one place to another within the
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'dance performance space’ and/or makes exits and entrances.
"Cuckoo' by the Station House Opera (5),serves as an exam=-

ple of 'moving scenery',where a platform which duplicates

the levels of the 'dance performance space',rises,descends
and changes its angle of inclination. Or in 'A Split Second
of Paradise’',by the same company(6),one thousand bricks
covering the floor are constantly moved throughout the work
by the dancer/actors. They reshape the scenery - a brick
house gives way to a pyramid or to a brick wall;i;they modify
the floor covering - a pathway created by bricks is cons-
tantly changing direction and paths;and finally the same ac-
tor/dancers manipulate the units of the scenery - each ind-
ividual brick - as a kind of prop which is used in the con=-
struction of distinct 'set props' (a sofa,a bookshelf,a bed

etc) .

On the other hand, the "Active Background' seems to present

a range of autonomous movementf proceeding from mechanical
and chemical reactions,normally considered as 'special eff-
ects'(I11,2.1.1). It is not the scenery that moves,but parts
of it seem to become 'alive' and autonomously 'active'.
"Utt" by Carlotta Ikeda (7),is an example of this,uwhere
salt cascades from the ceiling,creating a soft downward

flow.
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Froperties or props,are those "...items that are part of the
visual picture in a stage setting™(8) Even if they are cre-
ated by the same artist (the scenographer or stage designer)
or are "...simply components in the evolving design"(9), they
are mentioned here as separate from the scenery because of
their "...ability to carry bright colour, interesting lines
and textures..."(10),by which they work as "...accents in

the entire design" being in "prominenmt focus™(12).

Props could be of three Kinds:

- "Hand props'(13) are those items which through size
and weight (ropes,sticks,rings etc.) can be or are designed
toc be manipulated by the dancer/actor.

- "Set props"(14) by the significant changes they make
in the stage design itself,could be considered as belonging
to the "set dressing"(15). L.Blom and T.Chaplin refer to
this kind of prop as "propset"” when "...a prop takes on the
characteristics of a set"(16) whilst retaining a "...dual
flexibility...[of]...being handled and used by the dancer™ (17)

- "Special props" are referred to by L.Pechtal as those

.. .unusual props, like fountains that gush water or statues
that break away™{18). Within this category is included those
props which have autonomous movement like mechanical puppets,
an uncharacteristic luminosity like fireworks,phospherescent
materials,candles etc. or particular features like the wei-
ght of helium pillows.(V,6.4)

2.1 Props and body shapes

Props like those made with elastic material,can alter the
body shape. "The addition of a prop...can expand the number
and type of shapes created by the bodvy'(19).

'Sanctum’ by Alvin Nikolais is the most known example of an

imaginative exploration of a simple elastic circular band.

The dancers lose their initial shape since the elastic con-
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nects all the peripheral points of their bodies in a strai-
ght line - the head, the shoulders and the feet. If they open
their arms,a square shape will be created,if the legs also
open,a hexagonal shape will take form. (Sometimes elastic
clothes can create a similar effect as in 'Lamentations' by

Martha Graham.

This visual effect is so strong and creates such an impact
through the radical changing of the body shape that "...it

becomes dehumanized."(20).
2.2 Props affecting dancer's movements

By using stilts as in "Double Duo" by Karole Armitage and
Pilobulus's 'Stabat Mater',the dancer not only alters his
height but also,as soon as he/she starts to move, the normal
steps are transformed in speed and in their spatlal charac-
teristics. The movements become much slower and the distance
covered in a single step increases in this way,”...the spa-

tial characteristics of the dancer™(21).

The imaginative manipulation of any hand prop provides an
infinite range of possibilities for altering the movement. A
heavy prop or a long one requires specific movements for

its manipulation,”...enlarging or diminishing the gesture"

(22).
2.3 Spatial structures revealed by props

Any prop because of its form,carries with it a spatial struc-
ture which can be analysed in terms of its lines,shapes,form
etec. However,props can exaggerate this particular character-
istic and thus,its spatial structure becomes tremendously
relevant within the work. In 'Guignol' by Nikolais,a dancer
is attached by his wrists and ankles to the sides of the st-
age by elastic. The straight lines created by the elastic
shorten,elongate and criss cross at the point at which the

dancer begins to move.
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2.4 Movement created by props

It was said that 'special props',like mechanical puppets or
real fountains,have autonomous movement. However, the most
common situation of having props moving on stage,is when the
movement is induced or initiated by the dancer and continued
autonomously by the prop. A prop like a ball or the Andy
Warhol helium filled pillows in Merce Cunningham’s 'Rain

Forest' are an example of this.
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3. The Lights

Loie Fuller was the first modern dancer and choreographer to
be struck by the immense potential of stage lighting. The

impact that her works made on the audience encouraged her to
experiment with adventurous manipulations of lighting. Dif-

ferent coloured lights were used by her in ‘Uncle Celestin’

where,

...she performed one dance under blue light,another

under red,a third vellow,and so on. (23)

Surprising light placement was attempted in 'Fire Dance’ by

setting a

...strong plate of glass sheet in the floor of the
stage and herself illuminated with two powerful lights
from beneath. (24)

Her constant demands upon new lighting experiences made her,
as soon as she knew of Curie's radium experiments,wurite to

her with the idea of having a dance with "butterfly wings of
radium™(25). She was ultimately unable to do this but phos-

phorescent scenery and costumes glowed in "Radium Dance’.

The history of stage lighting however,started much earlier

in the sixteenth century,

...when the theatre had moved indoors and at last some
control could be exercised over lighting levels and

their efects on lighting production. (26)

We will analyse here how this contel of lights, the manip-
ulation of stage lighting,could affect the creation and def-
inition of the space,the dancer's body and the movements
that they make. An analysis of the light imn an open space

will also be included.
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3.1 Creating visibility

The first thing that we need to acknowledge in stage light-
ing,is the control it has over audience visibility,what they
are going or not going to see. This "selective visibility”,
(27), through the manipulation of lights and shadows (areas
of light and darkness),is the first demonstration of how
stage lighting plays an important role within a dance per-
formance. In very simple terms,it is only possible to app-
reciate,analyse and understand in its visual appearance,uwhat

we are allowed to see.

Dancers, setting and 'dance performance space’ are therefore,

made wvisible (in an indoor space),by the stage lighting.
3.2 Creating 'the space’

Considering first the 'living space' with its outer limits
imposed by the strucutres of the theatre architecture,that
is the 'physical theatre',the light could work on that space

in order to create defined areas of,

...spheres of spaces,spaces within spaces,spaces which
contain,or envelop,or relate,or touch all the areas

where the audience is and/or the performers perform (28)

Furthermore, the "...accordion like...treatment of space in
the theatre"(29),can be achieved more quickly through light-
ing changes than throuah any of the other 'strands of the

dance medium’.

Its boundaries

The first attempt to reduce the size of the audience's vis-
ual field was achieved only in the late nineteenth century,
when the audience space and the performance space became
more clearly divided through the darkening of the audience

area (auditorium). Until then,

...the spectator's total view included audience and

stage. (30)
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This clarification of boundaries between the stage and aud-
itorium,now being created through lighting,is best achieved
when the brightness of the 'dance performance space' con-
trasts with the surrounding darkness,clarifying "...our sen-

se of boundaries of the lit areas" (31)

Also,changes in the 'surrounding medium’,either through var-
iations in its density (moisture,for example) or alterations
in the air composition (dust,fogisee chapter on space),which

allows beams of light to be seen and,

the ambience or glow of light in the atmosphere may
define an area of light even if large surfaces are

not clearly 1lit. (32)

Variation in size
The visual field being now encapsulated in a visual franme,
could vary in its relative size "...from the entire space

to the tiny area lit by a pin spot"™ (33)

Audience attention can be adjusted or guided, through the
contraction of lighting,thus shifting the focus from the
dancers relating in space,to the detail of dancers movement.

Or inversely as,

...the 1lit area expands,we become more aware of the
dancer's use of the stage space or of the relation-

ship of forms amongst dancers. (34)

Height,width,depth
Another feature of stage lighting is its capacity to vary
the height,width and depth of the visual field - the 'dance

performance space’'.

The absence of light at the outer perimeter will cause
the space to contract accordingly. Inversely,lighting

at the outer edges causes the space to expand. (35)

The depth of the 'dance performance space' could also be

emphasised by light through a,
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downstage to upstage progression warm to cool colours
and from sharply focused to diffused lighting and
heavy reliance on side lighting which stress different

planes in depth. (36)

Shapes and edges
The visual frame created by the light could have an infinite

variety of shapes,from the single box like or oval or round-

gd frame to the division of these in fragmented spaces.

Its shape could be more clearly defined and emphasised if
the seperation between the lit and unlit areas are made thr-

ough sharp lighting transitions. Inversely,soft edges,

...blur the frame and blend the performing area in

with the surrounding space. (37)

2.3 Light altering the body's shape

The dancers,scenery and props could suffer apparent trans-

formations in their form by the same manipulation of,
...light angle and degree of diffusion.(38)

...lighting the top of wvertical elements and darkening
the side ends emphasise height. Moving quickly to
darkness just over the performer's body and lighting

the sides emphasise width. (39)

Light can also emphasise or completely transform the face of

the dancer into a flat surface,it

...can make facial expressions highly visible,giving
prominence to those expressions that denote strong
emotion,or it can reduce faces and figures to tuwo

dimensions. (40)
3.4 Light and dancer's movements

l.ight can alter the presentation of the dancer's movement,

not the movement itself,butazhe way that it is rewvealed to



the audience.

The effect of strobe lighting capturing very small fragments
of the dancer's movements,transforms it into a series of

static positions.
3.5 Lighting creating movement

A static composition has its own rhythm established by the
movement of the viewer's eye travelling across the space.
Dancer's movements,changes in scenery,music etc.,have their
own rhythm (time structures) created by changes in dymamics,
in space directions, tonal values, in cadence etc. In light
this is achieved by the "...speed with which lighting cues
are executed..."(41),that is by changes of light in space

and through time.
This movement could be of

...actual motion as with the follow spots,or apparent

motion created by cross dimming or by using chasers. (42)

An 'actual motion' is very clearly observed in 'Canfield' by

Merce Cunningham where the ,

Robert Morris's design for this consists of a vertical
lighting batten hung in front of the stage,moving from
side to side. (43)

Also 'actual motion' of lights could be seen when dancers
manipulate luminous props or other light sources such as

candles, torches etc.
3.6 Natural light

We have been anlaysing the influence that light has over the
space,body shapes and their movements within a "physical

theatre'. Until now,we have only been concerned with the ar-
tificial light - the one that is produced and controlled by
people. However,when a 'dance performance' is placed outside

the light there,the 'natural light',could be of two Kinds.
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Concerning the nature of the light source itself,R.Pilbrouw

divides it into two categories:

- "general indirect light™ for the "skylight or the

light of an overcast sky" and

- "specific direct light"™ for the "sunlight"™ (44)

These two types of light produce different effects. A
'specific direct light' gives high contrast between areas
of shadow and lit areas (see 'shapes and edges',4.6),whilst

"indirect light' blurs the boundaries.
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4. The Costume

Costume in its relation to the whole visual setting,could be
regarded as a - "Fragment of the stage architecture seen
from a distance”(45). In its relationship to the dancer, it
could be considered as "...a part of the dancer's most int-

imate enviroment”(46),in a "symbiotic relationship”(47).

Since the dancer puts something on top of him,his shape as
well as the movement possibilities,undergo significant al-

1"

terations. Therefore,costumes work as more "...than a cover-

ing of the body" (48).

Its structural elements,such as,"outer shape...surface...
fabric and colour"(49),will be referred to in this analysis
only when they become relevant through theilr relationship to

body shape and their movemants.

4.1 Shaping the dancer's body

Costumes, from the moment that they are worn by the dancer,
reinforce the resemblance of the dancer's body or,in opp-
osition,disguise,change or extend the natural shape or out-

line.

A.Nikolais is the most well known contemporary choreographer
to use the full potential of costume to "...alter or blur
the lines of the bodies"(50). In his work 'Masks,Props and
Mobiles',the relationship between the dancer's shape and the
costume's external shape,are so intricate that the bag that
the dancers use as costume could work as an extension of the
dancer inside it or "...consider the dancer as a creature

being defined by the bag™(51)

4.2 Costumes and movement

Costumes can have an active or suppressed role in their re-

lationship to the damcer's movement.

Costumes may be "...constructed to augment rather than to
distract from the movement"(52). Mazo comments on Ted Shaw's

attitude towards costume as a means of focussing attention
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on the actual bodies of the performers.

The costumes were neutral in colour or simple in design,
they had no purpose other thanm to display the bodies
of the dancers. {(53)

There is no indication here that the features of the costume
added to the dancer's movements through the play of fabric,

its extension into space etc.

Loie Fuller credited costume with a very different role
within the dance work and highlighted the relationship be-
tween the costume and the dancer's movement. She manipulated
im onme instance,the long sleeves of her dress with sticks,
thereby completely transforming her shape. When she first
performed "The Serpentine” in New York,members of the aud-

ience gasped,"Ilt's a butterfly - it's an orchid." (54)

Her decision to manipulate costume was an artistic one and
not as Mazo chooses to believe,a means of disguising the
fact that her body and technique did not comply with the

culturally patterned attitudes of what a dancer should be.

It was fortunate for Loie's career that she learned
to rely on her skirt rather than on her body. She was

not much of a dancer. {55)

The manipulation of her dress dreuw attention to the movement
of the costume itself and simultaneously augmented the act-

ions of her body.

The rhythm of the dance is clear,but it is defined
more by the movements of the costumes than by the
actions of her body. (56)

In the example just cited,the costume deliberately augmented

the movement,in other dance works the opposite occurs.

There is no need for the costume to permit every
possible movement because the choreographer will not

every possible movement for his composition. (57)
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In japanese No plays and Kabuki,the performers are harnessed

by stiff materials cut into geometric shapes which have been

specifically designed to,

allow only the well defined movement prescribed by

Eradition,uwhile others are rendered impossible. (58)

In 'Rummage Sale and the Floor of the Forest' a dance by
Trisha Brown, the costumes hang in fixed positions from the
celling,effectively imprisoning the dancers,obliging them to
take on extraordinary positions. In this example the dancer/
costume/movement relationship is such that the costume dic-

tates the action.
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5. The Make-up

Make-up is normally referred to as the "art"(59) or the ma-
terials used upon the actor's or dancer's body,in order to
transform his/her appearance. Normally the use of a special
paint and plastic application is made direct to the face but

it may also include other parts of the body.
5.1 Improving visibility

Y. ..lighting and make-up work competitively"(60),in that
light takes the colour out of the dancer's skin. Thus, the
primary purpose of make-up is to re-establish the wvisual
balance by the reinforcement of the ™...facial character-
istics of the dancer,so that the whole person becomes wvis-
ible”(61),improving in this way,the "...audience's discrim-
ination of facial definition and expression"962) - the dan-

cer's non-structural features.

"Straight make-up"{63) or "linear make-up'(64),are therefore
those kinds of make-up designed to fulfil the purpose men-

tioned above,"...far accentuating the contours"({65)
5.2 Altering the dancer's shape

The types of make-up mentioned above serves as a reinforce-
ment of the actor/dancer's non-structural features. The

"character make-up"(66), the "painting or illusory"(67) and
"plastic make-up"(68) is that which seeks to alter the dan-
cer's shape by blending or shadowing,or by the application

of plastic materials oan top of the skin.

6. The Masks

Masks can refer to the plastic application close to the
dancer's skin/face,or the ones that can be handled or hung

"...for

from the dancer's head. They can be mainly used
proclaiming neutrality or establishing identification"(69).
In both cases the dancer's facial expression is hidden or
superimposed by a new face,which due te its symbolic signif-
icance,draws audience attentiaon.
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Summary

In classifying the scenery according te its contribution to
the dance work,we accepted "neutral background” for the
scenery in which no particular features of it become rel-
gevant within the dance. In opposition,we defined 'signif-
icant scenery' which could include all other types of scen-
ery (decorative,descriptive,atmospheric,illusory and active
background) ,because of its significant contribution to the

dance,in the way that it can create,define and multiply the

'dance performance space'.

This can be achieved by the way that 'set props' are organ-
ised in space,or through lighting which is the qguickest way
to alter the height,width and depth of the 'dance perform-

ance space’.

Considering the movements made by scenery,we identify three
kinds of scenery:

- "static scenery' for those which retain the same spa-
tial position throughout the work

- "moving scenery' for those which change spatial loc-
ation during the performance and

- 'active scenery' with reference to scenery which has a

certain Kind of autonomous activity derived from mechanical

or chemical reactions.

All of the 'strands of the dance medium' analysed in this
chapter can alter the dancer's body shape,but the dancer's

movements are never transformed by the use of make-up.

Still concerning the dancer's movements, the scenery,costume,
masks and props,can change the actual movement by the way
that they might interfere in its performance,smoothing,elon-
gating or contractimg the dancer's actions. Lighting only
changes the apparent presentation of it,not interferring

physically with the dancer's performance.

Finally it has been shown, that movement is also executed by
mechanical scenery and by props induced by dancers or by

moving lights.
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Conclusions

The purpose of this study was to justify the necessary in-
clusion of the strands of the dance medium in dance analys-
is. It was found that they play a vital role within a dance
performance. They can define the dance performance space,
they can alter the presentation of the dancer's body shapes
and influence the dancer's movements and their executions

they can create spatial forms and produce aural elements.

Furthermore, it was also found that some of the scenic esle-
ments such as lights,scenery and props could perform visual
movements on their own,extending in this way, the necessity
of movement analysis,normally concerned merely with the
dancer's movements,to the movement performed by other

strands of the dance medium.

It was also an intention of this study to discuss central
issues concerning the nature, independence, constant presence
and the significance of the strands of the dance medium.
These issues discussed in chapter one,become relevant since
they constitute the basis of a theoretical understanding of
the strands. It was stated that the strands constitute the
primary materials through and upon which the dance is cre-
ated and given an existence. Their independence, their indi-
vidual identity was seen to be dependent upon the context
in which they are seen or heard and the kind of relation-
ship they have with each other and their function or the
contribution they make to the dance work. The constant
presence of these materials within a dance work gives us
the necessary justification for considering them as the ex-

istant strands of the dance medium.

We understand that this study can be developed in different
areas of research. The study of the role of the strands of
the dance medium was focussed upon here within the present-
ation of a dance performance. Their importance as a potent-
ial stimulus for material during the process of creation

could constitute another area of study.
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The concepts developed here are applicable for this part-
icular analysis. Any extension of this study in other areas
might reveal a demand for an extension of the existant ter-

minology to deal adequately with the issues at hand.

Lastly,this study focussed exclusively on the actual ele-
ments of the dance work. The identification of dance ele-
ments created by Lhem,which constitute the wvirtual strands

of the dance medium,could be a stimulating area for further

study.
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